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			Prologue


			Dr Kapila Vatsyayan can be ranked as one of the foremost art historians and philosophers of modern India. An aesthetician par excellence, she created hermeneutics for a serious study of India’s knowledge systems on art and aesthetics. She is definitely one of the very few scholars – the rare species of the modern “Vyāsas”, “Bharatas” and “Abhinavaguptas” – who tried to understand the theory and practice of arts not only on the basis of original Sanskrit texts – the scriptures or Śāstras, being skilled practitioners, they also gave entirely new perspectives. 


			Classical Indian Dance in Literature and Arts by Kapila ji was the first work on a critical and analytical study of the whole tradition of Indian dance with reference to Sanskrit. It is the result of her intensive studies and painstaking hard work taken up as love for labour. Dr Vatsyayan has delved deep into enormous mass of literature on the subject and she has also surveyed the portrayal of dance figures in ancient temples. With her practical knowledge of various dance forms as a performing artist of her own standing and having studied the sculptures and artefacts minutely, Kapila ji emerges here as a rare combination of a researcher, an art historian and an aesthetician. Keeping the whole peninsula in her mind, she has studied various dance forms prevalent in all the nooks and corners of the country. But then she also points out to the basic unities and the inherent philosophy behind them.


			The first chapter of this work is an elaboration of the core concepts of Indian aesthetics. To Kapila ji the realm of aesthetics lies in ātman (human soul). She has created a subtle methodology and interpretative tools for understanding our knowledge traditions by the way of employing a whole set of symbols, metaphors and myths for interpreting multiplicity and dynamism of traditions in India. The metaphor of seed and sprout is taken to explain creativity. At the level of creativity, the seed (bīja) lies in eschewing the individual self, sacrificing the ego. This requires rigorous training and a life of discipline. Kapila ji rightly views this process as yajña. The metaphor of seed and tree also points out to the inner and outer levels of art creativity. 


			She also adopts the metaphor of the ocean, a confluence of many streams of thought to explain the organizational structures in art. This metaphor is suggestive of diversity and unity of the knowledge traditions. 


			As a thinker Kapila ji adhers to Advaitavāda. Her aesthetic theory creates the dialectics of a unified, undifferentiated experience. It visualizes one and the same consciousness in all the phenomena. In art creativity, this consciousness manifests in multifarious forms, moving from  centrifugal to centripetal. In this way, there is fluidity and resilience of the process. The undifferentiation culminates into differentiation: the un-manifest into manifest and abstraction into concretization. The foundations of such an aesthetic theory are better supported by Śaivite monism, rather than the Vedāntic Advaita. Kapila ji rightly points out the subtle difference between the two. The Absolute in Vedānta is not self-conscious, but the Absolute in Śaivism is both self-conscious and self-luminous. It is vibrating with the  potential to create a universe. 


			Kapila ji presents an idealistic view of the whole tradition of Indian art and aesthetics. The practice of art or learning any discipline as a matter of fact is a spiritual pursuit (sādhanā). It is for self-realization and invariably leads to a harmony within. 


			With this approach, Kapila ji looks towards the roots and strikes upon the fundamentals of all art forms. Each of the seven svaras (musical notes) corresponds to the seven basic elements of the physical body and they issue from the seven centres (cakras) of the subtle body. All the systems in music svara, śruti, jāti, rāga, etc. are linked to internal landscape; they stir the inner cores of human psyche. With a rare insight, Kapila ji unearths the linkage between the āhata nāda (perceptible sound) and the anāhata nāda (absolute sound). Both are manifestations of the Cosmic Sound which in the philosophy of music is described as the cause of this universe. According to Kapila ji “nāda is related to the Ultimate exactly as rays are to a gem, and just as an approach to the rays leads to the attainment of the gem itself, so the apprehension of nāda leads to the realization of the Ultimate.” Music in this way is a medium for the attainment of Ultimate Reality. Śruti – the micro interval between svaras – is the immediate expression of nāda and it invokes Nāda-Brahman. Thus, the abstractions yield the figuratives, the nirguṇa and nirākāra becomes the saguṇa and sākāra in music.


			There are subtle differences between the art and aesthetic traditions of India and Europe. Kapila ji points out that “Indian dancing has a sculpturesque quality, which is rare in dance styles of the West”. The Indian dancer moves in a metrical cycle connecting herself to the cosmic rhythm. All the movements proceed from a perfect state of balance. The sthānaka (stance) serves as a footing for any beginning. It relates to the vertical median or Brahmasūtra and every movement leads to equipoise. Unlike the Western ballet, terrific leaps and gliding movements are avoided. 


			The second chapter is a detailed exposition of the theory and practice of classical Indian dance on the basis of authentic texts. 


			Discussing Bharata’s dramatic concepts, she rightly points out: 


			The theory and practice of Indian dance is an integral part of this conception of drama and cannot be understood without the full realization of the implications of these assertions, which have so aptly been made by Bharata. … at a very early stage of development, both these arts fused into one, so that, by the time Bharata wrote his treatise, dance was very much a part of drama and at many points of contact, both the arts were conspicuously conceived as one. The Nāṭyaśāstra thus is neither a treatise on drama alone as understood by some, nor a treatise on dancing, as believed by quite a few. The technique of Indian dancing has been actually to be culled and its principles selected with the acute discrimination from the technique of dramaturgy prescribed by Bharata. 


			However, Kapalaji does consider the autonomy of dance and its emergence as an independent art. On the other hand, she also emphasizes over the dependence of drama as presented in performance on the āṅgika of dance without which “the character of Indian drama is lost”. 


			With this focus on the interdependence between various arts, she deals with their creative process, which begins from the deep-rooted layers of human psyche. Philosophers like Abhinavagupta define these levels as the four stages of vāk (speech). Without using this complicated paradigm, Kapila ji strikes the very core of their thoughts when she says: 


			The dimension of the spirit, which is so often experienced by the sensitive and the aesthetically trained, and which has been called the twin brother of the mystic experience, is one which the ancient artist and the theoretician knew well; the tests only lay down the rules through which the perfect form in art can be suggested and, in turn, though which a state of supreme bliss, however momentary, can be experienced.


			Kapila ji gives her own interpretation of the idea of the formless (arūpa) and the form (rūpa) in arts: 


			In sculpture, an image is not exactly divinity, it is merely an aspect of the hypostasis (avasthā) of God, who is in the last analysis without likeness (amūrta), not determined by form (arūpa) and transform (para rūpa). 


			Music and dance in this way lead to highest spiritual attainment. In dance, the body of the performer becomes the vehicle for the attainment of the soul; every gesture, movement and every attitude (āsana, bhaṅga or mudrā) paves the way for the spiritual journey within. This leads us to the idea of fundamental unity in all arts, the differences in technicalities and methodologies are just diverse ways leading to the one and the same goal.    


			An artist begins from the arūpa which is the abstract, the unfathomable, unknown, and visualizes the rūpa, which is perceptible, fathomable and concrete. Sāttvika abhinaya provides the best example for the transformation of arūpa – the idea and the abstract – into rūpa. All the bhāvas can be represented through physical gestures. But the abhinaya should reflect the inner soul. Even, the rāgas of music, as Kapila ji rightly points out, can be represented through saṁyuta (joined) and asaṁyuta (single) hastas with outward and upward movements. This very subtle relation between the arūpa and rūpa not only brings arts like music, poetry and theatre in close relationship, but also it opens possibilities beyond imagination. It may be possible that a rāga is being presented through its abhinaya without any vocal recital and the adept audiences have an experience of that rāga, they can hear the echoes of that rāga within.


			Indian traditions of art lead to a divine experience but they are not frozen in time. Kapila ji views them in the context of pravāha-nityatā – eternality which remains in a continuous flux. She also emphasizes over the need to look at these traditions in the context of the culture which creates macro and micro classificatory systems with a scientific perspective. 


			The integral vision of all arts leads to a holistic perspective and Kapila ji examines the interrelationships between dance and literature in the third chapter of this work. This chapter is so far the most extensive elaboration of relations between dance and Sanskrit literature beginning from the Vedas to the best poets of classical tradition. The study of major Sanskrit plays is in fact revealing. It not only gives a picture of the ancient Indian theatre practised as per the precepts of Bharata’s Nāṭyaśāstra, it is also the first systematic attempt on systematizing the applied aspects of the Nāṭyaśāstra. In fact, Kapila ji’s treatment of Sanskrit dramas by great authors like Bhāsa, Kālidāsa, Śūdraka and Bhavabhūti can serve as a good stage manual for all these plays. While she takes into account all the types of abhinaya described by Bharatamuni, she also discusses kakṣyā vibhāga (the imaginary zonal division of the stage), various stage paraphernalia and other requisites for the performance of a particular play. 


			The interrelationships between dance and literature in our traditions have never been one-sided. Dancers, of course, have been drawing profusely from literary sources. The classics like the Gīta Govinda of Jayadeva have remained everlasting sources for all types of traditional Indian dances. At the same time, dance and its motifs have inspired our poets and they have weaved some of the most imaginative sequences in their writings on the basis of their knowledge of Indian dance in theory and practice. Kapila ji rightly says: 


			Dance has not only provided these writers with a subject for pleasure, for beauty and for poetic ornamentation in a nebulous way, but it has also influenced them in a way that they are sensitive to the minutest technical details and exhibit a knowledge of the art incomparable to any reference to it found in other literatures of the world.


			She also points out how dance cast an impact in the making of many spiritual thinkers and saints; they could concretize the abstract theories and reformulate the symbols with the tools of dance in hand. 


			In fact, she has revolutionized our understanding of Vedic rituals from this point of view. Her brilliant analysis of the viniyoga (application) of hymns from the Vājasaneyī Saṁhitā of the Yajurveda in rituals show the integration of theatricality and dance sequences resulting in a unique experience. With her wide range of knowledge about diverse traditions, Kapila ji also goes to find out the reflections of tribal music and dances in Vedic traditions.


			The fourth chapter of this book entitled “Sculpture and Dancing” is the most precise elaboration of the concepts of Śilpaśāstra as reflected in the vast splendour of Indian sculptures. In fact, this is a path-breaking work and it created a model for the study of ancient sculptures which was emulated by many younger scholars working in the field. This chapter unfolds the panorama of Indian iconography and sculpture, pointing out to the 


			tributaries to the main river of the experience of life and art in India. The strong current of the earliest centuries of the Christian era passes through the torrents and uproars, exuberance and abundance in the Kuṣāṇa and Amarāvatī periods; it settles down to the flow of a mighty river in the Gupta period with immeasurable depth below and an undisturbed quiet flow on the surface.


			She rightly points out that these sculptures present the philosophy and vision of seers and great poets. The figures become embodiments of the cosmic idea and architecture a reflection of the Cosmic Design. The symbolism behind Indian sculptures is aptly unravelled here. The dancing figures, created with a rapturous intensity, recreate the Cosmic Movement, the rhythm underlying them echoes the eternal chores.  


			In her study of the sculptural representations of karaṇas in Cidambaram Temple, Kapila ji has reorganized Bharata’s karaṇa system. This very intensive study has, in fact, become a manual for dancers and performing artists for a training into the mechanics and kinetics of human body. 


			These researches by Kapila ji have unearthed some unknown facets of our culture and have also led to restoring the missing links. For example, in her study of dance and music traditions, Kapila ji informs about the custom of singing the praise of a diseased person. Along with eunuchs, ladies and various other classes the of society, a pāṇivādaka used to come to narrate the deeds of a departed soul as a part of the funeral rites. She connects this pāṇivādaka to pāṇighna as mentioned in the Vājasaneyī Saṁhitā. The Ayodhyā-Kāṇḍa of Vālmīki’s Rāmāyaṇa gives a graphic picture of songs and narratives about Daśaratha following his sad demise.   


			It was because of their first - hand knowledge of the practical aspects of the Nāṭyaśāstra that she could clear a number of misunderstandings which the other researchers in the field had committed in their studies of the karaṇas as described in Bharata’s Nāṭyaśāstra. T.N. Ramchandran, B.V.N. Naidu and others who had made attempts at identifying the karaṇas in the Br̥hadīśvara and other temples on the basis of the readings in the fourth chapter of the Nāṭyaśāstra regarded karaṇas as static postures. Karaṇa being the basic unit of dance is the combination of several specific movements as well as gestures by hands and other limbs. The sculptures in ancient temples present only the final position the performer would attain after completing the whole sequence of these movements.   


			The division of human body into aṅgas and upāṅgas is well known to the practitioners of classical dance and theatre. However, it is Kapila ji who tells us the distinctive nature of our understanding of human physiology as different from the Western standards. In our tradition, “the basic anatomical structure of human form is more important than accessories of muscles and tendons that cover it” – she says. In this tradition it became possible therefore to “analyse human body in terms of a set of geometrical and mathematical laws of places and surfaces”. 


			I take this opportunity to congratulate D.K. Printworld for bringing out the third edition of this magnum opus by Kapila ji. This volume has since long been in demand. Although highly regarded for her immense contribution as a culture activist and as an organizer, Kapila ji also excelled as a philosopher, art historian and aesthetician. The present publication, I believe, will create a better understanding about her literary oeuvre and initiate fruitful discussion on our heritage. 


			Radhavallabh Tripathi 


		


	

		

			Foreword


			With India’s attainment of independence and of her rightful place in the brotherhood of nations, the world has begun to look at India with new eyes. One consequence of this sudden upsurge of interest has been a glut of books dealing with various aspects of Indian culture – music, dance, costume, jewellery, art-crafts, etc. – generally hastily written and often full of errors and even misinformation.


			In this climate of confusion Dr Kapila Vatsyayan’s book on Classical Indian Dance in Literature and the Arts comes as a breath of fresh air, clear, incisive and invigorating. The product of years of diligent study of dance texts, careful research and exploration, patient analysis and long practice with the most revered teachers of the art, supported by a single-minded devotion to the cause of an art form that had suffered a near-total eclipse at the beginning of the century, the book may be said to represent a singularly happy merging of two traditions of learning – even of two cultures as it were: only in this case both humanist. For Dr Vatsyayan has not only utilized the repositories of tradition or the able guidance of an erudite scholar like the late Dr Vasudeva Saran Agrawala (under whose direction she worked for her doctorate in Fine Art at the College of Indology, Banaras Hindu University); she has also brought to bear an analytical approach to the ancestry of dance movement – so integral a part of the evolution of modern dance abroad.


			No student of Indian cultural history can fail to notice one special feature of the Indian situation: it was usual for the Indian author, poet, artist, musician or dancer to dedicate his or her creation to a divinity or to a r̥ṣi (sage), thus concealing the artist’s own identity. The author of the Nāṭyaśāstra was no exception. It is impossible to identify or date him precisely; it continues to be a plausible theory that the text was compiled much later by a disciple in the tradition, to be preserved in the form in which we know it today. The treatise conforms to the tradition in another important aspect; like all other texts it quotes earlier authority. As, however, none of the material thus referred to is available, the Nāṭyaśāstra stands unique in its solitary splendour. While this isolation might have been the result of a natural tendency (particularly when tradition was preserved orally and the strain of memory was consequently always great) to consign older treatises so oblivion in favour of a newer and more comprehensive compendium of the tradition, it undoubtedly enhanced the importance and authority of the Nāṭyaśāstra for successive generations.


			Though the Nāṭyaśāstra continues to have its importance for all scholars of the dance and the theatre arts generally, it was inevitable that regional styles should develop and that the commentaries should adapt themselves to accommodate and even provide justification for these variations. Some of these commentaries, such as Abhinavagupta’s for example, have in course of time themselves attained the status of a sourcebook of tradition. Thus, frequently, the dance teacher and the serious dancer – while conscientiously following the tradition or a sourcebook of authority – have in fact been called upon to exercise a meticulous selective judgement: the greatest have met this challenge with conspicuous success, thus enriching the tradition while following it.


			Any attempt at reconstructing a history of the classical dance in India, therefore, would rely not only on dance texts and commentaries, down from Bharata’s Nāṭyaśāstra but of necessity delve deep into what was preserved in the practising tradition of preceptors as well as dancers. Furthermore, to correlate material from these two parallel sources into a meaningful pattern, the historian would have to study classical literature for its numerous references to dance and dance practice as well as to its vividly expressive and illuminating use of dance metaphor. Finally, continuous cross-reference to sculptural material would be called for not only to establish regional patterns but also to indicate chronological sequences. In other words, a historical study of the art of dance in India would call for a complex inquiry involving several disciplines; it would also call for skills not generally considered necessary equipment for scholarship. It is singularly fortunate that Dr Kapila Vatsyayan combines these skills with the scholar’s rigorous training and the artist’s sensitivity and insight. The result is this book: a masterly presentation of the aesthetic as well as the historical aspects of classical Indian dance, rendered with rare authority and fine judgement. That the analysis of certain sculptures in terms of dance movement provides new light for the understanding of classical sculpture also (e.g. the śālabhañjikās and flying figures) is matter for further commendation: it is obvious that this gain is not merely incidental but one of the aims pursued and ably fulfilled by the scholar.


			I commend this well-documented and superbly illustrated work without reservation to all scholars and lovers of Indian dance.


			Rai Krishnadasa


				Honorary Director


			Bharat Kala Bhavan, Benares


		


	

		

			Preface to the Second Edition


			The need for a second edition of a research publication, which by its very nature was heavy reading requiring patience, has been a matter of some gratification and fulfilment.


			It would be natural for the readers to expect a second edition, to also be a revised edition with enlargements and modifications. The author too would have liked to meet these expectations had it not been for the fact that a truly revised edition would tantamount to the writing of three other books. A mere updating of the material would do the subject no justice.


			The state of scholarship in the field twenty years ago was rudimentary and materials though known had not attracted the attention of scholars. Over these years, an increasing number of scholars both Indian and foreign have been engaged in serious, systematic researches of the traditional performing arts of India. This has resulted in a sizeable body of primary and secondary textual source material coming to light. Also recent archaeological excavations, particularly those conducted in Nāgārjunakoṇḍa, Soṅkh and Mathurā, have laid bare examples of early Indian sculptures which are exceedingly important from the point of view of a study of movement. Besides these, there has been further work on medieval monuments, particularly those of Udayeśvara temple in Madhya Pradesh and Koṇārak in Orissa. A consideration of all this material would have meant a rewriting of the present text, so as to incorporate the findings in the existing framework: it would also demand the extension of the time limitation the original work had set upon itself to a much later period. This would be particularly true of the great wealth of the traditions of mural and miniature paintings which have aroused enthusiastic interest of scholars and art historians during the last two decades.


			The Preface to the first edition mentions the Nr̥tta Ratnāvalī and the Saṅgītarāja and some other works which could not be considered. It would have been logical to include analysis of these texts in the second edition. A perusal of these and many others which have since been published convinced the author that a fuller analysis of the material contained in these texts demanded a separate supplementary volume and not an enlargement of the present one. Important amongst these is the Bhoja’s Śr̥ṅgāraprakāśa, Ashokamalla’s Nr̥tyādhyāya, Vācanācārya’s Saṅgītopaniṣat Sāroddhāra, Śubhaṅkara’s Hastamuktāvalī, Mahāpātra’s Abhinaya Candrikā, the disputed text of Govinda-līlā-vilāsa from Manipur, Aṭṭaprakāram and Kramadīpikā from Kerala, and many others. Many of these belong to the medieval period and open up a new field of exploration of the deśī traditions which constitute a parallel and complimentary stream to the mārgī or all that has been considered here. After careful consideration of the material, the author came to the conclusion that it would be more profitable to follow the present study with a supplementary volume supported by charts and glossary rather than to revise the present text which seeks to present a unified picture of one stream, over a limited period.


			 What is true of the textual material also holds good for the literary works. Here also a larger body of Sanskrit literature is now available and one can no longer restrict consideration of Sanskrit writing to the thirteenth century. Dramatic writing continued until seventeenth century and in some cases even later. A comprehensive account of all this would also demand an independent volume and not a revision. Also, concurrent was the evolution of Indian languages, and the developments in theatre, music and dance reflected in these works. The author has attempted to survey these literatures in these years and the results of these in relation to the development of dance and dance drama, dependent primarily on the literatures of these languages, have been incorporated in a volume on traditional dance-drama forms under publication by the National Book Trust. The study takes into account this later Sanskrit drama and the growth of Indian literatures: in this respect it should be considered a supplementary volume which attempts to establish the multiple continuities.


			As has been mentioned above, new evidence of dance and movement in Indian sculpture has come to light. Besides, there has been a substantial increase in a detailed analysis of other monuments of the medieval period. Consideration of this material would demand the enlargement of the present chapter on Sculpture and Dancing manifold. Of particular relevance to the present study would be the study of the sculptural reliefs of the Śārṅgapāṇi and Nāgeśvara temple in Kumbhakoṇam and some others which have cleaned up in Śrīraṅgam and Jagannātha Purī. Apart from the Indian material, a natural extension would be to take into account the prolific depiction of the movement of the dance in monuments of Asia ranging from Afghanistan to Indonesia and Cambodia. All this could not be contained in the present volume, because it would need the addition of at least another 400 plates. Thus instead of presenting a few scattered examples the author has already begun working on a comprehensive monograph on karaṇas which it is hoped will be published by the Department of Archaeology, Tamil nadu. Repeated visits to the three sites of Br̥hadeśvara, Cidambaram and Śārṅgapāṇi have convinced the author for the need for a complete re-evaluation of the subject, notwithstanding the valuable work of Shri C. Sivaramamurti in his Nataraja in Indian Art, Thought and Literature and the unpublished work of the late Shri T.N. Ramachandran.


			Separately, papers have been presented in two succeeding International Congresses of Orientalists in Ann Arbor and Paris on the sculpture reliefs relating in Prambanan and Borobudur and those of Cambodia and Burma. These are under publication.


			The whole sphere of painting had to be excluded in the first edition on account of the limitation of space and paucity of funds. This time also, it could not be included for the same reasons, and another, more significant, what appeared to the author and to her eminent gurus like the late Dr Vasudeva Saran Agrawala and Dr Moti Chandra to be scanty material, of mural traditions and the stereotyped repetition of the stylized pose, in miniature painting has indeed turned out, on deeper digging, to be an unparalleled documentation through line and colour of the history of choreographical patterns, movement and costuming. The author has been able to collect data relating to dance and theatre forms from the earliest prehistoric cave paintings, pottery and ceramics to the company school of the British period. Most significant amongst these is a sizeable body of paintings from the mural paintings of the Vijayanagara and the Nayak schools, and the documentation in the monuments of Kerala, both temples and palaces, which have been cleaned up by the Archaeological Survey of India. Knowledge is no longer restricted to the Mattanacherry and Padmanabhapuram palaces. Alongside has been the unravelling of many valuable sets of Jaina miniature painting. The three volumes of Jaina Art and Architecture, Moti Chandra and Karl Khandalavala’s work on New Documents in Indian Painting and the Moti Chandra’s last book on Studies in Early Indian Painting have thrown significant light on these. The evidence relating to dance in these and much else, which remains unpublished (but to which the author has had access fortunately), is immense and an analysis of this will no doubt present new facets of the performing arts. Neither the present format of the book, nor the expenses involved would allow the inclusion of this material. Since the field of painting is integral to the basic framework, the Sangeet Natak Akademi plans to bring out a companion volume on the subject.


			The chapter on Music and Dancing was considered proportionately brief and inadequate by some critics. While it would be possible to enlarge the scope of the chapter to include earlier and recent publications of musical texts, the author did not consider it necessary to change the basic structure of the book merely to include more textual material much of it adequately dealt with by other scholars. Nevertheless, the author’s exploration of the oral traditions of music as pertinent to dance styles revealed that there was a vast storehouse of regional musical traditions which lay untouched. A consideration of this material would necessitate a technical examination of the compositions, supported by charts, notation of notes and movement, line drawings and the rest. All this work could not be undertaken by the publishers. The author hopes that younger scholars will pursue this line of inquiry and conduct such technical investigations. Indeed, the author is happy to say that two scholars have begun working in the field.


			And finally no account of the dance and the Indian performing arts would be complete without taking into account of the variegated and significant living traditions still extant in tribal and rural India. Their contribution in shaping the traditions of the classical arts cannot be overlooked. This distinct though related field had to be investigated: the author has made an attempt at identifying this contribution and the mutual dependence of the two traditions of the literary and the illiterate, the mārgī and the deśī in a publication entitled the traditions of Indian Folk Dance published by the Indian Book Company. Many aspects of the Nāṭyaśāstra, lost to the classical arts, live and vibrate in the tribal and rural dances of India.


			The above enumeration will perhaps convince readers that although the author shared their anxiety for a second revised and enlarged edition, the source material was far too vast and immense to commend such a course of action. Thus, instead of rewriting an old book, the author preferred to write supplementary works which would be a natural filling up of the basic framework followed in the original work. Also, the author is of the belief that the original work continues to provide the foundation of an approach to the study of dance and has validity.


			This belief has been confirmed and supported by the reception which was received by the original work from scholars across diverse disciplines, ranging from Dr G.C. Pande, Dr V. Raghavan, Shri A. Ghosh, Dr N.R. Ray, Dr Karl Khandalavala to Reginald Massey, Betty Jones, Renee Renouf and others. Also, it is gratifying to note that scholars and students have begun to follow a methodology of research in the Indian Arts which aims at a total (albeit perhaps not a holistic) view rather than a fragmentary and unidimensional approach.


			 -Kapila Vatsyayan 


			New Delhi


			30 June 1976


		


	

		

			Preface to the First Edition


			The present study is the result of some fifteen or more years of labour in a field which has, perhaps because of its very nature, received inadequate attention in the past. As a practical student of classical Indian dance forms I had found it necessary to examine and understand the theoretical bases on which the tradition of the dance and the traditional techniques had been built. The gurus and masters, hereditary repositories of what were unquestionably the authentic traditions and techniques of Indian dancing, could only provide inadequate or unsatisfactory answers to many of the theoretical questions that arose in my mind. This impelled me to conduct my own research into the original texts. The relationship of the arts, I thus observed, and the insights I gained encouraged me to pursue the detailed study of the field which forms the subject of the present work. I consider it my good fortune that I should have been led to the subject by what may appear an indirect route, because without this practical background I would have found it far more difficult to reach the bridge from the theoretical tenets to the vast and varied field of their application to dance practice. It is the discovery of such bridges and the clear demarcation of routes across them that has been my chief purpose in the present study. I may be permitted to express the belief, in all humility, that the purpose has been achieved. I trust that the lines of study indicated here will be extended to other fields which are, as I have attempted to demonstrate, inseparably related. 


			The size and nature of the field was formidable and I had naturally to restrict myself to what could be spanned by a unified study. Geographically its scope extended from Manipur to Gujarat and from Moheṅjo-daṛo through Khajurāho to Kerala. It was not only the archaeological sites scattered over this vast area or the objects recovered from them that had to be surveyed. The different local traditions of the schools of classical dancing preserved in isolated pockets throughout the country had also to be studied; and patient solutions found to intricate problems through personal contact with ageing gurus who represented the precious oral tradition of classical Indian dancing and who alone could provide the insight which would illuminate a study of so complex a field.


			While the rasa theory is common to all Indian arts, a parallel study of the different art forms in relation to this theory has not been undertaken before. Indeed, it may justifiably be said that western scholars and art critics have generally devoted greater attention to the continuous study of the theoretical foundations of artistic practice than has been the case in India. Of course, to a large extent, this has resulted the very nature of western and Indian artistic theories. In the west, the theoretician as well as the practising artist in every field of art including literature has been actively concerned with “significant form” and has therefore generally studied several arts together or in relation to one another. In India, however, because of the emphasis placed by the rasa theory on the evocation of a mood or the attainment of a “state of being”, both the artist and the theoretician have tended to be concerned primarily with technique. This concern with technique has tended inevitably to isolate one art from another because techniques are specific and exclusive.


			While the present study has, I believe, provided the groundwork for a complete historical study of classical Indian dancing and the evaluation of its different forms, the limits within which I have worked must here be clearly stated. I have dealt, in some degree of detail, with literary and sculptural material up to the medieval period. It would be logically consistent to continue this study into the beginning of the modern period, and it is my hope and wish that such a study will be undertaken in the near future. But it is obvious that this would require the collaboration not only of a large number of individual workers but also of regional institutions. Since from the medieval period onwards the unity provided by the Sanskrit texts is no longer sustained, the study would have to be extended to material in a number of regional languages. Apart from the difficulty of access to such language material and the problems of transliteration, translation and interpretation which might well prove too large for the capacities of any single individual, it is even possible that the diversity of the material might only blur the outline of the continuity provided by the Sanskrit tradition.


			It has been a part of my good fortune, referred to earlier, that in the course of practical training in the different dance disciplines, I have been able to establish contacts with and receive valuable guidance from a number of gurus of dancing and ustāds or heads of gharānās of music, and I have naturally profited by the material thus made available. But obviously, a history of the theoretical foundations of Indian dancing cannot rely on such fortuitous circumstances.


			Most of my literary and sculptural source material is known. My purpose was not so much to bring new material to light as to organize and correlate the existing material in a pattern of significance for the historical study of the classical Indian dance. In the field of sculpture particularly it was considered desirable to refer primarily to known examples in order to facilitate the main argument. An endeavour has been made to analyse sculptural representations of dance scenes in terms of dance poses and dance movement and thus to establish the close relationship between the two art forms.


			The use of literary material has been more or less analogous. Though I have considered a number of unpublished manuscripts relating to dance in Indian libraries and abroad, I have based my argument in the main on published works. I would have liked to include in my examination some recently published manuscripts, specially Jayasenāpati’s Nr̥tta Ratnāvalī and the Saṅgītarāja and some other works published in Orissa, Andhra Pradesh and Assam. It was not possible to do so because the press copy had already been handed over and the press was unable to cope with additions during the years that the book awaited publication.


			In the field of music greater emphasis has been laid on practice than on literary and other evidence; this was considered necessary to bring out the complete interdependence of music and dancing. A detailed analysis of texts of music was deliberately left out, on account of the obvious reason, that much valuable work has already been done on both textual and critical interpretation.


			It is hoped that this analytical study will give the reader a clear picture of the interrelationship of the Indian art forms and of their common theoretical basis, and help him to recognize the true character of the Indian dance as the highest artistic integration of the forms and ideals of literary as well as audio-visual arts.


			Work of this nature cannot be undertaken without help and guidance from many people and I unhesitatingly acknowledge my indebtedness.


			Amongst the gurus from whom came my first insights into the great integrating power of the dance, I remember the late Minakshisundaram Pillai and Bharatam Narayanaswami Bhagavatar. To late Guru Amobi Singh, the late Mahabir Singh and Achchan Maharaj, my revered teachers of Maṇipurī and Kathak dance respectively, I owe my awareness of the vast body of tradition embodied in Indian dance styles, and the intricacy of thought to which they give visual form. To Shrimati S.V. Lalitha and Shri Debendra Shankar, I am grateful for the experience of Bharatanāṭyam and Uday Shankar styles. My training in the principles of movement analysis and dance notation with Dr Juana de Laban, daughter of Dr Rudolf von Laban, was not only a stimulating experience but a very fruitful one in my subsequent studies.


			Scholars in the field of Indian studies have guided me in the search for solutions to many problems that arise in correlating the academic with the oral traditions of the arts of music and the dance. I recall with gratitude some enlightening discussions on the content of the dance for which Mahāmahopādhyāya Paṇḍit Gopīnātha Kavirāja kindly gave me the time. I acknowledge also Dr V. Raghavan’s willing help and guidance in addition to the benefit derived from his own studies in the field. Above all I am profoundly indebted to the late Dr Vasudeva Saran Agrawala, who as my research supervisor for a doctoral thesis I presented on the subject some of the material of which forms the basis of the present work, was not only a meticulous and exacting critic but also an inspiring guide.


			To Shri S.H. Vatsyayan I am indebted in many ways and on many planes. The first insights into the relationship of word and movement came through many fruitful discussions. Later, his logical incisive criticism and his unquestioned help and support in all aspects of the work were both a source of encouragement and a challenge.


			The Directors of several museums, and in particular Rai Krishnadasa (Bharat Kala Bhavan, Benares), and Dr Moti Chandra (Prince of Wales Museum, Bombay) have given me many valuable suggestions. Association with them and their work has also helped me to pursue many lines of thought to definitive ends.


			Dr A. Ghosh, Director-General of Archaeology (now retired) and officers of his department have been most helpful in providing photographs and other illustrative material. Other sources of photographs have been separately acknowledged.


			Dr Nihar Ranjan Ray and Dr Vidya Nivas Misra read the manuscript and made many helpful suggestions for which I am grateful.


			I thank also the officers of the Sangeet Natak Akademi for their patience in seeing the book through the press. I am particularly sensible of the compliment implicit in the Akademi’s acceptance of the present work as the first in their programme of research publications.


			-Kapila Vatsyayan


			New Delhi


			December 1968	
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			Flying Figures
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				59	Mathurā: Dancers and Musicians at Nema’s Feet, 1st century ce
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				67	Amarāvatī: Medallion – Internal Face of Frieze of Outer Enclosure, 2nd century ce
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				132	Coḷa: Bālagopāla, 12th century ce
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			Introduction


			The present study is an attempt to investigate the nature and extent of the part played by other arts, especially literature, sculpture and music, in the development of Indian dance and to determine the role of dance in these arts. Since all classical Indian arts accept a common theory, which they faithfully follow, the attempt has necessarily involved a review of the fundamental principles of aesthetics which have governed the practice of these arts for fourteen centuries or so. Thus the scope of this presentation is:


				(i)	to give a general idea of the aesthetic theory common to literature, poetics, dramaturgy, sculpture, painting, music and dancing;


				(ii)	(a)	to analyse the theory and technique of classical Indian dancing, with particular emphasis on the significance of symbols and symbo­lization,


					(b)	to trace the history of the theory of dance as formulated in the Sanskrit texts from the Nāṭyaśāstra to the Bālarāmabharatam, and


					(c)	to analyse the conscious attempts to represent and illustrate dance movements in sculpture, as in the Cidambaram Temple (Naṭarāja Temple);


				(iii)	(a)  to analyse the references to dancing in the creative literature (kāvya) of Sanskrit from the early Vedic texts to the late medieval dramatic works (thirteenth-fourteenth centuries),


					(b)	to identify the general and more particular forms of dancing pre­valent in different periods, and


					(c)	to establish the close relationship between dance and drama and to see how the technique of dance affects the dramatic technique of the classical drama;


				(iv)	(a)	to analyse the treatment of the human body as form in Indian sculpture and dancing,


					(b)	to interpret the concepts of māna, sūtra and bhaṅga as principles of space, mass and weight manipulation,


					(c)	to review the yakṣī and śālabhañjikā motifs as figures representing dance movement in Indian sculpture, and


					(d)	to analyse the dance scenes in sculpture in terms of the technical terminology of dance as enunciated by Bharata;


				(v)	to trace the history of dance through pictorial evidence from the earliest murals to medieval miniature painting tradition; and


				(vi)	to consider the general principles of Indian musical theory and musical composition in their bearing on classical dance composition.


			The sources utilized for this study are the Sanskrit texts from the R̥gvedic period to the fourteenth century and the examples of Indian sculpture from the earliest figurines of the Indus Valley to medieval sculpture in the field as also in collections. No attempt has been made to extend the study to the material available in regional languages.


			II


			The aesthetic enjoyment of the classical Indian dance is considerably hamper­ed today by the wide gap between the dancer and the spectator. Even the accom­plished dancer, in spite of his mastery of technique, may sometimes only be partially initiated in the essential qualities of the dance form and its aesthetic significance. But, in the case of the audience, only the exceptional spectator is acquainted with the language of symbols through which the artist achieves the transformation into the realm of art. The majority are somewhat baffled by a presentation which is obviously contextual and allusive but which derives from traditions to which they have no ready access. Although they are aware that the dance is an invitation, through its musical rhythms, to the world in time and, through its sculpturesque poses, to the world in space, in which the character portrayed is living, they are unable to identify themselves with him. Far less are they able to attain such identity with the dancer in his portrayal of the particular role.


			Even this awareness is, however, a partial and imperfect comprehension of the essential interrelationship of the arts, which is one of the basic assumptions of classical Indian aesthetics. This interrelation, or rather this integrity, of all the arts is well illustrated by the dialogue between King Vajra and Sage Mārkaṇḍeya in the Viṣṇu­dharmottara Purāṇa.


			King Vajra requests the sage to accept him as his disciple and teach him the art of icon-making, so that he may worship the deities in their proper forms. The sage replies that one cannot understand the principles of image-making without the knowledge of painting. The king wishes for instruction in this art and is told that, unless he is accomplished as a dancer, he cannot grasp even the rudiments of painting. The king requests that he be taught dancing, whereupon the sage replies that, without a keen sense of rhythm or a knowledge of instrumental music, profi­ciency in dance is impossible. Once again the king requests that he be taught these subjects; to which the sage replies that a mastery of vocal music is necessary before one can be proficient in instrumental music; and so finally the sage takes the king through all these stages before he is taught the art of iconography.


			The present study is an attempt to determine the exact part played by these arts in the creation of Indian dance and in turn to ascertain the role of Indian dancing in these arts. Through the history of classical Indian sculpture and literature, it is possible to put together a fairly continuous social and technical history of dance.


			III


			The Hindu mind views the creative process as a means of suggesting or re­creating a vision, however fleeting, of a divine truth; and regards art as a means of experiencing a state of bliss akin to the absolute state of ānanda or release in life (jīvanmukti). The spectator must also thus have an inner preparedness to receive this vision and be a potential artist; he is a rasika, a sahr̥daya, one who is capable of responding. The training and initiation of this person is almost as important as the training and discipline of the artist himself. All Indian arts, especially the arts of music and dancing, thus demand a trained and initiated spectator. An awareness of the salient features of the vast background of Indian dancing can help to formulate some of the demands traditionally made on the spectator. This study will, therefore, naturally concern itself with the basic aesthetic principles shared by all arts and then proceed to examine those aspects of the different Indian arts which have played an important role in the theory, technique and practice of Indian dancing.


			If one may be permitted to anticipate the result of the study in general terms, one may suggest that in the technique of Indian dance the wheel of Indian aesthetics seems to have come full circle. Whereas in other arts the human being is the subject of artistic treatment, Indian dance treats the human form as a vehicle of artistic expression and synthesizes in itself the content and form of other arts into one homogeneous, beautiful whole. It is not an accident that the dancing Śiva, Naṭarāja, represents the apotheosis of the spiritual and artistic faith and the striving of people. This image is the supreme symbol of all aspects of life as much as dance itself re­presents the synthesis of all aspects of creative activity.


		


	

		

			1


			Indian Aesthetics


			For the traditional Indian artist, regardless of the field in which he worked, artistic creation was the supreme means of realizing the Universal Being. Art was a discipline (sādhanā), a yoga and a sacrifice (yajña).


			Any form of sādhanā is a means of achieving a state of complete harmony (sāmarasya) and thus of total release (svātantrya) from the “so-much-ness” (iyattā) of life; it leads to a recognition of one’s truer self. These were also the ends which the Indian artist, as a sādhaka, pursued.


			The spiritual, mental and physical discipline required in the search for complete harmony is yoga. Yoga is adeptness or efficiency in any activity undertaken by the individual: this is the karmasu kauśalam of the Bhagavadgītā. Yoga is the power of withdrawal of mental energy from all activity not directed towards the single end in view; it is also perspicacity of vision which enables one to see the underlying unity of everything.


			All activity, inasmuch as it is a dedicated activity, is a sacrificial offering: yajña is the offering of the best that one has to the best that one seeks. The Śatapatha Brāhmaṇa elaborates the concept of cosmic sacrifice, the counterpart of the idea of perpetual sacrifice treated of in Upaniṣadic literature. The artist was also obligated to the offering of his best to his iṣṭa devatā.


			Accepting this major concept of Hindu spiritual and philosophical thought, the Indian artist could not possibly regard the problem of art creation as one of giving universal significance to his own subjective experience. He was involved in a discipline for the attainment of the Infinite, the Universal Being, in his individual self. The problem for him was one of suggesting or revealing or recreating this Infinite, Divine Self through finite symbols of stone, line, language, sound and movement. Through this creation he sought to evoke a state of pure joy (ānanda). The artist was indeed like the worshipper who saw again and again the godhead and who attempted to recreate the ultimate state of his realization through the specific technique of his art. To a person so conditioned, an art creation was a spiritual discipline, in which he had intuitively to know the truth of what he experienced before he gave it a concrete manifestation in art. Physical perception, the imitation of nature, was irrelevant to this belief, and artistic creation could be a success only if it achieved the supreme artistic purpose of creating a state of bliss, second only to the seeker’s ultimate goal of absolute bliss in the Brahman (brahmā-nanda). The aesthetic experience was considered second only to the supreme experience and was thus termed its twin brother (brahmānanda-sahodara).


			If the above concepts were the fundamental principles of an artistic consciousness, the realm of aesthetics or the artistic experience could obviously not be limited to ideas, conflict and thought. “Ideas” and the problems of suffering, pain and “conflict” belonged properly to the realms of philosophy; aesthetics, like religion, was the realm of the spirit. The artist’s preoccupation was with the “symbol” through which states of being could be suggested or recreated. Subjective personal experience played little or no part, and artistic creation began only when the artist had attained, in his own intuitive mind, the state of calm termed as equilibrium (hr̥dayaviśrānti). Having conquered all personal suffering and pain and attained this state of complete detached emotion, he presented through age-old symbols the spectrum of life only to recreate a similar state of being in the reader or spectator, a state in which the latter could experience, however transitorily, the pure bliss (ānanda) of art.


			The aesthetic which emerged as a result of these beliefs was the theory of rasa. Since the human being and his subjective emotion were not themes important enough to be portrayed in art, life was seen as a series of states of being which, though diverse, led to one transcendental experience of bliss.


			The theory of rasa, as conceived by the Hindu aesthetician and as practised by the artist, has two aspects. The first is the evoked state (rasāvasthā) in which transcendental bliss is experienced; the second is the sentiments, the moods, the permanent and transitory states, which are the object of presentation. The second provided the content of art; the first was its ultimate objective. The configuration of numerous transitory states (vyabhicārī bhāvas), involuntary states (sāttvika bhāvas) and dominant moods (sthāyī bhāvas) into eight or nine states of being can be understood in the light of these spiritual beliefs. The technique of the arts was directly conditioned by these principles and the techniques of the Indian arts are the rules through which these rasa states can be evoked. These principles are evident in the rules of proportion in architecture, in the detailed formulations of the principles of measurement (tāla) and stance (bhaṅga) of Indian sculpture, in the relative disposition and proportion of colour and perspective in painting, in the patterns of division and combination of the movements of the major limbs (aṅgas) and the minor limbs (upāṅgas) in dancing, and in the use of micro-intervals (śruti) and notes (svara) in a given mode (rāga) to create a particular mood in Indian music.


			It is the aesthetic theory of rasa which provides an underlying unity to the Indian arts. Deriving from this fundamental belief about the nature of the aesthetic experience, they share with one another the principles of technique while maintaining their autonomy. There are numerous points of contact where one art form borrows or even builds upon the achievements and techniques of other forms. Although the theoretical canons of any one art prescribe techniques relating only to that particular art form, the underlying principles are the same and are often taken for granted or referred to only implicitly.


			While it is not intended to discuss the theoretical and historical development of the theory of rasa in detail, it is necessary to survey briefly the salient features of this theory which guided the practice of the arts in India through many centuries.


			 The two aspects of rasa mentioned above, the transcendental experience and the objects of presentation, gave rise to two separate discussions in the critical texts on Indian aesthetics. First, there was the inquiry into the nature of this experience itself; second, the discussion bore upon the form and techniques of presentation of the transitory and permanent states of mind through the diverse media of language, mass and volume, sound, movement, etc. The inquiry into the nature of the aesthetic experience was pursued within the framework of recognized schools of philosophic thought, while the study of form and technique resulted in several manuals dealing with different art forms.


			The best examples of discussion on the nature of the aesthetic experience are to be found in theoretical treatises on literature, specifically poetics and dramaturgy. Although the earliest formulator of the theory, Bharata, did not himself enter into the metaphysical aspects of the aesthetic experience, the commentators approached the question from the point of view of the different systems of Indian philosophy: nyāya, sāṁkhya and vedānta, and the Śaiva doctrine of Kashmir. The discussion is so lively that the history of Indian aesthetics during this period may be considered as merely the history of the interpretation of these discussions on the nature of the aesthetic experience in the context of these philosophies. Significantly, the one point on which all the commentators agreed was the intrinsic difference between aesthetic emotion and emotion in real life. Whether the approach was the nyāya one of Śrīśaṅkuka, or the sāṁkhya or vedānta of Bhaṭṭa Nāyaka, or the Śaiva one of Abhinavagupta, it was unanimously accepted that the aesthetic experience at the highest level was essentially different from any experience in the empirical world. The scholars further agreed that the state of being which this art experience evoked was a state akin to that of spiritual realization.


			According to Abhinavagupta, whose approach was that of Śaiva monism, the duality of subject and object disappeared through intense introversion, and, ultimately, a state was evoked unlike any empirical experience. This state was a transcendental one (alaukika) like the experience of pure bliss (ānanda). His notions of taste (rasikatva), aesthetic susceptibility (sahr̥dayatva), power of visualization (pratibhā), poetic culture (kāvyānuśīlana), contemplative habit (bhāvanā) and a capacity for identification or “becoming” (tanmayī-bhāvanā-yogyatā) clearly express his belief in the distinct quality of the aesthetic experience.


			The artist in turn began with the premise that his ultimate aim was to attain this perfect state of release and that art was the special instrument through which the artist revealed to the initiated and responsive mind (the sahr̥daya, the rasika) the reality of the Universal Being experienced by him.


			Such being the beliefs and assumptions shared by the theoretician and the artist, the problem that exercised their minds was that of the technique pertinent to each art. It is precisely this aspect of the arts of poetry, drama, architecture, sculpture, painting, music and dance that is most frequently elaborated upon in the theoretical treatises, while the spiritual aims and philosophic attitudes are taken for granted. The continuity of tradition in the arts was maintained so long as these principles were accepted as a matter of faith; when the underlying beliefs came to be doubted, the tradition fell into decay or disintegrated altogether.


			Rasa as a theory of technique can profitably be applied to all the creative arts in India. The technique of all arts, as enunciated by the theorists and manifested in the creative works, makes it quite clear that it did not permit or condone negation of the established and verified laws of execution.


			Once intuitive idea had been grasped by the artist on the spiritual plane, he followed faithfully and rigorously the laws of arrangement of word, line, mass, colour, posture, sound and movement as laid down in the canons. Through all their crowded multiplicity on the plane of execution, he never lost sight of the fact that all these rules were designed to perfect the instrument of expression of the ultimate spiritual fountainhead and the Infinite Spirit: each single detail of technique was significant only in so far as it was a hand-maid to the central intuitive idea and the Absolute State. Had the technique of the Indian arts been merely a collection of technical rules, it would have been difficult for the creative artist to adhere to them so faithfully and so completely over a period of fourteen centuries. Also had the technical laws not allowed freedom of expression, experimentation and innovation, there would have been artistic revolts.


			Classical Indian architecture, sculpture, painting, literature (kāvya), music and dancing evolved their own rules conditioned by their respective media, but they shared with one another not only the underlying spiritual beliefs of the Indian religio-philosophic mind but also the procedures by which the relationships of the symbol and the spiritual states were worked out in detail. Each art worked out an elaborate system for the presentation of the different elements of a work of art in a deliberate and well-defined pattern. The different constituents of drama, poetry, architecture, etc. were enunciated to instruct the artist in the manner of and material for presenting them: each constituent had a precise function to perform. The more deeply we penetrate the technique of any Indian art, the more clearly we see that what may seem spontaneous, individual, impulsive and natural to the lay spectator is in reality well-considered, long-inherited, minutely studied and imbued with a highly symbolic significance.


			Bharata discusses this aspect of aesthetics in the Nāṭyaśāstra, and to him the problem of aesthetics is actually one mainly of technique. In fact, it would seem that the sole aim of Bharata was to instruct dramatists, stage managers and actors in the ways and means of producing drama, to tell them of the various methods and techniques by which a particular rasa could be evoked.


			The analysis of the plot, character and types of enacting (abhinayas), different modes (vr̥ttis) of delivery, elaborate conventions (dharmīs) of suggestive or realistic presentation and of zoning (kakṣā-vibhāga), as well as the rules governing the use of costumes, colours, ornaments and even coiffure can fully be appreciated only if we realize that each of these was a vehicle of a greater purpose and had a function to perform beyond itself. Each element was correlated to the basic state (sthāyī bhāva) which was to be portrayed through a series of transitory states (vyabhicārī bhāvas). Thus the nature of the rasa and the sthāyī bhāva determined the type of plot, character and speech the dramatist was to use; it also determined the nature of the stage presentation and the proportion of the different types of abhinaya – those relating to movement (āṅgika), speech (vācika), internal states (sāttvikas), costume and make-up (āhārya). Bharata also laid down conventions of stage presentation – realistic (lokadharmī) or suggestive (nāṭyadharmī) – most appropriate for any particular type of drama: he prescribed the mode or manner (vr̥tti) of speech delivery for different types of action, theme or locale – the graceful (kaiśikī), the energetic (ārabhaṭī), the verbal (bhāratī) and the grand (sāttvatī). Thus every movement of the body or each gesture of every limb has been analysed to correlate it to its particular transitory and basic emotional state; each pattern of rhythm, musical note and speech has been dissected in order to establish the complex and deliberate design in the presentation of drama in its totality. There is no scope here for chance and no place for the personal subjectivity of the artist. The actors of the Hindu drama are thus master manipulators of gesture within the different conventions of dramatic performance, as the puppet showman is of the limbs of his puppets. The representation of the emotions of the hero is to be entirely independent of the actor’s or dancer’s own feelings. Hence he or she can enjoy the transcendental flavour, the rasa, in the same impersonal way as the audience. The work of art and also the artist and the actor thus become participants in a ritual where the work of art is the yantra – the device through which the artist (sādhaka) sees the vision of the Absolute as much as the audience to whom the work of art is presented.


			The same principles guide the various systems of Indian classical music. The classification of sound notes (svaras) into micro-intervals (śrutis) which combine to form different types of rāga can be understood in terms of the individual emotional content of single entities of sound and their total effect in a composition. The twenty-two śrutis which the theoreticians of Indian music speak of are like gestures in dance or words in poetry, imbued with a distinct character and significance. The sentiments or expressions which are indicated by each of the śrutis have been classified, each śruti being given a name depicting its character; and in some systems, as in that of Pārśvadeva, these names were different for each octave. These expressions were further classified into five main groups (jātis) called moderate (madhyā), keen (dīptā), large (āyata), compassionate (karuṇā) and tender (mr̥du).1 From these twenty-two main intervals (śrutis), the seven notes (svaras) are derived. The word svara, accurately translated, is not only the pitch of sound, but a pitch of sound which is capable of an expression.2 As defined by Śārṅgadeva, “sound is first heard as an interval – a śruti, but the resonance that immediately follows, conveying of itself (without external aid) an expression to the mind of the hearer, is called svara – a musical note”.3 Every svara stands for a certain definite emotion or mood and has been classified according to its relative importance, and it forms a different part of the “person” of the modal scale (mūrcchanā).


			The note sā (ṣaḍja, the tonic) is said to be the soul. Ri (r̥ṣabha) is called the head, gā (gāndhāra) is the arms, mā (madhyama) is the chest, pā (pañcama), the throat, dhā (dhaivata), the lips, ni (niṣāda), the feet. Such are the seven limbs of the modal scale.4


			These notes are also said to correspond with the seven basic elements of the physical body and issue from the seven centres (cakras)5 of the subtle body.


			The mathematical classification of sounds as intervals and relative pitches is the basis on which their musical classification as expressive notes is made. Various notes, carefully selected from the twenty-two intervals of the śruti scale, group together to form a mode, a rāga. The essential feature of a rāga is its power of evoking a state of being in the hearer. The different definitions of rāga contained in texts of music point to the state which it arouses by using definite musical notes in a special sequence and combination. Thus Mataṅga defines rāga “as a composition of notes (svaras) having a peculiar musical significance in their values of duration (sthāyī), ascent (ārohaṇa), descent (avarohaṇa) or movement (sañcārī) and capable of invoking in the human mind particular feelings” (literally, of colouring the hearts of men).6 The definitions of śruti, svara and rāga given above will indicate the great importance attached to the evocative quality of sound. Each śruti has a definite character; the names mandā, candovatī, dayāvatī, rañjanī, raudrī, krodhā, ugrā or kṣobhiṇī denote their emotional quality which dwells in combination or singly in the notes of the modal scale: thus dayāvatī, rañjanī and ratikā dwell in the gāndhāra and each of the notes (svaras) of the scale in its turn has its own kind of expression and distinct psychological or physical effect and can be related to a colour, a mood (rasa or bhāva), a metre, a deity or one of the subtle centres (cakras) of the body.7 The correspondences of notes with moods (rasas) and colour are listed in all the important treatises on music. Thus for the Śr̥ṅgāra (amorous or erotic) Rasa  and the hāsya (laughter) rasa, the madhyama and the pañcama are used; for the vīra (heroic), raudra (wrathful) and the adbhuta (wondrous), the ṣaḍja and the r̥ṣabha; for the bībhatsa (revulsive) and the bhayānaka (fearsome), the dhaivata; and for the karuṇa (compassionate), the niṣāda and the gāndhāra are used.8 A similar correspondence with colours is also worked out; then these notes, each with its particular seer (r̥ṣi) and rasa, combine in various sequences to form harmonic structures specific to each rāga. The name of each particular rāga thus connotes a scale bearing a distinct relationship of the successive notes (svaras) to the invariable “tonic” or drone, with its harmonic structure determined by the sonant (vādī), the consonant (saṁvādī) and the chief note (aṁśa svara). Each arāga in turn suggests a particular state; thus the different rāgas have been categorized according to the emotional effects they produce and linked to different periods in the day–night cycle.


			The technique of Indian music, like the technique of Indian drama, thus analyses in detail the uses of each single unit and interval of sound to produce a configuration of a basic emotional state or mood (sthāyī bhāva or rasa). We see thus that the concepts and methods used by the Indian musician are exactly the same as those used by the dramatist: the differences are only modifications due to the change of medium. Just as the Indian poet or dramatist, in order to evoke a certain rasa, presents a single theme with one sthyāyī bhāva, so also the Indian musician chooses a particular rāga to evoke a particular rasa. The svara, with its variations of flat (komala), sharp (tīvra), pure (śuddha), is analogous to speech with its different types or modes; and the composition of the notes in the different phases of the rāga – the ālapa, the sthāyī and the antarā (or the pallavī, the anupallavī and the caraṇam of Carnatic music) – correspond to the junctures (sandhis) of drama. The different methods of manipulating them parallel the different types of abhinaya with its components of vibhāva, anubhāva and vyabhicārī bhāva conditioned by the vr̥tti and the particular convention of presentation (dharmī). The multiplicity of the various aspects of poetry and drama, viz. words (alaṁkāras) in poetry and speech, enacting (abhinaya) in drama, give rise to the harmonious oneness of the basic state (sthāyī bhāva). The rāga employs the multiplicity of the svara (note) structures as components which are used in a given sequence with the full realization of the subtle distinctions between the emotional quality of any two notes, and the characteristics of the śruti which dwell in each of these notes – out of sixty-six possible intervals (śrutis), twenty-two are chosen on account of the distinctive emotional quality assigned to them – give rise to the main basic mood of the rāga which would in turn evoke the particular rasa.9 The principles which each art follows are devised in pursuit of identical aims and have analogous concepts of the structure of artistic composition.


			The above, however, is a discussion of the technique of music only from the aesthetic point of view. It is necessary to mention that, like literature, music also has a philosophic and spiritual basis for its aesthetic character. According to the brahmanāda theory, cosmic sound (nāda) is considered the cause of the material universe and is identified with the Brahman of the Upaniṣads. The structure of music is based only on audible or perceptible sound (āhata nāda) and not on absolute sound (anāhata nāda), which belongs to the sphere of yoga. There is, however, a close relationship between the two; and the choice of the twenty-two from amongst the sixty-six arithmetically possible intervals (śrutis) is made on this basis. The relationship between śruti and nāda is visualized as the relationship between the actual and the potential: śruti is the immediate expression of nāda, which leads to the perception of the latter. Because nāda is related to the Ultimate exactly as rays are to a gem, and just as an approach to the rays of a gem leads to the attainment of the gem itself, so the apprehension of nāda leads to the realization of the Ultimate; and music is the process by which the Absolute can be apprehended through the sensuous medium of śruti and svara, and of the rāga.10


			 Turning our attention to Hindu architecture, sculpture and painting, we find that these arts also manifest the principle of multiplicity and unity on the spiritual, philosophic and aesthetic planes. Hindu architecture proves most powerfully that all art reposes on some unity and all its details, whether few and sparing as in the Buddhist stūpa or crowded and full as in the Hindu temple, must go back to that unity and further its significance; otherwise it is not art and has not fulfilled its function. Indian architecture constantly represents the greatest oneness of the self, the cosmic and the Infinite in the immensity of its world design. All the special features of this architecture, its starting point of unity in conception, its crowded abundance of mass and design of significant sculpture, ornament and detail, and its return to the oneness, are “the necessary units of this immense epic poem of the Infinite”. Without going into the technique of architecture which lays down the method by which this infinite multiplicity can fill the ultimate oneness, it is enough for our purpose here to be fully aware of the tremendous unity of purpose and design which Indian architecture symbolizes.11


			In terms of aesthetics, since architecture (more accurately the temple) represents heaven on earth, it arouses wonder (vismaya) and leads to the aesthetic experience of adbhuta.


			Indian sculpture like Indian architecture springs from a deep spiritual realization of the Divine and the Infinite. As Sri Aurobindo very aptly states: “The divine self in us is its theme, the body made a form of the soul is its idea and its secret”.12 Just as Indian architecture reveals the unity through infinite multiplicity, Indian sculpture embodies the spirit and soul of the cosmic Infinite in the form and body of the particular, the impersonal individual which in turn suggests the cosmic and the Infinite. The religious and hieratic aspect of Indian sculpture is also vitally connected with Indian methods of contemplation, where the image is the diagram (yantra) which the artist and the devotee alike contemplate.


			Indeed, it may be said that images are to the Hindu worshipper what diagrams are to the geometrician. The image is not a god or a divinity but merely an aspect or hypostasis (avasthā) of God, who is in the last analysis without likeness (amūrta), not determined by form (arūpa), trans-form (pararūpa). The multiplicity of Indian images and their infinite forms have to be understood in the light of their spiritual and philosophic bias. The human form, the particular attitude (bhaṅga, āsana, mudrā), is but the vehicle of a soul-meaning, a concrete embodiment of a great spiritual power and of inmost psychic significance: everything in the figure – face, hands, limbs, postures of every single unit of the human body – has been analysed with the object of correlating each physical gesture with an inner meaning which will combine to carry out the rhythm of total suggestion. The parts of the human form become the intervals (śrutis) of music and the characteristics of these basic units are worked out in great detail in treatises on Indian sculpture. In terms of aesthetics, thus, Indian sculpture also manifests to the spectator, through the portrayal of a variety of permutations and combinations of single units, an aesthetic configuration of a rasa similar to that aimed at by the poet or the musician. Every inch of the human form, every joint of the human skeleton, is given a significance, for it is not only the geometrical and physical possibility which is being explored, but its correlation to the meaning, to the attitude or the state the whole will evoke. As in music, literature and poetry, so also in sculpture, the Indian artist cannot and does not take the particular, the human or the individual, as his starting point; it is the impersonal emotion, the archetype, divided into its infinitesimal types which he portrays. The aesthetic theory which Indian sculpture thus evolves is a theory of plastic expression based on a correspondence between certain proportions and certain sentiments and qualities, just as the relationships of sound determine the sentiments and moods evoked by a musical melody. Character is thus portrayed through a knowledge of types in which particular qualities predominate, and by a systematic use of the physical postures, movements, turns and thrusts of the body which correspond to the moods. This relationship of the physical gesture to a mental quality, mood or state gives Indian sculpture its distinctive character. The classification of images according to qualities (guṇas) into sāttvika, rājasika and tāmasika, the analysis of the human form in terms of measure (tāla and aṅgula), the categorization of types of movement into three deflections (bhaṅgas) and the enumeration of images according to their postures (āsanas) have to be understood and evaluated with full realization of the final function which any piece of sculpture was designed to fulfil.


			The technique of Hindu sculpture follows faithfully the elaborate and beautiful system of proportions, which it uses constantly to model different types of images: the sculptor combines the basic units of these proportions according to well-defined laws in the same way as the musician combines the basic notes according to an elaborate system which has both an arithmetical validity and an emotional and spiritual significance. The division of the human form into tāla and aṅgula and the relationship of each of these to the different axes (sūtras) is based on precise anatomical rules on the one hand and laws of measurement on the other. With a set of such rules, the sculptor has at his command a series of devices by which he can depict the character of the image he is modelling. Gods, human beings, dwarfs, etc. can be modelled by employing different types of proportions (what in modern sculpture would be termed “enlarging” or “dwarfing” the size and volume of figures); and different aspects and moods of gods can be depicted by employing different types of bhaṅgas (deflections from the vertical axis or sūtra). These laws of proportions thus become symbolic and charged with emotional expressiveness; the smallest detail of anatomy down to the form of the nostrils and nails, the breadth of the navel and relative position of the toes, feet, knees, thighs, waist, hands, arms, etc. has been carefully worked out to indicate clearly their significance in the whole figure (an attitude or pose). Comparative measurements have been laid down for the respective images in their various aspects. The full human figure and the gods in their moods of serenity (śānta) or pleasantness (śr̥ṅgāra), etc. measure nine or ten units (tālas). But when other moods such as the heroic (vīra) and the terrible (raudra) have to be depicted, these figures assume a height of twelve units; in the fierce and the demonic (bhayānaka), or in aspects of the revulsive (vībhatsa), the height extends to fourteen tāla units. The goddesses and female figures in their different moods also assume the height of anything from seven to nine tāla units. Thus all types of characters can be depicted in terms of one of the five different sets of proportions, viz. the daśatāla, the navatāla, the aṣṭatāla, the saptatāla or the pañcatāla. The aṅgula (like the śruti in music) is the basis of the tāla, and can further be divided and subdivided into yava, yūka, likhyā, romāgāra, reṇu and aṇu (ray of the sun) as the minutest unit. Different texts work out the exact proportions of the human form in terms of aṅgula and tāla, taking one of the five sets of proportions for the total height of the image. Śukrācārya works out the exact details of a daśatāla pramāṇa image, specifying precise measurements for each part of the body from head to foot in terms of aṅgula. Thus, if the face is 13 aṅgulas, the neck is 5 aṅgulas, and the measurements from neck to chest, chest to navel and navel to the base of genitals are 13 aṅgulas each; the thigh and the calf are 27 aṅgulas each, the knee and the ankle are 4 aṅgulas each, the total height being 119 aṅgulas.13


			The human form is not only divided into tāla on the basis of actual surface proportions, but also measured along various axes on different planes: the measures along these different sections guided the Indian sculptor in the making of images. Five principal vertical axes (sūtras) are enumerated by the Śilpaśāstra texts. The brahmasūtra is the vertical axis or the imaginary line passing through the centre of the image and represents the direction of the pull of gravity. The madhyasūtra is the medial line drawn from the centre of the crown of the head, through the centre of the chest, the navel, the knees, down to the inner sides of the feet. The pārśvasūtra is the vertical drawn from the side of the forehead, the cheek, the side of the arm, the centre of the thighs, the centre of the knee and the centre of the ankle-joint. The kakṣasūtra is drawn from the armpit, by the side of the hip and the calf, and terminates on the fifth toe of the foot. The bāhusūtra is the vertical drawn from the shoulder joint to the ground.


			The three horizontal axes which are commonly used are the line passing through the base of the neck (hikkāsūtra), passing through the navel (bhadrasūtra) and the kaṭisūtra which passes through the hips and the pelvic girdle. The Mānasāra in chap. LXVII enumerates as many as eleven sūtras and lays down the relative distance of each part of the human figure from each of these lines for various types of deflected stances (i.e. the bhaṅga, commonly translated as pose). The sculptor is thus provided with rules both for surface dimensions and for measurements along different vertical and horizontal planes and sections for every type of image. The six different sets of measurements are termed as māna, pramāṇa, unmāna, parimāṇa, upamāna and lambamāna. The māna is the measurement of the length of the body; the pramāṇa is that along its breadth; the unmāna represents the measurement taken at right angles to the plane in which the as māna and the pramāṇa have been measured, i.e. along the axis of the thickness or depth of the body. The parimāṇa is the measure of the girth or periphery; the upamāṇa refers to the position of different limbs in relation to each other, e.g. the measurement of the interspace between the two feet. The lambamāna is the measurement along the vertical axes.14


			With the alphabet of a unit of time (tāla) and the measurement along the different planes, the Indian sculptor models the different poses of the image, employing all the permutations and combinations of movement possible in this given space. Any movement whatsoever can be comprehended into the four deflexions (bhaṅgas), i.e. the samabhaṅga, the abhaṅga, the tribhaṅga and the atibhaṅga only within the complex structure of the aṅgula, the tāla and the sūtra measures. A pose can contain within itself endless types of plastic composition, of erect, sitting, reclining postures; movement in sculpture has thus to be understood both as a manipulation of balance and weight and as a symbol of the spiritual idea which is embodied in the image. When the Śilpaśāstra discusses15 the exact points from which the brahmasūtra has to be drawn in any particular pose and the exact distance of each limb or part of the human figure from this line, it is fully conscious of the corresponding emotion which these deflexions and poses will arouse: thus the samabhaṅga is the pose of perfect poise and balance, the weight and mass of the body being equally divided and the right and left halves of the figure being placed in symmetrical positions. Texts prescribe the distance between the two heels, knees and thighs for this pose.


			Since the samabhaṅga is a position of equipoise or perfect balance, it is used to show the calmer, more reposeful moods and attitudes: all the sāttvika mudrās, therefore, whether standing or seated or reclining, are shown in the samabhaṅga pose. The dhyāna images of Śiva, Viṣṇu and the Buddha are in the samabhaṅga. The abhaṅga indicates the slight shift of the weight to one side and the vertical is drawn from a different point. The distance of the two big toes and of the knees from the median (madhyasūtra) is also different. The emotional quality of the pose does not suggest complete concentration and poise but, instead, a slight deviation from it. The slightly dynamic, the erotic (śr̥ṅgāra) and the delicately heroic (vīra) figures are depicted in this pose: Gaurī or Kodaṇḍa Rāma may be cited as examples. The deflection from the plumb line is relatively slight here; the weight is shifted to show the point of unrest but not of movement. The tribhaṅga and atibhaṅga denote greater deflections from the plumb line and are used to depict the heroic or the demonic moods. These proportions, deflexions, poses and hand gestures (hasta-mudrās) correspond thus to the character of the deity represented; they complete the exposition of the character otherwise set forth by means of facial expressions, attributes, costume or gesture. Each aspect, mood or incarnation of the gods in the pantheon, has its particular bhaṅga, āsana, sthāna, symbolic attribute, hasta-mudrā, dress and ornament. The multiplicity of the presentation of the different movements and linear measurements and their fractions, deflexions and deviations of weight and distance, all coalesce into a single powerful symbol of a unified state or mood. The pyramidal structure which we have observed in drama and music is again obvious in sculpture, where the whole reveals itself through a multiplicity of technique and design only to return to the unity and the oneness of the basic state (bhāva).


			The fascinating and overpowering quality of the most completely conceived technique is a distinctive feature of all forms of classical Indian art, where the smallest mathematical fractions and complex combinations of measurements all combine to suggest a unified experience on the psychical plane.


			A study of the alphabets and basic laws of composition of these arts clearly indicates the parallel techniques followed by them. The various aspects of technique are the first constituents to which each of these arts reduces itself, but it is the direction which is given to these constituents that gives Indian art its distinctive, spiritual and suggestive character. From the multiple base of the constituents a well-organized process leads up to an apex where each of the constituents of form has a corresponding spiritual or emotional value. The lines of technique move to form an artistic whole, corresponding physical and spiritual experiences merging in one overpowering symbol of an inner state of being.


			Indian painting, in spirit, in concept of form and in its vision, is identical with the spirit and approach of Indian sculpture. The technique of Indian painting aims to provide (like the techniques of Indian sculpture, music and literature) the utmost significance (spiritual or symbolic) to the form and appearance it visually presents. Like the Indian sculptor, the Indian painter discovered the rule of proportion, arrangement and perspective which preserved the illusion of Nature and yet suggested an inner vision and communicated a psychic truth which he had experienced. The basic principles of the technique of painting, according to most texts,16 are the six limbs (ṣaḍaṅgas) which are common to all work in line and colour: rūpabheda represents the distinction of forms; pramāṇa, the proportion, arrangement of line and mass, perspective and design; bhāva, the emotion or aesthetic feeling expressed by the form; lāvaṇya represents the infusion of grace into artistic representation; sādr̥śya is the principle of co-visibility, the simultaneous apprehension of the truth of its form and of its suggestion; and finally the varṇikābhaṅga is the combination and harmony of colours.


			Even this brief enumeration of principles will make it clear that the theoretician of Indian painting was correlating at every point the techniques of line and colour to the feeling or emotion they could recreate. The Citralakṣaṇa states even more explicitly the rules by which emotional states and different types of character can be represented. Thus the height of a character is described in terms of the mood he can depict, and the shape of the face is determined by the bhāva it must express.


			Without going any further into the details of the artistic technique of painting and its corresponding symbolic and spiritual values, we now pass on to an Indian art form which embodies in its spirit and form the essence of all the arts mentioned above, especially drama (nāṭya), music (saṅgīta) and sculpture (śilpa).


			Through a beautiful and complete language of movement, Indian dance provides the most concrete manifestation of the inner state and vision we have spoken of. Indian dance, like Indian poetry, music and sculpture, seeks to communicate universal, impersonal emotion, and, through the very medium of the human form, it transcends the physical plane: in its technique, it employs the technique of all the Indian arts and it is impossible to comprehend the architectonic structure of this form without being aware of the complex techniques of the other arts which it constantly and faithfully employs and synthesizes. The themes which the Indian dancer portrays are not only the raw material of literature, but are also the finished products of literary creation; the music which seems to accompany the dance is actually the life breath of its structure and, indeed, dance interprets in movement what music interprets in sound; the postures and the stances it attains are the poses which the Indian sculptor models: all these the dancer imbues with a living spirit of movement in a composition of form which is both sensuous and spiritual.


			As was pointed out at the very outset of this study, the interrelationship of the Indian arts is a significant and rewarding study from the point of view of both spirit and form: in the art of the Indian dance different aspects of spirit and technique merge harmoniously to make a beautiful synthesis.


			It is significant that treatises on dance seldom, if ever, discuss the technique of this art form in isolation: both literature (or at least an aspect of it) and music (saṅgīta) are invariably discussed. Conversely, the treatises on sculpture, drama (nāṭya), music and painting without fail devote a portion either to dance itself or discuss certain elements of the technique of these art forms in terms of the technique of dance (nr̥tya or nr̥tta). Thus, treatises on painting discuss the rasa-dr̥ṣṭi in terms of the glances (dr̥ṣṭi) of the Nāṭyaśāstra and treatises on sculpture enumerate in great detail the nr̥ttamūrti (dancing aspects) of the various gods and goddesses and discuss the symbolism of the hasta-mudrā in terms of the hastābhinaya of the Nāṭyaśāstra.


			Indian dancing has two distinct aspects: the pure dance (nr̥tta) and abhinaya (nr̥tya, mime, gesticulation). The nr̥tta portion of dance depends for its life breath on the music and rhythm which accompany it: the abhinaya portion depends for its expression on the theme of the narrative or lyrical literary composition (termed sāhitya by practising dancers) which is sung. This abhinaya portion of dance was indeed conceived originally by Bharata as an integral part of drama (nāṭya). In the Nāṭyaśāstra, he discusses it as an aspect of nāṭya which constitutes dancing also: the human form is analysed from the head to the toe to show, on the one hand, the various possibilities of movement of each part of the human figure, and, on the other, the use of these movements to express certain states (bhāvas) and emotions. Throughout the discussion of the aṅga and the upāṅga in the Nāṭyaśāstra, we find that Bharata first states the movements which are physically possible and then enumerates the use (viniyoga) to which they can be put in āṅgikābhinaya17 to represent the dominant and transitory states (sthāyī and vyabhicārī bhāvas). In chap. VII18 he discusses the dominant states and shows the way in which each one of these states can be represented on the stage through speech and movement. In chap. VIII he analyses the movements of major limbs (aṅgas) and minor limbs (upāṅgas) and lays down the methods of using them to express certain sentiments (rasas) and to represent certain dominant states (sthāyī bhāvas) and transitory states (vyabhicārī bhāvas). He first indicates the glances (dr̥ṣṭis) corresponding to the sentiments (rasas), then the glances (dr̥ṣṭis) according to the dominant states (sthāyī bhāvas), and then the glances corresponding to the transitory states (vyabhicārī bhāvas). The movements of the eyeball (tārā) are analysed in a similar fashion; wherever it is not done by explicit statement, it is done by implication when he prescribes the uses (viniyogas) of these movements. Every movement of each single limb of the human body has a corresponding emotional quality, which is analogous to the emotional expression of śruti and svara in music. Every gesture and movement of eyes, eyeballs, eyebrows, eyelids, nose, cheeks, lower lips, chin, mouth, neck, chest, breast, sides (pārśva), belly, waist, thigh, shank, knee, feet and hands thus assumes a significance which it would be impossible to imagine ordinarily. This language of gestures finds its complete articulation in the hastābhinaya, where practically all the permutations and combinations of the fingers, palm and the wrist have been worked out and each hand pose (hasta) has been employed as words are in a language. Like nāṭya thus the nr̥tya and abhinaya portion of dancing employs the entire human form to speak a language of movement through which a sthāyī bhāva (dominant state) can be presented and a sentiment, a mood (rasa), evoked. The dance does away completely with the speech enacting (vācikābhinaya) of the drama proper and employs only music and song for that purpose. The process by which it builds the sthāyī̄ bhāva, however, is exactly that by which the dramatist builds up the sthāyī bhāva through the representation of the determinants (vibhāvas), the consequents (anubhāvas) and the transitory states (vyabhicārī bhāvas). The emphasis in dancing is on the vyabhicārī bhāvas termed to this day in all styles of dancing as the sañcārī bhāva; the sthāyī bhāva is represented by portraying through a series of gestures the vyabhicārī bhāva of the particular sthāyī bhāva.


			Again the characters that the Indian dancer depicts are not only the gods and goddesses and demons of Indian mythology but also the heroes (nāyakas) and heroines (nāyikās) of Indian drama. We find the frequent portrayal of these heroes and heroines in dance; a nāyikā like the abhisārikā often forms the heroine of the Indian dance. Indian dancing also follows all the principles of presentation of the Indian drama (nāṭya). The convention of the nāṭyadharmī is the backbone of the entire presentation of the Indian dance; it shares with Indian drama its deliberate and purposive renunciation of stage scenery and the imitation of lifelike gestures, its emphasis on stylization of presentation through gesture of all situations and emotions and its rules of basic representation (sāmānyābhinaya) and special representation (viśeṣa citrābhinaya).19 The dance is a limb of the drama proper in so far as mime or gesture (āṅgikābhinaya), costume and make-up (āhāryābhinaya) form a part of drama, and is so far as the graceful style (kaiśikī vr̥tti) belongs as much to dance as to drama, and inasmuch as every aspect of drama has an element of dance which is indistinguishable from the former.


			The āṅgikābhinaya of the dance is built on the themes of literature which have been set to music; this music has been conceived to correspond to the sthāyī bhāva and the vyabhicārī bhāva of the literary piece. In order to evoke a particular state, music employs a particular rāga, with its particular notes (svaras) in a given order: the dancer in turn creates a whole state where the theme, the song and the rhythm all contribute to evoke the particular mood or sentiment (rasa). The poses which the dancer utilizes for this purpose are identical with those of Indian sculpture, and very often the one is a visual representation in movement of the static pose of the other. The principles of movement and body manipulation are the same as those used by the Śilpaśāstra, and practically all the poses of the nr̥tta portion of the Indian dance can be analysed in terms of the four bhaṅgas on the one hand and the different types of āsana and sthāna on the other. For example, the pose used for the representation of the shooting of the arrow is ālīḍha in both the arts. Similarly, many attitudes in Indian sculpture can be analysed in terms of stylized dance movement, even though they may not be poses depicting dancing as such. This identification is not merely the result of the influence of one art upon another, but a reflection of the allegiance of both arts to the same basic rules of movement depiction. Even though the Indian dancer can use space more freely than the Indian sculptor, the emphasis is always on the pose which the dancer attains through a series of movements; and neither in these movements nor in the final pose (karaṇa) does the dancer deviate from the prescribed limitations of the plumb lines (sūtras) and the relative distance of the different parts of the body in a given bhaṅga. So much accurate sculptural representation of the dance was possible only because the two arts were so fundamentally interrelated.


			We shall presently explore the valuable part played by Indian dance in the history of Indian sculpture; what must be pointed out here is that the dance shared the minute analysis of the human figure in Indian sculpture and accepted the principles underlying its rules for the distance between any two parts of body in a given tāla and bhaṅga. In dance also each part of the human body is analysed in terms of the possibility of its movement, like the cārī and the sthāna, to give rise to the larger unit of the karaṇa, the karaṇa in turn combining to give rise to a dance sequence of the aṅgahāra. If the Indian dance could not attain the measurements of the different types of figures of the daśatāla and the navatāla in the linear measurements, it did employ the principle of the horizontal axes (sūtras) of the neckline (hikkā), the navel (bhadra) and the hip (kaṭi) when depicting the movements of the different portions of the human form. The head with its divisions of the face, eyes, nose, etc. is considered as a separate unit in Indian dance and is used more extensively than in any other style of dancing. The possibilities of the pivot joint of the neck are explored in full. The torso, the section of the body between the hikkā and the bhadra planes, is the next unit dealt with: detailed analysis of the karaṇa poses will show the importance given to the point of the navel as the base of all movements of the upper body. The hipline (kaṭisūtra) is similarly utilized to the full as the centre of the movements of the hips, thighs, knees and feet. Actually, the relationship of the bhaṅga with these horizontal lines and with the central vertical axis can be perfectly seen in the movements and poses of Indian dance. The relationship of the breadth (pramāṇa) to the central vertical axis (brahmasūtra) is again fully utilized in Indian dance to indicate the comparative violence or calmness of a mood. The distance between the feet is mentioned in the Nāṭyaśāstra in the description and definition of most movements; this would not have been necessary if the aim was not to maintain the perfect proportion and relationship between the vertical axis (the brahmasūtra), the height (māna) and the breadth of the horizontal plane (pramāṇa). The Indian dancer never errs on the side of over-extension of legs; the leaps or leg extensions, so characteristic of Western ballet, are comparatively rare in Indian dance. The other technical aspect common to Indian sculpture and dancing is hand gestures (hastābhinaya). If the texts of Hindu iconography and texts of Indian dancing do not use quite the same words, they use the same language and many hand gestures and their symbolic meanings are common to both the arts.20


			A comparison of the technique of the Indian arts has thus shown us that certain aspects of the Indian arts are integral parts of the technique of Indian dancing and that it embodies the salient features of each of these arts. Actually, these arts not only share the common goal of all art and the aim of spiritual fulfilment but do so through similar and occasionally overlapping techniques. All Indian arts create an illusion of spontaneity which, when examined carefully, is the result of the perfect and flawless execution of multiple and complex systems of technique. The technique becomes especially significant because it is the vital vehicle of a profound vision which the artist has known and which he is seeking to suggest through his particular medium with the greatest possible concentration of rhythmic unity. The freedom, the mokṣa, which the artist attains is through the rigorous discipline which the technique demands of him, in which his undisciplined subjective emotions have no part to play. The work of art truly becomes for the artist and the audience alike a yantra, a diagrammatic image, a symbolic key to a vision of unity, timeless and eternal. The repetition of themes, content and form is then no longer a cramping and delimiting boredom but a source of strength. Contemplation of this yantra, this spiritually as well as aesthetically satisfying symbol, can lead to a state in which bliss (ānanda) and complete release in life (jīvanmukti) may be experienced, however briefly. The concentrated vitality and discipline of the image of Śiva as Naṭarāja symbolizes all these aspects of the spirit and form of Indian art; the complexity of technique gives rise to but “a single and unified ascension of the spirit” which is embodied in that symbol.
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					7		See Danielou, 1949, Northern Indian Music, vol. I, pp. 58-60, for the relationship of svara and śruti and their classification according to emotional characteristics.
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					13		There are differences of opinion with regard to the basic unit of measurement in the different texts of iconography; and aṅgula is thought of as the more ancient basic unit by some authors. Also different texts of iconography give different measures for the images of the same tāla: thus the daśatāla image can also be divided into different proportions. For our purpose here, it is important to know the underlying principle rather than the details of different specifications. For a detailed discussion on tāla measurements, see the following:
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			Theory and Technique of Classical Indian Dance


			The quest of the classical Indian arts was a pursuit of absolute form, which would suggest through its flawlessness the ultimate state of being and which would transcend the transitory, the chaotic, the subjective and the personal in man. A study of the theory and technique of the Indian arts is, therefore, not only academically rewarding but essential for both the artist and the spectator. In the theoretical treatises on the arts, the principles of form in the respective media have been classified and analysed to enable the reader to comprehend the absolute form which is charged with spiritual significance.


			Novelty of theme or content is here an irrelevant consideration. The content of art has also thus been analysed as the potential material of abstract form. The dimension of the spirit, which is so often experienced by the sensitive and the aesthetically trained, and which has been called the twin brother of the mystic experience, is one which the ancient artist and the theoretician knew well; the tests only lay down the rules through which the perfect form in art can be suggested and, in turn, through which a state of supreme bliss, however momentary, can be experienced.


			Indian dance takes the human figure as its basic instrument of expression and applies the same method of analysis and synthesis in its technique as is seen in other Indian arts. It synthesizes into itself the technique of other arts and becomes the most beautiful and significant symbol of the spiritual and artistic approach of the Hindu mind.


			The theory of Indian dancing cannot thus be studied in isolation; it has always to be comprehended as a complex synthesis of the arts of literature, sculpture and music. The writer of the Nāṭyaśāstra is fully conscious of the all-embracing quality of the art of drama (nāṭya, which includes dancing) when he states at the very beginning of his treatise that “this art will be enriched by the teaching of all scriptures (śāstras) and will give a review of all arts and crafts”,1 and further that “there is no wise maxim, no learning, no art or craft, no device, no action that is not found in drama”,2 and finally when he asserts: “Hence I have devised the drama in which meet all the departments of knowledge, different arts and various actions”.3 There are no limitations of theme or content in this art; it depicts the exploits of gods, asuras, kings and ordinary human beings; its range extends to the seven divisions of the world (sapta-dvīpa); thus, when the limitless range of human nature with its joys and sorrows is depicted by means of representation through dramatic performance (abhinaya),4 it is called drama (nāṭya).


			The theory and technique of Indian dance is an integral part of this conception of drama and cannot be understood without the full realization of the implications of these assertions, which have so aptly been made by Bharata. Without going into the intricate details of the historical development of dancing and the controversy whether dance emerged as an art form before drama proper or vice versa, it is sufficient to point out here that, at a very early stage of development, both these arts fused into one so that, by the time Bharata wrote his treatise, dance was very much a part of drama and at many points of contact both the arts were consciously conceived as one. The Nāṭyaśāstra thus is neither a treatise on drama alone, as understood by some, nor a treatise on dancing, as believed by quite a few. The technique of Indian dancing has actually to be culled and its principles selected with acute discrimination from the technique of dramaturgy prescribed by Bharata. Once this is done, dance does emerge as an independent art; it continues nevertheless to be an integral part of drama. Indeed, once the most important aspect of what we understand by dance today (what the Sanskrit dramatist understood as āṅgikābhinaya) is either taken out or ignored, the character of Indian drama is lost.


			The principles which govern the technique of Indian dance are the same as those which govern the technique of classical Indian drama. Most theoreticians of Indian dramaturgy agree that the conventions of stage presentation are a vital part of the structure of Indian drama, and that a literary piece can be understood only as a configuration of various aspects of stage presentation. The rules which govern this stage presentation are the manifold conventions of the Sanskrit stage. Thus the principle of the two modes (dharmī) of presentation, the stylized (nāṭya) or the realistic (loka), the different types of style (vr̥tti), namely, the graceful (kaiśikī), the grand (sāttvatī), the energetic (ārabhaṭī) and the verbal (bhāratī); the full play of the four types of acting (abhinaya), namely, gesture or movement (āṅgika), the spoken word (vācika), costume, make-up, stage props, etc. (āhārya) and relating to state of emotion (sāttvika) are the broad principles which govern the structure of Indian drama and its stage presentation. It is these principles, along with other related ones such as the concept of bāhya (external) and inner (ābhyantara) acting, of local usage (pravr̥tti), of basic representation (sāmānyābhinaya) and special representation (citrābhinaya), which govern also the technique of Indian dancing. In fact, on the Indian stage today these principles and conventions are observed in the presentation of compositions of contemporary classical dance styles rather than of contemporary Indian drama. In the Nāṭyaśāstra these principles have been discussed as a part of dramaturgy and histrionics and not particularly in the context of dance or drama alone.5 The later texts, which deal with dance as an independent art, consider these principles in relation to dance only. It is not until we come to the work of Nandikeśvara in the Abhinayadarpaṇa that we find a full and independent treatment of dance from the point of view of the principles enumerated above. He is followed by other writers of treatises on dance. Śārṅgadeva and the authors of the Viṣṇudharmottara Purāṇa and the Nāṭyaśāstra Saṁgraha all follow the analysis of Nandikeśvara.
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