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disclose their popular origin clearly; they are, in fact, dealt with in
these treatises under desi-nrittas. Another point to be noted is that
from the rupakas to the uparukas and from the latter to the nritya-
prabandhas, there is a progressive reduction of the vachya or text or
speech till it is completely replaced by songs; a literary composition
of some length or size gives place to short songs and dance-music.
The music and dance treatises used for the collection of this material
some of which are still in manuscript, are: the Manasollasa of
Somesvara, Music and Dance Section (Ms)?, the Sangeeta Ratnakara
the Sangeetasudhakara of Haripala (Ms), the Sangeeta-samayasara
of Parsvadeva, the Nrittaratnavali of Jayasenapati®, the Sangeeta
Chintamani of Vemabhupala (Ms) the Sangeeta Raja (Nrityaratna-
kosa) of Kumabhakarna (Ms), the Aumapata, the Sangeeta Muktavali
of Devendra (Ms), the Sangeeta Damodara of Bhatta Subhankara
(Ms)*, the S ngeeta Darpana of Damodara, the Sangeeta Saramrita
of Tulaja, Sangeeta-sara-sangraha of Ghanashyamadasa and several
other works dealt with by me in my account of Later Sangeeta
Literature®, as also some amorphous complications in print as well as
manuscript.

The gondali is the most important of the dance described in these
treatises. From the Nrirtaratnavali of Jayasenapati we learn that
this was organised into an art form for recitals from the folk dance
of the gondalis of Maharashtra by King Somesvara of Kalyan, after
seeing a gondati dancing before his camp. Gonda and gondali mean
hunters. Without a knowledge of this history, some writers had
needlessly made gondali into kundali, made her a divine damsel
learning this dance from Parvati and propagating it! In gondali, the
difficult music compositions are to be eschewed and delicate dance
movements are to be resorted to. The danseuse may or may not
herself carry or play the instrument called #ivali. She is to wezfr
Karnataka make-up, for Karnataka extended upto Somesvara’s
capital at that time. The progress of the gondali dance al<o t:ollows
the Karnataka mode, starting first with melapaka then after instru-
mentation, going to puspanjali, and then the danseuse bég}ﬂ-
ning her dance. Either the dancer herself or a supporting musician
should sing after a course of dancing with the accompaniments of
instrumental music. The singing should include recital of rhythm-
Syllables and end with kalasa or teermana as we might now say.
After this, she should resume dance involving various charis.

] “The next important dance on detailed technical inform'fnion
18 given by Sarangadeva. Jayasenapati etc., is the perani also given,
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lines (gamootrikas) and other movement referred to as geetamarga
and panchabinduprasrita; and displayed further many a beautiful
game with the ball. The commentary refers even to a text on ball-
playing as an art, called Kandukatantra. Describing this kanduka-
nritta, Jayappa refers to the playing of music instruments, charis
and rhythm patterns of steppings called lotus, wavy line, serpentine
gait, and circle (padmabandha, gomootri-kabandha, nagabandha and
chakrobandhas), and soft and delicate actions. Jayappa speaks of the
kanduka-nritta as a group dance in which the women, besides
beating it on the ground, threw and exchanged the ball and ran to
catch it.

The chindu is a dance-form of the Dravidian-speaking areas taken
up and set in a standard form in the Sanskrit texts, Nrittaratnavali,
Sungeetadarpana, etc. The songs are in the Dravidian tongue
(Telugu is meant) in a dvipada form, having udgraha and dhruvapeda
only and bearing the name chindu; young women in fine dress dance
this, to the recital of yatis or jatis; movements are graceful and
there is abhinoya of the meaning of the songs. It may be noted
that, in the movements, the chindu, in common with other desi forms
makes a liberal allowance to heavings and swayings of the chest,
arms and hip. According to the Sangeeta-darpana, which speaks of
two varieties of it, the dancer carries in his or her hand a trident,
etc. In an anonymous and fragmentary text, printed recently from
Jaipur, as many as six varieties of chindu are described, and the
poses occuring in chindu dance are also indicated. In the variety
of chindu dance still prevalent in rural parts of the Andhra-
Karnataka border-region, there is indulgence in some obscene
songs also, and sometime back, a legal suit also arose out of this. In
Tamil, chindu is a dignified and beautiful song, featuring love of
devotion and a particular votive offering and pilgrimage to0 God
Kumara and is accompanied by devotional songs of this class called
kavadi-chindu.

Bhandika is a comic dance indulged in by jesters. They strike
}heif palms according to tala, recite the drum-syllables orally, and
mmitate lame men, dwarfs, children, monkeys, peacocks, waterbirqsr
parrots, asses, camels, dogs, imitating their cries, speaking and dis-
porting their limbs indecorously. Though obviously hilarious and
intended for fun, these buffoons dance extremely difficult rhythms.

_The charana-nritta is a dance contributed by Saurashtra; her
minstrels sing beautifully composed dohaka songs in the local














