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PREFACE 

There are scholars who attribute the origin of Indian music to 

S¡maveda, a Veda in which the mantra-s are recited as songs in 

connection with the performance of the Vedic ritual called S°may¡ga. In 

this recitation the ‘svara’ is of prime significance. The Îgveda has a Îk in 

which the s¡mag¡na is compared to the song of birds (II. 43.2.). The 

intonation of Ud¡tta, Anud¡tta and Svarita which is essentially applied in 

the recitation of S¡mamantra-s also points to the origin of music. The 

S¡ma songs are technically called  St°triya-s and they are sung by priests 

who are called Prastot¡, Udg¡t¡ as well as Pratihart¡.  

 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 N¡¶ya¿¡stra, 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 N¡¶ya¿¡stra.   

In fact Sanskrit drama is a combination G¢ta, V¡dya and N¤tta which is 
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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 themselves1.  The 

variety of dramatic literature in sanskrit is obvious from the ten types of 

r£paka-s mentioned by Bharata, probably the earliest dramaturgist in 

Sanskrit in the twentieth chapter of his N¡¶ya¿¡stra mentioned in other 

texts on dramaturgy and nearly twenty types of Upar£paka-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 N¡¶ya¿¡stra of Bharata ( From 2nd century BCE to 3rd century 

CE) The Commentary to N¡¶ya¿¡stra named Abhinavabharati 

written by Abhinavagupta( last quarter of +10 and first half of +11  

( 975-1015) 
                                                 
1  Referred to by Sankunni Nair, M.P., N¡¶yamandapam, Mathrubhumi, Kozhikode, 

1987, p. 227.  
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 Other works where we find the discussion on drama are : 

a. The Da¿ar£paka of Dhanaµjaya +10. (974-995) and its well known 

commentary called Aval°ka by Dhanika 

b. The Bh¡vaprak¡¿ a of á¡rad¡tanaya 

c. The N¡takalakÀanarat¸ak°¿a of S¡garanandin +13 

d. The sixth chapter in S¡hityadarpa¸a of Vi¿wan¡tha +14 

e)  The Rasatara´gi¸i of R¡m¡nnda 

f)  The  Ras¡r¸avasudh¡kara Si´gabh£p¡la+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 Ku¶¶an¢mata of D¡m°daragupta of the 9th century CE  gives 

details on the enactment of the first act of Ratn¡vali, the most well known 

N¡¶ika in Sansksrit penned by  king HarÀavardhana. So also in the 

Sa´g¢taratn¡karavy¡khy¡ by Kall¢n¡tha, details on the mode of enactment 

of the benedictory áloka of K¡½id¡sa’s Vikram°rva¿¢ya are furnished. The 

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

Mal. Trans. To N¡tya¿¡stra of K.P Narayanapisaroti. 
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Keralite works like Na¶¡´ku¿a, Vya´gyavy¡khy¡, 

Abhijµ¡na¿¡kuntalacarca, Ë¶¶aprak¡r¡-s, Kramad¢pik¡-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 

S¡mav®da, a Veda in which the mantra-s are recited as songs in 

connection with the performance of the Vedic ritual called S°may¡ga. In 

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

which the s¡mag¡na is compared to the song of birds (II. 43.2.). The 

intonation of Ud¡tta, Anud¡tta and Svarita which is essentially applied in 

the recitation of S¡ma mantr¡-s also points to the origin of music. The 

S¡ma songs are technically called  Stotriy¡-s and they are sung by priests 

who are called Prastot¡, Udg¡t¡ as well as Pratihart¡.  

 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 

N¡¶ya¿¡stra which, in many respects, is considered a manual for the 
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producer of stage plays. It can be seen that several terms of modern 

musicology probably stemmed from N¡¶ya¿¡stra 3.    

 In the sixth chapter of N¡¶ya¿¡stra which is otherwise called the 

Rasadhyaya, at the outset, Bharata speaks of the N¡¶yasaÆgraha which  is  

a collection of component items in a dramatic performance. The items of 

the N¡¶yasaÆgraha are:-  

1. Rasa or dominant emotion 

2. Bh¡va or mental states 

3. Abhinaya or gesticulatory representations 

4. Dharm¢ or practices of acting 

5. V¤tti or style 

6. Prav¤tti or action 

7. Siddhi or achievement 

8. Svaras or notes 

9. Ët°dya or instrumental music 

                                                 
3  Basham, A.L., Cultural History of India, Oxford University Press, YMCA 

Library Building, Jai Singh Road, New Delhi,  2007, PP. 135-136. 
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10. G¡na or song 

11. Ra´ga or stage 

 The terms, Svaras, Ët°dya and G¡na are pertaining to music in 

drama. The Svar¡-s are musical notes beginning with Àa·ja. They may be 

either á¡r¢ra (corporeal), or Vai¸ava ( originating from V¢¸a or lute ). The 

Ët°dya or musical instrument is of four types namely Tata, Avanadha, 

Ghana and SuÀira. 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. G¡na with the 

combination of Dhruv¡-s is of the following five kinds: 

Prav®¿a or entry 

ËkÀ®pa or casual 

NiÀkr¡ma or exit 

Pr¡s¡dik¡ or pleasing 

Antar¡ or internal.  

 In chapter five of N¡¶ya¿¡stra in which Bharata chiefly describes the 

procedure for the preliminary items before the commencement of N¡¶ya, 
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certain aspects of music namely playing of drums and other stringed 

instruments are mentioned. They are to be performed along with p¡¶hya or 

the recitation of passages. The first item called praty¡h¡ra is the systematic 

arrangement of all the instruments of music. Then comes the avatara¸a 

which is the formal seating of the musicians and the instrumentalists. The 

third item, the ¡raÆbha, is the formal commencement of the singing. The 

A¿r¡va¸a is the adjustment of the instruments before actual playing. The 

vakrap¡¸i 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 m¡rg¡s¡rita. Ës¡rita is the regular practising 

of the beat of the time fractions. All these are pertaining to the G¢tavidhi 

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

 The supreme significance attached to music in drama in N¡¶ya¿¡stra 

is evident from the fact that Bharata discusses music in r£paka in six 

chapters, that is, from twenty-eight to thirty-three. The twenty eighth 

chapter is called Ët°dyavikalpanam or the classification of Instrumental 

Music. Chapter twentyninth is on stringed instruments. The thirtieth 

chapter discusses the suÀ¢r¡t°dya or flute etc. Chapter thirty-one is on 
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T¡Ças, that is, the time-measure and the Ghana instrument of T¡Ça. The 

thirty-second chapter is solely on the dhruv¡ songs. Such songs are  

applied in drama on several occasions the rules and propriety  for which 

are determined by the n¡¶y¡c¡rya. Chapter thirty-three is entitled as the 

Avanaddh¡t°dyavidh¡nam or explanation of avanaddha instruments or the 

covered ones.  

In N¡¶aka, we give equal impotance to abhinaya and n¤tta from the 

ancient time itself. N¡¶aka¿¡las in the king’s harems are the examples for 

the same. N¡¶ya is the combination of abhinaya and n¤tta. Apart from the 

ten major types of drama, eighteen minor types are also included in r£paka 

in which music is prominent. Without Taury¡trika  a combination of g¢ta, 

v¡dya and n¤tta, no acting can stand alone. From this old school thought, 

came the importance of drama. The songs in drama are called Dhruv¡-s.  

In the opinion of Bharatamuni, these kinds of dhruv¡-s and portions of the 

n¡¶akas in which these are included in this thesis. 

 From the vedictime onwards, music is given much importance. In 

Îgveda UÀas 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 r¡gas. 
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 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 N¡¶ya¿¡stra. Having themes adapted from Epices and 

Pur¡¸as, the playwright brought g¢ta, v¡dya and n¤tta 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 ‘taury¡trika’ 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- r£pak¡s. Apart from that, á¡rad¡tanaya’s Bh¡vaprak¡¿a (BP) and 

Vi¿van¡tha’s S¡hityadarpa¸a (SD) had divided dramas to many divisions: 

Unlike- other ¡lank¡rikas- the author of Bh¡vaprak¡¿a gave thirty varieties 

to dramas. In addition to this, it is again subdivided in five different ways. 

Where as in Prat¡parudr¢ya of Vidy¡n¡tha tells only about ten variants, 

and there is no reference of sub-divisions. 



 9

        Ëlank¡rikas 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 Pr¡k¤t. Dramas needed a stage 

and N¡¶ya¿¡stra describes about three types of stages. The dramas and 

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

purpose, there were ‘k£ttambal¡-s’ connected with temples. 

 The word Bharata denotes as bh¡va, r¡ga and t¡½a respectively. It is 

a culmination of the three words. This definition is found in 

Ved¡ntade¿ika’s Sa´kalapas£ry°daya, á¤´gara¿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 Pur¡¸a 

characters such as áiva, R¡va¸a, K¤À¸a, Ba¸a etc. who are closely related 

with n¡¶ya.  

 Sa´g¢ta or music originated from S¡maveda. And it is the 

importance of S¡maveda 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 Mah¡bh¡rata, R¡m¡ya¸a 

and Pur¡¸a that there existed g¢ta, v¡dya and n¤tta. There are two types of 
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songs namely g¡na and g¡ndharva described in N¡¶ya¿¡stra. These are 

called dhruv¡g¢t¢-s. When we talk about music, we can not avoid the 

musical instruments. According to N¡¶ya¿¡stra 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’, n¡¶ya will not be complete.  

 Songs in dramas are called dhruv¡g¢t¢-s. There are five dhruv¡-s 

according to chapter thirtytwo of Bharata’s  N¡¶ya¿¡stra. They are-  

1. Pr¡s¡dik¢ 

2. NaiÀkr¡mik¢ 

3. ËkÀepik¢ 

4. Pr¡ve¿ik¢ 

5. Antar¡. 

This occurs throughout a drama. á¡rad¡tanaya describes about five 

dhruv¡-s in his Bh¡vaprak¡¿a, but we can not compare or contrast them 

with the previous mentioned dhruvas of Bharata. Those five dhruv¡-s 

which belongs to Bh¡vaprak¡¿a are- 
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1. Adik¡ 

2. Apak¤Àt¡ 

3. Pr¡ve¿ik¢ 

4. Avas¡nik¢ 

5. Antar¡ 

 According to Bharata all meters are not employed in dhruv¡g¢ti-s. 

But seven meters like pu¶am, m¡la 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 dhruv¡ 

g¢t¢-s, there are six more varieties enumerated namely ¿¢rÀak¡, u··at¡, 

anubandh¡, vilambit¡, a··hit¡ and avak¤¶¡.  

 There are terms like N¡nd¢ and p£rvara´ga, which give importance 

to music. Of these terms, p£rvara´ga has three variants. Vi¿van¡tha, in his 

S¡hityadarpa¸a, defines N¡nd¢ as - 

+É¶ÉÒ´ÉÇSÉxÉºÉÆªÉÖHòÉ ºiÉÖÊiÉªÉÇº¨ÉÉi|ÉªÉÖVªÉiÉä*  

nä´ÉÊuùVÉxÉÞ{ÉÉnùÒxÉÉÆ iÉº¨ÉÉzÉÉxnùÒÊiÉ ºÉÆÊYÉiÉÉ**ù4 

                                                 
4  Vi¿van¡tha, S¡hityadarpa¸a VI, V.24 
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 N¡nd¢ 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 ‘pi¸·¢’5. 

 The fourth chapter of N¡tya¿¡stra refers to four more varieties of 

n¤tta, including ¿¤ngalika, lat¡bandha, bh®dyaka, pi¸d¢. Dance is 

dependant of t¡½a and laya. And it is mainly divided in two- 

1. L¡sya 

2. T¡¸·ava 

 In addition to these two forms, there were three more variants of 

dance in the ancient times such as Hall¢¿aka, R¡sa and R¡saka. References 

to the staging of dramas can be found in the AÀ¶¡dhy¡yi of Pataµjali, 

Buddist Texts, Epics, ViÀ¸upur¡¸a, K¡mas£tra, Dramas of Sr¢harÀa, 

Ku¶¶tan¢mata of D¡modaragupta and ViÀ¸udharmottamapur¡¸a. 

 It is told in Ram¡ya¸a that the divine dancers Mi¿rake¿¢ and 

Pu¸dar¢ka danced and the sage N¡rada sang for them. In drama, the 

expressive form of dance which combines abhinaya and n¤tta is called 

                                                 
5  NS, Trans. Hindi, Madhusudani, IV, V. 292 
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‘L¡sy¡´ga’. These ten types of L¡sy¡´ga are described in N¡¶ya¿¡stra. 

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 Mah¡bh¡rata, R¡maya¸a, Kath¡sarits¡gara etc. 

proves the first staging of ‘P¡vak£ttu’in early days. During the festival 

seasons, this ‘P¡vak£ttu’, had been staged in temples. It is also considered 

as a kind of drama. In such dramas Pur¡¸ic 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 K£¶iy¡¶¶am, 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 
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way, four types of abhinaya are seen in both the tradition of Kathakali and 

K£¶iy¡¶¶am. 

 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 Bodhay¡na’s Bhagavadajjuk¢ya (1976), Bh¡sa’s 

Madhyamavy¡yoga (1978), D£tav¡kya (1980), Íruba´ga (1983), 

Kar¸abhara (1984), in his own style.  
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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 N¡¶ya¿¡stra 

(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 sah¤daya can have the dramatic 

experience even by reading a play. 
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According to Sanskrit dramatical tradition, rasa or sentiment, or the 

emotional content of the play is a prime significance-  

xÉ Ê½þ ®úºÉÉoùiÉä EòÎ¶SÉnùlÉÇ: |É´ÉiÉÇiÉä6.  

According to Dhanaµjaya, the author of Da¿ar£paka (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 

p¡tram or kath¡p¡tram is just an instrument or a receptacle of relish rasa 

that is why he is so called- 

iÉjÉ xÉÉ]õ¬Æ xÉÉ¨É xÉ]õMÉiÉÉÊ¦ÉxÉªÉ|É¦ÉÉ´ÉºÉÉIÉÉiEòÉ®úÉªÉ¨ÉÉhÉÉä EòPÉxÉ¨ÉÉxÉ- 

 ºÉÊxÉ¶SÉ±ÉÉvªÉ´ÉºÉäªÉ& ºÉ¨ÉºiÉxÉÉ]õEòÉtxªÉiÉ¨ÉEòÉ´ªÉÊ´É¶Éä¹ÉÉSSÉ tÉäiÉxÉÒªÉÉäflÉÇ* 

ºÉ SÉ ªÉt{ªÉxÉxiÉÊ´É¦ÉÉ´ÉÉtÉi¨ÉÉ iÉlÉÉÊ{É ºÉ´Éæ¹ÉÉÆ VÉb÷ÉxÉÉÆ ºÉÆÊ´ÉÊnù iÉºªÉÉ¶SÉ 

¦ÉÉäHòÊ® ¦ÉÉäHÞò´ÉMÉÇºªÉ SÉ |ÉvÉÉxÉä ¦ÉÉäHòÊ®úú {ÉªÉÇ´ÉºÉÉxÉÉzÉÉªÉEòÉÊ¦ÉvÉÉxÉ¦ÉÉäHò- 

Ê´É¶Éä¹ÉºlÉÉÊªÉÊSÉjÉ´ÉÞÊkÉº´É¦ÉÉ´É&*7 

The expression- n¤tta, n¤tya and n¡¶ya in NS also gives a hint of its 

evolution of drama from n¤tta and n¤tya. Chapter one in NS tells how 

drama originate from the Ved¡-s- 

                                                 
6  NS of Bharatamuni, Vol. I, Trans. Mal., Kerala sahitya academy, Thrissur, V. 30. 
7  NS of Bharatamuni Vol. I, Trans. Eng. M. M. Ghosh,  New Bharathiya Book 

corporation, Delhi, P. 222. 
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VÉOÉÉ½þ {ÉÉ`ö¬¨ÉÞM´ÉänùÉiºÉÉ¨É¦ªÉÉä MÉÒiÉ¨Éä´É SÉ* 

ªÉVÉÖ´ÉænùÉnùÊ¦ÉxÉªÉÉxÉÂ ®úºÉÉxÉÉlÉ´ÉhÉÉÇnùÊ{É** 8. 

           The model for a dramatic plot seen in the Îgveda is the dialogue 

hymns between Yama-Yam¢, Pur£ravas- Urva¿i, and Sarama-P¡¸is 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 uÀas is considered as a dancing girl. 

The story of the origin of n¡¶ya described in NS, Bharata has connected 

the apsaras and gandharvas through the performance of n¡¶ya. 

The Sanskrit drama uses literary Sanskrit and pr¡k¤t dialect 

wherever necessary. Rules for the use of pr¡k¤t 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 

                                                 
8  NS of Bharatamuni, Trans. Hindi. Madhusudani, Banaras Hindu University, 

Varanasi, Vol. I , V. 17. 
9  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 

r£pakas for plays. The expression r£paka itself denotes that it is meant for 

enactment.  

xÉ]äõ ®úÉ¨ÉÉÊnùº´É°ü{ÉÉ®úÉä{ÉÉpÚù{ÉEò¨ÉÖSªÉiÉä 10.  

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 M¤cchaka¶ika, 

M¡lat¢m¡dhava 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 

<ÊiÉ´ÉÞkÉÆ iÉÖ xÉÉ]õ¬ºªÉ ¶É®úÒ®úÆ {ÉÊ®úEòÒÌiÉiÉ¨ÉÂ /11     

                                                 
10  Vi¿van¡tha, SD, Sanskrit-Hindi commentary, Krishnadas Accademy, Varanasi . 

VI, P..387.    
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Rasa are generated from the bh¡vas. Bharata has mentioned eight 

sth¡y¢bh¡vas and eight rasas, where bh¡va and its definition and the 

various kinds of bh¡va like sth¡y¢bh¡va sancaribh¡va are dealt with the 

seventh Chapter of NS. It is the sth¡y¢bh¡vas are transformed in to rasa in 

combination with the vibh¡va-s anubh¡va-s and sancaribh¡va-s. Four 

v¤ttis in n¡tya namely- bh¡rati, s¡tvati, ¡rabhati and kai¿iki are closely 

linked with the communication with rasa. The kai¿iki 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 Pr¡k¤t for others. 

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



 20

4. The Vid£Àaka usually plays a prominent part, while the hero and 

heroine are often in the depth of despair. 

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

then tranquilized by the happy termination of the story.  

6. Sanskrit drama is divided into scenes and acts. 

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

8. 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. 

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

two line stanzas. 

10. Sanskrit dramatists show considerable skill in weaving the incidents 

of the plot.  

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

12.  Love is the chief subject of most Indian play. 

13.  The hero is usually a king, already the husband of one more wives. 
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 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 K°hala, Da¶¶ila, á¡l¢kara¸a, Pi´gala, B¡dar¡yana, Nakhaku¶¶a, 

Asmaku¶¶a who could have been themselves recognized  authorities on 

dramaturgy, dance, music, prosody etc. in ancient India .Abinavabh¡rati of 

Abhinavagupta, Bh¡vapraka¿a of á¡rad¡tanaya, N¡¶akalakÀa¸aratnako¿a 

(NLR) of S¡garanandin, N¡tyadarpa¸a of R¡macandra and Gu¸acandra, 

Ras¡r¸avasudh¡kara of Si´gabh£p¡la, Da¿ar£paka of Dhanaµjaya are the 

books on N¡¶ya literature. The Kerala works Abhinayadarpa¸a (AD) of 

Nandike¿vara, B¡lar¡mabharata (BBH) of Karthikathirunal, 

S¡hityadarpa¸a of Vi¿van¡tha etc considered as authority on dramaturgy.  

2.4. Drama and its division  

   Drama is technically called r£paka which implies the fact that it is 

meant to be enacted on the stage. The r£paka divides in to ten of the 

following types – 
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1. N¡¶aka 

2.  Prakara¸a 

3.  Bh¡¸a 

4.  Vy¡yoga 

5.  Samavak¡ra 

6.  Dima 

7.  Ìh¡m¤ga 

8.  A´ga 

9.  V¢thi 

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. Bh¡¸ a . 

2. One act plays with one or two characters. Eg. V¢thi 

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

characters.  



 23

Eg:-  Vy¡yoga, Prahasana, Ut¿¤À¶ik¡´ga. 

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

Samavak¡ra  

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

Ìh¡m¤ga 

5. Plays with 5 to 10 well-knit acts and many characters.   

Eg. N¡¶aka and Prakara¸a.       

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 

d¤Àya k¡vya, something that meant to be visualized and heared. The d¤Àya 

k¡vya is often like a creation that includes the three factors namely- n¤tya, 

v¡dya and dance. This is technically called taury¡trika. 

                                                 
12  Christopher Byrski .M., Methodology of the Analysis of Sanskrit Drama, 

Bharatiya  Vidya Prakasan, Varanasi,  P.1. 
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2.5. Music in Upar£paka-s 

 R£paka is also divided in to eighteen subsidiary types of plays whose 

names according to Vi¿van¡tha’s S¡hityadarpa¸a are- 

1. N¡¶ika 

2. Tro¶akam 

3.  GoÀ¶i 

4.  Sa¶¶akam 

5.  N¡tyar¡sakam 

6. Prastha¸am 

7. Ull¡pyam 

8. K¡vyam 

9. Pre´khanam 

10. R¡saka 

11. Saml¡pakam 

12. Sr¢gaditam 

13. áilpakam 

14. Vil¡sika 

15. Durmallika 
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16. Prakari¸i 

17. Hall¢¿a 

18. Bh¡¸ika 

  áarad¡tanaya, in his BP, also considers n¡¶aka as rupaka though he 

adds thirty divisions in total. The first ten are the same as the name given 

by Vi¿vanatha to da¿ar£paka and these are related to rasa. Remaining the 

twenty are partially  equalls with him. But some names are given to 

n¡¶akas are different or same- 

  nù¶É°ü{ÉähÉ Ê¦ÉzÉÉxÉÉÆ °ü{ÉEòÉhÉÉ¨ÉÊiÉGò¨ÉÉiÉÂ * 

  ªÉä xÉÞkÉ¦ÉänùÉ: |ÉÉªÉähÉ ºÉÆJªÉªÉÉ Ë´É¶ÉÊiÉ¨ÉÇiÉÉ:13 ** 

 They are- 

1. N¡¶ika 

2  trotakam 

3. goÀ¶i 

4.  ¿ilpakam 

5.  Tombi14 

6.   ár¢gaditam 
                                                 
13  á¡radatanaya, BP, Trans. Hindi., Radhakrishna General Store, Mathura, P. 374.  
14  This is Vi¿van¡tha’s bh¡¸ika. 
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7.  Bhani 

8.   Prasth¡nam 

9.  K¡vyam 

10.  Sa¶¶akam 

11.  n¡¶yar¡sakam 

12.  l¡sakam 

13.  ull¡pyakam 

14.  hall¢¿akam 

15.  durmallika 

16.  mallika 

17.  kalpavalli 

18.  p¡rij¡takam 

19.  prekÀa¸aka15 

20.  saml¡pam. 

 This twenty in number are realated to bh¡vas, the types of dance 

varities.16   

                                                 
15  Bhoja accepts two divisions such as prekÀa¸aka and nartanaka. 
16  á¡radatanaya, BP, VIII, V. 2-3. P. 321. 
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 It is interesting to note that examples for some of these upar£pakas 

are still missing. The forms like n¡¶ika and tro¶aka are more musical when 

compared to other upar£paka-s. In these forms significance is seen 

attached to songs and music than dialogues. Songs are seen sung to 

musical accompaniment with appropriate histrionics.17 This is evident in 

the fourth act of Vikramorva¿¢ya (VV)  in which the hero Pur£ravas in a 

mood of sorrowful solitude goes on wandering in seeing the heroine 

Urva¿i 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. Vikramorva¿¢ya is 

sometimes considered as a sa¶¶aka. This significance is also seen in n¡¶ika- 

Ratn¡vali (RL) . In which generally there is an emphasis given to this 

sentiment of love. And the hero is of the dhirala½ita type. The romantic 

atmosphere is effectively presented when by giving significant to song and 

music. 

                                                 
17  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. N¡¶aka and Prakara¸a 

 Of these ten types, the n¡¶aka and prakara¸a are more significant and 

important. But the n¡¶aka and prakara¸a are almost the models for fully 

developed dramatic forms after a possible long journey of evolution to its 

present development. According to Bharata a n¡¶aka is full of activities 

and displays diverse sentiments and feelings.18  

á¡rad¡tanaya makes a general statement, ‘a full drama is the one 

which contains diverse sentiments and embellishments’-  

®úºÉÉ±ÉÆEòÉ®úºÉÊ½þiÉÆ xÉÉ]õEÆò {ÉÚhÉÇ±ÉIÉhÉ¨ÉÂ *19 

The word N¡¶aka is derived from the root Na¶- 

xÉ]õªÉÊiÉ ºÉ¦ªÉÉxÉÉÆ ¾þnùªÉÊ¨ÉÊiÉ xÉÉ]Eò¨ÉÂõ* 

Abhinavagupta derives the term from the root Na¶a meaning to 

bend. – 

ºÉÖJÉÉäi{ÉÊkÉEÞòiÉÆ ¦É´ÉÊiÉ Ê½þ iÉzÉÉ]õEÆò xÉÉ¨É* 

                                                 
18  NS, XVIII- 4. 
19  á¡rad¡tanaya,  BP, VIII, 12. 



 29

The words for actor (na¶a) and play (n¡¶aka) are derived from the 

verb nat, the Pr¡k¤t form of the Sanskrit n¤t ‘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 

Bharot20. 

    Vidy¡n¡tha in his Prat¡parudr¢ya, treats r£pak¡-s are ten in number. 

But he canot accepts the other divisions like the subsidiary n¡¶aka-s.21 

      á¡rad¡tanya quotes some authors who divide n¡¶aka in to the 

following five divisions- 22  

1. P£r¸a 

 2  Pra¿¡nta 

 3  Bh¡svara 

 4  La½ita   

 5  Samagra 

                                                 
20  A.A. Macdonell, A History of Sanskrit Literature, Motilal Banarsidas , Delhi, 

P.293.  
21  Vidy¡n¡tha, Prat¡parudr¢ya, The Sanskrit Educational Society, Madras. P. 71. 
22  á¡radatanaya, BP, P.238-241. 
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2.6.1. P£r¸a 

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

2.6.2. Prasanta 

It has also five junctures. Eg .Swapnavasav¡dattam 

2.6.2. Bhasvara 

This has different set of junctures- five in all. Eg. B¡lar¡maya¸a of    

Rajasekhara. 

2.6.4. Lalita  

It is graceful play represented by K¡½id¡sa’s Vikramorva¿¢yam. It 

has also five junctures called vil¡sa, vipralambha, vi¿°dhana and 

upasamh¡ra. 

2.6.5. Samagra 

 It represents a full- fledged model of the dramatic art and posses all 

the characteristics of a dramatic composition Eg -Mah¡-n¡¶akam of 

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

of all dramatic representation. Sr¢k¤À¸akavi in his Mand¡ramakaranda 

says-  

+É½Öþ: |ÉEò®úhÉÉnùÒxÉÉÆ xÉÉ]õEÆò |ÉEÞòËiÉ ¤ÉÖvÉÉ:.   

All other types, both major and minor, draw upon n¡¶aka 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 them23. 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 stage24. 

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 
                                                 
23  Si´gabh£p¡la, Ras¡rnavasudh¡kara, Trans. Hindi, Sagrika, Eighth Edition, 57; 

Dhanaµjaya, DR, Trans. Hindi, Krishnadas Academi, Varanasi, 1-7. 
24  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.  Dh¢rod¡tta 

     2.  Dh¢rala½ita 

     3.  Dh¢ro··hata 

     4. Dh¢rapra¿¡nta25 

     In the above classifications the la½ita type of hero gives 

significance to have much interested in performing music. According to 

Bharata, the hero of a n¡¶aka should be gallant or ud¡tta.  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 n¡¶aka even only be gaiety.  The hero 

could belong only to the Dh¢ra- la½ita class.   According to S¡garanandin, 

dh¢r°ddhata hero should represent a God or superhuman being.  A dh¢ra- 

la½ita is a King; a dh¢rod¡tta is a minister or a commander of forces 

                                                 
25  NS , XXIV-3; S¡hityadarpa¸a ,  III 31; Da¿ar£paka, Trans. Hindi, Krishnadas 

Academi, Varanasi, II, 3. 
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dh¢ra¿¡nta are Br¡hmans and Vai¿yas26.    According to S¡garanandin, the 

hero of dh¢r°d¡tta type can be seen in some of the dramas of 

Uttarar¡macaritam, Adbhutadarpa¸am, M¡lavik¡gnimitram (MA), 

Avim¡rakam (AV),  B¡lar¡m¡yanam.  

 The heroines can be chiefly divided into three- 

1. Sv¢y¡ 

2. Parak¢ya 

3. S¡dh¡ra¸a¿tr¢.  Besides these, they (heroines) have different 

alank¡ras also. 

2.8. Alank¡ra-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. Abhinavak¡½id¡sa  

The essential qualifications of a hero are enumerated by 

Abhinavak¡½id¡sa in his Naµja-r¡ja-ya¿o-bh£Àa¸a (NRYB) him as 

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

                                                 
26  S¡garanandin, N¡¶akalakÀa¸a ratnak°¿a, Trans. Hindi, Chawkhambha Prakasan, 

Varanasi, P.2. 



 34

2.8.2. Si´gabh£p¡la 

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. Sr¢k¤À¸akavi 

  He adds a few features of a hero in general. 

2.8.4. V¡gbha¶a 

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

comprise as many as twenty-eight covetable accomplishments27. 

2.8.5. Vi¿van¡tha 

      According to him munificent, clever, high born, handsome, 

youthful, enthusiastic, prompt, devoted by people, powerful and factful is 

the nature of the hero:- 

iªÉÉMÉÒ EÞòiÉÒ EÖò±ÉÒxÉ: ºÉÖ¸ÉÒEòÉä °ü{ÉªÉÉè´ÉxÉÉäiºÉÉ½þÒ * 

nùIÉÉäƒxÉÖ®úHò±ÉÉäEòºiÉäVÉÉä´ÉènùMvªÉ¶ÉÒ±É´ÉÉzÉäiÉÉ **28 

                                                 
27  Hemacandra, K¡vy¡nu¿¡sana, (Ed.), Sivadattasarma, Chowkhamba Vidyabhavan, 

Varanasi, V, P.62 and refer  Vidy¡n¡tha’s Prat¡parudr¢ya. 
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2.8.6. Gu¸acandra 

      He is brief in defining a hero. A hero is possessed of the prominent 

virtues. He is victorious in the end. But before that he overcomes 

incalamities29. 

2.9. Languages of different characters 

     Local languages like Malayalam have been added to the plays from 

the time of kula¿ekhara varman to comment upon the action of the play as 

well as to add contemporary colour to it.  By the time of the K£¶iy¡¶¶am 

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- 

näù´ÉÉtÉ:  ºÉÆºEÞòiÉÆ |ÉÉ½Öþ: |ÉÉEÞòiÉÆ ÊEòxxÉ®úÉnùªÉ:* 

{Éè¶ÉÉSÉÓ SÉ Ê{É¶ÉÉSÉÉtÉ: ¨ÉÉMÉvÉÓ ½þÒxÉVÉÉiÉªÉ:** 30 

 Pr¡k¤t for all women and men of lower orders- 

                                                                                                                                          
28  SD, III.30. 
29  Gu¸acandra and R¡macandra,  N¡¶yadarpa¸a, Edition I, VII-160, P.197. 
30 NS, Trans. Hindi. Madhusudanasatri, Introduction, P. 9. 
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1.  Women of high position - Mah¡r¡Àtr¢ in lyrical passages. 

2.  Childrens and better class of servants speak áauras®ni. 

3.  He attendants in the royal palace speak M¡gadhi. 

4.  Rogues or gamblers use Avanti. 

5.  Cowherds by Ëbh¢ri. 

6.  Charcoal-burners by Pai¿¡ci. 

7.  The lowest and most despised people use Apabhram¿a. 

8.  The children and the ladies including nymphs etc. use Pr¡k¤t. 

The title of the Prakara¸as and the Bh¡¸a-s should be designated 

after the name of the hero and the heroine.  The title of the N¡¶aka and 

Sa¶¶aka should be after the name of the heroine. All the characters-

dh¢r°d¡tta, dh¢r°ddhata, dh¢ra¿anta and dh¢rala½ita, should use Sanskrit in 

general.   

2.10. N¡¶ya and its Aim  

N¡¶ya 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 history31.  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 nation32. 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 adhik¡ra33. The adhik¡rin, he who 

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

                                                 
31 NS, 1,V.78.  
32 Ibid, 1-84, 44.  
33 Dhanaµjaya, DR, 1. 12. 
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N®ta, N¡yaka or the hero, because the entire dramatic action culminates 

ultimately into his benefit34.  

2.12. The Story of the Origin of N¡¶ya in N¡¶ya¿¡stra 

The first glimpse of a record of origin of drama is to be found in 

NS. Once upon a time when  the life on Jamb£dv¢pa 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 (Kr¢·an¢yakam) which is visible as well as a 

audible.  As  the Vedas are not  to be listened to by the á£dras, 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 n¡¶ ya:-  

xÉÉ]õ¬¶ÉÉºjÉÆ |É´ÉIªÉÉÊ¨É ¥ÉÀhÉÉªÉnÖùnùÉ¾þiÉ¨ÉÂ*35 

  And he created a thing called ‘N¡¶ya’ or dramatic art and called it 

the fifth Veda- the N¡¶yaveda- 

´ÉänùÉä{É´Éänèù& ºÉÆ¤ÉrùÉä xÉÉ]õ¬´ÉänùÉä ¨É½þÉi¨ÉxÉÉ* 
                                                 
34 S¡garanandin, NLR, P.257. 
35  Dr. V. Raghavan, The Number of Rasas, Adayar Library and Research Centre, 

Madras, P. 3. 
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B´ÉÆ ¦ÉMÉ´ÉiÉÉ ºÉÞ¹]õÉä ¥ÉÀhÉÉ ºÉ´ÉÇ´ÉäÊnùxÉÉ** 

=i{ÉÉt xÉÉ]õ¬´ÉänÆù iÉÖ |ÉÉ½þ ¶ÉGÆò Ê{ÉiÉÉ¨É½þ& 36   

  According to Bharata, Brahma himself contemplated and created 

out of the four Veda-s, the fifth Veda called N¡¶yaveda.  Brahma created 

N¡¶yaveda 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 v¤ittis.  The v¤ttis 

like Kai¿ik¢ suitable for women only. Bharata created the sage Sw¡ti to 

help in playing musical instruments and Gandharv¡-s such as N¡rada etc 

for singing songs. He then equipped with the full complement of dancers 

and celestial orchestra. The first drama Am¤tamathana or Asuravijaya a  

type of n¡¶aka- samavak¡ra was enacted before deva-s and asura-s in 

devaloka during the Indradvaja festival.  

iÉnùxiÉäƒxÉÖEÞòÊiÉ¤ÉÇrùÉ ªÉlÉÉ nèùiªÉÉ: ºÉÖ®èúÌVÉiÉÉ: * 37 

But among the daityas Vir£pakÀa made obstacles to the 

performance. After the samavak¡ra, the first drama was performed. One 

day Bharata took this n¡¶ya troupe to K¡½id¡sa to give a performance 

                                                 
36  NS, Trans. Eng. M. M. Ghosh, I, V. 18-19, P.  !0-12 
37  NS, I, V. 54-57. 
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before Lord áiva. This drama-dima type is called as tripuradaha- 

destruction of Tripura. áiva praised Brahma by watching this drama. It 

was beautiful and varied with kara¸as and a´gah¡ras of t¡¸·ava38 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-  

|ÉhÉ¨ªÉ Ê¶É®úºÉÉ näù´ÉÉè Ê{ÉiÉÉ¨É½þ¨É½äþ·É®úÉè * 

Lord áiva was contributed much and served to beautiful drama- 

iÉnÖù{ÉIÉäÊ{ÉhÉÒ SÉ xÉÞkÉä * 

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

drama says in chapter  fourth of NS- 

BiÉÉä Á¹]õÉè ®úºÉÉ: |ÉÉäHòÉ pÖùÊ½þiÉäxÉ ¨É½þÉi¨ÉxÉÉ* 

á¡rad¡tanaya in his Bh¡vaprak¡¿a also accepts the eight rasa- 

iÉº¨ÉÉSUôÉxiÉºªÉ xÉÉänÂù¦É´É: .............................................. 

.........................iÉº¨ÉÉxÉÉ]õ¬ºªÉ +¹]õÉÊ´ÉÊiÉ {ÉnÂù¨É¦ÉÖ´ÉÉä ¨ÉiÉ¨ÉÂ* 39 

He says that rasa means the pleasure of mind- 
                                                 
38  iÉhbÚ÷xÉÉÊ{É iÉiÉ: ºÉ¨ªÉMMÉÉxÉ¦ÉÉhb÷ºÉ¨ÉÎx´ÉiÉ:* 
 xÉÞkÉ|ÉªÉÉäMÉ: ºÉÞ¹]õÉä ªÉ: ºÉ iÉÉhb÷´É <ÊiÉ º¨ÉÞiÉ: ** NS, Trans. Hindi, Madhusudani IV, V. 265. 
39  á¡rad¡tanaya, BP, II, PP. 46-47. 
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¨ÉxÉºÉÉä ¼±ÉÉnùVÉxÉxÉ: º´ÉÉnùÉä ®úºÉ <ÊiÉ º¨ÉÞiÉ:* 40 

According to áarad¡tanaya, this n¡¶ya was originated by the effort 

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

considered that áiva was the originator of dance or n¤tta.  

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 Ra´ga P£ja 42 

in N¡¶ya performance. 

2.13. Way for Representation 

      Representation is possible in four ways- 

1. Physical (a´gika) 

2. Verbal (v¡cika) 

3. Decorative (¡h¡rya) 

4. Emotional43 (s¡tvika) 

According to á¡rad¡tanaya, v¡cika, ¡´gika, s¡tvika this divisions of 

abhinaya known as trin¤tta - 
                                                 
40  Ibid, II, V. 40, P. 57. 
41  Ibid, Introduction, P. 8. 
42  There are several religious propitiations (Ra´gap£ja), a series of musical items 

and several dances come under the term p£rvara´ga 
43  NS, VIII-9; SD, VII-2. ¡ngika, v¡cika, ¡harya, satvika. 
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´ÉÉMÉRÂóMÉºÉi´ÉÉÊ¦ÉxÉªÉèÎºiÉxÉÞkÉ¨ÉÊ¦ÉvÉÒªÉiÉä*44 

2.14.  Rise of Indo-Aryan Drama 

     The Indo-aryan drama rise in connection with religious rituals.  The 

worshippers of áiva 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 ( vik¤Àtam) 

2. The square (catura¿ram) 

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. ManuÀa for the human beings. Bharatamuni Says in NS-  

Ênù´ªÉÉxÉÉÆ ¨ÉÉxÉºÉÒ ºÉÞÎ¹]õMÉÞÇ½äþ¹ÉÚ{É´ÉxÉä¹ÉÖ SÉ 

xÉ®úÉ ªÉixÉiÉ: EòÉªÉÇ:............45 

<½Æþ |ÉäIÉÉMÉÞ½Æþ où¹]Âõ´ÉÉ vÉÒ¨ÉiÉÉ Ê´É·ÉEò¨ÉÇhÉÉ* 

  ÊjÉÊ´ÉvÉ& ºÉÊzÉ´Éä¶É¶SÉ ¶ÉÉºjÉiÉ& {ÉÊ®úEòÎ±{ÉiÉ&**46 

 These are again divided in to jyeÀtam, madyamam, kan¢yam. 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 (nepathyagrÅa) 

2. The stage head, which was elevated portion (ranga¿¢rÀa) 

                                                 
45 NS, II, (Trans. Mal., P. 106. 
46 Ibid., P. 3-4. 
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3. The actual acting space of the (rangap¢da) 

2.15.1 K£ttambalam 

K£¶iy¡¶¶am 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 K£tiy¡¶¶am 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 

(¿abda):  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 dhruv¡-s48, which has discussed in fifth chapter of this thesis. 

Sanskrit drama was first introduced to the west by William Jones 

through the translation of Abhijµ¡na¿¡kunta½am (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 19th century.  

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

‘The Ch¡y¡- n¡¶aka, 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 Pr¡k¤t dialects. Pr¡k¤t 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.   

                                                 
49  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 Bh¡vas,50 r®pha indicates the number two which 

denotes r¡ga.  

T¡½a which connects both the raga and bhava is denoted by ‘ta’ at 

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

¦É ºÉÆJªÉªÉÉ SÉiÉÖ¦ÉÉÇ´É& ®úÉMÉÉä ®äú¡òÊuùºÉÆJªÉªÉÉ 

=¦ÉªÉÉx´ÉªÉEÞòiÉÂ iÉÉ±É& iÉäÊiÉ ¹ÉRÂóºÉÆJªÉªÉÉxiªÉÉMÉ&** 

The definition of the word Bharata in Sanskrit is- 

®úÉMÉºÉ¨¤ÉxvÉiÉÉ±ÉÊGòªÉÉ {ÉÊ®úSUäônù¦ÉÉ´ÉÉxÉÖ¦ÉÉ´Éi´ÉÆ iÉi´É¨ÉÂ* 

3.2.1. ár´g¡ra¿ekhara  

     The above work explains it as- 

¦ÉEòÉ®úÉä ¦ÉÉ´ÉxÉèªÉÖÇHòÉä ®äú¡òÉä ®úÉMÉÉäxÉ Ê¨ÉÊ¸ÉiÉ&* 

iÉEòÉ®Æú iÉÉ±ÉÆ <iªÉÉ½Öþ¦ÉÇ®úiÉÉlÉÇÊ´ÉSÉIÉhÉ&**51 

                                                 
50 The four bh¡v¡-s are A´gikabh¡va-s, S¡ttikabh¡va, Vacikabh¡va and 

Aharyabh¡vaE. 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 bh¡va, r¡ga and t¡la properly.   

3.2.2. Sankalpas£ry°daya (SU) 

Ved¡ntade¿ika, 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 bh¡va, r¡ga 

and t¡la:- 

={É´ÉänÆù =nùÉ®úvÉÒ& º´ÉxÉÉ¨xÉÉ ¦É®úiÉ& ºÉÚÊSÉiÉ¦ÉÉ´É®úÉMÉiÉÉ±É¨ÉÂ 52 

The name Bharata had become to common noun even before the 

time of NS.  For example Bharata, the brother of ár¢r¡ma, or the son of 

áakuntala or Ja·¡bharata, a Brahmin in the ár¢madbh¡gavata.   But 

sometimes it may be said that later the word Bharata was used for an actor 

who knows bh¡va, r¡ga and t¡½a properly. 

3.3. Relations of Bh¡va, R¡ga and T¡la-Views of Different Poeticians  

It is well-known that N¡¶ya or abhinaya, G¢ta, V¡dya are not only 

homogenous but also mutually dependent.  The poeticians has different 

views about these three factors. 

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

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

     According to him g¡na, v¡dya and n¡tya having different kinds of 

dependence or vividh¡¿raya,  should be  made by the producers of play 

like an ¡l¡tacakra (encircling of a fire brand that is brilliant one). 

3.3.2. Abhinavagupta 

ªÉº¨ÉÉiÉÂ Ê´ÉÊ´ÉvÉÉ¸ÉªÉÆ Ê¦ÉzÉäÎxpùªÉOÉÉÁÆ- Ê´ÉÊ´ÉvÉÊGòªÉÉ°ü{ÉÆ iÉº¨ÉÉiÉÂ  

ªÉixÉäxÉÉºªÉèEòiÉÉºÉÆ{ÉÉtäxÉèEò¤ÉÖÊrùÊ´É¹ÉªÉiÉÉ iÉiÉÂ ºÉÉ¨ÉÉÊVÉEòºªÉ MÉSUäôiÉÂ *Â 53. 

3.3.3. B¡lar¡mabharata 

     In the benedictory stanza of BBH, the author salutes Bh¡rati, the 

Goddess of speech.  

 Her different aspects of Bh¡va, r¡ga, and t¡½a which are connected 

with n¡¶ya, g¢ta and v¡dya respectively. In these three factors he 

constitutes the science of Bharata- 

B´ÉÆ MÉÉxÉÆ SÉ ´ÉÉtÆ SÉ xÉÉ]õ¬Æ SÉ Ê´ÉÊ´ÉvÉÉ¸ÉªÉ¨ÉÂ* 

+É±ÉÉiÉSÉGò|ÉÊiÉ¨ÉÆ EòiÉÇ´ªÉÆ xÉÉ]õ¬ªÉÉäHÞòÊ¦É&** 

                                                 
53  NS , XX 111,7, and refer BBH 
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3.3.4. Sa´g¢taratn¡kara (SR) 

G¢ta or song is considered at first.  It is g¢ta that is more important 

than ‘n¤tta and v¡dya’. Because of this, singers follow Bharata and say 

that science has got its name ‘sa´g¢ta’. á¡r´gadeva states that n¤tta 

follows v¡dya and v¡dya the g¢ta54. 

3.3.5. Dr.Kapila Vatsyayan 

      According to him, the relation between g¢ta and dance, ‘the 

abhinaya is built on the themes which has  been set to music.  This music 

has been conceived to the sth¡yibh¡va.  In order to evoke a particular 

bh¡va, music employs a particular r¡ga with its particular svara in a given 

order. The dance in turn creates whole states where the theme, the song 

and the rhythm (t¡½a) all constitute to evoke the particular bh¡va or the  

sentiment.  The combination of the bh¡va, r¡ga and t¡½a creates an 

extraordinary beauty which evoke the rasa. 

3.3.6. Sa´g¢tamakaranda (SM) 

      N¡rada says:-  

MÉÒiÉÆ ´ÉÉtÆ SÉ xÉÞkÉÆ SÉ jÉªÉÆ ºÉÆMÉÒiÉ¨ÉÖSªÉiÉä* 

                                                 
54  á¡r´gadeva, Sa´g¢taratn¡kara, Adayar Samskaran Khand I-IV, I, St. 24. 
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The substratum of these three aspects of Bh¡va, R¡ga and t¡½a 

namely n¤tta, g¢ta and V¡dya all called taury¡trika or sa´g¢ta55. 

3.3.7. Sang¢tasudh¡  

According to Govinda dikÀita, the view of n¤tta, v¡dya and g¢ta is 

called sa´g¢ta.   Among these g¢ta56 is 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. 
56  Ibid. 
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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 T¡¸·avavidhi, answers the 

question of the sage about the nature of n¤tta 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 auspicious57. 

Abhinaya plays an important role.  It is considered as the body movement 

of dance etc.  

                                                 
57  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- 

ªÉiÉÉä ½þºiÉ& iÉiÉÉä oùÎ¹]õ& ªÉiÉÉä oùÎ¹]õ®úiÉiÉÉä ¨ÉxÉ&* 

ªÉiÉÉä ¨ÉxÉºiÉiÉÉä ¦ÉÉ´ÉÉä ªÉiÉÉä ¦ÉÉ´ÉºiÉiÉÉä ®úºÉ&** 

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

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

the song58’ and dance or n¤tta 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 g¢ta and v¡dya in the 

development of n¤tta in to n¤tya.  The combination of these  three arts is 

known as sangita. Damodara Misra Says in Sang¢tadarpa¸a- 

MÉÒiÉÆ ´ÉÉtÆ xÉiÉÇxÉÆ SÉ jÉªÉÆ ºÉÆMÉÒiÉ¨ÉÖSªÉiÉä 60. 

                                                 
58  Ibid, 268-269  
59  Ibid, 268-278. 
60  Dam°darami¿ra, Sa´g¢tadarpa¸a, Vol. I, Sourindro mohun Tagore, First Edition 

1881, P.832. 
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  L¡sya or  feminine dance and T¡¸·ava were added to abhinaya and 

they were   accompanied by musical combinations.  Music had been 

admitted by Bharata in the form of special songs called  dhruv¡-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 cu¶¶i. Naughty characters 

like R¡va¸a, 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 vid£Àaka 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. Abhinaydarpa¸a (AD) 

    The Abhinayadarpa¸a of Nandike¿vara states ten qualities essential 

for a dancing woman, ‘agility, Steadiness  rekha or graceful lines of 

figure, practice in bhramar¢ moments, glancing eyes, endurance,  memory, 

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

The qualifications of the nata described in Mirror of gestures 62-  

Na¶a 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’. 

                                                 
61  Nandike¿vara , AD, Trans. Eng. M.M. Ghosh, Calcutta, Sanskrit Series, No. 5, St. 

27-28. 
60 Coomaraswamy A.K, The Mirror of Gestures, Trans. Eng, Munshiram, Manohar 

Lal, Delhi  1936, P.16. 
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3.8.2. Sang¢taratn¡kara (SR)   

     á¡r´gadeva in his SR described about three varieties of patra- 

mugdh¡, Madhy¡ and  pragalbh¡. 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 

ºÉÖ¨ÉxÉÉÆºÉÒ´É MÉÉjÉÉÊxÉ ®úºÉ{ÉÚhÉÇiÉªÉÉ nùvÉÉiÉÂ 63 

3.8.3. Naµjar¡jya¿obh£Àa¸a (NRYB) 

            In Chapter VII of NRYB,  Abhinavak¡½idasa defines heroine as - 

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

beauty’.  

3.8.4. B¡l¡ramabharatam 

In Bbh also discusses about the characteristics of a na¶a or na¶¢ - ‘A 

man who has non-defective and no  redundant limbs,  handsome, youth, 

expert in t¡½a and g¢ta, has mental qualities, not very stout, has no disease, 

understands  bh¡va, speaks gently, eats only a little, self controlled and 

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

                                                 
63 á¡r´gad®va, 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 (n¤tta & n¤tya).  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 pi¸·i ¢bandha.  The movements 

of the body with  a stylized vocabulary are  integral  to the dramatic 

spectacle.  

3.10. The Definition of N¡tya 

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 N¡¶ya64.  N¡¶ya is a mimicry of actions and 

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

                                                 
64  NS, I, P.119. 
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different  situations65. At the time of the enactment of Ta¸·avavidhi, áiva 

also remembered that dance made beautiful by  a´gah¡r¡-s66 consisting of 

different kara¸¡-s67 and that these might also be utilised in the  

preliminaries of a play.  In the stage n¤tta, 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’ 

answering to the modern European conceptions of dance68. 

3.10.1. The Words - N¡tya, N¤tta and N¤tya 

     The N¡¶ya was called the ‘R£pa’ and the ‘R£paka’ 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- 

 

 

                                                 
65  Ibid, I, P. 111. 
66  The word a´gahara means the ‘Movements of limbs’. 
67   The combined movement of the hands and feet in n¤tta is called kara¸a. 
68  Coomaraswamy A.K., The Mirror of Gesture, Trans. Eng. of AD and by 

Nandikesvara, AD, P.22. 
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N¤tta 
(Pure Dance) 

N¤tya 
(Dance with Abhinaya) 

N¡¶ya 
(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 n¤tta 
was very limited as 
only in the body 
moments with musical 

   notes could be taken.  

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

3.In n¡tya, 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 
evolution.69 

 

Dr. Mankad Concludes this is another view that :-  

N¤tta  :-  Dancing  

N¤tya 70:-  Dancing plus music plus a little of acting.  This is based on 

Bh¡v¡-s. 

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

General Dramatic Literature, P.57. 
70  Dhanika mentions seven types of n¤tya are: d°Æbi, sr¢gadita, bh¡¸a, bh¡¸i, 

prasth¡na, r¡saka and k¡vya. 
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N¡¶ya :-  N¤tta + N¤tya + full histrionics.  This is based on rasa. 

     Mankad counts  r£paka separately, it is to be borne in mind that, the 

natya itself which is  called ‘R£pa’ and  ‘R£paka’ under various 

conditions. Above all the main object of n¡tya according to Bharata as 

follows-  

nÖù&JÉÉiÉÉÇxÉÉÆ ¸É¨ÉÉlÉÉÇxÉÉÆ ¶ÉÉäEòÉkÉÉÇxÉÉÆ iÉ{ÉÎº´ÉxÉÉ¨ÉÂ* 

Ê´É¸ÉÉ¨ÉVÉxÉxÉÆ ±ÉÉäEäò xÉÉ]õ¬¨ÉäiÉnÂù¦ÉùÊ´É¹ªÉÊiÉ**71** 

3.10.2. Three Stage Performances and their Devolpment from L¡sya & 

T¡¸·ava 

     Dr. Raghavan states that the T¡¸·ava performed by áiva and the 

L¡sya by P¡rvati were  based on some of the a´gaharas.  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 L¡sya and  T¡¸·ava become 

accompaniments of interpretative gesture - dance of N¡¶ya. According to 

Bharata, the classification of T¡¸·ava and L¡sya applies to dramas in to 

two classes- 

                                                 
71  NS, Trans, Hindi. Madusudhani I, 115. 
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Aviddh¡ or Forceful and Sukam¡ra or graceful.  The T¡¸·ava 

belongs to the Aviddh¡ types of dramas like Dima, Vy¡yoga, etc.   The 

L¡sya belongs to sukum¡ra type like N¡¶aka, Prakara¸a, B¡¸a etc.  Finally 

L¡sya pertain to n¤tta an n¤tya and n¡¶ya in its enlarged sense.  

3.10.3. Texts Mentioned about the Origin of N¡tya 

There are different stories mentioned in different texts on the origin 

of n¡¶ ya. 

3.10.3.1. Tradition  

      Bharata learnt the art of T¡¸dava from Ta¸·u.  He spoke it to sages.  

The sages taught it in  their turn to  men.  P¡rvati taught the l¡sya to UÀa, 

the daughter of B¡¸a.  From her to the Gopis of Dw¡raka and from Gopis, 

the art spread to the ladies of Sour¡Àtra and from them to  the other part of 

country72.   

3.10.3.2. Mah¡bh¡rata (MBH) 

     In the MBH, the dance connects with Arjuna, one of the P¡¸·ava 

brothers.  When P¡¸·avas were in their  forest life, Arjuna went to heaven.  

While he was at the court of Indra, he got training in dancing from an 
                                                 
72  Nandike¿vara, AD, St.2-7. 
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expert  dancer Citras®na, a Gandharva.  After that when the P¡¸·ava had 

to pass a year incognito, Arjuna was given the role of tutor of dance in the 

court  of the Vir¡¶a King.  He taught dance to Uttara, the daughter of 

Vir¡¶a. 

3.10.3.3. Sa´g¢tasudh¡kara  

     Harip¡la, the author of SSK, notes the game tradition of L¡sya from 

P¡rvati to UÀa, 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. Sangit°paniÀad 

     Sangit°paniÀad of Suddh¡kala¿a, a jain writer records a different 

tradition that is being handed down  through  Arjuna.  P¡rvati handed 

dance to UÀa from whom it was studied by Vi¿v¡vasu, 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 P¡laka, having  propitiated áiva, and spread it in the land73. 

                                                 
73 Krishnamachariar.M., History of Classical Sanskrit Literature, P.8. 
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3.11.  Preceptors of Natya in Pur¡¸a 

     The auther of BBH salutes several preceptors of N¡tya begining 

with áiva.  He bows to Sr¢parame¿wara, ViÀ¸u, Brahma, V¡caspati, 

K°hala, Agastya, Bharata, áakti, M¡ta´ga, Bh¤gu, Jan·u, B¡¸a, R¡va¸a, 

K¡rtav¢rya, k¤À¸a, Bala, Arjuna, D®v®ndra women like Draupadi and  UÀa, 

the Vidy¡dhara kings and others eminent in music and dance in the 

Bharata¿¡stra74.  

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

created the art of N¡¶ya.75  The names of Nandi, Skanda, M¡ta´ga, Arjuna 

and Hanumat are connected with Bharata¿¡stra. Govinda D¢kÀita in his 

SSD  mentions áiva, P¡rvati, Brahma, áil¡das£nu, Bharata, M¡ruti, 

RaÆbha, Arjuna, N¡rada, TaÆburu, R¡va¸a, Vi¿vavasu and Da¶¶ila as 

preceptors of  Bharata¿¡stra.  We firmly believes that Lord Parame¿vara is 

the founder of this ¿¡stra - 

+xÉÉÊnù ¦É®úiÉÉSÉÉªÉÇ& ºÉ B´ÉÆ MÉÖ¯û=ÇkÉ¨Éþ& 76 

And he is the foremost of all the preceptors of the ¿¡str¡s. 

                                                 
74 Dr.Easwaran Nampoothiry E, BBH, St 85, P.11. 
75 Vide supra.II. 
76  BBH, St.87, P.11, 
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3.11.1. Vin¡yaka 

     Ga¸apati, the son of áiva and P¡rvati.  N¤ttaga¸apati has been 

described in literature as well  as in sculpture77. 

3.11.2. Deva¤Ài 

      He is probably N¡rada.  He is said to be the son of Brahma.  He is 

expert in playing v¢¸a to the accompaniment of  his divine songs.  He is 

referred by Abhinavagupta as a G¢tajµa78. 

3.11.3. B¡¸a 

     He was the father of UÀa.  He is expert in playing musical 

instruments.  Tradition says that he played drums, while  áiva danced 

T¡n·ava and he was pleased with B¡¸a’s effort and gave him twenty 

hands. 

3.11.4. R¡va¸a 

     He is mentioned as R¡ksor¡ja in the list of ancient texts SR 79and 

SM of N¡rada.  His name is associated with a kind of v¢¸a named 

R¡va¸ahastaka80. 

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

Iconography,Vol. I, Part I,  Motilal Banarsidas, Varanasi,  P 59.  
78   NS, Volume I, P.47. 
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3.11.5. K¡rtav¢ryan¤pati 

     A pur¡¸ic king, has one thousand hands.  He defeated R¡va¸a.  He 

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

3.11.6. K¤À¸a 

     K¤À¸a, the incarnation of ViÀ¸u.  He was the son of V¡sudeva and 

Devaki.  He is said to be the founder  of a kind  of dance called 

Da¸dar¡saka.  

EÞò¹hÉäxÉ ÊxÉÌ¨ÉiÉÆ xÉÞkÉÆ nùhb÷®úÉºÉEòºÉÆÊYÉiÉ¨ÉÂ 81. 

3.11.7. Bala 

     Balar¡ma, an elder brother of k¤À¸a is also considered to be the 

preceptor of N¡¶ya. 

3.11.8. Arjuna 

     An Epic and Pura¸ic figure.  Tradition connects dance of Arjuna in 

the MBH.  He was the master of Uttara, daughter of Vir¡¶a.  In SR, he is 

                                                                                                                                          
79  á¡rngadeva, SR, 1-1-17. 
80  The name of this v¢¸a is wrongly edited in BBH as Br¡va¸ahasta, in the list 

musical instruments, See BBH, P.10.  
81  Dr.Ragavan.V, ár´g¡raprak¡¿ 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 Savyas¡ci and Dhanaµjaya in SR. 

3.11.9. UÀa 

      She was the daughter of B¡¸a.  She learnt the dance from P¡rvati. 

3.11.10. Suran¡yaka 

    Indra is a Vedic epic and Pura¸ic figure.  He is mentioned as the 

player of drums in the  benedictory stanza  of  SM of N¡rada. 

3.11.11. K¤À¸¡ 

Draupadi is mentioned as the proprietors of N¡¶ya. 

3.11.12. Citraratha 

A king of Gandharvas.  According to the SPD, he taught N¡tya to 

Arjuna82. 

3.11.13. Kinnar¡s and Vidhy¡dharas 

     These semi-divine tribes are expert in sa´g¢ta and N¡¶ya.  They are 

also mentioned as preceptors of N¡¶ya. 

                                                 
82  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 

been conceived and written in  poetry’.83  

  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 music84.  The laws of dramaturgy discussed 

by the law makers like Bharata, Dhanaµjaya, R¡macandra, Gu¸acandra, 

á¡rad¡tanaya, Vidy¡n¡tha, Si´gabh£p¡la, Vi¿van¡tha and S¡garanandin 

have not been fully analysed and compared in any one single contribution.  

Mankad’s types of Sanskrit drama are the mere definition of the R£paka-s, 

given by the dramaturgists.  He lays mere stress on the N¤tta plays.   

                                                 
83  Hari ram Misra, Theory of Rasa in Sanskrit Drama with a Comparative Study of 

General Dramatic Literature, P.586.  
84 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 N¡nd¢.  But no trace is available in the printed texts85. 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 Kuttan¢mata of D¡m°daragupta, 

M¡lat¢m¡dhava of Bhavabh£ti, Vikram°rva¿¢ya and á¡kuntala of 

K¡½id¡sa, G¢tag°vinda of Jayad®va, M¤cchaka¶ika of S£draka, 

R¡ghavavijaya, M¡r¢cavadha based on R¡m¡ya¸a.  Bhoja’s plays warrants 

as a probe for exhaustive and analytical studies on musical patterns in 

classical drama. 

The ViÀ¸udharmotama Pur¡¸a 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 

                                                 
85  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 P¡¸ini wrote 

Vy¡karanas£tra or AÀ¶adhy¡yi on the basis of the M¡he¿varas£tra 

produced from the ·hakk¡ of áiva 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 ÎgvedasaÆhit¡-s, in the form of dialogues 

like conversation between Yama and Yam¢ (10/86), Pur£ravas and Urva¿i 

(10/95) etc has been recognised by many scholars as precursors of the 

later dramatic literature.  Luis Renou, describes N¡¶ya as a kind  of drama, 

with its actors dialogues, its portents set to music, its  interludes and 

climaxes87.  

          There are also references to seen in the third chapter of áukla 

Yajurveda, the popular  entertainers like a s£ta or a dance actor, ¿ail£Àa or 

singer, a kar¢ or a jester, a v¡mana  or a  dwarf, a v¢¸a player, a drum 

creator and a hand clapper being invited for the entertainment at   

sacrificial grounds. 

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

Banarsidas Ltd, Delhi, Introduction, P. XXVII. 
87  Ibid, P.10. 
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           The K¡ty¡yana¿rautas£tra88, (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 pit¤medha 

rites, and dance  only was prescribed for atir¡tra and  sattr¡yana sacrifices. 

3.14 The Importance of Drama Seen in the N¡¶ya¿¡stra- 

‘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 

N¡¶yaveda. 

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 Îgvedic hymns.  

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



 71

3.15. Views of Dramatist on Music 

3.15.1.  V¡mana 

V¡mana considered that drama is the greatest form of literature- 

ºÉxnù¦Éæ¹ÉÖ nù¶É°ü{ÉEÆò ¸ÉäªÉ&* 

3.15.2.  Bharata 

Bharata devoted chapter nineteenth to makeup or ¡h¡rya. 

      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 dhruv¡s, pr¡k¤t was used 

normaly for such songs.  According to him Sanskrit may be used for sages 

or Gods.89  Bharata in his NS chapter thirtyone,  discusses about measures 

                                                 
89  NS,  XXXII, P. 384. 
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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 Mohiniy¡¶¶am 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 dramas90.  The regional theatre forms like K£¶iyattam 

and May£rabhaµja provide concrete examples of how human movement is 

used for symbolic  purpose in essential for  preliminaries before the 

performance. 

3.17. Pi¸d¢bandas- Its Relation with Different Gods 

Bharata divides his NS in to twenty four divisions, of that the third 

is called t¡¸·avavidhi or injection of T¡¸·ava  dance.  In this the main 

subjet is the description of N¤tta and its techniques. After that he describes 

about the pi¸d¢bandas, the different ‘ dance forms.  These dance forms are 

specially attached to different Gods and Goddesses.  There are Seventeen  

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

Vol. II , P. 51. 
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Pin·¢bandas.  They are related to different’ Gods, such as Vrsapindi of 

áiva, Simhav¡hin¢ of Ca¸·ika or k¡li etc.  Above all four varieties of 

Pi¸d¢bandas are mentioned. They are-  

1. Pi¸·¢  

2 á¤´ghalika 

3. Lat¡bandha 

4. Bh®dyaka. á¡rad¡tanaya, 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. Sa´g¢tan¡ray¡¸a of N¡r¡ya¸a 1.Sa´g¢tamakaranda of N¡rada 

2.Sa´g¢tamukt¡vali of D®vendra 2.Sa´g¢taratn¡kara of á¡r´gadeva 

3.L¡syapusp¡µjali 3.Sa´g¢tas¡ram¤ta of Tanjore  
   Marh¡¶¶a king Tulaja 

4.N¤ttanir£pa¸a or N¤tyapuspaµjali 4.N¡¶ya¿¡strasa´graha &      
   Sa´g¢tasamayasara of P¡r¿vadeva 

5.Bharatasen¡patya 5.Sa´g¢taciµt¡mani of Vemabh£p¡la 

6.Vasantav¡j¢ya of Kumaragiri 6.Sa´g¢tar¡ja or sa´g¢tam¢maÆsa of 
   Kumbhakarnar¡ja 

7.Sa´g¢tas£ry°daya of 
Laksm¢n¡raya¸a 

7.Sa´g¢tasudh¡kara of Harip¡la  

8.Cilapatik¡ram - Commentary   
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The technique of dancing dealt in these have a close similarity with 

áilpa¿¡stra. Agnipur¡¸a and ViÀ¸udharmottamapur¡¸a discuss the 

similarity of ¿ilpa and dancing in a large measure91.  

3.18.1.  Books on Music 

3.18.1. Ta¸·avam 

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

the origin of T¡½ a. 

3.18.1.2. áabdaratn¡vali 

In this work, describes about the importance of T¡½a.  A stanza 

describing  about the mutual relation  of bh¡va, r¡ga and t¡la. 

3.18.1.3. Sa´g¢taratn¡kara 

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

g¡yakas on the  importance of gitam.  

3.19. Terms Related with Music and Dance 

3.19. 1. C¡ky¡r 

The hereditary subcaste of actors in Kerala who perform classical 

Sanskrit plays in  the k£¶iy¡¶¶am  tradition. 

                                                 
91  For a details study of relation of dancing with the áilpa¿¡stra, see Dr. Kapla 

vatsyayan, chapter on sculpture and dancing. 
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3.19.2. Dhruv¡-s 

An interpolated song in a drama. 

3.19.3. K¤¸an¡¶¶am 

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. K£tiy¡¶¶am  

The oldest surviving  traditional theatre form of Kerala (10th or 11th 

centuryA.D). Its performance of Sanskrit play suggest linkage with the 

ancient Indian theatre tradition.  

3.19.7. R¡ga 

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. YakÀag¡na 

A traditional dance drama form in Mysore (Karnataka). 

3.19.11. V¤tti 

The four styles of production or dramatic tendencies. 
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CHAPTER FOUR 

MUSIC AND MUSICAL INSTRUMENTS IN 
DRAMA 

 

According to NS music in drama originated from S¡maveda-  

ºÉÉ¨É¦ªÉÉä MÉÒiÉ¨Éä´É SÉ 

Sangita in Sanskrit means ‘well sung’ or samyak g¢tam. S¡maveda 

is considered as the first collection of songs in the world. The seven svara-

s or notes (saptasvar¡-s) are heard from the S¡maveda. Moreover sa´g¢ta 

is a language of n¡da. 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 ¿ruti and t¡½a proves the examples for the ancient traditional culture.92 

The ancient Îgvedic musical phonetics are later transformed as the base 

for music. The exclusive practice of chanting on one ascending note or 

ud¡tta-svara had developed into a melodic musical scale with the inclusion 

                                                 
92 A.K. Raveendranath, Dakshinendhyan Music, Department of Cultural 

Publication,Trivandram, Introduction, P.5. 
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of another descending notes or anud¡tta 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 V¢¸a- 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 S¡maveda where both g¡ndharva and gana music as well as 

terms like  m¡rgi and de¿¢ occur93.  The roots of n¡¶ya  components is the 

note or svara, the song or g¡na and the musical instruments or atodya. In 

Sa´g¢taratn¡kara á¡r´gadeva says - 

ºÉÉ¨É´ÉänùÉÊnùnÆù MÉÒiÉÆ ºÉÆVÉOÉÉ½þ Ê{ÉiÉÉ¨É½þ&*94 

Music and literature are the two breasts of Saraswat¢ Devi- 

ºÉÆMÉÒiÉ¨ÉlÉ ºÉÉÊ½þiªÉÆ ºÉ®úº´ÉiªÉÉ&ºiÉxÉuùªÉ¨ÉÂ* 

BEò¨ÉÉ{ÉÉnù¨ÉvÉÖ®Æú +xªÉnùÉ±ÉÉäSÉxÉÉ¨ÉÞiÉ¨ÉÂ** 

Sa´g¢ta is full of music are accepted by scholar and dunce or fool. 

But s¡hitya approved by scholars only. That is why music is important in 

soft art. I have already told that song, n¤tta, v¡dya are taury¡trika. Yet 

some give importance to song than n¤tta as follows 

                                                 
93 Tarla Mehta, The Sanskrit play production in ancient India, Vol. V, P. P. 9 and 10. 
94 K.T. Raveendranath, Ragasudh¡r¸avam, Kerala Bhasa Institute, Introduction, P. 3. 
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xÉÞiÉÆ ´ÉÉtÉxÉÖMÉiÉÆ |ÉÉäHÆò ´ÉÉtÆ MÉÒiÉÉxÉÖ´ÉiÉÔ SÉ* 

+iÉÉä MÉÒiÉÆ |ÉvÉÉxÉi´ÉÉnùjÉÉ¦ÉÉ´ÉÊ¦ÉvÉÒªÉiÉä**95.  

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, pr¡k¤t music prospered in India due to 

the homage to God. 

There is a story in the Pur¡¸a that N¡rada was expert in playing 

lute. He looked so proud. So Hanuman decided to teach him a lesson. 

Hanuman Sang the Bilahar¢ r¡ga and N¡rada’s lute dissolved on the rock. 

On the otherhand K¤À¸a 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. 96  Moreover Music is used for the 

cure of different diseases such as r¡ga Ënadhabhairavi for blood pressure. 

                                                 
95  A.K. Raveendranath, Dakshinendhyan Music, Introduction, P.7.  
96  Ibid, P.8. 
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In V¡lm¢kir¡m¡ya¸a Lava and Ku¿a, the sons of ár¢r¡ma, teaching by 

V¡lm¢ki sung the songs in different jati-s in the presence of ár¢r¡ma in the 

palace- 

 iÉÉÆ ºÉ ¶É¸ÉÉ´ÉEòÉEÖò±ºlÉ& {ÉÚ´ÉÉÇSÉÉªÉÇ Ê´ÉÊxÉÌ¨ÉiÉÉ¨ÉÂ 

+{ÉÚ´ÉÈ {ÉÉ`ö¬VÉÉËiÉ SÉ MÉäªÉäxÉ ºÉ¨É±ÉÆEÞòiÉÉxÉÂ 

And in Ady¡tmar¡maya¸a also the following verse is seen-  

iÉÉÆ ºÉÆ¶ÉÖ¸ÉÉ´É EòÉEÖò±ºlÉ&  

{ÉÚ´ÉÉÇSÉªÉÉÈ iÉiÉºiÉiÉ& 

+{ÉÚ´ÉÇ {ÉÉ`ö¬VÉÉËiÉ SÉ 

MÉäªÉäxÉ ºÉ¨ÉÊ¦É{±ÉÖiÉÉ¨ÉÂ 

4.1. Kinds of Music 

      Sa´g¢ta is an integral component of Sanskrit play production. The 

Sa´g¢ta consists of songs,  dance and musical instruments97.  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 n¡¶ya having different kinds of appeal, should be made use  by the 

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

                                                 
97 á¡r´gadeva, SR, 1210-47. 
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revolving and appearing as a single undivided  Circle (¡l¡tacakra 

pratima)98. Indian music had three gramas- Àa·ja, madhyama and 

G¡ndh¡ra. 

   NS considered dhruv¡-s singing in comparison with g¡ndharva.  

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

the auditorium full of women and common people’. 99 

    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  

                                                 
98 NS, Trans. Eng. M.M Ghosh, XXX III, 7. 
99 Ibid, 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 

purpose of creating beauty in a play102 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 n¡¶ 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 n¤tya.  It has a mimetic 

                                                 
101 NS, IV, 268-269. 
102 Ibid, 268 – 272. 
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element, no dialogue; and also capable of arousing emotion or bh¡va103 . 

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- 

ºÉÆMÉÒiÉÆ ÊuùÊ´ÉvÉÆ |ÉÉäHÆò où¶ªÉÆ ¸ÉÉ´ªÉÆ SÉ ºÉÚÊ®úÊ¦É:*104 

1. G¡ndharva  

2. G¡na music or dhruv¡ songs 

4.3.1.1. Gandharva Music 

        In g¡ndharva music svara and t¡½a plays major role rather than 

words. This gandharva is divided in to three- 

  1.  Svara 

  2.  T¡½a 

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

Vol.II, P.265. 
104  Dancing and dramatic literature falls under the class of ocular (D¤¿ya) Music for 

more details refere Universal History of Music of Sourindoro Mohan Tagore, 
Addenda X. 
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  3.  Pada. Bharata says-  

MÉÉxvÉ´ÉÇÊ¨ÉÊiÉ iÉYÉäªÉ¨ÉÂ º´É®úiÉÉ±É{ÉnùÉi¨ÉEò¨ÉÂ*105 

The term G¡ndharva denoted the m¡rg¢ music of ancient times.  

This is originated from the exclusive rendering of the metrical hymns of 

S¡maveda (s¡ma-¤ca-s) with emphasis on the correct pitch and intonation 

the notes or svara, the time beat or t¡½a and the words or pada.  The 

purpose of the employment of g¡ndharva music was for the unseen award 

for n¡tya 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 nirg¢ta106 element.  It is believed that  g¡ndharva music was 

codified in the S¡maveda and this music was closed and rule-bound. 

Therefore with this limitation it gradually disappeared. 

                                                 
105  NS, XXVIII,  Tran. Mal. V.9, P.221. 
106 Nirg¢ta is a systamatised musical combination of difficult t¡½a patterns 

accompanied by meaning less syllables.  
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4.3.1.2. G¡na music 

      The g¡na music or dhruv¡ songs are composed of songs which were 

used during the play for the enjoyment of the audience.  Abhinavagupta 

says- ‘Importance here (g¡na music) is on the words and the meaning’.   

NS, considered dhruv¡ singing or g¡na was inferior and which was only 

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

common people.’107 Both these are different in their practice and 

observance also.   

4.4. Musical Instruments in K£¶iy¡¶¶am 

 I thought of mentioning K£¶iy¡¶¶am 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 K£¶iy¡¶¶am, K£¶i means together 

and y¡¶¶am menas acting. The main instruments which provide 

accompaniment of K£¶iy¡¶¶am are- 

1. A pot drum (mizh¡vu) 

2. Cymbals (kuzhitt¡lam) 

                                                 
107 NS, XXXIII, 226. 
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3. Conch (¿ankhu ) 

4.   I·akka 

5.  Kuzhal or kur£Ækuzhal. 

These are the only instruments which provide melody in 

K£tiy¡¶¶am. The major difference between the orchestra described in the 

NS and that of K£¶iy¡¶¶am is the absence of stringed instrument or V¢¸a.  

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

In K£¶iy¡¶¶am 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’108 

4.4.1. Idakka 

   It plays a major role in providing rhythms in K£tiy¡¶¶am. 

4.4.2. Cymbals 

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

rhythms are played throughout the performance except during speeches. 

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

Vol. II, 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. N¡¶ya Troupe- Described in NS 

a. Troupe leader             -     S£tradh¡ra 

b. His assistant               -     P¡rip¡r¿vaka 

c. A drama                     -     Maker 

(Dramatist)                 -     n¡tyak¡ra 

 c.    Jester (comedian)       -    vid£Àaka 

        Actor proper               -     Bharata 

        Actor dancer                -     N¡¶a 

        Actress     -     Na¶¢  

d. Expects in musical instruments- Taurik¡ 

        Musicians                  -     Ku¿¢lav¡-s 

       Clown maker             -      Mukut¡k¡ra 

         Costumer                   -      Vesak¡ra 

        Ornament maker       -      Ëbhara¸ak¡ra 

         Garland maker          -      M¡lyak¡ra 
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   Dyer                  -       Rajaka 

        Painter                      -       Citrak¡ra 

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

K¡ruka, áilpak¡ra. 

f. For the natural development of dramatic progression of art in dramas, 

n¡¶ya performance and rasa are essential.  Sabh¡parva in the MBH 

mentions the plays with the h¡sya, l¡sya and rasas in the royal 

courts109. 

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. 
                                                 
109 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. 
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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 V¢¸a and Flutes.The musical orchestra 

consist of four kinds of musical instruments says Bharata in chapter 

twenty eight- 

iÉiÉÆ SÉè´ÉÉ´ÉxÉrÆù vÉxÉÆ ºÉÖÊ¹É®ú¨Éä´É SÉ * 

SÉiÉÖÌ´ÉvÉÆ iÉÖ Ê´ÉYÉäªÉ¨ÉÉiÉÉätÆ ±ÉIÉhÉÉÎx´ÉiÉ¨ÉÂ** 

Instruments are of four types- 

1. Tatam (stringed - V¢¸a) 

2. Avanadham (Covered- Drums) 

3. Ghana (Solid- Cymbals ) 
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4. SuÀira (hollow- Flute) 

Tatam means stringed like lute or v¢¸a, Avanaddha is made up of 

skin like mizh¡vu. Ghana, the instrument with bronze like kuzhitt¡la. 

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

iÉiÉÆ iÉxjÉÒEÞòiÉÆ YÉäªÉ ¨É´ÉxÉnÆù iÉÖ {ÉÉè´ÉEò®ú¨ÉÂ *110 

vÉxÉÆ iÉÉ±ÉºiÉÖ Ê´ÉYÉäªÉ& ºÉÖÊ¹É®Æú ´ÉÆ¶É =SªÉiÉä**111 

       He says that each character enters on stage with appropriate music 

with proper musical instrument- 

iÉjÉ iÉÚ{ÉÉä½þxÉÆ EÞòi´ÉÉ iÉxjÉÒMÉÉxÉºÉ¨ÉÎx´ÉiÉ¨ÉÂ* 

 EòÉªÉÇ& |É´Éä¶ÉÉä xÉiÉÇCªÉÉ ¦ÉÉhb÷´ÉÉtºÉ¨ÉÎx´ÉiÉ&**112 

In the sixth chapter of Sa´g¢taratn¡kara, he also accepted the above 

mentioned divisions of instruments. According to him t¡½a and suÀira are 

the case for ¿ruti and svara through avanaddha please the audience, 

cymbals are used as the measuring scale.Another relevant book on music 

Sa´g¢tasamayas¡ra, P¡r¿vad®va, made a division on musical instruments 

as follows- 
                                                 
110 This instrument made by Swati sage, NS, Mal. Trans. , XXXIII, P. 449-450. 
111 iÉjÉ iÉiÉÆ ´ÉÒhÉÉÊnùEÆò ´ÉÉtÆ +ÉÊnù {ÉnäùxÉ- ºÉè®úxwÉÒ- ®úÉ´ÉhÉ½þºiÉ- ÊEòzÉ®úÉÊnù MÉÁiÉä*  +´ÉxÉrÆù 

¨ÉÖ®úVÉÉÊnùEÆò PÉxÉÆ EòÉºªÉiÉÉ±ÉÉÊnùEÆò ´ÉÆ¶ÉÉÊnùEÆò ºÉÖÊ¹É®Æú NS, Trans. Hindi Madhusudhani, P. 63. 
112 NS, Trans. Hindi, Madhusudani, IV, V. 277. 
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ºÉ¡ò±ÉÆ ÊxÉ¹Eò±ÉÆ SÉäÊiÉ ´ÉÉt¨ÉäiÉiÉÂ ÊuùvÉÉ ¦É´ÉäiÉÂ* 

EòÊlÉiÉÆ ¶ÉÆEò®äúhÉänÆù BEòiÉxjÉÒ ºÉ¨ÉÉ¸ÉªÉ¨ÉÂ**113 

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

chapter five- 

EÖòiÉ{ÉºªÉ iÉÖ Ê´ÉxªÉÉºÉ& |ÉiªÉÉ½þÉ®ú <ÊiÉ º¨ÉÞiÉ&* 

  iÉlÉÉ´ÉiÉ®úhÉÆ |ÉÉäHÆò MÉÉÊªÉEòÉxÉÉÆ ÊxÉ´Éä¶ÉxÉ¨ÉÂ** 114 

4.8. The Seating Arrangement (kutapa or Bh¡n·a) 

 

1. M¤da´ga player 

2. Pa¸ava Player                      a. Drums 

3. Dardura Player 

4.    V¢¸a Player 

5.  V¢¸a Player                          b. Vina 
                                                 
113 Dr. V. Raghavan, The Number of Rasas, P.9. 
114 Ibid, Trans.Mal. V, V. 17, P. 509. & xÉä{ÉlªÉMÉÞ½þªÉÉä¨ÉÇvªÉä {ÉÚ´ÉÉÇÊ¦É¨ÉÖJÉÉä ¨ÉÉnÇùÎRÂóMÉEòÉ:  
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6.  Flute Player 

7.  Flute Player                         c.  Flute 

8.    T¡½a                                      d.  Cymbals 

9.    Female Vocalist 

10.   Male Vocalist 

11.   Female vocalist                e.  Vocalist 

12.  Female vocalist      

This picture shows the seating arrangement of N¡¶ya troupe. Now 

let us discuss in detail about the musical instruments. 

4.9. Three kinds of drums 

4.9.1 Muraja (M¤da´ga)  

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

4.9.2. Pa¸ava 

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 (avana··ha) instruments which were 

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

4.10. V¢¸a      

It is the musical instrument dominating in the musical orchestra.  

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

4.10.1 Vipaµci 

4.10.2. Citra 

     Vipaµci has nine strings with a plectrum. While performing the 

dhruv¡g¢ti, the Vipaµci should be played with a plectrum. And citra has 

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

ºÉ{iÉiÉxjÉÒ ¦É´ÉäÎSSÉjÉÉ Ê´É{ÉÎ\SÉiÉÖ ¦É´ÉäzÉ´É* 

EòÉähÉ´ÉÉtÉ Ê´É{É\SÉÒºªÉÉÎSSÉjÉÉ SÉÉRÂóMÉÖ±ÉÒ´ÉÉnùxÉÉ *115 

  V¢¸a music is performed for the first nine rituals of preliminary 

ceremonies. Music is used to please the Gods. So it is called g¡ndharva, a 

combination of svara and t¡½a with words-  

MÉÉxvÉ´ÉÇÊ¨ÉÊiÉ iÉYÉäªÉÆ º´É®úiÉÉ±É{ÉnùÉi¨ÉEò¨ÉÂ*116 

                                                 
115 NS, XXIX, Trans. Eng.  N. P. Unni, V. 125, P. 817. 
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Various instruments playing with a lute is called g¡ndharva. In a 

play for progression of the plot also v¢¸a 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 V¢¸a is the very 

backbone in a play production.The origin of g¡ndharva is from v¢¸a 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 VaÆ¿a or VaÆ¿ v¡dya (later bansi or b¡nsuri) 

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 V¢¸a.  áruti-s 

were produced by the manner in which fingers on the holes of a flute were 

shaken (kaÆpita), 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- T¡½a (Ghana) 

      The cymbals were referred to as T¡½a.  In early days the word 

probably means by the clapping of hands and Ta½a means the palm of 

hand.  The t¡½a of the musical instrument were the solid or ghana variety.  

The tala player keeps the proper time beat (t¡½a) with the tempo or laya.   

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

4.12.1 Quick (d¤ut) 

4.12.2 Medium (madhy¡)  

4.12.3 Slow (VilaÆbita)  

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 

n¡¶ 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 ViÀ¸u, 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- 

ªÉlÉÉ xÉÉ]õ¬ºªÉ VÉx¨ÉänÆù VÉVÉÇ®úºªÉ SÉ ºÉÆ¦É´É: * 

Ê´ÉPxÉÉxÉÉÆ ¶É¨ÉxÉÆ SÉè´É näù´ÉÉxÉÆ SÉ {ÉÚVÉxÉ¨ÉÂ ** 117 

4.15. The Musicians -  Taurika and Ku¿¢lava  

      In the discussion of musical instuments, the most importance given 

for the musicians. In Sanskrit plays, musicians are called taurik¡ and ku¿¢ 

lava.  In The play the master musicians are experts in all aspects of 

musical instruments. Ku¿¢lava’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 
                                                 
117 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 

expressed in speech.’118 

      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 in 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.  Dhruv¡ 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. 

P¡·ya, n¡¶ya, g¡na, strange v¡dya are equal to vedamantras. G¢ta and 

v¡dya are more sacred than thousand ablution and chanting of prayers. 

                                                 
118 NS, XXXIII, Tans. Eng.  M.M.Ghosh, V.7, P. 406. 
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Where there is no sound with g¢ta and v¡dya, there will be no obstacles he 

says thus- 

´ÉÉtä¹ÉÖ ªÉixÉ& |ÉlÉ¨ÉÂ iÉÖ EòÉªÉÇ&  

 ¶ÉªªÉÉ Ê½þ xÉÉ]õ¬ºªÉ ´ÉnùÎxiÉ ´ÉÉt¨ÉÂ 

 ´ÉÉtä SÉ MÉÒiÉä SÉ ºÉÖºÉ¨|ÉªÉÖHäò 

 xÉÉ]õ¬|ÉªÉÉäMÉÉä xÉ Ê´É{ÉÊkÉ¨ÉäÊiÉ**119 

Therefore in all types of ten r£pak¡-s different v¡dyas are to be 

worn- 

xÉÉÎºiÉ ÊEòÎ\SÉnùxÉÉªÉÉäVªÉ¨ÉÉiÉÉätÆ nù¶É°ü{ÉEäò*120  

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 

names are- suÀira, at¡ta, vit¡ta , at¡ta-vit¡ta, and Ghana.121                                          

SuÀira Flute 

At¡ta122 One faced drum 

At¡tavit¡ta Two faced drum or 
m¤da´ga 

Ghana A pair of Cymbals 

                                                 
119  Ibid, Trans. Mal. XXXIII,  V. 334, P. 511. 
120 NS, Trans. Mal., XXXIII,  V.16, P.451. 
121 Manomohan Ghosh, Contributions to The History of the Hindu Drama, Calcutta 

oriental Press, Calcutta P.47. 
122 Atata seems as Dardura in NS. 
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In the sameway n¤tta are also important like music it is treated as 

auspicious says Bharata- 

|ÉÉªÉähÉ ºÉ´ÉÇ±ÉÉäEòºªÉ xÉÞkÉÊ¨ÉnÆù º´É¦ÉÉ´ÉiÉ&* 

 ¨ÉRÂóMÉ±ªÉÊ¨ÉÊiÉ EÞòi´ÉÉ SÉ xÉÞkÉ¨ÉäiÉi|ÉEòÒÌiÉiÉ¨ÉÂ** 123 

And n¤tta is used in accordance with music- 

MÉÒiÉ|ÉªÉÉäMÉ¨ÉÉÊ¸ÉiªÉ xÉÞkÉ¨ÉäiÉi|É´ÉiªÉÇiÉÉ¨ÉÂ* 124 

N¤tta is used to marvel the occasions in p£rvaranga- 

xÉ MÉÒiÉEòÉlÉÇºÉ¨¤ÉrÆù xÉ SÉÉ{ªÉlÉÇºªÉ ¦ÉÉ´ÉEò¨ÉÂ* 

 Eòº¨ÉÉzÉÞkÉÆ EÞòiÉÆ ÁäiÉ½þMÉÒiÉä´´ÉÉºÉÉÊ®úiÉä¹ÉÖ SÉ**125 

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

 ªÉjÉÉÊ¦ÉxÉäªÉÆ MÉÒiÉÆ ºªÉÉkÉjÉ ´ÉÉtÆ xÉ ªÉÉäVÉªÉäiÉÂ126 

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. 
124 Ibid, Trans. Mal.,  V. 272.  
125 Ibid, IV, Trans. Hindi, Madhusudanasastri, V. 267 
126 Ibid, IV, V. 281 
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iÉÉ±ÉºiÉ±É|ÉÊiÉ¹`öÉªÉÉÊ¨ÉÊiÉ vÉÉiÉÉÇvÉÇÊ\É º¨ÉÞiÉ& 

 MÉÒiÉÆ ´ÉÉtÆ iÉlÉÉ xÉÞkÉÆ ªÉiÉºiÉÉ±Éä |ÉÊiÉÎ¹`öiÉ¨ÉÂ* 

 EòÉ±ÉÉä ±Év´ÉÉÊnùÊ¨ÉiÉªÉÉ ÊGòªÉªÉÉ ºÉÆÊ¨ÉiÉÉäÊ¨ÉÊiÉ¨ÉÂ 

 MÉÒiÉÉnäùÌ´ÉnùvÉkÉÉ±É& ºÉ SÉ uäùvÉÉ ¤ÉÖvÉè& º¨ÉÞiÉ&*127 

N¡rada claimed that g¡ndharvaveda or Sa´g¢ta¿¡stra has due 

importance. The people who follows this ¿¡stra, gets high manipulation in 

the world-  

MÉÉxvÉ´ÉÇ¨ÉäiÉiÉÂ EòÊlÉiÉÆ ¨ÉªÉÉ ´É& 

 {ÉÚ´ÉÈ ªÉnÖùHÆò Îi´É½þ xÉÉ®únäùxÉ* 

 EÖòªÉÉÇt& B´ÉÆ iÉÖ xÉ®ú& |ÉªÉÉäMÉä 

 ºÉ¨¨ÉÉxÉ¨ÉOÉÂªÉÆ ±É¦ÉiÉä ºÉ ±ÉÉäEäò**128.  

In addition to these, music is employed in ras¡-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 R¡ga-s 
á¤´g¡ra K¡mbhoji,Kaly ¡¸i,Bh£p¡½am, 

Ënandabhairavi, Kharaharapriya 

H¡sya Vasanta, M°hanam 

Karu¸a âah¡na, áivaranjini, R®vat¢, 
Madyam¡vat¢, Sindhubhairavi, 
Phalamaµjari 

V¢ra N¡¶¶a, Hamsadvani, Ëbh®ri, 
Suddhadhanyas, Am¤tavarÀini 

Raudra A·¡¸a 

Bibhatsa ár¢r¡gam 

Adbhuta Bang¡½am 

á¡nta All ragas 

 

The ragas like Kharaharapriya, Am¤utavarÀini, M¡y¡m¡lavagaula 

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 
á¤´g¡ra, H¡sya Madhyama and Paµcama (Ma,Pa) 

V¢ra, Raudra, Adbhuta âa·ja and ÎÀabha (Sa,Ri) 

Karu¸a G¡ndh¡ra, NiÀ¡da (Ga,Ni) 

B¢bbatsa, Bhay¡naka Dhaivata (Dha) 
 

The harmony of the human voice, the V¢¸a and the flute formed the 

music in the play. The  appropriate agreement of the notes- svara-s of the 
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V¡¸i, V¢¸a and Venu were specially praised in a performance. The NS 

refers human voice as ‘the V¢¸a of human body’.129  The rhythms and the 

tempos provided by the drums and cymbals were  compared to a ‘bed of 

n¡¶ya’ (¿aiyya hi n¡¶yasya130).  And the percussion instruments like 

cymbals or t¡½a are considered the foundation  of a n¡tya performance. 

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

DHRUVË GÌTÌ-S IN SANSKRIT DRAMA 

In Chapter Five of NS Called P£rvara´gavidhi. Bharata discusses 

the step of music to be introduced in n¡¶ya. At the time of the production 

of the play, it is N¡¶y¡c¡rya or troupe leader who determines the 

introduction of the dhruv¡ g¢t¢-s in the play. It is this dhruv¡ g¢t¢ which 

creates the atmospheric mood in the play as is seen in the beginning of the 

fifth act of the AS,  the n¡¶y¡c¡rya also takes the decision as to what kind 

of dhruv¡ g¢t¢ 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. 

wÉÖ´ÉÉ MÉÒiªÉÉvÉÉ®úÉä ÊxÉªÉiÉ& {ÉnùºÉ¨ÉÚ½þ&*   131 

Without any colour the drawing should not become good, likewise 

n¡¶ya could not perfect without the song- 

ªÉlÉÉ ´ÉhÉÉÇoùiÉä ÊSÉjÉ¨ÉÂ xÉ ¶ÉÉä¦ÉÉäi{ÉÉnùxÉÆ ¦É´ÉäiÉÂ* 

B´É¨Éä´É Ê´ÉxÉÉ MÉÉxÉ¨ÉÂ xÉÉ]õ¬Æ ®úÉMÉÆ xÉ MÉSUôÊiÉ ** 132 

                                                 
131 NS, V, (Trans. Hindi Madhusudani), L-1-2, P. 618. 
132 NS, XXXII,  Trans. Mal., V. 429, P. 441. 
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 The definition of dhruv¡-s are mentioned by Bharatamuni in his 

NS- 

wÉÖ´ÉÉºÉÆYÉÉÊxÉ ªÉÉÊxÉ ºªÉÖxÉÇÉ®únù|É¨ÉÖJÉèÊuùVÉè& * 

MÉÒiÉÉÆMÉÉxÉÒ½þ ºÉ´ÉÉÇhÉÒ Ê´ÉÊxÉªÉÖHòÉxªÉxÉäEò¶É&**133 

ªÉÉ @ñSÉ& {ÉÉÊhÉEòÉ MÉÉlÉÉ& ºÉ{iÉ°ü{ÉÉÆMÉ¨Éä´É SÉ 

ºÉ{iÉ°ü{É|É¨ÉÉhÉÆ Ê½þ iÉnÂù wÉÖ´ÉäiªÉÊ¦ÉºÉÆÊYÉiÉ¨ÉÂ**134 

Traya¿rat¡la with six kalas and catura¿rat¡la with eight kalas are the 

characteristic of dhruv¡ songs. The above mentioned t¡½as are the vital 

energy to dhruv¡ g¢ti-s.  According to Bharata, the words, tempo, Jati, 

notes and time beat in them were regularly (dhruvaÆ)  connected with one 

another135. So that it is called dhruv¡ songs. It can be used in accordance 

with the place, ¡¿raya and the prayoga of n¤tta. Abhinavagupta emphasis 

that -they stabilise, so to say or form a firm (dhruvaÆ) foundation of the 

production or their  themes and hence are called dhruv¡-s136. According to 

Raja¿ekhara, dhruv¡-s are the vital breath of a dramatic performance- 

wÉÖ´ÉÉ Ê½þ xÉÉ]õ¬ºªÉ |ÉlÉ¨Éä |ÉÉhÉÉ:*137 

                                                 
133 NS, Trans. Mal.  V.1, P. 354. 
134 Ibid. 
135 NS, XXX II, 8. 
136 Abhinavabharati, V.88. 
137 Annals of Bhandarkar Oriental Research institute, Poona, Vol. 45-47, 1964, P. 20. 
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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 

t¡la. 

5.1. Kinds of Dhruv¡ Songs 

There are five kinds of dhruv¡-s.  They are:- 

wÉÖ´ÉÉºiÉÖ {É\SÉÊ´ÉYÉäªÉÉä xÉÉxÉÉºÉÆºlÉÉxÉºÉÆ¸ÉªÉÉ&*138 

In the practical difference they are- 

|ÉÉ´ÉäÊ¶ÉEòÒ iÉÖ |ÉlÉ¨ÉÉ ÊuùiÉÒªÉÉIÉäÊ{ÉEòÒ º¨ÉÞiÉÉ* 

|ÉÉºÉÉÊnùEòÒ iÉÞiÉÒªÉÉ SÉ SÉiÉÖlÉÔ SÉÉxiÉ®úÉ wÉÖ´ÉÉ*139 

1. Pr¡ve¿ik¢ 

2. Naiskr¡mik¢ 

3. Pr¡sadik¢ 

4. Ëksepik¢  

5. Antar¡ 

                                                 
138 NS, Trans. Mal. XXXII, V.6.   
139 Ibid, XXXII, V.316, P.420.   
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Dhruv¡ Songs Situation of Employment 
1. Pr¡ve¿ik¢ Sung at the entrance of important characters  

2. NaiÀkr¡mik¢ Sung at exit of important characters 

3. Pr¡s¡dik¢ Sung to develop or enlarge the mood of the 
situation  

4. Ëksepik¢  Sung to change the mood of the situation 

5. Antar¡ 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 S¡radat¡naya, five dhruv¡-s are used in n¡¶ aka- 

+ÊvÉEòÉ SÉÉ{ÉEÞò¹]õÉ SÉ |É´ÉäÊ¶ÉCªÉÉ´ÉºÉÉÊxÉEòÒ ** 

+xiÉ®úÉ SÉäÊiÉ {É\SÉèiÉÉ wÉÖ´ÉÉ xÉÉ]õEòºÉÆÊ¸ÉiÉÉ : **140 

In each and every drama we have dhruv¡-s like Pr¡ve¿ik¢ and 

NaiÀkr¡mik¢. The entrance and exit of characters, which canot not to be 

avoided in dramas. In the same way Pr¡s¡dik¢, ËkÀepik¢ and Antara 

which are also considered as important like the other two.   
                                                 
140 á¡rad¡tanaya, BP, VII, V. 109, P. 287. 
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This chapter deals with the dhruv¡-s of selected dramas including 

plays of ancient writers Such as Bh¡sa (13), K¡½id¡sa (3), Bhavabh£ti (3), 

Sr¢harÀa (2), R¡ja¿ekhara’s Viddhas¡labaµjika, Mur¡ri (1) and á£draka 

(1). An analysis was made on above dramas and sequenced five dhruv¡-s 

according to a particular manner as it reflected while reading. 

5.1.1. Prav®¿ik¢  Dhruv¡-s 

In pr¡v®¿ik¢ dhruva-song, a character enters with different meaning 

and rasa- 

xÉÉxÉÉ®úºÉÉlÉÇªÉÖHòÉä xÉÞhÉÉÆ ªÉ MÉÒªÉiÉä |É´Éä¶Éä¹ÉÖ* 

|ÉÉ´ÉäÊ¶ÉEòÒ iÉÖ xÉÉ¨xÉÉ Ê´ÉYÉäªÉÉ ºÉÉ wÉÖ´ÉÉ iÉYÉè&**141 

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 dhruv¡- 

|ÉÉ´ÉäÊ¶ÉEòÉ¸ÉªÉÉ ªÉÉºiÉÖ {ÉÚ´ÉÉÇ¼xÉÉlÉÇºiÉÖ iÉÉ& º¨ÉÞiÉÉ& 142 

After the p£rvara´ga ceremonies, in accordance to n¡¶y¡c¡rya’s 

instruction, songs should be sung according to the characters and 

situations- 
                                                 
141 NS, Trans. Mal.  XXXII, V. 317, P. 420. 
142 Ibid,, XXXII, V. 370, P. 431. 
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{ÉÚ´ÉÇ®ÆúMÉÆ |ÉªÉÖHäò iÉÖ xÉÉ]õ¬ÉSÉÉªÉÇ ºÉ¨ÉÉ¸ÉªÉä  

wÉÖ´ÉÉ iÉjÉ |ÉªÉÉäHò´ªÉÉ |ÉEÞòiÉÒxÉÉÆ |É´Éä¶ÉxÉÉ*143 

Examples: 

´Éänèù: Ê{ÉiÉÉ¨É½þ¨É½Æþ {ÉÊ®úiÉÉä¹ÉªÉÉÊ¨É 

MÉÒiÉè: Eò®úÉäÊ¨É ½þÊ®ú¨ÉÖnÂùMÉiÉ®úÉä¨É½þ¹ÉÇ¨ÉÂ * 

=i{ÉÉnùªÉÉ¨ªÉ½þ®ú½þÌ´ÉÊ´ÉvÉè¯û{ÉÉªÉè - 

ºiÉxjÉÒ¹ÉÖ SÉ º´É®úMÉhÉÉxÉÂ Eò±É½þÉÆ¶SÉ ±ÉäEäò **144  

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. 

EÆòºÉä |É¨ÉÊlÉiÉä Ê´É¹hÉÉä: {ÉÚVÉÉlÉÈ näù´É¶ÉÉºÉxÉÉiÉÂ * 

ºÉMÉxPÉ´ÉÉÇ{ºÉ®úÉäÊ¦É¶SÉ näù´É±ÉÉäEòÉÊnù½þÉMÉiÉ : **145  

Meaning 

N¡rada- To pay obeisance to ViÀ¸u for Kamsa- death have I come 

here from heaven as ordered by gods with celestial nymphs and singers.146 
                                                 
143 Ibid,  XXXII, V. 408, P. 437. 
144  Complete Plays of Bhasa-Avim¡rukam, Trans. Eng.  Dr. K. P. A. Menon, Nag 

Publications, Delhi, V19. 19  P. 380  
145  Complete Plays of Bh¡sa- BC, V,  V. 17, P. 100. 
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ÊnùxÉEò®úÊEò®úhÉäiEò®ú: Ê|ÉªÉÉEò®ú: EòÉäƒÊ{É VÉÒ´É±ÉÉäEòºªÉ * 

Eò¨É±É¨ÉÖEÖò±ÉÉRÂóEò{ÉÉ±ÉÒEÞòiÉ¨ÉvÉÖEò®úEò¹ÉÇhÉÊ´ÉnMvÉù: ** 147 
   

uùÒ{ÉÉnùxªÉº¨ÉÉnùÊ{É ¨ÉvªÉÉnùÉÊ{É VÉ±ÉÊxÉvÉäÌnù¶ÉÉäƒ{ªÉxiÉÉiÉÂ * 

+ÉxÉÒªÉ ZÉÊ]õÊiÉ PÉ]õªÉÊiÉ Ê´ÉÊvÉ®úÊ¦É¨ÉiÉ¨ÉÊ¦É¨ÉÖJÉÒ¦ÉÚiÉ: **148   

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. 149 

Ê{ÉiÉÉäÊ´ÉvÉÉÇiÉÖÆ ¶ÉÖ¸ÉÚ¹ÉÉÆ iªÉCi´Éè·ÉªÉÈ Gò¨ÉÉMÉiÉ¨ÉÂ * 

´ÉxÉÆ ªÉÉ¨ªÉ½þ¨É{ªÉä¹É ªÉlÉÉ VÉÒ¨ÉÚiÉ´ÉÉ½þxÉ: **150     

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 

J¢m£t¡vahana151. 

=i¡Öò±±ÉEò¨É±ÉEäòºÉ®ú{É®úÉMÉMÉÉè®úvÉÖiÉä ¨É¨É Ê½þ MÉÉè®úÒ 
                                                                                                                                          
146  Ibid, 101. 
147 Mur¡ri, Anarghraghavam,Chowkhambha Vidhyabhavan, Varanasi, I, V. 13  P. 14. 
148 Sriharsha, Ratn¡vali, M. R. Kale, Motilal Banarsidas. Varanasi,  I, V. 6 
149 Ibid, P.119. 
150 Sriharsha, Nagananda, Trans. Eng., Sri Balamanorama Press, Madras, I, V. 5, P. 5.  
151.Ibid, P. 5-6. 
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+Ê¦É´ÉÉ\ÊUôiÉÆ |ÉÊºÉvªÉä ¦ÉMÉ´ÉÊiÉ ªÉÖ¹¨Éi|ÉºÉÉnäùxÉ É152
   

Meaning 

Heroine- O, Goddess Gaur¢, 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 

ÊIÉ{iÉÉ Ê¤É¨¤ÉÆ Ê½þ¨ÉÉÆ¶ÉÉä¦ÉÇªÉEòÞiÉ´É±ÉªÉÉÆ ºÉÆ½þ®úxÉÂ ¶Éä¹É¨ÉÚÍiÉ  

ºÉÉxÉxnÆù ºªÉxnùxÉÉJÉjÉºÉxÉÊ´ÉSÉÊ±ÉiÉä {ÉÚÎ¹hÉoù{]õÉäƒOÉVÉäxÉ * 

B¹É |ÉÉxiÉÉ´ÉºÉVVÉVVÉ±ÉvÉ®ú{É]õ±ÉÉxªÉÉªÉiÉÒ¦ÉÚiÉ{ÉIÉ: 

|ÉÉ{iÉÉä ´Éä±ÉÉ¨É½þÒwÉÆ ¨É±ÉªÉ¨É½þ¨ÉÊ½þOÉºÉMÉÞvxÉÖ: IÉhÉäxÉ **154    

Meaning 

Garu·a- Having brushed aside the disc of the moon and contracted 

the body of the á®sha 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.155 

                                                 
152 Ibid, I, V. 14. 
153 Ibid,  P.17. 
154 Ibid, IV, V.24  
155 Ibid, P. 122-123. 
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¦ÉÖHòÉÊxÉ ªÉÉè´ÉxÉºÉÖJÉÉÊxÉ ªÉ¶ÉÉä Ê´ÉEòÒhÉÈ 

®úÉxªÉä ÎºlÉiÉÆ ÎºlÉ®úÊvÉªÉÉ SÉÊ®úiÉÆ iÉ{ÉÉäƒÊ{Éù * 

¶±ÉÉPþªÉ: ºÉÖiÉ: ºÉÖºÉoù¶ÉÉx´ÉªÉVÉÉ ºxÉÖ¹ÉäªÉ¨ÉÂ 

ÊSÉxiªÉÉ ¨ÉªÉÉ xÉxÉÖ EÞòiÉ®úlÉÇiÉªÉÉt ¨ÉÞiªÉÖ: **156     

Meaning 

J¢m£taketu- 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.157.  

iÉnÂù´ÉCjÉÆ ªÉÊnù ¨ÉÖÊpùiÉÉ ¶ÉÊ¶Éú EòlÉÉ ½þÉ ½äþ¨É®úºÉÉ SÉäiÉÂ tÖiÉÒ - 

ºiÉ¶SÉIÉÖªÉÇÊnù ½þÉÊ®úiÉÆ EÖò´É±ÉªÉèºiÉSSÉäiÉÂú Îº¨ÉiÉÆ EòÉ ºÉÖvÉÉ * 

ÊvÉCEòxnù{ÉÇvÉxÉÖ§ÉÖÇ´ÉÉè SÉ ªÉÊnù iÉä ËEò ´ÉÉ ¤É½Öþ ¤ÉÚ¨É½äþ 

ªÉiÉÂ ºÉiªÉÆ {ÉÖxÉ¯ûHò - ´ÉºiÉÖÊ´É®úºÉ: ºÉMÉÇGò¨ÉÉä ´ÉävÉºÉ: **158
  

Meaning 

                                                 
156 Ibid, V, V. 3. 
157 Ibid, Act V, V.3, P. 127-128. 
158 R¡ja¿ekhera, Viddhas¡labaµjika, Chowkhambha Vidhyabhavan, Varanasi, I, V.14. 
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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 K¡madeva, in front of his brows? What more to say- all the 

essential creations of Brahma are meaning if compared to him. 

iÉÉÊ¨ÉxnùÖºÉÖxnù®ú¨ÉÖJÉÒÆ ºÉÖÊSÉ®Æú Ê´É¦ÉÉ´ªÉ 

SÉäiÉ: EòlÉÆ EòlÉ¨ÉÊ{É ´ªÉ{É´ÉiÉÇiÉä ¨Éä * 

±ÉVVÉÉÆ Ê´ÉÊVÉiªÉ Ê´ÉxÉªÉÆ Ê´ÉÊxÉ´ÉÉªÉÇ vÉèªÉÇ - 

¨ÉÖx¨ÉlªÉ ¨ÉxlÉ®úÊ´É´ÉäEò¨ÉEòÉhb÷ B´É ** 159
          

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 

firmness, with discrimination become ineffective all of a sudden160. 

Ê¶É®úºÉÉ |ÉlÉ¨ÉMÉÞ½þÒiÉ¨ÉÉYÉÉÊ¨ÉSUôÉÊ¨É {ÉÊ®ú¹Énù: EòiÉÖÈ 

näù´ªÉÉ ½þ´É vÉÉÊ®úhªÉ: ºÉä´ÉÉnùIÉ: {ÉÊ®úVÉxÉÉäƒªÉ¨ÉÂ **161  
   

Meaning 

                                                 
159 Bhavabh£ti, M¡lat¢m¡dhava, Trans. Eng. .R. D. Karmarkar, Chowkhambha, 

Sanskrit Series, Deihi, I, V.18. 
160 Ibid,  I, V18, P. 15. 
161 Kalidasa, Malavikagnimitram, C. R. Devadhar, Motilal Banarsidas,  Delhi, I, 4. 
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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 Dh¡ri¸¢, 

intent on serving her162.   

iÉ´ÉÉÎº¨É MÉÒiÉ®úÉMÉähÉ ½þÉÊ®úhÉÉ |ÉºÉ¦ÉÆ ¾þiÉ: 

B¹É ®úÉVÉä´É nÖù¹ªÉxiÉ: ºÉÉ®úRÂóMÉähÉÊiÉ®Æú½þºÉÉ **163     

Meaning 

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

like King DuÀyanta here by an antelope of extreme fleetness.164 

xÉ JÉ±ÉÖ xÉ JÉ±ÉÖ ¤ÉÉhÉ: ºÉÊzÉ{ÉÉºªÉÉäƒªÉ¨ÉÎº¨ÉxÉÂ 

¨ÉÞnÚùÊxÉ ¨ÉÞMÉ¶É®úÒ®äú iÉÚ±É®úÉ¶ÉÉÊ´É´ÉÉÊMxÉ: * 

C´É ¤ÉiÉ ½þþÊ®úúhÉEòÉxÉÉÆ VÉÒÊ´ÉiÉÆ SÉÉÊiÉ±ÉÉä±ÉÆ 

C´É SÉ ÊxÉÊ½þiÉÊxÉ{ÉÉiÉÉ ´ÉXÉºÉÉ®úÉ: ¶É®úÉºiÉä **165   

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 

                                                 
162  Ibid, P.23 
163 K¡½id¡sa, Abhiµj¡na¿¡kunta½a,  Trans. Sanskrit- Hindi , Chowkhambha Sanskrit 

series office, Varanasi, I, V. 5. 
164. Ibid, Trans. Eng. A. B. Gajendragadkar, The Popular Publishing House, Surat, I, 

V. 10, P.4. 
165. AS, Trans. Hindi, I, V.10, P.21  
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the extremely frail life of poor deer and where your arrows of sharp 

descent and adamantine strength?166 

 

 

¶ªÉÉ¨ÉÉä ªÉÖ´ÉÉ ÊºÉiÉnÖùEÚò±ÉEÞòiÉÉäjÉ®úÒªÉ: 

ºÉSUôjÉSÉÉ¨É®ú´É®úÉä ®úÊSÉiÉÉRÂóMÉ®úÉMÉ: * 

¸ÉÒ¨ÉÉxÉÂ Ê´É¦ÉÚ¹ÉhÉ¨ÉÊhÉtÖÊiÉ®úÊVVÉiÉÉRÂóMÉÉää 

xÉIÉjÉ¨ÉvªÉ <´É {É´ÉÇMÉiÉ: ¶É¶ÉÉbÂ÷Eò: **167     

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 

moon in the midst of stars168 

|ÉÉ{iÉ: ÊEò±ÉÉt ´ÉSÉxÉÉÊnù½þ {ÉÉhb÷´ÉÉxÉÉÆ 

nùÉèiªÉäxÉ ¦ÉÞiªÉ <´É EÞò¹hÉ¨ÉÊiÉ: ºÉ EÞò¹hÉ: * 

¸ÉÉäiÉÆÖ ºÉJÉä ! i´É¨ÉÊ{É ºÉVVÉªÉ EòhÉÇ ! EòhÉÉæ     

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

Corporation, Delhi, I. 10, P. 82. 
167   Bhasa, Dutavakyam, Trans. English. T.K. Ramachandra Iyer, R. S. Vadhyar & 

Sons, Palakkad, I, V 3, P.22. 
168. Ibid. 
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xÉÉ®úÒ¨ÉÞnÚùÊxÉ ´ÉSÉxÉÉÊxÉ ªÉÖÊvÉÎ¹`ö®úºªÉ **169 

Meaning 

The evil minded K¤À¸a has come now at the bidding of P¡¸·avas, 

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

gentle as those of a woman.170  

+iªÉÖOÉnùÒÎ{iÉÊ´É¶Énù: ºÉ¨É®äúúƒOÉMÉhªÉ: 

¶ÉÉèªÉÈ SÉ ºÉÆ|ÉÊiÉ ºÉ¶ÉÉäEò¨ÉÖ{ÉèÊiÉ vÉÒ¨ÉÉxÉÂ * 

|ÉÉ{iÉä ÊxÉnùÉvÉºÉ¨ÉªÉä PÉxÉ®úÉÎ¶¯ûrùù: 

ºÉÚªÉÇ: º´É¦ÉÉ´É¯ûÊSÉ¨ÉÉÊxÉ´É ¦ÉÉÊiÉ EòhÉÇ: ** 171
    

Meaning 

Kar¸a 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 

summer, obscured by masse clouds. 172 

5.1.2.  NaiÀkr¡mik¢  Dhruv¡-s 

Bharata says naiÀkr¡mik¢ in chapter thirty two as follows: 

                                                 
169   Ibid, I, V.13, P.32. 
170 Ibid. P..33 
171 Bh¡sa, KB, Trans Eng. T.K. Ramachandra Iyer, R. S. Vadhyar & Sons, Palakkad,  

I, V.4, P.5. 
172  Ibid, P.6. 
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+RÂóEòÉxiÉä ÊxÉ¹Gò¨ÉähÉ {ÉÉjÉÉhÉÉÆ MÉÒªÉiÉä |ÉªÉÉäMÉä¹ÉÖ | 

ÊxÉ¹GòÉ¨ÉÉä{ÉMÉiÉMÉÖhÉÉ Ê´ÉtÉxÉè¹GòÉÊ¨ÉEòÒ iÉÉÆ iÉÖ || 173 

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- 

xÉHòÎxnù´ÉºÉ¨ÉÖilÉÉºiÉÖ xÉè¹GòÉÊ¨ÉCªÉ& º´ÉEòÉ±ÉVÉÉ&* 174 

In this, v¡dya is used with music. If a character enters on the stage 

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

Examples:  

MÉSUôÊiÉ {ÉÖ®ú: ¶É®úÒ®Æú vÉÉ´ÉÊiÉ{É®úSÉÉnùºÉÆ ÎºlÉiÉÆ SÉäiÉ: * 

SÉÒiÉÉÆ¶ÉÖEòÊ¨É´ÉEäòiÉÉä: |ÉÊiÉ´ÉÉiÉÆ xÉÒªÉ¨ÉÉxÉºªÉ ** 175
  

Meaning 

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

china-cloth of a banner which is being borne against the wind.176
 

+lÉÉæ Ê½þ EòxªÉÉ {É®úEòÒªÉ B´É iÉÉ¨É½þ ºÉ¨|Éä´ªÉ {ÉÊ®úOÉ½þÒiÉÖ¨ÉÂ: * 

                                                 
173 NS, Tran. Eng. XXXII, V. 318, P. 420-421. 
174 NS, Tran. Mal. XXXII, V. 370, P.431. 
175 AS, Trans. AS, Trans. Hindi. I. V. 36, P. 81.   
176 AS, Trans. Eng.. Re-edited by PravinPralayankar, I.33, P. 159.   
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VÉÉiÉÉƒÎº¨É ºÉvªÉÉä Ê´É¶ÉnùÉxiÉ®úÉi¨ÉÉ ÊSÉ®úºªÉ ÊxÉIÉä{ÉÊ¨É´ÉÉ{ÉÇÊªÉi´ÉÉ **177          

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 

EòÉ¨ÉÆ |ÉiªÉÊnù¹]õÉÆÆ º¨É®úÉÊ¨É xÉ {ÉÊ®úOÉ½Æþ ¨ÉÖxÉäºiÉxÉªÉÉ¨ÉÂ * 

¤É±É´ÉiÉÂ nÚùªÉ¨ÉÉxÉÆ |ÉiªÉÉªÉiÉÒ´É ¨Éä ¾þnùªÉ¨ÉÂ **179 

Meaning 

Granted (K¡man), I do not rember the repudiated sage’s daughter 

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

convences (me).180 

|É´ÉkÉÇiÉÉÆ |ÉÊEòÊiÉÊ½þiÉÉªÉ {ÉÉÌlÉ´É: 

ºÉ®úº´ÉiÉÒ ¸ÉÖÊiÉ¨É½þiÉÒ xÉ ½þÒªÉiÉÉ¨ÉÂ * 

¨É¨ÉÉÊ{É xÉ IÉ{ÉªÉiÉÖ xÉÒ±É±ÉÉäÊ½þiÉ: 

{ÉÖxÉ¦ÉÇ´ÉÆ {ÉÊ®úMÉiÉ¶ÉÊHò®úÉi¨É¦ÉÚ: **181
           

Meaning 

                                                 
177 Ibid Trans. Hindi- Sanskrit,  IV. V. 24, P. 308. 
178 Ibid, Trans. Eng. A. B. Gajendragadkar, IV. 22, P. 389. 
179 AS, Trans. Hindi, V. V.34, P.383. 
180 AS, Trans. Engi, Re-edited by PravinPralayankar), V, V. 31. P.459. 
181 AS,  Tran. Sanskrit- Hindi, VII, V. 35. 
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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 áiva, whose power is all encompassing, put an end to my re-

birth.182 

                                                 
182  AS, (Eng. Trans. Re-edited by PravinPralayankar), V. 35, P. 639. 
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¨ÉiEòÉ¨ÉÖÇEòÉänù®úÊ´ÉÊxÉ:ºÉÞiÉ¤ÉÉhÉVÉÉ±Éè:- 

Ê´ÉÇÉrùiIÉ®úiIÉiÉVÉ®úÎVVÉiÉºÉ´ÉÇMÉÉjÉ¨ÉÂ * 

{É¶ªÉxiÉÖ {ÉÉh½ÖþiÉxÉªÉÉ: Ê¶ÉÊ¤É®úÉä{ÉxÉÒiÉÆ 

i´ÉÉÆ ¤ÉÉ¹{É¯ûrùxÉªÉxÉÉ: {ÉÊ®úÊxÉ·ÉºÉxiÉ: ** 183 

Meaning  

Let the Pa¸·avas, 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  

bow. 184 

At the end of the first Act of RL, Udayana sings two beautiful 

verses-  

=nùªÉxÉiÉ]õÉxiÉÊ®úiÉÊ¨ÉªÉÆ |ÉÉSÉÒ ºÉÚSÉªÉÊiÉ ÊnùÎRÂóMÉ¶ÉÉxÉÉlÉ¨ÉÂ* 

{ÉÊ®ú{ÉÉhbÖ÷xÉÉ ¨ÉÖJÉäxÉ Ê|ÉªÉÊ¨É´É ¾þnùªÉÎºlÉiÉÆ ®ú¨ÉhÉÒ**185 

näùÊ´É iÉx¨ÉÖJÉ{ÉRÂóEòVÉäxÉ ¶ÉÊ¶ÉxÉ: ¶ÉÉä¦ÉÉÊiÉ®úºEòÉÊ®úhÉ 

{É¶ªÉÉ¤VÉÉÊxÉ Ê´ÉÊxÉÌVÉiÉÉÊxÉ ºÉ½þºÉÉ MÉSUôÎxiÉ Ê´ÉSUôÉªÉiÉÉ¨ÉÂ * 

¸ÉÖi´ÉÉ i´Éi{ÉÊ®ú´ÉÉ®ú´ÉÉ®ú´ÉÊxÉiÉÉMÉÒiÉÉÊxÉ ¦ÉÞRÂóMÉÉRÂóMÉxÉÉ 

±ÉÒªÉxiÉä ¨ÉÖEÖò±ÉÉxiÉ®äú¹ÉÖ ¶ÉxÉEèò: ºÉÆVÉÉiÉ±ÉVVÉÉ <´É**186  

                                                 
183  DV, I, V.41. 
184  Ibid 
185  Sriharsha, RL, I. V. 24 
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Describing these scenes, D¡modaragupta 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 NaiÀkr¡maik¢ dhruva.187 

B´É¨ÉÊ¦ÉvÉÉªÉ ÊSÉjÉä·É®úhÉxªÉÉºÉ: {ÉÊ®úGò¨ÉÆ EÞòi´ÉÉ * 

ÊxÉ¹GòÉÊ¨ÉCªÉ wÉÖ´ÉªÉÉ Ê´ÉÊxÉªÉÇªÉÉä xÉÉªÉEòÉäƒÊ{É ºÉ½þ ºÉ´Éê: **    

5.1.3. Pr¡s¡dik¢ dhruv¡  

Pr¡s¡dik¢ means a character who is in good mood- 

ªÉÉ SÉ ®úºÉÉxiÉ®ú¨ÉÖ{ÉMÉiÉ¨ÉÉIÉä{É´É¶ÉÉiÉÂ EÞòiÉÆ |ÉºÉÉnùªÉÊiÉ* 

®ÆúMÉ|ÉºÉÉnùVÉxÉxÉÓ Ê´ÉtÉiÉÂ |ÉÉºÉÉÊnùEòÓ iÉÉÆ iÉÖ ** 188 

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

etc pr¡s¡dik¢ dhruv¡ is laid- 

½þ¹Éæ SÉ |ÉÉlÉÇxÉä SÉè´É ¸ÉÞRÂóMÉÉ®úÉnÂù¦ÉÖiÉnù¶ÉÇxÉä 

wÉÖ´ÉÉ |ÉÉºÉÉÊnùEòÒ EòÉªÉÉÇ iÉYÉê: ¨ÉvªÉ±ÉiÉÉÊ¸ÉiÉÉ* 189 

Example:  

¶ÉÖrùÉxiÉnÖù±ÉÇ¦ÉÊ¨ÉnÆù ´É{ÉÖ®úÉ¸É¨É´ÉÉÊºÉxÉÉä ªÉÊnù VÉxÉºªÉ * 

nÚù®úÒEÞòiÉÉ: JÉ±ÉÖ MÉÖhÉè¯ûtÉxÉ±ÉiÉÉ ´ÉxÉ±ÉiÉÉÊ¦É: **190 

                                                                                                                                          
186  Ibid,  V. 25. 
187 Annals of Nhandarkar Oriental Research Institute, Vol 45-47, PP. 19-28 ans 

Ku¶¶n¢matam with rasad¢pika, Krishnadas Accadami, Varanasi.   
188 NS, Trans. Mal. K.P. Narayanapisharodi), XXXII, V. 320, P. 421. 
189  Ibid, V. 386, P. 433 
190 AS, Trans. Hindi, I, V. 17. P.31 
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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 

virtues by forest- creepers.191 

SÉ±ÉÉ{ÉÉbÂ÷MÉÉÆ oùÎ¹]Æõ º{ÉÞ¶ÉÊºÉ ¤É½Öþ¶ÉÉä ´Éä{ÉlÉÖ¨ÉiÉÓ 

®ú½þºªÉÉ®ú´ªÉÉªÉÒ´É º´ÉxÉÊºÉ ¨ÉÞnÖùEòhÉÇÉÎxiÉEòSÉ®ú: * 

Eò®Æú ´ªÉÉvÉÖx´ÉiªÉÉ: Ê{É¤ÉÊºÉ ®úÊiÉºÉ´ÉÇº´É¨ÉvÉÖ®Æú 

´ÉªÉÆ iÉi´ÉÉx´Éä¹ÉÉx¨ÉvÉÖEò®ú!  ½þiÉÉºi´ÉÆ JÉ±ÉÖ EÞòiÉÒ **192   

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, (o) bee! are undone 

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

iÉ´É xÉ VÉÉxÉä ¾þnùªÉÆ ¨É¨É {ÉÖxÉ¨ÉÇnùxÉÉä Ênù´ÉÉÊ{É ®úÉÊjÉ¨ÉÊ{É * 

ÊxÉ¹EÞò{É ! iÉÉ{ÉªÉÊiÉ ¤É±ÉÒªÉºiÉ´É ½þºiÉ¨ÉxÉÉä®úlÉÉÊxÉ +RÂóMÉÊxÉ **194 

                                                 
191 AS, Eng. Trans. Re-edited by Pravin Pralayankar,V. 17, P. 100. 
192 AS, Trans. Hindi  I. V. 25. P. 47. 
193 AS, Trans. Eng.,  Re-edited by Pravin Pralayankar, I.  V. 23, P. 121. 
194 AS, Trans. Hindi, III, V. 19 
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Meaning  

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

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

you.195 

®ú¨ªÉÉhÒ ´ÉÒIªÉ ¨ÉvÉÖ®úÉ¶SÉ ÊxÉ¶É¨ªÉ ¶É¤nùÉxÉÂ  

{ÉªÉÖÇiºÉÖEòÉä ¦É´ÉÊiÉ ªÉiÉÂ ºÉÖÊJÉiÉÉäÊ{É VÉxiÉÖ: * 

iÉSSÉäiÉºÉÉ º¨É®úÊiÉ xÉÚxÉ¨É¤ÉÉävÉ{ÉÚ´ÉÈ 

¦ÉÉ´ÉÎºlÉ®úÉhÒ VÉxÉxÉÉxiÉ®úºÉè¾þnùÉÊxÉ **196  

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 

impressions.197 

BEèòEò¨ÉjÉ Ênù´ÉºÉä Ênù´ÉºÉä ¨ÉnùÒªÉÆ 

xÉÉ¨ÉÉIÉ®Æú MÉhÉªÉ MÉSUôÊºÉ ªÉÉ´ÉnùxiÉ¨ÉÂ * 

iÉÉ´ÉiÉÂ Ê|ÉªÉä ! ¨Énù´ÉÉ®úÉävÉ ÊxÉnäù¶É´ÉiiÉÔ 

                                                 
195 AS, Trans. Eng.  Re-edited by Pravin Pralayankar, V. 15. P. 288-289. 
196 AS, Trans. Hindi, V, V. 9.P.325. 
197 AS, Trans. Eng. Re-edited by Pravin Pralayankar, V. 12, P. 398.  
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xÉäiÉÉ VÉxÉºiÉ´É ºÉ¨ÉÒ{É¨ÉÖ{Éè¹ªÉiÉÒÊiÉ **198 

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 

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

EòÉªÉÉÇ ºÉèEòiÉ±ÉÒxÉ½ÆþºÉÊ¨ÉlÉÖxÉÉ »ÉÉäiÉ´É½þÉ ¨ÉÉÊ±ÉxÉÒ, 

{ÉÉnùÉºiÉÉ¨ÉÊ¦ÉiÉÉä ÊxÉ¹ÉhhÉSÉ¨É®úÉ MÉÉè®úÒMÉÖ®úÉä {ÉÉ´ÉxÉÉ:*  

¶ÉÉJÉÉ±ÉÎ¨¤ÉiÉ´ÉiEò±ÉºªÉ SÉ iÉ®úÉäÊxÉ¨ÉÉÇiÉÖÊ¨ÉSUôÉ¨ªÉvÉ: 

¸ÉÞRÂó÷MÉä EÞò¹hÉ¨ÉÞMÉºªÉ ´ÉÉ¨ÉxÉªÉxÉÆ EòhbÚ÷ªÉ¨ÉÉxÉÉÆ ¨ÉÞMÉÒ¨ÉÂ **200  

Meaning 

The river M¡lin¢ 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 Him¡laya (father of Gaur¢) 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 Ibid, Trans. Hindi, VI. V. 12. P.438. 
199 Ibid, Trans.Eng., VI. V. 12, P. 517. 
200 AS, Trans. Hindi, VI, V. 19. 
201 AS, Trans. Eng. Re-edited by Pravin Pralayankar,VI, V. 17. P. 527. 



 125

¸ÉÖÊiÉºÉÖJÉ¨ÉvÉÖ®úÉ º´É¦ÉÉ´É®úHòÉ 

Eò®úVÉ¨ÉÖJÉÉäÎ±±ÉÊJÉiÉÉOÉvÉÞ¹]õiÉxjÉÒ * 

@ñÊ¹É´ÉSÉxÉMÉiÉä´É ¨ÉxjÉÊ´ÉtÉ 

MÉVÉ¾þnùªÉÉÊxÉ ¤É±ÉÉuù¶ÉÒEò®úÉäÊiÉ **202  

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.203 

®úHèò´ÉèºÉÖEòÊb÷þÎhb÷¨Éè: |É¨ÉÖÊnùiÉÉ: EäòÊSÉzÉnùxiÉ: ÎºlÉiÉÉ: 

EäòÊSÉiÉÂ {ÉRÂóEòVÉ{ÉjÉxÉäjÉ´ÉnùxÉÉ: GòÒb÷ÎxiÉ xÉÉxÉÉÊ´ÉvÉ¨ÉÂ * 

PÉÉä¹ÉÉäVÉÉMÉÊ®úiÉÉMÉÖ¯û|É¨ÉÖÊnùiÉÉ ½Öþ¨¦ÉÉ®ú¶É¤nùÉEÖò±Éä 

      ´ÉÞxnùÉ®úhªÉMÉiÉä ºÉ¨É|É¨ÉÖÊnùiÉÉ MÉÉªÉÎxiÉ EäòÊSÉiÉÂ ÎºlÉiÉÉ: **204   

Meaning:  

Some are delighted with kettle drums, some stand by and roar, some 

play in diverse-games, their faces bright like lotus leaves. The GhoÀa is 

fully awake, humming in great delight, in V¤nd¡vana too, some are 

singing in equal joy.205 

                                                 
202 Complete plays of Bh¡sa, Pratiµj¡yougandharaya¸a, II, V. 12, P.58. 
203 Ibid, P.58. 
204 Bh¡sa, BC, III, V.3, P.63. 
205 Ibid 
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®úHÆò\SÉ xÉÉ¨É ¨ÉvÉÖ®ú\SÉºÉ¨ÉÆ º¡Öò]õ\SÉ 

¦ÉÉ´ÉÎx´ÉiÉ\SÉ ±ÉÊ±ÉiÉ\SÉ ¨ÉxÉÉä½þ®ú\SÉ * 

ËEò ´ÉÉ |É®úÉºiÉ´ÉSÉxÉè¤É½ÖþÊ¦É¨ÉÇnÖùHèò 

®úxiÉÌ½þiÉÉ ªÉÊnù ¦É´ÉäuùÊxÉiÉäÊiÉ ¨ÉxªÉää **206      

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 

sang.207 

iÉÆ iÉºªÉ JÉ®úºÉÆGò¨ÉÆ ¨ÉÞnÖùÊMÉ®ú: Î¶±É¹]\SÉiÉxjÉÒº´ÉxÉ¨ÉÂ 

´ÉhÉÇÉxÉÉ¨ÉÊ{É ¨ÉÚSUÇôxÉÉxiÉ®úMÉiÉÆ iÉÉ®äú Ê´É®úÉ¨Éä ¨ÉÞnÖù¨ÉÂ * 

½äþ±ÉÉºÉÆªÉÊ¨ÉiÉÆ {ÉÖxÉ®úSÉ ±ÉÊ±ÉiÉÆ ®úÉMÉÉnÂù Êuù¯ûSSÉÊ®úiÉÆ 

ªÉiºÉiªÉÆ Ê´É®úiÉäƒÊ{É MÉÒiÉºÉ¨ÉªÉä MÉSUôÉÊ¨É ¸ÉÖh´ÉÎxiÉ´É **ú.208 

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 á£draka, MK, Trans. Eng. M.R. Kale, Motilal Banarsidas, Varanasi, III, V. 4, 

P.186. 
207. Ibid, P.105. 
208 . Ibid, III, V5, P. 186. 
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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.209 

´ÉÆ¶ÉÆ ´ÉÉnùªÉÉÊ¨É ºÉ{iÉÎSUôpÆù ºÉÖ¶É¤nùÆ ´ÉÒhÉÉÆ ´ÉÉnùªÉÉÊ¨É ºÉ{iÉiÉxjÉÓ xÉnùxiÉÒ¨ÉÂ * 

MÉÒiÉÉÆ MÉÉªÉÉÊ¨É MÉnÇù¦ÉºªÉÉxÉÖÖ¯û{ÉÆ EòÉä ¨Éä MÉÉxÉä iÉÖ¨¤ÉÖ¯ûxÉÉÇ®únùÉä xÉÉ¨É **210 

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 

ass what is Tumburu of N¡rada as compared to me, in singing.211 

iÉÉ±ÉÒ¹ÉÖ iÉÉ®Æú Ê´É]õ{Éä¹ÉÖ ¨ÉxpÆù Ê¶É±ÉÉºÉÖ EòIÉÆ SÉhb÷¨ÉÂ *     

ºÉÆMÉÒiÉ´ÉÒhÉÉ <´É iÉÉb÷¬¨ÉÉxÉÉºiÉÉ±ÉÉiÉÖºÉÉ®äúhÉ {ÉiÉÎxiÉ vÉÉ®úÉ: **212 

Meaning  

Shrilly on the T¡la 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? 213 

                                                 
209 . Ibid, P.107 
210 . Ibid, V, V 11, P.312. 
211  Ibid, P. 185. 
212 Ibid, V, V. 52, P. 365 
213 Ibid, P.293 
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½þÊ®ú½þ®ú¥ÉÀ|É¨ÉÖJÉÉxnäù´ÉÉxnù¶ÉÇªÉÉÊ¨É näù´É®úÉVÉÆ SÉ * 

MÉMÉxÉä ÊºÉrùSÉÉ®úhÉºÉÖJÉvÉÚºÉÉlÉÈ SÉ xÉÞiªÉxiÉ¨ÉÂ **214 

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 

B¹ÉÉ ¥ÉÀÉ ºÉ®úÉäVÉä ®úVÉÊxÉEò®úEò±ÉÉ¶ÉäJÉ®ú: ¶ÉÆEò®úÉäBªÉÆ 

nùÉäÌ¦ÉnèùiªÉÉxiÉEòÉäƒºÉÉè ºÉvÉxÉÖ®úÊºÉMÉnùÉSÉGòÊSÉ¿xÉè¶SÉiÉÖÌ¦É : * 

¹ÉÉäƒ{ªÉè®úÉ´ÉiÉºªÉÎºjÉnù¶É{ÉÊiÉ®ú¨ÉÒ näùÊ´É näù´ÉÉºiÉlÉÉxªÉä 

xÉÞiªÉÎxiÉ ´ªÉÉäÎ¨xÉ SÉèiÉÉ¶SÉ±ÉSÉ®úhÉzÉÚ{ÉÖ®úÉ Ênù´ªÉxÉÉªÉÇ: ** 216  

Meaning 

Here in the sky in Brahma, on his lotus, and this is áankara 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 ár¢harsha, RL, IV, V. 10, P. 97. 
215 Ibid, P. 167. 
216 Ibid, IV, V. 11, P.98. 
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celestial nymphs dancing with their anklets jingling responsive to the 

movements of their feet.217  

´ªÉÊHò´ªÉÇ\VÉxÉvÉÉiÉÖxÉÉ nù¶ÉÊ´ÉvÉäxÉÉ{ªÉjÉ ±É¤vÉÉ¨ÉÖxÉÉ 

Ê´Éº{É¹]õõÉä pÖùiÉ¨ÉvªÉ±ÉÎ¨´ÉiÉ{ÉÊ®úÎSUôzÉÉÎºjÉvÉÉªÉÆ ±ÉªÉ: * 

MÉÉä{ÉÖSUôÉ|É¨ÉÖJÉÉ: Gò¨ÉähÉ ªÉiÉªÉÎºjÉºÉÉäÂBÊ{Éú ºÉÆ´ÉÉÊnùiÉÉ: 

ºÉi´ÉÉèvÉÉxÉÖMÉiÉÉ¶SÉ ´ÉÉtÊ´ÉvÉªÉ: ºÉ¨ªÉEÂò jÉªÉÉä nùÌ¶ÉiÉÉ: **218  

Meaning 

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

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

grace.219 

iÉÉ®úÉxiÉ: {ÉÖ®ú´ÉÉxÉÂ Ê´ÉªÉiªÉÊ{É ®úÉ¶ÉÒ xÉÉä xÉäjÉ{ÉÉjÉÒEÞòiÉ: 

¸ÉÉäjÉº´ÉºiªÉªÉxÉÆ EÞòiÉÉä xÉ SÉ ¨ÉªÉÉ ´Éè{ÉÎ\SÉEò: {É\SÉ¨É:* 

iÉx´ÉRÂóMÉÉªÉÉ º¨É®úiÉÉ où¶ÉÉè iÉiÉ ½þiÉºiÉä ºÉÉÊSÉ ºÉ\SÉÊ®úiÉä 

xÉÉä {ÉÒiÉ¶SÉ ºÉÊ´É§É-|ÉhÉÊªÉxÉÒ MÉhbÚ÷¹ÉvÉÉ®Æú ¨ÉvÉÖ **220  

Meaning 

                                                 
217 Ibid, P. 167. 
218  ár¢harsha, ND, I, V. 15, P. 17. 
219  Ibid 
220  R¡ja¿ekhara, VSBJ, Trans. Hindi, Chowkhambha, Vidyabhavan, Varanasi,  IV, 

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.  

 

ºÉÞVÉÊºÉ ªÉÊnù ºÉ¨ÉxiÉÉnÂù näù´É¨ÉÉªÉÉ: º´É¨ÉÉªÉÉ: 
|É½þ®úÊºÉ ªÉÊnù ´ÉÉ i´ÉÆ nÖùÊxÉä´ÉÉ®èú: ºÉÖ¶ÉºjÉè: * 
½þªÉMÉVÉ´ÉÞ¹É¦ÉÉhÉÉÆ {ÉÉiÉxÉÉVVÉÉiÉnù{ÉÉæ 
xÉ®ú{ÉÊiÉMÉhÉ¨ÉPªÉä ¤ÉPªÉºÉä i´ÉÆ ¨ÉªÉÉt ** 221 

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 

of these prince.222 

vÉèªÉÉÇ´É±ÉÎ¨¤ÉiÉ¨ÉÊ{É i´É®úªÉÊiÉ ¨ÉÉÆ ¨ÉÖ®úVÉ´ÉÉt®úÉMÉÉäƒªÉ¨ÉÂ * 

+´ÉiÉ®úiÉ: ÊºÉÊrù{ÉlÉÆ ¶É¤nù: ¨ÉxÉÉä®úlÉºªÉä´É** 223  

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.224 

                                                 
221  Bh¡sa, DV, I, V. 40, P. 48. 
222  Ibid, P. 49. 
223  K¡½id¡sa, MA, P. 34. 
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nùÒvÉÉÇIÉÆ ¶É®úÊnùxnÖùEòÉÎxiÉ ´ÉnùxÉÆ ¤ÉÉ½Úþ xÉiÉÉè´ÉÆºÉªÉÉä: 

ºÉÆÊIÉ{iÉÆ ÊxÉÊ¤Éb÷ÉäxiÉiÉºiÉxÉ¨ÉÖ®ú: {ÉÉJÉæ |É¨ÉÞ¹]äõõ <´É * 

¨ÉPªÉ: {ÉÉÊhÉÊ¨ÉjÉÉä ÊxÉiÉÎ¨¤É VÉvÉxÉÆ {ÉÉnùÉ´É®úÉ±ÉÉRÂóMÉÖ±ÉÒ 

UôxnùÉä xÉiÉÇÊªÉiÉÖªÉÇlÉè´É ¨ÉxÉÊºÉ ÎC±É¤]Æõ iÉlÉÉºªÉÉ: ´É{ÉÖ: **225
  

Meaning 

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 

nÖù±ÉÇ¦É: Ê|ÉªÉºiÉÎº¨ÉxÉÂ ¦É´É ¾þnùªÉ ÊxÉ®úÉ¶É¨ÉÂ 
+½þÉä +{ÉÉRÂó÷MÉEòÉä ¨Éä |Éº¡Öò®úÊiÉ ÊEò¨ÉÊ{É ´ÉÉ¨ÉEò:* 
B¹É SÉ ÊSÉ®úoù¹]õú: EòlÉ¨ÉÖ{ÉxÉäiÉ´ªÉÉä 
xÉÉlÉ ¨ÉÉÆ {É®úÉvÉÒxÉÉÆ i´ÉÊªÉ MÉhÉªÉ ºÉiÉÞ¹hÉÉ¨ÉÂ **227  

Meaning 

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  Ibid, P.35. 
225  Ibid, II. V.3, P. 38. 
226  Ibid 
227 Ibid, II, V. 4, P. 38.  
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be approached? My lord, helpless that I am, know me to be filled with 

passion for you.228 

VÉxÉÊ¨É¨É¨ÉxÉÖ®úHÆò Ê´ÉÊrù xÉÉlÉäÊiÉ MÉäªÉä 
´ÉSÉxÉ¨ÉÊ¦ÉxÉªÉxiªÉÉ º´ÉÉRÂóMÉÊxÉnæù¶É{ÉÚ´ÉÇ¨ÉÂ * 
|ÉhÉªÉMÉÊiÉ¨Éoù´]Âõ´ÉÉ vÉÉÊ®úhÉÒºÉÊzÉEò¹ÉÉÇ- 
nù½þÊ¨É´É ºÉÖEÖò¨ÉÉ®ú|ÉÉlÉÇxÉÉ´ªÉÉVÉ¨ÉÖHò: ** 229

  

                                                 
228 Ibid 
229 Ibid, II, V. 5, P. 40. 



 133

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 

Dh¡ri¸i’s presence.230 

ÊxÉÊ¹É\SÉx¨ÉÉvÉ´ÉÒ¨ÉäiÉÉÆ ±ÉiÉÉÆ EòÉèxnùÓ SÉ xÉiÉÇªÉxÉÂ * 

ºxÉä½þnùÉÊIÉhªÉªÉÉäªÉÉæMÉÉiEòÉ¨ÉÒ´É |ÉÊiÉ¦ÉÉÊiÉ ¨Éä  ** 231
  

Meaning  

Bedewing with honey this M¡dhav¢ creeper, and shaking into a 

dance the kaumudi creeper and thus uniting sneha and d¡kÀi¸ya in itself, it 

appears to me like a lover.232 

The song sung by M¡lavika in the beginning of Act II was 

considered as pr¡s¡dik¢ variety, because it was sung adjusted to madya 

tala and was sung to heighten the sentiment of love233.  

                                                 
230 Ibid,  P. 41. 
231 Kalidasa, VV, II, V. 4, P. 94. 
232  Ibid. P. 95. 
233 Annals of Bhandarkar Oriental Research Institute,  Vol. 45-47, PP. 19-28. 
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5.1.4. ËkÀepik¢ Dhruv¡ 

ËkÀepik¢ is used in the speed and slow tempo- 

±ÉPÉÖªÉÖM¨ÉEÞòiÉÉ ªÉÉ ºªÉÉiÉÂ ÎºlÉiÉÉ ºÉÉIÉäÊ{ÉEòÒ ¦É´ÉäiÉÂ * 

 Ê´É¹É¨ÉÉ±{ÉÉIÉ®úÉ ´ÉÉ{ÉÒ {ÉÉnùÉ ªÉälÉÇ´É¶ÉÉxÉÖMÉÉ&**234 

And- 

MÉÖ´ÉÉÇÊnùºiÉÖ ÎºlÉiÉÉ EòÉªÉÉÇ ±ÉP´ÉÉÊnù¹ÉÖ pÖùiÉÉ ¦É´ÉäiÉÂ * 

 ªÉÉxªÉÉäVÉªÉÖM¨ÉSUôxnùÉÆÊºÉ YÉäªÉÉ ºÉÉIÉäÊ{ÉEòÒ iÉlÉÉ ** 235 

Each movable things are described in this dhruva. In adbhuta and 

bhay¡naka rasa. The situations like anger and fury are the reason for 

adbhuta and bhay¡naka rasa. In the above situations ¡kÀepik¢ is used. 

Examples: 

Eò: {ÉÉè®ú´Éä ´ÉºÉÖ¨ÉiÉÓ ¶ÉÉºÉÊiÉ ¶ÉÉÊºÉiÉÊ®ú nÖùÌ´ÉxÉÒiÉÉxÉÉ¨ÉÂ * 

+ªÉ¨ÉÉSÉ®úiªÉÊ´ÉxÉªÉÆ ¨ÉÖMvÉÉºÉÖ iÉ{ÉÉÎº´ÉEòxªÉÉºÉÖ **236 

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 ?237 

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



 135

iÉÖ®úMÉJÉÖ®ú½þiÉºiÉlÉÉÊ½þ ®äúhÉÖÊ´É]õ{ÉÊ´É¹ÉHòVÉ±ÉÉpÇù´É±Eò±Éä¹ÉÖ * 

{ÉiÉÊiÉ {ÉÊ®úhÉiÉÉ¯ûhÉ|ÉEòÉ¶É: ¶É±É¦ÉºÉ¨ÉÚ½þ <´ÉÉ¸É¨ÉpÖù¨Éä¹ÉÖ **238  

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 

from their branches.239 

ºÉÉªÉÆxiÉxÉä ºÉ´ÉxÉEò¨ÉÇhÉÒ ºÉ¨|É´ÉÞkÉä * 

´ÉäËnù ½ÖþiÉÉ¶ÉxÉ´ÉiÉÓ {ÉÊ®úiÉ: |ÉEòÒhÉÉÇ:** 

UôÉªÉÉ¶SÉ®úÎxiÉ ¤É½ÖþvÉÉ ¦ÉªÉ¨ÉÉnù´ÉÉxÉÉ: * 

ºÉxvªÉÉ§ÉEÚò]õEòÊ{É¶ÉÉ: Ê{ÉÊ¶ÉúiÉÉ¶ÉxÉÉxÉÉ¨ÉÂ **240  

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 

about, inspiring terror in various ways.241 

                                                                                                                                          
237 AS,Trans. Eng.  Re-edited by Pravin Pralayankar, I, V. 24. 
238 Ibid,  Trans. Hindi. V. 34, P. 75. 
239 AS, Trans. Eng. Re-edited by Pravin Pralayankar, I, V. 31, P. 157. 
240 Ibid, III, V. 41, P. 230-231. 
241 Ibid, Trans. Eng. Gajendragadkar. 
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º´ÉºÉÖJÉÊxÉ®úÊ¦É±ÉÉ¹É: ÊJÉtiÉä ±ÉÉäEò½äþiÉÉä: 

|ÉÊiÉÊnùxÉ¨ÉlÉ´ÉÉ ¨Éä ºÉÞÎ¹]õõ®äú´ÉÆ Ê´ÉvÉè´É * 

+xÉÖ¦É´ÉÊiÉ Ê½þ ¨ÉÚvxÉÉÇ {ÉÉnù{ÉºiÉÒµÉ¨ÉÖ¹hÉ¨ÉÂ  

¶É¨ÉªÉÊiÉ {ÉÊ®úiÉÉ{ÉÆ UôÉªÉªÉÉ ºÉÆÊ¸ÉiÉÉxÉÉ¨ÉÂ **242 

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.243 

=SSÉÆ ½þ¨ªÉÈ ºÉÊzÉ¯ûrùÉ¶SÉ VÉÉ±ÉÉ - 

ºiÉxjÉÒxÉÉnù: ¸ÉÚªÉiÉä ºÉÉxÉÖxÉÉnù¨ÉÂ * 

¤ÉÉÁºlÉÉxÉÆ ´ªÉHò¨Éä´ÉÆ |ÉªÉÉäHÖÆò 

ËEò ºÉÉ¨ÉllÉÈ ºjÉÒEò®úÉRóÂ÷MÉÖ±ÉÒxÉÉ¨ÉÂ ** 244  

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 

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

                                                 
242 AS, Trans. Hindi, V, V. 6., P.316. 
243 AS, Trans. Eng.  Re-edited by Pravin Pralayankar, V, V. 7, P. 408. 
244 . Bh¡sa, AM, III, V 5, P. 297. 
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EÖòiÉÉä xÉ JÉ±´Éä¹É ºÉ¨ÉÖÎilÉiÉÉää v´ÉÊxÉ: 

|É´ÉkÉÇiÉä ¸ÉÉäjÉÊ´ÉnùÉ®úhÉä ¨É½þÉxÉÂ * 

|ÉSÉhb÷´ÉÉiÉÉäoùvÉÞiÉ¦ÉÒ¨ÉMÉÊ¨ÉxÉÉÆ 

¤É±ÉÉ½þEòÉxÉÉÊ¨É´É JÉäƒÊ¦ÉMÉVÉÇxÉÉ¨ÉÂ **246  

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?247 

ªÉÖrùÉätiÉÆ MÉ¯ûb÷{ÉÞ¹]õÊxÉÊ´É¹]õnäù½þ 

¨É¹]õÉvÉÇ¦ÉÒ¨É¦ÉÖVÉ¨ÉÖtÉiÉ¶ÉÉbÂ÷MÉÇSÉGò¨ÉÂ * 

EÞò¹hÉÆ ºÉ{ÉÉhbÖ÷iÉxÉªÉÆ ªÉÖÊvÉ ¶ÉÉºjÉVÉÉ±Éè: 

ºÉÆEòÒhÉÇ±ÉäJªÉÊ¨É´É ÊSÉjÉ{É]Æõ ÊIÉ{ÉÉÊ¨É ** 248 

Meaning 

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

upraised, the one with four mighty hands. That k¤À¸a with the sons of 

                                                                                                                                          
245 Ibid, III, V. 5, P. 302 
246 Bh¡sa, AbhiÀekan¡¶aka, I, V. 2, P.172. 
247 Ibid 
248 Bh¡sa, Írubha´ga,  I, V. 60, P. 410. 
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Pandu shall in battle transforms in to a confused painting with arrows 

discharged.249 

EÖòºÉÖ¨ÉÉªÉÖvÉÊ|ÉªÉnÚùiÉEòÉä ¨ÉÖEÖò±ÉÉÊªÉiÉ¤É½ÖþSÉÚiÉEò: * 

Ê¶ÉÊlÉÊ±ÉiÉ¨ÉÉxÉOÉ½þhÉEòÉä ´ÉÉÊiÉ nùÊIÉhÉ{É´ÉxÉEò: **250   

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 

jealous pride of women.251 

Ê´ÉEòÊºÉiÉ¤ÉEÖò±ÉÉ¶ÉÉäEòEò: EòÉÎRÂóIÉiÉÊ|ÉªÉVÉxÉ¨Éä±ÉEò: * 

|ÉÊiÉ{ÉÉ±ÉxÉÉºÉ¨ÉlÉÇEòºiÉÉ¨ªÉÊiÉ ªÉÖ´ÉÊiÉ ºÉÉlÉÇEò: ** 252 

Meaning 

 Multitudes of young females that have caused the blossoming of 

the Bakula and the A¿oka trees and that have been eagerly waiting for the 

company of their beloveds is pining, unable to wait.253 

<½þ |ÉlÉ¨ÉÆ ¨ÉvÉÖ¨ÉÉºÉÉä VÉxÉºªÉ ¾þnùªÉÉÊxÉ Eò®úÉäÊiÉ ¨ÉÞnÖù±ÉÉÊxÉ * 

{É\SÉÉÊuùùvªÉÊiÉ EòÉ¨ÉÉä ±É¤vÉ|ÉºÉ®èú: EÖòºÉÖ¨É¤ÉÉhÉè : **254  

                                                 
249.Ibid 
250.  ár¢harsha, RL, I, V. 13, P. 122. 
251. Ibid, P. 122. 
252 Ibid, V. 14. 
253 Ibid, P. 123. 
254 Ibid, V. 15.  
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Meaning 

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

then K¡ma pierces them with his flower - arrows that have found scope255. 

±ÉÒ±ÉÉ´ÉvÉÚiÉ{ÉnÂù¨ÉÉ EòlÉªÉxiÉÒ {ÉIÉ{ÉÉiÉ¨ÉÊvÉEÆò xÉ : * 

¨ÉÉxÉºÉ¨ÉÖ{ÉèÊiÉ EäòªÉÆ ÊSÉjÉMÉiÉÉ ®úÉVÉ½ÆþºÉÒ´É **256  

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 M¡nasa (lake), agitating the lotus in her sportive 

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

Ê´ÉvÉÉªÉÉ{ÉÚ´ÉÇ{ÉÚhÉæxnÖù¨ÉºªÉÉ ¨ÉÖJÉ¨É¦ÉÚnùwÉÖ´É¨ÉÂ * 

vÉÉiÉÉ ÊxÉVÉÉºÉxÉÉ¨¦ÉÉäVÉÊ´ÉÊxÉ¨ÉÒ±ÉxÉnÖù:ÎºlÉiÉ: **258 

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 

forming his seat.259          

                                                 
255 Ibid, P. 123.   
256 Ibid, II, V. 9. P. 64. 
257 Ibid, II, V. 9, P. 139.  
258 Ibid, II, V.10. 
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+ÉÊIÉ{iÉÉä VÉªÉEÖò\SÉ®äúhÉ iÉÖ®úMÉÉxiÉ´ÉÇhÉÇªÉx´É±±É¦ÉÉ- 

xºÉÆMÉÒiÉv´ÉÊxÉxÉÉ ¾þiÉ: ÊIÉÊiÉ¦ÉÞiÉÉÆ MÉÉäÎ¹]õ¹ÉÖ ÊiÉ¹`öxIÉhÉ¨ÉÂ * 

ºÉtÉä Ê´Éº¨ÉÞiÉËºÉ½þ±ÉäxpùÊ´É¦É´É: EòIÉÉ|Énäù¶ÉÉäƒ{ªÉ½þÉä 

uùÉ:ºlÉÉxÉè´É EÖòiÉÚ½þ±ÉäxÉ ¨É½þiÉÉ OÉÉ¨ªÉÉä ªÉlÉÉ½Æþ EÞòiÉ: **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, Iam made as a rustic by the objects of 

curiosity met at the very door261.  

o¹]õ¬É Ê{É¹]õÉxÉEòºªÉ tÖÊiÉÊ®ú´É ¨É±ÉªÉä ¨Éä¯ûiÉÖ±ªÉÉÆ nùvÉÉxÉ: 

ºÉvªÉ: ÊºÉxnÚù®únÚù®úÒEÞòiÉÊnù´ÉºÉºÉ¨ÉÉ®ú¨¦ÉºÉxvªÉÉiÉ{É¸ÉÒ: * 

=nÂùMÉÒiÉè®ÆúMÉxÉÉxÉÉÆ SÉ±ÉSÉ®úhÉzÉÚ{ÉÖ®ú½þÉnù¾þtè- 

¯ûuùùÉ½þºxÉÉxÉ´Éä±ÉÉÆ EòlÉªÉÊiÉ ¦É´ÉiÉ: ÊºÉrùªÉä ÊºÉrù±ÉÉäEò:**262.    

Meaning 

Imparting merer like splendor to this Malaya by the shower of 

perfumed yellow powder, and suddenly eclipsing the beauty of the 

                                                                                                                                          
259 Ibid,  II, V.10, P. 139.  
260 Ibid, IV, V.12.  
261 Ibid, IV, V.12, P. 169.  
262 ár¢harsha, ND, II, V.13,  
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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 

on their moving feet263.   

+É¨ÉÉänùÉxÉÎxnùxÉÉÊ±ÉÌxÉ{ÉiÉÊiÉ ÊEòÊ¨ÉªÉÆ {ÉÖ¹{É´ÉÞÊ¹]õxÉÇ¦ÉºiÉ:* 

º´ÉMÉæ ËEò ´Éè¹É SÉGÆò ¨ÉÖJÉ®úªÉÊiÉ Ênù¶ÉÉÆ nÖùxnÖù¦ÉÒxÉÉÆ ÊxÉxÉÉnù: ** 264  

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? 

EÖòxnù±ÉiÉÉªÉÉÆ Ê´É¨ÉÖHò¨ÉEò®úxnù®úºÉÉªÉÉ¨ÉÊ{É SÉ\SÉ®úÒEòEò : * 

|ÉhÉªÉ|É¯ûfø|Éä¨É¦É®ú¦É\VÉxÉEòÉiÉ®ú¦ÉÉ´É¦ÉÒ¯ûEò: **265   

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 Kuruvam¿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. 
                                                 
263 Ibid,  PP.64 &65.  
264 ND, IV. V.27.  
265 R¡ja¿ekhara, VSBJ  I, V. 4. P.2.  
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ªÉkÉÉ±ÉÒnù±É{ÉÉEò{ÉÉhbÖ÷´ÉnùxÉÆ ªÉnÂù nÖùÌnùxÉÆ xÉäjÉªÉÉä - 

ªÉi|ÉäRÂóMÉJÉÉäÊ±ÉiÉEäòÊ±É{ÉbÂ÷EòVÉnù±ÉÆ JÉÉºÉÉ: |ÉºÉ{ÉÇÎxiÉ SÉ * 

MÉÉè®úÒ GòPªÉiÉÖ ´ÉiÉÇiÉä ªÉÊnù xÉ iÉä iÉiÉÂ EòÉäƒÊ{É ÊSÉkÉä ªÉÖ´ÉÉ 

ÊPÉMÉÂ ÊvÉEÂò i´ÉÉÆ ºÉ½þ {ÉÉÆºÉÖJÉä±ÉxÉºÉJÉÒ ±ÉÉäEäòƒÊ{É ªÉÊzÉ¼xÉ´É: É É266  

Meaning 

Your face is pale like the bright ripen T¡lipatra. 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? 

nÖù:¶ÉÉºÉxÉ{É®úÉ¨ÉÞ¹]õÉù ºÉ¨§É¨ÉÉäi¡Öò±±É±ÉÉäSÉxÉÉ * 

®úÉ½Öþ´ÉCjÉÉxiÉ®úMÉiÉÉ SÉxpù±ÉäJÉä´É ¶ÉÉä¦ÉiÉä **267 

Meaning:  Seized by Du¿¿¡sana and her eyes wide-open in confusion, 

(she) shines like the digit of the moon caught between the jaws of R¡hu268. 

VÉÒ¨ÉÚºiÉÊxÉiÉÊ´É¶ÉÊRÂó÷EòÊ¦É¨ÉÇªÉÚ®èú - 

¯ûnÂùOÉÒ´Éè®úxÉÖ®úÊºÉiÉºªÉ {ÉÖ¹Eò®úºªÉ * 

ÊxÉ¿ÉÇÊnùiªÉÖ{ÉÊ½þiÉ¨ÉvªÉ¨Éº´É®úÉäilÉÉ 

                                                 
266 Ibid, II, V. 14. P. 50.  
267 Bhasa, DV,  I, V. 7, P. 28.  
268 Ibid, P. 29 
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¨ÉÉªÉÚ®úÒ ¨ÉnùªÉÊiÉ ¨ÉÉVÉÇiÉÉ ¨ÉxÉÆÉÊºÉ **269 

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.270 

5.1.5. Antar¡  Dhruv¡ 

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- 

Ê´É¹ÉhhÉÉä ¨ÉÚÐSUôiÉÉä §ÉÉxiÉä ´ÉºjÉÉ¦É®úhÉºÉÆªÉ¨Éä 

 nùÉä¹É|ÉSUôÉnùxÉä ªÉÉ SÉ MÉÒªÉiÉä ºÉÉxiÉ®úÉ wÉÖ´ÉÉ* 271 

When a character is in anger wound he or she relieved from the 

stage, the director uses antar¡ dhruv¡ inorder to change the situations in 

speed tempo- 

¶É®úÒ®ú´ªÉºÉxÉä ®úÉä¹Éä {ÉÖxÉ& ºÉxvÉÉxÉEò¨ÉÇhÉÒ 

                                                 
269 Kalidasa, MA  I, V. 21, P.32.  
270 Ibid,  P.33.  
271 NS, Trans.Mal. K.P. Narayanapisharodi, XXXII, V. 321, P. 421. 
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 ºÉÉxÉÖ¤ÉxvÉÉ ¤ÉÖvÉè& EòÉªÉÉÇ  MÉÒiÉYÉè®úxiÉ®úÉ wÉÖ´ÉÉ* 272 

Examples  

¨ÉÉxÉÖÊ¹É¹ÉÖ EòlÉÆ xÉÖ ºªÉÉnùºªÉ °ü{ÉºªÉ ºÉ¨¦É´É: * 

xÉ |É¦ÉÉiÉ®ú±ÉÆ VªÉÉäÊiÉ¯ûnäùÊiÉ ´ÉºÉÖvÉÉiÉ±ÉÉiÉÂ **273  

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.274 

¦É´É ½ÖþnùªÉ ! ºÉÉÊ¦É±ÉÉ¹ÉÆ ºÉ¨|ÉÊiÉ ºÉxnäù½þÊxÉhÉÇªÉÉä VÉÉiÉ: * 

+É¶ÉRÂóEòºÉä ªÉnùÏMxÉ iÉÊnùnÆù º{É¶ÉÇIÉ¨ÉÆ ®úixÉ¨ÉÂ ** 275 

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.276 

ÎºxÉMPÉÆ ´ÉÒÊIÉiÉ¨ÉxªÉiÉÉƒäÊ{É xÉªÉxÉä ªÉiÉÂ |Éä®úªÉxiªÉÉ iÉlÉÉ 

ªÉÉiÉÆ ªÉSSÉ ÊxÉiÉ¨¤ÉªÉÉäMÉÖÇ¯ûiÉªÉÉ ¨ÉxnÆù Ê´É±ÉÉºÉÉÊnù´É * 

¨ÉÉ MÉÉ <iªÉÖ{É¯ûrùªÉÉ ªÉnùÊ{É iÉiºÉÉºÉÚªÉ¨ÉÖHòÉ ºÉJÉÒ 

                                                 
272 Ibid. V.423 
273 AS, Trans. Hindi, I, V. 28, P. 62.  
274 AS, Trans. Eng. Re-edited by Pravin Pralayankar, I, V. 25, P. 142.  
275 Ibid, Trans. Hindi, I, V. 30, P. 66. 
276 Ibid, Trans. Eng. Re-edited by Pravin Pralayankar), I, V. 27, P. 150 
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ºÉ´ÉÈ iÉiÉÂ ÊEò±É ¨Éi{É®úÉªÉhÉ¨É½þÉä EòÉ¨É: º´ÉiÉÉÆ {É¶ªÉÊiÉ **277 

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) 

owness.278 

+xÉÉQÉÉiÉÆ {ÉÖ¹{ÉÆ ÊEòºÉ±ÉªÉ¨É±ÉÚxÉÆ Eò®ú¯û½èþ - 

®úxÉÉxÉÖHÆò ®úixÉÆ ¨ÉvÉÖ xÉ´É¨ÉxÉÉº´ÉÉÊnù®úºÉ¨ÉÂ * 

+JÉhbÆ÷ {ÉÖhªÉÉxÉÉÆ ¡ò±ÉÊ¨É´É SÉ iÉpÚù{É¨ÉxÉPÉÆ  

xÉ VÉÉxÉä ¦ÉÉäHòÉ®Æú EòÊ¨É½þ ºÉ¨ÉÖ{ÉºlÉÉºªÉÊiÉ ¦ÉÖÊ´É É É279  

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 

                                                 
277 AS, Trans. Hindi II, V. 2, P. 88. 
278 AS, Trans, English. Re-edited by Pravin Pralayankar, II, V. 2, P. 185. 
279 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.280 

 

C´É ´ÉªÉÆ C´É {É®úÉäIÉ¨Éx¨ÉlÉÉä ¨ÉÞMÉ¶ÉÉ´Éè: ºÉ½þ ´ÉÌrùiÉÉä VÉxÉ: * 

{ÉÊ®ú½þÉºÉÊ´ÉVÉÎ±{ÉiÉÆ ºÉJÉä ? {É®ú¨ÉÉlÉæxÉ xÉ MÉÞ½ÂþªÉiÉÉÆ ´ÉSÉ: **281  

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.282 

{ÉÉiÉÖÆ xÉ |ÉªÉ¨ÉÆ ´ªÉ´ÉºªÉÊiÉ VÉ±ÉÆ ªÉÖ¹¨ÉÉº´ÉÊºÉHäò¹ÉÖ ªÉÉ 

xÉÉnùkÉä Ê|ÉªÉ¨Éhb÷xÉÉÊ{É ¦É´ÉiÉÉÆ ºxÉä½äþiÉ ªÉÉ {É±±É´É¨ÉÂ * 

+ÉnùÉè ´É: EÖòºÉÖ¨É|É´ÉÞÊkÉºÉ¨ÉªÉä ªÉºªÉÉ ¦É´ÉiªÉÖiºÉ´É: 

ºÉäªÉÆ ªÉÉÊiÉ ¶ÉEÖòxiÉ±ÉÉ {ÉÊiÉMÉÞ½Æþ ºÉ´Éê®úxÉÖYÉÉªÉiÉÉ¨ÉÂ **283  

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, II, V. 10, P. 219.  
281 Ibid, Trans. Hindi II, V. 19, P. 135. 
282 AS, Eng.  Trans. Re-edited by Pravin Pralayankar, II, V. 18, P. 245. 
283 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 áakunta½a is here going to her husband’s abode. Let her 

permitted (to go) by (you) all.284 

¶ÉÖ¸ÉÚ¹Éº´É MÉÖ¯ûxÉÂ EÖò¯û Ê|ÉªÉºÉJÉÒ´ÉÞËkÉ ºÉ{ÉixÉÒVÉxÉä 

¦ÉiÉÖÇÌ´É|ÉEÞòiÉÉÊ{É ®úÉä¹ÉhÉiÉªÉÉ ¨ÉÉ º¨É |ÉiÉÒ{ÉÆ MÉiÉ:* 

¦ÉÚÊªÉ´`Æö ¦É´É nùÊIÉhÉÉ {ÉÊ®úVÉxÉä ¦ÉÉäMÉä¹´ÉxÉÖ{ºÉäÊEòxÉÒ 

ªÉÉxiªÉä´ÉÆ MÉÞÊ½þhÉÒ{ÉnÆùù ªÉÖ´ÉiÉªÉÉä ´ÉÉ¨ÉÉ: EÖò±ÉºªÉÉvÉªÉ: **285  

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 

+º¨ÉÉxÉÂ ºÉÉvÉÖ Ê´ÉÊSÉxiªÉ ºÉÆªÉ¨ÉvÉxÉÉxÉÖ\SÉè: EÖò±É\SÉÉi¨ÉxÉ- 

ºi´ÉªªÉºªÉÉ: EòlÉ¨É{ªÉ¤ÉÉxvÉ´ÉEÞòiÉÉÆ ºxÉä½þ|É´ÉÞÊkÉ\SÉ iÉÉ¨ÉÂ * 

ºÉÉ¨ÉÉxªÉ|ÉÊiÉ{ÉÊkÉ{ÉÚ´ÉÇEòÊ¨ÉªÉÆ nùÉ®äú¹ÉÖ où¶ªÉÉ i´ÉªÉÉ 

                                                 
284 Ibid, IV, V. 9, P. 361. 
285 Ibid, Trans. Hindi, IV, V. 20, P. 297. 
286 AS, Trans. Eng. Re-edited by Pravin Pralayankar, IV, V. 18, P. 378. 
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¦ÉÉMªÉÉvÉÒxÉ¨ÉiÉ: {É®Æú xÉ JÉ±ÉÖ iÉiºjÉÒ¤ÉxvÉÖÊ¦ÉªÉÉÇSªÉiÉä **287 

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.288 

ºÉÆEòÎ±{ÉiÉÆ |ÉlÉ¨É¨Éä´É ¨ÉªÉÉ i´ÉnùlÉÈ 

¦ÉkÉÉÇ®ú¨ÉÉi¨ÉºÉoù¶ÉÆ º´ÉMÉÖhÉèMÉÇiÉÉÊºÉ * 

+ºªÉÉºiÉÖ ºÉ¨|ÉÊiÉ ´É®Æú i´ÉÊªÉ ´ÉÒiÉÊSÉxiÉ: 

EòÉxiÉÆ ºÉ¨ÉÒ{ÉºÉ½þEòÉ®úÊ¨É¨ÉÆ EòÊ®ú¹ªÉä **289  

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. 
288 Ibid, IV, V. 17, P. 375. 
289 AS, Trans. Hindi, IV, V. 15, P. 284. 
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Navam¡lika been united. Now iam free from anxiety about it as well as 

about you.290 

                                                 
290 AS, Trans. Eng.  Re-edited by Pravin Pralayankar), IV, V. 13, P. 367. 
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+Ê¦ÉxÉ´É¨ÉvÉÖ±ÉÉä¦É¦ÉÉÊ´ÉiÉºiÉlÉÉ {ÉÊ®úSÉÖ¨¤ªÉ SÉÚiÉ\VÉ®úÒ¨ÉÂ * 

Eò¨É±É´ÉºÉÊiÉ¨ÉÉjÉÉÊxÉ´ÉÞiÉÉä ¨ÉvÉÖEò®ú! Ê´Éº¨ÉÞiÉÉƒºªÉäxÉÉÆ EòlÉ¨ÉÂ **291 

Meaning 

Longing after fresh honly, having in that way kissed the Mango 

blossom, how have you, (o), Bee, forgotten her (now) contented with mere 

residence in the lotus? 292 

ºjÉÒhÉÉ¨ÉÊ¶ÊIÉiÉ{É]Öõi´É¨É¨ÉÉxÉÖ¹ÉÒhÉÉÆ ÊIÉiÉ{É]Öõi´É¨É¨ÉÉxÉÖ¹ÉÒMÉÉÆ 

ºÉÆoù¶ªÉiÉä ÊEò¨ÉÖiÉ ªÉÉ: {ÉÊ®ú¤ÉÉävÉ´ÉiªÉ: * 

|ÉÉMÉxiÉ®úÒIÉMÉ¨ÉxÉÉiÉÂ º´É¨É{ÉiªÉVÉÉiÉ- 

¨ÉxªÉÊuùVÉ: {É®ú¦ÉÞiÉÉ: ÊEò±É {ÉÉä¹ÉªÉÎxiÉ **293 

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. 
292 Ibid, Trans. Eng.  P. 375. 
293 AS, Trans. Hindi, V, V. 23, P. 361. 
294 AS, Trans. Eng. Re-edited by Pravin Pralayankar, V, V. 22, P. 439. 
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nù¶ÇÉxÉºÉÖJÉ¨ÉxÉÖ¦É´ÉiÉ: ºÉÉIÉÉÊnù´É iÉx¨ÉªÉäxÉ ¾þnùªÉäxÉ * 

º¨ÉÞÊiÉEòÉÊ®úhÉÉ i´ÉªÉÉ ¨Éä {ÉÖxÉ®úÎ{É ÊSÉjÉÒEÞòiÉÉ EòÉxiÉÉ ** 295 

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 

picture. 296 

ËEò ¨ÉäPÉÉ ÊxÉxÉnùÎxiÉ ´ÉXÉ{ÉiÉxÉè¶SÉÚhÉÔEÞòiÉÉ: {É´ÉÇiÉÉ: 

ÊxÉPÉÉÇiÉèºiÉÖ¨ÉÖ±Éº´ÉxÉ|ÉÊiÉ¦ÉªÉè: ËEò nùÉªÉÇiÉä ´ÉÉ ¨É½þÒ * 

ËEò ¨ÉÖ\SÉiªÉÊiÉ±ÉÉ´ÉvÉÚiÉSÉ{É±ÉIÉÖ¤vÉÉäÌ¨É¨ÉÉ±ÉÉEÖò±ÉÆ 

¶É¤nÆù ¨Éxnù®úEòxnù®úÉänù®únù®úÒ ºÉÆ½þiªÉ ´ÉÉ ºÉÉMÉ®ú: ** 297 

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 
296 Ibid, VI, V. 21, P. 535. 
297. Bh¡sa, Írubha´ga,  I, V. 15, P. 380. 
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mightly waves of the roaring ocean, shaken by furious winds, lashing the 

caves of Mand¡ra?298 

¸ÉÖÊiÉºÉÖJÉÊxÉxÉnäù ! EòlÉÆ xÉÖ näù´ªÉÉ: 

ºiÉxÉªÉÖMÉ±Éä VÉPÉxÉºlÉ±Éä SÉ ºÉÖ{iÉÉ * 

Ê´É½þMÉMÉhÉ®úVÉÉäÊ´ÉEòÒhÉÇnùhb÷É 

|ÉÊiÉ¦ÉªÉ¨ÉvªÉÖÊ¹ÉiÉÉºªÉ®úhªÉ´ÉÉºÉ¨ÉÂ **299   

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?300    

¸ÉähÉÒºÉ¨ÉÖuùù½þxÉ{ÉÉ·ÉÇÇÊxÉ{ÉÒÊb÷iÉÉÊxÉ 

JÉänùºiÉxÉÉxiÉ®ú ºÉÖJÉÉxªÉÖ{ÉMÉÚÊ½þiÉÉÊxÉ * 

=Êqù¶ªÉ ¨ÉÉÆ SÉ Ê´É®ú½äþ {ÉÊ®únäùÊ´ÉiÉÉÊxÉ 

´ÉÉtÉxiÉ®äú¹ÉÖ EòÊlÉiÉÉÊxÉ SÉ ºÉÎº¨ÉiÉÉÊxÉ **301 

                                                 
298. Ibid. 
299. SVD, Trans. Eng., Ramachandra Aiyer, R.S. Vadyar & Sons, Palakkad, VI, V. 1, 

P. 122.  
300. Ibid,  P. 123.  
301. 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 sweetly.302 

ÊSÉ®ú|ÉºÉÖ{iÉ: EòÉ¨ÉÉä ¨Éä ´ÉÒhÉªÉÉ |ÉÊiÉ¤ÉÉäÊvÉiÉ:* 

iÉÉÆ iÉÖ näù´ÉÒ xÉ {É¶ªÉÊ¨É ªÉºªÉÉ PÉÉä¹É´ÉiÉÒ Ê|ÉªÉÉ **303  

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 GhoÀavati was 

dear304. 

+¨ÉÒ MÉÒiÉÉ®ú¨¦Éè¨ÉÖÇJÉÊ®úiÉ±ÉiÉÉ¨Éhb÷{É¦ÉÖ´É: 

{É®úÉMÉè: {ÉÖ¹{ÉÉhÉÉÆ |ÉEò]õ{É]õ´ÉÉºÉ´ªÉÊiÉEò®úÉ: * 

Ê{É¤ÉxiÉ: {ÉªÉÉÇ{iÉÆ ºÉ½þ ºÉ½þSÉ®úÒÊ¦É¨ÉÇvÉÖ®úºÉ¨ÉÂ 

ºÉ¨ÉxiÉÉnùÉ{ÉÉxÉÉäiºÉ´É¨ÉxÉÖ¦É´ÉxiÉÒ½þ ¨ÉvÉÖ{ÉÉ: ** 305  

                                                 
302. Ibid,  P. 123. 
303. Ibid, VI. V.13, P. 124. 
304. Ibid, P. 125. 
305 ár¢harsha, ND,  III, 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 sides306. 

ºÉiªÉvÉ¨ÉÇPÉÞhÉÉªÉÖHòÉä PÉÚiÉÊ´É§É´]õSÉäiÉxÉ: * 

Eò®úÉäiªÉ{ÉÉRÂóMÉÊ´ÉIÉä{Éè: ¶ÉÉxiÉÉ¨É¹ÉÈ ´ÉÞEòÉänù®ú¨ÉÂ **307
  

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. 

®úÉä¹ÉÉEÖò±ÉÉIÉ: º¡ÖòÊ®úiÉÉvÉ®úÉä¹`ö - 

ºiÉÞhÉÉªÉ ¨Éi´ÉÉ Ê®ú{ÉÖ¨Éhb÷±ÉÆ iÉiÉÂ* 

=iºÉÉnùÊªÉ¹ªÉÊzÉ´É ºÉ´ÉÇ®úÉYÉ : 

¶ÉxÉè: ºÉ¨ÉÉEò¹ÉÇÊiÉ MÉÉhb÷Ò´ÉVªÉÉ¨ÉÂ **309.  

                                                 
306 Ibid   
307 Bh¡sa, DV , I, V. 8, P. 30.  
308 Ibid, P.31 
309 Ibid, I, V.9, P.30. 
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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 

G¡ndharva, intent, as it were, to annihilate all the kings310. 

EÞòiÉ{ÉÊ®úEò®ú¤ÉxvÉÉè SÉ¨ÉÇÊxÉÏºjÉ¶É½þºiÉÉè 

{É¯ûÊ¹ÉiÉ¨ÉÖJÉ®úÉMÉÉè º{É¹]õnù´]õÉvÉ®úÉä¤`öÉè * 

Ê´ÉMÉiÉ¨É®úhÉ¶ÉRÂóEòÉè ºÉi´É®Æúúú §ÉÉiÉ®Æúú ¨Éä 

½þÊ®úÊ¨É´É ¨ÉÞMÉ{ÉÉäiÉÉè iÉäVÉºÉÉÊ¦É|ÉªÉÉiÉÉè **311.  

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 lion312. 

´ÉÉ¨ÉÆ ºÉÎxvÉÎºiÉÊ¨ÉiÉ¤É±ÉªÉÆ xªÉºªÉ ½þºiÉÆ ÊxÉiÉ¨¤Éä 

EÞòi´ÉÉ ¶ªÉÉ¨ÉÊ´É]õ{ÉºÉoù¶ÉÆ »ÉºiÉ¨ÉÖHÆò ÊuùùiÉÒªÉ¨ÉÂ * 

{ÉÉnùÉRÂóMÉÖ¤`ö±ÉÖÊ±ÉiÉEÖòºÉÖ¨Éä EÖòÊ]õÂ]õ¨Éä {ÉÉÊiÉiÉÉ¸É¨É¨ÉÂ  

xÉÞkÉÉnùºªÉÉ:ÎºlÉiÉ¨ÉÊiÉiÉ®úÉÆÆ EòÉ±É¨ÉÞV´ÉÉªÉiÉÉvÉÇ¨ÉÂ **313  

                                                 
310 Ibid, P. 31.  
311 Ibid,V.10, P.30 
312 Ibid,V. P.31  
313 K¡lidasa, MA,  II, 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 posture314. 

+RÂóÂ÷Eèò: ®úxiÉÌxÉÊ½þiÉ´ÉSÉxÉè: ºÉÚÊSÉiÉ: ºÉ¨ªÉMÉÉlÉÇ: 

{ÉÉnùxªÉÉºÉÉä ±ÉªÉ¨ÉxÉÖMÉiÉºiÉx¨ÉªÉi´ÉÆ ®úºÉä¹ÉÖ * 

¶ÉÉJÉÉªÉÉäÊxÉ¨ÉÖÇnÖùÊ¦ÉxÉªÉºiÉÊuùEò±{ÉÉxÉÖ´ÉÞkÉÉè 

¦ÉÉ´ÉÉä ¦ÉÉxÉÆ xÉÖnùÊiÉ Ê´É¹ÉªÉÉpùÉMÉ¤ÉxvÉ: ºÉ B´É ** 315 

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 throughout316.  

                                                 
314 Ibid, P. 42. 
315  Ibid, III,  V.8 P.42. 
316  Ibid, P.42. 
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§ÉÚ¦ÉRÂó÷MÉÊ¦ÉzÉÊiÉ±ÉEÆò º¡ÖòÊ®úiÉÉvÉ®úÉä¹]õö¨ÉÂ 

®úÉºÉÚªÉ¨ÉÉxÉxÉÊ¨ÉiÉ: {ÉÊ®ú´ÉiÉÇªÉxiªÉÉ * 

EòÉxiÉÉ{É®úÉvÉEÖòÊ{ÉiÉä¹´ÉxÉªÉÉ Ê´ÉxÉäiÉÖ: 

ºÉxnùÌ¶ÉiÉ¨Éä´É ±ÉÊ±ÉiÉÉÊ¦ÉxÉªÉºªÉ Î¶ÉúIÉÉ **317 

Meaning 

As in 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 lover318. 

EÖò{ªÉÊºÉ EÖò´É±ÉªÉxÉªÉxÉä ÊSÉjÉÉÌ{ÉiÉSÉä¹]õªÉÉ ÊEò¨Éä´É¨ÉÊªÉ * 

xÉxÉÖ iÉ´É ºÉÉIÉÉnùªÉ¨É½þxÉxªÉºÉÉvÉÉ®úhÉÉä nùÉºÉ: ** 319 

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?320  

                                                 
317 Kalidasa, MA IV, V. 9, P.112.   
318 Ibid   
319 Ibid, IV, V. 10, P.112.  
320 Iibid, P. 112.  
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5.2. Varieties of Dhruv¡ G¢ti-s 

  There are six varieties of Dhruv¡-s are enumerated as follows- 

1. á¢rÀak¡ 

2. U··hat¡ 

3. Anubaddh¡ 

4. Vilambit¡ (drutavilaÆbit¡) 

5. A··it¡ 

6. Avak¤Àt¡ 

¶ÉÒ¹ÉÇEòÉ SÉÉärùiÉÉ SÉè´É ÁxÉÖ¤ÉrùÉ Ê´É±ÉÎ¨¤ÉiÉÉ * 

+ÉÎbÂ÷b÷iÉÉ SÉÉ´ÉEÞò¹]õÉ SÉ ¹ÉbÂ÷|ÉEòÉ®úÉ wÉÖ´ÉÉ ¨ÉiÉÉ **321 

5.2.1. á¢rÀak¡ 

It is important as head- 

Ê¶É®úºlÉÉxÉÒªÉ¨ÉäiÉÊrù ªÉº¨ÉÉkÉº¨ÉÉkÉÖ ¶ÉÒ¹ÉÇEòÉ *322 

5.2.2. U··hat¡ 

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. 
322 Ibid, V. 343, P. 977. 
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=rùiÉÉxÉrùiÉÉ ªÉº¨ÉÉiÉÂÂ iÉº¨ÉÉiÉÂ YÉäªÉÉ wÉÖ´ÉÉ ¤ÉÖvÉè : **323 

5.2.3. Anubaddh¡ 

The dhruv¡ following pause, tempo, vadyagati, syllable, vowel, 

alphabet is called anubhaddh¡. 

ªÉËiÉ ±ÉªÉÆ ´ÉÉtMÉËiÉ {ÉnÆù ´ÉhÉÉÇxÉÂ º´É®úÉIÉ®ú¨ÉÂ * 

+xÉÖ¤ÉvxÉÉÊiÉ ªÉjÉè´É¨ÉxÉÖ¤ÉrùÉ ¦É´ÉäkÉÖ ºÉÉ **324 

5.2.4. VilaÆbit¡ 

This dhruv¡ different from the oabove mentioned three. It is 

employed when a dramatic representation needs either slow quick or slow 

tempo. The vilaÆbit¡ is also called druta vilaÆbit¡ - 

xÉÉ]õ¬ä i´ÉÊ®úiÉºÉ\SÉÉ®úÉ xÉÉ]õ¬vÉ¨ÉÇ¨ÉxÉÖµÉiÉÉ * 

+Ê´É±ÉÎ¨¤ÉiÉºÉ\SÉÉ®úÉ ¦É´ÉänÂù pÖùiÉÊ´É±ÉÎ¨¤ÉiÉÉ **325  

5.2.5. A··hit¡ 

It includes full of qualities and contains the sentiment of erotic is 

a··hit¡- 

                                                 
323Ibid, V. 343, P. 977. 
324 Ibid, V. 342-343, P. 977. 
325 Ibid, V. 346, P. 978. 
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+ÎbÂ÷b÷iÉÉ iÉÚiEò]õMÉÖhÉÉ ¸ÉÞRÂóMÉÉ®ú®úºÉºÉ¨¦É´ÉÉ * 

ªÉº¨ÉÉiÉÂ ºlÉÉxÉä |ÉºÉzÉÉ SÉ iÉº¨ÉÉnäù´ÉÉÎbÂ÷b÷iÉÉ º¨ÉÞiÉÉ **326 

5.2.6. Avak¤Àt¡ 

It means pulling down. In it the sentiment of pathetic is 

predominantly used- 

+xªÉ¦ÉÉ´Éä¹ÉÖ EÞò¹]õÉ SÉ EÞò¹]õ½äþiÉÖ¹ÉÖ MÉÒªÉiÉä * 

ªÉº¨ÉÉiÉÂ EòÉ¯ûhªÉºÉÆªÉÖHòÉ Á´ÉEÞò¹]õÉ ¦É´ÉäkÉiÉ: **327 

The dhruv¡ should be employed with the different sentiments and it 

makes brightness to the performance like the stars illuminate the sky- 

ªÉlÉÉ®úºÉEÞòiÉÉ ÊxÉiªÉÆ wÉÖ´ÉÉ: |ÉEò®úhÉÉÊ¸ÉiÉÉ : * 

xÉIÉjÉÉhÉÒ´É MÉMÉxÉÆ xÉÉ]ÂõªÉ¨ÉÖtÉäiÉªÉÎxiÉ iÉÉ: **328 

Dhruv¡ Situations/characters Music 
á¢rÀak¡ Male characters - Kings 

& Gods 
Pr¡ve¿ik¢ 

Uddhat¡ Entrance of male 
character 

Pr¡ve¿ik¢ 

Uddhat¡ Gods and Kings  
Anubanddh¡ Antar¡ dhru¡ as 

anubanddh¡ 
Pr¡ve¿¢ 

                                                 
326 Ibid, V. 347, P. 978. 
327 Ibid , V. 348, P. 978. 
328 Ibid, V. 442, P. 994. 
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Dhruv¡ Situations/characters Music 
Anubanddh¡ Death of a lower 

character 
Pr¡ve¿ik¢ 

Vi½ambit¡ Druta dhruv¡ & The 
entrance of a middle or 
lower character 

Pr¡ve¿ik¢ 

Addhit¡ Entrance of women 
character 
& 
Entrance of a queen, 
courtesan 
Vi½ambit¡ as avak¤Àt¡ 

Pr¡ve¿ik¢ 

Avak¤Àt¡ KÀatriya and vai¿ya 
women 

Pr¡ve¿ik¢ 

 

Pr¡sadik¢ dhruv¡, khaµjaka and narku¶a employed because of h¡sya 

and ¿¤´ g¡ra rasa. The entrance of middle or lower type characters, 

Khaµjaka and narku¶a meters are to be used. A··hit¡ are not to be 

enjoined for the lower characters. Three emotions are predominantly 

prescribed for lower characters- h¡sya, karu¸a and bhay¡naka rasa-s. 

5.3. The Languages Used for Dhruv¡ G¢ti-s 

The dhruv¡-s were written in Pr¡k¤t.  They were generally 

composed in áauras®ni Pr¡k¤t. And some dhruv¡-s are found in Sanskrit 

also329. For narku¶a the language is M¡gadhi.The celestial character uses 

                                                 
329 Dr. V. Raghavan opinion that dhruv¡-s are always in Pr¡k¤t language. 
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the Sanskrit language with high grammatical usages. Human beings can 

use the language half Sanskrit mixed with Pr¡k¤t-  

¦ÉÉ¹ÉÉ iÉÖ ¶ÉÉè®úºÉäxÉÓ Ê½þ wÉ´ÉÉhÉÆ ºÉÆ|ÉªÉÉäVÉªÉäiÉÂ * 

¦ÉÉ¹ÉÉªÉÉÆ SÉè´É¨ÉÉMÉvªÉÉÆ EòiÉÇ´ªÉÆ xÉEÖÇò]Æõ ¤ÉÖvÉè: **330 

Ênù´ªÉÉxÉÉÆ ºÉÆºEÞòiÉÆ MÉÉxÉÆ |É¨ÉÉhÉèºiÉÖ Ê´ÉvÉÒªÉiÉä * 

+vÉÇºÉÆºEÞòiÉ¨Éä´ÉÆ iÉÖ ¨ÉÉxÉÖ¹ÉÉhÉÉÆ |ÉªÉÉäVÉªÉäiÉÂ **331 

5.4. Different Metres for Dhruv¡ Songs 

Different types of meters are not used for dhruv¡-s. The metres that 

have quality and blessedness are only applied. The following metres are 

considered as good- 

1. M¡la 

2. Vaktram 

3. Pu¶am 

4. Vi¿½oka 

5. C£lika 

6. Udgata 

7. Aparavaktram  

                                                 
330 In Malayalam translation of  NS, the language partially Sanskrit and Malayalam 

like Ma¸iprav¡la. 
331 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 

anuÀ¶up metre. But it is omitted in antar¡ dhruv¡. In relation with celestial, 

songs should be use in the following jati-s- 

1. G¡ndh¡ra 

2. Madghyama 

3. Paµcama 

Metres 
Entrance of 
characters 

Dhruvas 

Vaktram, 
aparavaktram, m¡la, 
pu¶am,c£lika, udgata 

Gods Pr¡v®¿ik¢   

Pr¡s¡dik¢,NaiÀkr¡mik¢ 

anuÀ¶up Gods ËkÀepik¢ 

anuÀ¶up Different 
celestials 

Pr¡ve¿ik¢, ËkÀepik¢  332 
Pr¡s¡dik¢, NaiÀkr¡mik¢ 

UÀ¸ik, anuÀ¶up, 
bruhat¢, pa´kt¢, 

Different 
celestials 

Pr¡s¡dik¢ 

 

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 In ËkÀepik¢ dhruv¡, anuÀ¶up metre subjected song should be depicted in 

rememberence and sorrow. 
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application of a dhruv¡ song- an ¡kÀepik¢ dhruv¡, in a play to suit the 

occasion, usage, tempo, note and rasa is given below- 

Dhruv¡ 
Song 

Rasa Tempo Note Occasion 

ËkÀepik¢ 

 

 

Do  

Pathetic 

 

 

Do          

Slow 

 

 

Fast  

G¡ndh¡ra/NiÀ¡da 

 

 

G¡ndh¡ra/NiÀ¡da 

 

To indicate capture, fall, 
attack, illness, swoon, on 
seeing someone killed, etc. 

To show impatience, 
dissimilation, 
weariness,anxiety,lamentation 
depression, despair, calamity 
etc.  

 

5.5. Natures and Elements in Dhruv¡ Songs 

The music accompanying with the instrument of V¢¸a also 

enhanced the suggestive elements in dhruva songs. The characters are 

generally symbolized by comparable objects in the poetry of dhruv¡-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 âa·jam grama 

Garbham Grama in svarasadharana or jati sadharana 

Vimar¿am Paµcama 

Nirvahanam Raga importance to kai¿iki-svara 

 

The movements suggesting different activities were also conveyed 

through appropriately composed dhruv¡-s.  Chariots, horses, arrows, 

heavenly cars, swings, birds and animals were suggested by dhruv¡s.  

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, dhruv¡-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 

K¡½d¡sas VV Act. IV.  This information is seen in the sanskrit 

commentary called Vikramorva¿¢yaprak¡¿ika by Ranganatha.  

Sl. 
No. 

á½ok¡s Songs 

1 
Ê|ÉªÉºÉJÉÒÊ´ÉªÉÉäMÉÊ´É¨ÉxÉÉ: ºÉJÉÒºÉÊ½þiÉÉ ´ªÉÉEÖò±ÉÉ ºÉ¨ÉÖ±±É{ÉÊiÉ * 
ºÉÚªÉÇEò®úº{É¶ÉÇÊ´ÉEòÊºÉiÉiÉÉ¨É®úºÉä ºÉ®úÉä´É®úÉäiºÉRÂóMÉä ** (4.1.) 

Êuù{ÉÊnùEòÉ 

2 
¾þnùªÉÉÊ½þiÉÊ|ÉªÉÉnÖ:ùJÉ: ºÉ®úÉä´É®äú vÉÚiÉ{ÉIÉ: * 

´ªÉÉvÉÉ{É´ÉÎ±MÉiÉiÉxÉªÉxÉºiÉÉ¨ªÉÊiÉ ½ÆþºÉªÉÖ´ÉÉ ** (4.6) 

Êuù{ÉÊnùEòÉ 

3 
¨ÉªÉÉYÉÉiÉÆ ¨ÉÞMÉ±ÉÉäSÉxÉÉÆ ÊxÉ¶ÉÉSÉ®ú: EòÉäƒÊ{É ½þ®úÊiÉ * 
ªÉÉ´ÉzÉÖ xÉ´ÉiÉÊb÷SUÂôªÉÉ¨É±ÉÉä vÉÉ®úÉvÉÉ®úÉä ´É¹ÉÇÊiÉ ** (4.7) 

Êuù{ÉÊnùEòÉ 

4 
Ê|ÉªÉEò¯ûhÉÒ Ê´ÉªÉÖHòÉä MÉÖ¯û¶ÉÉäEòÉxÉ±ÉnùÒ{iÉ:* 

¤ÉÉ¹{ÉVÉ±ÉÉEÖò±É±ÉÉäSÉxÉ: EòÊ®ú´É®úÉä §É¨ÉÊiÉ ºÉ¨ÉÉEÖò±É: ** (4.16) 

Êuù{ÉÊnùEòÉ 

5 
ºÉ½þSÉ®úÒnÖù:JÉÉ±ÉÒfÆø ºÉ®úÉä´É®äú ÎºxÉMvÉ¨ÉÂ * 

+Ê´É®ú±É¦ÉÉ¹{ÉVÉ±ÉÉpÈù iÉÉ¨ªÉÊiÉ ½ÆþºÉÒªÉÖMÉ±É¨ÉÂ ** (4.3) 

VÉ¨¦ÉÊ±ÉEòÉ 

6 
ÊSÉxiÉÉnÚùxÉ¨ÉÉxÉºÉÉ ºÉ½þSÉ®úÒnù¶ÉÇxÉ±ÉÉ±ÉºÉÉ * 

Ê´ÉEòÊºÉiÉEò¨É±É¨ÉxÉÉä½þ®äú Ê´É½þ®úÊiÉ ½ÆþºÉÒ ºÉ®úÉä´É®äú** (4.4) 

JÉhb÷vÉÉ®úÉ 

7 VÉ±ÉvÉ®ú ºÉÆ½þ®úÉjÉ EòÉä{É¨ÉÉYÉ{iÉ: SÉSÉÇ®úÒ 
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+Ê´É®ú±ÉvÉÉ®úÉºÉÉ®úÊnù¶ÉÉ¨ÉÖJÉEòÉxiÉ:*  

B +½Æþ {ÉÞl´ÉÓ §É¨ÉxªÉÊnù Ê|ÉªÉÉÆ |ÉäÊIÉ¹ªÉä  

iÉnùÉ ªÉtiEòÊ®ú¹ªÉÊºÉ iÉkÉiºÉÊ½þ¹ªÉä ** (4.8) 

8 

MÉxvÉÉäx¨ÉÉÊnùiÉ¨ÉvÉÖEò®úMÉÒiÉè:- 

´ÉÉÇt¨ÉÉxÉè: {É®ú¦ÉÞiÉiÉÚªÉê : * 

|ÉºiÉÞiÉ{É´ÉxÉÉäuäùÎ±±ÉiÉ{É±±É´ÉÊxÉEò®ú: 

ºÉÖ±ÉÊ±ÉiÉÊ´ÉÊ´ÉvÉ|ÉEòÉ®èúxÉÞÇiªÉÊiÉ Eò±{ÉiÉ¯û:** (4.9) 

SÉSÉÇ®úÒ 

9 

¤ÉÌ½þhÉÉ {É®úÊ¨ÉiªÉ¦ªÉlÉÇªÉä +ÉSÉI´É ¨É¨É iÉÉ¨ÉÂ  

+jÉÉ®úhªÉä §É¨ÉiÉÉ ªÉÊnù i´ÉªÉÉ où¹]õÉ ºÉÉ ¨É¨É EòÉxiÉÉ * 

ÊxÉ¶ÉÉ¨ÉªÉ ¨ÉÞMÉÉRÂóEòºÉoù¶ÉäxÉ ´ÉnùxÉäxÉ ½ÆþºÉMÉÊiÉ: 

+xÉäxÉ ÊSÉ¼xÉäxÉ YÉÉºªÉºªÉÉJªÉÉiÉÆ iÉ´É ¨ÉªÉÉ ** (4.12) 

SÉSÉÇ®úÒ 

10 
{É®ú¦ÉÞiÉä ¨ÉvÉÖ®ú|É±ÉÉÊ{ÉÊxÉ EòÉxiÉä xÉxnùxÉ´ÉxÉä º´ÉSUônÆù §É¨ÉÎxiÉ * 

ªÉÊnù {É®Æú Ê|ÉªÉiÉù¨ÉÉ ºÉÉ ¨É¨É où¹]õÉ iÉÁÇSÉI´É ¨É¨É {É®ú{ÉÖ¹]äõ ** (4.14) 

SÉSÉÇ®úÒ 

11 
Eòº¨Éi´ÉªÉÉ Ê¶ÉÊIÉiÉ¨ÉäiÉnÂùMÉÊiÉ±ÉÉ±ÉºÉ ºÉÉ {É®Æú où¹]õÉ VÉPÉxÉ{É®úÉ±ÉºÉÉ ** 
(4.17) 

SÉSÉÇ®úÒ 

12 
MÉÉä®úÉäSÉxÉÉEÖòRÂóEÖò¨É´ÉhÉÇ SÉGò ¦ÉhÉ ¨ÉÉ¨ÉÂ * 

¨ÉvÉÖ´ÉÉºÉ®äú ÊGòb÷xiÉÒ vÉxªÉÉ xÉ où¹]õÉ i´ÉªÉÉ **ù (4.19) 

SÉSÉÇ®úÒ 

13 

+½Æþ, i´ÉÉÆ {ÉÞSUôÉÊ¨É  +ÉSÉI´É MÉVÉ´É®ú  

±ÉÊ±ÉiÉ|É½þÉ®äúhÉ xÉÉÊ¶ÉiÉ¯û´É®ú* 

nÚù®úÊ´ÉxÉÌVÉiÉ¶É¶ÉvÉ®úEòÉÎxiÉ- 

oÇù¹]õÉ Ê|ÉªÉÉ i´ÉªÉÉ ºÉÆ¨ÉÖJÉÆ ªÉÉxiÉÒ ** (4.22) 

SÉSÉÇ®úÒ 

14 º¡òÊ]õEòÊ¶É±ÉÉiÉ±ÉÊxÉ¦ÉÇ®úÊxÉ¨ÉÇ±É ¤É½ÖþÊ´ÉvÉEÖòºÉÖ¨ÉÊ´É®úÊSÉiÉ¶ÉäJÉ®ú * SÉSÉÇ®úÒ 
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ËEòxÉ®ú¨ÉvÉÖ®úÉänÂùMÉÒiÉ¨ÉxÉÉä½þ®ú nù¶ÉÇªÉ ¨É¨É Ê|ÉªÉiÉ¨ÉÉÆ ¨É½þÒvÉ®ú ** (4.24) 

15 
nùÊªÉiÉÉ®úÊ½þiÉÉäƒÊvÉEÆò nÖù:ÊJÉiÉÉä Ê´É®ú½þÉxÉÖMÉiÉ: {ÉÊ®ú¨ÉxlÉ®ú:* 
ÊMÉÊ®úEòÉxÉxÉä EÖòºÉÖ¨ÉÉäVV´É±Éä MÉVÉªÉÚlÉ{ÉÊiÉºiÉlÉÉ IÉÒhÉMÉÊiÉ: ** (4.10) 

Ê¦ÉzÉEò: 

16 
ºÉÆ|ÉÉ{iÉJÉänùºi´ÉÊ®úiÉÆ {É®ú´ÉÉ®úhÉ: 

Ê|ÉªÉiÉ¨ÉÉnù¶ÉÇxÉ±ÉÉ±ÉºÉÉä MÉVÉ´É®úÉä Ê´ÉÎº¨ÉiÉ¨ÉÉxÉºÉ: ** (4.11) 

JÉhb÷Eò: 

17 
Ê´ÉtÉvÉ®úEòÉxÉxÉ±ÉÒxÉÉä nÖù:JÉÊ´ÉÊxÉMÉÇiÉ¤ÉÉ¹{ÉÉäi{ÉÒb÷:* 

nÚù®úÉäiºÉÉÊ®úiÉ¾þnùªÉÉxÉxnù: +¨¤É®ú¨ÉÉxÉäxÉ §É¨ÉÊiÉ MÉVÉäxpù: ** (4.13) 

JÉÖ®úEò: 

18 
EòÊ®úhÉÒ Ê´É®ú½þºÉÆiÉÉÊ¦ÉiÉ:* 

EòÉxÉxÉä MÉxvÉÉärùiÉ¨ÉvÉÖEò®ú:** (4.21) 

EÖòÊ]õÊ±ÉEòÉ 
& 
¨É±±ÉPÉ]õÒ 

19 
|ÉºÉÞiÉJÉ®úJÉÖ®únùÉÊ®úiÉ¨ÉäÊnùÊxÉ´ÉÇxÉMÉ½þxÉäƒÊ´ÉSÉ±É:* 
{ÉÊ®úºÉ{ÉÇÊiÉ {É¶ªÉiÉ ±ÉÒxÉÉä ÊxÉVÉEòÉªÉÉætÖiÉ: EòÉä±É: ** (4.23) 

JÉÎhb÷EòÉ 

 

5.7. The Different Occasions 

The different occasions for the employment of dhruv¡-s as follows- 

´ÉºiÉÖ|ÉªÉÉäMÉÆ |ÉEÞòËiÉ ®úºÉ¦ÉÉ´ÉÞiÉÖÆ ´ÉªÉ: * 

näù¶ÉÆ EòÉ±ÉÉ¨É´ÉºlÉÉÆ iÉÖ YÉÉi´ÉÉ ªÉÉäVªÉÉ wÉÖ´ÉÉ ¤ÉÖvÉè: ** 334 

In relation to the performance, God and men character have 

discrimination- 

                                                 
334 Ibid, V. 358, P. 980. 
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´ÉºiÉÖqäù¶ÉºÉ¨ÉilÉÆ iÉÖ xÉMÉ®úÉ®úhªÉºÉÆ¦É´É¨ÉÂ * 

|ÉªÉÉäMÉ¶SÉè´É Ê´ÉYÉäªÉÉä Ênù´ªÉ¨ÉÉxÉÖ¹ÉºÉÆ¸ÉªÉ: **335 

The ideas that are not conveyed through dialogues are expressed by 

songs. In pr¡ve¿ik¢ and naiÀkr¡mik¢ dhruv¡-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. Sth¡na 

3. Prakara¸a 

4. Pram¡¸a 

5. N¡ma. 

There are several rules in relation to the presentation of dhruv¡-s- 

1. In morning-  Sukumara or gentle style 

2. In Noon-  Deepti 

3. After-Noon- Medium dhruv¡ 

                                                 
335 Ibid, V. 349, P. 980. 
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4. Evening or Dusk- Sorrowful dhruv¡ 

Moreover, another peculiarity is that, among g¢ta, v¡dya, n¤tta a 

proper order should be maintained- 

{ÉÚ´ÉÈ MÉÉxÉÆ iÉiÉÉä´ÉÉtÆ iÉiÉÉä xÉÞkÉÆ |ÉªÉÉäVÉªÉäiÉÂ 336 

One can use the dhruv¡-s  in accordance to the emotions- 

ªÉjÉ |ÉiªÉIÉVÉÆ nÖù:JÉÆ ¨ÉÞiÉÉË¦É½þiÉnù¶ÉÇxÉ¨ÉÂ * 337 

                                                 
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 Upar£paka or minor dramas which emphasis on dance, songs 

etc. Rasa and its experience, bh¡va and the system of their representation, 

sattva and its unfolding, abhinaya and Dharm¢-s, V¤ttis and Prav¤tti or the 

styles and regional modes of production, Vastu or the structure of play 

construction and N®ta or character classification, siddhi or the balance 

between the spectacle and the performer, Ra´ga or play houses, music and 

dance, they all are considered as integral parts of dramatic performance338.  

N¡tya is an amalgamation of stylized speech and movement, music and 

dance, bh¡va-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 r£paka-s 

and upar£paka-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 (sa´g¢ta-¿¡la) of royal palaces. A curtain divided in the 

middle was a necessary part of the stage arrangement. Later  the n¡¶ya 

should be enacted in special palace pavilions . It was called n¡¶ya¿¡las, 

n¡¶aka¿¡las,  ra´ga¿¡las or prekÀ¡grÅ¡-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: P£rvara´ga in Drama  

Music was considered as an important feature in the pre-

performance preliminaries like the Prayer ¿l°ka 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 s£tradh¡ra, his 

assistants, the actress and the jester.  P£rvara´ga was not a part of the 

written play-text but as Bharata says ‘it was so called because it was 

performed before the beginning (p£rvaÆ) in the stage (ra´gam) before the 

play performance339’.  The rituals were performed with full employment 

of sa´g¢ta namely the g¡ndharva music songs, pure dance (nr¶ta) 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 s£tradh¡ra and others 

entertained the audience with music, dance and repartee, the main actors 

get ready for the dramatic performance340-  

ªÉº¨ÉÉpùRÂóMÉä |ÉªÉÉäMÉÉääfªÉÆ {ÉÚ´ÉÇ¨Éä´É |ÉªÉÖVªÉiÉä * 

iÉº¨ÉÉnùªÉÆ {ÉÚ´ÉÇ®úRÂóMÉÉä Ê´ÉYÉäªÉÉä ÊuùVÉºÉkÉ¨ÉÉ&** 341 

   

                                                 
339 NS, V, V.7. 
340 NS, Trans. Hindi. Madhusudani, I, P..503. 
341 NS, Trans. Mal., V, V. 7. 
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All the pre-show items of work are collectively called p£rva-ra´ga-

pras¡dhana or p£rvara´ga.   

6.2.1.  Kinds of P£rvara´gas 

      There are three kinds of p£rvara´ga-s- 

1. Pure variety conducted in catura¿ra t¡½a342 or suddha p£rvara´ga. 

2. Pure variety conducted with traya¿ra t¡½a343 

3. Mixed variety- Citra p£rvara´ga, which had items like pure dance 

(n¤tta) by female dancers, who appeared with ‘resounding sounds of 

drama’. In these divisions, the five types of dhruva giti-s are 

included- 

{ÉÖxÉÎ¶SÉjÉä iÉlÉÉ Ê¨É¸Éä ¶ÉÖrùäù SÉ {ÉÚ´ÉÇ®úRÂóMÉiÉ&* 

ªÉlÉÉ ªÉÉäVªÉÉ wÉÖ´ÉÉ& {É\SÉ iÉlÉÉ ´ÉIªÉÉÊ¨É iÉii´ÉiÉ&**344 

                                                 
342 Catura¿rat¡½a. It had eight m¡tra. For more details refer Sanskrit Play Production 

in Ancient India, P. 552 and also refer NS, V, V. 89. 
343 Ibid. 
344 NS, V, Trans. Hindi, Madhusudani, V. 183, P. 579. 
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6.2.2.  Stage of Suddha P£rvara´ga 

      There are nine stages of suddha p£rvara´ga.  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 (¡raÆbha) with a variety of nirg¢ta or bahirg¢ta. 

The first nine items of the preliminaries belonged to the 

instrumental music predominantly, that of the v¢na.  The v¢na music was 

differentiated on the basis of dh¡tu, the stroke by a finger to short or long 

letters.  Dramatic songs- Dhruv¡-s when sung, were dominated by the 

patterns of laghu-guru syllables in each of the line (pada) with fixed t¡½a 

patterns.  They were called nirg¢ta345 or nirarthaka g¢ta (meaningless 

syllables) because of the predominant of instrumental  music.    

6.3.  N¡nd¢-Definition and Meaning 

      According to Bharata, n¡nd¢ is defined as the utterence of 

benediction, invoking grace of a  Deity, a Brahmana or a King for the 

                                                 
345 Ibid, ÊxÉMÉÔiÉÆ MÉÒªÉiÉä ªÉº¨ÉÉnù{ÉnÆù ´ÉhÉÇªÉÉäVÉxÉÉiÉÂ  V, V. 43, P. 187. 
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welfare of the audience and the actors346. It is recited before  the audience 

by the s£tradhara in the fourth notes of the gamut for averting any evil that 

may impediment for the success of his performance- 

ªÉnùÉ{ªÉRóMÉÉÊxÉ ¦ÉÚªÉÉÆÊºÉ {ÉÚ´ÉÈ®ÆúMÉºªÉ xÉÉ]õEäò* 

  iÉlÉÉf{ªÉ´É¶ªÉÆ EòiÉÇ´ªÉÉ xÉÉxnùÒ Ê´ÉPxÉÉä{É¶ÉÉxiÉªÉä** 347. 

 The word N¡nd¢ 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 N¡nd¢ verse.  A mention of other 

auspicious works like- a conch, lotus, ruddy goose, lily etc are 

recommended.- 

¨ÉÉRÂóMÉ±ªÉ¶ÉRÂóJÉSÉxpùÉ¤VÉEòÉäEòEèò®ú´É¶ÉÆÊºÉxÉÒ *  

{ÉnèùªÉÖÇHòÉ uùÉnù¶ÉÉÊ¦É®ú´É]õÉÊ¦É´ÉÉÇ {Énèù¯ûiÉ** 348 

6.3.1.  N¡nd¢-Consideration of Feet 

 A n¡nd¢ verse has gradually eight to twelve lines. According to 

Bharata, the N¡nd¢ should consist of eight or twelve feet.  The MM 

                                                 
346 NS, V, V.24. 
347 BP, P.197. 
348 SD, VI, V.25, P. 395.  
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considers a n¡nd¢ to be good, it has eight, ten twelve, eighteen or twenty-

two feet. áarad¡tanaya agrees with the view of others that N¡nd¢ of four 

feet- 

¦É´ÉäzÉÉxnùÒ ´ÉÉCªÉèCªÉÉÊ{É Ê´É´ÉIÉªÉÉ ºÉ¨É{ÉnùÉ f lÉ´ÉÉ |349. 

  Singa bh£p¡la believes that the N¡nd¢ may have eight, ten or twelve 

feet350. 

   It was recited in the madhyama svara by the s£tradh¡ra, with the 

two assistants loudly and distinctly saying ‘evamastu’ means ‘may it be 

so’. The n¡nd¢ prayer, praised the Gods, the King or the Patron and 

Brahmins.  It recited in a medium note (Madhya svarasaptaka) by the 

s£tradh¡ra, who delineated each of its pada-s through abhinaya.  At times, 

even the basic words and its suffixes (Prak¤ti and pratyaya) were so 

expressed.  In SR, the commentary of kall¢n¡tha, describes the 

pad¡rth¡bhinaya of the n¡nd¢ of K¡Çid¡sa’s Vikram°rva¿¢ya. 

6.3.2.   N¡nd¢-its Classification 

N¡nd¢ is said to be divided into two- 

                                                 
349 BP ,V. 14. P. 197. 
350 For more details Ref. Si´gabh£p¡la’s Ras¡r¸avasudh¡kara, III. 
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1. Simple or suddha 

2. Suggestive or patr¡val¢ 

  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 N¡nd¢ is equally 

advised351.  It is believed that all the epithets of Gods and Goddesses are 

auspicious both metrically and orthographically- 

  näù´ÉiÉÉ ´ÉÉSÉEò& ¶É¤nù& xÉè´É ÊxÉxt& EònùÉSÉxÉ 

    ¶ÉÖrùÉºiÉä iÉÖ ¨ÉiÉººÉ´Éæ MÉhÉiÉÉä Ê±ÉÊ{ÉiÉÉäfÊ{É ´ÉÉ* 352. 

Thus the Sanskrit drama opens with an auspicious song recited by 

the s£tradh¡ra 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 Prast¡vana, Sth¡pan¡ or ¡mukh¡. The rituals after 

the n¡nd¢ prayer  gradually came to be considered as the parts of the 

                                                 
351 The V¤ttaratn¡kara points out that a Maga¸a (mollosus) brings in splendor; 

naga¸a gives life; raga¸a brings destruction etc. For details refer The Laws and 
Practice of Sanskrit Drama, Vol. I, P.34. 

352   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 g¡na 

variety, which was sung to please the audience. It was usually sung by the 

actress (na¶¢) with the S£tradh¡ra 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 g¡ndharva music predominates in the 

preliminaries. The g¡na 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 (caturthak¡ra) 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.  J¡ti- s 

Systematic grouping of the notes like sound from the chest, ka¸tÅa 

and ¿ira-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 catuÀpadi.  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’354 and ‘the song and the 

playing of musical Instruments when well executed, the performance of 

the drama would not encounter any  risks.’355  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 pray°ga356.  Sanskrit play 

texts have songs and dance- either pure dance or n¤tta and expressive 

                                                 
353 Song in Sanskrit plays were based on j¡ti music with appropriate metres, tempo, 

t¡½a and words. 
354 NS, Trans. Eng. M.M.Ghosh. XXXII, V. 482.  
355 Ibid, V. 493. 
356 Ibid, V.435. 
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dance (n¤tya)-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 (n¤tta and n¤tya) . 

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 

pi¸d¢bandha357.- 

Ê{Éhb÷ÒxÉÉÆ Ê´ÉvÉªÉè¶SÉè´É SÉi´ÉÉ®ú: ºÉ¨|ÉEòÒÌiiÉiÉÉ: * 

Ê{Éhb÷Ò ¸ÉÞÆMÉÊ±ÉEòÉ SÉè´É ±ÉiÉÉ¤ÉxvÉÉäƒªÉÆ ¦ÉätEò: **358 

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 Mohiniy¡¶¶am 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. 

 

                                                 
357 Group dance of women. literary, the formation of a lump or mass. 
358 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, N¡nd¢ 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  in a dramatic execution.  

6.8  Dance or N¤tta- its Definition 

      N¤tta means dance which is the movement of limbs359 in a 

suggestive manner- 

xÉÞkÉÆ iÉÉ±É±ÉªÉÉ¸ÉªÉ¨ÉÂ  

According to Dhanaµjaya n¤tta means- 

+ÆMÉÊ´ÉIÉä{ÉÉäfÊ¦ÉxÉªÉ¶ÉÚxªÉÉä xÉÞkÉÆ 360 

   It is a kind of physical presentation or ¡´gika abhinaya in the d¤¿ya-

k¡vyas. 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. 
360 DR, Hindi. Trans. I, P. 10. 
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of prosperity, as of marriage, birth of a child, invitiation of guests, great 

achievement, and also devotional functions361- 

|ÉÉªÉähÉ ºÉ´ÉÇ±ÉÉäEòºªÉ xÉÞkÉÊ¨É¹]Æõ º´É¦ÉÉ´ÉiÉ&* 

 ¨ÉRóMÉ±ªÉÊ¨ÉÊiÉ EÞòi´ÉÉ SÉ xÉÞkÉ¨ÉäiÉi|ÉEòÒÌiÉiÉ¨ÉÂ** 

 Ê´É´ÉÉ½þ|ÉºÉ´ÉÉ´ÉÉ½þ|É¨ÉÉänùÉ¦ªÉÖnùªÉÉÊnù¹ÉÖ* 

 Ê´ÉxÉÉänùEò®úhÉÆ SÉäÊiÉ xÉÞkÉ¨Éäi|É´ÉÌiÉiÉ¨ÉÂ**362 

6.8.1  Two kinds of Dance 

1.  One of them is propagated by lord áiva, who is noted for his 

boisterous dance attended with tumultuous songs and loud 

cachinnations.  It is called T¡¸·ava. 

2.  The other is evolved by goddesses P¡rvati and it is a delicate, gentle 

dance attended with sweet music363.  It is l¡sya.  L¡sya 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. 
 
363 ¯ûpäùxÉänÆù =¨ÉÉEÞòiÉ- ´ªÉÊiÉEò®äú º´ÉÉRÂóMÉä Ê´É¦ÉHÆò ÊuùvÉÉ 
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1. Hall¢¿aka 

2. R¡sa 

3. R¡saka 

According to Darius L Swann a performance is divided into two 

parts- 

1. Nityar¡s- it consists almost entirely of song and dance.  It is also 

represents  the love making of the God Krsna and his consort 

R¡dha, in the eternal divine realm.  The order of Nityar¡s is fixed.  

2.     The L¢la-   It represents in song, dance and dialogues an event from 

the life of K¤À¸a, the Avatar during his sojourn in the region of 

Braj. 

6.9.1.  Hall¢saka 

      Abhinavagupta in his commentary in NS, says - Hall¢saka is that 

which is rich in dance (n¤tya) performed in circle-in it there should be one 

hero, in the manner of Lord Hari K¤À¸a among the Gopis.  Many r¡ga-s 

and t¡½a-s and many kinds of laya enter in to it.’364  Sixty four couple; 

sixty four pairs of males and females are in the Hall¢¿aka dance. Bhoja 

                                                 
364 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 á¤´g¡raprak¡¿a.  In N¡¶yadarpa¸a, it is said 

that in Hall¢¿aka 12 or 16 females dance with hands joined365.  The dance 

was circular, usually with a large numbers of female dancers (n¡yikas) 

with one male dancer at the centre the female dancer formed closed circle 

by joining hands.  Harivam¿apur¡¸a suggests that Hall¢¿aka was an early 

form of R¡sa-l¢la. Kamas£tra of V¡tsy¡yana refers both of Hall¢¿aka and 

R¡sa-l¢la. 

6.9.2.  R¡sa-l¢la 

      This is one of surviving traditional theatre forms clearly related to 

the types of drama listed in treatise.  Modern R¡sa-l¢la is form of theater 

based on the k¤Àna 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, m¤ta´ga or pakhav¡j). On 

the basis of available evidence it seems probable that the term rasa-lila 

derived from rasa.  The r¡sa is circular dance in which the erotic sentiment 

(¿¤¸gara rasa) is dominant.  This conclusion is supported by Pur¡¸ic 

descriptions of the r¡s 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.Occasions of Performance of R¡sa-l¢la 

The R¡sa-l¢la performed in an atmosphere with religious devotion 

upon which it contributes.  It is associated especially with the Braj region, 

the place of K¤À¸a’s birth, childhood and youth.  The r¡sa-l¢la is 

performed to make real and present to the spectator the divine love of  

R¡dha and K¤À¸a. The spectator celebrants are intimate community of 

faith.  Its most important factor is the highly charged poetry, vivid with the 

imagery and symbolism of k¤À¸a 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  

V¤nd¡ban’ etc.  The audience sang in response to the s¡dhu’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. R¡sa -l¢la, constructed on 

the central asthetic concept of Hindu dramaturgy namely R¡sa-l¢la. The 

dance probably originated as folk expressions connected with seasonal 
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festivals. It was tailored to a religious use in the 16th century by great 

devotional (bhakti) saints in North India. 

6.9.1.3.  Early Development of R¡sa-l¢la 

     Early r¡sa-l¢la developed in three forms.  They are- 

1. N¤tya (dance-upar£paka) 

2. Song (geyar¡saka) 

3. N¡tyar¡saka 

     The R¡sal¢la song books show that the geyar¡saka were popular all 

over India, but not  performed on stage.  According to Ram Narayan 

Agrawal, ‘where as on the one hand these r¡g 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 

seasonal festivals’.366 

The popularity of this style of singing brought about the 

development of a new performance, combining music or sa´g¢ta and 

recital (kath¡).  This is known as r¡s kath¡. Today some performers 

                                                 
366 Ramn¡rayan Agrawal, Braj ka Ras Rangamanch, National Publication House 

(Unpublished manuscript), P.51.   
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(R¡sdh¡r¢) sing the r¡s-l¢la in the manner of katha or without performing 

troupe367. 

 R¡sa-l¢la 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.  N¡¶ya r¡saka 

      The N¡¶yara¿aka, 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.  

R¡saka N¡¶yar¡saka(One act- bh¡¸a type) 

1. It is n¤tya with a dramatic element 1. N¤tya with a dramatic element  

2. The hero is k¤À¸a always. 2. It has other heroes also. 

 

                                                 
367 Ibid, P.51-52. 
368 Dr. V. Raghavan, á¤´g¡raprak¡¿a, P.563. 
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6.9.3.  R¡saka 

          According to Abhinavagupta’s commentary on the NS there are 

three kinds of r¡saka369 dances. They are- 

1. T¡½ar¡saka 

2. Dan·ar¡saka 

3. Man·ala r¡saka 

6.9.3.1. T¡lar¡saka 

 It is a dance. The t¡la means hand clapping and also rhythm.  It is 

done to the accompaniment of the hands marking the time. 

6.9.3.2. Da¸dar¡saka 

It is also called laku¶ar¡saka.  In it, the performers dance to the 

rhythmic beat of sticks.  Both the da¸da and ½aku¶a means stick, which 

they carry on their hands.370 

                                                 
369 Dr. V. Raghavan , á¤´g¡raprak¡¿a,  P.262 and The Abhinavabharati gives a 

description of R¡saka as “a dance in various t¡½as, which is delicate as well as 
forceful and which is done by various ladies. 

370 In R¡ja¿ekhara’s Karp£ramaµjari, performance of dance with thirty two women is 
described as dan·ar¡saka, a kind of carcari. For details refer Indian Kavya 
Literature Vol. I, P. 152. 
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6.93.3.  Ma¸·alar¡saka  

The term ‘ma¸·ala’ means circle, it is a circular group dance, in 

which both men and women participate.  It become most important in 

dance of the present r¡sa-l¢la. All these three forms of R¡sa-l¢la dance 

may found in the folk dance of Braj area and  other parts of India.  R¡saka 

of the Sanskrit treatises is an early form of the present-day r¡sa-l¢la. This 

dances appear correspond to the Pi¸d¢bandha referred to in NS.371 

6.10. Dramatic Artifices 

        Bharata accepted four vr¶t¢s or artifices.  They are kai¿ik¢, s¡ttvat¢, 

Bh¡rat¢ and Ërbhad¢. 

        Kai¿ik¢ is associated with delightful vivacity and full of charming 

expression of love by  means of songs, dance and conquetry.  According to 

the cononists, v¤tti is used in three other sense- 

1. V¤ttis is the name of the verbal force or ¿abda-¿akti like abhidh¡, 

lakÀa¸a etc. 

2. It is one of the types of the Anupr¡sa ala´k¡ra. 

                                                 
371 NS, Trans. Hindi Madhusudanasastri, IV, 274 & 275, P. 455-456. 
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3. It is the synonymous with grammatical formatives like sam¡sa and 

Taddhita. 

6.11. Metres and Sentiments 

      N¡g°ji Bhatta belives that metres have their own sentiments which 

gives sublimity to the poem. 

Metres Sentiments 

1. PuÀpit¡gr¡, Apav¡rit¡   1. Karu¸a 

2. P¤thv¢, áragdhar¡ 2. á¤¸g¡ra 

3. áikhari¸¢, Mand¡kr¡nt¡ 3. V¢ra 

4. Do·hak¡, To¶ak¡, Narkutak¡ 4. H¡sya 

5.Mand¡kr¡nt¡, PuÀpit¡gr¡, Viyogin¢, 
M¡labh¡ri¸¢ 

5. VipralaÆbha, karu¸a 

6. M¡lin¢, Sikhari¸¢, Prthv¢, Maµju-bh¡Ài¸¢ 6. Sambh°ga á¤´g¡ra 

7. S¤gdhar¡, á¡rd£lavikr¢dita 7.V¢ra,Bhaya´aka, 
Raudra 

8. PraharÀi¸¢,Bhuja´gapray¡t¡, Padmin¢, To¶ak¡ 8. Adbhuta 

9. VaÆsastha, Vasantatilak¡ 9. V¢ra 

 

Dodhak¡ To¶ak¡ and Narku¶ak¡ should be avoided in the karu¸a 

and á¡nta rasa.  Mand¡kr¡nt¡, PuÀpit¡gr¡, Viy°gin¢ and M¡labh¡ri¸¢ these 

metres are very suitable for the description of seasons. DrutavilaÆbita and 
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Hari¸i-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. K¤À¸a 

      The Bengali folk drama called y¡tra372 owes its name to different y¡tra 

festivals held in   honour of K¤À¸a, a member of the Hindu trinity. 

6.12.2. R¡ma 

       R¡ma-l¡la festival of northern India, which is akin to a dramatic 

representation,  celebrated in the honour of R¡ma. 

6.12.3. áiva 

      The member o Hindu trinity, with dance and drama is equally 

manifested from the epithet  of Na¶ar¡ja, the great dancer actor.  The 

                                                 
372 A.B.Keith, The Sanskrit Drama, Mothilal Banarasi Das, Varanasi, P.16.  
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MBH373 mentions Pasupati-sam¡ja festival, held in honour of áiva.  

According to his devotees, dance and drama propitiate áiva 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 Divy¡vad¡na and la½itavistara speaks of             

drama. During the period of Buddha, Bimbisara performed for the Naga 

king. Avad¡na¿ataka describes a drama performed in the sobh¡vati. 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.  Pataµjali’s Work 

References of dramas at the time of Pataµjali has been seen in these  

works. According to him, for an active Sanskrit theatre materials like male 

                                                 
373 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 R¡m¡ya¸a 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  

HarivaÆ¿a, a supplementary portion of MBH. In  the RY  we are told of a 

áail£Àa’s wife an actress, who played various roles. 

6.13.4. ViÀ¸upur¡¸a 

At the horse sacrifice performed by k¤À¸a in Dv¡raka there are 

references of the  dramatic performances for the entertainment of the 

people. 

6.13.5.  K¡mas£tra 

It is a book of V¡tsy¡yana 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 Sr¢harÀa 

According to the account of the Chinese traveler, I-tsing, the royal 

author had a  drama on the B°dhisattva’s self- sacrifice. The drama 

N¡g¡nanda was staged during the Kumbamela festival with music and 

dance.  

6.13.7.  Damodara Gupta 

Damodara gupta, the minister of Jay¡p¢da, at the end of 8th century 

AD, was a great enthusiast of dance and drama.  In the poem Kuttan¢mata, 

he described the enactment in the opening act of classical drama. 

6.13.8. ViÀ¸udharm°ttama Pur¡¸a and M¡h¡bh¡Àya 

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 n¡¶aka ¿¡lai.  In 

Kerala it is called K£ttaÆbalam. 
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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. Vya´gyavy¡khya on Tapat¢samvara¸a and Subhadr¡dhanaµjaya of 

Kula¿ekharavarman. 

2. Nat¡´ku¿a of unknown 

3. BBH of k¡rthikathirunal 

The Vya´gyavy¡khy¡ discusses how the Sanskrit plays should be 

staged.  But in Nat¡´ku¿a  severly criticizes the liberties taken by the 

C¡kyars in their performance of Sanskrit play in  K£¶iy¡¶¶am. 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 N¡¶aka, and its representation is 

N¡¶ya.  It is a composite art of Indian theatre.  It also includes many 

ancient Indian fine arts and crafts.  

            ®úºÉ¦ÉÉ´ÉÉÁÊ¦ÉxÉªÉÉ vÉ¨ÉÔ´ÉÞÊkÉ|É´ÉÞkÉÇªÉ& | 

 ÊºÉnÂùvªÉº´É®úÉºlÉÉiÉÉätÆ MÉÉxÉÆ ®ÆúMÉÆ SÉ ºÉÆOÉ½þ& ||374  

     It means for the successful production of drama, rasa or the pure 

state of joy, bh¡va or  inner states of being, abhinaya two practices of 

performance (dharm¢-s), four styles (v¤tt¢s), four regional variation 

(prav¤tt¢s), vocal and instrumental music svara, g¡na and ¡todya are  

necessary. 

7.1.  Early Performances of Drama 

      The R¡m¡ya¸a (RY) mentions a play house of R¡va¸a’s queen 

Mandodar¢ which describes a queen’s proificency in n¡¶yasa´g¢ta.  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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theatre375. The RY also gives a vivid description of n¡¶ya enactment  

performed by Bharadv¡ja to Bharata and his army in which N¡rada sang, 

Mi¿rakes¢ and  Pundar¢ka, the divine actors danced, the dwarfs and 

comedians made the audience roar with  laughter376. The MBH provides 

many instances of N¡¶ya performance in palaces.  Gods, Kings, Prince and 

Princesses were proficient in the art.  Arjuna, one among the P¡¸·av¡s, 

learnt the art of dance from the court of Indra and taught it  to the princess 

Uttara, daughter of the king Vir¡¶a. Sabh¡parva in the MBH refers the 

plays with h¡sya and l¡sya rasa in the royal courts377. In the  S¡ntiparva of 

MBH, Bh¢Àma 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 

Bimbis¡ra in the honour of two N¡ga chieftains. In Jain work R¡ja-

Prasn¢ya-¡gam¡ describes thirty two kinds of dramas performed before a 

                                                 
375  RY, Shastri Shrinivasa Katti Mudholakara, Vol.III, Parimal Publications, Delhi.  

2.6; 4-5, P..503 
376   Ibid. A.K, 2.91. 44-47 
377 MBH, (Ed.) T.R. Krishnacharya and T.R. Vyasacarya, Vol.II, Sadguru 

Publications, Delhi. Sabhaparva, 2.5.107, P.33, 46 
378  Ibid. á¡ntiparva, Vol.IV,  69, 58. 
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prince named Megha Kumara. Jain Bhagavati- S£tra describes details of 

thirty two n¡¶ya vidai-s performed on the stage. 

7.2.  L¡sy¡´g¡-s 

   Songs and expressive dance with abhinaya- n¡¶ya in Sanskrit plays 

are called L¡sy¡´g¡s. Here l¡sya means dance. So l¡sy¡´ga means the 

ancillaries of dance. They are poetic song compositions for music and 

enacted with n¤tya abhinaya.  L¡sy¡´g¡-s were performed in the sukum¡ra 

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.  L¡sy¡´ga-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 

L¡sy¡´ga-s are mentioned379- 

MÉäªÉ{ÉnÆù ÎºlÉiÉ{ÉÉ`ö¬¨ÉÉºÉÒxÉÆ {ÉÖ¹{ÉMÉÉÎhb÷EòÉ ** 

|ÉSUäônùEòÎºjÉ¨ÉÚfø\SÉ ºÉèxvÉ´ÉÉJªÉÆ Êuù¨ÉÚføEò¨ÉÂ* 

                                                 
379 NS, XX, 133 Dr. M.M.Ghosh suggest that l¡sy¡´ga section in the NS may 

probably have been a later interpolation.  Some manuscript of  NS exclude them. 
But in the view of Tarala Mehta, L¡sy¡¸aga seen as twelve.  Vicitrapada- A song 
by a heroine separated from her beloved before her lover’s portrait. Bh¡vita- 
Heroine expressing her loves after seeing her beloved in dream. Post Bharata 
commentators (DR, SD) give ten type of  L¡sy¡´g¡-s.  
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=kÉ¨ÉÉäkÉ¨ÉEÆò SÉè´É¨ÉÖHò|ÉªÉÖHò¨Éä´É SÉ** 

±ÉÉºªÉä nù¶ÉÊ´ÉvÉÆ ÁäiÉnùRÂóMÉÊxÉnæù¶É±ÉIÉhÉ¨ÉÂ*380 

7.2.1. G®yapad¡ - A song sung in a seated posture, with thousands of 

musical instruments. 

7.2.2. Sthitap¡¶hya- A love-lorn heroine sings a Pr¡k¤t song in a sitting 

position. 

7.2.3. Ës¢na- A dejected song in separation.It is also sung in a as¢na or 

sitting position. 

7.2.4. PuÀpag¡ndhik¡ - A woman taking man’s role for the pleasure of 

her friends sings a simple Sanskrit song and also Dances. 

7.2.5. Pracch®dak¡- It means a forced attachment. It is a taunting song of 

a neglected women. 

7.2.6. Trim£·hak¡- A dance of a female in a male costume and who also 

sings a songs with regular metres and beats. 

7.2.7. Saindhavak¡- Because of forgetting the content, a lover to keep the 

tryst, expressing disappointment, recites a Pr¡k¤t song. 
                                                 
380 NS,  Tran. Eng. Dr. N. P. Unni, XX, V. 127-128P. 566-567. 
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7.2.8. Dvim£·haka- 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 l¡sy¡´g¡-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 K¡Çid¡sa    

K¡Çid¡sa is traditionally associated with Vikram¡ditya. He has 

attained great and lasting  popularity almost every where.  Consequently 

six of his k¡vyas are very popular-   M¡lavik¡gnimitra, RaghuvaÆ¿a, 

Vikramorva¿¢ya, Meghasande¿a, Abhijµ¡na¿¡kunta½a and 

Kum¡rasaÆbhava.  The best representations of the romantic drama of 

India are áakunta½a and  Vikramorva¿¢. 
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7.3.1.1. M¡lavik¡gnimitram 

In MA, the hero and heroine are M¡lavika and Agnimitra.  The 

n¡¶aka contain five  acts.  In act IV M¡lavika 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 V¢rasena of Vidharbha and the release 

of M¡dhavasena. Gifts are sent from the conqured country including two 

girl artists. In act II, there is a dance performance by the heroine with 

proper sauÀ¶hava and posture and her dance composition named catuÀpada 

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 ¿uca and ¿akha method of four fold 

abhinaya to denote the love-lorn state before the union.  Chalita is also 

mentioned in HarivaÆ¿a a supplementary portion of MBH. 

7.3.1.2. Vikramorva¿¢ya 

Vikramorva¿¢ya is based on the very ancient story of Pur£ravas and 

the nymph Urva¿¢,  which is found in one of the ballard, dialogues of the 
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Veda381, in the HarivaÆÀa and in several Pur¡¸¡s.The celestial musicians 

gandharva are the companions of the nymphs. According to S¡garanandin 

and á¡rad¡tanaya K¡Çid¡sa’s dramas are generally  regarded as  musical  

plays,  to¶ak or tro¶ak¡.382 The commentators Ra´gan¡tha and  Konesvara 

and manuscripts call it a musical play, but  other manuscripts call it simply 

a  n¡¶aka.  In some manuscripts, substantical number of dances with songs 

in the IVth 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 n¡¶aka.   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¿¢ya, there is a play in a play called 

Laksmisvayamvara composed  by the Goddess  Sarasvat¢.  It was perhaps 

K¡Çid¡sa’s own skill, who invented this though it has got in to two 

Pur¡¸¡s.  In the supporting scene of Act III we learn from two divine 

                                                 
381 Îgvedasamhita, 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. 

382 Warder A. K., Indian Kavya Literature, Vol. III, Motilal Banarsidas, Delhi, P. 138 
To¶aka, is a kind of na¶¡ka, in which divine and human characters and also music 
with dances and song play a prominent part. 
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dramas students, in which Urva¿¢, acting her part as Lakshmi in 

Sarasvati’s play, and  Pur£ravas as  PuruÀottama or ViÀ¸u. 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 Mah¡raÀtri and ApabhraÆ¿a in act IV.  These lyric 

effects and give the act, the character of a ballet, in which the actor 

Pur£ravas, 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 Laksm¢swayamvara or the choice marriage of Lakshm¢ was 

being produced at the celestial theatre of Indra  - the Indian Jupiter.   

     The principal nymph, Urva¿¢, the role of Lakshmi, the consort of 

ViÀ¸£, 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 (vipralaÆba ¿r´g¡ra) of the hero.  But in the northern 

recension of Vikramorva¿¢ya, in act IV we can set the performance of 
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ek¡h¡rya abhinaya with music and dance by the actor Pur£ravas playing.  

In this revised text, it has thirty two Pr¡k¤t and Apabram¿¡ dhruva songs.  

 These dhruv¡-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 Vikramorva¿¢ya.  This 

suggests that the expressive dance (n¤tya) and stylized abhinaya 

accompanied recitations of the Pr¡k¤t and  ApabhraÆ¿a dhruv¡-s.  The 

dhruv¡s like Pr¡ve¿ik¢ and ¡ksepik¢ are used for stage  directions. 

7.3.1.3.  Abhijµ¡na¿¡kunta½a 

The Abhijµ¡na¿¡kunta½a, ‘Recognition á¡kunta½a’ or token 

á¡kunta½a is K¡½id¡sa’s best play. 

Its lyrics are much more often quoted than the other plays.  Here 

lyricism is carried to an extreme.  The story and plot is interested only in 

highly emotional, preferably pathetic situations or HamÀapadika’s song in 

act V.  In Act III of this play, the heroine is in a love-lorn state or ¡yoga 

¿¤´g¡r¡vastha, writes a love letter .The sthitap¡tÅya variety of l¡sy¡´ga is 
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indicated here where the heroine expresses her feelings through abhinaya 

which  reciting a pr¡k¤t verse in a sitting position. 

7.3.1.4.  R¶usaÆh¡ra 

      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’-  

Svabh¡v°kti can be seen.  The metrical arrangements are those of Sanskrit 

epics-usually VaÆ¿astha for most of the cantos.  And in concluding 

portions, K¡Çid¡sa’s favorite metre M¡lin¢ 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 Meghad£ta the  descriptive element 

is very prominent in this fine poem.  This is true of his ÎtusaÆh¡ra 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.  RaghuvaÆ¿a 

      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 Dil¢pa heard the 

musical sound produced by bamboos, their holes being filled up with 

wind.     

 ºÉ EòÒSÉEèò¨ÉÉÇ¯ûiÉ{ÉÚhÉÇ®úxwÉè& EÚòSÉÎnÂù¦É®úÉ{ÉÉÊnùiÉ´ÉÆ¶ÉEÞòiªÉ¨ÉÂ* 

¶ÉÖ¸ÉÉ´É EÖò\VÉä¹ÉÖ ªÉ¶Éº´É¨ÉÖSSÉè¯ûnÂùMÉÒªÉ¨ÉÉxÉÆ ´ÉxÉnäù´ÉnùÉÊ¦É&**383. 

7.3.1.6 Meghad£ta 

     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 

                                                 
383 Raguhuva¿a,  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-Meghad£ta 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. K¡½id¡sa was the poet of love and of women.  

He has produced a remarkable gallery of portraits of women in love  

M¡lavika, Ir¡vat¢, Dh¡ri¸¢, Indumat¢, S¢ta, Kumudvat¢, Urvas¢, Ausinar¢, 

the YakÀa’s lady, áakunta½a and Um¡. 

7.3.2. Dramas of Sr¢harÀa 

7.3.2.1. Priyadar¿ik¡  

      In this play act III, the heroine sings a song while playing the v¢¸a.  

She sings with  appropriate abhinaya.  This situation of the l¡sy¡´ga is 

named G®yapada. 

7.3.2.2. Ratnavali (RL) 

       Ratn¡vali, 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 Yaughandhar¡ya¸a 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 Dvipad¢ khan·a, which indicate the states of love. The play 

R.L. more or less  opens with an expressive dance n¤tya a combination of 

both of n¤tta and abhinaya.  

7.3.2.3. N¡g¡nanda (ND) 

      In N¡g¡nanda also, the first entry of the heoine, Malayavat¢ is 

presented by a song and  expressive dance situation.  She is sitting on the 

floor, playing a v¢¸a and singing a song in  praise of the  goddess Gaur¢.  

The g®yapada variety of l¡sy¡´ga is indicated.  The Chinese traveller  

I-tsing mentions that he had witnessed a musical version of  N¡g¡nanda 

with dancing, music and action. 

7.3.3. K¡vya of Dam°daragupta 

7.3.3.1. Ku¶¶an¢matam 

      In this k¡vya, 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 kara¸a-s of hands and 

suggesting the arrow by taking the hand gesters like musti ¿ikhara  and 

ka¶ak¡mukha at the back, with the v¢ra (heroic) glance’.  The two maids 

entertain the king with dh¢ra, uddhata and la½ita steps for a long time.385 

7.3.4. Bodh¡yana’s work 

7.3.4.1. Bhagavadajjuk¢ya 

    In Bodh¡yana’s Bhagavadajjuk¢ya, the heroine and her maid sing 

two songs with  appropariate abhinaya in a pleasure garden.  These songs 

and the abhinaya are considered as l¡sy¡´ga (Sthita-p¡¶hya).  In the play a 

love-lorn heroine sings a Pr¡k¤t song.  

7.3.5. Dramas of S£draka 

M¤cchaka¶ikam 

      In S£draka’s MK, act V, the heroine Vasantas®na, an abhis¡rika, 

arriving to visit the hero C¡rudatta in the  company of the gallant Vi¶a.  

There are twenty-four verses in all, describing the rainy season, the clouds, 
                                                 
385 Damodaragupta, Ku¶¶an¢matam 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 Vasantas®na, the heroine and  the Vi¶a.  

Later, C¡rudatta, Vasantas®na’s lover recites eight verses describing the 

rains and the union of love.  These are the sukum¡ra variety of songs and 

dance, the number of verses sung one after another  with appropriate 

abhinaya. 

7.3.5.2. V¢¸¡v¡savadatta 

The V¢¸¡v¡savadatta is a n¡taka of á£draka. It is the title of the 

play like that of the dream  V¡savadatta. In this, the harmonious lesson on 

teaching v¢¸a is prominent. Despite the common subject  matter, 

á£draka’s play is entirely different from  Bhasa.  In this also, Udayana is 

the hero and   plays the leading part.  In Bh¡sa’s play Udayana never 

appears on  stage. V¡savadatta receives her first v¢¸a lesson from 

Udayana.  The V¢¸a conspicuously  appears in the other decisive senses. 

7.3.6. Dramas of Bh¡sa 

7.3.6.1. B¡lacarita (BC) 

     In Bh¡sa’s, two plays, cowherdes are dancing a dance called 

Hall¢¿aka with playing flutes and drums.  ‘All singing together and gaily 
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attired’.  It is a circular dance like k¤À¸a’s rasa with gopis.  According to 

Raghavan they may have formed a part of the later dance tradition under 

the sway of k¤À¸a and his legends. Supersending T¡¸·ava and L¡sya 

associated with áaivism.  In his play B¡lacaritam k¤À¸a himself is a 

dancer.  In Bagh caves (Gupta period, 5th century AD) a fresco painting of 

Hall¢¿aka n¤tta can be found. 

7.3.6.2. Swapnav¡savadatta (SVD) 

         Kandukan¤tta, the dance with a ball was a popular form of dance.  It 

is a group dance, in  women made many patterns.  In dance formation 

(pind¢bantha) called lotus, wavy line, serpentine, a circle or padmabandha, 

gom£trik¡bandha, n¡gabandha, cakrabandha etc.  In  Swapnav¡savadatta, 

act II, princess Padm¡vat¢ enters playing with kanduka for the dance.  

7.3.7. Dramas of Vi¿¡khadatt¡ 

      He had written four dramas based on C¡nakya and Chandragupta 

Maurya, Candra Gupta ll  R¡ma and Udayana.  In these only the first is 

available. 
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7.3.7.1. R¡ghav¡nanda 

      There is very little information about Vi¿akhadatt¡’s R¡ma play.  It 

deals with the main story  ending with the  slaying of R¡va¸a.  Only three 

verse are available. 

1. One given by Bahur£pa mi¿ra 386 

2. Two others given by Bhoja387 he used it by illustrating the two 

characteristics of the k¡vya. 

The second of these is attributed to Vi¿¡khadatta by Sridharadasa 

(Saduktikarn¡m¤ta verse 230). 

  Famous commentators like Abhinavagupta, S¡garanandin, kuntaka 

and Mamma¶a388 all  quote the same famous verse:- 

According to Bhoja and M¡¸ikyacandra on Mamma¶a this verse is 

spoken to R¡va¸a by  KuÆbhakar¸a pointing out R¡ma. That is R¡ma, 

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. 

                                                 
386 DR, I, 18 and 22 verses 
387 á¤´ag¡raprak¡¿a, II, P. Financial assistance of Educative Social Welfare, 533-536. 
388 K¡vyaprak¡¿ 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 S¡la trees with a 

single arrow. 

7.3.7.2. Dev¢chandragupta  

      In this drama Candra is definitely in danger and protects himself by 

feigning madness.  From  the act V,  R¡macandra and Gu¸acandra 

(N¡tyadarpa¸a) quote the songs fo candra’s entrance and exit as he is in 

his feigned  madness on his way to the court of R¡ma 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 pr¡k¤t, 

in the Ërya 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’. Vi¿¡khadatta’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. V¡savadatta 

      His only known work is V¡savadatta.  This work soon become 

classic, recognized by B¡¸a, V¡kpatir¡ja, R¡ja¿ekhara, Ma´kha and other 

leading writers and critics.  Besides all the value of V¡savadatta as a novel 

is small. The heroine of his novel has no resemblance with the  historical 

V¡savadatta, famous in many k¡vyas. 

7.3.9. Dramas of Bhavabhuti 

7.3.9.1. M¡lat¢m¡dhava 

     The commentator Jagaddhara of M¡lat¢m¡dhava, M¡dhava’s entry 

is in dvipadilaya tempo, a slow measure composed of long m¡tra.  

7.3.10. G¢tagovinda    

           Pure lyrics and pure dance is represented or seen in the G¢ta 

Govinda of Jayad®va.  It is  a lyrical drama.  Its date can be assumed as 

12th 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 K¤À¸a for the beautiful cowherds 
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R¡dha, the  estrangement of the lovers and their final reconciliation.  It 

concerns with k¤À¸a and the modern yatras generally represents the sense 

from the life of the deity. 

7.3.11. Drama of S¡garanandin 

7.3.11.1. Na½avijaya 

He refers a Na½avijaya, a n¡¶aka deals with the story of Na½a and 

Damayanti.  According to Bahur£pami¿ra, which has eight acts.  It 

illustrates the point that dramatic convention  excluded  showing of the 

hero losing his kingdom. Besides the musical plays to¶ak¡ and light plays 

or n¡¶ika, little play, there were ancient l¡sya dances, ballets, r¡sakas (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 

                                                 
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  Îgveda, which contains dialogues, such as Sarama 

and Panis, Yama and Yam¢, Pur£ravas and Urva¿¢ 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 Îgvedic hymns  were sung and to mark the difference in 

song and spoken parts the dramatic arts had its birth. 

7.5.2. Mah¡bhaÀya (MB) 

The earliest references of the acted drama are to be found in the 

MB.  It mentions the representation of the KaÆsavadha, the ‘slaying of 

kaÆsa’ and the B¡l¢bandha or ‘Binding of B¡li’, episodes in the history of 

k¤À¸a. In MB, he records the wives of the actors playing roles as actresses 

enter upon the stage.  

7.5.3. Tradition 

Tradition makes k¤À¸a and his cowherdesses the starting point of 

the sa´g¢ta, 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  ViÀ¸u-

k¤À¸a. 

7.6. Books on N¡¶ya Literature 

          There are many books in which the n¡¶ya is described. The earliest 

discussion on n¡¶ya is seen in the NS. The references of other treatise are 

discussed here. 

7.6.1. B¡lar¡mabharatam 

It is a treatise mainly dealing with ¡ngik¡bhinaya and primarily 

based on Bharata’s NS and SR of á¡r´gadeva.The BBH deals with the 

general survey of the N¡¶ya literature in Sanskrit. It  is a treatise  of 

K¡rthika thirunal, which discusses the theories and techniques390 of Indian 

classical dance and drama in accordance with  Bharata’s  NS.  In the 

concluding chapter, N¡¶ya is  mentioned in several places among the 

viniy°gas related to kathakali.  Besides this he mentions various De¿i 

dance forms like Mohin¢na¶ana, Peran¢, NiÀ¡dana¶ana, K¡l¢gitana¶ana etc.  

Along with the classical k£¶iy¡¶¶am, these folk dances are very much 

instrumental in the development of kathakali. 
                                                 
390 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 Îgveda 

        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 Îgveda in 

language and matter.  The Îgvedic 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 Îgveda 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 Îgveda are almost entirely personifications 

of natural phenomena, such as sun, Dawn, fire, wind etc. UÀas, 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 S¡maveda 

      The S¡maveda is closely related with the Îgveda.  The S¡maveda 

is only a book of words  employed by the special  class of udgat¤ priests at 
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the s¡ma sacrifice.  Its stanzas assume their proper character of musical 

s¡mans in the  various song-books called g¡n¡-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 

S¡ma verses could be sung to many melodies. It consists of 1549 stanzas 

distributed in two books called ¡rcik¡s or  collection of Îg verses. There 

are two schools of the S¡maveda which are known as the kauthumas and 

the R¡¸¡yaniyas.  Of the four Vedas, the Îg, S¡ma 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 B¡¸a refers to the Epic recitation, queen Vil¡savat¢ is 

described as having heard the recitation of the MBH. 391 Keith mentions 

KÀemendra as demonstrating with his contemporaries for eagerly listening 

                                                 
391 B¡¸a, KadaÆbari, 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 

recitation392.     The reciters in villages of Bengal dividing themselves as 

P¡¶hakas (called kathakas in Bengal) and Dh¡rakas repeat and expound 

portions, with embellishments as songs and music from the Epic. The RY 

itself records V¡lm¢ki teaching it to Ku¿¡ and Lava who recited it before 

R¡ma393.  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 texts394. 

7.7. N¡¶ya-An Integal Part-Early Discussions 

7.7.1. N¡tya¿¡stra 

     Even from the early times the two aspects of N¡¶ya, N¤tta and 

Abhinaya, were regarded as an integral parts of n¡¶ya in the NS.  In this 

Bharata discusses abhinaya as an aspect of N¡¶ya 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. 

                                                 
392 A. B.Keith, The Sanskrit Drama,  p .30. 
393RY, Ram narayanlal Alhabad, 1927,1. 4. 26.  
394 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 

themselves395  The dramatic speculations such as dance and dialogue and 

music and drumming were developed to the Vedic period itself.  The 

dialogues such as Yama-Yam¢, Sarama- Pa¸is etc. are seen in the Îgveda.  

In the Îgveda, rituals of Mah¡vrata 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 

á¡tapathabr¡hma¸a refers to the uttaramandra  tune of the v¢¸a or  lute. 

The Aitarey¡ra¸yaka speaks several parts.  AB keith396 and P.V kane397 

state that the early period of Vedic literature  is known from dramatic 

spectacles of the religious character.  According to Bharata, P¡¶hya, G¢ta, 

Abhinaya and rasa were taken the Îgveda, S¡maveda, Yajurveda and 

Atharvaveda respectively.   

                                                 
395 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  

396 Dr. keith , The  Sanskrit Drama, P.P. 13 - 27  
397 P.V.Kane, The History of Sanskrit Poetics, Motilal Banrasidas, Delhi, P.P 327 -

331 
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7.7.3. P¡¸ini (AÀt¡dhy¡yi) 

      The earlist reference of n¡tya is be found in P¡¸ini.  He mentions 

the Na¶as£tra of áil¡lin  and K¤¿¡¿va. There are also certain treatise like 

Ëdhibharata, Brahmabharata, Sad¡¿ivabharata  and V¤·habharata.398 We 

get more books on n¡¶ya, but the NS of Bharatamumi is the earliest  

treatise on Indian theatrical science that come down  to us. 

                                                 
398 Dr. v  Raghavan , The Number of Rasas, P. 5 



 224

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.  K¡½id¡sa, the poet and 

dramatist, is considered as the Indian  Shakespeare. So that his drama has 

so many peculiarities with him. Bh¡sa, 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’.399 

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 

                                                 
399  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’400.  

That art of puppet-play may have an Indian origin as references to it are  

found in the MBH and Kath¡sarits¡gara as keith says401 in the 

B¡lar¡m¡ya¸a also to be seen.  Pischel laid emphasis on the shadow play 

of Pro.Luder’s, as an essential development of  Sanskrit drama. The word 

R£paka 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’ 

(Putr¢ka, putta½ika, duhitr¡ka).  The popularity of puppets is indicated  by 

the erotic game known as the imitation of puppets, where the  word for 

puppet (Paµcali),  that the home of the puppet-play in India the P¡µc¡la 

country402. 

                                                 
400  A.B. Keith, The Sanskrit drama,  P.52 
401  Ibid, P.4 
402  Hariram Misra, Theory of Rasa in Sanskrit Drama with a Comparative Study of 

General Dramatic Literature, P.80. 
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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 

xÉä{ÉlªÉÉÊ¦É¨ÉÖJÉ¨É´É±ÉÉäCªÉ 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 Vid£Àaka appears in the major types of drama especially in the 

n¡¶aka and prakara¸a.   In English the fool appears both in tragedy 

and comedy. 
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6. M¡lat¢ and Juliet are the passionate love with M¡dhava 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. 

2. The lives of all Strata of society supplied the subject inverse which 

were dealt with the different types of drama. 

3. There is no historical evolution as in the English system where the 

subject matters for plot came from the changing circumstances and 

society. 

4. In both the desire of the spectators were fulfilled through exciting 

their latent emotions which cultivated in to the pleasurable expenses 

that is rasa. 

5. In Sanskrit drama, the four kinds of abhinaya has been used but in 

English system the ¡´gika and v¡cika 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 N¡¶aka, which is also based on stories 

taken from the two great Epics and the Pur¡¸a. 

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 (Vid£Àaka) 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.  
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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.  Their Sanskrit 

names all suÀira, at¡ta vit¡ta, at¡ta-vit¡ta and Ghana. 

4. The following names of gestures and dance movements are 

comparable with the NS. 

Siam N¡¶ya¿¡stra 

a.   Le cygne que marche a.   hamsagati 

b.   Elephants qui croisent burs defense b.   gaja-vikrama 

c.    Dance de ta kinnari c.   kinnar¢c¡ri 

d.   Boutons de lotus d.   padmak°¿a 

e.    Lotus epanoue e.   Phulla-kamala 

f.    Lotus que se deploric f.    kamala-vik¡sa 

g.    Laraignee quitisse sa toile f.    £¤¸an¡bhagati 
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The following musical terms are similar with Indian music-   

8.4.3.1.  Musical Forms 

Siam Music Indian Music 

Lente Vilambit¡ 

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 N¡¶ya. 
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8.4.5.  Korea      

In 7th 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 nÖù:JÉ{ÉªÉÇ´ÉºÉÉÊªÉ, comic is 

ºÉÖJÉ{ÉªÉÇ´ÉºÉÉÊªÉ.  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.403 According to him comedy 

as  (Thorndike).      ‘Comedy is still more dependent on the stage for the 

essentials of its form and the very purpose of its being.’404   ‘It is a form 

of literature, determined by the requirements of the stage, and its aim is in 

unison with the main  purpose of the modern theatres.’405 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 

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

General Dramatic Literature, P.583 
404 Ibid. 
405 Ibid. 
406For details Refer Aristotle’s Theory of poetry and fine arts with a critical text; 

Butcher, Translation of the poetics, Dover Publication, 1927. 
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these emotions.’407 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 

n¡¶ya.  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  
408 M. Christopher Byrski, Mythology of the Analysis of Sanskrit Drama,  Bharatiya 

Vidyabhavan, Varansi, P.1. 
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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 áiva and  
P¡rvati through religious training 

2.  The dances are practiced in 
the Royal palaces. 

2.  In NS also dance are practiced in 
Royal palaces.  They  are aµjali, 
pat¡ka, ardhacandra, muÀ¶i, bhramara, 
ar¡½a, candrakala and kampit¡ 

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 

year’s day.   
1.  Indra-dvaja festivals (in ancient 

Sanskrit literature). 
2. Dances are played in honour of 

Rain God 
2.  Dance and songs are played in 

honour  for the Rain God 
Eg.Kajari 

3. Played in royal palaces 3.  It is played in the royal palace. 
4. 4.  Ancient Indian fairy tales are also 

made on the basis of Plays. 
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      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  Na¶ima. 

2. These using makes of varying character and practiced by the 

Sinhalese. Eg Kolam  Na¶ima, Yakun Na¶ima and Gara Yakum 

Na¶ima. 

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 na¶ima, which is derived from the root na¶ as 

the word n¡¶ya (dance drama).  The word kolam-na¶ima is related with 

Bharatavakya of Sanskrit plays. 
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8.8.3.  Sinhalese Dance and Indian Mythology 

      The connection of R¡hu yaka with the demon R¡hu of Indian 

mythology.  The Sinhalese ceremonial dances are connected with the 

ancestor-worship, seems to have the dance and music prescribed in the 

K¡ty¡yana¿rautas£tra (21.3.11) as a part of the Pit¤medha 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 áiva, Durg¡, Ca¸·¢. 

8.9.  Pur¡¸ic Characters Related with Dance and Music 

      We have so many Pur¡¸ic 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 Pura¸a.  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 k£¶iya¶¶am, or k£ttu especially Mattavil¡sam, 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 á¡kuntala-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, i. e. Bharata. It is not accidental that literature in 

Sanskrit has been enriched by several treatises on music and musicology. 

In NS, drama is mentioned as visual poetry-d¤¿ya k¡vya. 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 n¤tta, n¡tya or abhinaya, they become popular, enjoyable to 

all. 

In the opening parts of dramas of Bh¡sa and k¡½id¡sa, 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 Bh¡sa 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 r¡gas were used instead of 

Sanskrit ¿l°kas.  

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 

K¡½id¡sa and Bh¡sa-dialogues convey not only the emotions of the 

characters, but also the atmosphere of the story, time and background. The 

atmosphere of the Ka¸v¡¿rama in á¡kunta½am and Lanka and seashore in 

AbhiÀekan¡¶ aka are examples.  

Later on another visual drama named ‘Chavittu n¡¶aka’ 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 (g¢ta, v¡dya & n¤tta) 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 

‘taury¡trika’ is lost. Even though Sanskrit is a simple language, common 

people found it difficult to understand. Lack of efficient artists was 

another reason. 

K£¶iy¡¶¶am 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 

is given to some particular areas of drama. The tendency of the people 

belonging to this community-Ch¡ky¡r to deviate from K£¶iya¶¶am 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 n¤tta, v¡dya and g¢ta. But today 

this practice is unfortunately, not even heard of. Whether there was a 

practice of songs in dramas-dhruv¡-g¢t¢-s on stage is a matter of 

discussion. There were five types dhruv¡ g¡nas or gitis as per Bharata’s 

NS. From that we can assume that dhruv¡ g¢t¢-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 

dhruv¡-g¢t¢-s through appreciation. Whatever that is let us conclude that 

there existed dhruv¡-g¢t¢-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-‘xÉÉ]õEòÉxiÉÆ EòÊ´Éi´ÉÆ’ 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: 

• Music being an integral part of Sanskrit drama, its employment in it 

is 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 taury¡trika. 

• Bharata allots a separate chapter, that is, chapter thirtytwo, for the 

treatment of dhruv¡ g¢t¢-s in Sanskrit drama. An analysis of which 

is taken up in the dissertation. 

• Bharata discusses the particular sequences when dhruv¡ g¢t¢-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 kr¢·an¢yaka- 

näù´ÉÉxÉÉÊ¨Énù¨ÉÉ¨ÉxÉÎxiÉ ¨ÉÖxÉªÉ : EòÉxiÉÆ SÉÉIÉÖ¹É¨ÉÂ 

¯ûpäùhÉänù¨ÉÖ¨ÉÉEÞòiÉ´ªÉÊiÉEò®äú º´ÉÉRÂóMÉä Ê´É¦ÉHÆò ÊuùvÉÉ * 

jÉèMÉÖhªÉänÂù¦É´É¨ÉjÉ ±ÉÉäEòSÉÊ®úiÉÆ xÉÉxÉÉ®úºÉÆ où¶ªÉiÉä  

xÉÉ]õ¬Æ Ê¦ÉzÉ¯ûSÉäVÉÇxÉºªÉ ¤É½ÖþvÉÉ{ªÉäEÆò ºÉ¨ÉÉ®úÉvÉxÉÆ **409 

But the elaborate treatment of Sanskrit drama in NS and other 

important dramaturgical text underlins the fact that the drama, as tragedy 

                                                 
409 MA,  I, 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 K¡½id¡sa. The dramatic irony of 

Hamsapadika’s song in the beginning of the fifth act of AS, the 

song that M¡lavika enacts in the first act of MA and the whole of 

the fourth act of VV  wherein the hero Pur£ravas 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 dhruv¡ g¢t¢-s is attempted in the 

thesis. The dramatic significance of the dhruv¡ g¢t¢-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 dhruv¡ g¢t¢-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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