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Chapter I - Introduction

I.1 What is Sociolinguistics?

Sociolinguistics, is the study of the sociological aspects of language. It attempts to separate
linguistic features that are used in particular situations and that mark the various social
relationships among the participants and the significant elements of the situation.
This discipline concerns itself with the part language plays in maintaining the social roles

in a community.

Languages do not develop in emptiness in any society. Languages are shaped, developed
and used by the people, by the society as a whole. Sociolinguistics is a branch of linguistics
that works on the social aspects of the languages. It studies about language dialects. In
these studies, different ways of using the language are vital. The views of many individuals
about using the particular dialect or language suggest about their thoughts, ideas and social
behaviour significantly.! It also gives idea about the class differences in the particular
society. The styles of writing also vary amongst the groups based on the economic status,

education, age, gender, etc.

In another studies one can see the impact of geographical barriers such as people from
mountain range or a desert, or a river, use different words and phrases. The procedure of
a language varies from place to place and it also varies between social classes. Such studies
observe differences in the usage reflect differences in the beliefs of the people and likewise
reflect socioeconomic classes. It is known as sociolects that sociolinguistics studies.
Sociolinguistics can be studied in various ways such as interviews with speakers of a
particular language, matched-guise tests, and observations or studies related to dialects and

speaking.

L "Sociolinguistics | Linguistic Society of America”. www.linguisticsociety.org

1



https://www.britannica.com/topic/language
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This branch of research also tries to discover the mutual relationship between language and
culture of a society. These relations are reveled in information from various grammatical,

literary, and literature texts.

There are many socio-historical situations in various parts as Caribbean, Africa, South
America, Asia, and the Pacific Islands. These have resulted in the specialized language
situations. It is possible to observe how speakers of various languages in the world, use
each language and how they switch between them. It provides the details of a particular

language and also the social and linguistic details.

1.1.1 Early stages

The social facets of language in the modern way were first studied about Indian and
Japanese linguistics in the 1930s. (for details see the Appendix ‘Sociolinguistics research
in India and Japan’)

Louis Gauchat also studied them in Switzerland in the early 1900s. Not plentiful was
received in the West until much later. The first confirmed use of this term was by Thomas
Callan Hodson in the title of his 1939 article "Sociolinguistics in India" published in Man

in India.

Sociolinguists attempt to separate linguistic features used in the particular situations. It is
the social relationships among the participants and the significant elements of the situation.
It searches with people and texts, for the influences on the choice of sounds, grammatical
elements, and vocabulary. It includes factors as age, sex, education, occupation, race, and
peer-group identification etc. It is really challenging to distinguish between linguistics and
sociolinguistics as well between sociolinguistics and sociology. Sociolinguistics has
become an increasingly important and common field of study, as certain cultures around
the globe. It expands their communication and intergroup and interpersonal relations on

escalating significance.

It is often suggested that there is a clash between the sociolinguistic and the
psycholinguistic approach to the study of language, and it is certainly the case that two

distinct points of view are discernible in the literature at the present time. Socio-



anthropology is another field of work that has similarities between socio-linguistic

research.

1.1.2 Western contributions

The study of sociolinguistics in the Western countries was pioneered by linguists such
as William Labov, a Harvard and Columbia University graduate. His focus is on the
quantitative analysis of variation and change within languages, making sociolinguistics a
scientific discipline. Basil Bernstein in the United Kingdom. William Stewart penned “A
Sociolinguistic Typology for Describing National Multilingualism” in 1968. The
elementary concepts for the sociolinguistic theory of pluricentric languages was introduced
by Heinz Kloss. It describes how standard language varieties differ between the nations.
Dell Hymes is one of the founders of linguistic anthropology. He is attributed with
developing an ethnography-based sociolinguistics. His focus on ethnography
and communicative competence contributed to analyze speech events in their cultural

context.” 2

William Labov mainly focuses on linguistic identities of people and society, to be regarded
as stable, known as the social linguistic. He and his followers consider 'act of Identity' as
constructed at least partly through language and they emerge in their interactions. This term
goes back to the work of Robert LePage in 1985. This work questions the value of
analytical concepts such as language or dialect, and it promotes a fundamentally

individualistic and speaker centre social linguistics.

1.2 Sanskrit rhetoric

Sanskrit poetics was always a subject of my interest. | loved to apprehend the various
theories and terminologies given by the Sanskrit poetics writers of the ages. The texts on
poetics in Sanskrit has a very long tradition in India. The first book of its kind is
Natayasastra by well-known dramatist Bharata. His date is about 2 BCE. Then there is a

series of texts on poetics till almost 17" century. It is a long period when writers of poetics

2
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were writing about poetry, its key essentials and language. These texts basically were
looking for the beauty elements in a literature. What makes literature charming? Words are
basis for the poetry or any piece of literature. They do give their observations and opinions
about various languages and linguistic approaches while speaking about the core essentials
of the poetry. The earliest literary discussions focused on the differences between
aesthetic and merely ornamental aspects of poetry. It included the definition of kavya,
types of kavya, the virtues and defects of kavya, different meters and alankara in poetry
etc. In these books we also find provide information about the languages spoken into
various parts of India, the people who spoke them, the status of a particular language in
that society, various ideas about the prominence and expressions based on languages etc.

Let me tell the brief outline of texts, their writers and doctrines of Sanskrit poetics, which

is the basis of this work.

1.2.1 Bharata and doctrine of rasa

Bharata wrote the Natyasastra describing all aspects of drama and other arts. It is the oldest
surviving ancient Indian work on performance of arts. Its first complete compilation is
dated to between 200 BCE and 200 CE, (Lidova,2014; 7). but estimates vary between 500
BCE and 500 CE. (Wallace Dace, 1963;250) It has 36 chapters with a total of 6000 poetic
verses describing various Indian performance arts. The subjects covered include structure
of a play, dramatic composition, genres of acting, body movements, dance, make up and
costumes, goals of an art director, the musical scales, musical instruments and the
integration of music with art performance and so on. It has influenced dance, music and
literary traditions in India. The text asks and understands the goals of performing arts, the
nature of the playwright, the intimate relationship of artists and the spectators during the

performance.

Bharata’s key contribution to Sanskrit poetics is rasasitra. The concept of Rasa explained
in this text became foundation for further texts on poetics. The Rasa theory has attracted
scholarly interest in dramatic studies and into developing texts and performances also

outside the Indian culture. It is accepted as a formula for explaining the aesthetic experience
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of arts. A desired effect of performance arts is to transport the audience into another,
parallel reality, where they experience the essence of their personal consciousness, and
reflect on spiritual and moral questions. Its most complete elucidation in drama and other
performances is found in the works of the philosopher Abhinavagupta (c.1000 CE),
demonstrating the persistence of an aesthetic tradition of ancient India. It mentions eight
primary rasa. They are Sragara (gm) Romance, Hasyam (z/) Laughter, Raudra (¥=)
Fury. Karunrya (s/wa) Compassion, Bibhatsa (sfwew) Disgust, Bhayanaka (wa==): Horror,
Vira (d): Heroism, and Adbhutam (srgd) amazement. Santa functions as an equal member
of the set of rasas. Bharata gives this concept of rasa for drama but gradually it was applied
to all the works of art. Later rhetodians as Bhatta Tota, Bhatta Nayaka, Bhatta Sannkuka,
Bhatta Lollta accepted and added to the rasasiitra. Abhinavaguta finds rasa as a soul of

poetry. It became most recognized doctrine on the aesthetics.

1.2.2 Bhamaha

Bhamaha wrote Kavyalankara which is divided into six chapters. Bhamaha seems to have
had a significant reputation as a grammarian. Bronner (2012;110) says
“The Kavyalamkara has, however, been widely recognized as similar to and in many ways
in disagreement with the Kavyadarsa by Dandin. Although modern scholars have debated
which scholar was borrowing from which, or who was responding to whom, recent work
suggests that Bhamaha was the earlier scholar, and that Dandin was responding to him.
This would place Bhamaha no later than the early 600s.” Bhamaha states that Kavya

comprises of words and their meanings — erseraff afgdt srea# | He speaks about guras and

types of dosas of poems, the necessity of the grammatical accuracy and alarmkaras. He

establishes poetic figure oralankaraas foremost element ina poetry saying &

Fleanty 8y fasnfa afrae=#1) The beautiful face of the wife does not shine with radiance

without proper ornaments.

1.2.3 Dandin

Dandin (7th-8th century) was also an Indian Sanskrit grammarian. His three books are

available to us namely Kavyadarsa, Dasakumaracarita and Avantisundrikatha. The first
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book is about poetics, and the remaining two are prose-poetry. He is known for his prose
with complex sentences and creation of long compound words in his Dasakumaracarita.
The Kavyadarsa is the earliest surviving systematic treatment of poetics in
Sanskrit. In Kavyadarsa, he states that a poem's beauty derives from its use of thirty-six
rhetorical devices. Dandin’s career took place around 680-720 CE under the king

Narasimhavarman Il who was a king of Pallava kingdom.

This text to some extent a promoter of the riti school of poetics and also of the
Alarmkara school. Dandin has written in flowing and pleasant style. P. V. Kane(1998:132)
states that Dandin preceeded Bhamaha, with many proofs.

1.2.4 Udbhata

Udbhata was the pandit of the Kasamiri king Jayapida. His time is the first half of the ninth
century. He wrote commentary on text of Bhamaha. His three books are famous -
Kavyalankarsarasangraha, Bhamahavivarana and Kumarasambhava. Out of these, only the
first book is available. Udbhata was follower of alarhkara School. He gives characteristics
and examples of alamkara in six chapters. Examples of some alarhkara have also been
taken from his own poetry. He differs from Bhamaha and Dandin in defining certain
alarikaras having rasa. He believes that Santa rasa could be developed possibly through

action on the stage.

1.2.5 Vamana and doctrine of Riti

Vamana was also a court scholar of Kashmiri king Jayapida. His time was around 800
AD. His famous book is Kavyalankarasutravritti. There are five chapters in the
book. Vamana, the protagonist of riti school gives us a systematic theory of poetics in his
text called Kavyalankarasttravrtti. He conferred the highest place for riti or the style of

composition as the soul of poetry. YfATcAT HETET | To him Riti is a beautiful

collocation endowed with excellences — “fafarser getmer {fF:” “fagdwr I[UTICAT".

Vamana expanded on the concept of guras earlier dealt by Dandin. He modified their
names and increased the number to twenty. He created two sets of the same ten gunas as

shabda guna and artha guna. Kavyalankarasutravrtti is divided into five chapters. Vamana
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treats alankara as a subsidiary significance. Riti school of Vamana unfortunately did not
have much followers as Rasa and Dhvani schools. But Vamana was the capable writer to

formulate a definite theory of riti to determine the soul of poetry very strongly.

1.2.6 Rudrata

Rudrata, the author of Kavyalankara is the final representative of alarnkara School.

His life time is considered to be the beginning of the ninth century. The book has 16
chapters. In eight chapters, alamkara have been discussed and in the remaining chapters,
there is a description of poetry form, poetry difference, ritual, defect, rasa and difference
in hero and heroine. Although Rudrata is the from alarnkara school we find after Bharata
systematic and independent formulation of Rasa is given in his book. He says that poetry

must be endowed with rasa but his emphasis lies on alarmkara.

1.2.7 Anandvardhana and doctrine of Dhvani

He is known for his book named Dhvanyaloka. Anandvardhan was the councilor of King
Avantivarma of Kashmir. His life span is the middle of the 9th century. There are two
main parts of the book - Karika and Vrtti. There is a difference of opinion among the
scholars whether the writer of these two parts is one person or two. Most of the scholars

consider Anandvardhana as the doer of both the parts.

He believes that dhvani which means sound is the soul or essence of poetry. This doctrine
influenced the later poetics very prominently. He refers to the different views on dhvani
and then he states that there are two senses in the poetry. One is expressed known as vacya
and other is implied known as pratiyamana. Pratiyamana is like a personal charm in the
case of the beautiful lady. It is principle in poetry while vyangya sense is most prominent
in a best poetry called dhvanikavya. P.V. Kane writes that "the Dhvanyaloka is an epoch-
making work in the history of Alankara literature. It occupies the same position in poetics
as Panini's Astadhyayl in grammar and Sankaracarya's commentary on Vedanta".
(1998:187) The commentary on this text by Abhinavagupta named Locana is highly

praised.



1.2.8 Rajasekhara

Rajasekhara was a resident of Vidarbha (Berar) and was the Rajaguru of Mahendrapala
and Mabhipala of Kannauj. His life time has been considered as the first half of the tenth
century. He was proficient in Sanskrit and many dialects of Prakrit. His book is called
Kavyamimansa, which is divided into eighteen chapters. But only one part of it has been
received named Kavirahsya. VVarious chapters in the book describe various rare topics such
as the daily routine of the poet, the systematic consistency for a poet and king should

examine poets, information on countries, women can be poet, amongst other topics.

1.2.9 Abhinavagupta

Abhinavagupta lived in the end of the tenth century and the beginning of the eleventh
century. He had equal authority over poetry as well as philosophy. He took the poetic
interpretation to a very high level. His commentaries named 'Dhvanyalokalocana’ on

Dhvanyaloka and 'Abhinavbharatt’ on Natyasastra are highly praised by scholars.

1.2.10 Kuntaka and doctrine of VVakrokti

Kuntaka's time is considered to be the end of the tenth century and the beginning of the
eleventh century. He wrote the book named Vakroktijivita. He re-energized the concept of
Vakrokti giving it a new twist and a new meaning. He did not approve the dhvani doctrine

committedly. He defines Kavya as follows

ereerelfl afgdl aeiaeararanteLT|
oY SHATEYdl HIed defdelediehRioT| | (Fhiedsiiadas-2.)

Words and meaning, are the objects to be decorated and vakrokti is the adornment. He has
described many types of vakrata or adornment. He has included gunas and types of dhvani
under them.

Mahimabhatta criticises Kuntaka strongly. He states that vakrokti is mainly inference. It is
just a new name as he provides the same examples which were given by Anandavardhana

for Dhvani. Bhojaraja says that literature has three divisions. They are svabhavokti,



vakrokti and rasokti. Rudrata classifies vakrokti as Slesavakroti and Kakuvakroti and

placed them under alarmkara.

1.2.11 Ksemendra and doctrine of Aucitya

Ksemendra was a resident of Kashmir and lived during the reign of King Ananta and later
King Kalasa. They existed in the second half of the 11th century. He was the son of
Prakasendra and the student of Abhinavagupta. Books to his credit are -
Auchityavichaaracharcha, Suvrattatilaka and Kavikanthabharana. Keeping justification in
the first book, he has determined the form of different parts of speech - sentence, quality,
juice, action, verb, gender, prefix, country, nature etc. In the second book there is an
instruction for the justification of the verses. The third book is related to poet-
education. There are 5 treaties (sections) in this book. In these, there is an explanation of
the methods of attaining poetry, the difference between poets, the merits and demerits of

poetry.

According to K$emendra, auchitya is the soul (jivita) of rasa. If rasa is to be essence of a
Kavya, auchitya is the heart of Rasa. He says that alarhkara, guna, dosa, etc., all are
pointless without auchitya. He has mentioned 27 types of auchitya. It indicates what is
appropriate and what is not appropriate. But this is very subjective matter.

Anandavardhana has employed the term anauchitya on more than one occasion. He says
auchitya decides the type of sanghatana in a Kavya. He also says that anauchitya is the
greatest interruption for the relishment of rasa. Kuntaka considers auchitya as a guna while

Mahimabhatta says anauchitya is of two kinds - Antaranga and bahiranga.

1.2.12 Bhojaraja

Bhojaraja was the king of Dhara. His life span is the first half of the 11th century. Apart
from being a patron of poets, Bhoj himself was also a profound critic and poet. His two
books related to poetry are Saraswatikanthabharana and Sringaraprakasa. There are five
sections in the first book. In these, there is a detailed and comprehensive explanation of

defects, qualities, ornaments and rasa.



1.2.13 Mammata

Mammata is considered as a resident of Kashmir. His lifetime is the latter half of the 11th
century. His fame is due to his work named Kavyaprakasa. It is traditionally appreciated
as an akara-grantha of the poetics. The Kavyaprakasa represents the complete philosophy
of poetics, that has also two major branches, Rhetoric and Aesthetics.

The work is divided into ten chapters and comprises of three parts karika, vrtti and
examples. It defines purpose of poetry, definition of poetry, the subdivisions of poems into

Uttama, madhyama and adhama. They are based on principle of dhvani.

This monumental work had earned so vast a popularity that one may find a commentary

on it in each and every house of Indian scholars.

1.2.14 Saradatanaya

The Bhavaprakasana is a dramaturgical work composed in Sanskrit in 13" century. It is a
work on a work on Rasa and Dramaturgy which produces a synthetic overview of the
tradition of dramaturgy. This text became the standard point of reference for many
subsequent authors writing in the south. The Bhavaprakasana is important as supplying
valuable data regarding the views and opinions held by the predecessors. it mentions a
large number of excellent dramas and poems composed by eminent writers. Saradatanaya
seeks to steer a course between the modern glamor of the innovative poetics associated
with Kashmir thinkers and the priorities of a tacit local theory of aesthetics. Saradatanaya
was well versed in the sciences as traditional theatre, including Music, Iasya, tandva, Rasa,
and the different kinds of Rupaka, etc. Saradatanaya must have composed a second work

entitled the Saradiya which, as he informs was related to Music.

1.2.15 Viwanatha

Vishwanatha was probably a resident of Odisha. His time is the first half of the 14th

century. He was the son of Chandrasekhara. He is known for his book
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named Sahityadarpana. Vishwanatha, after a refutation of the poetic characteristics of

Mammata, Anandvardhana, Kuntaka, Bhojraj etc., has determined the rasa as the soul of

poetry. His theory is arsd IaTcAs® @reda| He has strongly denied Mammata’s poetry, but

still he is indebted to Mammata for most of the content of his book. His style is simple and

elegant and his expressions are also clear. However, he lacks originality.

1.2.16 Jagannatha

Jagannatha's youth was spent in the court of Sahajahana, the famous ruler of
Delhi. Sahajahana had adorned him with the title of 'Panditraja’. Therefore, his time is the
middle of the 17th century.A composition named Gangalahari" is of 52 Sanskrit Slokas by
Jagannath Pandit has historic importance.  His famous composition Rasagangadhara is
incomplete. Jagannatha's poetry is mostly complete and comprehensible. He has accepted
four differences of poetry - Uttamottama, Uttama, Madhyama and Adhama. This is the
first Acharya who has accepted the religion of word, meaning and creation equally in
addition to taste, and not in secondary form. Jagannatha's gifted language-style, mature
thought-power and his unique ability to refute made his text important for poetics. He is

considered as an adult and accomplished acarya.

This is not the complete list of the texts on poetics in Sanskrit. There are some other texts
on poetics but | find the above texts on Sanskrit poetics very useful for my topic of research
work. These texts discuss various socio-political-geographical and linguistic terms. Before
moving ahead, let us see what is sociolinguistic method of research, which is another vital

aspect of this research.

1.3 Sanskrit poetic texts and socio-linguistics aspects

Since ancient times India is a country of multiple languages. There are many factors which
influence the structure and expression of the various languages. Languages are formed and
shaped by many social, political, economic and cultural reasons. Even various religious
believes influence socio-linguistic attitudes of the society. One can find variation in
lexicon, morphology or syntax of the language depending on the socio-political, economic

and cultural influences. These changes indicate the language attitudes of a community.
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Over the year’s people change their views about social distinctions which is reflected in
the language of that time. The poetics is an outcome of the same society. It is closely related
with languages. Not only languages but the terms of poetics also evolve with time as
societal needs and scenario changes.

It requires careful examination of the socio-linguistic attitudes involved in India’s
complicated linguistic makeup, past and present. There are many scholars who have
worked in the socio-linguistic area. Jules Bloch presented a picture of the development of
Indo-Aryan languages from Vedic to modern time. Franklin C. Southworth, Charles
Ferguson and others have worked on the problems of bilingualism diversity of languages
in India as a multilingual nation. But unfortunately, not much has been done on the texts

of Sanskrit poetics from the perspective of socio-linguistic influences.

I.4 Research work presented for this thesis

In this research work, I am trying to revel the relation of Sanskrit poetic texts with socio-
linguistic stimuluses. This aspect has various angles and there is a vast scope for this
research work. It would be a long-term commitment to work on this vast topic. There are
many new terminologies used for the first time by Sanskrit texts of poetics. They have been
discussed at length by many of them. But some of the terms are not discussed much. I am
limiting my scope of research for this thesis up to some terminologies used by Sanskrit
rhetoric and which have some socio-linguistic link. Their relationship with social aspects

extends to the literature of that time.

The terms which | will speak about are Vrtti, Riti and Pravrti. These are frequently used
terms in the field of Sanskrit poetics. All three are discussed by almost every text of poetics.
These have some influence in the field of poetics as no rhetoric or no commentary on
literature can avoid these terms. There are multiple interpretations or ambiguous
elucidations of these terms. Many tried to interpret them in their own way. One can see the
irregularity in the interpretation of the meaning and the practice of these. It is not clear
what is the role of these three concepts in dramatic performance and classical literature
namely epic poetry. It is interesting that no commentator can successfully applied these

concepts to any piece of literature in a satisfactory manner. But at the same time almost
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every commentator mentions them. Briefly it means that commentators and rhetoric’s

cannot ignore these terms.

Why is it so? Are these terms indicating more than what has been said in its definitions?
Does these terms are linguistically improved? Do these terms have socio-political-regional

aspects? These questions lead my research.

1.5 Hypothesis

There should be socio-political, geographical, economic, cultural and regional impact on
literature. Sanskrit literature is no exception to it. Sanskrit likewise has a rich tradition of
poetic treatises. There are few socio-linguistic approaches impelling the poetic terms in
Sanskrit texts. This also had its influence on the themes and expression of classical Sanskrit
literature. It would be significant to find what type of impact and the depth of the impact it
had on the poetic terms in Sanskrit poetic texts and how it drives the literary manifestation

in classical era of literature.

1.6 Scope and limitations of the present research

Socio-linguistics is a branch with vast scope in itself. There are many possibilities to look
into the Sanskrit poetic texts from social and linguistic point of view. I have limited the
scope of my work with mainly three terms namely Vrtti, Riti and Pravyti, in Sanskrit poetic
texts.

| have used the texts on Sanskrit poetics, which have been introduced above. The foremost
discussion on the above said terms is found in the Natyasastra of Bharata and texts by
Bhamaha, Dandin, Vamana and Rajasekhara. After Rajasekhara doctrine of dhvani became
prominent and the focus on these terms slowly changed and also faded. So, my focus is on
the poetic texts between 2" century BE to 10" century BE. These terms are also reflected
in the classical Sanskrit literature. The echo of these terms in the classical literature
explains the sociological and regional aspects. These aspects have influenced the linguistic

use of these terminologies. It is a circular effect of these aspects on each other.
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There will be few minor socio-linguistic attitudes discussed in the Sanskrit poetic texts.
But they are beyond my research work, for time being. I am mostly focusing on above three
terminologies in this work. |1 am also restricting the work in the time span and texts on
classical works. | have considered only famous and influencing major dramas and five

epics of classical literature.

In this limited scope, | have tried to understand the terms Vrtti, Riti and Pravrti in new light
of meaning. Its boundaries and strengths. This work has opened a new topic for search and
research for me. This research can be extended to the other important terms and treatises

from Sanskrit Poetic texts.
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Chapter Il - Review of Literature

My focus of the research work is mainly the Sanskrit poetic texts which have a long history.
The poetic texts have introduced some aesthetic doctrines. Among them | would like to
work on three terminologies used in Sanskrit poetics. They are Vrtti, Riti and Pravrtti. This
research aims to search into the socio-linguistic aspects related to these three terms. One
would find many books written on the Sanskrit rhetoric. I am not incorporating all those
books in his review as many of them are just translation of poetic texts or which give same

discussion on this topic.

The Natyasastra - Vrtti and Pravrtti were introduced in Natyasastra for the first time. Vrttis
were accepted and discussed largely, by rhetoricians. Pravrtti did not became that popular.
Riti was not used by Natyasastra. It became a popular doctrine thereafter. Some other
important texts are Kavyalankara of Bhamaha, Kavyadarsa of Dandin, Kavyalarmkarasiitra
of Vamana, Sahityadarpana by Vi$vanatha, Kavyamimamsa by Rajasekhara
Srigaraprakasa of Bhoja, Kavyaprakasa by Mammta, Abhinavabharati by Abhinavagupta
etc. Hereby | present, the literature review for the three terminologies which is a focus of

my research.

1.1 Books

1. Kane, P.V. very informative and analytical book on History of Sanskrit Poetics. He
discusses the Riti school of Vamana and its history from page no. 378-382. It is a review
of the development of the concept of Riti with specific information about the authors,
names of the types, its changing numbers etc. He also introduces Vrtti and Pravrtti on the
page no. 383 very briefly. Similar discussion on these topics will be found the other books

which are writing History of poetics.

2. M. M. Ghosh in his English translation of Natyasastra discusses on these topics in the
introduction. He introduces the nature of Vrtti as the Styles of dramatic production. His

careful examination is that the foregoing descriptions of Styles, except the Graceful, are
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not mutually quite exclusive in their application. He further analyses the description of
different types of play with the Vrttis. He shows the relation of the three Vrttis in which the
stringed instruments are to be played. In the introduction he gives very vital observation
about pravrttis that it seems that some interpolator put this information about Pravrttis into
the text of the Natyasastra, for associating it with all the different parts of India. And the
original work was an exposition of the dramatic art as it was practiced in the north of India
especially in the midland only. He speaks about Pravrttis from the view point of

geographical data found in Natyas$astra.

3. Rangacharya, Adya. In his book titled “Introduction to Bharata’s Natyasastra”, writes
briefly in two 5-6 lines paragraph about Vrtti and Pravrtti concepts under the chapter
named ‘Stage craft’. He gives the types of Vrtti and Pravrtti. He further elaborates that
“Production must follow the style and the Vrtti current in the styles of people of the region

in which the play is produced.”

4. Deshpande, Madhav M. “Sanskrit and Prakrit: Some Sociolinguistic Issues” The
University of Michigan, 1993. He has tried to disentangle the complicated results and
attitudes involved in these phases of Indian linguistic history. He has reviewed the
sociolinguistic situation prior to the emergence of Jainism and Buddhism in ancient India.
He has discussed the question of relative prestige of Sanskrit and Prakrit in some greater
depth. And also discussed in many places how political factors do affect sociolinguistic

attitudes.

Now | will list the literature which focuses on each of these terms.

11.2 Vrtti

1. Natalia Lidova, “The Concept of Vrtti in Natyasastra” (chapter 2, pages 28-50) in a book
titled “Natyasastra in the Moden World”, Edited by Radhavallabh Tripathi. (Proceedings
of the 15th World Sanskrit Conference) Published by Rashtriya Sanskrit Sansthan
Demmed University, Under Human Resource Development, Govt. of India. New Delhi,
2014,

16



In this article she reviews the concept of Vrtti as described in the text of Natyasastra.
Initially she explains the relevance of a mythology and the terminology of vrtti and the
concept of fifth Veda given to the Natya. For her the vrtti is a hierarchy in the theoretical
concepts. This article looks for the common concepts between the term vrtti and abhinaya,
rasa.

2. Bhattacharyya, Syamapada. “The Number of Vrttis” Annals of the Bhandarkar Oriental
Research Institute 53, no. 1/4 (1972): 239-42. http://www.jstor.org/stable/41688778.
He says “The ancient authors of dramaturgy acknowledge only four kinds of vrttis. But
from the statement of Abhinavagupta we learn about the number of vrttis that four opinions
were prevalent up to the time of Abhinavagupta. Udbhata has theory of three vrttis. Bhoja
addes one more vrtti named Misra to the Bharata’s four vrttis. Dhanafijaya and
Saradatanaya agree on five vrttis. The logical development of number of vrttis is the focus

of this article.

3. Raghavan, V. “The Vrittis.” Journal of Oriental Research Madras, 1932, VI (4) VII (1)
33-52;91-112. This article is very insightful. This has been quoted in many articles. 1 could
find the references and quotes from this article in many texts and articles. But

unfortunately, | was not able to find the original copy of this article in print or digitally.

Dr. V. Raghavan' has explained the conception of Vrtti as follows "Natya is the imitation
of action and each action has its characteristic mood or atmosphere with respect to the man
in action as well as the sahrdaya who sees the Natya. The mood or atmosphere is Vrtti.
Hence Bharata says that the dramatic action or drama is born of Vrtti. Different types of
drama present different kinds of action as characterised by atmospheres. So Bharata says
that Vrtti is also that factor which differentiates one type of drama from the other." He
explains Bharati as connected with the Bharatas, Sattvati with the Sattvatas (the race of
Krsna), Arabhati with the Arabhatas and Kaisiki with Kaisika or Krathakaisika (the ancient
capital of Vidarbha country, the home of grace and beauty). When the speech is the
prominent mode of expression, it would be Bharati style. Hence that would come under
Vacikabhinaya. The mental action-the Sattvikabhinaya would be Sattvati. The bodily
action would be Angikabhinaya. When it is forceful it would give rise to Arabhati style

and when graceful to Kaisiki style.
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4. Wright, J. C. “Vrtti in the ‘Dasariipakavidhanadhyaya’ of the ‘Abhinavabharati’: A
Study in the History of the Text of the ‘Natyasastra.”” Bulletin of the School of Oriental
and African Studies, University of London 26, no. 1 (1963): 92-118.

This article acknowledges the relation between ten types of Ripaka and four vrttis. It also
sees it in the light of rasa as explained by the commentary Abhinavabharati. As vrttis were
considered as matrkas of drama, thus nothing can be portrayed which is non-activity.
Drama has activities based on physical, vocal, mental and combination of these. The vrttis

have correlation with these activities.

1.3 Riti

Vamana - The word Riti was first used by rhetorical Vamana. Earlier to him, Bhamaha in
his text ‘Kavyalankara’ speaks about this as two kinds of poetry. He names them as marga.
Then Dandin classifies the various modes of composition broadly into ‘Vaidarbhi’ and
‘Gaudiya’ with presence of gunas translated as excellences of composition. Finally,
Vamana establishes the doctrine of riti on the basis of gupas. Furthur, Anandavardhana
defines three ritis with different names. Rudrata and Bhoja defines four ritis. Whereas

Mammata gives completely new three name of rizs.

1. Concepts of Riti and Guna in Sanskrit poetics — in their historical development by P. C.
Lahiri, The University of Dacca Ramna, Dacca. 1937. This is his Doctorate Thesis
submitted in 1934. It was then published in Dacca University Bulletin No. XVIII. His
objective of the investigation is to study two of the concepts of Sanskrit - Alarmkara, viz.,
Guna and Riti. He has made an attempt to trace the historical development of the concepts
as they unfold themselves in the works of all standard writers down to the time of
Jagannatha. He has also touched upon the chronological relation of Kuntaka and

Abhinavagupta.
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2. Dr. V. Raghavan writes in the Mahamahopadhyaya Kuppuswami Sastri [S.

Kuppusvamin Sastrin] Commemoration Volume.® (chapter 15)

Dr. Raghavan's analysis suggests that ritis are not so few as two or six but really as infinite
as poets and that at least one or two Alamkaras and poets have related riti. He also gives
the comparisons with western thought like Aristotle, Demetrius, Winchester idea of the
style of literature.

He says that it was a living geographical mode of literary criticism in initial stages. This

statement has supported my point of view.

Journals
1. In the International Journal of Creative Research Thoughts (IJCRT) Volume 9, Issue 5
May 2021, Dr. N.A. Shihab. His work finds the relation between the terms Rizi and Pravrtti

on the basis of speech in literature. He gives three stages of riti on historical basis.

Vamana’s philosophy of poetry by S.S. Barligay. He talks about three terms guna, riti and
Alamkara. He says that “I, however, think that these words have a different significance
for Vamana. Vamana’s philosophy of poetry is very different from what tradition ascribes
to him.” This writing mostly focuses on Vamana was not advocate of style which is called
riti, and of figure of speech. Guna, riti and Alarikara, are only causes which progressively
lead to poetic beauty. This article is available on the website of University of Pune *

1.4 Pravrtti

Pravrtti has been described in the 13" chapter of NS elaborately. The authors of the

Dasariapa and the Narakalaksapa, are silent on pravrttis. Pravrtti is variety in dress,

3https://www.cse.iitk.ac.in/users/amit/books/raja-1935-kuppuswami-sastri-

commemoration.html

4 http://www.unipune.ac.in/snc/cssh/ipa/english/IPQ/1-5%20volumes/04-3/4-3-3.pdf
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language, manners or customs in various areas. It also includes ornamentation, manners,
professions, commerce as in agriculture, breeding of cattle etc. livelihood. There is no
much discussion on the term pravrtti in later poetic texts. After a long time in 9-10"" century
Rajasekhara in his text kavyamimsa reopens the discussion related to all the three terms
and provides new dimensions to it. In many texts the nature of Pravrtti as discussed in the
NS has been described to introduce the term to readers. I could not come across the research

articles dedicated to this topic.

This broad topic also demanded for reading of the epics as the Ramayana and the
Mahabharata. Sanskrit plays of Bhasa, Kalidasa, Sudraka, Bhatta Narayana and
Visakhadatta etc. The mahakavya as the Kumarasambhava and the Raghuvamsa of
Kalidasa, the Kiratarjuniyaby Bharavi, the Naisadhiyacarita by Sriharsaand the
Sisupalavadha by Magha. The book named The History and Culture of the Indian People
by Dr Ramesh Chandra Majumdar and the book named Pracina Bharata — Itihasa Ani
Sanskritt by G.B. Degalurakar, were helpful in understanding of the kings and kingdoms

in Indian ancient history.

Sanskrit-Englsih Dictionary by Monier-Williams. Puranic encyclopaedia by Vettam Mani,
Nrtyaratnakosa by Muni Jinavijay, A dictionary of technical terms with definitions on
music and dance Bharatakosa by Ramakrsnakavi were very useful. The Astadhyayt by

Panini was reviewed for the linguistic aspects of these terms.

The texts and articles which | read regarding these three terms are mainly discussing and
expanding about one of the terms. The analysis and interpretation of every term and
collectively all three terms, have not been much attended by the scholars. There is no
discussion available on the interrelation of these three terms. I have not found work done
on the socio-political-geographical impact and linguistic approach towards these three

terms. This gave me my own scope for the thesis.
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Chapter 111 - Research Design & Methods

A research method is an approach towards the implementation of a research plan. The goal
of any research work is to pursue answers to previously unanswered questions that
contributes to the body of knowledge. It also includes “principles, theories, and ethics” that

support a research approach.
I11.1 Determine a research problem

| believe, research is the method to determine a research problem. It was a first phase which
took little more time for me. | could identify the problem after first quick reading of the
primary texts on Sanskrit poetics. Many of my honorable teachers and scholarly guide
helped me a lot in this phase. | was reading some of these Sanskrit poetic texts from the
days of my degree education. After | received the degree, | had opportunity to teach some
of the poetic texts. This process too helped me in shaping of the problem from these texts.
| had read various doctrines and terminologies from Sanskrit poetics for my studies and
my teaching. Every time, terms Vreti, Riti and Pravrtti caught my attention. There is no
satisfactory discussion and information on these three terms. Form the beginning, | was
trying to find some connection in these three terms of Sanskrit poetics. | also found that
there any many meanings to these words in Sanskrit. This resulted in my curiosity about
its linguistic forms. Why there is specific meaning of these three terms in the texts of
rhetoric? What is exact sense and elucidation of these terms, intended by the poeticism?
This curiosity helped me in framing a problem statement for the present research. The
hypothesis of the research was finalized at this stage which gave me direction towards the

research work.
Once problem statement and research topic was finalized the data gathering form various
Sanskrit poetic texts started along with a review of literature. It also include the texts on

history of poetics and also the classical literature of Sanskrit.
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I11.2 Reviewing the literature

After the topic of research is decided, it is essential to review all the relevant material which
is a bearing on the topic. It was very important for me to know all the previous research
studies which are related to my research topic. It is incumbent on my part to show how the
problem under investigation is expansion to the work so far done. | wanted to be sure that
the proposed study should not have been done previously. Thus, I looked for the books and
articles which discussed the similar topics. | was happy at the end of this phase | could
conclude that the focus of the earlier work was not socio-linguistic. The exception was very
learned article by Dr. Madhav Deshpande, titled “Sanskrit and Prakrit: Some socio-
linguistic issues.” This reading helped me a lot in understanding the socio-linguistic
approaches. But at the same time, | realize that the scope of my research work is somewhat
more than this article.

Methods of a research mainly cover the technical procedures to do the research, and
methodology itself delivers the underlying reasons why certain methods are used in the
process. Positivistic or qualitative method and phenomenological or quantitative
approaches play a major role in determining data gathering process for a particular research

topic.

Present research topic demands for Positivistic or qualitative method to arrive to the
conclusion. The field of Sanskrit poetics has a vast ancient texts and doctrines by eminent
rhetorical. The qualitative method deals contextualizing and interoperating of the available

data. This research method is subjective.
111.3 Collecting of material

As a first step reading material was identified based on the requirement of the research
topic. | studied the scope and exposure of the subject. The scope mainly covers the Sanskrit
poetic texts. | had a quick reading of texts and then came to identify the texts which are

more relevant to my research topic.
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111.3.1 Reading the books

| read books on poetic in Sanskrit, Commentaries and translations of the important texts
for my topic, History of Sanskrit Poetics, dictionaries, encyclopedias, and some outline
books, etc. This helped me in understanding the scope of the subject. A general knowledge
of the library or bibliographic classification schemes was helpful to identify the required

books, besides guidance from my eminent guide.

111.3.2 Searching for the documents

Now | began consulting the various types of bibliographies to identify the availability of
books and journals. This helped in gazing the work done upto date in different sub-areas,

and | can identify the areas of the subject which are not yet exploited.

It is very important to identify the aspects of the subject which are either unearthed or left
with several gaps. | noted down the top names in this field and read their work. 1 also read

some of the important texts with my seniors for better comprehension.

111.3.3 Preparing Bibliography

Based on the scope of the research topic, | prepared the temporary bibliography for my
work. This included many books, dictionaries and journal articles from hard copies of
books and also e-copies from the internet. | also visited institutions for various types of
studies which added to the bibliography.

111.3.4 Physical verification of the documents

A working bibliography prepared only after examination of documents as far as possible.

The physical verification gives authenticity to the description of documents.
I11.4 Reading original sources

Original Sanskrit texts were read. The books were available in the form of hard copy as
well e-copies freely available on internet. The books on histories, handbooks, dissertation
abstracts, encyclopedias and recent writings on the subject gave a general frame work.

Library assistance was vital for this research work. | was very fortunate to have resourceful
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libraries like Tilak Maharashtra Vidyapeeth, Bhandarkar Oriental Research Institute and

Deccan Collage, which are well-known names in the field of Sanskrit.

The keen reading of the original Sanskrit poetic texts helped me in understanding the
approach of the writers and small details given by them. The precise meaning of the
Sanskrit words used by an author and accuracy in its natural order or connexion of words
in a sentence, are significant aspects of interpretation of any Sanskrit text. The
commentaries and translation of some books also helped in shaping the research work. |
tried to avoid using translations which sometimes can be misleading. But accepted those

which are scholarly and authentic.

Thus, the understanding of a text "involves not merely an understanding of the single words
in their typical significance, but a full comprehension of the whole text as it is mirrored in

the words, or as it is suggested by their overtones.
I11.5 Philological method

Philological method was the most suitable system for my research topic. The term
philology means 'science of language' and thus the philological method is based on
linguistics. The meanings of the words change from time to time and it is key to trace the
stages of the development of the meanings. The meanings of the words are judged by
studying the importance of the contexts and situations in which a word or is used with a
certain regularity. Their interpretations suggested by the traditional views, and also views
in modem scholarship.

The use of various dictionaries helped me in understanding the etymological development
of these three terms. At the same time, | was also aware that etymology should not be
treated as argument, and it should be a starting point in discussing a philological point of

view.
111.6 Correlation method

The interlinks within the various concepts and doctrines in Sanskrit poetics was the crucial
element for the research. The information and data collected from classical dramas and

epic poems was decisive to establish interlinks. The correlational method involves looking
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for relationships between variables. It involved the Literature research methodology to
read through, analyze and sort literatures in order to identify the essential attribute of

materials. The next step was to establish the correlation between the materials.
I11.7 Socio-political-geographical studies

A socio-political and geographical study helped me in knowing the multi-dimensions of
social elements in society. It involved the process of social changes, investigations into the
causes of the nature of the literature, and employment of Sanskrit poetic texts in to effective

response in all areas of social changes. It included some books on history of ancient India.
111.8 Cultural study

It is very crucial question to be asked that How is it going to contribute to the human
knowledge and culture of the nation? The language and literature are the most efficient
means for understanding the ancient culture. | tried to add the poetic texts with them. Many
a times, a question posed against the studies in classical languages like Sanskrit, Greek and
Latin, why we should know about the past of a country by unravelling many confusing
facts? Indian civilization certainly has its roots in an ancient heritage. Understanding of
this heritage can enrich a man’s life by deeper insights into his own past. These days the
nations look for the past, for the nationalism is an outcome of the past. It is reflected in the
form of classical literature. The nations cherish to identify themselves in terms of their
origin. The sources of knowing the culture of any nation are traditions and customs,
archaeological and epigraphical evidences, language and literature and art forms. My topic
took me to the tiny cultural study of the three terms from Sanskrit poetics, I have chosen
for the research topic.

The concepts which are involved in this research are varied as language, music, dance,
makeup etc. The interview with some musicians and dancers helped me in understanding
the intricacies of art and its inter-linking. It also facilitated me in knowing the classical

Sanskrit literature with some different perspective.

A topic of research becomes a cultural study when it is related to the applied fields of

specialization such as literary criticism, sociology, ethics and morals, physical and natural
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sciences, linguistics, religion and philosophy and area studies. These three terms

incorporate some of these aspects very strongly.

The chief research methodology for this research work is subjective which is more time-
consuming. | used a qualitative methodology as the aims and objectives of the proposed

research are exploratory with various aspects.
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Chapter 1V - Observations and Interpretation

IV.1 Vrtti

IV.1.1 What is the Origin of Four Vrittis?

The Natyasastra provides us the myth of Visnu killing the demons Madhu and Kaitabha,
behind the creation of the four vrttis. The mythological narrative of the origin of the
Natyaveda is elaborated in the first chapter of the Natyasastra. The tradition of Vrttis is a
part of the same mythological narrative that appears in the first chapter of the Natyasastra.
The fifth VVeda was created by Brahman at the crisis between Krta and Treta Yuga in order
to improve ethics and release the degrading world from bad behavior, was put in to the

practice (prayoga) by sage Bharata.

IVV.1.2 Etymology of the word

Vriti derives from the Sanskrit root vrt-, which according to the Monier-Williams Sanskrit
dictionariy is "to turn, turn round, roll, to move, proceed ahead in a specific way or manner,
be performed, live, remain, stay, dwell", (Monier-Williams 1960: 1009-10). The terms
itivrtta and vrtta originate from the same root. Each describes an essential aspect of the
object and process of imitation. The meanings "conduct” and " event" of the term vrtta
entitle human action that the drama is called upon to imitate. Hence, the term concerns a
reality more general than the scenic reality. It is the keyword in the essential definition of
the drama, given by Brahman in the treatise (NS 1.111). It says ‘The imitation of the

rotation of the world is natya made by me.’

Thus, the term vrtta stood for real events that could be represented on the stage, and itivrtta
referred to the plot being enacted, while vrtti characterized the basic features of the action
and determined the choice of practical acting devices. Therefore, vrtta, itivrtta and vrttis

were interweaved not only linguistically but are also linked semantically. According to the
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Natyasastra, Vrtti was far more important not only than the chosen object of imitation
(vrtta) but also than the plot based on it (itivytta). The category of Vrtti was certainly the
essential of all. (NS 22.1).°

IVV.1.3 Mythical Story of Vyis

The chapter titled ‘Vrttivikalpana’ explains the origin of the vrttis (NS 20.2-19) (See
Appendix 1.1 for Sanskrit text). This is a mythological story which should be seen in the
light of the theatrical performance and core concepts of drama at the time of the

Natyasastra.

In the very first verse it is made clear that the vrtti has a relation with the formation of a
drama. Vrttis are a core part of presenting a drama (kavya-bandha-asraya). Before going
into its details let us see the origin of the vrtti as described in the text of the Natyasastra.
The text conveys the mythological story of two demons named Madhu and Kaitabha and

their association with the origin of the vrttis.

The Natyasastra is not the only text that narrates the story of Madhu and Kaitabha. It has
been told in various contexts in a few other texts. The aim of the story in those texts is to
express the prominence of the God Visnu or Goddess Durga in the creation of the world
and their contribution in abolishing the evil for the upward mobility, stability and
peacetime of the world. The Natyasastra is the first text that presents the same story with
the additional purpose. It certainly associates the vrttis with the prominence of God Visnu
in the development of dramatic presentation. It links the vrttis with the behavior, emotions
like pride and anger and actions of the two demons and the God Visnu. The story appears
in the verse NS 20.2.

S FHCUTTE] Al SATCARIIITIAT: | JUARIGHIAT FIAE fadedst#ll| NS 3.2
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The very beginning of the story connects the concept of vrtti with the creation of the world
by lord Visnu. This is probably to emphasize the importance of the concept vrttis for the

dramatic presentation.

It is a story of the two demons namely Madhu and Kaitabha who challenged the God Visnu
at once for the fight. These two demons fought the lord Visnu. They attacked him fought
and with their fists and knees. They used harsh words that they shook the ocean with their

insulting speech.

In the verses NS 20.6-7 the origin of the first vytti- the ‘Bharati vritti’ is described as

follows-

“kimidam bharativrttirvagbhireva pravartate?”” This has been understood and translated as
the Bharati Vritti that comprises of the words or connected with speaking. Thus, it is named
as 'Verbal Style'. This interpretation is unfitting. This sentence by Druhina is to provoke
Lord Visnu for the appropriate action against the two demons, namely Madhu and
Kaitabha. The question by the Druhina can be interpreted as “Is this a Bharat1 Vritti, only
using words (and not action)? Go ahead with the actions and kill them." It suggests that
just using words are not enough and the expectation to take strict actions. Brave action is

desirable by Lord Visnu.

karyahetormaya brahman bharatiyamh vinirmita (NS 20.8) Here what is the purpose
(karyahetu) of God Visnu? It is very clear that the purpose is to kill the demons. The only
words are not enough to kill the demons. What did he do to achieve his purpose have been

described in the next two verses 10 and 11?

IV.1.3.1 The origin of the Bharati vrtti

The Visnu with his gestures and angahara fought these two demons who were experts in
the art of battle. At that time his pacing with the sthanakas on the ground created a great
bhara (burden) on the earth; the Bharati Vrtti was built on that bhara. The Visnu created

Bharati Vrtti with the various steps by footwork in dancing poses. This clearly establishes
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the correlation of this Vrtti with the dance movements. The graceful dance movements are

described in the chapter titled carividhana.

IVV.1.3.2 The origin of the Satvati vrtti

The origin of the Satvati vrtti is described in the verses NS 20.12. By the rebounding of the
bow called Sarnga which was intensely brilliant, steady and full of much sattvata (strength)
the Satvati vrtti was made. In this depiction of the Satvati vrtti there is action of war. The
jumping movements of the wielder of Sarnga bow, sharp, intensely brilliant and full of

sattva i.e., strength and without any misperception, gave rise to the Satvati vrtti.

1VV.1.3.3 The origin of the kaisiki vrtti

The origin of the kaisiki vrtti is described in the verses NS 20.13. In the course of fighting,
the God moved sportively using various angaharas and then he tied up his kesa that is bunch

of his hair, this made the kai$iki vrtti.

IV.1.3.4 The origin of the Arabhat vrtti

The origin of the Arabhati vrtti is described in the verses NS 20.14. Then from the various
personal fights which involved various caris, the arabhati vrtti was made. This style arose

out of foot-movements.

All the vrttis are regularly related with the personal fights in this mythical story and forceful

actions by Lord Visnu. The story gives pseudo etymology of these terms.
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1V.1.3.5 False-etymological Interpretation in the mythical story

The legendary story from NS in the chapter titled ‘Vrttivikalpana® explains the origin of
the vrtti (NS 22.2-19). It describes etymology for all the four names of vrttis. Bharati
Vritti was built on bhara or burden on the earth. Bharati Vrtti do not have any element of
being burdened. Sattvata or strength as the Satvati vrtti. The tying up of his kesa, this made
the kaisiki vrtti. These apparently are a false or pseudo- etymologies. They just imitate the
sounds of the words but they do not produce a meaning which can correlate them with their
characteristic. The reason why these names were chosen for the names of the wvrttis is
different than what the etymology says. There is a resemblance of the names of vrttis with
the Nyaya which are explained in the NS 20.17-19.

Nydaya

The word Nyaya has a different meaning in NS. It is related to the dance movements. The
method of personal fight of throwing different kinds of arms by God will be termed in this
world, as nyaya. This fight made with the asgaharas and observance of them on the stage
will be called nyaya. The concept of nyaya and anigaharas has also instigated in the same
mythological story that explains the origin of vrttis. This description of the legendary story
gives impression as if the story is in performance and someone as Siitradhara is narrating
the tale. Now the story takes us to the nyaya. Let us see the concept of nyaya explained in

the Natyasastra.

IVV.1.4 The origin of Nyaya

It would be appropriate to see the concept of nyaya that has been discussed in the chapter

called ‘carividhana’, in the context of vrttis.
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IV.1.4.1 What is a Nyaya?

In the chapter 11 named carividhana various dance movements are described. Moving
simultaneously with feet, shanks and the hip is cari. Thirty-two caris are elaborated in this
chapter. The fifth verse gives the application of cari as in dance movements or in general

movements it is useful for release of missiles and fighting on the stage.

The concept of nyaya in dance has been defined in the verses NS 72-75 in the same chapter.
This is not just a coincidence that the names of nyayas are corresponding to the names of

the vrttis. They are termed as follows —

1VV.1.4.2 The four Nyayas for using weapons

There are four nyayas namely Bharata, Sattvata, Varsaganya, and Kaisika. Those are ways
of using weapons or releasing arms. As we know vritis are bharati, Satvati, kaisiki and
arabhati. The names of the three vrttis corresponds with the three names of Nyayas. It
would be interesting to see how and when are nyayas to be performed by actors.

It describes how to attack in each of these movements. In the Bharata Nyaya actor cuts at
the waist, in the Satvata Nydya, actor strikes at the foot. In the Varsaganya Nyaya actor
attacks at the breast and in the Kaisika Nyaya actor strikes at the head. The nyayas are so
called because fights on the stage are carried on with the asigaharas and arising out of

them.

1VV.1.4.2.1 How to perform Nyaya

In the next verses (NS 11.76-84 — See Appendix 1.2) it is described in detail how to perform
a particular nyaya. For example, in Bharata Nyaya actor should use shield with the left
hand and holding the weapon should walk about on the stage. He should fully stretch the

hand forward and then drawing it back move the shield at back from side to side and
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flourish the weapon around the head. It should also be turned near the cheek. And again
holding the sword and the shield should flourish gracefully around the head. As in Bharata
Nyaya the actor should hold the same flourishing of the sword and the shield but the
flourishing of the weapon should take place at one's back.

The walking about in Varsaganya Nyaya will be similar to that in the Sattvata, but the
sword or weapon and the shield should go round the head. In Kaisika nyaya the blooming
of the sword near is with the breast or close to the shoulder. But latter the sword should be
made to strike only after being flourished over the head. With these elegant movements of
the limbs weapons like the bow, the thunderbolt and the sword are to be flourished at the
time of their use.

IV.1.4.3 Varsaganya nydayas and vrtti

Varsaganya is not a name of any vrttis. Is there any relation of this nyaya with vrttis?
Abhinavagupta in his commentary on Natyasastra named Abhinavabharati finds similarity

in the four names of vyttis and nyayas. He says that Varsaganya is to be used in Arabhati.

HFATIHRAT - €T TR AR (Frreafe) ameaRey giafasmr
aRRISAT| 3RHSAT AU | |62 |

IV.1.4.4 Relation of nydyas with the vrttis

All these four nyaya are about grasping the arms, elegant actions of body parts, and graceful
walking while holding a weapon. In the story of Madhu and Kaitabha, the Lord Visnu
wants to kill the demons. The enactment of such theme such as killing, actors will be
performed using these nyaya. This must be giving a graceful look to the performance of a
battle on the stage. It shows the possibility that the types of vrttis were based on the types

of these nyaya. The vrttis were based on dancing movements for using weapons gracefully.
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These names are also used in some other texts. The four styles usually spoken in Sword-
play are kai$ika, Satvata, Varsaganya and Bharata are given by Somes$vara for shooting
with the bow. The preparation of the shield from hides and targets of different kinds and
their hitting are then dealt with. ® In the tenth chapter of the text Bhavaprakasana,
Saradatanaya describes all the four vrittis in the form of dances. 7 In Kumarsarhbhava of
Kalidasa, we find portrayal of battle in this technique. The graceful dancing of the earlier
cantos of the Kumarsarmbhava is replaced in the later cantos by the dance of swords and
men and decapitated trunks in the context of Kartikeya’s fight with the demon Tarakasura
(KS. XVI. 48-49). The swords covered with blood dance like lightning in the battle field
(KS. XVI. 15), and soon there is nothing but the dance of headless trunks of soldiers which

the spirits of the soldiers watch from above.

1IV.1.4.5 Angahara

There is also a mythological story behind how Bharata received these arngaharas. (NS 4.18
-27 See Appendix 1.3 Angahara) The verses 16 and19 explain the background of this story.
Brahman said to the Siva, “Tell us about the use of the arigahdra.” Then lord of the world
Siva called Tandu and said, “Speak to Bharata about the use of the angahara.” Tandu told
the use of the angaharas.

All the angahara consist of the Karanas. Karara are the minor dance figures. Karapa are
base of angahara. The combined movement of hands and feet is called the Karaza. Two
Karanas make one Matrka. Two, three, or four Matrkas make one anigahara. So angahara

is combination of Karanas.

After explaining 108 karanas, all the arigaharas are described in detail.32 angaharas are

listed in verses 4.19-27. These arnigaharas are comprised of various arrangements of hand

® For details see V Raghavan, 1975 “Festivals, sports and pastime of India” B, J. Institute
of Learning and Research, Ahmedabad.

T gfa: TR MfGdT dedeadead | 3eud: AURSIERIETTT Ferl a9 EIRed giueada
aReFeeTd | APl o I sedldideniedd: || deaeReTe! Ted dd T TUSAIUsas| JRRITHET Ifchrel
GRICEE] ﬁgil 39T ‘{CEE?'I'F%T ATcarrel AfasTd: || Bhavaprakasana 10.20
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and feet movements. They are to be performed as a one group, one after another. For
example, asigahdra named Sthirahasta (NS 4.170-172) is explained as stretching two arms
and throwing them up, taking up Samapada Sthana, the left hand stretched upwards from
the level of the shoulder, taking up afterwards the Pratyalidha Sthana then observing
successively the Nikuttita, Urudvrtta, Aksipta, Svastika, Nitamba, Karihasla and

Katichinna Karanas.

From the above discussion it is can be concluded that all the vrttis explained in the mythical

story are dance movements associated with nyaya and angaharas.

The various acts the Lord introduced arising out of the vrttis, were worshipped. The
destruction of the demons was affected by body movements, strange, uneven, clear and
graceful too. This would be the method of personal combats among people, to be called
nyaya, in the release of weapons. G.H. Taralekar (1999:21) suggests “The nyaya would be
the styles of people in battles to hold and move various weapons.” Why this story relates
to the four vrttis with the actions of weapons? Let us go to the roots of these words to find

the answer.

IVV.1.5 Etymology of the types of Vrrtis

It is essential to see the various meanings of the four terms of vrttis. The words are
etymologically connected to the following words - bharati to bharata, satvati to satvata,
kai$iki to kai$ika and arabhati to arabhata. Let us see, the meanings of words bharata,
satvata, kaiSika and arabhata earlier to the text of Natyasastra. Do these words used with
same meanings before the Natyasastra? Etymologies of these words would throw some

more light on the meanings of these terms

1V.1.5.1 Bharati belongs to the Bharata region or Kuruksetra

For the etymology, | refer dictionary by Monier-Williams. (1986:753)
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1V.1.5.1.1 Bharata

1. mf($)n. descended from Bharata, the Bharatas (applied to Agni either " sprung from
the priests called - Bharatas " or " bearer of the oblation ") RV. etc.

mf( $)n. belonging or relating to the Bharatas the story of the Bharata, the history or
narrative of their war ; king Bharata's realm " i.e. India MBh. Kalv. etc.

2. mf($)n. inhabiting Bharatavarsa i.e. India BhP.
3. m. adescendant of Bharata RV. etc.

4. m. (with asvamedha), N. of the author of RV. v, 27, RV. iii , 23

m. an actor L. (See. NS)

m. N. of the sun shining on the south of meru

5

6

7. n.the land of Bharatas i.e. India (See. above)

8. n. the story of the Bharatas and their wars (sometimes identified in Mahabharata)
9

n. (with saras), N. of a lake

In the Puranic encyclopedia (1975:122) “Bharata, The Mahabharata is an epic. Bharata is
acclaimed as the first emperor of Bharata. The theme of this great epic is the fight between
the two lines of princes belonging to the dynasty of Bharata. That is why the book is called
Mahabharata. The great size of the volume and the greatness of the wisdom contained
therein have contributed much to its getting the name, Mahabharata. Name of the great epic
composed by Vyasa, who was also known as Krsna Dvaipayana; the title Bharata once
given to an abridgement of the original in 24000 $lokas made by dropping the upakhyanas
(caturvimsatisahasrim cakre bharatasarmhitam/upakhyanair vina tavad bharatarm procyate
budhail//) 1. 1. 61; also called Bharati katha ($roturh patrarh ca rajarns tvarm prapyemarn
bharatimkatham)1.55.3.

Puranic encyclopedia further states “It narrates the extensive life-story of the Kurus
(kurtinam caritarh mahat) 1. 56. 1, or the full story of the Kurus and the Pandavas (kurtinam
caritarh krtsnam pandavanarn ca bharata) 18. 5. 25; or the history of Sarhtanu (yasya (i. e.
sammtanoh) itihaso dyutiman mahabharatam ucyate) 1. 93. 46; Vaisampayana summarized
for Janamejaya its contents in three words, ‘breach, loss of kingdom, and victory’ (evam

etat puravrttarh tesam aklistakarmanam/ bhedo rajyavinasas ca jaya$ ca jayatar vara) 1.
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55. 43 (also cf. 1. 55. 4-5 where the three events are referred to as bheda, vanavasa and
yuddha); earlier the three events are referred to by a single word bheda (kuriinam
pandavanam ca yatha bhedo 'bhavat purd) 1. 54. 22, or by two bheda and rajyavinasa
(bhedarh rajyavinasarm ca kurupandavayos tada) 1. 54. 24; the sage (Vyasa) examined
together the §astras related to Dharma, Kama and Artha, as also other $astras, and the laws
that govern the affairs of the world; next also the histories with their commentaries and
different revealed texts; all that is included here--this defines the text (of the Mahabharata)
(dharmakamarthasastrani $astrani vividhani ca/lokayatravidhanarm ca sambhiitarh drstavan
rsih// itihasah savaiyakhya vividhah S$rutayo'pi ca/iha sarvam anukrantam uktarn

granthasya laksanam 1. 1. 47-48.”

It is notable that before the formation of the Natyasastra the word ‘Bharata’ was used in

Rigveda and the Bharatas in a very popular and folk story of the Mahabharata.

Does the term Bharati was used before Natyasastra? What was the meaning of this word?

1V.5.1.1.2 Bharati
(Monier-Williams. (1986:753))

1. Bharati f. a female descendant of Bharata

2. Bharati f. N. of a deity (in RV. often invoked among the Apri deities and esp. together
with i1 and saraswat accord. to Nir. viii, 13 a daughter of Aditya; later identified with

saraswati, the goddess of speech) RV. etc.

3. Bharati f. speech, voice, word, eloquence, literary composition, dramatic art or
recitation MBh. Kalv. etc.

4. Bharati f. (with 3fr vrei) a particular kind of style

5. Bharati f. the Sanskrit speech of an actor
6. Bharatif. a quail

7. Bharati f. N. of a river MBh.
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8. Bharati f. one of the 10 orders of religious mendicants traced back to pupils of

Sankaracarya (the members of which add the word Bharati to their names)

The meaning of the word Bharati before NS was a female descendant of Bharata.
Natyasastra for the first time gave a new meaning to this word and it became a kind of style

in writing.

1V.1.5.2 Sattvati to the region of the Sattvatas / the Yadavas of Saurastra

IV.1.5.2.1 Satvata
(Monier-Williams. (1986:1200))

“Satvata: m. (pl.): It is a name of people who formed a section of the Yadavas; Satvat
occurs only in complex forms except in (1.210.12).”

Purana Encyclopedia (1975; 704) provides information as - Satvatas were matchless in
battles; they hit their targets accurately; they fought in various ways. They were
conquerors of gods, demons and Gandharvas. They depended for triumph on their own
valour and not on others (na hi $akya rane jeturn satvata...//labdhalaksyas ca sarmgrame
bahavas citrayodhinah/ devadanavagandharvan vijetaro hy avismitah/svaviryavijaye
yukta naite paras parigrahah//) 7. 119. 20-21 (N1. on Bom. Ed. 7. 144. 22; paraparigrahah
paradhinah). The army of Satyaki consisted of warriors from different countries (tasya
yodha...nanadesasamagatah) must have also some Satvatas (as Satvatas, formed a section

of the Yadavas, and Satyaki is often referred to as a Satvata.

In the epic Mahabharata many times there is a mention of Satvatas as belonging to Yadava.
Satvatas were envious of the wealth while Krsna was trying to pacify Baladeva and Vrsnis.
They were annoyed at the abduction of Subhadra by Arjuna. (arthalubdhan na vah partho
manyate satvatan sada Mbh.1. 213. 3); Asvatthaman was honoured by Kurus, Pandavas as
well by Satvatas (upasyamano bahubhih kurupandavasatvatath Mbh.7. 61. 14); along with
Srfijayas and Pancalas, Satvatas also followed Bhima and Arjuna who led the attack on
Drona from the southern and northern side (bibhatsur daksinam par§vam uttaram tu

vrkodarah Mbh.7. 132.41); Narayana told Narada that he as Krsna would bring about the
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annihilation of all the chiefs of Satvatas which was equivalent to the damage of his kinsmen
(sarvasatvatamukhyanam dvarakayas ca.../karisye pralayam ghoram atmajnativinasanam
Mbh. 12. 326. 92). Several persons were belonging to Satvatas; or as their chiefs, or their
best; great chariot-fighters and the like.

Before Natyasastra the word Satvata was connected with Yadavas who were warriors.

1VV.1.5.3 Kaisiki to Krathakaisika i.e. Vidarbha

(Monier-Williams. (1986:311))
Kaisaka was a name of a prince (son of Vidarbha and brother of kratha), (m). of several

men Hariv. VP.,
(m. pl.) Name of a subdivision of the Yadava (descended from Kaisika) MBh. ii, 585 Ragh.
Was name of a locality or of a river MBh. iii, 10095

Kaisaki f. ( scil. afw)one of the four varieties of dramatic style (graceful style , suited

especially to the passion of love) Bhar. xx, 45 ff. Das3ar. ii, 44 Pratalpar. Salh. (v.l. #fmh)

I1VV.1.5.4 Puranic Encyclopedia (1975: 417)

Gives the meaning of the word Kratha from Mahabharata as follow

1. A Ksatriya King. He was the rebirth of an Asura called Krodhavasa. [M.Bh. Adi
Parva, Chapter 67, Stanza 61].

2. A King defeated by Bhimasena during his regional conquest. [M.Bh. Sabha Parva,
Chapter 30, Stanza 7].

3. A hermit. in [M.Bh., Udyoga- Parva, Chapter 83, Stanza 27] it is stated that this
hermit visited Sti Krsna on his way to Hastinapura.

4. There was a warrior named Kratha on the side of the Kauravas. [M.Bh. Drona
Parva, Chapter 120, Stanza 10].

5. A warrior of Skandadeva. [M.Bh. Salya Parva, Chapter 45, Stanza 70].

6. A Yaksa. (Demi-God). When Garuda reached the world of Devas he had to fight
with this Yaksa. [M.Bh. Adi Parva, Chapter 32, Stanza 18].
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7. Andemon. It is stated in [M.Bh., Adi Parva, Chapter 67 Stanza 57] that this Asura
was born as King Stryaksa on the earth in his re-birth.
8. Name of a son of Dhrtarastra. [M.Bh. Adi Parva, Chapter 116, Stanza 11].

Before Natyasastra the word kaisiki was connected with Kratha. Kratha Kaisikas were

warriors from the region of Vidharbha in Maharashtra.

IV.1.5.5 Arabhata were people from Arabitae or Arbiti

Monier-Williams. (1986:150)

1. Arabhata / A-rabhata 1. an enterprising man, courageous man.

2. the representation of supernatural and horrible events on the stage. A particular style of

dancing. 3TREET TN, HREFASHAAT 3T + IW--HTE S| ACAIATA/ATF 4.
eI Ca]

3. Arabhati / A-rabhati f. boldness, confidence, heroism.

Arabhati to the country of Arabhatas i.e., the region to the west of Indus and south of
Baluchistan, inhabited by people called Arabitae or Arbiti. In that region there is the river
named Arabius. This last region marked the end of Bharatavarsa which was the ancient

Arabhata region.

Hamilton, J.R. (1972; 604) says “The general view among modern historians about
Alexander appears to be that during his return march from India in September 325, the king
founded two cities in the territory of the Oreitae. The first of these, it is held, was built by
Hephaestion at Rhambacia, the largest village of the Oreitae, the second by Leonnatus at
an unknown site.”

Oreitae being the last Indian people. The Arabius formed the boundary between the
Arabitae and the Oreitac just as the Hab divided Sind from Las Bela until the partition of
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India and Pakistan.® Before the Natyasastra the word arabhata was connected with region
Arabitae or Orietae in the earlier times. Another meaning of this word is confident, heroic
people. This meaning also ensembles to the people from this region. It seems that either by
the time of NS, the meaning of the word change; or the N itself provided the new meaning

to this word.

IVV.1.6 Dance style from warriors of those areas

There is a possibility that these styles of dance may have arisen from the warriors of clan
of those particular regions. The nyayas are representing the way Bharata, satvata- kratha
and arabhata people were using their weapons. Natya is an imitation of life. The nyayas
were used in plays to showcase the power either of Gods or Kings. The imitation of how

actually warriors fight in particular region or particular clan was represented in a drama. as

it is said in Natyasastra that AIGEHY & F1ed safd Alesd | NS 17.47|]

In the course of time many people started following these specific styles and they lose their
exclusiveness. But the names still speak about their ancient connection with regions and
the warrior clans from those regions. Thus, the names are based on the names of those
regions and people with particular battle styles. This was the beginning phase of the
concept of vrtti. We see the further development of the concept of vrtti in the same adhyaya

after few more verses.

IV.1.7 The Vrttis are connected with regions and people

Dr. V. Raghavan (1933:33-52) suggests that Bharati is connected with the Bharatas,
Sattvati with the Sattvatas (the race of Krsna), Arabhati with the Arabhatas and Kaisiki

8 See Avrrian, Indica 21. 8, 22. 10, 25. 2 Hamilton, J. R. “Alexander among the Oreitae.” Historia: Zeitschrift
Fir Alte Geschichte 21, no. 4 (1972): 603-8. Also see Tripathi, Ramashankar. “ALEXANDER’S
INVASION OF INDIA: A REVISED STUDY.” Proceedings of the Indian History Congress 3 (1939): 348-
70. http://www.jstor.org/stable/44252385.
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with Kaisika or Krathakaisika (the ancient capital of Vidarbha country, the home of grace
and beauty).

Dr. V. Raghavan (1933:33-53) has explained in his article ‘The Vrttis' the conception of
vritis’ as follow "Natya is the imitation of action and each action has its characteristic mood
or atmosphere with respect to the man in action as well as the sahrdaya who sees the Natya.
The mood or atmosphere is vrttis. Hence Bharata says that the dramatic action or drama is
born of vrtti. Different types of drama present different kinds of action as characterised by
atmospheres. So Bharata says that vrtti is also that factor which differentiates one type of

drama from the other."

Babulalsukla Sastri (2018: 99) says “Kai$iki might be a clan who lived near the shores of
kaspian region. Arabhati clan was probably Arbitus that has been mentioned by Greek

writers situated in Sindhu region."

Arabhati seems to be a mode of fighting, relating to Arabhatas and hence their violent

manner. Arabhati is connected with the sentiments of raudra, bhayanaka and bibhatsa.

According to Dr. V.S. Agrawal (1953:34) “This violent style was produced by the mixture

of Hallisaka and Rasa. Hallisaka, is derived from the Ionian Elysian. The ancient Arabhata
region had the Indian Rasa and lonian® Elysian mixed. The Arabhati natas are described
by Bana as dancing with their hair wafting about due to the vigorous movements. This
dance style in which the hair is left untied and the head and the whole body shaken violently

is peculiar to Baluchi and Kabayali people.” 1°

9 1. amember of a Hellenic people who settled in Attica in about 1100 BC and later colonized the islands and
E coast of the Aegean Sea 2. of an ancient Greek people that settled in eastern Greece and in lonia

1.1  https://www.collinsdictionary.com/dictionary/english/ionian. The site was visited
on 20 september 2022.

LegArr faer § & a8 greier 3mers aor ar gl &1 sjaueufa fwd aRea 1@ 3R FoArel goolias &
AT E3M, A Fars | AOT F A5 o fwr § R RS AN F ATy g, A g A B OFRFR
TEHRA EU ofcd P IRFEH A I ( ICARITUATARARAEI: | )| $H FHR aTel Trerehk B & 3R
AR FT yds AT & q@RT BT gU o B veufd aofd 3R el Sl Hr el aw faevar 2
Dr. V.S. Agrawal (1953:34)
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IVV.1.8 Another Mythical story

Let us come back to the mythical story of NS (20.20-25). After these verses the story
illuminates the term vrtti further in different ways. It says these vrttis which were desired,
wellborn and full of various caris, were again, taken at Druhina’'s command. Then Brahman

for the purpose of making plays gave vrttis to Gods which were full of various

psychological states and sentiments.

It is also stated that the Bharati style rose from the Rigveda, Sattvati from Yajurveda,
Kaisiki from Samaveda and Arabhati from the Atharvaveda. The Vedic origin, of course,

forms a supplementary part of the story of the origin from the fight.

IV.1.8.1 Another story of the origin of the vrtis

The concept of vrtti is not consistent through the text of NS. It keeps on changing in the
with different chapters and different contexts. There is another story about the origin of

vrtti that occurs in the first chapter of NS. This verse in conversant with the verses which

has the mythological story of origin of Natya in the chapter 20. (See Appendix 1.4 for

Sanskrit verses)

Td HSheod HIAT] HAAGTATEA |

N AN N
oAAlcdde dd¥dsh TJdaTSITHFATH || 2.2l

NS 1.16-18. The Holy One from his memory of all the Vedas, shaped this Natyaveda
compiled from the four Vedas. He took the, the song from the Samaveda, the Histrionic
Representation (abhinaya) from the Yajurveda and sentiments (rasa) from the

Atharvaveda.

STATg eI HIdCIcaTHE MaAT T |
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TofdeTe AT [HHAIEGUIE || NS ¢.2ul
daAIAS: HeSCH! ACIdEl HElcHsT |

Td HaTadl FoeI FEHOT Faafeanr | NS ¢.2¢ll

Thus, was created the Natyaveda connected with the principal and subsidiary Vedas

(vedopaveda), by the holy omniscient Brahman.

The similarity between these verses in two different chapters, is noticeable. Both the verses
speak about the creating something new by accepting some virtues from Veda. For the
creation of Natyaveda, recitation was taken from the Rigveda and for vrtti Bharati was
taken from the Rigveda. Recitation or vacika abhinaya was connected to the Bharati vrtti
at this stage and thus from this point of time Bharatt was connected with speeches as said
in the next verse. This new combination gave birth to the new definition of the four vrttis

which are elaborated in following verses of NS 20.26 for Bharati vrtti.

It states that the style to be applied by the male characters and not by females and which is

prominent for the speeches in Sanskrit, is used by the actors (Bharatas) as Bharati vrti.

The abhinaya and sattvati vreti were taken from the Yajurveda. These two were got
connected and sattvati vrtti received excitement of joy and suppression of the state of
sorrow which probably indicate presenting abhinaya using body and mind. The sattvati
vrtti 1S gifted with the quality of the spirit or sattva, the nyayas, proper meters and has

excitement of joy and suppression of the state of sorrow. (NS 20.41)

Song and kaisiki vrtti were taken from the Samaveda. Kaisiki vrtti received dance and

music with this new association. (NS 20.53) That style becomes interesting on account of
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charming costumes mostly of women, and many kinds of dancing and singing, and the

themes for acting of love and are connected with its enjoyment is called kaisikt vrtti.

Sentiments (rasa) and arabhatt vrtti were taken from the Atharvaveda. The nature of
arabhatt vrtti did not changed with this innovative connection of the new story. The style
that includes mostly the qualities of a bold person or arabhata such as speaking many

words, deception, bragging and falsehood, is to be known as arabhati vrtti. (NS 20.64)

I1VV.1.9 The development of the concept of vrtti

There is a difference in the original mythological story of vrttis and this concept described
further. Here, stages of development of the concept are evident. The original concept was
connected with various regions of the India and the clan of warriors at the time of
Natyasastra or before. They are Bharata region or Kuruksetra, the Sattvatas i.e., the
Yadavas of Saurastra, Krathakaisika i.e., Vidarbha, the country of Arabhatas i.e., the region

to the west of Indus and south of Baluchistan.

The dramas which were played in the earlier stage mainly had a plot of struggle between
Gods and demons. The ones which have been mention in text of the NS are namely
Amrtamanthana and Tripuradaha. In both the plays there is a battle between the Gods and
demons. At that time, their fight must have been presented on the stage using the nyayas
and Karapas with appropriate dance movements. Amrtamanthana is a type of drama named

Samavakara and Tripuradaha is a dima. Both the types of drama have vira and raudra rasa.
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Let us see the features of these types of dramas as explained in the text of Natyasastra in

the chapter 18.

The Samavakara should have the exploits of Gods and Asuras as its subject matter and one
of them as its well-known and exalted hero. It consists of three acts presenting the three
kinds of deception, the three kinds of excitement or the three kinds of love. It should have
as many as twelve heroes and a duration of eighteen Nadikas for the performance. (NS

18.69-76)

The Dima should be constructed with a well-known plot. It consists of only four acts. The
hero should be known and dignified. It should contain the six sentiments except the erotic
and the humar. A plot should have exciting sentiments and various psychological states. It
should include incidents such as an earthquake, fall of meteors, an eclipse of the sun or of
the moon, fighting in battle and personal combat, and angry conflict. The Dima should
abound in deceit and jugglery. It should include energetic activity of many persons, and
unfriendliness among themselves. It should include sixteen characters which may be Gods,
Asuras, Raksasas, Bhiitas, Yaksas and Nagas. The play is to be carefully made in the grand
and the energetic styles and is to have many rasas to support it. (NS 18.84-88)

The elements of Samavakara and Dima are apt for the vrttis described in the very beginning
phase of the story. Personal warfare, conflicts in these types would be presented using
weapons and dance movements with nyaya called Bharati, Satavati. kaisiki and arabhati.

The sentiments useful for these types of drama were also complimentary to the vrittis.

IVV.1.10 The development of the plays from the Vrttis

Scholars have discussed the development of the plays from the view point of vrttis or the

number of acts and actors.

46



The stages are as follow, in the one Act play a single actor plays the actor and eventually
it developed into the plays with three or four acts having many characters and lastly the
plays with five to ten well-knit acts. The development from the point of view of vrttis is
given as, (1) plays like Bhana had Bharati Vrtti prominently; (2) Sattvati was added and it
became more prominent, (3) later in addition to Sattvati, Arabhati was included and then;
(4) the types with all the four vrttis like Prakarana and finally the (5) perfect Nataka. Dr.
Raghavan (1967:8) has traced the evolution from Vithi to Prahasana and finally to
Prakarana with the various stages. This is a linear development suggested by him. In the
previous types of drama, the presentation of ordinary men from the society is represented.
The other line of the dramatic development is the heroic one. The first plays staged were
Amrtamanthana and Tripuradaha, celebrating the deeds of Gods slowly developed into
Nataka. In this development some features of the social play & the heroic play was
intermixed. This helps us to understand the beginning of the dramatic art and the imitation

of the fights from the society.

I1VV.1.11 Vratis and musical notes

In adhaya titled “Dasartipaniriipanar” (See Appendix 1.6 for Sanskrit verses) the relation

between vrttis and musical notes is discussed. *

According to NS musical notes follow a specific order to make the scale with the basic
melodic combinations and sounds. The structures of poetic works emerge through styles
means vrttis. NS says that the composition of a drama emerged from vrttis just as the

musical scale from the notes. The subtle equivalence between vrttis and the musical note

U g srearelr ATGHT ga: THAT | 3 RfAgd ddeeed g | NS 18. 41|

STt AfafFrda TR JecaANTT: (FT J9T gRES: Fegeer safea 1 NS 1850
ot iRt g g 7 & vsomeaAt jadgffafasaest St qur oAt 1 NSis.61
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allows to separate something of essential importance for the understanding of the category
being analyzed. Vrttis are as basic and essential to natya as notation is to the any music.
The musical note is the basic constituent of the musical expression. It characterizes not
only the sound that instrument or a person produces but the instruments itself or procedure

of producing sounds and reading music etc. is also part of musical notes.

Natalia Lidova (2014: 31) in her article “The Concept of Vrtti in Natyasastra” states “The
emergence of this theory directly followed from the long pre-literary developmental stage
of the ancient Indian theatre. Second, as the note is the basic component of the musical
idiom and characterizes not only the sound but also the devices or recording and reading
music, so vrttis reflect the essential features not only of the stage performance but also of
the formal structure of the drama, while its comprehensive perception is possible during

performance -which is also the case with music.”
AT Fell AAT: FICATFERHTHAT: |
TRAAET GaET ged Fareer Hdd, 1| NS 20211

This verse describes the nature of vrzti with the word kavyabandha i.e., poetic works. NS
is not speaking about the works which are only poetic or textual in nature. By kavyabandha
Bharata means the poetic work in drama which has both audio and visual aspects. The
visual element to support the poetic work is very crucial here. To enhance the beauty within
the plot of drama strong visual features were used along with dialogues or speech. The
Sanskrit drama traditionally uses lot of music and dance in a performance. The music
includes instrumental music, singing and dancing too. One can see all these visual elements
used heavily even today’s date in South Indian Sanskrit dramas played with traditional

performances.

Then again in furthur verses the term Vrtti has widen its scope. The four varieties of vrttis
would be later development. I will not go in those details as that is out of the scope of the

present research.
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I1VV.1.12 Original concept of Vrrti

The original notion of vrtti is been reflected in the mythological narrative. The story
represents the initial stage of drama. The conflict between the Gods and demons was
signifying the unsettled society. The plays were illustrating the instability of the period. In
reality, various warrior groups or races were highly active in establishing their power and
acquiring new regions. They had developed their own ways of using weapons. The vrttis
- Bharati, Sattvati, kaisiki and Arabhatt may symbolize the style of fighting with various
arms of Bharata, Satvata, krathkaisika and Aribatae people. Nyayas with same name depict
their presence on the stage with dance movements and music. Texts of poetics used these
names with adding dance and musical staging of them with completely new meaning.
Linguistically the words which were used as region words or warrior race names got new

meaning by the phase of vrtti.

I1VV.1.13 Why regional influence was prominent in the drama?

The classical literature of Sanskrit called Abhijata or Vidagdha flourished after the vaidic
literature. It comprises of two very popular Adikavya - Ramayana and Mahabharata. All
these pieces of poetry have a hero as a central character who is a King. In Ramayana hero
is Rama and the struggle of the hero is about the being future king and problems in being
king. Love or Srngara is a main rasa of all these poetic works. But at the background the
struggle of kingdom, increasing area under his control, battle between other kings is strong.
It a world of controlling regions and acquiring new areas. Even we will come across the
literature written by Kkings like Shriharsa. The first dramas are by Bhasa. In
Malavikagnimitra by Kalidas Agnimitra is the hero. In the first adhyaya, hero speaks about

problems of kingdom.

King being the central carrier of the story of the drama the kingdoms and their territories

became significant.
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Writer of the Natyasastra was well aware of the changing social and political situations.
The text is responding to the endeavors in the civilization. May be the writer is not well
clear of the impacts of activities on theatre presentations but he could sense the prominence

and so he incorporated regional elements in the form of styles of literature.
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V.2 Riti

The concept of riti has been conversed and defined in Sanskrit many times. It was a popular
component of literary work among rhetoric. It was esteemed by commentators of various
literary compositions in Sanskrit. For example, the commentator Raghava in his
commentary on the Abhijiianasakuntala states ‘3= = AT {dH T@ATHT HeUZAT

et {fcreaferan weTE AwE: STEIET AT GEWRPRIG | foesierE e dedff dfafrerd
I” The Natyasastra does not have any mention of the term riti. It is as an element of a literary

composition which dates back to Bhamaha. His time period is 71" century. Riti is a mode of
expression or the style of a literary composition and it is synonymous with the term marga
(way or path). Originally the three ritis were recognized and they ultimately rose to six.
They are ‘Vaidarbhi’, ‘Gaudiya’, Paficali, Latiya, Magadhi, and Avantika. Vamana gave

definition of riti and systematic elaboration for the first time.

Bhamabha in his text the Kavyalankara (1.31) speaks about this loudly and raises objection
towards the earlier writers on poetics who are unknown to us. That means the earlier writers
were using these names even before him. It is noticeable that all the types of riti are the
names of the regions present in the subcontinent at that time. Let us see how geographical

elements played important role in the concept of riti in the beginning phases.

The names and nature of riti which had been listed by various Sanskrit poetics are as
follow. Dandin classifies the various modes of composition broadly into ‘Vaidarbhi’ and
‘Gaudiya’ with presence of gunas translated as excellences of composition. According to
Dandin ‘Vaidarbht’ is superior because it possesses in a harmonious relationship all the ten
gunas. The Gaudiya is marked by the absence of these gupas. Still, he does not consider
the riti as an independent element because he considers the basis are the guras and it is
mere embellishments. Vamana (9th century A.D.) emphasizes on guras to form the basis
of his riti doctrine. He differentiates between guras and alamkaras, also classifies gunzas

into sabda gura and artha gupa. He classifies riti into ‘Vaidarbht’, ‘Gaudiya’ and ‘Pafcalt’
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on the basis of the presence or absence of guras. He gives high status to ‘Vaidarbhi’ riti

for possessing all the guzas or excellences.

The first change in the names of riti came in the middle age. Anandavardhana defines three
ritis with different names as asamasa, a composition with no compounds,
madhyamasamasa, a composition with medium or less compounds and, use of long
compounds is dirghasamasa. Kuntaka identifies three margas — sukumara, vicitra and
madhyama - on the basis of what he terms kavi-svabhava or the power, nature and the
practice of the poet. The sukumara marga is marked by natural grace and charm, the vicitra
marga by decorativeness and the madhyama marga by a combination of elements of both
the styles. Rudrata defines four ritis as ‘Vaidarbhi’, ‘Gaudiya’, ‘Paficalt’, 'latiya’ on the
basis of use of compounds. Bhoja also gives four names as ‘Vaidarbh1’, ‘Gaudiya’,
‘Paficali’ and 'Latiya’ based on compounds, guras, and alankara. Mammata gives the name
of three ritis - upanagarika, parusa and komala or gramya and he says that these were
referred to as ‘Vaidarbhi’, ‘Gaudiya’ and ‘Paficali’ by earlier theorists. The upanagarika is
characterized by letters suggestive of the madhurya gura, the parusa by ojas and the komala
by letters other than the above. Mammata makes it clear that the manifestation of rasa is
important for a poetic charm than mere arrangements of the letters. Similarly, Viswanatha
says that riti is just a padasanghatana, and can never claim to be the soul of a poetry.
Saradatanaya in his text named Bhavaprakasana suggests two more ritis, Saurastri and
Dravidi instead of Magadht and Avanti. He says riti is a composition of that regions and

that is why it has the names which were based on region names.
Then again question arises why there were geographical names for style of writing in the

earlier stage of the development of this term. Let us try to understand the term riti from the

outset.

1VV.2.1 Bhamaha
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In the available texts of poetics, it was Bhamaha’s Kavyalankara which speaks about riti
for the first time. Bhamaha does not include riti or marga in his discussion of poetic
composition but distinguishes between ‘Vaidarbh1’, and ‘Gaudiya’ as two kinds of poetry.
It is interesting that he uses the geographical names for it for the first time. At the same
time, he has some objections regarding this classification. He says, (KL.1.31) the
knowledgeable men think, Vaidarba only is superior. Not any other type though

conveying good sense. (See Appendix 2.1 for Sanskrit verses)

1VV.2.1.1 Attacks the classification

He betrays the author’s aversion to recognise Vaidarbha as a separate type of poetry. Just
because it does not bear the name Vaidarbha. It is to be noticed that here it has not been
used as a name of a riti thus the form is not feminine but neuter as Vaidharbham and
Gaudiya and not VVaidharbhi and Gaudi. They think, that alone Vaidharbha is superior, not
any other poetry however possessed of good sense.

In this and the further verses, Bhamaha attacks the classification of poetry into Vaidharbha
and Gaudiya. These terms were unclear in his times. Vaidarbha is the type of poetry
prevalent in the Vidarbha region and Gaudiya is that predominant in the Gauda de$a.
Vaidarbhas are known as the southeren school to which Dandin belongs and to which
probably Bhamaha did not belong. Gaudas represent the prachya or the eastern school.
Vaidharbhi and Gaudi as the opposite types of riti or style are recognised in later works.
Riti as a special entity in poetry seems to be of late origin. Bhamaha’s objection is

directly only against this classification of poetry. (KL.1.32)

He asks, how the Gaudiya poetry is different than the Vidarbha poetry — is there any such
distinction? It need not be told that folls walk the trodden path, blindly following the lead
of the blind. Gaudiya and Vaidarbha is a distinction made by ignorant persons. There is
nothing to prevent them from making such a distinction; so they are free to say so. But
why do they at all say?
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1VV.2.1.2 Asmakavarsa vamsa

Asmakavarhsa etc. are known as Vaidarbha. Let it be so, asitis given at one’s own will.
He raises the objection as indeed Asmakavarmsa and the like represent the Vaidarbha.
(KL.1.33) He wants to say that it is like the blind following the blind. Are there not poems
like Asmakavarmsa which belongs to Vaidarbha type? Asimaka seems to be the name of
a country whose king was also called Asmaka, and Asmakavarnsa is history of the
dynasty of Asmakas just as Raghuvamsa is about the dynasty of Raghu. Unfortunately,

a work of this name is not available to us. The answer is Alright; let it be so. If you call

it with the name of Vaidarbha we have no objection. Our only disagreement is that we

cannot recognise a poetry as it referred to in the next verse and as such insipide.

Asmakavarnsa was a dynasty from the region of Vidarbha. It is a possibility that the
composition was about the emperor, his dynasty, his victory - being glorified in the poem.
He was the king of the Vidarbha region and thus the poetry has been named Vaidarbha and
then the name was declared as the type of composition earlier to the time of Bhamaha.
Bhamaha raised objection to the type of composition behind the region name or dynasty

from that region.

Then he speaks about the virtues and defects of the poetry (KL.1.34) (See Appendix 2.1

for Sanskrit verses)

If the poem has insufficient meaning and absence of clever expressions, though clear,
straightforward and soft composition be, is it different from poetry, something like music

and that merely appeals to the ear. Here 3rqserdisasnifaa refer to two defective features
of poetry. g&==es] w1 refer to its good qualities. If a composition is possessed of
these three good features it will not amount to poetry if it posses the two defects mentioned

earlier.

Bhamabha states that beauty of any composition resides in its meaning and expression. He
IS perhaps saying that the qualities which are said to be of the Vaidarbhi riti are not abilities

of the particular riti but they make poem just appealing as the music pleases the ear. What
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Bhamabha thinks is a mere song, Vamana recognises this as a distinct source of enjoyment
under the name of ‘Vaidarbh1’ (1.2.11 and 20) 7=¥ has also been considered as a kind of

composition. The difference between music and poetry is thus set out by Nilakantha

Dikshit'? in Raelemta: as the music goes dry as sand when it alone enters the ears. A

good poem of a poet is like fragrance of a nectar that enters inside the audience and makes

him happy.

Bhamaha further says that a poetry endowed with alammkara, decency, full of meaning,
convincing and coherent though it be of the Gaudiya type, it is preferable, not which is

known as Vaidharbha. But it represents the reverse of the said qualities. (KL.1.35)
Gaudiya can also be superior with good alankaras, if void of vulgarity, with decent and
logical and undiffused meaning. That is not different than Vaidarbha style. You may call

it ‘Gaudiya’ as you like; even then it is preferable. If you call it Vaidarbha it is not going

to alter its nature. Call it what you may, it is a good poetry.

The beauty of poem does not arise just by using of soft words like fad=a having nasals
and unaspirated letters of the dental class etc. A language embodying clever ideas

composed of good words is as an adornment of a poem. (KL.1.36)

The soft words like faar=a does not contribute to the beauty of speech. Then what is
rquired to enhance the merit of speech? asIfagTerseifdd. It may be recalled that the same

feature has been referred to by the author in Jed asheaemmarercar in Verse 30. Unconnected

composition means that the various versed dealing with separate subjects as songs, or stray

verses. Even such composition should possess clever presentation and nice description.

12 frefterruadiigrayoid: Rigeiamta: , g g 17
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1VV.2.1.3 No distinction

Bhamaha however does not give much importance to the distinction of the two. According
to him, none of them is inferior or superior to one another. The most important factor to
judge poetic beauty is Vakrokti, the fundamental principle of all Alankaras in his theory of
poetry. In addition, if that is existing in the Gaudiya poetry it must be accepted in
performance to the Vaidharbha. In his opinion that type of Vaidharbha which although —
prasanna, rju and komala is neither which in ideas nor possessed of Vakrokti does not
deserve any high amount of estimation simply an account of its being agreeable to the ear.
On the other hand, even the Gaudiya can be accepted if it is endowed with Alankara and is

free from vulgarity and in consistency.

IV.2.1.4 Objection of Bhamaha on naming the ritis

Bhamaha's point is valid. Marga or riti is a poetic concept. The foundation of the poetic
concept should be primarily based on the components of literature. But the words
Vaidarbha and Gauda do not indicate any element of literature. In this case, these words
are creating false impression. This argument also points towards the fact that a
Alarnkaracaryas before Bhamaha were using the region names for literary concepts, with

some purpose.

The Natyasastra was the first available text on Indian poetics. The time period of the
Natyasastra is 2nd century BCE to 2nd century BE. At this time there were many political
entity crises. Geographical boundaries were not fixed and regional peculiarities were
unblemished. Bharata was trying to integrate regional individualities in the field of arts
from Bharatavarsa. The dance, music and attires had local identities. Drama embraces all
these elements for performance. Bharata was collecting all the small elements which had

regional particularities. So, the names of vrttis and pravrttis were termed behind regions.
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Bhamaha was in 6th century CE. There is a gap of at least 3-4 decades from the composition
of the Natyasastra. It seems that rhetoric at the time of Bhamaha, did not appreciate the

importance of local distinct particularities.

Let us move to the next Sanskrit scholar Dandin.

1V.2.2 Dandin

Dandi or Dandin (7th-8th century CE) was an Indian Sanskrit grammarian and author of
Sanskrit prose. His active career took place around 680-720 CE under the auspices
of Narasimhavarman Il of the Pallava dynasty. He is known for composing the text
Kavyadarsa (KD.) (Mirror of Poetry), the handbook of classical Sanskrit poetics. Dandin
who belonged to the Vaidarbha school, elaborately establishes the distinction and it is

whole-heartedly followed by all later rhetoricians.

It was Dandin who deal with the concept of poetic style in an elaborate manner for the first
time. He does not use the term riti and instead prefers the term marga to refer to the style
of a poetic composition. He classifies the various modes of composition broadly into
‘“Vaidarbhi’ and ‘Gaudiya’ on the basis of the presence of gunras or excellences of

composition. It sounds like Dandin is giving answer to the question arose by Bhamabha.

1V.2.2.1 Types of compositions ‘marga’

Dandin first explains the types of composition, the languages in which the poets compose

and the speakers of those languages and dialects. Then he writes about marga.

His arguments are (KD.1.40) Manifold is the style of composition with minute mutual
differences. Of these styles the VVaidarbha and the Gaudiya, as being clearly different from
each other, will now be described. Then in the verse 41 he lists the excellences of

composition which are elaborated in coming verses. | have given the number of verses in

which particular quality has been described into bracket. They are -
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ey Cohesion (i. 43), ware Lucidity (i. 45), g#ar Evenness (i.47), Argd Sweetness (i. 51),
gpARAT Tenderness (i. 69), sideafda Explicitness of meaning (i. 73), 3eRea Pregnancyof
expression (i. 76), 3srg Floridity (i. 80), ifea Grace (i. 85), and &A1& Transference (i.
93).

1VV.2.2.2 Gunpas and styles

According to Dandin ten guras are considered as the soul of the Vaidarbha style and the
opposites of these are usually to be noticed in the Gauda style. (KD.1.42)

To further illuminate on this argument, he gives example (KD.1.43) Cohesive is what does
not involve Looseness. Loose is what consisting mainly of faintly-aspirated syllables; as
for instance ‘Malati-mala lolali-kalila’ (a garland of Malati flowers laden with longing
bees). This example indirectly suggests that Gauda poetry has looseness as they use more

aspirated syllables as shown in the example.

The sound repetition has been permitted by the Gaudas; by the Vaidarbhas, however,
because it secures compactness of syllabic binding, expressions like Malati-dama
lahghitam bhramarai’ (a wreath of Malati invaded by bees). Gaudas are fond of Anuprasa
alankara. Whereas Vaidharbha people are particular about the compactness of the
syllables. (KD.1.44)

Having Lucidity is that which conveys a sense that is well-known: ‘Indorindivara-dyutih
laksma laksmim tanoti (the spot on the moon ining like a blue-lotus augments her charm)’
is an expression conveying the sense without any effort. (KD. 1.45) Thus his argument is
that the poetry by Vaidharbha poets possess lucidity and thus their poem conveys the

meaning more accurately.

Because it exhibits command over grammar the Gaudas prefer even what is not very
conventional; for instance, Anatyarjunabjanmasadriksanko balaksaguh (the white-rayed
that is Moon having a spot resembling a water-born lotus not verywhitest blue) (KD. 1.46)
In these verses Dandin is expressing the liking of people of Gauda region with reference to

the use of language. Dandin states that marga is based on the guras or excellences and then
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he explains how people from these two regions have distinct ways of composing poems
with certain ways. Bhamaha and Dandin both were certain of connection of people and

their liking with marga or riti.

1VV.2.2.3 Regional liking

Dandin furthur says (KD. 1.50) The poetry of easterners has flourished regardless of this

unevenness and with an eye to pompousness in diction and also in figures.

The Gaudas do not pay any regard to such sound similarity as Gaudas love sound repetition
called anuprasa; the Vaidarbhas usually prefer sound similarity even to alliteration. (KD.

1.54) Further, he gives various examples of sound repetition or anuprasa.

Then in the verse KD. 1.60 it is said that such compositions lead to a roughness of syllabic-
structure and to looseness; hence the southerners do not foster such an anuprasa. And (KD.
1.75) he says such composition is not much honored in both the margas; as the sense is
not easily understood if the law of the expressive power of words is exceeded. Florid
consists in a superabundance of compounds. This is the soul of prose. Even in poetry, for
the non-Southerners, this is their sole resort. (KD.1.80) This verse suggests that
southerner’s superabundance of compounds does not create any florid composition. In this
way even in poetry the easterners cultivate floridity in expressions. The others, however,

prefer floridity of expressions when it is charming and not confusing. (KD. 1.83)

Dandin elaborates about exaggeration with examples in verses 90-91 and then comments
in the verse KD. 1.92 that this type of 'exaggerated statement’; is made too much of by the

Gaudas. The mode earlier illustrated is the essence of the other style.

For him these two styles are differentiated by a description of the nature of each. (KD.
1.101) He thinks great is the difference in the sweetness of sugar-cane, of milk, and of
molasses ; and yet it is not possible to have it described even by the Goddess Sarasvati.
(KD. 1.102) An inborn genius, learning free from defects, and no slight application: these

constitute the cause of this excellence in the poetry. (KD. 1.103)
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1VV.2.2.4 No mention of Kalidasa

Interestingly Bhamaha or Dandin do not mention Kalidasa or give any example from his
poetry as pursuing Vaidharbha marga. All the commentators of Kalidasa and most of the
further rhetoricians do mention Kalidasa as an ideal example of Vaidharbhi riti.

Kalidasa's poetry was in front of both of these Sanskrit rhetoricians. But they do not give

example from any of his poem.

Although Dandin’s treatment of poetic style is quite elaborate compared to the earlier
theorists, he does not consider the marga as an independent element because for him the
basis of the margas, is the gura, to be mere embellishments. He thus fails to distinguish
between alankara and guza. Vamana constantly emphasizes on the gura as the basis of his

riti doctrine.

1VV.2.3 Vamana

Vamana was an Indian rhetorician in the latter half of the 8th century - early 9th century

At the outset of his Kavyalarhkarasatra (KS.) (9th century A.D.) he defines riti as visista
padaracana (arrangement of marked inflected constructions). He goes on to differentiate
between gura and alankara, classifies gupa into sabda gura and artha guza. On the basis
of the presence or absence of gura, classifies riti into ‘Vaidarbhi’, ‘Gaudiya’ and ‘Paficali’.
Like Dandin, he accords the highest status to the ‘Vaidarbhi’ riti as it possesses all the
excellences but also associates the guras. Ojas and kanti with the ‘Gaudiya’ riti and
madhurya and sukumara with the ‘Paficali’ riti. Thus, while the ‘Vaidarbhi’ is marked by
the grand, the glorious and the imposing the ‘Paficali’ is characterized by sweetness and
softness. Vamana’s chief contribution to Sanskrit Poetics lies in his elevating the concept

of riti to the status of an independent school. His elaborate treatment and classification of
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gunas definitely marks a major advance on the alankara school which subsumed literary

excellences under the rubric of embellishments.

1VV.2.3.1 Soul of the poetry is riti

Vamana says JfeRTeAT sreged| that riti is the soul of the poetry. Vamana suplements the

two types of poetry namely dg3if and 312 by a third one named 9r=arelr. (KS. 1.2.6-9)

Immediately after providing the names of the riti he arises the question, why these names
are geographical? Are the qualities of the composition related to regions and thus the names
are based on those regions? Vamana refuses this possibility. Then why does this question
is discussed by Vamana? Probably this matter was in discussion around his time. The way
Dandin expounds on the ten excellences and the types of riti, establishes the relation

between types of ritis and region names. (KS. 1.2.9)

The names of ritis are based on the styles of compositions of poets from the regions namely
Vidharbha, Gauda and Pancala. The geographical distinctiveness is not important. This
sentence is translated as the poets from those regions were using these styles, so the names
like Vidharbha are used as a practice which indicates the poets of that region. (KS. 1.2.10)

IVV.2.4 Agnipurana

In Agnipurana 3ge.¢ it is said that arFaearerafaa= faearsi wqgfder| aserer siseefar

At dresm a2 |

Diction is vital for a good knowledge of speech. It is of four kinds—Pancali, Gaudadesiya,
Vaidarbht and Lataja. They respectively belong to the regions Paficala, Gauda, Vidarbha

and Lata.

61



While describing riti, the Agnipurana is not using the exact same names for riti as
Bhamaha or Dandin. It clearly says riti is from Gauda region and from the Lata region.
May be initially diction was very important factor for good reading of the literature. The

people from various regions have their own diction patterns.

Dandin in the discussion on marga comments on the speech of a composition as follows
when a certain charm is experienced after the recitation of a composition, that composition
is styled to be ‘Pregnant-in-expression.” This charm lends excellence to poetic style. (KD.

1.76)

Recitation of the poem brings charm in the experience of the audience. It is not an
experience of only written part or a reading a piece of literature alone. It is the way

literature is presented to the audience.

IV.2.5 Rajasetkhara

In the fourth chapter of kavyamimarmsa Rajasekhara describes the types of genius. One of
them is Bhavayitri pratibha. He says the genius which is helpful to Bhavaka is Bhavayitri
pratibha. He takes the efforts of a poet (of creating a virtuous poem) to the audience.
Because of his efforts the tree of creation of a poet receives the fruit. 2 Bhavaka is

everything for a poet, master, friend, advisor, learner and guide.

If a literature just remains in the minds of a poet, it is inadequate. Bhavaka brings it to the

audience of various directions. In the houses of the people lays various books of literature.

B srasmedagaton smafEr (sfasm) | @ R o smafve g seafa) qar wq wied:
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There are very few poems which are carved in the minds of people by the Bhavaka.'*

Various emotions and states of mind shine in with the Bhavaka. Sometimes even the
experts of poetry are also not able to understand that state of mind. Some Bhavakas
appreciate the implications of the words well, some reach to the heart of the poem, some
describe satvika bhava well and some appreciate anubhava attractively. Some appreciate
the merits of the poetry and some faults. Some avoid both and elaborate on alankara or

rasa etc.!®

This passage on Bhavaka by Rajasekhara is very helpful in understanding the earlier idea
of riti. It documents the importance of a presenter of a poetry in his time and may be

before his time also.

Rajasekhara also elaborates on the recitation of people from various regions of then India
in the seventh chapter of his kavyamimarnsa. The people of Magadha which is to the east
of Varanasi, read Sanskrit language fluently but they hesitate in reading Prakrit
languages. People from Gauda region that is modern Bengal, were not good at reading
Prakrit languages and thus Goddess Sarawati was unhappy with them.

The diction of the people from Gauda region is not very clear, not much indiscernible,

not very soft nor hard, not in high pitch or in very low pitch. People from Karnpata
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(Karnataka) read all types of poems with pride and use lot of ta alphabet.'® Poets from
dravida regions (South India) sing all types of literature it may be verses or prose or
mixed literature. People from Lata region (South Gujratha and Khandesa) dislike
(reading) Sanskrit but they read Prakrit attractively as their tounge is at ease with graceful
utterances. People from Surastra, Gurjara and Travana etc. (western regions) read both
Apabharmsa and Sankrit language cheerfully. By the grace of Goddesses Sarada poets of
Kasmira region are wonderful poets (but) there reading is not pleasing to ears as it is

likegargling of medicine Gudiict. 1/

The poets from Utarapatha (east Punjab) read with lot of nasal sounds.

Poets from Pancala (Himalaya to north of river Yamuna) do read literature sweetly. They
utter all the alphabets clearly and they stop at the proper yati. Prominent sound of la,
sound of r can be heard clear in words like Jarjara, is worshiped by those who understand
the literature very well. A good reader utters the alphabets form its five places and takes

stops considering the meaning of the poem.*®

Rajasekhara in his kavyamimarnsa elaborates on Bhavaka who recites the poems and
make it reach to the audience. Rajasekhara praises the wisdom of a Bhavaka who takes

the poem of a poet to the all directions of the world. We know that the Ramayana was
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popular as Lava and Kusa sang it from place to place and presented the story of Rama to
the audience. Literature was not read but heard from a presenter named Bhavaka (by

Rajasekhara).

Rajasekhara in the text kavyamimarnsa lists the regional peculiarities of poetry reading.
This is a rare and valuable documentation of an oral tradition of poetry. This is written
evidence of regional diversity of Indian society in the 9th century and may be before that.
Ofcourse it may have a long history which has not been documented by any other text.

Possibly Agnipurana by arfdaer is pointing towards the types of diction in various regions

of India which were in existence till 9th century and may be after that.

IVV.2.6 Banabhatta

Now let us see what Banabhatta has documented. Banabhatta (a writer of seventh century
CE) in his text Harsacharita remarks that the certain regions of the country produce the
literature marked by certain features.'® Banabhatta is probably giving four patterns of
writing from four regions of India. They are as follow. In the North a figure of rhetoric

s with a connection of words so as to admit of a double interpretation are mainly

admired, in the West it is only the sense or meaning of the poem is admired; in the South
it is poetical fancy called Utpreksa, where the comparison is introduced by 'as it were' is

admired; and in Gauda region (east) people love pomp of syllables.

Then he also says that A new subject, a diction not too homely, unlabored double meanings,
the sentiment easily understood, the language rich in echoing words, it is difficult to

combine all in one composition. What has that poet to do with poetry, whose language,

19 QATIRIAEAY TAASIIATFA | SNAT IfRonedy aiStasReFaR: || Harsacarita .2 b.
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going to the furthest limits of metrical skill, does not fill the three worlds like the Bharata

story? 2°

IVV.2.7 Untying the connection

All these arguments indicate that VVamana is untying the connection between the names of
ritis with their regional identities. He is now combining the ritis with excellences and do
not want regional associations with the composition. It is not important to which place the
poet belongs or which region he describes in his story of the poem. Only the expression
ability of a poet is vital in deciding the quality of the poem. This new meaning given by

Vamana was accepted by succeeding rhetoric.

Vamana is the first rhetoric who is beholding towards the composition of words from the
viewpoint of literary excellences. Till the time of Vamana the concept has changed and it

lost its link with regional unigueness.

Saradatanaya in the text named Bhavaprakasana adds two more ritis and says it is a

composition of that regions and that is why it has names based on regions.?

1VV.2.8 Kalidasa and Vidarbha

Kalidasa is most praised poet for his writing and his styled called Vaidarbhi. It would be
interesting to examine why it is so? Is it only because his poetry possesses all the ten

excellences or there is something more than that?

20 FraYselt SfeRameaT @sfFese: THer TW: | FAFcTaNasRT Feetddwd gl |1 8¢ ||

fF FATATT FIAT TAFACAIM A | FAFT SR TET o SATANS STITcaTA || ¢ |. Harsacarita
C

2.9.¢

2 girsgr grfasy afd dfdegareredd| e MRRTA{aEdeg=Tas® || Bhavaprakasana ¢.99

66



In the Malavikagnimitra and Meghadata of Kalidasa, there are many references of
Vidarbha region. V.V. Mirashi in his book 'Kalidasa' proves the time of Kalidasa based on
historical elements. Mirashi (1969:88) states that “From some copper-plate grants
discovered from time to time it appears that there was, in this age, another royal family
called Rastrakata, ruling over Kuntala which comprised southern Maharashtra and the
adjoining Kanarese districts. This family ruled from Manapura which has been identified
with Man, now a small village in the Satara district of the Maharashtra State. These
Rashtrakutas of Manapura occasionally came into conflict with the Vakatakas of
Vatsagulma, whose kingdom was conterminous with theirs. Mananka, the founder of this
dynasty, is described in a copper-plate grant of his grandson as the ruler of the Kuntala
country. His son Devaraja was probably the lord of Kuntala to whose court Kalidasa went
as an envoy of his patron Chandragupta 11 Vikramaditya. It seems that he was not received
at first with proper respect, but later by his diplomacy he succeeded in bringing about a
political alliance between the Rashtrakutas and the Guptas. This tradition about the
embassy of Kalidasa, is been recorded in several old Sanskrit works, shows clearly that he
was patronised by the Gupta king Chandragupta I1-Vikramaditya, who lived in A. D. 380
to 413.”

V.V. Mirashi also says that Kalidasa seems to have been one of them. Kalidasa may have
visited Ramagiri in Vidarbha (modern Ramteka, 28 miles from Nagpur). which was
situated near the Vakataka capital Nandivardhana (modern Nagardhan). There he appears

to have composed his Meghadita.

V.V. Mirashi (1969:35) states that “Kalidasa's works appear to commemorate some event
or other of the reign of Chandragupta Il. His Malavikagnimitra appears to have been first
put on the boards on the occasion of the marriage of Chandragupta's daughter, Prabhavati
Gupta with the Vakataka prince Rudrasena Il; for it recalls a similar matrimonial alliance
between the rulers of Akaravant! (Malwa) and Vidarbha in bygone times. As shown above,
the Meghadata was probably composed while the poet was staying at the Vakataka court
by the order of his patron king Vikramaditya.”
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According to Malavikagnimitra (Act IV, Verse 14), Agnimitra belonged to the Brahmin
Baimbika family, the Puranas also mention him as a Sunga. The Malavikagnimitra, (Act
V, Verse 20) tells that Agnimitra was the Goptri or viceroy at Vidisa during his father's
rule. According to the play (Act I, Verse 6-8 and Act V, Verse 13-14), a war broke between
the Sungas and their neighboring Vidarbha kingdom in the course of Agnimitra's rule.
Vidarbha had become independent from the Mauryan Empire before the rise of the Sungas,
when a former Mauryan minister brought his brother-in-law Yajiiasena on the throne.
Madhavasena, a cousin of Yajfiasena, pursued help from Agnimitra in conquering his
cousin. He was captured while crossing the border of Vidarbha and was imprisoned.
Yajfiasena’s former minister was captured by Agnimitra. He claimed the release of
Madhavasena, and in return Yajfiasena demanded the release of the former Mauryan
minister. Agnimitra sent his military to conquer Vidarbha region. Yajiiasena was defeated
and was forced to divide Vidarbha with Madhavasena, and cousins recognized the
suzerainty of the Sunga rulers. Agnimitra succeeded his father in 149 BCE and ruled for 8

years. His reign ended in 141 BCE.

Candragupta Il defeated the Kshatrapas with the help of the Vakataka. He annexed their
two provinces - Malwa and Kathiawad to his kingdom. He made Ujjayini his capital. He
gave his daughter Prabhavati Gupta to the Vakataka prince Rudrasena 1, in order to convert
the military alliance with the VVakataka into a matrimonial connection and to bring the two
royal houses closer. Kalidasa's Malavikagnimitra appears to have been selected for
performance in commemoration of this auspicious occasion. This had a great political
significance. In this play king Agnimitra defeats his enemy and wins a lovely mate for
himself. This play having been staged before the members of the two royal families, must
have brought Kalidasa to the notice of Chandragupta and gained him his favour. V.V.
Mirashi confirms this in his text named ‘The history and inscriptions of the Satavahanas

and Western Ksatrapas’.

This is very important drama that Kalidasa had build. Its face is of problems and success
in Love life of a hero. So this comes under the name of poetics and is not included into

history. The importance of the king Chandraguta and Vakataka is also indirectly woven in
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the story of Yaksa named Meghaduta. It is not the co incidence that Yaksa resides at
Udayagiri. Kalidasa was praised not only for his expression of Vaidarbhi riti. But his style
of writing is named against the region which was under the powerful regime of Guptas and
Vakatakas. Actually the core of the story of Meghadita does not require this much regional

details. But still Kalidasa has knitted them in a story very wisely.

Kalidasa portraits political happenings in his poetry very sensibly that glorifies his king.
His writing was combination of good poetic expressions and the history of Vidarbha region
in his initial writings. The way he portraited the history gave a new meaning to the present
of his time. Bhamaha says the Vidarbha marga termed was used for the poem called
Asmakavarnsa that might have explained the glory of the Asmaka regime. Similar must
have happened with Kalidasa. Initially Kalidasa was praised as a follower of Vaidarbhi
style may be because the Kalidasa was using the historical events of Vidarbha. Many of
the events in his poems are related to the region of Vidarbha and the king of Vidarbha.
Using political activities in these areas with brilliant poetic excellences (gura) made
Kalidasa founder of Vaidharbhi Riti. Eventually the concept of riti undergone a change.
Still Kalidasa's poetry was called Vaidarbhi Riti as it also suited the new definition laid by

Vamana. Kalidasa was penning poems full of all the excellences.

It would be important to see one more significant poet, Bhavabhiti in this context.

1VV.2.9 Bhavabhiti

Bhavabhiiti, the writer was an 8th-century scholar noted for his plays and poetry. His
literature is Mahaviracarita depicting the early life of Rama. Malatimadhava, a play based
on the romance of Malati and Madhava. Uttararamacarita depicts Rama's coronation, the

abandonment of Sita, and their reunion.

V. V. Mirashi (1996:312-313) in his book titled ‘Bhavabhiiti’ says “The vaidharbhi riti is
appropriate in descriptions suggestive of the sringara and karura rasa while the Gaudi riti

is suitable for that of the Vira, Raudra and Bibhatsa rasa. These rules are to be observed in
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poetry. Bhavbhuti has composed the verses in Mahaviracarita play in the Gaudi Riti. On
the other hand, the sringara rasa is prominent in the Malati-Madhava and the Karun Rasa
is prominent in the Uttara Ramacharita. So, the verses in both these plays are appropriately
in the Vaidarbhi riti. As Bhavabhuti had natural inclination of prolix description, he has
used the Gaudi riti in the descriptions of nature and time where the question of sentiment

does not arise.

As the Ojo-guna (vigour) was regarded as the soul of prose in the age of Bhavabhuti, almost
all prose speeches in his plays are in long compounds. Such compounds in as sravya kavya,
a poem, do not cause much difficulty. The reader can interpret them at leisure and relish
the sentiments. Their presence in Sanskrit plays, especially in the Prakrit speeches of the
various characters, comes in the way of the proper appreciation of the intended rasa. It is
surprising that Bhavabhuti has used them not only in the Mahaviracarita where the Vira
rasa is the main sentiment but also in the Malati Madhava, in passages where the syingara
rasa is to be suggested. See e.g. the speech of Lavangika describing the condition of love-
lorn Malati or that of Madayantika describing her imaginary union with her lover in the
Malati Madhava. In some places these descriptions full of long compounds appear quiet
inappropriate. See e.g. the detailed account, in long and involved compounds, of the
confusion caused by a tiger and involved compounds, of the confusion caused by a tiger
which escaped from its cage, in the third Act of the Malati Madhava. A similar scene is

described in only about a dozen short Prakrit sentences in the Mrichchhakatika.”

But in some other cases Bhavabhiiti has changed his style to suit the subject. For example,
see the following description Uttararamacarita by Lava. It is of the conflict in his mind

when he has to fight with Candraketu

FAeeralelee, Jolld HHUG FHfCAT TAAEATESCHA Holgehd: T

o~ C AN o= O AN
TR FA I UR>SIG S THAT SgiashdideiielledURE: || Uttara. 5.26

S C

The first half of this verse which describes the joy that Lava feels on meeting Candraketu

is in the Vaidarbhi riti, while the second half which refers to his proud arm longing to fight
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with him is in the Gaudi riti, replete with lengthy compounds and words of hard

consonants.

In the Mahaviracarita Jamadagnya describes in the following verse how he, in wrathful

indignation at the breaking of his Guru Siva's bow, is going to use his battle-axe -

ARTITC A RIS e fshaTiastashre Rsfieemiassreaesnaiaetr: &ford]|
FodTel: TRHTI R ecacehUoUISITARIAAAT STaTcy @USTRLEd! §3: T ||

Mabhavira. 2.3

In the first three quarters of this verse, which describes how the battle axe thrown by
Jamadagnya in outrage will strike the neck of his foe, are in the Gaudi riti. It has hard
letters, long compounds and reduplication of consonants. The fourth quarter, which
suggests his devotion to Siva, who blessed him with the gift of a piece of his own battle-

axe, iIs in the Vaidarbhi riti. This part is devoid of compounds and couched in soft letters.

V. V. Mirashi rightly said that no poet has a particular riti in his every poem. The plot of
the poem demands for the particular style. By and large the author Bhavabhiiti has been
said to be the follower of the Gaudi riti. But one can see he uses the styles as the demand
of the story. Nany more poets have used it as the demand of the plot or the character. It

cannot be a style of any particular author.
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V.3 Pravrttis

Pravrtti is another important concept in line with vrtti and rizi. It seems that some
interpolator put them into the text of the Natyasastra, for associating it with all the different
parts of India, though the original work was a discussion of the dramatic art. The authors
of the Dasartipa and the Natakalaksana are completely silent on pravrttis. This may be
because they also cannot identify the applicability of regional significance in the field of

Indian art.

Let us see the importance of the concept of pravrttis in light of NS and other later poetic
texts. The chapter 13 of NS deals with three subjects. Parts of the stage, natyadharmin-
lokadharmin and pravrttis or local usages. Why these three subjects are together in a one

chapter? Abhinavagupta answers this question in Abhinavabharati.

These parts of the stage are put in order on the basis of types of regions and pravrttis are
determined by various regions. When the character of a play enters the stage from the north
it is known as Daksinatya, Paricali entrance, others enter from the south. Pravrttis

are equivalent to the types of entrances.

First 36 verses of the chapter ‘karayuktidharmivyarijaka’ describes the parts of the stage.

Then it starts the discussion about pravrttis. ((See Appendix 3.1 for Sanskrit verses)

| will again continue the explanation of the pravrtti or Local Usages which are four and are
described as Avanti, Daksindatya, Paricali (Panicala-madhyama) and Odra-Magadhi. Why
the word again (g=7:) is used here? In the 6" chapter named rasadhyaya the first mention

of the term pravrtti is seen which is as follows. (NS 13.37)
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In the verse 24 of chapter 6, it is said that Practice of dharmin or representation in a
dramatic performance is twofold. One is lokadharmin which is realistic or popular and
another is natyadharmin that is conventional or theatrical. And there are the four Styles -

bharati, sattvati, kaisiki and arabhati.?

In the verses 25-26 there is mention of the four pravrttis or local usages in a dramatic

performance as Avanti, Daksinatya, Odramagadhi and Paficalamadhyama.

Thus, in the chapter 13 it is said g=1e<la wae=ria. It is interesting that the discussion about

pravrttis is in prose and not in verse. This suggests that this prose is an interpolation done
in later period. Still, it is vital in understanding the concept, though it has been added to
this chapter later. It may be interpreted as this concept became important at the point of

time when it was added to the text.

IVV.3.1 The definition of pravrttis

Why is it called pravrtti? The answer is - it gives correctly information regarding costumes,
languages, and manners in different countries of the world. This course of action or conduct

is known as pravrtti. In this paragraph vrtti means information.

There are several countries in this world. “How there is fourfold division of the pravrttis?

A compliance of all these pravrttis has common characteristics.” And it is true.

People do have different regions, different costumes, many languages and diverse manners,
(depending on the regional variety) here is a fourfold classification of the dramatic
performance committed to four different styles. Different regions are close to performances

22 Haas translates vrttis as Styles of Procedure (DR. p. 67). The four Styles are translated by him as Eloquent
(bharati), Grandiose (sattvati), Gay (kaisiki) and Horrific (arabhati).
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which relay to the vrttis - the bharati, the sattvati, the kaisiki and the arabhati. The four

local usages develop because of this, and performances are created following them. %

Abhinavabharati explains this as follow - Pravrtti is variety in dress, language, manners or
customs in various regions. It also includes ornamentation, professions, commerce as in
agriculture, breeding of cattle etc. livelihood. The word pravrtti informs about the
specialties of the regions. The term expresses all the knowledge of the world. It explains

the understanding of outer world.

The relation between pravrttis and vrttis is been described in coming passage. Thus,

pravrttis indicate all the regional peculiarities and uniqueness in Bharatavarsa.

Then NS further elaborates on four pravritis by giving details of the regions it includes and
the vrtiis associated with them. The first is Daksinatya i.e., Southern pravrtti. (NS 13. 38-
40) The Southern provinces like few types of dances, song and instrumental composition,
which has an abundance of the kaisiki style, and clever and elegant gestures. The regions
adjacent to mountains named the Mahendra, the Malaya, the Sahya, the Mekala and the
Kalapafijar. They are known as the Daksinapatha (Deccan), Kosala, Tosala, Kalinga,
Mosala and regions like Dramida, Andhra, Maharashtra and Vanavasika which are between
the Southern Sea and the Vindhya Mountain, are always to follow to the Daksinatya

pravrtti.

Avanti pravrtti is from the regions as Avanti, Vidisa, Saurastra, Malava, Sindhu, Sauvira,

Anarta, Arbudeyaka, Dasarna, Tripura, and Marttikavat. This Local Usage depends on the
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styles namely the sattvati and the kaisiki. These should be used in plays and be adopted by
the producers. (NS 13.41-43) (See Appendix 3.2 for Sanskrit verses)

The Odra-Magadhi is eastern regions as Anga, Vanga, kalinga, Vatsa, Odra, Magadha,
Pundra, Nepala, Antargiri, Bahirgiri, Pravamga, Mahendra, Malada,
Mallavartaka, Brahmottara (Suhmottara) Bhargava, Margava, Pragjyotisa, Pulinda,
Videha, Tamralipta, and Pranga. The Odra-Magadhi pravrtti is applied to the other regions
recorded in the Puranas as belonging to the East. This Local Usage depends on the bhdaratr
and the kaisiki styles. (NS 13.44-47)

Regions such as Paicala, Strasena, Kasmira, Hastinapura, Valhika, Salvaka, Madra and
Usinara which are connecting either to the Himalayas or to the Northern side of the Ganges,
take to the Paficala-madhyama pravrtti. The sattvati and the arabhati styles dominate in
this pravrtti. The presentation of these two is scarcity of song, extreme movements with
the extraordinary speed and steps in dance. (NS 13.48-50)

The authors of the Dasariipa and the Natakalaksana, who speak of the vrttis are absolutely
silent on pravrttis which are connected with them. Considering that these works depend a
great deal on the NS their omission of pravritis may be taken as very significant.
Geographical names occurring in connexion with the pravrttis are found in the
Mahabharata and some of the Puranas, some of these being almost in the same sequence.?®
M.M. Gosh (1950) has not been able to understand the importance and impact of the
geographical data in the NS on various aspects of drama. He thinks that this information
may throw interesting light on the social life of the Indian people in the remote past. But

this information speaks more than that.

After the narrating four pravrttis, again the conversation about the parts of the stage begins.
Thus, it can be inferred that the discussion about four pravrttis is interpolation in the text.
When the parts of a stage became important may be at that time this, interpolation
happened. The text is in a prose which is uncommon in the text of NS. Original discussion

was about the parts of the stage and how to use those parts. There came the words that

% See D.C. Sircar, “Text of the Puranic Lists of Peoples” in THQ. Vol. XXI., 1945, pp. 297-314
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indicate various regions of Indian territory. And the discussion about pravrttis is connected

to the original topic of parts of stage.
Thus, these two topics came one after another as follows-

The pravrttis will function in two-fold ways for arriving on the stage, first by entering from
the right side and another by entering from the left side of the stage. In the AvantT and the
Daksinatya pravrttis, it would be from the right side of the stage. The door for entering the
stage, should be at North. In the Paficali and the Odra-Magadhi pravrttis it will be from the
left side and actors should use Southern door. But in the view of the special assembly,
experts should combine place, occasion and expression of meaning with these rules.
Experts should produce their plays in various styles which have been prescribed before for
the pravrttis in different countries. Entering the stage from particular direction connects
them with pravrttis. (NS 13.51-55)

The concept of pravrttis is discussed in the chapter 13 and the actual practice of the these

pravrttis are seen in the 23" chapter of NS. The 23" chapter is ‘Aharyabhinaya’.

IV.3.2 Aharyabhinaya

In this chapter all the accessories such as costumes, body colour, ornaments, hairstyles,
stage property are explained with many details. Almost all of them have some regional
element. The description of this ornamentation is for dramatic performance, but it reflects

the regional taste and customs of the people of that particular region. Here 1 list them out.

1VV.3.3 Costumes

In costumes they include dresses, ornaments and hairstyles. (NS 23.66-72) (See Appendix
3.3 for Sanskrit verses)
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Females should have dresses and ornaments according to their places of origin. The young
women of AvantT have curling locks, and the Gauda women generally to have hairs curled,
and styled them as the Sikhapasa and the Veni. The Abhira females have two Venis, with
their heads usually have an encircling band. Their clothes should typically be blue in color.
The women of the North-East regions are known for holdup Sikhandas, and in their region
in dressing they all cover the body up to their hair. The females from the South regions
have Ullekhya with Kumbhibandhaka, and Avarta on their forehead.

Thus, hair-style, dresses, ornaments, and application of head shaving, hair-cutting etc.
should be structured for the remaining characters according to their habitation and birth.
This description shows that there is a direct association of regional peculiarities with

pravrttis.

1VV3.4 Colors

In the same chapter there is more discussion about body-colours for human beings from
different regions. It is as follows- (NS 23.101-107) (See Appendix 3.4 for Sanskrit verses)

In the persons of Jambudvipa, live men of various colours. Everybody other than who
reside in the North Kuru region should be in the gold colour. In Bhadrasa people should
have the §weta ie. white colour, and in Ketumala nika, they are blue. But in the rest of the

subcontinents people should be made gaura i.e., reddish yellow.

The diverse colours of the people of Bharatavarsa are as follow- the kings should be having
Padma i.e., lotus colour, or §yama i.c., dark blue or gaura i.e., reddish yellow. The happy
mortals are to be made of the gaura i.e., reddish yellow colour.

The people who practice wicked acts, are possessed of evil spirits, diseased or those who
are engaged in penance and in laborious work, and are of inferior birth, should be made
asita i.e., not fair. The black color is many a times associated with evil and bad. Sanskrit
verses always express the knowledge as white and lustrous. VVoid of knowledge is described

as black and hollow. Dandi defines the Goddesses of knowledge Sarasvati as gaura. And
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then Vijjaka refutes him saying he was wrong because he has not seen me who is §yama in

color.

And the sages should be given the colour of badara fruit. The colour of sages observing

tapas should not be white.

Because of some necessity and also according to author’s pleasure, colour of persons may
be varied according to their regions, birth and age. An expert should paint persons after
knowing their place of action, and time of action, birth and the region of the earth they

dwell in.

1VV.3.4.1 Colours of different tribes

NS describes body colors of Daksinatyas, Northern tribes and aslo North-west tribes. It
then elaborates Kiratas, Barbaras, Andhras, Dramilas, Kasis, Kosalas, Pulindas and the
residents of the Southare usually asita i.e., not white. Sakas, Yavanas, Pahlavas
(Pahravas) and Vahlikas (Bahlikas) who belong to in the North, should be painted gaura
i.e reddish yellow. Paficalas, Siirasenas, Odras, Magadhas, Angas, Vangas and Kalingas

should be painted syama i.e., dark or deep blue in complexion. (NS 23.111-12)

1V.3.4.2 Dravidians

These verses from NS give a valuable information about some ethnological features of
early India. The similar information can be seen in the text of Mahabharata, Ramayana and
Purana. It states that the information in NS is close to real society at its time. The
Dravidians (Andhras and Dramilas) were not fair in complexion agreeing to NS. In
Mahabharata, according to Bhisma, Andhrakas, were sinful and they led the life of dogs,
crows, ravens and vultures; they did not exist in the Krta age, but were to be met with from
the Treta age onwards (talavarandhrakah... ete papakrtas tata caranti prthivim imam

Svakakabalagrdhranam sadharmano naradhipa//naite krtayuge tata caranti prthivim
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imam/tretaprabhrti vartante te jana...) Mbh.12. 200. 39, 41-42; they lived like Dasyus and
were attached to objects of senses (visayavasinaly/...dasyujivinah) Mbh.12. 65. 15; When
the horse of the A§évamedha went to Andhra and other countries, Arjuna who accompanied
him was honoured by peoples of those countries (kasin andhran kosalams ca...tatra pajam
yathanyayam pratigrhya sa pandavah) Mbh.14. 84. 4-5; but when he went again to the
south, he fought with Andhra and other peoples (tatrapi dravidair andhrai...yuddham asit
kiritinah) Mbh.14. 84. 11. Sahadeva also was honoured by Andhras during his expedition
to the south. It is unknown whether the term Tamila and it’s the equivalents to Dramilas
were Damela, Dameda, Dhamila, and Damila in Prakrit. It was a self-designation or a term
denoted by outsiders. Dramilas is known in Pali (Mahavarnsa) as a modern Tamil. Andhras
is a tribe well-known in history and literature. Indrapala, K. (2007:155-56) “Epigraphic
evidence of an ethnicity termed as such is found in ancient Sri Lanka, where a number of
inscriptions have come to light dating from the 2nd century BCE

mentioning Damela or Dameda persons.”

1V.3.4.3 Daksinatyas

Daksinatyas may be the members of Kol and other tribes living in the South as described
in the text of Mahabharata. It was a designation for the people or warriors of the south.
They were described as brave ($tira) Mbh. 5. 30. 24; excellent warriors (pravira) Mbh. 8.
17. 2; cruel and rough in battles (kriira, sarhgramakarkasa) Mbh. 8. 15. 10; fighting with
swords and shields (asicarmin) Mbh. 12. 102. 5; also, expert in fighting with all kinds of
weapons and missiles (sarvasastrastrakusala) Mbh. 6. 16. 17; and fought from chariots and
riding elephants (daksinatya...rathah Mbh. 5. 196. 6; gajayodhin Mbh. 8. 17. 2).

1VV.3.4.4 Northern tribes

The separate mention of the Southerners after Andhras and Dramilas (Dravidas) taken

along with some Northern tribes like the Kasis and Kosalas, seems to show that the NS,
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records the tradition of their once living in the North. Kasi was the tribe after which the
ancient kingdom of Kasi and the city of that name were known. Kasi was the ancient and
popular holy centre in India. Devotees from all parts of India go on pilgrimage to Kast to
bathe in the sacred waters of the river Ganga. It is for spiritual satisfaction and people
believed in release from worldly attachments. The reason for the above is stated in the Agni
Purana Chapter 112. It lost its separate entity before the time of Buddha. Kosala was well-
known as eastern and southern Kosalas; the eastern Kosalas formed part of the Kunti
country (purvah kuntisu kosalah Mbh. 2. 13. 26); and also in the east, beyond the river
Sarayii. There is Mithila and the rivers Mala and Carmanvati beyond Kosala. (Mbh. 2. 18.
28) Kiratas was a hill tribe, they were possibly living in the Himalayan region (Mbh. XII.
207, 43). Barbaras was non-Aryan tribe mentioned not very often in Sanskrit literature
(Mbh. XI1. 207, 43). This may be a synonym of Mleccha at that time. Pulinda were original
people existing perhaps in the Vindhya region. Saka were roaming tribes on the peripheries
of North Indian plains; mentioned in Manusmrti X. 44. Saka was a name of a Janapada and
its folks. It was listed by Sanjaya among the northern Janapadas. It is also called Desas of
Bharatavarsa (Mbh. 6. 10. 68) Yavana was mentioned by Safijaya among the northern

Mleccha tribes of Bharatavarsa (uttara$ capare mleccha jana.../yavanas ca

sakamboja...mlecchajatayah Mbh. 6. 10. 64, 5). They lived in different parts of India. I=--
331 is sometimes applied to lonia, Greece, Bactria, and more recently to Arabia. Pahrava or

Pahlava mean Parthians who annexed the Western Punjab in about 140 B.C. Vahlika or
Bahlika were the inhabitants of the region known as Balkh settled on the river of Beas and

other rivers. (Ram. II. 68. 18-19 and also Mbh. VIII. 7. 41).

1VV.3.4.5 North-west tribes

The tribes mentioned from the North-West as 3axr & f&ar feerA. Paiicala tribe is well-

known in Mbh. It is listed by Safijaya twice among the northern Janapadas (called Desas
Mbh. 6. 10. 68) (ata Girdhvarh janapadan nibodha Mbh.6. 10. 37), Also listed by Arjuna

among the Janapadas nearby the Kuru country (santi ramya janapada...paritah
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kurin/paficalas cedimatsyas ca Mbh. 4. 1. 9). Stirasena was the tribe which once settled
around the Mathura. This region gave its name to the principal Prakrit of the Indian drama
(Sauraseni). Odra was the name of a tribe after which the modern Orissa (Odrivisaya) was
named. (Manu. 10; 44.) Magadha was the tribe after which the ancient country of Magadha
was named. It was the name of a mixed tribe, said to have been the offspring of a Vai$ya
father and a Ksatriya mother, &fm amre awmq Y.1.94; Mb.13.49.1. The duty of the members

of this caste was that of professional bards Ms.1.11,17. gawrmasif<a: Bhag.1.11.2. Vanga

was the tribe after which the ancient Vanga (South-East Bengal) was named. Anga was the
tribe after which the ancient country of Anga was named. It was the name of a country and
its folks; often mentioned along with VVanga and Kalinga. It was listed by Safijaya among
the Janapadas (anga vangah kalingas ca) Mbh. 6. 10. 44, 5, 37; mentioned among the
eastern countries, holy places which were visited by Arjuna (pracim disam abhiprepsur
jagama) Mbh. 1. 207. 5; (angavangakalingesu yani punyani kanicit/jagama tani sarvani)
Mbh. 1. 207. 9. The army protected by the king of the Anga said to be of the easterners
(tad angapatina guptar...pracyanam abhavad balam) Mbh. 6. 17. 28.

1VV.3.4.6 Colours of different castes

Brahmins and Ksatriyas be painted gaura i.e reddish yellow and Vaisyas and Stidras be
painted syama i.e., dark or deep blue. The colour which is assigned to Brahmins and
Ksatriyas possibly indicate that the theatrical appearance of these two sections of the
society still retained their original Aryan features with their skin colour. The dark colour
for the Vai$yas and Siidras similarly probably show that these were not Aryans. (NS
23.113-14)

In the same chapter there are multiple references of various elements of aharya abhinaya

which have base of regional as well social structure in the society. They are mainly in the
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ornaments?®, cloths?’, hair styles?®, beard?®, body colors®, and masks®. All of these are

related to regional peculiarities.

IV.3.5 Bhasa

Under the discussion of Pravrttis there is lot of discussion on bhasa in the chapter 13 of
NS. Pravrttis give correctly information regarding costumes, manners and also languages

from different countries of the world. NS elaborates on languages very well.

The chapter 15-18 of NS gives a good idea of language structure and opinions regarding
various languages at the time of NS. In dealing with languages, it has talk over alphabets,
syllables, composition of words, syntax, musical swaras, meters and also the grammar. In
the chapter 15 it speaks about Sanskrit and in another about des-bhdsas (NS 18.24) (See
Appendix 3.5 for Sanskrit verses) i.e., regional languages. Language is one of the foremost
regional facets of Indian society. Multilingualism gives unique identity to this country.
But it is not unusual. Woolner tells us that even in western dramatic tradition different
dialects are found to be used and he quotes Grierson. (Woolner 1986;22) Grierson says “In
India there is nothing extraordinary in such a polyglot medley. It is paralleled by the
conditions of any large house in Bengal at the present day, in which there are people from

every part of India each of whom speaks his own language and is understood by others,

20 1ottt fasred i qETEATATsRIE | AfaY yasmnd Serenfaueestas 193], ALWON J FHaear
ATATCIEATH: | HWURTY AT ATaeAra AT || NS :3.93 |
2 T dATAICH YEHT: FrA: qeAeddl | AT o Fcfedl AR | NS 3£l

AVSRORHANTE AT eaAIErd | ACIERUEGFA o oMY Fodlead: | Td Eom sdeast
CRIaEATHHEHE: (| NS 3.6& I

2 gersnfafdemasd AWoTATY FRAT | Y JUT IR0 &REFH  IRTBGH 1| NS 3,621l

29 QHAHH TY>ollcl CRTeRTeTadTsaarH || NS :3.2¢¥ |l

O AVHITHAIAT ACTUHAHAET o | ulieli J FAR wAear a: Gpfada 7 || NS 23.:9l FATegaeg
AT RS- FAams | a1 aRE] faeiar Femeearceedar || NS 3.861 HRUCIUSAT U
ACHTSAT Ge: | qUTETS Feheled! SRISIAariagar: || NS R3.2o¢||

S r giafRReTy sefed AT | fEede Ao T GereTiaaa:fdd | NS :3.¢32|

82



though none of them attempts to speak what is not his mother tongue.”. This uniqueness is
reflected in this discussion about languages under the topic of Vachika abhinaya.

NS is one of the earlier texts giving rules of Prakrit grammar. (NS 18.6-23) It talks about
the way vowels may be substituted for another; the ending vowel of words that have
declensional terminations may be shortened or lengthened. Also, the modification in
consonant clusters is discussed. It also gives information about many languages and its

usages.

IV.3.5.1 Use of languages (bhasa)

The chapter 18 provides rules on the use of languages (bhasa) for drama from verse 24
onwards. They are as follows — The languages to be used for drama are of four types.
Recitation should be either of the sasmskrta (refined) or of the Prakrit (unrefined) type.

Those four types are atibhasa, arya-bhasa, jati-bhasa and yonyantart bhasa. (NS18.26)

The atibhasa and aryabhasa are possibly the dialects of the pure Indo-Aryan speech. It is
noticeable that sarmskrta (Sanskrit) as the name of a language is absent here. Bhoja in his
text Srngaraprakasa takes atibhasa as Srauta (Vedic), aryabhdsa as arsa (Puranic)
and jatibhdsa as laukika (literary) language. (Bhoja’s Srigaraprakasa). But no drama has
used Vedic Sanskrit and thus is it unclear what type of language it was.

It gives a description about which character in a play should use which language. This
depiction reflects the hierarchy of languages in a society at that time. Atibhasa and arya-
bhasa are two refined languages and were used over the seven great parts means dvipa of
the world. (Here World means a state or a region) Atibhasa is for the Gods and arya-bhasa
is for the kings. (NS 18.28) The language of Gods and Kings were considered to be
different than of a common people. Sanskrit has a high status as to be used only by people
of high status in a society. This indicates that Sanskrit was in use all over the world. (Not

the world as we it means today.) We do not come across atibhdasa in any of the dramas. It
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is difficult to say whether it was any special language for Gods or it was a language used

in dramas at that time.

Jati or laukika bhasa on stage, has many forms which contains many mleccha words that
is words of Barbarian origin and it is spoken only in the Bhdaratavarsa. The speech of
common people is here distinguished from that of the priests and the noble people by
relating it as containing words of Barbarian origin. (NS 18.28) Yonyantari or
Jjatyantaribhasa is a language of animals and birds. (NS18.29) This is to be used as
natyadharmi that is as conventional practice. Any drama does not give us example of this
conventional language of lower animals used on the stage. It is not clear, if there was any

special kind of language used for animals on stage or it is a hypothetical type.

The Recitation in the jatibhasa is of two types, Prakrit and Sankrit and this recitation
relates to the four castes. (NS18.30) This approach is different than grammarians and Vedic
systems. NS not only accepts Sanskrit but also accepts Prakrit as a bhdsa. Probably Prakrit
was used for normal conversation in the society on large scale. NS gives equal position to

Prakrit with Sanskrit language by using the term bhasa for the both.

NS considers society as a whole in terms of artistic performances. It is rightly called a

Paficama Veda in the first chapter. There was no barrier of caste to this knowledge. It

belongs to all the people of the society as it is d¢ Ts=# ardamiwall NS 2.2

In normal conditions noble person like a hero of a play, should speak in Sanskrit but there
are some exceptions. It is interesting to see the conditions in which even hero should speak
Prakrita. The social condition and the situation in which hero is going through, is more
applicable. A superior person, who is intoxicated with the kingship or wealth or
overwhelmed with poverty no Sanskrit should be used. (NS 18.33) The most famous
example is the fourth act of Kalidasa’s Vikramorvasiya, where Puriiravas’s shift from
Sanskrit to Apabhramsa which is used to demonstrate his madness at having lost Urvas.

The Prakrit recitation should be assigned to persons who are in disguise, jain
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monks, ascetics, religious mendicants and jugglers. (NS 18.34) An example of persons in
disguise is Indra in the appearance of a Brahmana in a play named Karnabharam, by Bhasa.
He speaks in Prakrita being a Brahmana character. Viradhagupta (Mudra. I1.) assuming the
appearance of a snake-charmer, is an example of using Prakrita in a similar situation. So
are Yaugandharayana and Rumanvan in the Pratijiayaugandharayana, (I1I) by Bhasa.
Prakrita should be assigned to the children, persons possessed of spirits of lower order,
women in feminine character, persons of low birth, lunatics and phallus-worshippers. (NS
18.35) There are some exceptions to the rule of Prakrita recitation. Parivajaka, muni etc.
Srotriyas and others who wear costumes appropriate to their position (/ingastha) should be
assigned Sanskrit Recitation. (NS18.36)

Who are entitled to Sanskrit speech, it says -
Sanskrit Recitation is to be assigned to kings, courtezans, female artistes to suit special
times and situations. (NS 18. 37) For the pleasure of all kinds of people, and in connexion

with the practice of arts, the courtezans are to be assigned Sanskrit Recitation. (NS 18.40)

Queens, courtesans, female artistes to suit special times and situations, they may speak
Sanskrit. An example of courtesan speaking Sanskrit is Vasantasena (Mrcchakatika. IV.).
The parivrajika in the Malavikagnimitra, speaks Sanskrit. Normally queens speak Prakrita
but Malati switches from Sauraseni to Sanskrit in the second act

of Bhavabhuti’s Malatimadhava.

The rule is about Sanskrit speech for matters relating to the peace and war which may occur
in course of a talk and the movements of planets and stars and cries of birds concerning the
well-being or distress of the king are to be known by the queen, she is to be assigned
Sanskrit recitation in that time. (NS 18.38-39) This rule is not very clear. This might be
related to the astrology and astrologer. As king is in distress queen has to conduct the
conversation with an astrologer and therefore, she has to speak in Sanskrit.
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For the practice of arts and for amusing the king the female entertainer has been prescribed
to use Sanskrit recitation in dramatic works. (NS 18.41) Probably there is no example of

this practice.

The pure speech in Sanskrit is for Apsarasas which has been sanctioned by the tradition,
since they have association with the gods. (NS 18.42) No play is available of apsara
speaking in Sanskrit but may be at the time of the NS there was play in which apsara was

reciting in Sanskrit.

1VV.3.5.2 Prakrit Recitation

One may assign Prakrit recitation to apsaras on the earth. Prakrit recitation should be
assigned as an occasion for the apsarasas in the role of the wife of a human. Urvasi in the

Vikramorvasiya is an example of an Apsarasas becoming the wife of a mortal. (NS 18.43)

1VV.3.5.3 Use of Native Language

The rule says, in a drama, native language should not be assigned to tribal people such as,
Barbaras, Kiratas, Andhras and Dramidas. To these pure tribes, should be assigned dialects
current in Siirasena. The plays may use local dialects which are written in different regions
may be for local production. (NS 18.44-46) The word bhasa is associated here with the
word desa. The regional influence on languages in India has a long history. The regional

multi-linguistic development has been recognized here by using these two words together.
In these above verses there are names of various places and people living in those areas.

Barbara is a name of a Janapada and its people. It was listed by Safijaya among the northern
Janapadas (also called De$as) of Bharatavarsa in Mahabharata. Kirata a mountaineer, is a
name of a degraded mountain tribe who lived by hunting. Andhras were native of

Telengana. Listed by Safijaya among the (northern) Janapadas of the Bharatavarsa.
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Dramidas were listed by Safijaya among the southern Janapadas (also called Desas Mbh.
6. 10. 68). These four have low social status and thus their language is not much spoken
nor much accepted. No play is available with these characters. The Kiratarjuniya is a
famous Sanskrit poem having a character of Kirata. As it is a Sanskrit mahakavya, there is
no scope of using languages other than Sanskrit. These all people are of low status in the
society. Their languages also possess low status, still NS did not avoid to speak about them,
do not ignore them. It is an example of accommodating various regional aspects with a
healthy view. This view gives a picture of linguistic characteristic of then India.

These native languages are connected with some professions. Traditionally the professions
were associated with families or castes. This category was may be indicating the dialects

of some castes which were engaged in specific professions.

Though no drama in Sanskrit has any example of characters using these languages, one

cannot overlook the information provided by the text as a social actuality.

IV.3.5.4 Seven major dialects

Major seven dialects (bhasa) of India at the time of NS are listed here. They were Magadhi,
Avanti, Pracya, Saurasen, Ardhamagadhi, Bahlika, and Daksinatya. (NS 18.47) Magadht,
Sauraseni and Ardhamagadhi are well-known languages. Unfortunately, any old and
authentic description of Avanti, Pracya, Bahlika and Daksinatya Prakrita is non-existent.
Mrcchkatika contains the specimens of Avanti and Pracya only. This list does not include
Maharastrt as a major dialect that means it was not a foremost dialect at the time of NS. At
later stage it became a significant dialect for drama as the kings from south strongly came
in the scene of Indian politics.

Magadhi was assigned to guards of the royal harem, and Ardhamagadhi to menials, princes
and leaders of bankers’ associations. (NS 18.49) No surviving drama seems to demonstrate
this rule. For example, Candanadasa who is a sresthi, does not speak Ardhamagadhi in

Mudrarakssa.
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Pracya is the language of the clown and the like. Avanti is the language of gentlemanly
offenders (dhiirta). The Heroines, and their female friends are also to speak Sauraseni
without any exception. (NS 18.50) The Viduska in Mrichakatika speaks in Pracya
language. Viraka speaks in Avanti, though he was a Southerner and a man of Karnata. No

old and authentic description of this dialect is available to us.

Daksinatya should be assigned to the soldiers, gamesters, police chief of the city and the
like. Bahliki is the native speech of the Khasas who belong to the north. (NS 18.51) This
again emphasizes that the political entity of south India was not very impelling at this time.
Chandanaka in Mrichakatika speaks Daksinatya language. No old and authentic
description of this dialect is available.

The dramatic theory in this text recommends the use of those dialects for the persons

representing characters belonging to the respective regions.

1VV.3.5.5 Rules for uses of minor dialects

Sakar should be assigned to the character Sakara and the Sakas and other groups of the
same nature. Candali should be assigned to the Pulkasas and the like. Sakara in
Mrichakatika speaks Sakari dialect and Candalas speak Candali dialect. There is no other

example of using of these languages in a drama. (NS 18.52)

Sabari should be assigned to the charcoal-makers, hunters and those who earn their
livelihood by wood and as well as the speech of forest-dwellers. (NS 18.53) There is no

example of using this language in a drama.

Abhiri or Sabari has been prescribed for those who live in places where animals like
elephants, horses, goats, sheep, camels or cows are kept, and for forest-dwellers and the
like, Dravidi is to be prescribed. (NS 18.54) This indicates that the south of India was
considered to be the place of jungle and animals. Abhiri dialect is not available in any

extant drama. Odri is to be assigned to diggers of subterranean passages, prison-warders,
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grooms for horses; and Heroes and others like them while in difficulty are also to use

Magadhi for self-protection. (NS 18.55)

1V.3.5.6 Relation of drama and Languages

This discussion shows that sex, prestige, learning and social status of the character
determines the dialects for the stage. The language used by the various elements of this
vast social hierarchy gives us an idea of their social identity in general conducts. Though
NS recommends use of several dialects and subdialects in Sanskrit drama, practice was
limited to just few of them. And sometimes the dialects which were not recommended by
NS were added.

Prakrit occupies most of the dialogues in Sanskrit drama. In Abhijiianasakuntalam 31 out
of 48 characters speak Prakrit. The ratio of the Prakrit in different Sanskrit dramas with
the usage of Sanskrit is presented by scholars K.R. Chandra and Dr. Dave®. They show
that almost 50% of the text of Sanskrit dramas appears in different Prakrit languages.
Sauraseni is the most prominent dialect among the Prakrit languages in dramas. It is a
vernacular spoken around the region of Mathura called Siirasena. According to some
scholars the form of classical drama was developed in Siirasena country and therefore it

appears as a normal prose of Sanskrit drama.3

Magadhi was the dialect spoken around the region of Magadha Empire in the East.
Dramatic theory assigns it to characters belonging to lower class such as servants,
fishermen, policemen, barbers and Jain monks. This probably suggests the loss of Magadha

Empire which is reflected into the status of the dialect. This information in NS points out

32 For details - CHANDRA K.R., "Importance of the Study of Prakrit in view of its Occurrence in Sanskrit
Dramas," Proceedings of the seminar on Prakrit Studies, October 27-30, 1971. Ed.

G.C. Jhala, T.G. Mainkar; University of Bombay, 1971, pp. 54-58.

T.N. DAVE, "Rule of Prakrit Dialects in Sanskrit Drama", Proceedings of the seminar on Prakrit Studies,
1973, Ed K.R. Chandra, L.D. Institute of Indology, Ahmedabad, 1978, pp. 101-108.

33 A. KEITH Berriedale, The Sanskrit Drama in its Origin, Development Theory and Practice, first Indian
Edition, Motilal Banarasi Das, 1992.
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the connection of languages with regions which gives an identity to the people. It also

suggests the influence of political changes on the dialects.

The NS gives vast information about the various languages and their usage. Let us see what

other texts on poetics say about languages at their time.

I\V.3.5.7 Sahityadarpana on use of languages

In Sahityadarpana (Visvanatha ,14th century) in the 6th chapter, describes how languages
were used in drama. Most of the rules are taken from the NS. But they are not exactly
similar. Let us consider the differences - The songs for the women should be in Maharastri.
(SD 6.159) (See Appendix 3.5.1 for Sanskrit verses) This feature is followed in many
Sanskrit dramas. This is a major change in the usage of languages in the drama. We will

come to this topic later.

The NS assigns Sakari language to the $aka and $akara while Sahityadarpana assigns
Sabari to them. The NS does not mentions Dravidi language at all. Sahityadarpana clearly
mentions it. Till the time of Sahityadarpana Dravidi language was established in south of
India and was recognized by rhetorician. Maharastri was one of them and was used in many
dramas for songs. (SD 6.162)

For charcoal workers the NS assigns Sakari language but Sahityadarpana assigns Abhiri.
In Sahityadarpana cheta is not considered having a lower status and so his language should
be Saurasent. (SD 6.164) Saurasent as a language was also promoted by Sahityadarpana.
This verse is also different from that of the NS. Sahityadarpana is ready to assign Sanskrit
in some cases or sometimes for children, phallus, intoxicated and lunatics. (SD 6.165)

It is interesting that till 14" century at least in some of the situations, children, intoxicated,
phallus and similar persons can speak in Sanskrit. This indicates Sanskrit was no more the

language only for upper classes or religious purposes.
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Wherever the learnedness is to be shown as a demand of a plot, women, her lady friends
or servants, children, courtesans, jugglers and apsaras can speak Sanskrit. Sanskrit is again

associated with learnedness. (SD 6.169)

There were some changes in the use of languages and the status connected with the
languages in 14" century compared to the NS. This indicates the continuous change in the
linguistic scenario of the country. Change is the key feature of languages in India from a
long history.

1V.3.5.8 Features of various local dialects in the NS

A dialect abounding in e should be applied to the regions that lie between the Ganges and
the sea. A language abounding in na (or ta) should be assigned to the regions that lie
amongst the Vindhyas and the sea. Regions like Surastra and Avanti at the north of the
Vetravati should be assigned a language abounding ca. a language abounding in u should
be assigned to the people who live in the Himalayas, Sindhu and Sauvira regions. A
language abounding in o (or ta) should be assigned to those who live on the bank of the
Carmanvati river and nearby the Arbuda mountain. (NS 18.56-60) (See Appendix 3.5.2 for
Sanskrit verses)

The dramas may not be showing all the linguistic features given by the rhodian in their
texts. Still, they are vital as they point towards the philological peculiarities of the society
at that time. These are vital observations about the dialects at the time of the NS. These
also indicate towards why languages are called desi or how regional elements influenced
the regional languages. These verses indicate the linguistic deviations and tendencies in the
society. It is significant that a text of the NS was responsive to these small linguistic

tendencies. This awareness is a part of concept of pravrtti.

1VV.3.5.9 Kavyamimarnsa on languages
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Awareness about the regional or local linguistic tendencies is seen in the text named
Kavyamimamsa by Rajasekhara. He states in chapter 10 that ‘Sometimes some kings give
regulations regarding linguistic use or composing kavya (poetry).” This points toward the

role of kings or political influence on the variations in regional languages.

The king Sisunaga prohibited the use of eight litters (i.e. ‘ta’, ‘tha’, ‘da’, ‘dha’, ‘sa’, ‘sa’,
‘ha’ and ‘ksa’) in his country, Magadha.>* Sisundga was the founder of the Sisunaga
dynasty of the Magadha Empire in the present day northern India. He ruled from 413 BCE
to 395 BCE.®

The king Kuvinda rejected hard-sounding and other conjoined letters in his

palace Siirasena.*

The Kuninda Kingdom was an ancient central Himalayan kingdom. It was documented
around the 2nd century BCE to the 3rd century. It was located in the southern areas of
modern Himachal Pradesh and western areas of Uttarakhanda in northern India and Doti

Gadwall in Nepal.

The king Satavahana encouraged the peoples to speak Prakrit language in his palace.

Satavahana were an ancient dynasty from the Deccan region.’” The Satavahana rule

¥ FavEs 7 awifas gur wepfiewnfa @ur safd) sEa & #erdy Ryg@Emn A aem oF
GRTURISE! U Eled: R Td Jaddl [, ThRIGIRTcART HU AR IaoSHTUTEY:
&TpRedfd| kavyamimarnsa 7

% For more details, see - Raychaudhuri, H.C.(1972), Political History of Ancient
India, Calcutta: University of Calcutta. Page 201
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kavyamimamsa 7
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began in the late second century BCE and lasted until the early third century CE, although
some assign the beginning of their rule to as early as the 3rd century BCE based on
the Puranas, but unsupported by archaeological evidence.*® The Satavahana kingdom

mainly included the modern Andhra Pradesh, Telangana, and Maharashtra.

The king Sahasanka (Chandragupta-I1) introduced Sanskrit language into his home and
places.®® The Rastrakuta king Govinda IV use the epithet "Sahasanka" for Chandragupta

I1. The name Sahasanka has also been applied to the legendary Vikramaditya.

1VV.3.5.8.1 Linguistic liking of poets

Then he gives list of linguistic liking of poets from some regions of India.

People from Gauda region prefer Sanskrit language. People from Lata region prefer
Apabrmsa language. People from Maruland which is Rajputana and Punjab (takka) region
prefer Apabrms$a language. They make more use of letters ta, ka and bha. The poets from
Avanti, Pariyatra and Dasapura write in Bhiita bhasa. Poets from Maddyades$a are expert

in all languages. *°

1VV.3.5.8.2 Rajasekhara and Prakrit Language

Rajasekhara was knowledgeable in several languages. He wrote in Sanskrit as well as in

Prakrit and he was very proud of that. He calls himself Kaviraj as he was not well-versed

38 For details see - Sinopoli, Carla M. (2001). "On the Edge of Empire: Form and Substance in the
Satavahana Dynasty"

¥y B ASARAAT WEHSH A TN A T HEHAHTNIHARH- T Tafe FaAret qefor|

0 ZATIATTNT T HINIHAVT TRAS | AgFaA- "I FEHATAT: IRRATTTT: Tpd AT
AIYHATAI:  HeholAGASCFRHATCIARIT | Hdecdl: IRATAT: e GASIANTT Tofed T
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only in Sanskrit but was very proficient in many languages. He says that all the languages

were equal to him. Fad=Ea eiker STacqay T: €:| (Kavyamimarsa Ch-10)

In Karpiramarnjari he seems to illustrate on multilingualism which is another linguistic

identity of India. He says a good poet should pay attention to all the languages, based on

his ability, taste and curiosity. H¥hdacHareal HIMY TAELAFT JUETT TRl raed:

| (Kavyamimamsa — Ch-9) And, TR Tl FYHATIT:

TR [EHeA A s TSN e FhAURATRY TeTTshaor| gfaamier: &Isf arfFersiafa aqafs:
fohsa wRueddch a8l €l Yaresll TuAid Fehdecaed Hfdeietied || (Kavyamimanmsa Ch-9)

An intellect poet when ready in various languages than he acquires fame all throughout the

world. RBIR: Fedm feedr: Teh{aHLRT T tRT: | AT TET dau=t# || Balaramayana

1/11

In the Balaramayana, Rajasekhara described that the Prakrit language is elegant and it

possesses natural melodiousness, and Apabhramsa also very elegant, Bhiitabhdsa as a

well-formed language. 9sT: HEhcs=el Frehde=elsT s1afd GHaR:| qeuATger Jrafeeredia

drad, agl1- Karpiramanjart 1.8

In the Prakrit drama named Karpiiramanjari, Rajasekhara says that compositions
in Sanskrit are harsh, but in Prakrit, they are smooth. This play was composed by him on

the request of his wife Avantisundari.

I\VV3.5.8.3 King’s assembly

The text of Kavyamirnsa in the 10" chapter gives details of approach of king towards
poetry, poets and artists. It gives the description of the ideal assembly of a King. In this

assembly, the poets writing in various languages should have a position. King should sit in
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the center, Sanskrit poets and persons who were well versed in Vedas, Vedangas, persons
versed in ancient legends and stories, persons well-versed in traditional law, physicians,
astrologers and like these should sit at the north, Prakrit poets and actors, dancers, singers,
instrumentalist and presenters, persons using hands for musical time and other artists
should sit at the east to him. Apabhrarsa poets and painters, persons doing plastering,
persons working with rubies, jewelers, ironsmiths and craftsmen should sit at the west to
him, Pai$aci poets and serpent catchers, courtesans, swimmers, CONjurers, persons
performing with teeth (pulling carts with teeth etc.), wrestlers, persons living by arms and

such persons should sit at the south of him. #*

We do not know this type of assembly really existed at Rajasekhara’s time. But he is
definitely suggesting many possibilities with this list. The hierarchy of languages has been
suggested here. The hierarchy was also subject to the occupations. The persons associated
with the languages were may be connected with those languages. As persons related to
Veda and similar occupations should sit with the Sanskrit poets means they all were
speaking Sanskrit language for their professional work. Actors, dancers, singers etc. were
speaking in Prakit while performing. Village serving persons were speaking Apabhramsa.
Persons who had their livelihood on inferior qualities or bodily skills were speaking
Paisaci. The question remains whether this distinction was a reality of his time or it was a

traditional and thus outdated view.

M AATH T FAFAET FEIAEICHT GAORAS A | T TAEAA | AT A
HERT: Hadl AR | SgHTIRided AT FATRh JaAoT: & Aol cgufeRdd | IEcdeishd FaIoT:
¥ Ggehed o AN | dd: W defdegnide: ATt qRifoter: FAT Bwei g 33
T qurfaem: | qdor grehdr: ®ag:, dd: W A hINgedeshdioiderieddreaeRT 3= s
dqutfaem: | aRIAAEHRIA:  Fam:;, dO: W RFAIRA AOFT  geydr  dRfeHn:
TAUThRACUThellghRT  3As  qurfaer: | EfEiord  o[dswshad:  dd: WX SISO
coghei fATmsTEHRHedT: qEANTSNAAs=IsiT qarfaer: | kavyamimamsa 7
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It is not clear why the languages are associated with particular direction as in reality we do
not find any association of them with the regions in those directions. Sanskrit was used at
north is more or less correct. Pai$aci can be an epithet which may possibly be interpreted
as a "dead language" with no surviving speakers. The 13th-century Tibetan historian Buton
Rinchen Drub wrote that the early Buddhist schools were separated by choice of sacred
language: the Mahasarnghikas used Prakrit, the Sarvastivadins used Sanskrit,

the Sthaviravadins used Pais$aci, and the Sarhmitiya used Apabhrarsa.*?

1VV.3.5.8.4 More on languages for a poet

Servants of a poet should be skillful in apabhrsa; lady servants should be good in Maghadhi
language. His friends and family should be good in Sanskrit and Prakrit languages. His
writer must be well in all the languages, he should have good handwriting, he must

understand his master, good in various scripts, poet himself.*3

1V.3.5.10 Bhamaha’s personal view

Bhamaha in the sixth chapter of his text lists the words or expressions that poets should
avoid. This would have been very useful manual for new poets. It gives observations based
on the wrong word formation by poets. It provides grammar rules for correct words in the
verses (KL 6.31-61.) (See Appendix 3.6 for Sanskrit verses)

Bhoja mentions threefold classification of literature — Sanskrit, Prakrit and Apabhrarnsa.
But it is surprising that all these rules are for Sanskrit words. No single example is about

Prakrit or Apabhramsa poetry. He does not give example for virtues and faults of poem, or

42 Yao, Zhihua. The Buddhist Theory of Self-Cognition. 2012. p. 9
B gy IREUNGTI:, TARMHNIA AR IRARS: | GhdaEhadTTide
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alarmkaras from Prakrit or Apabhramsa poetry. This behavior of Bhamaha suggests that he

was inclined towards Sanskrit than other languages though he mentions them earlier.

He has divided Prakrit into regions and have rated them from high to low. At his time or
as his perspective, the regions had high and low status. This is the shift of significance from
north India to south India. The south regions are counted as high and medium standard or

status. Kasmira and Paurstya which were northern regions are counted as lower status.

Here, Bhoja is actually speaking about the styles of various languages or phases of a

particular language. This is a different view point towards the languages.

1V.3.5.11 Some other theorists of poetry on languages

1VV.3.5.11.1 Bhamaha

NS defines languages in context of characters in a play. Then Bhamaha in his text named
Kavyalankara, speaks in the light of poetry how he looks towards the languages. It is

defined in the first chapter.

Bhamaha defines the kavya as - The word and its meaning together constitute Kavya. It is
of two types — prose and poetry. There is threefold classification of literature — Sanskrit,
Prakrit and Apabhramsa. (KL. 1.16) (See Appendix 3.6 for Sanskrit verses) Apabhramsa
is a dialect spoken by cowherds, shepherds, huntsmen and barbaric tribes. NS lists these
tribes and people but does not name it as Apabhramsa. Till the time of Bhamaha, this name

was established.

An Akyayika is in Sanskrit language with a noble theme and divided into chapters known
as Ucchhvasa. (KL. 1.25) katha is acceptable if it is composed in Sanskrit. It may also be
in a dialect as Prakrit or Apabhrarmsa. (KL. 1.28)

Bhamaha distributes the types of literature into various languages. This is a different

perspective than NS towards the languages. He is not using words like jati or laukika bhasa.
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There is no mention of arya-bhasa for the kings, nor atibhasa for the Gods. There is no
mention of the language jatyantaribhasa used for birds and animals. There is no need of
using these terms for Bhamaha. He elaborates on which languages were implied for which
type of literary expression in his time. He is not relating language to the group of people in

the society or regions of the country.

1V.3.5.11.2 Dandin on languages

In the text Kavyadar$a he (6-7" century) says all the dealings of men in this world are in
every way rendered possible by virtue of languages alone, be they amongst those
formulated in rules by the Sages or be they otherwise. In the very third verse he verbalizes
the significance of languages in social life and who have prepared the rules for the

languages. (KD. 1.3) (See Appendix 3.7 for Sanskrit verses)

The authorities declare all this literature as being fourfold: Sanskrit, Prakrit, Apabhramsa,
and Mixed. (KD. 1.32) Dandin’s view towards language is similar to the Bhamaha. First

three were also listed by Bhamaha. Dandin added forth to it.

The Sanskrit is the divine speech; it has been expounded by great Sages. Manifold is the
gradation of the Prakrit as being Tadbhava (derived), Tatsama (anologous), and Desi

(provincial). KD.1.33

Dandin says that the Maharashtri is the best Prakrit. It is like an ocean of beautiful verses.
in it are compositions - the Setubandha and others. (KD. 1.34) The other forms are
Saurasent and Gaudt and Lati, as also any other language of the same kind, is in common
usage denoted by the term ‘Prakrit. (KD. 1.35) The languages of Abhiras (cowherds) and
others are known as Apabhramsa in poetic compositions: in a scientific treatise, however,

every language other than Sanskrit is declared to be Apabhrarmsa - a debased form. (KD.
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1.36) In Sanskrit are Sargabandha and similar compositions; in Prakrit are Skandhaka and
the like; Osara and others are in Apabhramsa; while the dramas etc. use a mixed language.
(KD. 1.37)

Dandin is giving more details than Bhamaha. In NS and Bhamaha there is no mention of
Mabharaétri Prakrit. According to Dandin the term Prakrit was used as Maharastri for
literary compositions and most of the succeeding writers also use the same. The other
dialects which are included in Prakrit are from the Madhyade$a. The region saw the rise
and fall of several well-known Mahajanapadas such as Kurus, Paficalas, Kosala and also
dynasties such as Kushans and Guptas. It also includes Bengal and south Gujarat. The
dialects from these regions find a place in a literary composition in a secondary capacity.
Unfortunately, no literary work from these dialects is available to us.

1V.3.5.11.3 Rajasekhara

Rajasekhara (10" century) has completely different view than these two. He is assigning
the various body parts of the kavyapurusa (a poetry-man) to the different languages of
India. He says This description of Sarasvateya or kavyapurusa is not present in any of the
other texts. Rajasekhara is presenting it in a form of mythological story. He sees Sanskrit
language as mouth of a kavyapurusa, Prakrit as his arms, Apabrmsa as his buttocks,

paisachi language as his feet and mixed languages as his breast. By mixed languages he

means fluency in different Prakrit languages. **

At the time of Rajasekhara there was no need for separate language for Gods as well birds
and animals. And people were using many languages at a time and some of them were

fluent in many or all languages. Rajasekhara does not hesitates to admit this reality.

“ereeralf O N, TP A, THd ST, STEAATH:, YT A, I B | T A 7R
3R 3roredr arfl | 3fFddor O aal, I8 ATcAT, AT By, TeARIdiedhliGed T arehior:,
IIITHTHICART cATHSHATed | kavyamimarhsa 3
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Dhananjaya in his text Dasartipaka (10" century) says ZI?\?\"\’I" gy el d¥ g

A FRIAATARGTT FrRAF AT fasha: [12.€911 Lower characters speak the

language of their province. The upper characters do retrograde the language for certain
works. The native languages were region based is again confirmed by Dhananjay very

clearly.

1VV.3.5.11.4 Bhoja

Bhoja (10" century) in his text Srngarprakasa, describes types of sentences in the third
chapter. It is interesting that he terms languages as the types of sentences. It is interesting

that he gives examples for all of the regional languages he mentions.

They (sentences) are of three types— Sanskrit, Prakrit and Apabhram$a. He divides Sanskrit
into three which actually are the phases of the language — Vedic, Arsa and Laukika.*® Vedic
language is language of Vedas. Aréa is a phase of Adikaya, Ramayana and Mahabharata,
penned by sages. Laukika is phase of classical literature, in which mahakavya and dramas

were written.

Bhoja mentions languages as types of a sentence. He might be pointing towards the
difference of expression in these languages that ultimately matters in conveying the rasa
(as he is throwing a light on $éringara rasa in this text). The expression changes with the
type of literature and type of language. He is trying to combine these two aspects in this

discussion.

® THIUT: JeEHRr aTFEH | AT - WEpd WThAATsRRT | a7 G&pd siaAr difeesa |
Srngarprakasa Xxvii

100



He divides Vedic language into two. The type of language used in Vedic hymn and other
is used in Brahmna texts. Arsa phase is divided into two — Smriti texts and Purana texts.
Laukika is divided into two — literature and theory texts. 4°

This is a different perspective towards the language. It incorporates the stages of languages

which do change according to the demand of literary form and time.

He further says that Prakrit is of three types— natural, distinguished or characterized, clung
(It may mean the language of two meanings or meaning that is not confirmed) These are
phases of Prakrit. Natural Prakrit is of two types — Similar to Sanskrit and regional.*” Bhoja
is suggesting how the Prakrit languages developed. It was naturally twofold — accepting
words and patterns from Sanskrit and also at the same time accommodating regional

features.

Regional was distinguished or characterized of two types — Mahararstra and Saurasena.*®
The two words he is using are place names and not the language names. Certainly, he is
indicating languages of these regions and wants to give importance to regions and not

languages.

Clung is of two types Paisaca and Magadha.*® These two are also region names and not

language names.

Apabhrarmsa is of three types — high, medium and low.*® Bhoja do consider Apabhrarsa
as a language of literature which was earlier considered as vibhasas. The changing attitude

towards Apabhramsa can be seen in Vagbhata (12" century). In his kavyalankara he says

Ay sid gfawr - A-asEAvHCE| Y gfawr | &Ffa: quor T | o gfafae, wred ared = |
Srngarprakasa Xxvii

4T 9ot e, WS, ofétd Rerse 71 A Aeol gaur-aehaas 423 Sragarprakasa Xxvii

4 aifere gfaem, AgRTSg oA T | Srngarprakasa xxvii

4 Rerse gfaer, Yemd AP T | Sragarprakasa xxvii

50 JTHATRTTYT | IAAT HEJH: HielsoT | Srgarprakasa xxvii
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IHRE] ITPSH decAY #MNAH [12.311 He considers Apabhrarhsa as pure or

correct language. He has an untraditional view towards Apabhramsa.

High are Latiya, Avanti etc.>® The upper part of the Daksina. A particular division of the
Ksatriyas. Because a set of the Ksatriyas showed jealousy towards the Brahmins, they

became Latas. (Mbh. 35.17)

Avanti was a name of a Janapada corresponding to the present-day Malwa region. Avanti
was divided into a northern and a southern part by the Vindhya mountains. This is also

upper part of Daksina.

Medium are Abhira, Gaurjara etc.>? Abhira is a location mentioned by Safjaya among
the Janapadas of the Bharatavarsa (ata urdhvam janapadan nibodha gadato mama Mbh.
6. 10. 37, 5); (abhirah kalatoyakah) Mbh. 6. 10. 45; counted by him among the northern
Mleccha people (uttaras capare mleccha jana bharatasattama) Mbh. 6. 10. 63,;
(Sudrabhiratha daradah) Mbh. 6. 10. 66; they are called residents of Paficanada (abhiraih
...paficanadalayaih) Mbh. 16. 9. 16; (also cf. sa paiicanadam asadya Mbh. 16. 8. 43). In
the description of the expedition of Nakula to the west of Khandavaprastha (niryaya
khandavaprasthat praticim abhito disam Mbh. 2. 29. 2) Abhiras are said to live on the
bank of the river Sarasvati (Sidrabhiraganas caiva ye casritya sarasvatim) Mbh. 2. 29. 9.
Sudhakar Chattopadhyaya says (1974:129) “The Abhiras ruled western areas from
Maharastra which included Nasika and its adjoining areas like Aparanta, lata,

Aémaka, and Khande$a.”

Gaurjara means coming from Gujara region. Gurjaradesa ("Gurjara country™)
or Gurjarastrais a historical region in India including the eastern Rajasthana and

northern Gujaratha through the period of 6th -12th century CE. The predominant power of

51 sqTecelTeIaTie®d: | Srngarprakasa xxvii
52 3meiR siteRIfeseTa: | Srngarprakasa xxvii
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the region, the Gurjara-Pratiharas eventually controlled a major part of North India. Lower

are Kasmira, Paurstya etc.%® (eastern regions and their languages)

He has divided Prakrit into regions and have rated them from high to low. At his time or
as his perspective, the regions had high and low status. This is the shift of significance from
north India to south India. The south regions are counted as high and medium standard or

status. Kasmira and Paurstya which were northern regions are counted as lower status.

Here, Bhoja is actually speaking about the styles of various languages or phases of a

particular language. This is a different view point towards the languages.

1V.3.5.12 Shifting Approach towards Languages

The approach towards languages had definitely changed substantially from the 4th century
BC to 9th century AD. This is a major shift of attitude towards the use of languages in the
society. All the languages were definitely not at the same level. There was hierarchy
between them. But it is important from the viewpoint of rhetoric that all languages were

included in the poetic expression.

This shows the change in the lookout towards the languages from the NS to Dandin. For
the first time the NS accommodated dialects as languages. It reflects the use of these

languages in society in its time.

This is a strength of art and artistic presentation. Art dependents on the liking and disliking
of the society. It demands the support of the people. Response of the society as a whole is
vital for any artist. NS states that drama and all the other arts are imitation of the world

around. It is presented directly to the audience. Marcel Duchamp (1973; 140 page) says

53 preHRIREAe: Hfass: | Srgarprakasa xxvii
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“Creative act is not performed by the artist alone; the spectator brings the work in contact
with the external world by deciphering and interpreting its inner qualifications and thus
adds his contribution to the creative act.” Thus, artist is answerable to their spectators. As
a result, it becomes the replication of the social order. NS is open to the changing society.
It recognizes margi as well as desi pratices, both the approaches in dance, in music and

costumes, body colors, ornamentation and speech at its time.

Vararuci wrote grammar of Prakrit languages named Prakratprakasa in 3-4™ century. He
gives instructions about the rules of Maharastr Prakrit. Maharastri Prakrit appears in the
dialogue and songs of low-class characters in Sanskrit plays by Kalidasa. In his time
Vidarbha was politically happening territory which was reflected in his works. He was
probably the resident of Vidarbha and his some of the characters also reside the same
region. These political activities influenced the use of Maharastr Prakrit in dramas. This
language was not mentioned by the NS as it was not a prominent regional language at that

time.

Literary expression was only in three languages Sanskit, Prakit and Apabhramsa. The
dialects of small groups had no expression in main stream literature. They must be good
folk literature which was preserved only in oral tradition. Even till today one can observe
similar tendency. It is still difficult to have good literary compositions from people with a
smaller number of speakers of that particular dialect which are recognized in main stream.
There are lot of traditional songs and stories which are orally transmitted from generations

with no mention of a particular writer.

1V.3.6 Synthesis of Vrtti, Riti and Pravrtti

Unfortunately, there is no much discussion on the term pravrtti in later poetic texts. After
a long time, Rajasekhara (9-10™ century) in his text Kavyamimarhsa reopens the discussion
about the three terms. Kavyamimamsa precisely defines vrttis, ritis and pravrttis. In the

third chapter of the Kavyamimarsa, Rajasekhara tells a beautiful mythological story of the
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birth of a son of Goddesses Saraswati named Kavyapurusa. He was the first to produce the
metrical verse which was then handed over to the other poets including sage Valmiki. Once
mother Goddesses Saraswati leaves him alone. He becomes upset and starts walking.
Goddesses Parvati asks her daughter, Sahityavidyavadha to follow him. A poetry—man
(Kavyapurusa), a poetry-woman (Sahityavidyavadhii) had a journey around India. Then
Rajasekhara very creatively relates this story with the three literary terms vrttis, ritis and
pravrtts in connection to the poetry. (See Appendix 3.8 for Sanskrit verses) They are
defined in a different manner. Let us see how he treats these terms. He describes their

journey along with poets in the following way —

They first went to the east direction. There are janapadas as Anga, Vanga, Surnha,
Brahma and Pundra. Oumeyt i.e., daughter of Goddesses Parvati, followed him and she
had a different clothing. The females from those regions imitated her clothing that is called
Raudra-Mdagadhi pravrtti. The munis who were the poets and following them, praised

them.

May the style of their clothing look beautiful for a long time. These female wear strings of
necklace stuck to their breasts with wet sandal-paste, their clothing is as if kissing the
forehead, their underarms are clearly visible, they are fair as Durva and beautiful.
The Kavyapurusa had a special clothing which was followed by the men residing there.
The name of this pravrtti is also same - Raudra-Mdagadhi. Oumeyi presented dance and
music, that is Bharati vrtti. The munis, who were following them, praised them. To please
him, she uttered sentences with lot of compounds, anuprasa alamkara in traditional way,

that is Gaudiya riti. The munis or poets, who were following them, praised them.

A comparison with the Natyasastra and the Kavyamimarnsa of Rajasekhara confirms that
Gaugdr riti was the style of present-day Bengal. The Natyasastra which is much earlier than
kavayadarsa of Dandin, mentions four pravrttis - Avanti, Paficala- madhyama, Daksinatya

and Odra-Maghadhi. The last two of them correspond to the Vaidarbht and Gaudi riti of
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Dandin and it is apparent that what Bharata calls Odra-Maghadhi or the style of Orissa-
Magadha is called Gaudi or Paurastya by Dandin. The NS tells us that Odra-Maghadht
flourished in Begal, Orissa, Magadha, Pragjyotisa, Tamralipta and the adjoining countries.
That this Odra-Maghadht is identical with Gaugdr riti is made clear by Rajasekhara who
shows the connection between the earlier and the later ways of enumeration; he says that
in the countries Anga, Vanga, Suhma, Brahm, Pundra, etc. the Odra-Maghadhz Pravtti
and the Gaudiya riti were prevalent and he cites in this connection a verse describing the
Gauda women (Gaudanganasu). The rhetoricians refer to Gaudr riti that is of the Bengal.
Then he headed towards Paficala region where are various janapadas as
Paficalas, Sirasenas, Hastinapura, Kasmira, Vahlikas, Bahlikas, Bahlaveya etc. Oumeyi
followed him and she had a different clothing. The females from those regions imitated her
clothing that known as Paricala-madyama pravrtti. The munis, who were following them,

praised them.

The clothing of beautiful females of Kanauja is praiseworthy. They wear hanging earrings
which feel as if their cheeks are moving. The moving white flower garlands touch their
navel. Their lower garment is from the buttocks to the ankle.
The Kavyapurusa whose heart was melted little, had a special clothing which was followed
by the men residing there. Oumeyt presented dance, music and charming actions that is
Satvati vrtti. With crookedness the same is Arabhati vrtti. The munis, who were following
them, praised them. She uttered sentences with less compounds, anuprasa alamkara in

traditional way, that is Paricalr riti. The munis, who were following them, praised them.

Satvata is a name of a people who formed a section of the Yadavas of Saurastra.
Rajasekhara in this passage was trying to connect the eastern Indian regions with Sarvati

and Arabhatt vrtti.

Then he headed towards Avanti region which have various janapadas like Avanti, Vaidisa,
Surastra, Malava, Arbuda, Bh r gu, Kaccha etc. She followed him and she had a different

clothing. The females from those regions imitated her clothing that is Avanti pravrtti. This
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is a combination of Paricalamadyama and Daksinatya pravrtti. Thus, Satvatr and Kaisikt

vriti. The munis, who were following them, praised them.

The clothing and activities of men from Paricala region and women of Daksinatya region

is admirable. In region of Avanti is a blend of both of these regions.

Satvata is a name of a society who formed a section of the Yadavas of Saurastra and became
famous in Mahabharata. Kratha- kaisikas were warriors connected with the region of
Vidharbha which is in Maharastra. In Rajasekhara’s opinin Avanti is a blend of
Paricalamadyama and Daksinatya. Thus, connecting these regions with the Satvari and

Kaishikt vrttis is meaningful.

Then he goes in the west direction. There are mountains named Malaya, Mekala, Pala and
Mafjara. The janapadas are Kuntala, Kerala, Maharastra, and Ganga (here means
Narmada). She followed him and she had a different clothing. This is Daksinatya pravrtti.

The munis, who were following them, praised them.

The beauty of Kerala women is commendable. They tie their attractive hairdo from its
bottom in circular shape. Their forehead is attractive due to their curly hair. They hide the
tie of their lower garment.

The Kavyapurusa had a special clothing which was followed by the men residing there.
OumeyT also presented beautiful dance, music and charming actions that is Kaishiki vrtti.
The poets praised them. He was pleased and uttered with anuprasa alankara, compounds
and Vafijaka sentences, that is Vaidarbhi riti. The munis, who were following them, praised

them.
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Kaisikt vrtti is always connected with Vaidarbhi riti and regions in south side of India. It

is interesting to see how Rajasekhara redefines these three important terms.

T AN TR, et 3y, qaeearasma Af: |

Pravrtti is a variety of clothing and ornamentation in several regions, vrtti is a variety in

manners and activities of regions and it is a diversity in speaking or language.

1VV.3.6.1 Re-defining the three Terms

The definition of these terms is different in the NS. These terms in their previous phases
were not very clear. The importance of regional expression was sensed by NS for the first
time, but the relation of these terms, with regional artistic manifestation, was ambiguous.
Rajasekhara sensed it more clearly and re-defined the terms. While redefining them he
deliberately connects pravrttis, vrttis and riti with each other on the basis of their influence
in geographical areas. He is stating that all the three terms are not separate but they are
connected with each other on the basis of regional uniqueness.

Vrttis are defined differently than the NS (See Appendix 3.9 for Sanskrit verses) and
similarly some other poetic texts. Bharatt vriti was considered as verbal style in the NS.
22.25 The bharati style is to be applied by the male characters and which gives a prominent

place to speeches made in Sanskrit, is used by the eponymous actors is Verbal.

NS 22.41 says the grand style which is endowed with the quality of the spirit (sattva), the
nyayas, metres and has excitement of joy and suppression of the state of sorrow, is called
sattvati. NS 22.53 says the graceful style (kaisiki) is especially interesting on account of
charming costumes worn mostly by the women, and in which many kinds of dancing and
singing are included, and the themes acted are practices of love and are connected with (lit.

arising from) its enjoyment. NS 22.64 says the energetic style which includes the qualities
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of a bold person called as arabhata such as speaking many words, deception, bragging and

falsehood.

These definitions form the NS are not satisfactory. The application of these is difficult to
find and so the commentators of various texts of poetry and drama, cannot apply it properly.
The synthesis by Rajasekhara made it possible to understand it as he connects them all with
regional distinctiveness. The basis of these terms is the regional artistic diversity of India.

Thus, the earlier conventional meaning of the terms were not relevant.

1VV.3.6.2 Why pravrttis are four?

Then the question arises why the pravrttis are only four, when there are many regions in
the country. The answer to this question is given differently by Rajasekhara than the NS.

The NS answers this question as —

| have prescribed a fourfold classification of the dramatic performance which are attached
to four different styles. As different countries are connected to performances which relate
to the styles such as the bharati, the sattvati, the kaisiki and the arabhati. Because of this
the four pravrttis develop, and performances wer initiated following them. %

Rajasekhara has a different view on it. He says * though there are many regions, Pravrttis

can be four as the poets from these various regions write their poetry divided into four

> 3018 - T YfIcat JEar Gem: Wied | HUATAT TfHCaH, ST, HATTARTOTRATAT FATeT 3Tt
, AT, | HATALIT ITHT TAET: | e AECEAVAINERY e Sfd fear lelefHde

RAATET ACIE el #AT AfAUcaARiEd AR Fead HRFARHS AT | gRawEdeT
SRERARAT dem: | Id: gygfaagseanAfafadd yaereetcwied: | kavyamimarnsa 3

5 gsedl Gl Ygfiell T AT JoRTefocd dchUHd Hlckedel IR FeATaRT: |
ety f§ SMmeaqddres Heqdfed “dshaldald A dealecRiday: eeledl Ta” 3fd
IR | gfEvTcHAggard el uf Meierwgd Tshafcard, d3a ayafafer: | ad: w e
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styles. Here he mentions asrafcatT as the basis of this division. @safc means the ruler of

a chakra or a country described as extending from sea to sea. Rajasekhara defines it’s
spread from southern sea to the east direction, that is from Kanyakumart to the Kasmira.
One of the basis of dividing the country into four parts for artistic expression is the rule of
a king. King seems to be very important factor even in the artistic expression like literature,
popularly known as court poetry. The parts of the country are made also on the basis of
their Agzafafer:. By nepathya he means clothing, ornamentation, dance, music etc. NS has
not included dance and music in the list of Pravrttis. In the mythological story Rajasekhara

adds these two creative elements as a part of vrttis. Let us see the regional aspects in music

and dance.

Y I ATITAGEICSRT AVAATl TAeetear: | TAEl  SEER: | gdIdedisTdrer
H&'T:I_,TITQ'UT qf?—rqq—cm kavyamimarhsa 3
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1VV.3.6.3 Music

The NS elaborates on vocal and instrumental musical terms. In vocal music it gives details
of Srutis, different Gramas, the Miircchanas, the Jatis and their connexion with the
sentiments, the Dhruvas, and metres of Dhruvas. In the instrumental music it elaborates on

the stringed instruments, hollow instruments, and instrument of percussion.

Let us see the influence of regional elements on music in the NS. Among many other
musical terms Dhruvas is important from our point of view. Dhruvas are dramatic songs. It
helps in an enrichment of rasa in a play. Chapter 32 of NS describes when and how to use

Dhruvas in any play. The prominence of Dhruvas is described as follows -
et areRieq o sATeartel Mdvareyal MeRa & arerandf: T@amer Joms: || 32, Yot ||

The things that cannot be expressed by speech in a play that should be presented in a song;
for through songs, the strength and ripeness come to the meaning of the words. So Dhruvas

were prominent part of dramas at the time of the NS.

1VV.3.6.3.1 Meters used for Dhruvas

The earliest work on Prakrit prosody, at present available, is the Natyasastra. These
Dhruvas are in various meters. Let us know more about Sanskrit and Prakrit meters. The
metros are used for Tala. The meters in poetry are divided by a set of letters in a verse.
Normally a group of three letters is considered as a basic unit named Gagas. In Prakrit
meters, we also find Ganas of two, four or five letters (Trikas and Dvikas) which is reflected
in the Dhruvas of the NS. The shortness and length of letters in the words of a poem in
compositions, depended upon their position in a metrical line of a Tala Vrtta. Still, they did
not inherently belong to them at all times and places. If necessary, they would pronounce

short letters as long ones and vice versa, and force two or three short or long letters within
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the portion of time which is usually taken by a single letter for its pronunciation. This
process was not possible for the learned verifiers owing to their ideas of accurate and
correct pronunciation. The adoption of a Matra unit for the quantitative valuation of a letter
in the composition of metrical lines was accepted. Such a unit was already known in the
Vedic times. This gave ample choice in the selection of the words. It did not bind them to
a particular order of short and long letters, but only to a certain number of Aksara matras
which are required to fill up the Kala matras or time-moments (5, 6, 7, 8, or 10) of a

particular Tala Gana.

Velankar, H. D. (1961:15, Introduction) explains the process of development of meters
“Pure Matra Vrttas were invented, where there are no restrictions either of the order of
short and long letters or about the number of the time-moments represented by the letters.
In short, the new meters were neither agreeable to the Varna Sangita of the Classical
Sanskrit meters, nor to the Tala Sangita of popular poetry. Nor could they be compared
with the Vedic Aksara Vrttas. The earliest and the most prominent among such meters is
the Arya or the Gatha meter. They were often used for the composition of memorial stanzas
on different kinds of serious but non-poetical topics. It soon became a conflicting to the
epic Anustubh Sloka. It was more spacious, convenient, and easy to handle. The only
restriction in the Arya and its derivatives meters, was avoiding long letters at certain places.
This therefore, govern the commencement of a new Matra Gana in a line, thereby investing
it with a peculiar metrical rhythm of its own, which may be called an adverse type of the

Varna Sangita.”

Sanskrit prosodic mention only three broad types of Matra Vrttas. The order of short and
long letters may differ; and the Vaitaliya. These three groups respectively belong to the
Dvipadi, sama Catuspadi and the Ardhasama Catuspadi classes of meters. For defining
these they usually recognize only the Caturmatra Gana and neither the Trimatra, nor the
Pafica- matra, nor even the Sanmitra Gana. But the help of even this Caturmatra Gana is
taken only when it is absolutely necessary, and generally where possible the use of the
well-known Aksara Ganas is made for conveying also the Matra Ganas in the metrical

definitions.
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The earliest work on Prakrit prosody, at present available, is Bharata's NS. Prakrit poetry
had not yet fully developed the meters, though it had already established its influence on
Sanskrit scholars. Prakrit poetry was originated from Prakrit poets belonging to the masses
and written for the masses. Gatha, known as Arya in its Sanskrit apparel, is certainly the
earliest and the most popular meter of the Prakrit prosody. The NS (16.151-163) gives all
the details about the constitution of this meter and mentions its three main kinds, namely,
the Pathya, the Vipula and the Capala.

It should be clearly understood that this a time-controlled metrical music, was essentially
a popular one and the uneducated bards who had a natural talent for music based on words
sometimes neglected the grammatical correctness of the pronunciation of their words or
their constituent letters. They were not much caring for the usual proportion of the syllabic
content of letters with the time required for its correct pronunciation. Such lapses naturally
offended the susceptibilities of the educated Sanskrit Pandits, who indeed very much liked
this type of metrical music. They were not prepared to sacrifice their conventionally and
grammatically correct pronunciation of short and long letters. That respectively took one
and two time moments or Kala Matras. It is briefly in this manner that the beginning of the
Aksara Matra and the Caturmatra Gana in the field of classical Sanskrit prosody is to be
explained.

Pingala's Chandasastra defines only two groups of Matra Vrttas and one group, namely,
the Vaitaliya group which, is a group of mixed Matra - Varna Vrttas. The Prakrit
compositions of these poets remained restricted to the exclusively Prakrit metres which are
Matra Vrttas and not adapted to the Tala Sangita, but only to the negative type of the Varna
Sangita where a long letter was to be avoided at particular places. Prakrit metres are, in
general, Matra Vrttas. The Aksara Ganas were treated by them as a Matra Ganas comsisting
of 4 or 5 Matra which is then turned into a Tala Ganas. That these original Aksara Ganas
who often substitute two short letters in place of a long one in the scheme of the original
metre. Thus, for example, the Bhujanga- prayata which is a well-known Varpa Vrtta, is

often adopted in Prakrit poems and many times two short letters are substituted a for any
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one of the two long letters of the Ya- Ganas, four of which to constitute a Pada of that
metre. Further these Ya- Ganas are preated as Tala Ganas of 5 Matras each, the stanza
being sung in scae Tala of 5 Matras, in which the recurring stroke of the Tala is krit after
the 5th Matras. This adaptation of the Varna Vrttas articularly seen in the narrative poems,

where they were used it for the sake of variety in the composition.>®

The examples of Prakrit Diruvas in the NS do represent the Prakrit metres and old local
music. The metres of these Prakrit Dhruvas is a subject of detail research.

1VV.3.6.3.2 Another impact of regional languages on instrumental music

1V.3.6.3.3 Variety of Drumming to suit Occasions

In drum instruments we find various Varnas called bola. They also have strong influence

of local languages. Let us see its examples.

The experts in the Mrdanga should produce sound in their instruments, mostly by the touch
of their fingers. It was a music which will be of a collection of light Varnas, and which will
relate to the Tandava, at the time of female dancer. As the song related to the appearance
of the female dancer being finished, the Sannipatas should be taken up. A music related to
the Karanas conforming to the Angaharas of the Lasya dance, should be combined with

the Karana Dhatu. Hence there is the saying samari raktam.

At the start of the performance music should be played in relation to the Karana of the
Alipta Marga. It should be performed by striking the Vamaka and the Urdhvaka, and will
be as follows; dhen mati dhan matha dhen dhiti tit sam Kram Kram khoka ne devyam kentam
kit ghen. The change after these two kinds of playing will be to that of pure Jati in the four
Margas consisting of kho kho nam kho kho nam kho kho khond. In the Utthapana of the

%6 For details see Introduction of Velankar, H. D. 1961 “Chandonusdsana of Hemachandrasuri (A

comprehensive treatise of Sanskrit, Prakrit and Apabhramsa Prosody)” Bharatiya Vidya Bhavan, Bombay
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Vastu and in the Apakrsta Cari, the playing should begin with letters gheghentam ghen no
ghakhanadonam gho ghagheghaghe. In the Suskapakrsta Dhruva of the Nandi, the playing
should be in the PratiSuska Karana and should have Tho gho tho khe kha ghogheghen
nadabhyah khoddho kutam kha khe khena kasu guka ghen nokhi kheh tan khen nam kiti
kiti ghaghen ghe katuka ghudu kamla volakho kho kho kho vaghnu tetam malim nammam
kiti vatthi. (NS 33. 227 ff)

These sounds are not similar to the thuds of percussions instruments. Though these are just
letters, they have resemblance with Prakrit language. Even today the bolas that
instrumentalists utter to depict the sound of the percussion instruments like tabala,
mrudafiga and pakhavaja are similar to these. This also strengthens the bond of local

language and local people with instrumental music.

1V.3.6.3.4 Some more geographical inferences

1. Addita is one of the limbs of Dhruvas and this name is non- Sanskrit.

2. Odava or audava appears to be a non-Sanskrit word meaning probably ‘five’,
and sadava also may be of the same origin, and can mean ‘six’. It’s another form
might have been sodava connected with soda in sodasa.

3. Alamkaras depend on the Giti. These Gitis are known to be without any
connexion with the Dhruvas. They are always to be applied by the musicians in
the Gandharva only. Gitis are of four kinds: the first is Magadht which is sung in
different tempos (vrtti). the second Ardhamagadht which revises its tempo after
half-time, the third Sambhavita is known to be constituted with long syllables and

the fourth Prthula constituted with short syllables. The first two types of Gitis do
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indicate regions and regional languages. It suggests a possibility of some

commonness between these Gitis and local ways of Gitis at the time of the NS.

1V.3.6.3.5 Other geographical references in the development of Indian

Music

Classical music is frequently ascribing the origins of music to the highest and oldest
tradition of ritual music, the Samaveda. On the other hand, the distinguished modern Indian
musicologists, the late B. C. Deva, (1974:2) believed “The classical tradition resulted from
a fusion of many musical strands, reflecting the geographical extent, the social diversity,
and the historical depth of South Asian culture.” He suggested that temple and other
religious music traditions establish many channels between classical and non-classical
music. These musical styles, structures and instruments have flowed in both directions
through such channels. He pointed out furthermore that this interdependence between
musical traditions at different social levels are over and over again ignored by the musical
establishment. An excessive trust on texts and an absence of ethno-musical approach has

so conditioned Indian musicology that the grass roots of our culture are rarely noticed.

The raga is a unique and principal feature of the classical Indian music tradition.
Each raga is an array of melodic structures with musical motifs, considered in the Indian

tradition to have the ability to "colour the mind" and affect the emotions of the audience.®’

Deva suggests (1974:8) “The names of many ragas indicate cultural interaction between
classical, folk and tribal music traditions.” He gives examples of raga names, attested in
historical sources and in some cases still current today, that refer to ethnic groups or
geographical regions, and concludes that "the structure and ethos of raga have derived

inspiration and sustenance from many sources"

5 For details see Nettl, Bruno; Ruth M. Stone; James Porter; Timothy Rice (1998). The Garland
Encyclopedia of World Music: South Asia: The Indian Subcontinent. New York and London:
Routledge. ISBN 978-0-8240-4946-1.
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It is not easy to define the period when does earlier melodic forms developed in ragas. Its
earliest mention appears in the works of Yastika and Matanga, who were quoted by
Sarngadeva. His time span belonged to the first half of the thirteenth century (1210-1247
A.D.). The Ragas of the time of Yastika and Matanga had become outdated at the time of
Sarngadeva. This gives space to assume that it might have taken at least one century for
the Ragas of the time of these two authors to have reached their state of maturity and
another century to be the approximate period as the Ragas first came into existance. The
term ragain  the modern connotation of a melodic format occurs in

the Brihaddesr by Matanga Muni dated ca. 8-9™ century.

The Brihaddesr describes it as "a combination of tones, with beautiful illuminating graces,
pleases the people in general”. The similar vital idea and prototypical framework is found
in ancient texts, as the Naradiya$iksa (1st century BCE) and the NS. In the ancient texts,
the term for the technical mode part of raga was Jati. Later, Jati evolved to mean
quantitative class of scales, while raga evolved to become a more sophisticated concept
that included the experience of the audience.®® From the two hundred and sixty-four
melodic types by Sarngadeva only fifty-eight were called Ragas. The Rajasekhara’s time
is similar to this (9-10™ century). This development of the concept of Ragas have enabled

him to incorporate music in the list of pravrttis.

We easily identify that many ragas have names of places, regions and peoples. For
example, Audav Devgiri, Audav Gandhara, Daks$ina Gujjari, Gaudi, Gaud Malhar,
Dhakka, Karnataka Bangala, Karnataki (raagini), Maharastra Gujjari, Pahadi and many
more. The question arises, is there any connection between these names and regional

musical peculiarities?

%8 For details see Caudhuri, Vimalakanta Réya (2000). The Dictionary of Hindustani Classical Music.
Motilal Banarsidass. 1ISBN 978-81-208-1708-1.
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Ragas and other modes have certainly been named after peoples and regions ever since the
earliest recorded stages in the evolution of theory and practice in South Asia. In particular,
modes have been named after peoples and places of ancient Aryan society and civilization.
The evidence also indicates a two-way flow between the centre and the borders of the
Aryan heartland. For example, the raga botta, botta referrers to the valleys of Nepal and
Tibet. This raga name do not, necessarily constitute evidence for regional or cultural
origins. It may not actually have originated in the valley to which that name is referred.
Such names suggest, a conceptual map of those peoples and places that were considered to
be outside the regional, social and cultural boundaries within which the raga-system
developed and was engaged. This raises the question why these regional names should

have been employed for naming of ragas?

Keith A. B. (1920:307) says “Perhaps the earliest reference by name to specific non-Aryan
peoples with which the Aryans came into contact? is provided by the "Aitareya Brahmana",
a religious text dating from the pre-Buddhist period, not later than c. 600 B.C. The text lists
five non-Aryan peoples, namely the Andhras, Pundras, Sabaras, Pulindas, and Mitibas,
they “live in large numbers beyond the borders (udantya)" They live beyond the areas
cleared by Aryan cultivation, beyond the Aryan culture. Three of the tribes mentioned in
the NS, the Andhras, Sabaras, and Pulindas, later had ragas named after them. Post-Vedic
Sanskrit literature, the popular epics like Ramayana and Mahabharata and Puranas, lists a
vast corpus of names for the peoples of South Asia, and inhabitants of very remote regions
e.g., Central Asia. All such peoples were considered as inferior to the Aryan, but they were
permitted a place in the theoretical ordering of the universe. They were recognized by their
clothing, food as well as art, by their dance and music.

The notes of the Samavedic scale were used for chanting sacred verses at the most
auspicious rites. They have names that indicate their musical position or function, such as
prathama, "first"; dvitiya, "second"; krusta, "loud"”; etc. The scale of non-Vedic music,
used for religious and dramatic purpose, includes at least two notes named after regions or
peoples. The Gandhara, the third scale of Indian music, refers to the border region of

Gandhara in the Hindu Kusa. Another is nisada, the seventh scale of Indian music, which
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denotes a non-Aryan ethnic group of western India, the Nisadas. The non-Vedic musical
system, which may have been more open to outside influences, than the ritual music of the
Vedic time. It displays associations with regions and peoples from the geographical and
social margins. It is interesting to note that the Gandhara and Nisada have a feature in
common that sets them apart from the other five degrees of the heptatonic scale. They were
not of fixed pitch relative to the others, but could be sharpened by a semitone
approximately. This extraordinary musical behavior could feasibly account for their exotic

names.

The concept and system of raga developed during the middle and later centuries of the first
millennium A.D. The NS gives long description of jatis. The jatis were classified into two
types: a primary set of seven, each named after the scale-degree and a secondary set of
mixed jatis, formed by a combination of the structures of two or more primary jatis. Many
of the secondary jatis have technical names like kaisiki, sadja-madhyama etc., but four of
them exhibit names with cultural or regional associations. Andhri refers to the region of
the Deccan. The names sadjodicyava, gandharodicyava, and madhyamodicyava, each
couple a scale degree name as sadja, gandhara and madhyama respectively. They have
element udicya, a geographical term referring to the north-Western regions of the sub-
continent. This might imply that these are regional variants of the primary jatis sadji,
gandhart and madhyama. These four regional names further imply that the jari system as
a whole did not originate either in the north-western provinces or in the Deccan, but in a

region that was in contact with the Ganges valley.

Brhaddesi of Matanga, deals with the concept and structure of raga. It is also the first text
to acknowledge the localised character of practical music. The treatise is devoted to desr
music. Dest means which is provincial or regional, is defined as follows

In various regions sound becomes pleasant to animals, people and kings. That sound which
arises in various regions (desa) is called desz. (Brhaddest verse 1). That which is sung in
their own respective regions by women, children, cow herds and kings, according to

inclination and with delight is called dest (Brhaddest verse 141)
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Here we have explicit recognition of the origins of music in different regional traditions
and in different social groups. The remainder of this treatise and most subsequent treatises
on music, are largely devoted to systematising such dest music in accordance with pre-

existing rules and principles.

Naradiyasiksa
¥Sol defd HYI Ml I TS| TS defcd MR hisdelerd HLTH |

JSIATIRYT el Hifchel: TaaTar | HRIE] Sad e Fooneq Awgar| |

The satisfactory explanation of this verse is not yet possible. Shri. V. R. Athavale in his

article titled “wrdr wwmE: wh IvmE” tries to give its meaning from different perspective.

He says, “There is a probability that the scales are connected with various birds or animals
because they represent various regions or powerful herds at that time. Before the time of
the NS Magadha was the powerful dynasty. The rulers were of Maurya lineage. Mayura
that is peacock may be their symbol. Kabul, Kandhara were known as Gandhara region
and goat was important animal for them. Bull was important for an agrarian land of

Punjaba.” He guesses that all the names of seven scales were based on various regions.

There are ample evidences of regional and local influences on Indian music from Vedic
times. There was a process of accepting those currents into main stream. This leads to add

music to the list of Pravrttis.

120



1VV.3.6.4 Dance

Dance is another important component included in to the pravrttis by Rajasekhara. He does
not give details of various dance forms from several parts of the country. We can find from
other sources the variety of dancing enjoyed by regional people. Those dance forms are in
some way connected with ancient treatise the Natyasastra. The idea of dance as a
representation in its most exquisite statement of the truth of the world, it seen in Lord

Nataraja or Siva dancing the cosmic dance.

IV.3.6.4.1 Indian dance in literature of Karnataka

Dance is natural to human beings. It is core part of any society. Dance has a long history
from the time of Rig veda. The original dancing Gods and Goddesses of our mythology
grow to assume the religious significance embodied in the symbolic concept of the dances
of Lord Siva or Lord Visnu, who were the full-fledged gods of our trinity: in the direction
of worldly and social development. Dancing becomes social as folk dancing of our country
where every festival and important event of life is expressed through collective community.

In this regard the NS says-

TRIUT AR ET ATHSE TTHTA: | HSITCATAT Fheal T FJAHTcTH I | 1¥.€E |
faTgvHaTaETAIe gAY | faigaior afd saAdcTafdanl | ¥.:80] |

Naturally people like dancing. Dance is for auspicious occasions as weddings, new born
etc., it is also entertaining. In the Grihya Sutras the art of music and dancing are cultivated,
and at every stage of domestic life, both of them play a key part. The dance and music

formed an important part of a marriage ceremony is clear from the various Grihyasitras.

Dancing is also considered as a source of spiritual uplift, moral elevation of the highest

type. Itis the voice and association of God with human beings. These trends develop slowly
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in course of a time. The NS writes treatise on dramaturgy, in which many concepts take a
shape. It attributes to dancing a divine origin, a religious and literary background, and an

aesthetic and secular purpose.

Let us see how dancing has been reflected in literature. Both the adikavya has numerous
references of dance, dance theatre and artists. The Krsna and gopis are closely connected
with dancing in the Harivamsa of Mahabharata. The sport of Krsna with the gopis in
Vrndavana is explicitly described (II. 20). The word hallisaka occurs in the colophon to
the chapter. In another place the words hallisaka, rasa and chalikya occur (11. 89). In this
sport Krsna, Narada, Balarama and the celestial courtesans take part. Balarama and Krsna
join the dance in the company of Revati and Satyabhama. The rasa and the hallisaka dances
were mixed entertainments. These singing and dancing were the main features, and the
chalikya was a special kind of an operatic performance, which involved of song,
instrumental music and dance. The dance is held on a full-moon night of the autumn season.
The gopis, with a magical effect, come out to dance with the lord. They form a circle and
move with hands interlocked. The women form pairs in a chain and sing the praises of
Krsna (Harivamsa, I1. 20). Nilakantha in his commentary, describes hallisaka and rasa as
“The sporting of one man with several women is called rasa sport. The circular dance

formation of the gopis is called hallisaka”

Hallisaka is a group dance native to Gujaratha. The ‘tala’ is kept by clapping and the dance
is accompanied by some melodious songs. We also find reference of this dance in
Balacharita by  Rajasekara  (ghosavasasyanuriapo'vam  hallisakanyttabandhasm
upayujyatam). Vatsyayana (earlier to second century BCE), mentions hallisaka as one of
the Uparupakas, which  were watched by men and women. Abhinavagupta
describes hallisaka as a dance; and, places it under the category of minor musical or dance
dramas, characterized by vachicabhinaya that mainly employs singing and dancing.

The twelve varieties of Uparupakas that Bhoja discussed in his Syrigara Prakasa, one of

them was hallisaka. There are three versions of this name — hallisaka, hallisaka, and

hallisaka.
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1VV.3.6.4.2 Rasa dance

The rasa dance was another famous dance which was a formation of the women joining
hands in the circle. Sometimes they join with each other or sometimes couples stood
together to form two circles. Clapping for tala with the hands was also a necessary feature
of this dance. Perhaps the most direct descendants of the rasa dances described in the
Puranas are the rasa dances of Vrindavana and far off in Manipur. These views are by
Kapila Vatsyayan, Rasa dance took varying shapes and forms in the different provinces of
India. Today they are widespread as dances of men only, of women only and of women
dancing around one man or couples dancing in a circle. The circle as the basic
chorographical motif is common to them all. There is another description of the maharasa.
The contemporary maharasa in Manipur till today is danced to these verses of the
Bhagavata. A very much later Purana, the Brahma Vaivarta, also devotes a section to the
rasa dance. (Krsna Janana Khanda, XXVII).

1VV.3.6.4.3 Jataka

In the Buddhist Jatakas we find the arts as part of the royal entertainment. The dances
described in the Lalitavistara and the Mahavastu are the references to the solo-classical
dance. Dancing is frequently mentioned in the Jaina canons. The most important and
significant for dance tradition is the text Rayapaseniya. Thirty-two types of dances are
mentioned there. Their names indicate that they were dance dramas. Some seem to be the

names of pure dance forms. %

In this bhakticitra, the following were represented through abhinaya: ihamiga, usabha,
turaga, nara, magara, vihaga, valaga, kinnara, ruru, sarabha, camara, kuhjara, vanalayu, and
paumalaya. In the NS we find Karana, that is standing positions and movements of feet,

also have names behind animals and birds. Bhujagatrasita, Bhramara, vrucchikakuttita,

%9 For details — Vatsyayan, Kapila; 1968 “Classical Indian dance in literature and the arts” Sangeet Natak
Akademi, New Delhi,
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garudaplutaka etc. These movements arenoticeably similar to animals or birds. The
inclination of imitation has been in the society for long which is reflected in the dance

movements.

Interesting details are seen about the kinds of dances and the huge range of the dance
compositions in the thirty-two categories. It has abhinaya, nrtya, natya and nritta. The
circle formations in dace are clearly indicated, and their names suggest pure dance. Also
circle formations and dance compositions to represent planets, and supernatural beings are
there. Though the word mandala is used, it has nothing in common with the mandala of the
NS. Some varieties suggest a complete dance-drama based on the movement of the sun
and the moon. The same is true where the gaits of various animals as the horse, elephant,
etc are discussed. The NS talks of the representation of the gaits of the animals (NS 12.107
ff.), have some resemblance with this. In this text the walking and jumping of the elephant
and horse are described, and all these are represented in both the druta and the vilambita
tempo. The aficita here, is not a dance of any specific type and this term indicates anything
from the aficita gesture of any part of the body, to the a ficita karaza (NS. 4.84).

We may only conclude that the present classification does not base itself entirely on the
classification and terminology of the NS. Still some connections can be established
between these two. A few terms and concepts seem to be common. If we attempt to
translate these terms into that of the NS, then perhaps one can say that first few numbers
belong to the purvaraniga; some define formation. Few belong to the variety of natya where
the circular formations and abhinaya is suggested. The gaits (caris) of various kinds, the
bhava representations, samyuta hastas, the tempo, the dance poses and character of the

dance and the choreographical patterns are similar to that of the NS.

The Jain texts also mentions various musical instruments. They are the rich source of

information regarding social status of the artists.

The textual evidence shows us that dancing in India evolved by assimilating new forms
and techniques and it gradually moved away from its dependency on drama. In this process
aesthetic scope widened beyond decorative grace to include emotive communication. This
resulted in a complex art of dance with the emotional expression. The field of dance was

undergoing various modifications. Some of them had association with early Sanskrit texts.
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Some social changes were trying to find new ways of expressions. Both these streams were

flowing simultaneously.

Ganser (2011:147-48) points out that “Bharata’s Natyasastra, this seminal text on dramatic
art devotes an entire chapter to dance and lays the basis for all subsequent descriptions of
this art from. Characteristic of the period, which ends with Abhinavgupta’s commentary
on the Natyasastra, is the treatment of dance as an auxiliary to drama, a practice inaugurated
by Bharata himself. In the medieval period, literature on dance came to be treated as part
of the literature on sangita properly and dance started to be dealt with together with music.
In this second period, spaning from 11" to the 15" century, regional and popular features
of dance began to be recorded in treatises, giving rise to the well-known dichotomy in the
dance tradition between dest (the regional, popular forms) and marga (the style codified by
Barata in the Natyasastra). The third period, ranging from the 16" to the 19t" century, is
marked by a proliferation of manuals composed mostly in vernacular language, which
attest the existence of dance forms close to the contemporary one, namely Bharatnatyam,
Odissi, Kathat etc."

1V.3.6.4.4 Abhinavagupta

The process of change in dancing is visible in the Abhinavagupta which again indicates
towards the geographical influences on dance in his time. Abhinavagupta at many places,
in his commentary on the NS, interprets it in the light of contemporary concepts and
practices. He also introduces certain ideas and terms that were not present during the time
of Bharata. For example, Karazawas defined by Bharata as ‘hasta-pada-
sariyogah nrttasya karanam bhavet’ (NS 4.30); meaning that the combination of hand and
foot movements in dance (Nrtta) are called Karanza. Abhinavagupta explains that ‘hasta’
and ‘pada’, here, do not denote merely the hand and foot. But, hasta implies all actions
pertaining to the upper part (Purvakaya) of the body (Anga); and, it’s Sakhanga (branches,
the various movements of the hands), and Upanga (the eyebrows, the nose, the lower lip,
the cheeks and the chin etc). Similarly, pada stands for all actions of the lower limbs of the

body (Aparakaya); such as sides, waist, thighs, trunk and feet. Thus, Karana involves the
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movement of the feet (pada karmani); shifting of a single foot (cari) and postures of the
legs (sthana), along with hand gestures (hastas). All the actions of the hands and feet must
be suitably and lucidly combined with those of the waist, sides, thighs, chest and back
— Hasta, pada samyogah Nrtta Karazam bhavet.

1V.3.6.4.5 Padma Subramanyam

Padma Subrahmanyam is an Indian classical Bharatanatyam dancer. She is also a research
scholar, choreographer, teacher, Indologist and author in the field of dance. Her PhD was

based on the reconstruction of the 108 kararas, dance movements described in the NS.

Until Padma Subrahmanyam’s time, the karara-s were thought to be static postures. With
her efforts lasting over a decade, Padma Subrahmanyam reconstructed the marga-karana-
s which had been lost for over a thousand years, after the times of Abhinavagupta (1000
CE). She believes that ‘Tandava-vidhana’, in the Natyasastra, contains detailed
descriptions of one hundred and eight karaza-s, which form the basis for the movement
vocabulary of dance. She showed through her research, that Bharata’s original text,
Abhinavagupta’s Abhinava-bharati composed in Kashmir (1000 CE), the sculptures of
Brihadeeshwara temple, Tanjavur (completed 1010 CE), Thillai Nataraja temple,
Chidambaram (12-13th century CE), Sarangapani temple, Darasuram near Kumbhakonam
(10-15 century CE), Arunacale$vara temple, Tiruvannamalai (around 1520 CE), and
Vrddagiri§vara temple at Vriddhacalam (1530 CE) all contain similar depiction of karana-
s (Subrahmanyam, 2003). She also identified the karana sculptures of the Candi Siva

temple at Prambanan, Central Java, Indonesia belonging to 9th Century CE.

Arjun Bharadwaj (December 2017) in his talk stats that “Padma Subrahmanyam’s
reconstruction was not limited to mere textual and sculptural evidences, but it was also
based on a close observation of today’s regional dance styles, that have been passed on for
thousands of years. ‘Marga’ refers to the universal classical tradition that is realized and

documented, ‘Desi’ refers to the application of the marga to suit regional tastes.” A study
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of the desi dance forms that are merely echoes of the marga, was essential for the
reconstruction of the karapzas. Padma Subrahmanyam has shown the traces of the karapas
can be found in all Indian desi or regional forms of dance, and also the folk variants. Desi
means regional forms of dance such as Sadir-dasiatram, Odissi, Mohiniazfam, Kucupudi,
Kathak and Kathakali, also the folk forms such as Gotipua, and Kolattam, all are desi, if
Bharata’s Natyasastra is taken as the absolute Marga. Padma Subrahmanyam has revealed
that the pan-Indian culture extended for several ages and covered large portions of India
and South East Asia its geographic extent, through the identification and reconstruction of
the karanas. Abhinavagupta was writing commentary on the Natyasastra in the northern
province of Kasmira and the Brihadeswara temple was being constructed in the southern
province of Tanjavura. She says that the description of the kararas as documented by
Abhinavagupta closely matches the sculptures of Tanjavura. This proves the geographical,
cultural and artistic unity of the Indian sub-continent. All ‘folk’ forms of dance are derived
from Bharata’s marga tradition, they are integral to the pan-Indian culture. It proves that
the divide between the classical and the folk is fabricated.

1VV.3.6.4.6 The Evolution of Classical Indian Dance Literature

The early texts such as the NS, the Visnudharmottara Purana, give us bare descriptions of
body movements, while medieval texts, such as the Sangitasamayasara, the
Sangitaratnakara and the Nrttaratnavai, highlight the purpose of achieving imaginative
effects through bodily motion, such as fine expression as simulating the shiver of a drop of
a water on a lotus leaf, or the vibration of a flame.

Bose Mandakranta (1989: 270) in his Phd thesis rightly points out that “The NS sets out
the principles and describes the technique of the established dance style of its time, but
while it does acknowledge the existence of regional and popular dance forms, it does not
describe them, presumably because they were not developed enough or sophisticated
enough to be regarded as distinct styles. Whether this neglect was general or limited to
Bharata cannot be discovered, for no relevant work by other early authors, such as Kohala,

Dattila or Matanga, is extant. But the fact that no description, however brief, of regional
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and popular forms appears in any literary source suggests that they could not have been of

any great importance in this early period”.

In the medieval period, popular, local forms became part of the general discourse on
dancing. At that stage a clear distinction between the older tradition (of Bharata) and the
newly emerging styles made a distinctive difference. It was marked by the use of the term
marga for the old style and dest for the new. The first record of the desi style appears in
the Manasollasa of Some$vara. ParSvadeva records some desi dances in his
Sangitasamayasara (13" century). The first organized account of desi dancing appears in
the thirteenth century in the Sangitaratnakara by Sarrmgadeva (13th century). It was
followed by more elaborate treatment of the subject in the Nrttaratnavali of Jaya Senaapati
(13th century). With these texts the inclusion of the desi dance becomes a standard feature
of dance manuals. The later texts record the dances of their own time. We can identify the
style as the present day kathaka from historic sources. This style was indeed imported to
India in the Mughal era by Persian court dancers. Styles such as this were not part of the
tradition derived from Bharata. The emphasis on these styles shows the significant
development that the dance underwent from about the eleventh century to the seventeenth.
The emergence of such styles in above discussed texts suggests that by this time the newer
dances had assumed an importance that was considered as equal to the dance described by
the NSS. Present day we have various classical dancing in India. It is grounded more directly

in the tradition recorded in the later dance manuals, than in the older tradition.

The works on dance gained significance in their own regions. The dance forms, which
prevailed in those regions, followed to their practice based on the tradition. Regional
traditions became scripture in the texts. These works were mostly written based on

the peculiarities of dance forms prevailing in those regions.

8 For details Mandakranta Bose, 1989 “The Evolution of Classical Indian Dance Literature: A Study

of the Sanskritic Tradition”
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V.4 Socio-political and geographical influences

IVV.4.1 How the prominent kingdoms came into existence?

In the Vedic literature, the term jana denotes a tribe, whose members believed in a shared
ancestry. The Janas were mobile communities without fixed territories. Geography of the
Janapadas is a valuable source of historical Janapadas like Magadha, Kasi, Kosala, Avanti,
Kuru, Pafichala, Matsya, Gandhara and others. It also brings to light the migratory and
settling trends of a number of people. There is an interesting mythological story in the
Aitareya Brahmana (1.14) which throws a light on this. It was the war between the Devas
and the Asuras and the defeat of the Devas at the hands of their enemies. In the analysis

the only short-coming of the Devas was attributed that they had no king, whereas their

opponents had one. (&aT JsfaeeRTeTedr & & ST Tellel Fader 3fa dafdl Ait. Br. 1.14)

This indicates towards the preliminary phase of Kings and Kingdoms in ancient times.5!

IV.4.2 The King and the supremacy

The kingless janapada and its vices have been discussed in the Ramayanaand it is
highlighted that in kingless society, the stronger gulps the weak. (2. 67. 31) The
Mahabharata (12, 67, 11; 68, 40.) advocated many times that King was appointed with a
contract. The contract allots certain percentage of the income and the virtues to the
monarch. In the Drona Parvan (Mbh. 7 69.12) the people request Prthu to be the king for
their safety and prosperity and address him as an emperor, savior and father. In the Santi

Parvan (MBh 12.67.7) at first Manu felt uneasy to accept kingship perhaps trembling at the

81 For details - Majumdar, Dr Ramesh Chandra. 1968 “The History and Culture of the Indian People, p Ixv”
Bharatiya Vidya Bhavan, Bombay
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idea of the monarchical responsibility and fate of the monarch in case of his non-

conformity to the popular will.

The attentiveness and dutiful discharge of the royal responsibilities of early Janapada kings
placed the institution of empire high in public opinion. The Kuru Pafichala kings of the
later Vedic literature and the Mahabharata, in the Ramayana kingship at Ayodhya, king
Asvapati of Kekaya, the Videha rulers like Janaka, the Brahmdatta kings of Kasi and a few
others offer examples of the leading monarchy of the Janapada era. Monarchs possessed a
moral responsibility regarding their people. The king was bestowed with sovereignty for
specific purposes and promised to fulfil them being not subjective. He further promised to
be guided by the principles of ethics and politics and whole-heartedly work for public
welfare. The Ramayana (1,6.1) adds the epithet Paura-janapadapriya’ to king Dasaratha.
It elaborately describes the virtues of Rama, the royal prince and therefore the virtues of

the king.

The first and the primary duty of the state in this period was the safety of the empire from
outside attacks. The fear of outside violence and the protective measures to be adopted,
demanded the foundation of diplomacy. (MBh 12.120. 3, 67, 44-46) The idea of
insignificant over lordship gave place to the concept of real ruler over vast territories. This
led to the loss of political independence of the individual Janapadas and their territorial
absorption in bigger political units. That existed in ancient India from the sixth to fourth
centuries BCE during the second urbanisation period. The 6th-5th centuries BCE is often
regarded as a major turning point in early Indian history; during this period India's first

large cities arose. 2

The Mahabharata and the Ramayana extensively deals with the characteristics of the

various janapadas mostly regarding their regional practices, social habits and fighting

62 For details see Vikas Nain, "Second Urbanization in the Chronology of Indian History", International
Journal of Academic Research and Development 3 (2) (March 2018), pp. 538-542 esp. 539.
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specialties. In the Mahajanapada period, the tendency of conquering and capturing the
territories of the weaker and neighboring janapadas by the stronger was developed. It
significantly reduced the number of minor janapadas. It was the consequential change in
the political structure of India. The early Buddhist literature repeatedly refers to the sixteen
mahajanapadas, in contradiction of the larger number of the Janapadas in the Puranas and
the Mahabharata.%® The Aswamedha sacrifice in the Ramayana and the Rajasiiya in the
Mahabharata are proofs of this state of affairs. The tendency in the mahajanapadas era of
obtaining territory, culminated in the political unification of India under the Mauryas of

Magadha. The sacrifice like Aswamedha for kings played vital role in that.

In the verse (Mbh. 1.56.19) Itihasa means -

jayo nametihaso‘yam $rotavyo vijigisuna mahim vijayate sarvam Satrirs capi parajayet| |

It should be heard by those desirous of victory. A king by hearing it may bring the whole
world under subjection and conquer all his foes. Thus, by word Itihasa it means victory of

a king.

In India the basic foundations of social structure, political institutions, religion, philosophy,
art and architecture were laid in the janapada period. The evolution of fine arts such as
music, dance, drama and architecture; the experience of the final end of human life coupled
with the oneness of the soul. God was another significant characteristic achievement of the
janapada age. The end of the Janapada states paved way for the long-desired political
unification of India. The Vedic literature relishes the idea of sole monarchy of the land up
to its natural frontiers. The Asvamedha ceremony of Dasaratha in the Ramayana, the
Digvijayas of the Pandavas, and the victories of Jarasandha in the Mahabharata reveal the
sanctity of the ideal of singular monarchy over the whole of India. The political merger of
the country gave a shape to the territorial unity of India. The post-janapada literature

however, involved a new meaning to Indian territorial harmony and so did the rulers and

8 For details see B. C. Law, 1974 A History of Pali Literature
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leaders of post-Janapada India. We can find it in the texts like Visnu Purana.®* The kings
started empires with defined geographical borders. The historians have often presented a
sign of this age as an introduction to the stability and certainty of the majestic period of

India, which is been also reflected in the poetry.

I1VV.4.3 The geo-political prominence in Kavya

The Ramayana is a Sanskrit epic poem, and the other is the Mahabharata. Both these great
epics had a powerful impact on the readers for the thousands of years. Many translations
of these two into the vernacular languages are themselves works of great literary creativity.
For example — 12th-century Tamil language Ramavataram, popularly referred to as Kamba
Ramayanam written by Kambara, 12th-century Kannada Ramachandra Charitapurana also
known as Pampa Ramayana by Nagachandra. 13th-century Telugu language Sri
Ranganatha Ramayanam, written by the poet the Ranganatha. 16th-century Awadhi
language Ramacaritamanasa by Tulsidasa. Throughout North India the events of these
poems are enacted in an annual carnival, and in South India both the epics,
the Ramayana and the Mahabharata, make up the story of the various dance-drama

presentations.

What does the authors of these epics are depicting? Were they just interested in the victory
of the heroes over the villains? Were they just creating wonderful poetic piece of literature?
Valmiki and Vyasa, both the authors were portraying the story of their period. The
important factors for them were itihasa that is history of kings and purana that is ancient
lineage. This new era was of kingdom of great kings. Ramayana and Mahabharata are to
view as a work of political structuring aimed at bringing about socio-political order and
administrating propriety. A structure of socio-political chaos moving up to a tentative

establishment of a federal system of political administration can be seen in these epics. It

S ger: qfAdl| qE RATHAGRAL Al HgaIRAVEHITES TshafeialTd| 3R Icaraed RAgwia
S| aY dedRd o HARAT I Tedid:| Visnu Purana 11.3.1
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turns into war and conflict, to stabilize into a political order and religious tolerance of a

society.

The new monarchy systems had a great impact on the literature of the era. The
Mahabharata, the Ramayana, Purana literature all have impressions of socio-political
affairs by and large. Let us see how this impact is being echoed in the two great epics and
then further in classical literature.

1V.4.3.1 Polity in the epics the Ramayana and the Mahabharata

Ramayana and Mahabharata are known as poems but still it has a large amount of
information about the polity of its time.

1V.4.3.1.1 Polity in the Ramayana

The major type of state found in the Ramayana is monarchical. Political thought is thought
about the state, its structure, nature and its purpose. The word rajan though literally derived
from the root raj which is to shine. It is associated with the root raij which means to please.
Thus, prajanurarijana, pleasing his subjects is considered to be the primary duty of a king.
(R. 114/1; R. VII 62/6). The primary duty of the king was also to ensure perfect security
of life and property of his citizens against external as well as internal dangers. (R. 1 19/9)
The protection of the subjects was not merely a pious obligation on the part of the king. It
was legally binding upon him, for the taxes that he received from his subjects were
expressly on the understanding that he would in return protect them as his own children.
(R. 117 /14)

The kingdoms usually comprised a capital town known as pura, a few other towns called

nagaras and a number of agricultural and pastoral villages as gramas and ghosas. The royal
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court of Ayodhya is often described in the Ramayana as being attended to by subordinate
kings. (R. 1 5/14; R. 11 3/52-55; R. 11 92/7) The Bala Kanda specifically mentions samanta
kings coming to Ayodhya to pay their tribute to Dasaratha. (R. | 5/14) Rama asserts in the
Kiskindha Kanda that the entire earth with its mountains and forests belonged to the
Iksvakus. (R. 1V 16/63) Imperialistic ideas are indicated by the existence of words like
samrat, sarvaraja, (R. 1l 13/21) cakravarti, (R. V. 25/2) and adhiraja (R. 11 57/13) applied
to Dasaratha and his sons. In a passage of the Kiskindha-Kanda, with the exception of the

amatyas all the elements of imperial state are collectively mentioned,

Yasya dandasca kosasca mitranyatma purar janah,

Plirnany’tani sarvani sa rajyaphalamasnute R. IV 22/11.

In a monarchical state the position of a king was unequivocally super-eminent. (R. 1l
103/10) The Ramayana states that success in an enterprise depended upon the king. (R. HlI
44/10) The next importance is to the ministers, the treasure, the army and the allies. The
relationship between the state and the citizens was very important. The people are required
to render to the state a portion of their produce or otherwise income, in consideration of
the protection granted by a king. The state exists primarily for the benefit of the people. A
king was to regard his subjects with affection and justice even as a father regards his
children. (R. 1. 7/15-16; VI 95/55; V11 95/15) Dasaratha had to seek the approval from
the subjects for appointing Rama as the prince. Ramayana gives information about the
various aspects of political entity through its chapters.

In the absence of a king, it is the law of the jungle which would prevail everywhere and
the poor and the weak would be oppressed by the rich and the powerful. (R. 1l 73/24-25;
V11 63/22) The smooth functioning of the economic, commandment, literary, religious and
other social institutions could be possible only when the state duly discharged its functions.
But the king was only an agent of the state to enforce with strictness and impartiality the

dharma which was neither of his making nor necessarily of his choice. (R. VII 2/9) While
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introducing a ruler or a rule it generally employs the qualifying phrase “ruling according
to dharma and nyaya.”’ As said - rajapi dharmerpa tad rafijayan sunayaih prajak (R. 1 14/1)
The society believed that evils and mishaps among the people were caused by the wrongs
of the ruler. (R. VIl 76/17-18) For example the drought in the Angadesa was attributed to
the fault its ruler, Romapada. (R. 1 8/12)

As every king was eager either to increase his power and influence or to maintain at least
its distinct individuality, inter-state relations naturally happened to be a matter of vital
interest to them. Ancient political thinkers refer in this connection to the mandala theory,
which with the vijigisu (the ambitious conqueror) at the center seeks to explain his
relationship with the other states around him. Thus the terms vijigisu, mitra, amitra,
madhyastha and udasina occur in the Ramayana and clearly indicate that in a political scope
the other states could be related to a particular one as its ally, enemy, or neutral. The epic
also displays sadgunya or sixfold policy which embodied the guiding principles for a king
in determining his relationship with the foreign states. (R. VII 61/22) The six policies

enumerated under sadgunya are sandhi, vigraha, asana, yana, sarnsraya and dvaidhi-bhava.

The story of Ramayana is about the kita-yuddha versus dharma-yuddha among Ravana
and Rama. (R. I 18/6) In the Ramayana the Rak$asa have been declared kita-yodhins and
mayavins in their fights. (Prakritya Raksasah sarve mayaya kirayodhinah R. VI 28/27)
Ravana has been described as employing his Maya in the Uttara Kanda. When fighting
against the Yaksas, he assumed a thousand shapes to contrive the destruction of his
adversaries. He successively assumed the shapes of a tiger, a boar, a cloud, a hill, the ocean
and a pond and thus wore full many forms and was not visible in his native shape. (R. VII
14/27-28) Sita condemned Ravana as a coward, for he did not win her in war duly
announcing himself as a fighter to her husband. (R. Il 59/9) In course of his digvijaya,
Ravana captured many maidens of his foes and seized the Puspaka from Kubera as a mark
of victory. (R. V11 30/2)

The Ramayana, introduces us to an early period of ancient Indian history, in particular, the

region beyond the Vindhya Mountain in the south was inhabited by non-Aryans.
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Politically, Raksasas had a strong power, a great threat to the security of the Aryans. Rama,
as a hero, ensures security not only to his kingdom but to all the citizens of Bharatvarsa by

killing Ravana.

Dr. Vishwanath Prasad (1974; 289) states the views by Lassen and Weber that the
Ramayana, represents the glorification of Aryan penetration in the south. The general belief
is that Rama represented Aryan victory over Ravana, the powerful Dravidian king. But this

view is partly vitiated by several errors.

| do not find it relevant to discuss if Rama’s invasion towards south was to be considered
as Aryan invasion or not. In the given context, the point is, the story of Ramayana was full
of political disturbances. This unrest begins from the Kaikeyi’s demand for power his son.
This instability was also replicated into the geographical entity. It was very important for
a king to win more desa or regions under his regime. Thus, a region under a king became

key element of a story.

1V.4.3.1.2 Polity in the Mahabharata

As Ramayana, the epic Mahabharata is also rich in polity. Of course, the complexity is
different.

Prafulla Kumar Mohanty (2005:146-151) states “I would humbly venture to call it a vast
statement on the post-modernist cultural ethos of the post-Vedic times, which have
impacted the regional and zonal cultures and bhasa literatures up to the contemporary
times. the most profitable reading of the Mahabharata is to view it as a work of political

structuring aimed at bringing about socio-political order and administrating propriety.”
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Mahabharata is a triadic work of structure of socio-political structuring which aims at
bringing about socio-political order and administrating decency in its realm. It was an
establishment of a political administration which disperses into war and conflict. The aim
is to stabilize itself into a political stability. The epic reaches its highpoint of a political
vision at the Rajsuya yajiia where the federal political structure is anticipated. We come
across aspects of good governance discussed at length in the Santi parvan popularly known as

Rajadharma.

TS ATeleTe Al AT Asiiaairest| € FATOT diehed faed aTeafclr: |
Mbh. Santi 31.2

It is the duty of the king to seek and promote the welfare of its subject.

The best of the kings should have characteristics as intellect, renunciation, awareness of
the weaknesses of the enemies, good looks, capacity to be fair and just to all the sub-
sections, quickness in decision making, softness in behavior, industrious, hardworking,

farsightedness, indifference to self-pride and control over anger.

WTAEIEEONYT: RIUY ek | e Faauiiell AAd=igided a2 |

feTTepRY TSIcTshler: GoaTer HgHe:| RIS Iaderd: fhararidehcysT:||

HREUTIGHRATOT U & I8 TA: TeTledd AXSIRISTEHAH: ||

Mbh. Santi 57.30-32

Bhisma says that one should come under the guardianship of a king first and only then
aspire for wife and wealth because when there is no king to protect him; there will be no

security either for his wife or for his wealth.

Tl o Redd adr st det oo TeleaafaelREd Fr Ha Far gwell Mbh. Santi
57.41
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The concept of polity was based on Dandaniti. If the king commits wrongs and sins,
Dandaniti may get destroyed and Rajadharma disgraced resulting in the absence of the

sense of right and wrong for the people.
faerserat gussiear Troresf e aFwsEafea sarfer Tetereraatsserl Mbh. Santi 65.29

Anarchic state has no security for its citizens, property, wealth, women, servants, poor and

weak.

ST Aestotdecieh AT GUSHURS: | STACEA=arieds] goel geraasr:|| Mbh. Santi 67.16

Collecting taxes from the common people as Dharma, the king is directed to govern the
state for the welfare of subjects.

eraficart e Isg ear Ffafy| a¥d seqde T AeFEAdg:11 Mbh. Santi 71.11

The king is condemnable when the people and the visitors to the state are unhappy and

restless about their living.
o o Nfad T ¢ FEAEEd| Ipeaeansasi ar 3R% seafl Mbh. Santi

130.34

Roles, duties, functions and qualities of the king were described and discussed in Santi
parvan of Mahabharata at length. At the same time in this epic, readers can find many kings
with political fear for failure. We thus see that several attempts were made on life of Krsna
by the Karmsa whose political insecurity did not spare any newborn baby of his kingdom.
When Krsna grew up, he experienced the ruthless might and autocracy of Jarasandha, the
Magadha king whose power had weakened the neighboring kingdoms of North-Central

India at that time.

The Kurii clan at Hastinapura, under the protective care of BhiSma, was showing symptoms

of restlessness. The children of the blind king Dhrtarastra and the late Pandu, were
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struggling under the almost invisible planning of Sakuni. Krsna and Sakuni are the two
polls in the Mahabharata.

One can see the political polarizations at Kuruksétra war based on geographical identities
of the kings. The kingdoms to the east, south and north of Kuru region were Paficala,
Matsya and the Rak$asa. The Raksasa under Ghatotkaca supported the Pandavas as he was
son of Bhima. Matsya king Virata was the father-in-law of Abhimanyu who was Arjuna’s
son. Paficala king Drupada was the father-in-law of the Pandava. The kingdoms to the east
of Paficala were Vatsa, Kasi, Kosala and Magadha. The kingdoms to the south of Matsya
and Paficala were Nisadha, Chedi, Kunti and Karusa, were also supporting the Pandavas.
Pandavas had marital associations with these kingdoms. Chédi king Dhristakétu was a
friend. Magadha king Sahad&va too was also a great ally. An alliance that Krsna done with
the southern kingdom of Pandyas resulted into the support of Pandyas, K&ralas and Cholas
to the Pandavas. The rebel sections among the Yadavas under Satyaki who was a disciple
of Arjuna supported the Pandavas. These forces were collected from Dvaraka, Anarta and
eastern Kurujangala. The agitators among the Ké&kayas, who lost the kingdom to cousin

brothers, Rebels of ASmaka and Kamboja warriors too supported the Pandavas.

The Kasi king, the Matsya king Virata and the Chédi king Dhristakétu, Brihadbala, the
main king of Kosala, Raksasa rebels like Amabusa opposed to Ghatotkacha, leaders of the
Yadavas like Kritavarma, supported the Kauravas. The Madra king, Salya the maternal
uncle of the Pandava twins, was forced to support the Kauravas. The major associates of
the Kauravas were the Trigartas, the Salvas, the Gandharas, the Sindhu-Sauviras, the
Bahlikas, the Darada-Kambojas, the Anga-Vanga-Kalingas, the Avantis, the Dasarnas and

the Kiratas under king Bhagadatta.
The kingdom of Vidarbha ruled by Rukmi stayed away from the battle.

The purpose of the great war was to establish a federal political structure under the
emperorship of Yudhishthira who adhered to the principles of rule of law and
righteousness. The samrat was protected by the mightiest of heroes like Bhima and Arjuna,
which ensured stability. The empire of Yudhishthira was a federal trust of all kingdoms of
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the then India with a benevolent ruler as the protector of dharma. The Rajasuya was the
peak of the triumphal moment. It gave the political stability, order and righteous

administration claiming the crown.
It can be summarized that the Ramayana and the Mahabharata in both of these great epics,
polity plays a major role. The whole story of Rama and Pandavas is woven with the

political and administrative aspects of kindom.

IVV.4.4 Geography in the Ramayana and theMahabharata

1V.4.4.1 Geography in the Ramayana

Ramayana is not just a story of victory of the hero. It is not a mere story of a King who
must save his kidnapped wife. In the epic Ramayana, description of various regions, rivers,
mountains, forests occur with the journey of the hero Rama. This description does not
appear accidentally. It seems to be the need of the poet and his time. King, kingdom and
the regions, mountains, rivers in the kingdom were playing vital role in framing the identity
of the then new society.

Ramayana underscores the sacred geography of India. No wonder it is said that any village
you visit in India, the common thing to be found is the stories of Ramayana and
Mahabharata. The author of the epic Ramayana has beautifully knitted the journey of the

hero with the journey of the various regions. Let us see journey of Rama with Visvamitra

as one of the examples were the geographical illustration runs along the story of Rama.

In the first Bala Kanda (22) Rama and Lak$émana started from Ayodhya with sage
Visvamitra. Rama received the Bala and Atibala mantras on the bank of river Sarayu
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(Kosala). Then Rama visits Anga asrama where rivers Ganga and Sarayu meet. There he
spent a night in a hermitage (Bala 23). Rama heard about river Sarayu originating from
lake Manasa (Bala 24). Rama visited the Tataka forest and sage Viswamitra tells the story
of demoness Tataka. (Bala 24 - 25). He receives the knowledge of terminating the divine
weapons from sage Viswamitra. Rama comes to the outskirts of Siddhasrama (Bala 28).
He hears the story of Vamana avatara of Lord Visnu. They spent a night in the
hermitage (Bala 29). Then comes the story of Rama guarding the sacrifice of Viswamitra
for six days and nights. Then Rama along with the sages starts his
journey from Siddhasrama towards Mithila (Bala 31). This place is in Bihar. On the way
from Siddhasrama to Mithila, Rama camped on the bank of River Shona at Girivraja (Bala
31). He hears the story of the lineage of Viswamitra and spents the night there. This place
is in Bihar. Rama camped on the bank of river Ganga (Bala 35). He hears the story of the
ancestry of river Ganga and spent the night there. (Bala 35 - 44). Rama crosses river Ganga
(Bala 45). Rama hears the story of the churning of Milky Ocean (Bala 45-47). Here, Rama
visits the Gautama asrama and redeemed Devi Ahalya from her curse and she became
united with sage Gautama (Bala 48-49). This place is in Bihar. Rama reaches Mithila. Sage
Viswamitra told king Janaka about Rama. Rama hears the story of the bow of Lord Siva
from king Janaka and also, he knows the story of the birth of Sita. He breaks the bow there

and then he marries Stta. (Bala 68-73).

In the same way the whole story of Ramayana takes us to various places of then India. We
can also identify those places in modern India. In this epic not only places but forests,
mountains, rivers, lakes, asrama of various muni, all of them have their important role to

play. They are from all four directions of the country from north to south and east to west.
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In a way, reader has a journey of all the regions of India with this poem. Readers can enjoy
these two great Pan-Indian epics who connect the vast geography of India within a great

piece of literature.

1V.4.4.2 Geography in the Mahabharata

Some portions of the text of the Mahabharata reminds a reader of the Vedic-Upanisadic
period. Parts of it resemble the Puranic texts. The core text of Jaya is defined as an Itihasa.

The Mahabharata is thus a connecting link between Vedas and Puranas as indicated in the

verse Mbh.01.56.15

idarn hi vedai/ samitas pavitram api cottamam/

sravyanam uttamam cedam puranam rsisamstutam//

The text of Mahabharata starts with astronomical observations and a geographical analysis
of Bharatavarsa. Mahabharata mentions many geographical elements of Bharatavarsa — its
rivers, forests, mountains, lakes and constituent provinces and kingdoms. Mahabharata text
is also full of travel stories connecting various places of Bharatavarsa along with the main

story of Pandavas and Kauravas.

Bhishma Parva, Jamvukanda Nirmana Parva is an information-repository on the geography
of Bharatavarsa. (MBH. 06.05.06- 06.06.02) Dhritarastra asks Safijaya to describe the
portion resembling the shape of rabbit in detail (MBH.06.07.01). Safijjaya names the six
mountain ranges spread in the east-west direction - Himavana, Hemakiita — also known as
Kailasa, Nisadha, Nilanilas, vaidiryamayah, Sveta, Smgavan (MBH.06.07.03) These six
mountain ranges divide the into seven regions. They are Bharata Varsa, Himavat Varsa,
Hari Varsa, Ilavrita Varsa, Sveta Varsa, Hiranyaka Varsa and Airavata Varsa. Regarding
the people inhabiting the six mountains were as following- The Rakshasas live on the

Himavat Mountains while Yakshas live on the Hemakuta or Kailasa Mountains. The

142



Sarpas, Nagas and Gandharvas live on the Nisadha Mountains and Brahmarsis live on the
Nila Mountains. Devas and Asuras live on the Sveta Mountains. The Pitris live on the

Srigavan Mountains. (Mbh. 6.07.48)

Travels such as Digvijayas and troop movements for battles. The travel narratives in the
Mahabharata are mostly of two types, roundabout pilgrimages usually around Bharatavarsa

and Military —

Pandu’s journey in Himalayas and his stay at Satasringa, Pandava’s journeys in Satasringa,
Haistinapura, Pramanakoti and Varanavati, Pandava’s wandering from Varanavati to
Ekachakra and Kampilya, Bhima, Arjuna & Krsna’s travel to Magadha with the aim to kill
Jarasandha, Pandava’s shift from Hastinapura to Kamyaka and Dwaita forests, Arjuna’s
travel in Devabhtimi for Pasupata and divine weapons, Pandava’s shift from Kamyaka to
Virata’s city, Arjuna’s travel to submerging Dvaraka. The final journey of the Pandavas as
the Mahaprasthana. In the sub-stories have travel narratives as wanderings of Nala as
described in the Nala-Damayanti, Wanderings of Satyavana & Savitri, and travels of Rama

as Ramayana embedded in the VVana Parvan of Mahabharata.

There are some pilgrim narratives as Arjuna’s pilgrimage, circling Bharatavarsa as penance
for seeing Draupadi in the chamber of Yudhisthira, Pilgrimages of Paulastya, Dhaumya
and other sages encircling Bharatavarsa, Yushirthira’s pilgrimage encircling Bharatavarsa
from Dwaita-Kamyaka forests and returning back, Balarama’s pilgrimage along Sarasvati

from Dvaraka to Kuruksetra when the Kuruksétra ware was taking place.
The major military travels are for Digvijaya and battles. They are as follow -

For Rajastiya Digvijaya Arjuna goes to the north, Bhima’s goes to the east, Nakula’s goes
to the west and Sahadeva’s goes to the south. For A§vamédha Digvijaya Arjuna’s military
campaign circles Bharatavarsa for the post war. Pandu goes to Hastinapura after ascending
the throne, Bhima and Arjuna travel after their military education, Karna’s travel to

Pandavas as they were in exile.
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Some important battle travels are of both Kuru-Pandava attacking on Paficala to present
Drupada as the preceptor’s pay to Drona, Trigarta-Kaurava attacking on Matsya while
Pandavas were staying secretly in Matsya kingdom, Arjuna’s attack on Kalakeyas during
his stay at Dévabhiimi and deployment of Kurus and Pandavas armies around Kuruksetra

for the Kuruksetra War.

V.3.2.2.1 The Mountains and rivers of Bharatavarsa

Dhrtarastra asks Safijaya to describe Bharatavarsa in detail in the Bhisma-parvan. Safijaya

describes Bharatavarsa as the beloved land of Indra and Vaivasvata Manu (317 g aoiiasanfa

¥ 9Rd FRdA| afAeaer davg FAR da€aaed @1— Mbh. 06.10.05). He also lists many
other rulers as Prthu, Vainya, Iksvaku, Yayati, Ambarisa, Mandhatr, Nahusa,
Mucukundasya, Sibi, Auéinara and Rsabha. Then Safijayaexplains the major mountain
ranges called seven Kula-Parvatas of Bharatavarsa. These are Mahendra, Malaya, Sahya,
Suktiman Rksavan, Vindhya and Pariyatra (Fg=er #er: Heg: giFaA eTaEAT faeeeT

FHY Feradar: - Mbh. 06.10.10).

The names of the 150 rivers of Bharatavarsa are spread in 24 §lokas from Mbh.6.10.12 -

35. The names of the provinces of Bharatavarsa are spread in 32 $lokas from Mbh.6.10.37-
68. The 220 kingdoms or provinces covering Bharatavarsa are listed.®® Around 30 forests
are found — badari, brindavana, Brinda, chitraratha, dandaka, Devadaru, Devavana,
Dharmaranya, Dwaita, Dwaitbana, Gandhamadana, Gobhavana, kamyaka, khadava,
Madhuvana, Mathara, Naimi$a, Nandana, Saugandhikanaka, Saugandhivana etc. Around
30 lakes, 80 mountain ranges and peaks, 300 Tirthastanas or pilgrim places, 80 kingdoms

are described in this epic.

Geography is described and listed in ample in this epic poem. It is important as geography

was the significant element of the story of heroes.

% see the appendix for the detailed list.

144



IV.4.5 Sanskrit Drama

Let us see how the political activities, expansion of a regime and concept of heroism of a
King has influenced many important dramas in Sanskrit. | am, hereby, giving few of the

examples from the major plays and epics from Sanskrit classical literature.

There are four classes defined of heroes (7==) in NS chapter 34. They have various

characteristics. The four kinds of heroes are as follows:

Dhiroddhata is the self-controlled, firm and balanced; arabhati-vrtti
Dhiralalita is interested in fine arts and always happy and carefree; kaisiki-vrtti
Dhirodatta is the self-controlled and exalted passionate and ambitious; sattvati-vrtti

M w0 np e

Dhiraprasanta  is  the  self-controlled and calm  virtuous and

kind; bharatt and kaisiki-vrtti

The Sahityadarpana accepts all four kinds. The word dhira is associated with each of the
varieties. The term dhira means firmness. So, it can be said that according to the
Sahityadarpana, all the four types of hero should be associated with the firmness. On this

ground, let us see how actually writers reveal heroes.

How this rule is applied in Sanskrit plays? The political activities, expansion of a regime
and concept of heroism of a King has influenced many important dramas in Sanskrit. | have
given many examples of these from various Sanskrit plays. Hereby, | discuss, vital question
about a wellknown drama in Sankrit. Kalidasa is a very important dramatist and he makes
some changes in the story of Sakuntala. He has taken the plot from the epic Mahabharata.

He makes some changes. There must be some reason for the changes.

1V.4.5.1 Bhasa

145



Bhasa is considered to be one of the best Sanskrit playwrights. He is earlier than Kalidasa
and is dated to the 3rd or 4th century CE, one of the early Sanskrit dramatists. Bhasa had
13 plays in his name. They are Swapnavasadatta, Pancharatra, and Pratijna
Yaugandharayaanam, Pratimanataka, Abhisekanataka, Balacharita, Ditavakya,
Karnabhara, Diutaghatotkacha, Charudatta, Madhyamavyayoga and Urubhanga.

Urubhanga is derived from the famous epic Mahabharata.

G.K. Bhat (1980:3) in his Marathi book observed that “TerT FeIadT HﬁTﬁﬂ‘cR—ﬁ W?IT

AT Yol 3. § FA, Fad FATCehldl AART Y §-4Td HAleehld gldeledl AT

QAYTCAT 31 38T f&@d.” He means that most of the plays of Bhasa have a common

theme and that is regaining the regime that has been lost. Thus, he selects his themes mostly
from Ramayana or Mahabharata. Swapnavasavadatta is his most famous play that depicts
the story of King Udayana, who must choose between marrying for love his beloved
Vasavadatta or the daughter of a neighboring king, Princess Padmavati, for political gain.
Though the story is told to us as a love-based plot, its ultimate aim is regaining the regime.
This story is concerned with two restorations: That of Udayana to his lost throne and that

of Vasavadatta to her husband.

The first is chiefly a political and the second is related to a psychological issue. These two
restorations are quite interrelated and arise from one another mutual sustenance. The
political motive is a powerful background and the main picture is a vivid study in a

psychological crisis.

In the play Avimaraka, the ending of the curse lifts the ban of untouchability on the hero
and his father who is a king; and it also restores their kingdom to them. In Balacarita, the
death of Kamsa restores the legitimate king Ugrasena to the throne and this political
declaration is significantly made towards the close of the play. In Pratima, the story aims
towards the coronation of Rama as a king. In most of the plays Bhasa combines romance

with political intrigue.
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In Urubhanga, protagonist Duryodhana is presented in a different light. He isn't exempted
from his original evil deeds, but he is shown as a character with heroic qualities. The play
centers around events that happen preceding his death; Duryodhana is shown repenting his
past, reconciling with his family, and realizing the futility of war. In a way again this drama
also glorifies who can be the hero. Karnabhara is essentially the retelling of an episode of
the Indian epic Mahabharata. The play describes the mental pain of Karna on the previous
day of the War. Karnabhara shows the valiant, generous, righteous Karpa riding out
towards the battle-ground, where his death under heart-wrenching circumstances is certain.

Karna presents the K$hatriyatva at his best.

These are few examples from Bhasa’s play. Almost all his plays are portraying the ideal
hero. King, doing heroic deeds and also regaining of the lost regime are two basic motives

of Bhasa’s plays.

IV.4.5.2 Sudraka

Mrcchakatika (The Clay Cart) is one of the earliest known Sanskrit Prakarana, by Sudraka.
It is full with romance, comedy and royal conspiracy. The plot of the play has numerous
twists and turns. This is not a type of drama named nataka, thus the king is not the hero.
The main story is about a young man named Charudatta, and his love for Vasantasena, who
is a rich courtesan of the ancient city of Ujjayini. The love affair becomes intricate by a
royal courtier, who is also attracted to Vasantasena. The plot is further complicated by
royal happenings with the king Palaka. The Pradyota dynasty from fifth century BCE is
coming to an end. Aryaka, a herdsman and prince in exile becomes a king. This sub-story
represents the political unrest. The villain of the story is sarhsthanaka, also called Sakara,
is a brother of one of the queens. These characters give us the picture of political

happenings and thus making it a greatly entertaining play.

IV.4.5.3 Kalidasa
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Kalidasa was (4th-5th century CE) the greatest poet and playwright in Sanskrit, and he
occupies the same position in Sanskrit literature that Shakespeare occupies in English
literature. His three plays are Vikramorvasiya, Malavikagnimitra , and the play that he is

most known for is Abhijiianasakuntala ("The Recognition of Sakuntala™).

The plot of the drama named Malavikagnimitra is proficiently woven round a historical
dignitary king Agnimitra - the Sunga Emperor at Vidisa and the princess of Vidarbha -
Malavika. The drama is chiefly concerned with their love episode. There is some political
issue undertaken with by the king with wisdom. In the first scene of the play the minister
reads the letter send by King of Vidarbha for the exchange of prisoners (Vidarbha's brother-
in-law with Mayanka's cousin). King Mayanka denies the request and instead sends for an
expedition against him, under the command of Virasena, the Queen's brother. In the last
act two captive maid-servants from the Vidarbha expedition are introduced, who at once
recognize Malavika as the missing sister of Madhavasena. There is a strong thread of

political happenings in this drama at a background of the story.

In the great Sanskrit drama Abhijianasakuntala the hero is king Dusyanta. The most
important in this regard is the fact that Dusyanta has no son. It is probable that this fact is
not just a matter of private sorrow. It means that there is no successor to the royal riches
and the powerful empire that Dugyanta has built. Kalidasa from the act I portraying him as

a humble and a gentle person. He gives new character to a hero.

V.4.3.1 Why does the author used a Curse in Abhijiianasakuntala?

It is not Dugyanta but the curse of Durvasas that is responsible for the estrangement of the
loving couple. The story of Abhijfianasakuntala is taken from the epic Mahabharata.
G.K.Bhat, 1985;105 says that The Mahabharata story does not create this impression about

the hero because Dugyanta of the epic Mahabharata is clearly hypocritical. Kalidasa wanted
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for his piece of art the incident to be impeccable; the rejection of Sakuntala was necessary
for his dramatic design; and he wanted the behavior of his Dusyanta to be above any blame
and consistent with his noble and upright character and fully justified by other causes. The

curse makes the rejection logical and inevitable, as far as Dugyanta is concerned.

This is a classic example, how authors like Kalidasa were conscious about the image of a
King. The dramatists developed the image of hero as ideal king as well as a noble,
responsible person by the way they portrait hero in the drama. This was building image of

the King intentionally.

1V.4.5.4 Bhatta Narayana

Venisamhara (Binding of Hair) is the work of Bhatta Narayana. He belonged to the 6th or
the 7th century CE. The play consists of six acts. The plot of Venisamhara is mainly based
on the episode in the Mahabharata. Bhima taking a vow that he would tie up the locks of
Draupadi with the blood which is drawn from the thighs of Duryodhana. The playwright
takes liberties with the original episode in maturing omissions, additions and variation. Plot
depicts the rivalry among the Kaurava and Pandava princess. The plot is full of heroic

thoughts and actions of Bhima.

IV.4.5.5 Visakhadatta

Mudraraksasa is the historical play by Visakhadatta. Amongst Sanskrit plays, it is unique
because it contains political plotting and is full of life and action. The time period of
composition is prior to 800 C.E. In the play, Chandragupta Mauryais ruling from
Pataliputra, having deposed the last of the Nanda kings. Raksasa the minister of Nanda,

attempts to avenge his late King. Chanakya, the minister of Chandragupta succeeds in
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winning over Raksasa to his master's side. There is no female character in the play, no love
story. This play is completely based on the political actions and showcases the

administrative side of it very strongly.

These are few examples of Sanskrit plays. There are many more those will prove the point

that dramas developed an image of the king as a good person and an ideal king as well.

IVV.4.6 Mahakavya

Mahakavya is popularly known as sargabandha kavya. It is a kind of Indian epic
poetry in Classical Sanskrit. The is described by ornate and elaborate descriptions of
scenery, love, battles and many more aspects. This poetry tests skill of a poet at various
descriptions. These are very popular in learned readers. The tradition identifies five works
as mahakavya. They are Kumarasambhava and Raghuvarsa by Kalidasa in 5th century
CE, by Kalidasa, Kiratarjuniya by Bharavi in 6th century CE, Sisupalavadha by Magha in
7th century, Naisadhacarita by Sriharsa in 1174 AD

IV.4.6.1 Kalidasa

His epic poems are, and Kumarasarhbhava, and two smaller epics

are Ritusarmhara and Meghadiita.

The epics and plays of Kalidasa could not be an exception to the literary trend. The 'hero’
of the epic Kumarasambhava is Siva. Meghaduta has the semi-divine Yaksa. The heroes

of Raghuvarhsa and his three dramas are noble kings. Besides divine, mythological and

legendary characters, he represents King also as an ideal character. Purity of birth (Raghu

1,14), Strength, lustered and Competence are major qualities of a good King. The royal

heroes of Kalidasa are thus ideal men, dedicated servants of their subjects. & TadT
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TREaTar sdel SleHeda: | The king is the real father of the people; their fathers are

only progenitors: This description truly applies to the kings of lineage of Raghu.

His famous poem Raghuvamsa strengthens the ideas of kingship. He says the king milks
the cow that is the earth to make the required sacrifices; as Indra milks the heaven for the
rich harvest; both together sustain the two worlds, heaven and earth, by means of their
mutual exchange of riches. (Raghu 1.26) Protection of citizens is a prime responsibility of

a king. Kalidasa depicts it in various ways. Dilipa punished the criminals. (Raghu. 1V.8)

There was no fear of theft in the kingdom of king Dilipa, since property remained merely
as a term to he heard of. (Raghu 1.27) Because of the absence of theft and similar other
offences in his kingdom. Dilipa had no prisoner to release on the happy occasion of the
birth of his son Raghu. (Raghu I11. 20) Kalidasa compares the competence of king Raghu

with the brilliance of the sun and the skill of dasaratha with that of the god himself.

The idea in the Raghuvamsa, is prosperity will prevail under a good king. Kalidasa admires
a prosperous kingdom as the very status of Indra. The king has to sacrifice all his personal
comforts to please his subjects. Rama is an ideal example of this. For him public opinion

is of greater prominence than his personal life. (Raghu 1X.6, V.13, 11.50, XIV.40).

We find in Raghu a glimpse of kautilya’s dharma-vijayi ruler. An important aspect of the
qualification of a king is his power of control over the senses. Dilipa’s intelligence entered

deep into the Sastras without obstacle (1, 19)

Political institutions and their functions, as can be gleaned from the classical kavyas, more
or less bear the alikeness of the traditions as worked out in the great epics, the Ramayana,
the Mahabharata and Kautiliya Arthasastra. Poets depict some important aspects of
political concepts in the light of these books. The main features are as follow - the ideal of
“chakravartin king”, two popular assemblies as Sabha and samiti, prosperity and growth of

a country, the entire code of duties on the part of the king is viewed as a subject matter of
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dharma and the requirement of artha and kama, the System of spies, diplomacy, foreign

policy, King should not speak untruth even in jest. (Raghu.lV.26). Charity has been set

forth by the poet in canto IV. Raghu after conquering all the four quarters performs the

vi$vajita sacrifice and gives away all his wealth as charity.

Amritava Das (2017; 38-42) says “The heroes of the classical kavyas are mostly drawn
from the ruling nobility. They represent in them the type of attributes of proper leadership
and proper protection which are indispensable for the rulers of good state. In some of these
writings we have prototypes of the just and also the efficient ruler. But in the realm of
politics, justness and efficiency are not always necessary correlatives. Politics as a part of
ethics is also made up of variables and in the last analysis, justified by exigency of
circumstances. The delineation of characters, the movement of the themes and the turn of
events in response to political stimuli of diverse grade and significance these are some of
the notable features of political issues that we gather from the kavyas. The ideals of Indian
society upheld the needs of stable social order with prospect of diversity in unity,
remarkable richness and interest not only for high intellectual development but also for

sound and strong political organization.”

1V.4.6.2 Bharavi

Bharavi belonged to the sixth century A.D. His poem Kiratarjuniya, has a theme from the
Mahabharata. He is renowned for his realistic approach towards politics. In the first canto,
Bharavi has described, the efficiency and dutifulness with which Duryodhana was ruling
his kingdom. This description implies that a king should maintain a very high level of
consciousness of royal obligations. The activities of Duryodhana, may be regarded as a
graphic commentary on the ideals set forth for the king in the epics and the Arthasastra and

the Dharmasastra traditions.%®

% For a detailed discussion of the political ideas of Bharavi, V.P. Varma, "Kiratarjuniyam Men Rajnitika
Yatharthavada," Vishwarajniti (Patna, Gyan- pitha Prakashana, 1960), 26-28
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Bharavi holds that the king should be devoted to his duties and it may be inferred that
through Yudhisthira who is motivated to act for the recovery of his kingdom and devoted

for the acquisition of political power.

Arjuna, under the advice of Yudhisthira, wants to propitiate Siva for getting divine
weapons from him. He goes for penances to the Indrakila in the Himalayas. This highlights
the Himalayas, in those days, which had a religious significance. The army of Siva under
the leadership of Kartikeya who is Kirata shows that he was a person of the Mongolian

race. Indirectly, Bharavi had accepted the theory of racial synthesis, at his time.

Bharavi has elaborately described the fight between Siva (in the appearance of a Kirata)
and Arjuna. Throughout this poem we find support to war and violence. Siva, the great
god, is not opposed to fighting. The philosophy of this epic strengths the idea that Kings

should fight for power and more regions.

1V.4.6.3 Magha

Magha was a traditionalist like Kalidasa. In his book Sisupalavadha, it is a story of wicked
king of cedi, Sisupala and his death with the hands of Krsna. The story is from Santiparva
of Mahabharata. Sisupala is regarded as an autocrat who was a threat both to men and to
gods. In the canto 11l Kr$na starts from Dvaraka to Indraprastha to attend the sacrifice by
Yudhisthira. There are long descriptions of the sights on the route till canto XII. In canto
XIV there is a description of Rajasiiya sacrifice. The battle between Kréna’s and Sisupala’s
army goes from the canto XVII to XX. This elaborate description of war is a new creation

of Magha. The negotiations for peace are also Magha’s own creation.

We can see that the later poets are using the war description and polity discussions as their
skill of writing. He has depicted the disagreeing ideals of contemporary kingship. Magha
skillfully discusses political affairs. Krisna solicits the help of his elder brother Balarama

and his confidential adviser Uddhava. Balarama advocates a policy of confident heroism
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and he is in favor of immediate revenge upon Sisupala. His dialogue discloses the strategies
of political suitability, opportunism and a policy of force and power. He supports war
against Sisupala. He pleads for a policy of expansion. He says that the bases of politics are
one's own prosperity and the destruction of enemy. A dignified man wants to destroy his
enemies just as the sun shines after destroying darkness, and just as water reduces dust. In

short, reader can enjoy the political discussions in this epic.

IV.4.6.4 Sriharsa

Naisadhiyacarita presents the story early life of Nala, his falling in love with Damayanti,
their marriage, and lovemaking. In this plot there is not much scope for political battles or
discussion of rajaniti. At the svayarhvara of Damayanti in canto 11 and 12 various regimes

and their kings are described at length.

IV.4.7 What did the Sanskrit literature achieve?

The real reason why king came to be the 'hero’ in Sanskrit compositions is that a king in
ancient India was the netr who was leading religious, social, financial and political life of
his country and citizens. Theorists like Kautilya have expounded the science of polity and
laid down a daily time-table for a king to discharge his administrative duties towards his
kingdom. Kautilya has taught that 'The happiness of a king lies in the happiness of his
subjects; their benefit is king's own benefit' (v g@ w9 womt = fed feaq) Kautilya 1.1.16)

The two dominating themes of Sanskrit dramatic writing were heroism and love. The
Sanskrit dramas focused on the king as a person. In a drama of heroic emotions, a writer
has opportunity to admire the great qualities of valour and courage of a hero and present

him like a super hero.
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The epics in particular and dramas in general were building the image of ‘King’ and its
efficient administration. This helped in building the image of contemporary kings as an

ideal public personality.

They were following the Ramayana and Mahabharata, and using format of travelogue in
their epics for a long time. This type of journey of a hero in various parts of India was very
important for them. It cherished the geographical identity. The geographical unity played

a vital role in feeling of being one.

The epics in Sanskrit rendered the ideal king with its fullest. The territory under king’s
regime was important for him as an identity. He was a master within his kingdom. Thus
the epics reinforce the ideal of kingship with the beautiful depiction of perfect kings in
past. That is a reason King Udayana is a hero of so many Sanskrit plays. Kalidasa is
remembering old lineage of king Raghu. Simultaneously they have used a pattern of
traveling in various epics, following the Ramayana, the Mahabharata. We have same king;
we are from same region — this helped in building the sense of oneness. Literature as a
renowned form of art indirectly helped in formulating the notion of unity in diversity in
India. The artistic representation of the social elements was at the background. It definitely
had a socio-linguistic impact on the poetic concept. The poetic concepts as vrtti, riti and

pravrtti were supporting this socio-geographical importance in a creative form.

Classical literature was mainly for the delight of the classes of a society. The Nataka is a
developed form of Riipaka or audio-visual presentation. The audience of this presentation
was the learned, intelligent rasika (viewer). The classical drama and poetry in Sanskrit was
mostly seen, read and enjoyed by the certain class of the society. These intelligent viewers
and readers were significant for the King. The classical literature facilitated the process of
developing concepts for unity in diversity and political entity for the classes or cream of

the society.

The poetics was in search of the elements which enhance the beauty to the poem. They are

alankara, vakrokti, metres, style, rasa etc. vreti, riti and pravrtti in its original sense, does
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not add to the delight of the words and its meaning. But they were shaping the minds of
people and the concepts of the readers. They have a place in socio-political life in addition

to the literary beautification.

IVV.4.8 Connection of epics with the concepts vrti, riti and pravrtti

All these three concepts were connecting the political and geographical identities with the
piece of literature. NS described pravrtti for drama, but one can see its influence not only

on Sanskrit drama but also on epic poetry. What is pravrtti?

3318 GGRARTT FEAT? 3ead GRASAT AACEYHAEaNEldr: TEAadeiia gid:|

qaﬁrﬂq fdesT I(NS 13. Prose after the verse 26)

According to NS pravrtti includes costumes, languages, body colors, ornaments and
manners in different countries of the world. Further, it also accommodates Music and
dance. All these was an essential part of any drama. We will see that epic poetry was also

incorporating these elements of pravrtti as the descriptions of people and places.

I would like to add few examples from Ramayana. The evidence in the Ramayana indicates
that the dress of the people consisted of two oblong pieces of cloth - adhovastra and
uttartya, which were worn differently by men and women. (R. 11 40/7, 9; R. 11 103/2) A
brahmacarin (ekavastra dharaZ R. Ill 41/12) and one banished by the king (idsasaikena
vanarah mrvasayarpasa R. IV7/66) wore only one garment, the adhovastra. A few
Raksasas and those who were leading a solitary life in the interior of the forest, used only
skins to cover their limbs (R. Il 5/9). Other dresses mentioned in the Ramayna are (i)
Usnisa (Kaficukosnlsinah, R. VI 95/42) a covering for the head—turban, (ii) Kaficuka
(formed part of the uniform of servants. R. Ill 3/31) a cloak; and (iii) Upanahau

(padukopanahascaiva, R. 11 104/75) a pair of wooden or leather sandals.
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Ravana was appearing before Sita veiled as a parivrajaka. But the clothing of women in
Ravana’s palace displayed a rich variety (R. V 5/57) and the cloth of their dress was so fine
that a regular stir was produced in it by their breath as they slept. (R. V 5/76) Ravana’s
attire was made of extremely refined cloth which was light and white like the foam of
churned nectar. (R. V 13/19) Likewise, the nightwear of Ravana was made of golden fibres
(maha-rajatavasasam R. V 5/100). The description of cloths and ornaments was certainly

helping in characterization of a various characters in an epic.

NS gives variety of body colours, whereas Ramayana gives colour scheme for the cloths.
The hermit’s dress and also of servants was usually in yellowish red colour (kasaya). (R.
VI199/9; R. 11 17/3). An abhisarika proceeding on a meeting attired in blue. (R. VII 32/11)
The garment of Afijana was yellow and had a red border. (R. IV 57/11) Ravana and the
Raksasas in general seem to have favoured red dresses. (R. 1l 54/9; R. V 40/2) Sita had a
special fancy for the yellow garments. (R. VII 5/27) The white garments were considered
pure and auspicious. (R. 11 20/7; R. V 21/12)

NS gives a long list of numerous ornaments for women and men. Ramayana also mentions
ornamentation of its time. Mukuta and Kirita were ornamental head-dresses for the males.
The cidamani mentioned in the epic is of Sita and it have been of the shape of a ring and
was studded with jewels and pearls. (R. V 35/61-62; R. V 65/4-5) women wore tilaka which
though described as an ornament for the face. (mukhe ca tilakam, R. 11 12/12) The general
term for the ornaments of the ear was avatamsa. (R. 11 109/32; R. V 1/24) In the Ramayana
ornaments for the neck have been mentioned under different names such as hara, mala or
malya, hemasiitra and niska. (R. 1 6/11; R. Il 1/78; R. 111 58/30) The use of the girdle worn
round the waist, slightly suspended on the heaps at the back, was common. Besides serving
as an ornament it helped in supporting the lower garment. This latter sense is very well
expressed by the various names of the girdle employed in the Ramayana such as mekhala-
daman, Sroni-siitra and rasana-guna. (R. 11 81/7; R. V 17/31). Ornaments for head, neck,
hand, feet, made of flowers, using various cosmetics and herbs are widely described all

through the epic. Dressing of the hair formed an important item in toilet. There is a mention
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of gold, silver and various jewels is of the town Lanka and its people. (R. V 5/13; R. V
5/25; R. V 5/30), Ravana’s golden mukuta is described as thickly set in pearls. (R. V 45/2).
One can find enormous examples of clothing, ornamentation, local music and local dances
in famous classical epic poems over the centuries. These poems also represented changing

tastes and patterns over the period.
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IV.5 The Astadhyayi and names of types of Vrtti, Riti, Pravrtti

All the names of all the types of three terms are based on either some geographical regions
in India or some clan in ancient India. The question arises why they have used the terms
which are basically region or clan names? Are there any grammar rules which articulate
how and in what sense the region or clan names were formed? What are the grammar rules
about such geographical names? Does Panini gives rule for the formation of region related
words? Do those rules point towards the same meanings of these terms used by rhetoric?
OR, the important question is, does the rhetoric have created the new meaning to these

words? The linguistic approach is vital in this process of meanings of these three terms.

Does the texts of poetics have linguistically used old words for region and clans, with new

implications? Let us check with grammar books.

The Astadhyayi is a text on grammar of Sanskrit language. It is authored by Sanskrit
philologist and scholar Panini. It was dated around 500 BCE. The work accounts both for
some features specific to the older Vedic form of the language, as well as dialectal features
existing in the author's time. The fourth chapter is related to afsa (4.2.76). The Taddhita-
affixes are treated of here after which are known as Tadraja affixs. Up to the end of the
Fifth Book, all the affixes that, are to be understood to have the name of Taddhita. Few of

them are related to the region names and its various usages. ¢’

Now we will see how the word for regions and their meanings are reflected in Astadhyay1.

IVV.5.1 Three words have various meanings
Monier-Williams (1986:1010)

7 AD. fawar 2 Il 4.2.5211 R fawar ger: = @ 'The country within the sphere of the Sibi'
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IV.5.1.1gfr

1.
2.

o g ~ w

10.
11.
12.

13.

14.

f. rolling, rolling down (of tears) S3ak. iv, 5 ; 14

f. mode of life or conduct, course of action , behaviour , ( esp. ) moral conduct ,

kind or respectful behaviour or treatment (also v.1. for s@) Gr2S3rS. Mn. MBh. etc.

f. general usage, common practice, rule Pralt.

f. mode of being, nature, kind , character , disposition ib. Kalv.

f. state, condition Tattvas.

f. being, existing, occurring or appearing in(loc. or comp. ) Lalt2y. Hariv. Kalv.
etc.

f. practice, business, devotion or addiction to , occupation with (often ifc. "

e n

employed about “, " engaged in ", " practising ") MBh. Kalv. etc.

f. profession, maintenance, subsistence, livelihood (often ifc.; See. sss-3; afi-For

za[ Caus. ] with instr., " to live on or by " ; with gen. , " to get or procure a

maintenance for " ; only certain means of subsistence are allowed to a Brahman
See. Mn. iv, 4-6 ) S3rS. Mn. MBh. etc.

f. wages, hire, Pan5cav.

f. working, activity, function MaitrUp. Kap. Veda7ntas. etc.

f. mood (of the mind) Veda7ntas.

f. the use or occurrence of a word in a partic. sense (loc.), its function or force
Paln2. Salh. Sch. on KaltySa3r. etc.

f. mode or measure of pronunciation and recitation (said to be threefold, viz. fawfrsm,
wegt, and garSee.) Pralt.

f. (in gram.) a complex formation which requires explanation or separation into its
parts (as distinguished from a simple or uncompounded form e.g. any word formed
with %qor afsaaffixes, any compound and even duals and plurals which are regarded

as gg compounds, of which only one member is left , and all derivative verbs such

as desiderative etc. )
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15. f. style of composition (esp. drama. style, said to be of four kinds, Bhar. Das3ar.
etc.
16. f. (in rhet.) alliteration, frequent repetition of the same consonant

17. 1. final rhythm of a verse

18. f. a commentary, comment, gloss , explanation ( esp. on a &)

19. N. of the wife of a ==BhP.

IV.5.1.2 §fa

Monier-Williams (1986:881)

1. f. going, motion, course RV.

2. f.astream, current ib.

3. f.astreak, line, row PalrGr2. Hariv. Naish.

4. f. limit, boundary

5. f.general course or way, usage, custom , practice , method , manner Kalv. Kathals.
Sarvad.

6. f. natural propensity or disposition L.

7. f. style of speaking or writing, diction (three are usually enumerated, viz. s+, i<},

ye=ret, to which a fourth is sometimes added , viz. «fesrr, and even a fifth and sixth

, Viz. smafqemor amafasmand =wreft) Valm. Kalvya7d. Salh. etc.

8. f.yellow or pale brass, bell-metal Raljat. Kathals.
9. f.rustof iron
10. f. scoria or oxide formed on metals by exposure to heat and air

IV.5.1.3 9gfer

Monier-Williams (1986:694)
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1. Activity, occupation, active life, as opposed to contemplative devotion; or it is defined
to consist of the wish to do, knowledge of the means of success and accomplishing the
desired object.

2. Prosecution, perseverance.

3. Addiction to, predilection for.

4. Practice, conduct.

5. Tidings, intelligence.

6. Continuous flow, stream, current.

7. Employment, occupation.

8. Fate, Destiny.

9. Signification, sense.

10. Direct perception.

11. Progress, advance.

12. Rise, source, origin.

13. Appearance, manifestation.

14. The juice that exudes from the elephant's temples, when in rut.
15. holy place.

16. (In arithmetic,) The multiplier.

17. Rise, origin, source, flow (of words &c.)

It is noticeable that there are many meanings to these three words other than poetic texts.
These three words were in use before the Sanskrit rhetoric texts and outside the Sanskrit
rhetoric texts. Was the meaning offered by Sanskrit rhetoric text to these three words are
different which make them rhetoric terminologies?

IVV.6 Names of types of Vrtti, Riti and Pravrtti

The names of the types of pravrtti are as Avanti, Daksinatyd, Paiicali (Pancala-madhyama)
and Odra-Magadhi. The names of the types of ri#i are Vaidarbhz, Gaudiya, pancali, latiya,

162



magadhz, and avantika. All these category names are essentially the region names. The
names of the types of vrtti are bharati, satvati, kaisiki and arabhati, these belong to some
clan. It would be interesting to see in which meanings those names were used before NS
and other poetic texts. Does the texts of poetics have linguistically used old words for

region and clans, with new implications? Let us check with grammar books.

V.7 The Taddhita-affixes in the Astadhyay1

The Astadhyayi is a text on grammar of Sanskrit language. It is authored by Sanskrit
philologist and scholar Panini. It was dated around 500 BCE. The work accounts both for
some features specific to the older Vedic form of the language, as well as dialectal features
existing in the author's time. The forth chapter is related to afga (4.2.76). The Taddhita-
affixes are treated of here after which are known as Tadraja affixs. Up to the end of the
Fifth Book, all the affixes that, are to be understood to have the name of Taddhita. Few of

them are related to the region names and its various usages. ®

1VV.7.1 Descendant

a) The affix 331 comes in the sense of a descendant after the words 'Salveya’ and

'‘Gandhari'.%°

b) The affix =g comes in the sense of descendant after gefer in the first syllable and after

a word ending in short g and after the words sr&er and 3rstrg when they are the names of
countries and &f¥r.”°

¢) The affix 3191 comes after the patronymics formed from soa &c.’*

8 AD. fawar ¢2r Il 4.2.52| R fawar ger: = A9 'The country within the sphere of the Sibi'
%9 AD. 4.1.169 TTeageT=enReTT |

70 AD. 4.1.171 gt cnlHeTSAC>503 |

1 AD. 4.2.111 SUdligFar M|
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IV.7.2 Kingdom
a) The name of a kingdom is formed by the lup elision of these affixes, (when the name of
the people without the change of number and gender, is at the same time the name of the

kingdom)."

IV.7.3 Inhabitants of a country
a) The affix <[ comes in the remaining senses, after the words 'madra’ and 'vriji'. the words

denote inhabited countries. Thus #iga: 'born in Madra'’®

b) The affix g1 comes in the remaining senses after a word whether a gegr or not, denoting

a locality and having its second term the words 1. &= 2. 313 3. @ and 4. 7114 As

eI Tos:, Ytqclieheseh:, HIUSES:, aaidldo-lchi Uegddaeh:, &‘e—gqcrﬂch:, Gllgdl(flqwi and TrhaTde: |i

¢) The affix g1 comes, in the remaining senses, after the words dhuma &c, denoting
country.”™ The words fa¢g and 3 being names of Si=ag would have taken 1 by
124 ante; here in this list, therefore, they do not denote country. Thus facgre &f=mom &=

= d¢gA "the property of Videha Ksatriyas".

2 AD. & oAl FRTTARTYh: Feddl $1afel, dET AfA Sieraes ey ofssrafa ||

73 AD. HGISTRreare T el Feadl i Ae: |
74 AD. 4.2.126 HITTOI a9 I |

75 AD. 4.2.127 YATEFART|
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IV.7.4 Born in that region

a) The affix g1 comes after the words kachchha &c. in the senses of born &c. when the
meaning is a 'man’ or ‘what exists in man'.”® Thus smos: 'a man born in Kutch',
FreohRATT giad sifeddd || 'His joke or talk is of Kutch or a Kutch-laughter'.

b) The affix 351 comes in the remaining senses of being born &c, after the words e,
when the word signifies 'a cow' or 'a barley gruel'.”” Thus greae 3it: "the cows born

in Salva". @rfeashr Famr: ‘the barley gruel of Salva'.

1VV.7.5 Men and their conducts

a) The words &= &c. are not invariable plural words, because by the next sutra, it is

shown that these words may signify men and their habits. ’® This is applicable also for

1 #%s, 2 =Yy, 3 a9, 4 UK, 5 AYHA, 6 FHralel, 7 HEAR, 8 Ared, 9 F%, 10 37905 (310,

31us, @us) 11 gd, 12 31, 13 31idte, 14 fasimass, 15 Fe[R (Fel1)16 5T |l

IVV.7.6 Specific areas

a) The affix & comes in the remaining senses after the words beginning with ¢ denoting

the places of the East-folk.”

b) The affix 3151 is added to the word #g, preceded by a word denoting direction; in the

remaining senses.®? Thus widae: f. &); s3mRae: £.8) |

"® AD. 4.2.134 ATAAEIA |

7 AD. 4.2.136 INIATIaRT|
8 AD. 4.2.133 FToIiesaed|
™ AD. 4.2.139 9TdT Fele: |
80 AD. 4.2.108 HGITS|
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c) The affix 3151 comes in the remaining senses, after a word consisting of more than two

syllables, having udatta accent on the final, being the name of a village of the peoples

of the North.®! Thus faqz=, smosTRa |

d) The affix 301 comes, in the remaining senses after a word ending with &, after the
words ey &c, and after a word having a penultimate s, whether these words express
villages of North folk or not. 8 Thus &, AEHTE:, drele:, TIRve:, Afaes:,
e |

1\VV.7.7 Feminine

a) In forming the feminine of a word which ends in the masculine in the dgre affix 31, the

affix is o elided. Thus m. eiik@=r:, f. &=, m. #rg: . &% |

b) when the place is situating in the lands of the Sauvira, or Salva or of the Eastern people;

and the word in these cases is always feminine. The word =&t &c, are attributes of

SaeTFT (AD. 4.2.67)

c) the affix 'nyan'. (AD. 4.1.171) after the word 'Avanti’ and 'Kunt’, and the affix 'nya’ after

the word 'Kuru' are elided when the word to be formed is the name of a female. Thus 31@=dr,

F=dr and % ‘a daughter or princess of Avanti, Kunti of Kuru'.8

IVV.7.8 Criticism or praise

a) The affix g5t comes after the word #vr in the remaining senses, when criticism or

praise is implied. 3 The word Few=t which is equivalent to fawest or 'blame or censure’;

81AD. 4.2.109 3&IATATTT Sgadisedlgrard |

82 AD. 4.2.110 JEUTRUGUACITIGhITHIGOT |
©AD. 4.1.176 EaaTAafedpi-dnesaeT|

8 AD. 4.2.128 #IRT, HeHTITA0TAT: |
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and grdiod which means siquar "dexterity", qualify the sense of the affix. Thus =eRe:,

‘a knave, a cunning person, or a skillful person'. The word literally means 'a town-born,
or town-bred’, but by the usage of language, it always denotes a person having the vices

or virtues of a town, such as a thief or an artist.

The three terms vrtti, riti and pravrtti are embracing much more than these associations
given by Panini. It is a socio-linguistic approach of Sanskrit rhetoricians that introduce new
approach to these terms. They are definitely thinking in a different way from the view point
of the poetry. The region words which are used as the names of these terms go beyond the
earlier use of these terms listed by the grammarians. This change is a representation of the

socio-geographical and political approach of Sanskrit rhetoricians.
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Chapter V - Conclusion

There are many poetic terminologies and other terminologies related to dance, music and
instrumentation described in NS. Some more poetic terms are used in further rhetoric texts.
Almost all of them have names based on their nature. Only the types of the term names of
vriti, riti and pravrtti were based on the region names. This laid to the socio-linguistic
research based on these three terms. | found the suppositions as | went in detailed reading.
The inter-relations between the further texts and socio-political and geographical
influences lead to the answers of the hypothesis. Here, I am concluding the major points of

socio-linguistic approach in Sanskrit poetics and its impact on Sanskrit poetry.

The importance of the regional and political elements has been discussed in earlier chapters
in detail from Sanskrit poetry. Its reflection can be seen linguistically in poetic terms as

vriti, riti and pravrtti. They are as follows -

V.1 Vrtti

Vrtti was unsolidified concept. One could find the term vrtti in the text of Natyasastra itself
was not very concretely defined. It was initially explained as a mythical narration.
Actually, it was connected with the styles of dancing arisen from the warrior of clans of
those particular regions, which were performed on the stage. There was more than one
mythical story connected to it. VVarious elements of drama, as rasa and types of drama, were
coupled with the concept of vrtti. In different chapters’ different shades of this concept
were discussed. Thus, it can be concluded that it was not a uniform idea at that point.
Finally, Rajasekhara gave a concrete definition of vrtti that emphasizes the connection of
regional elements with this term. He says that it should be considered as a variety in

manners and activities of regions.
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V.2 Riti

The concept of riti has been discussed and defined by various theorists in Sanskrit. The

geographic elements were important in the concept of riti in its earlier stages.

Bhamaha from 7" century in his text ‘Kavyalankara’ speaks about this concept. He was on

to raise objection about the names used for ritis by earlier writers on poetics, unknown to

us. In a way he is asking a question, why all the names of the types of riti are basically

geographical?

V.2.1 The history of riti can be summarised into following steps:

1.

It was a living topographical mode of literary expression. The name of the styles
was based on names of the regions. Bhamaha considered it as a type of poems
and then it was called marga by Dandin. Asmakavamsa by unknown poet,
Kalidas's Meghadiita and Malavikagnimitra do represent the connection of the

term riti with regional royal dynasties, their battles etc.

In the next stage, the names remained same but it lost the geographical
association. The styles were used by poets in literature depending the demand of
the plot or character. Rudrata, Rajsekhara and Bhoja represent this stage.
Anandavardhana stands at this point holding them that appropriateness of the plot

or theme (Visay-aucitya) regulates the nature of riti in parts of the poem.

Kuntaka related the riti to the rasa or character of the poet and displaced the old
names of ritis by new ones. He refused to use old geographical names as the
concept of riti was completely different for them. Kuntaka refuses the
geographical connection and thus he changes the term names to the nature of the

styles using.

Mammata discusses the concept of riti under the rubric of vrtti. The provincial
characteristics and national characteristics, are studied by Bharata in the concept

of pravrtti as a part of the complete understanding of the world in its infinite
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variety, of which natya is an anukarana. the concept of pravrtti in manners is riti

in speech, in literature.

5. The change in the concept of riti was in the number of types. The change was also
from the perspective of changing concept of riti which left its connection with
regionality behind.

V.2.2 Failure of the Riti School

The riti theory failed to achieve wide popularity in course of time. Anandavardhana
subjected it to trenchant criticism. Mammata has refute the main thesis of Vamana. The
inherent weakness of the riti doctrine lies in the fact that it lost its roots. The origin of the
marga concept was in regional elements. Those elements were conceptualized

rhetorically.

The association of local taste or local plot became less important as Vamana changed its
definition. It lost its originality and new theories came up that lead to the failure of this
school. The theory of riti suffered a setback after Vamana and its general doctrines were
criticized by the proponents of the Dhvani School. Anandavardhana did not admit riti as
an important element of poetry but accepted another factor namely, sarhghatana. He
classifies sarmghatana into asamasa, madhyama samasa and dirgha samasa. It is based on

the presence of compounds or absence of compounds.

Vamana’s theory of riti lost relevance because it conceived poetic compositions without
referring to its inner nature. But it improves upon the doctrines of the alankara school in
giving primacy to the guras over the alankara as defining features of poetic compositions.

Then at this stage, it became difficult to understand the proper nature of riti.
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The theory of riti, despite its limitations, has been a major contribution to the study of
literary compositions. This theory of language has close affinities with current day stylistic

studies of literature.

V.3 Pravrtti

The pravrtti or Local Usages cover regions from four major parts of India. Natyasastra was
the first available text on Indian poetics. At this time there were many political crises about
entities of the ruler and their regime. NS was trying to integrate regional individualities in

the field of artistic enactment.

V.3.1 Regional elements in music

Lot of regional elements are prevalent in the field of music from the beginning. The
influence of local language on the local musical elements is indicated by the Prakrit
Dhruvas in the NS. These types of songs must be common in various parts of then India.
The regional peculiarities in singing and instrumental music would relate audience with
the drama. The NS says Dhruvas should be used after considering the rule regarding
themes, regions, times and seasons, the characters in the play and indication of their States.
Region or place of the plot, along with other elements, was very important while applying
Dhruvas. The rule of usage of Sanskrit language was not followed in these verses. This
indicates the use of local Prakrit languages for folk music. People from various regions
must be singing in local languages. This use of local music should be very popular. It is

very appropriate to use popular music in a drama.

The various raga names or types show the cultural interaction between classical, folk and

tribal music traditions. Many ragas have names of regions and peoples as Audav Gandhara,
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Daksina Gujjari, Gaudi, Gaud Malhar, Dhakka, Karnataka Bangala, Karnataki (raagini),

Maharashtra Guijjari, Pahadi and there are many more.

V.3.2 NS was representing both Margi and Desi in music and dance

It is often believed that NS was about the Margi ways of presenting the music and dance
in ritualistic way. As it is discussed in the Purvaranga as it follows rules. Margi music
means ‘music of the path’. It refers to music regulated by strict rules. It was first used to
describe the music of mantras, during the VVedic times, that was bound by a rigid grammar
of music. Desi music was regional music that was meant “to please the hearts of the men.”
That sound which arises in various regions (desa) is called desi. (Brhaddest 1928,1.2). In
particular region-specific sound becomes pleasant to animals, people and kings. NS was
representing both Margi and Desi music patterns. It is believed that NS mainly archives
Margt sangita of its time as it is mostly rule based and systematic. But one can see that
Margt sangita is used more for formal representation like nandi and purvaranga. Desi was

prevalent in the Prakrit Gitis.

The process of accepting Desi elements into formal texts on drama and music had started
at the time of NS. Further this stream became strong. Regional elements became
significant. Marga was referred to the universal classical tradition mainly in dance and
music. These classical traditions were documented at later stage. ‘Desi’ refers to the

application of the marga to suit regional tastes.

V.3.3 Margt eventually accepted by dest and dest accepted by Margt

There must be a give and take within these two essentials. The music, dance, costumes,
makeup styles that Natyasastra considered for the Margri or ritualistic representation on

stage were adopted by local people for their folk performances. It must be a process going
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for years. It is now difficult to differ between the Margr in old time and the desi of new
time. It eventually became similar. This is clearly visible in the streams of Music and dance.
But they are also seen in drama and other forms of Arts in Indian society. Dance is an
important element which was included in to the list of pravrttis by Rajasekhara. In dance

also it is visible that the Margt and the desi came close and these two streams became one.

Thus, all art forms in India represent the regional elements in various ways which were the

part of the three terms discussed at length in this thesis.

Rajasekhara was looking towards the three poetic concepts from these new developments
in the field of arts at his time. He was representing the oneness of a country on the basis of
artistic varied expressions and practices which were reflected in the three terms namely

vrtti, riti and Pravrtti.

We can find the traces of Margi elements even in today’s folk forms of India. Sangeet
Nataka from Maharashtra still follows the format from Sanskrit drama. The Tamasa
tradition follows the moving into circular movement to indicate the change in place,
dialogue between Krsna and females in Gokul is imitation of as Sanskrit drama. Most of
the genres of folk theatre in North India are derived from Sanskrit language, for example,
the Manca of Madhya Pradesh is taken from Sanskrit maficakam. The Ramalila and Raslila
of Uttar Pradesh is taken from Sanskrit ITla means “sport, play”. Nautanki, is a folk form
emerged from the Sanskrit drama, has taken various elements from it. They share a number
of stage conventions. They divide performance time into several segments, beginning with
the symbolic construction of the performance space, its ritual sanctification, and the
worship of deities, followed by musical overtures played on various instruments,
introductory dance items, and finally the entrance of the stage manager named sutradhara,
who formally invites the audience. All these activities constitute the purvaranga or pre-
theatre. Such elements are present in abbreviated or expanded form in the traditional
theatres. Folk theatres such as Jatra, Manca, Nautanki, Yaksagana etc. have fragments that

can be traced to Sanskrit drama.
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V.4 Why the regional elements in the field of arts, are important in
poetics?

The epics Mahabharata and Ramayana, were also written in the time span of NS. These
epics were full of battles over the supremacy of regions. In the Mahabharata and the
Ramayana, the heroism is elucidated with a story focusing on several kings. Kings were
engaged in conquering additional area under their regime. They were fighting among
themselves for their right, regions and power. The regime of a king comprises of many
geographical peculiarities such as rivers, oceans, mountains, forests and sometimes pilgrim
places etc. Waters, trees, hills were considered auspicious. The rivers, mountains and
forests were so important because they were auspicious? The answer is, the boundaries of
two neighboring realms were formed by rivers, as was the case between the northern and
southern Paficala and between the western Kingdom of Pandava and eastern Kingdom of
Kaurava. Mountain ranges like Himalaya, Vindhyachal and Sahyadri also formed their
boundaries. Sometimes, huge forests formed boundaries, as was the case of Naimisa

Forest, between Paficala and Kosala kingdoms.

Geographical identity became important for a ruling king. This view has been reflected in
almost all the popular epics of that era. In context with these references vrttis, pravrttis and
ritis can be seen with a different viewpoint. It is also important to understand the history
of development of kingdoms. It will help us to find how the geographical identities with
political identities received vital abode in most of the popular poems of classical Sanskrit.

This type of descriptions shapes the idea of readers about the financial and political position
of the king and the state. The likes and dislikes of the people of its time. It provides regional
peculiarities and customs and thus adds the liveliness to the poem. It also helps a lot in
shaping a character. We find all the classical epics following the Ramayana in these types
of portrayals. We find no single epic that has not given these details. | can sum up with

saying that not only dramas followed pravrttis but epics also used them wisely.
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The meanings which are based on various region names used in three terms vrtti, pravrtti
and riti are different than the meanings documented by Panini in his text Astadhyayi. The
meanings of regional words that Panini gives can be classified into eight ways. They are
mainly connected to the people who were born in that region or people reside in that region,
descendants of the particular region, or a name of a kingdom. Some words specify the

particular region were as some form feminine words for the above meanings.

V.5 King was the hero

King was the hero of Sanskrit dramas and epic poems. The regions of their regime became
important because of political influence of the kings. There existed many states, languages,
cultures, and communities, on that basis gradually people developed territorial identity.
The ancient society struggled for unity. The Indian subcontinent was geographically
defined and its regional unity was complemented by cultural integration. The states or
territorial units, which were called janapadas, were named after different tribes as described
by Panini. However, the country as a whole came to be named Aryavarta after the
overriding cultural community named the Aryans. Aryavarta denoted northern and central
India and extended from the eastern to the western sea coasts. The other name by which
India was better known was Bharatavarsa or the land of the Bharatas. Bharata, in the sense
of tribe or family, figures in the Rigveda and Mahabharata. The name Bharatavars$a occurs
in the Mahabharata and post-Gupta Sanskrit texts. This name was applied to one of the
nine divisions of the earth, and in the post-Gupta period it denoted India. The term Bharati

or an inhabitant of India occurs in post-Gupta texts.

Our ancient poets, philosophers, and writers spoke of the land stretching from the
Himalayas to the sea as the proper domain of a single, universal monarch. The kings, who
tried to establish their power from the ranges of Himalayas to the Cape Comorin and from
the valley of the Brahmaputra in the east to the land beyond the Indus in the west, were
universally praised. They were called Chakravartis. This concept of kingship was
expressed in Sanskrit Classical Literature. The poetry depicted the king as a strong warrior,

and protector while theatre depicted him as a king hearted and love making person.
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We also find continuing efforts to establish linguistic and cultural unity in India along with
the political identity. Sanskrit drama promoted this process by using multiple languages,
using variety of costumes and ornaments, and incorporating regional music and dance
forms. The poetry contributed in this process by adding regional features in the beautiful

descriptions of the same

V.6 Generalization of regional tendencies

The original concept of Vrtti was related with people or clans of bharata, Satvata, kaisika
and arabhata people respectively from the regions Kuruksetra, Saurastra, Vidarbha and
west of Indus and south of Baluchistan from their ways of using weapons. The original
concept of riti was related with the diction of people from various regions, taste for
literature from particular region. The concept of Pravrtti was associated with the regional
variety in costumes, body colors, ornamentation, language etc. All these concepts
undergone a change from time to time may be because slowly the regional specific usage
or taste for these elements was accepted by the people from other regions. Eventually they
lost their regional characteristics and thus the concepts also changed their expression. In
due course, they became rigid as poetic concepts and lost their identity. This type of
generalization can be seen even in today’s date. Indians now a days do not wear region
specific cloths as they were doing earlier. They do not eat only regional food from their

area, do not speak region specific languages etc.

V.7 Prominence of North India

The names of geographical regions which were used as names for types of vrtti, riti, and
pravrtti are mostly from North India. Bharata, Satvata, krathkaisika and Aribatae people
and or clans named as type of vritti. Vaidarbht’, ‘Gaudiya’, Paficalt, Latiya, Magadhi, and

Avantika are types of riti, Vidharbha is a region that today is in state of Maharastra that
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lies on the northern part of the Deccan Plateau. Gauda was an area situated in Bengal in
ancient and medieval times. Paficala was an ancient kingdom of north India. It was located
in the Ganges-Yamuna doab. Lata was a historical region located in the southern part of
the present-day Gujarat state. Magadha was the powerful kingdom based in
southern Bihar in the eastern Ganges Plain, inancient times. Avanti was roughly

corresponding to the present-day Malwa region.

Saradatanaya in his text named Bhavaprakasana suggests two more ritis, Saurastri and
Dravidi instead of Magadhi and Avanti. Saurastrais a prominent region of the state
Guijarat, located on the Arabian Sea coast. Dravida was a group of south regions which was
added to this list later.

Pravrttis were four: Avanti, Daksinatya, Paficalt (Paficala-madhyama) and Odra-Magadh.
Three out of four are from North India. Daksinatya was a collective identity of south. No

specific region name from south India has been accepted as a type of these three terms.

One can easily understand the prominence of North Indian regions in the types of these

three terminologies.

V.8 Linguistic aspect

The types of Vrtti, riti, and Pravrtti are originally based on either some geographical
regions or some clan in ancient India. The interrogative is why they have words for regions
or clans? What are the grammar rules about such feminine geographical names? Does
grammar of Panini gives rule for this formation? Does the rules from grammar books points
the same meanings of these terminologies? This question gives rise to the next one, if does
the writers of Sanskrit poetics were offering the new meaning to these words? Have they

created these terms for poetic expression with novel concept?

Rajasekhara (9-10" century) in his text kavyamirmsa puts these terms in new way. He
mentions janapadas as in relation to these terms. For example, Anga, Vanga, Suiiha,

Brahma and Pundra. Raudra-Magadht pravrtti related to the clothing of the people from
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those regions. Dance and music of those regions is called Bharati vrtti. The sentences with

lot of compounds, anuprasa alamkara in traditional way, is called Gaudiya riti.

These poetic terms which were used in poetic texts, includes not only kingdom or people
of those areas but clothing, ornamentation, body color, ways of uttering words, ways of
pronunciation of languages, likes and dislikes of people regarding languages, use of
languages, and types of poetry. This whole compass is included in these concepts by
rhetoricians. This approach shows the regional importance of that time which has been

mirrored in poetic terms.

This is the reason that the meaning of the three terms namely vrtti, pravrtti and riti are not
found before NS. All these three terms have different meanings in other spheres of life.
Poetic writers gave their own terminology to the old package of regional words with the
new life of a different denotation to these terms. This shows the impact of social elements
on linguistic use in kavyasastra. It was necessary for them to use terms with region names
with a new denotation. They could have used completely new words for these types but in
that case, they did not have conveyed this vast spectrum of implications. The Sanskrit
poeticisms were giving a new sense to the region words and thus they used terminologies

such as vrtti, riti and pravrtti with new meanings.

V.9 Being one, feeling united

Region names used in the text of poetics for vrtti, rizi and pravrttis does not only reflect
the literarily aspects. The types of vrtti, riti and pravrttis represent the influence of political

aims and accomplishments which are mirrored in the early epics.

What is the contribution of these two great epics? These epics planted concept about king
and his rule in the society. It nurtured the reputation and position of a king and his
regulation on the large scale. It also nurtured the concept of Rajdharma in citizens. It
simultaneously waves the thread of geographical identities in the story which strengthen
the political boundaries. Political and regional awareness together created the feeling of

coherence in the readers. It helped the monarchy to establish itself deeply in the society.
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The reflection of this nurturing is incorporated in the terms vrtti, riti and pravrttis by the
poeticism. This further resulted in the court poetry and court poets in the future. The

classical literature in Sanskrit is popularly known as court poetry, that is not a concurrence.

Classical literature became a medium of communication between common man and their

ruler.

V.10 Depiction of variety of Indian regions

Vriti, riti and pravrtti, these terminologies were depicting the variety of Indian regions in
the field of arts. Hearing own regional language in a Sanskrit drama, seeing clothing and
ornamentation pattern of their regional variety etc. should have raised the sense of
belongingness of viewers to the artistic presentation. The use of the local elements was also
applied by poets very elaborately and wisely in the classical Sanskrit literature.
Representation of regional elements must have helped in strengthening sense of
belongingness. These regional elements did facilitated readers find commonness and thus
feeling of oneness among themselves. This is definitely a major contribution of Sanskrit

poetics.

V.11 Further possibilities

1. One can understand the variety in clothing, ornamentation, body colors, use of language
under this concept which was prevalent in the society at that time. But unfortunately, it is
not clear how it was actually used on stage. If these elements were applied to the characters
on the basis of the regional identities of characters? How authors and directors
implemented it and with what purpose? What they would have achieved using this variety?

This could be the further research as an extension of this research work.
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2. There might be some other aspects in Sanskrit rhetoric compositions which have
influence of socio-linguistic aspects. To look for those aspects can be the further scope of

this research work.

3. There was a give and take between Sanskrit Classical drama and regional folk drama of
India. Classical Sanskrit dramas present a break with the past and allow a broad scope for
intermixing and adaptation of genres or making some new genres with time. It would be
interesting to see the influence on each other for their growth. What were the reasons and

motives which enforced them for adaptations?

4. Various Margrt and desi factors were prevalent in Indian theater. To identify them and
classify them will be another scope of this research work. This can help in understanding

of traditional Indian theater and its development.
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Appendices

1. Sociolinguistics research in India

Sociolinguistic research in India is the study of how the Indian society affects and is
affected by the languages of the country. India is a highly multilingual nation, where many
languages are spoken and also studied, both as part of linguistics and with the aim of aiding
community development. Though theoretical and comparative linguistics have a long
history in the country (dating back to perhaps the first millennium BCE), few researchers

have concentrated on the sociolinguistic situation of India.
History of sociolinguistic research

Variation between Indian languages has been noted for millennia: by Tolkappiyar (Tamil)
in his "Tolkappiyam"(5 BCE); Yaska in his text Nirutka (500 BCE); Patanjali (200 BCE);
Bharata in his Natyasastra (500 CE).

The classification of languages, particularly with regard to regional differences and to so-
called 'hybrid' languages, continued to progress during the 19th century. From 1881,
language information was explicitly sought in the census, which found a total of 162
languages in the country (116 Indian languages and 46 foreign languages). Questions about
language continued to be included in the 10-yearly census in the following years, and in
1896 George Abraham Grierson began his Language Survey of India, in which he tried to
classify Indian languages based on the distribution of morpho-phonemic differences. Jules
Bloch published a study on caste dialects in 1910, however this was not followed up for

some decades.

Early Indian research into sociolinguistics can be said to have begun in the early 1960s.
Charles A. Ferguson published Diglossia (1959) on variation as a developmental and
functional phenomenon of language, while John J. Gumperz published on the linguistic
aspects of caste differentiation in 1960. Both topics were quickly picked up by Indian
linguists. In the mid-1960s, William Labov added an interest in variation within the speech

of a caste.
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Almost a hundred years after Grierson's survey, the International Centre for Research on
Bilingualism completed its sociolinguistic Survey of India (1983-86), covering 50 major
and minor languages in the country. Originally it had been intended to cover all the written
languages except Sanskrit and English, but not enough data were collected for the other 47

languages reviewed.
Caste dialects

Following Bloch's 1910 work on caste dialects, further studies were carried out in the 1960s
by (among others) William McCormack, in an attempt to discover the origin and method
of transmission of caste dialects, and by A. K. Ramanujan, comparing the kinds of language
innovation between Brahmin and non-Brahmin dialects of Tamil. Researchers have studied
both the degree of association between caste distinctions and linguistic differences, and the

methods and reasons for maintaining these differences.
Diglossia and Code switching

Ferguson (1959) first used the term "diglossia™, whereby languages exhibit two or more
distinct styles of speech in different contexts, and a number of studies looked into the
phenomenon in more depth. Much of this research was focused on Tamil, but diglossia in

Sinhalese and in Telugu was also studied.

Shanmugam Pillai attempted to analyse code switching among Kanyakumari fishermen
(1968) with regard to the hierarchy of the caste structure.[3] Other research into code
switching has studied it in the context of minority-majority interactions, urban and tribal

transactions, and other special settings.

The following researchers have been instrumental in the development of Indian

sociolinguistics:

. William Bright who, along with A. K. Ramanujan, wrote early work on
phonetic and phonemic innovation in Brahman and non-Brahman dialects.

Bright also wrote on semantic structural differences among speakers.
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. Murray Barnson Emeneau, who had written the classic paper India as a
Linguistic Area, also wrote on ritual language and ritual culture.
. Prabodh Bechardas Pandit focused on sociolinguistic aspects of convergence

and language shift.

2. Sociolinguistics in Japan

The Routledge Handbook of Japanese Sociolinguistics provides an insight into the
language and society of contemporary Japan from a fresh perspective. While it was once
believed that Japan was a linguistically homogenous country, research over the past two
decades has shown Japan to be a multilingual and sociolinguistically diversifying country.
Building on this approach, the contributors to this handbook take this further, combining
Japanese and western approaches alike and producing research which is relevant to twenty-

first century societies.

Japanese sociolinguistics, wholly independent of trends in American sociolinguistics, got
off to a quick start immediately after World War Il in the late 1940s under the rubric
"language life research". Japanese sociolinguistics officially began in December, 1949,
with the establishment of the Kokuritsu Kokugo Kenkyujo (National Language Re- search
Institute, hereafter NLRI). This government-formed institute was created for the purpose
of "conducting scientific studies regarding the national language and the linguistic life of
the Japanese people and building a sound basis for the rationalization of the national
language”

Primary among the charges to the fledgling institute was the description of the "language
life" (gengo seikatsu) of the Japanese people and of their "linguistic culture™ (gengo
bunka). Findings from the Institute's various research projects were to be used as bases for
the formulation of official policy on language and language education. The research
program of the NLRI was characterized from its inception by the use of sociological survey
methods, by the statistical manipulation of quantitative linguistic data and by an emphasis

on large scale group projects rather than individually conceived and executed research. In
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sum, the institute has from the beginning been devoted to questions of the relations between
language and society and to the quantitative analysis of language from in its context of
use.

The study of the interrelations between language and society in Japan, then has a long and
will establish history. Despite this, Japanese work in this area differs from Western
sociolinguists.

In the 1970's there was a renewal of concern for the language life of the Japanese this time
under the influence of a new field introduced from the west. Under this influence some
Japanese scholars have attacked the research address the issues of identifying the
contextual and speaker identity features that influence language production, of defining the

individual speakers with relationship to his or her speech community.

e Janet S. Shibamoto, Japanese Sociolinguistics, Annual Review of Anthropology,
Vol. 16 (1987), pp. 261-278

e Shibamoto, Janet S. “Japanese Sociolinguistics.” Annual Review of Anthropology,
vol. 16, 1987, pp. 261-78. JSTOR, http://www.jstor.org/stable/2155872. Accessed
6 Sept. 2023.

1. Vritti verses

1.1 ‘Vrttivikalpana’ explains the origin of the vrtis (NS 20.2-19).

ThToTd STaTcehedl H-Idldlo-lbe:l,,d\l e |
qd TH ANTIISH AlhlaTacT AT (0.l

31y ITeNeAdTaERt bt |

TIITATAAE AT JEHHISETAT || 0.3

fAetaTg faqestral syfemaeiaerae |
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SRS ed ACAANIT: T3 1| 0.¥]
wgfar: TRaTRREI T ATRGaH |
AATTEYade: HEqdediadigasd Il 0.9l

TAATAIRRITOT Ty agdEder |

HcdT cafAgaHIT gfgum arFgAsIdId || R0.£l
frfAe ARAgRETTaRa gada |

IR Afeaadlt AU J3: 1| e,

IdTAgad: Hcal Jiara AYIG: |

FRGAHAT SEAs] AR AfAFAT 1| 0.¢]

decl ATeFgeasel AR Afasaid |

dEATCA Tgrrgedcgard aue gR: || 0.1
YCRTAFRGIN: FTSITERETAUT 3721 |

WUITAHIGA JeUAFTIARG! || R0.20|]

HAGATEEY: UgarigEdar |
HIAARTssaE SAARAT T AT 1| 20221
afedard: ATSIETIEAAECATIRY |
el Aedal oF [AfAdr 1| 0.2
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faferitgaeieq &ar eemaafad: |
So=u gieo@mner HiAHr aF [fFAr (1Re.231
émﬂé?mgﬁmam%ﬁa?‘r: |

ﬁw@m CUeoTRAST dd: [1R0.¢¥ |l

1.2. The origin of the Nyaya

WW:@:WI

HSIER: S Gd AT SlAaeTTH, | 0.2l

dEAeY & ey AgcuaHATsha: |
FAEATIAGTY FArE AT Afasafad 1| 0.2¢1

ARSI Tt FHfcrd: |

JEATCICHT Teiodd EHITAT: Fehlferar: || 20211
The four Nyayas for using weapons

AARRATIATE & PrfsHlal TR |

IR g AAARgcar: AEFAETor || 22,0 |l

ART: Tlcddd agaruaTsy Hideh: |

There are four nyayas or ways of using weapons or releasing arms. Those are Bharata,

Sattvata, Varsaganya, and Kaisika.
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HRA  Siecded deeded d dlcad || 2263l

q&Tdl aTITod J RReSeTwd HiAd |

NE SR RICSIE IR EIE I BINE IR E O]
gieary SleFded AREATIAETOT |
ARSI T FHfcd: | b3l

JEATE, JeTlel dcied AT Fehlfciar: |

aHgEd fafafécy Wea aeatheda || well
AEFAGH FEAT FTTTRAATER |

YO T R FEIe TRITE A9 g1l ol
Ycsh HFI IRAT IIeale] Iredaqaify 7 |
RIT-aREHET Rl REoT AreFgier: || el
FNAEIR AT AT 2T |

ToART WSIEEA dfedleaitedsT o | bRl

How to perform Sattvata Nyaya

Yeohel T aheied: RICAREAT g2 |
U9 YR shdcdl ARG TETATETOY || Coll

Tlcdd o Ya&ana yiaar garafer: |
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¥ T YiaaRE] GsIrdehal: THA: || |l

How to perform Varsaganya Nyaya

hdol gead: T Fdcd e dlcad |
AT AU Arcadd HAUT d I ¢l

HTATTHARN —TET T SAAATRT (FATITATG) ATHATHRIGY Jifasrar
gRLAYAT| IRHASAT ATVTH: | |63 |

How to perform Kaisika Nyaya

EIWCHARTNY FHUT Fiahaa |

R gRemEdeaoe=sdg saaar | ¢l
NEGedsed w IEAEIRAY Go: |

HRA TiaRIST heled: H J HiAh || ¢yl

1.3. Angahara

(NS 4.18 -27)

GIERIGT HFARPT SR AT | 8.0l

TAST o JagIA JART FOMHIH |

EETIICTaRA AT AeT: FAPA: 1| ¥.(¢|
HSIERY F&ITH HIOY T o fgotm: |
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gdNTHZTERIOT fAsafa: e 1| ¥Rl

dId: GFITEIIH ATHT: HAIETAT |

FEAUCHATANAN JcaEg 0T A || ¥.30|
& SO AT Sadl STAATE |

g RfEragfacasIeREg A .3t

1.4. Another mythological story

dar &y faferar gievls #Agrese |

SEEIeISR EI feaar: 2011%
JoTellC Y SATATHATG&ATddT: 1l 20.201l
AT Hell AT FICATERHTSAT: |
IARAIET ST ged JATed Had 1| 20.211

FIFEATe i Har geFfeHEgaT™ || 0.3

RIdGTCHR A T&Iear  Fodered dreddr |

8 [aY T oAl AATIRIEATAL: |
SAIHA: Hcll EAV giRU HIeHATI el

ddr acy fafarear gieole #giea |
YARSTETST T AAEREATGS || ¢

GAACIIGRNY AATHIEH ol |
GIIEAT: T Eddl: HEITUFAHAT] || R () ITSde.
8 qreaTgIraHaT| (9) JFAISITHdn) ()
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FIRAAT FHIC=T AW TREUIETT || 0.4

T ATFFUTAT GETTASIT FHATSIAT HERATSIIF T |

TIATHEASR: gl AT HRCA AT 87a] gia: 1| 0.6l

T Fieddelg AU Johll ~ARI Folel FHfeA T |
gulcenel HEAMHHATAT AT Hiead! oATH g gid: || 0.2
AT AETTATLIIAYAAT TG AT FEefaafia |

HTATTHITIAATTART AT HTRAHT Fhoiegerefoed 1| 20.93]

IR0 ada slngl-ICda-do-l\lcldl I

cFATIdadAd N Ak Y ATH AT || w.E¥]l

1.5. The development of the plays from the Vrttis

3T & gHaeR exufaass=ufacaied 1| 2¢.€R1I

gqyddaa-a-ld‘l T aRAeToegadHSdl T |

FIRIIATST ar A fAgafeafae: || ec.voll

aEQITAhATATRAl caaeiedl TRugerdr ar |

SCIRIREIFEI CAIE : :
L3RRI IR FUCIsT fa=g: Il 2.2l
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Rfatear AT guaquesRifaRae: |
YSIR: heredl g @ T FA T || 2Rl

A GAvTIRHICARd Hafd ATee Sger |

IATAIATAGF Al AN SH LAY || 2¢.63]]
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FodTTaHeThd ITodl ﬁw EG ar |

f8] AAeT a7 TET HAHAYSAR: || 2.yl
STUEATICTA T M Fephieeria |

gl HATHR HIAAETANT TASTT 1| 2.l

SICINCISIELRE JEATAIGTAIhT |
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[ o N N

Gﬂ?;"\’ld‘llilchdgdi AlcdrdReAcCldlddF el I

Faf BH: TIcATTATT S THT T IosT: || 2¢.¢C |l

1.6. The relation between vretis and musical notes

HANTAE 1AMl AT JAA: T |

e fAfgd e JAET: || 18. 41

ST ARG ToRT AHGARTT: |
T U7 aAS: Hreaser Hafed & Il 1851
A qoiERt gt  Tur & vgeHeaAt |

FagRafafasaesit wreaeut qar gt 1| 1861

2. Rit1 verses

2.1 Bhamaha Kavyalankara

deSTHIE T Ao ghasw|
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dea T e SO FeIAN A9 |1 KL.1.311|

TMSaAeA defafa & g

d|d|ogdlfaqwrQ|Q|rd|dNse‘mm-imlI KL.1.3211
o] TRFARGLNE deHTATT FHraa|

FTH JUrE] URIUT Jaeorar aefia |1 KL.1.33] |

2.2Gupas and styles by Dandin

HYETAHTITh THeTdo] PIFTH]|

foesT ATAAE el YfA9rer || KD.1.341|

HARRACAFIHLY AT H AT ol |

METATT @refar dgATATY Aegar|| KD.1. 3511
o fAdaeaifgamer Sa arear PTRE|
TR HNET ardTHehic: || KD.1.361|
A R AR gaAds: WERHA|

o7 dedramsat qudd yEperedl || KD.1.401|

sf dgsTATe e 9ToT gREqom: EHT:|
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[EEEE PRID C I Bl E ST

RISl ATTATATT eleTTelshfelell JAT|| KD.1.43 ||
T TR SeeeiiRard |
deHATadieH asfod #aIRfaII KD.1.44 |
JATEAH G sralReara’gfd: |

&H A&H T FATAGST a=r: || KD.1.451|

e (AT MERATIEGHAISIA |

FUTA T S[ATeT-HAT TG TolaTd]: || KD.1.461 |
ST AYFY HATAhRSFaR! |

JAETATUN GG GREAT Hregugia: || KD.1.501|
gdlle ared IMNSFAEE] e |

JAYTETE g deHReATHTH| | KD.1.54]|
scaTie Fevaresy AT 7 fFaesfa |

3 oA YT STEvTcar: 9gsaid || KD.1.60 |
ATY 9 Hedd ANTHGHARTY |
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o g gchfa: gorem ereg=arafaesfas |1 KD.1.751
3T FHATHITT TAFAT SHIfad# |
JASTIGI&IOTATAT 86 Ueh WRIIOTH || KD.1.8011
sfad 9T IREAT TelecaSIeaaieR: |

3 Il gaiATO-carsll FRT J4T || KD.1.831|

3¢ 3cgfRcTD Tdalsaaiedd |

UEATT ITFIoiad d TR ITET dcq: || KD.1.92]|

sfa AT fAed dcEa® I AT

d4eTE] @ AFTed I Uidehid || KD. 1.1011
SETETRATSIET AU’ Hgel
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AR o gfdem A o Sgfees |

AN SEIAT: HROT HegaIe: || KD. 1.1031]

2.3 Kavyalamkarasitra of Vamana
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KS. 1.7611

3. Pravrttis
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3.1 Karayuktidharmivyaiijaka chapter 36

QT Jaeafd ggdlelled o&Tor |
TIIAUT TR bl ACATANTC: |
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3.2 Daksinatya i.e. Southern pravrtti
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3.3 Costumes
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3.5 Bhasa
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3.9 Re-defining the three Terms

T FIFTTAT [euyedT ENafSTdl hdaredgedr |

TIATHEAIRCA: TFFT AT AR A1 83 gia: || NS 22.25

T Fieddelg AU Johll ~ARI Jolel FHfeT T |

gSfceher TgdMedTar AT Fiead! AT aqagr gia: 11 22.41
T Qe UTATLg AT T F:ﬁﬂ’?gm ar agqmﬂm |

HTATTHTTHATTART AT HTAHT graasgerefod I NS 22.53

RO TG SgHICTIAIT |

CFATIdTTdl caRHCT AT fa=iam 1| NS 22.64

225



A SOCIO-LINGUISTIC STUDY OF THE TERMS
VRTTI, RITI AND PRAVRTTI FROM THE SELECT
SANSKRIT TEXTS ON POETICS

A THESIS SUBMITTED TO THE
TILAK MAHARASHTRA VIDYAPEETH, PUNE

FOR THE DEGREE OF
DOCTOR OF PHILOSOPHY

In Sanskrit
Under the Board Of Arts and Fine Arts Studies

Estd. 1921

BY
Sunila Santosh Gondhalekar

(Registration No. 00119004677)

UNDER THE GUIDANCE OF

Dr. Ambarish Vasant Khare

DEPARTMENT OF
Shri Balmukund Lohia Centre of Sanskrit and Indological Studies

September 2023



80 Recommendations

Conclusion

There are many poetic terminologies and other terminologies related to dance, music and
instrumentation described in NS. Some more poetic terms are used in further rhetoric texts.
Almost all of them have names based on their nature. Only the types of the term names of
vrtti, riti and pravrtti were based on the region names. This laid to the socio-linguistic
research based on these three terms. | found the suppositions as | went in detailed reading.
The inter-relations between the further texts and socio-political and geographical
influences lead to the answers of the hypothesis. Here, 1 am concluding the major points of

socio-linguistic approach in Sanskrit poetics and its impact on Sanskrit poetry.

The importance of the regional and political elements has been discussed in earlier chapters
in detail from Sanskrit poetry. Its reflection can be seen linguistically in poetic terms as

vriti, riti and pravrtti. They are as follows -

V.1 Vrtti

Vrtti was unsolidified concept. One could find the term vrtti in the text of Natyasastra itself
was not very concretely defined. It was initially explained as a mythical narration.
Actually, it was connected with the styles of dancing arisen from the warrior of clans of
those particular regions, which were performed on the stage. There was more than one
mythical story connected to it. VVarious elements of drama, as rasa and types of drama, were
coupled with the concept of vrtti. In different chapters’ different shades of this concept
were discussed. Thus, it can be concluded that it was not a uniform idea at that point.
Finally, Rajasekhara gave a concrete definition of vytti that emphasizes the connection of
regional elements with this term. He says that it should be considered as a variety in

manners and activities of regions.
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V.2 Riti

The concept of riti has been discussed and defined by various theorists in Sanskrit. The

geographic elements were important in the concept of riti in its earlier stages.

Bhamaha from 7" century in his text ‘Kavyalankara’ speaks about this concept. He was on

to raise objection about the names used for ritis by earlier writers on poetics, unknown to

us. In a way he is asking a question, why all the names of the types of riti are basically

geographical?

V.2.1 The history of riti can be summarised into following steps:

1.

It was a living topographical mode of literary expression. The name of the styles
was based on names of the regions. Bhamaha considered it as a type of poems
and then it was called marga by Dandin. Asmakavamsa by unknown poet,
Kalidas's Meghadiita and Malavikagnimitra do represent the connection of the

term riti with regional royal dynasties, their battles etc.

In the next stage, the names remained same but it lost the geographical
association. The styles were used by poets in literature depending the demand of
the plot or character. Rudrata, Rajsekhara and Bhoja represent this stage.
Anandavardhana stands at this point holding them that appropriateness of the plot

or theme (Visay-aucitya) regulates the nature of riti in parts of the poem.

Kuntaka related the riti to the rasa or character of the poet and displaced the old
names of ritis by new ones. He refused to use old geographical names as the
concept of riti was completely different for them. Kuntaka refuses the
geographical connection and thus he changes the term names to the nature of the

styles using.

Mammata discusses the concept of riti under the rubric of vrtti. The provincial
characteristics and national characteristics, are studied by Bharata in the concept

of pravrtti as a part of the complete understanding of the world in its infinite
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variety, of which natya is an anukarana. the concept of pravrtti in manners is riti

in speech, in literature.

5. The change in the concept of riti was in the number of types. The change was also
from the perspective of changing concept of riti which left its connection with
regionality behind.

V.2.2 Failure of the Riti School

The riti theory failed to achieve wide popularity in course of time. Anandavardhana
subjected it to trenchant criticism. Mammata has refute the main thesis of Vamana. The
inherent weakness of the riti doctrine lies in the fact that it lost its roots. The origin of the
marga concept was in regional elements. Those elements were conceptualized

rhetorically.

The association of local taste or local plot became less important as Vamana changed its
definition. It lost its originality and new theories came up that lead to the failure of this
school. The theory of riti suffered a setback after Vamana and its general doctrines were
criticized by the proponents of the Dhvani School. Anandavardhana did not admit riti as
an important element of poetry but accepted another factor namely, sarhghatana. He
classifies sarmghatana into asamasa, madhyama samasa and dirgha samasa. It is based on

the presence of compounds or absence of compounds.

Vamana’s theory of riti lost relevance because it conceived poetic compositions without
referring to its inner nature. But it improves upon the doctrines of the alankara school in
giving primacy to the guras over the alankara as defining features of poetic compositions.

Then at this stage, it became difficult to understand the proper nature of riti.
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The theory of riti, despite its limitations, has been a major contribution to the study of
literary compositions. This theory of language has close affinities with current day stylistic

studies of literature.

V.3 Pravrtti

The pravrtti or Local Usages cover regions from four major parts of India. Natyasastra was
the first available text on Indian poetics. At this time there were many political crises about
entities of the ruler and their regime. NS was trying to integrate regional individualities in

the field of artistic enactment.

V.3.1 Regional elements in music

Lot of regional elements are prevalent in the field of music from the beginning. The
influence of local language on the local musical elements is indicated by the Prakrit
Dhruvas in the NS. These types of songs must be common in various parts of then India.
The regional peculiarities in singing and instrumental music would relate audience with
the drama. The NS says Dhruvas should be used after considering the rule regarding
themes, regions, times and seasons, the characters in the play and indication of their States.
Region or place of the plot, along with other elements, was very important while applying
Dhruvas. The rule of usage of Sanskrit language was not followed in these verses. This
indicates the use of local Prakrit languages for folk music. People from various regions
must be singing in local languages. This use of local music should be very popular. It is

very appropriate to use popular music in a drama.

The various raga names or types show the cultural interaction between classical, folk and

tribal music traditions. Many ragas have names of regions and peoples as Audav Gandhara,
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Daksina Gujjari, Gaudi, Gaud Malhar, Dhakka, Karnataka Bangala, Karnataki (raagini),

Maharashtra Guijjari, Pahadi and there are many more.

V.3.2 NS was representing both Margi and Desi in music and dance

It is often believed that NS was about the Margi ways of presenting the music and dance
in ritualistic way. As it is discussed in the Purvaranga as it follows rules. Margi music
means ‘music of the path’. It refers to music regulated by strict rules. It was first used to
describe the music of mantras, during the VVedic times, that was bound by a rigid grammar
of music. Desi music was regional music that was meant “to please the hearts of the men.”
That sound which arises in various regions (desa) is called desi. (Brhaddest 1928,1.2). In
particular region-specific sound becomes pleasant to animals, people and kings. NS was
representing both Margi and Desi music patterns. It is believed that NS mainly archives
Margt sangita of its time as it is mostly rule based and systematic. But one can see that
Margt sangita is used more for formal representation like nandi and purvaranga. Desi was

prevalent in the Prakrit Gitis.

The process of accepting Desi elements into formal texts on drama and music had started
at the time of NS. Further this stream became strong. Regional elements became
significant. Marga was referred to the universal classical tradition mainly in dance and
music. These classical traditions were documented at later stage. ‘Desi’ refers to the

application of the marga to suit regional tastes.

V.3.3 Margt eventually accepted by dest and dest accepted by Margt

There must be a give and take within these two essentials. The music, dance, costumes,
makeup styles that Natyasastra considered for the Margi or ritualistic representation on

stage were adopted by local people for their folk performances. It must be a process going
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for years. It is now difficult to differ between the Margr in old time and the desi of new
time. It eventually became similar. This is clearly visible in the streams of Music and dance.
But they are also seen in drama and other forms of Arts in Indian society. Dance is an
important element which was included in to the list of pravrttis by Rajasekhara. In dance

also it is visible that the Margt and the desi came close and these two streams became one.

Thus, all art forms in India represent the regional elements in various ways which were the

part of the three terms discussed at length in this thesis.

Rajasekhara was looking towards the three poetic concepts from these new developments
in the field of arts at his time. He was representing the oneness of a country on the basis of
artistic varied expressions and practices which were reflected in the three terms namely

vrtti, riti and Pravrtti.

We can find the traces of Margi elements even in today’s folk forms of India. Sangeet
Nataka from Maharashtra still follows the format from Sanskrit drama. The Tamasa
tradition follows the moving into circular movement to indicate the change in place,
dialogue between Krsna and females in Gokul is imitation of as Sanskrit drama. Most of
the genres of folk theatre in North India are derived from Sanskrit language, for example,
the Manca of Madhya Pradesh is taken from Sanskrit maficakam. The Ramalila and Raslila
of Uttar Pradesh is taken from Sanskrit ITla means “sport, play”. Nautanki, is a folk form
emerged from the Sanskrit drama, has taken various elements from it. They share a number
of stage conventions. They divide performance time into several segments, beginning with
the symbolic construction of the performance space, its ritual sanctification, and the
worship of deities, followed by musical overtures played on various instruments,
introductory dance items, and finally the entrance of the stage manager named sutradhara,
who formally invites the audience. All these activities constitute the purvaranga or pre-
theatre. Such elements are present in abbreviated or expanded form in the traditional
theatres. Folk theatres such as Jatra, Manca, Nautanki, Yaksagana etc. have fragments that

can be traced to Sanskrit drama.
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V.4 Why the regional elements in the field of arts, are important in
poetics?

The epics Mahabharata and Ramayana, were also written in the time span of NS. These
epics were full of battles over the supremacy of regions. In the Mahabharata and the
Ramayana, the heroism is elucidated with a story focusing on several kings. Kings were
engaged in conquering additional area under their regime. They were fighting among
themselves for their right, regions and power. The regime of a king comprises of many
geographical peculiarities such as rivers, oceans, mountains, forests and sometimes pilgrim
places etc. Waters, trees, hills were considered auspicious. The rivers, mountains and
forests were so important because they were auspicious? The answer is, the boundaries of
two neighboring realms were formed by rivers, as was the case between the northern and
southern Paficala and between the western Kingdom of Pandava and eastern Kingdom of
Kaurava. Mountain ranges like Himalaya, Vindhyachal and Sahyadri also formed their
boundaries. Sometimes, huge forests formed boundaries, as was the case of Naimisa

Forest, between Paficala and Kosala kingdoms.

Geographical identity became important for a ruling king. This view has been reflected in
almost all the popular epics of that era. In context with these references vrttis, pravrttis and
ritis can be seen with a different viewpoint. It is also important to understand the history
of development of kingdoms. It will help us to find how the geographical identities with
political identities received vital abode in most of the popular poems of classical Sanskrit.

This type of descriptions shapes the idea of readers about the financial and political position
of the king and the state. The likes and dislikes of the people of its time. It provides regional
peculiarities and customs and thus adds the liveliness to the poem. It also helps a lot in
shaping a character. We find all the classical epics following the Ramayana in these types
of portrayals. We find no single epic that has not given these details. | can sum up with

saying that not only dramas followed pravrttis but epics also used them wisely.
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The meanings which are based on various region names used in three terms vrtti, pravrtti
and riti are different than the meanings documented by Panini in his text Astadhyayi. The
meanings of regional words that Panini gives can be classified into eight ways. They are
mainly connected to the people who were born in that region or people reside in that region,
descendants of the particular region, or a name of a kingdom. Some words specify the

particular region were as some form feminine words for the above meanings.

V.5 King was the hero

King was the hero of Sanskrit dramas and epic poems. The regions of their regime became
important because of political influence of the kings. There existed many states, languages,
cultures, and communities, on that basis gradually people developed territorial identity.
The ancient society struggled for unity. The Indian subcontinent was geographically
defined and its regional unity was complemented by cultural integration. The states or
territorial units, which were called janapadas, were named after different tribes as described
by Panini. However, the country as a whole came to be named Aryavarta after the
overriding cultural community named the Aryans. Aryavarta denoted northern and central
India and extended from the eastern to the western sea coasts. The other name by which
India was better known was Bharatavarsa or the land of the Bharatas. Bharata, in the sense
of tribe or family, figures in the Rigveda and Mahabharata. The name Bharatavars$a occurs
in the Mahabharata and post-Gupta Sanskrit texts. This name was applied to one of the
nine divisions of the earth, and in the post-Gupta period it denoted India. The term Bharati

or an inhabitant of India occurs in post-Gupta texts.

Our ancient poets, philosophers, and writers spoke of the land stretching from the
Himalayas to the sea as the proper domain of a single, universal monarch. The kings, who
tried to establish their power from the ranges of Himalayas to the Cape Comorin and from
the valley of the Brahmaputra in the east to the land beyond the Indus in the west, were
universally praised. They were called Chakravartis. This concept of kingship was
expressed in Sanskrit Classical Literature. The poetry depicted the king as a strong warrior,

and protector while theatre depicted him as a king hearted and love making person.
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We also find continuing efforts to establish linguistic and cultural unity in India along with
the political identity. Sanskrit drama promoted this process by using multiple languages,
using variety of costumes and ornaments, and incorporating regional music and dance
forms. The poetry contributed in this process by adding regional features in the beautiful

descriptions of the same

V.6 Generalization of regional tendencies

The original concept of Vrtti was related with people or clans of bharata, Satvata, kaisika
and arabhata people respectively from the regions Kuruksetra, Saurastra, Vidarbha and
west of Indus and south of Baluchistan from their ways of using weapons. The original
concept of riti was related with the diction of people from various regions, taste for
literature from particular region. The concept of Pravrtti was associated with the regional
variety in costumes, body colors, ornamentation, language etc. All these concepts
undergone a change from time to time may be because slowly the regional specific usage
or taste for these elements was accepted by the people from other regions. Eventually they
lost their regional characteristics and thus the concepts also changed their expression. In
due course, they became rigid as poetic concepts and lost their identity. This type of
generalization can be seen even in today’s date. Indians now a days do not wear region
specific cloths as they were doing earlier. They do not eat only regional food from their

area, do not speak region specific languages etc.

V.7 Prominence of North India

The names of geographical regions which were used as names for types of vrtti, riti, and
pravrtti are mostly from North India. Bharata, Satvata, krathkaisika and Aribatae people
and or clans named as type of vritti. Vaidarbht’, ‘Gaudiya’, Paficalt, Latiya, Magadhi, and

Avantika are types of riti, Vidharbha is a region that today is in state of Maharastra that
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lies on the northern part of the Deccan Plateau. Gauda was an area situated in Bengal in
ancient and medieval times. Paficala was an ancient kingdom of north India. It was located
in the Ganges-Yamuna doab. Lata was a historical region located in the southern part of
the present-day Gujarat state. Magadha was the powerful kingdom based in
southern Bihar in the eastern Ganges Plain, inancient times. Avanti was roughly

corresponding to the present-day Malwa region.

Saradatanaya in his text named Bhavaprakasana suggests two more ritis, Saurastri and
Dravidi instead of Magadhi and Avanti. Saurastrais a prominent region of the state
Guijarat, located on the Arabian Sea coast. Dravida was a group of south regions which was
added to this list later.

Pravrttis were four: Avanti, Daksinatya, Paficalt (Paficala-madhyama) and Odra-Magadh.
Three out of four are from North India. Daksinatya was a collective identity of south. No

specific region name from south India has been accepted as a type of these three terms.

One can easily understand the prominence of North Indian regions in the types of these

three terminologies.

V.8 Linguistic aspect

The types of Vrtti, riti, and Pravrtti are originally based on either some geographical
regions or some clan in ancient India. The interrogative is why they have words for regions
or clans? What are the grammar rules about such feminine geographical names? Does
grammar of Panini gives rule for this formation? Does the rules from grammar books points
the same meanings of these terminologies? This question gives rise to the next one, if does
the writers of Sanskrit poetics were offering the new meaning to these words? Have they

created these terms for poetic expression with novel concept?

Rajasekhara (9-10" century) in his text kavyamirmsa puts these terms in new way. He
mentions janapadas as in relation to these terms. For example, Anga, Vanga, Suiiha,

Brahma and Pundra. Raudra-Magadht pravrtti related to the clothing of the people from
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those regions. Dance and music of those regions is called Bharati vrtti. The sentences with

lot of compounds, anuprasa alamkara in traditional way, is called Gaudiya riti.

These poetic terms which were used in poetic texts, includes not only kingdom or people
of those areas but clothing, ornamentation, body color, ways of uttering words, ways of
pronunciation of languages, likes and dislikes of people regarding languages, use of
languages, and types of poetry. This whole compass is included in these concepts by
rhetoricians. This approach shows the regional importance of that time which has been

mirrored in poetic terms.

This is the reason that the meaning of the three terms namely vrtti, pravrtti and riti are not
found before NS. All these three terms have different meanings in other spheres of life.
Poetic writers gave their own terminology to the old package of regional words with the
new life of a different denotation to these terms. This shows the impact of social elements
on linguistic use in kavyasastra. It was necessary for them to use terms with region names
with a new denotation. They could have used completely new words for these types but in
that case, they did not have conveyed this vast spectrum of implications. The Sanskrit
poeticisms were giving a new sense to the region words and thus they used terminologies

such as vrtti, riti and pravrtti with new meanings.

V.9 Being one, feeling united

Region names used in the text of poetics for vrtti, rizi and pravrttis does not only reflect
the literarily aspects. The types of vrtti, riti and pravrttis represent the influence of political

aims and accomplishments which are mirrored in the early epics.

What is the contribution of these two great epics? These epics planted concept about king
and his rule in the society. It nurtured the reputation and position of a king and his
regulation on the large scale. It also nurtured the concept of Rajdharma in citizens. It
simultaneously waves the thread of geographical identities in the story which strengthen
the political boundaries. Political and regional awareness together created the feeling of

coherence in the readers. It helped the monarchy to establish itself deeply in the society.
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The reflection of this nurturing is incorporated in the terms vrtti, riti and pravrttis by the
poeticism. This further resulted in the court poetry and court poets in the future. The

classical literature in Sanskrit is popularly known as court poetry, that is not a concurrence.

Classical literature became a medium of communication between common man and their

ruler.

V.10 Depiction of variety of Indian regions

Vriti, riti and pravrtti, these terminologies were depicting the variety of Indian regions in
the field of arts. Hearing own regional language in a Sanskrit drama, seeing clothing and
ornamentation pattern of their regional variety etc. should have raised the sense of
belongingness of viewers to the artistic presentation. The use of the local elements was also
applied by poets very elaborately and wisely in the classical Sanskrit literature.
Representation of regional elements must have helped in strengthening sense of
belongingness. These regional elements did facilitated readers find commonness and thus
feeling of oneness among themselves. This is definitely a major contribution of Sanskrit

poetics.

V.11 Further possibilities

1. One can understand the variety in clothing, ornamentation, body colors, use of language
under this concept which was prevalent in the society at that time. But unfortunately, it is
not clear how it was actually used on stage. If these elements were applied to the characters
on the basis of the regional identities of characters? How authors and directors
implemented it and with what purpose? What they would have achieved using this variety?

This could be the further research as an extension of this research work.
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2. There might be some other aspects in Sanskrit rhetoric compositions which have
influence of socio-linguistic aspects. To look for those aspects can be the further scope of

this research work.

3. There was a give and take between Sanskrit Classical drama and regional folk drama of
India. Classical Sanskrit dramas present a break with the past and allow a broad scope for
intermixing and adaptation of genres or making some new genres with time. It would be
interesting to see the influence on each other for their growth. What were the reasons and

motives which enforced them for adaptations?

4. Various Margrt and desi factors were prevalent in Indian theater. To identify them and
classify them will be another scope of this research work. This can help in understanding

of traditional Indian theater and its development.
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