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PREFACE

Q60&F QUMM 2 W LITMS&L6V 2_MmI, 0H
LLEO &, (POMEYLD H&HGL] L&H6&6,
L0 & LIMHM SiemmuwsnmHEmeiTinmmi, @&
&M @6V Q&HTMHMSHS @ FJITLO6T He0&HCTIT!

Osai petrru uyar parkadal utyru, oru
Pusai, mutrravum nakkubu bukkena,
Asai patrri araiyalurren marru, ik

Kasu il kotrratthu Raman kadai aro!

Like the cat standing on the shores of the Ocean of Milk desiring to lick the ocean clean, | have

ventured to sing the story of Rama of immaculate Victory out of sheer desire.
- Kamba Ramayanam, Kadavul Vazhthu, verse 4

This verse from the Kamba Ramayanam summarises the feeling one has when working
on any aspect of Bharata Muni’s Natyasastra. Being introduced to the basic concepts of this
encyclopaedic text at a very young age by my Guru, Dr. Padma Subrahmanyam, | developed an
interest to delve further into this work when | started learning the Karanas, which were
reconstructed and practically revived by Dr. Padma. The syntax of this work was always very

intriguing as the text is structured in such a way that you move from the unknown to the known.

My heartfelt gratitude to the Ministry of Culture, Govt. of India, Kalakshetra Foundation,
Chennai, its Director Smt. Revathi Ramachandran and the Jury, who selected me for receiving
the Tagore National Fellowship for Cultural Research for the batch 2017 — 18. Through this |
had an opportunity to work on the reconstruction of the Angaharas from the Natyasastra, with
Kalakshetra Foundation, Chennai, as the Nodal Institution, during the period February 2019 to



January 2021. | place on record my sincere thanks to the administrative staff of Kalakshetra

Foundation, for their cooperation.

For any building the foundation needs to be strong. | am indebted to my Guru, Dr. Padma
Subrahmanyam, for her untiring support and magnanimity of sharing her knowledge with all her
students without which this work would not have been possible. I have based my reconstruction
of the Angaharas completely on the Karana movements that she reconstructed. Though she has
already reconstructed the first three Angaharas, I have worked on all the 32 for this project. My

heartfelt thanks to my family too, for being a constant pillar of support.

Along with this work, | have done a video documentation of all the 32 Angaharas,
wherein | myself have recited and sung the Angaharas. I thank Kum. Mahati Kannan and Kum.
Ramya Venkatraman, both disciples of Dr. Padma Subrahmanyam, for demonstrating all the
Angaharas for the video documentation. My gratitude to the musicians and the audio and video

technicians for their cooperation during the documentation.

As Saint — Poetess Avvayyar said, “Katradhu kai mann alavu, kalladadhu ulagajavu” —
‘What we have learnt and understood is fistful, what is yet to be learnt is equal to measuring the
world’. This small work on the reconstruction of the Angaharas is just a droplet from the ocean
of Natyasastra which can offer numerous pearls to the world of performing arts. | hope this work

will be of use to upcoming serious dancers.

- Dr. Gayatri Kannan
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Chapter |

INTRODUCTION

The Natyasastra of Bharata muni is the earliest extant literature on dramaturgy, which is
available now. This encyclopaedic work encompasses in itself all the aspects of Theatre art as a
whole. As seen in the internal evidence found in the first chapter of the Natyasastra (*1), this
work belongs to Treta Yuga, which is the period of the Ramayana. Natyasastra contains thirty six
chapters and covers all the triple aspects of Sangita, namely, Gita, Vadya, Nrtta apart from
poetics, stage construction, metres, costumes, make up and so on. Natyasastra is also called
Natya Veda as Brahma culled out its elements from all the four Vedas to create the fifth Veda
and gave it to Bharata to be taught to his hundred disciples. This Paficamam Vedam, which deals
with the Science of Theatre art is an audio-visual medium, created to uplift the morals of the

society.

This vast work on dramaturgy was practised and followed till the 12" ¢ CE in North India
and till the 13" ¢ CE in the South. Due to various socio political reasons, the knowledge of this
work was lost after the Muslim invasion in India. Though there have been many works on dance
and music in the post — Bharata period, they did not follow the Natyasastra in its totality. These
were called the Darpana Literature, which were, as the name suggests, just a reflection of the
original. Though the Marga, as Natyasastra is referred to, coexisted with the various Desis or
regional forms both in music and dance, till a little over a hundred years before, gradually the
Desis took an upper hand. To this day these Desis definitely have their roots in the Natyasastra,
and have aspects of the Marga imbedded in them but the awareness of the same is unfortunately

either not known or purposely ignored.

The Natyasastra follows the Upanisadic pattern where the entire work is in the form of
questions asked by the Rsis and the answers given by Bharata. The five questions asked and the
respective answers are spread over 36 chapters in the Natyasastra. They are the following:

1) How did Natya Veda come into existence ?
Natyasastra was created by Brahma, from the four Vedas, to uplift the deteriorating
morals in society through an audio visual medium

2) For whom is it meant ?

It is meant for both the actor and the playwright (Kavi Nata siksartham)



3)

What are its limbs ?
Its limbs are:

Rasa Bhava hi Abhinaya Dharmi Vrtti Pravrttayah
Siddhih svarah tathatodyam Ganam Rangascha Sangrahah

“Aesthetic experience, psychological states of mind, expression, modes of expression,

functions or actions at the level of thought, word and action of the body, regional

preferences, attainment, musical notes, percussion instruments, vocal music, theatre cum

auditorium.”

4)

5)

What are its means or sources?

The main sources or Pramana for Natya are:

Veda — Knowledge or the Natyasastra

Loka — the world around

Adhyatma — one’s own experience or intuition

How is it reduced to practise?

Bharata explains the different kinds of play and the importance of learning the Sastra

through a Guru.

The contents of the 36 chapters of the Natyasastra are as follows: (*2)

1)
2)
3)
4)

5)
6)

7)

Mythical origin of Natya

Theatre construction — dimension and architectural details

Installation of deities on stage and auditorium and the yajfias connected with it

Siva’s suggestion to include dance elements in dramas, and detailed description of the
basic units of dance called Karanas as well as their combination.

Preliminaries of the play and their yagiia character.

A summary of the most important terms in the Sastra followed by a detailed description
of Rasa or aesthetic experience.

Exposition of Bhava or the various psychological states of mind.

8 to 13) Physical expression and analysis of major and minor limbs in the body, and their

possible movements based on the laws of symmetry, proportion and purpose



14) The conventions of the stage with regard to zones and also the costumes, manners and

tastes of people of various regions of Bharatavarsa

15 to 19) Vacikabhinaya or verbal expression including Samskrta grammar, prosody, metre,
recitation, intonation etc.

20) Ten major types of plays, which are religious and secular in nature

21) Plot or structure of the plays

22) Vrtti or styles in production

23) Aharya or the external elements such as make up, costumes and accessories
24) Harmonious blend in the use of all the elements of expression

25) Courtesans and their qualifications

26) Portrayal of varied objects and situations

27) Siddhi or attainment

28) Theory of music

29) Stringed instruments and classification of orchestra

30) Wind instruments

31) Percussion instruments

32) Musical forms

33) Modes of playing drums

34) Charecterisation

35) Distribution of roles in a play and the members of a drama troupe

36) Mythological account of the descent of drama to Earth.

This shows the kaleidoscopic nature of Natyasastra and its holistic approach towards the art of
theatre.

Lot of work had been done on the Natyasastra from the late 19" century onwards. Scholars such
as Paul Ragnaud and France Grosset were the first to study and edit a few chapters from the
Natyasastra. Later, full editions of the Natyasastra were brought out by Indian scholars like,
Sivadatta and Kasinatha Panduranga Parab (1894), Batukanath Sharma and Baladeva Upadhyay
(1929). Pischel, a German scholar was the first to mention that the Natyasastra has a
commentary, Abhinava Bharati, written by the Kashmiri Vedantic scholar, Abhinavagupta (11%"
C). In 1926, Manavalli Ramakrishna Kavi, from Andhra, edited the original text of the
Natyasastra along with the commentary and brought out the first volume. Subsequently three



more volumes were brought out. Dr. Manmohan Ghosh brought out two volumes of his English
translation of all the thrity six chapters of the Natyasastra. There are other translations by Adhya
Rangachar (Kannada and English), P.S. Appa Rao (Telugu), Narayana Pisharody (Malayalam)
and B.L.Shukla (Hindi) apart from a few others too. Recently, Prof. K.D. Tripathi, has been
working on a new critical edition from a Newari manuscript, and the first seven chapters have
been brought out by IGNCA, New Delhi. (*3)

However, all these works mentioned above are more from the literary and theoretical
point of view. There were hardly any attempts to understand the practical aspects until Dr.
Padma Subrahmanyam ventured to bridge the gap between Laksya (Theory) and Laksana
(practice). Her research has been with special reference to the practical application of the Nrtta,
Abhinaya, Bhava and Rasa aspects of Natyasastra. For her Ph. D, she has worked on the fourth
chapter, “Tandava Laksanam”, which deals with the 108 Karanas. She established that the
Karanas are movements and not mere poses as it was believed to be till such time. Dr. Padma
brought into practice the various elements of dance as given by Bharata. The fourth chapter deals
with not only the Karanas but also the combinations of these basic units of dance which are
called Angaharas. Bharata mentions thirty two such combinations. The present work is a
practical reconstruction of these Angaharas. Hence my primary sources are the original text of
Natyasastra, its commentary, Abhinava Bharati and the Karanas as reconstructed by Dr. Padma.
English translation by Manmohan Ghosh and Dr. Padma Subrahmanyam’s book, Karanas —
Common dance codes of India and Indonesia are my Secondary sources. Apart from these | have
made a brief study of the Angaharas as seen in the Sangita Ratnakara of Sarngadeva. Bharata’s
Natyasastra is a seamless ocean which gives a wide scope for creativity that offers endless

variety.

References
*1) M.Ramakrishna Kavi, Natyasastra of Bharatamuni (with the commentary Abhinavabharati),
Second edition, 1956, Oriental Institute, Baroda, Chapter I, Sloka 8.

*2) Dr. Padma Subrahmanyam, Natyasastra & National Unity, First Edition, 2018, pg. 56

*3) ibid. Chapter Il, pg. 37
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KARANA AND ITS RECONSTRUCTION

T UTE HHTART: A0 B0 Ydq

“Hasta Pada Samayogah Nrttasya Karanam Bhavet”
Natyasastra, Ch IV, 30 (*1)

“The combination of hands and feet in dance is called as a Karapa”

This is the definition that Bharata gives for a Karana which is the basic unit of dance in
the Natyasastra. By hands, Bharata refers to the Nrtta hastas that are movements involving the
entire arm, starting from the shoulders to the tips of the fingers. Similarly by feet Bharata refers
to the Sthanas or stances and the Caris which are movements involving the entire leg, starting
from the waist to the tips of the toes. So Karana is a combination of Sthiti (static) and Gati
(dynamic) and Sthiti in Gati. Every Karana is performed in one or more specific Sthanas with
specified Caris and Nrtta hastas. Bharata has given 108 such movements. The Karanas can be
compared to the adavus of today’s Bharatanatyam in its purpose. Just as different adavus
combine to form a Jati or a Tirmanam, Karanas are combined to form different sequences. Two
Karanas combine to form a Nrtta Matrka, three Karanas make a Kalapaka, four make a Sandaka,

five a Sanghataka and a combination of more than five Karanas forms an Angahara.

To understand Angaharas it is necessary to understand the Karanas and its reconstruction.
The Sthanas are classified into two, namely Sthanas for men which are six in number and
Sthanas for women which are three. The Nrtta hastas are totally thirty two. The Caris are again
classified into two. Bhu Caris are those movements which are close to the ground and sixteen in
number. Akasa CarTs are movements off the ground involving, jumps, leaps and stretching of the
legs, which are again sixteen in number. Bharata has given specific combinations of sthanas,
Caris and Nrtta hastas to form 108 Karanas. Bharata’s definitions of these Karanas are in the
form of Sutras. There is no explanation given and in some cases the definition does not even
mention the Cari or the Nrtta hasta. In a few definitions Bharata just mentions, “Prayoga

vasagau”(*2), which can be translated as “to be used as it should be”. In such cases the



commentary, Abhinava Bharati, throws more light on how it has to be performed.
Abhinavagupta has mentioned the uses for each of these Karanas and he says that these Karanas
can be used for Vakyartha Abhinaya or portraying the meaning of an entire sentence. Hence the
Karanas can be used to add aesthetic beauty as in Nrtta or it can be used to express a Bhava or

emotion too.

Karanas and Temple sculptures

Many dance sculptures and dance like sculptures are seen in numerous temples
throughout India and South East Asia. However, a systematic codification of all the 108 Karanas
are seen in five temples in Tamilnadu — Brhadi$vara temple at Tadjavar (11" c),
Sarngapaniswami temple at Kumbhakonam (12" ¢), Natardja temple at Cidambaram (13" c),
Arunacale$vara temple at Tiruvvannamalai and Vrddhagiri§vara temple at Vrddhacalam (16th C).

Out of these the first three are more significant.

In the Brhadi$vara temple, 81 Karana sculptures, in perfect serial order, are seen in the
first tier of the Vimana, in a circumambulatory passage above the Sanctum Sanctorum. For the
remaining 27 Karanas we see empty slabs left un-sculpted. The sculptures are in the form of
Lord Siva dancing with four arms. Qualitatively too these sculptures lack the finish that one can
find in the Karana sculptures found in the other temples.

In the Sarngapaniswami temple, the Karanas are seen in the Gopuram. 105 Karana
sculptures are seen here, but they are not in the correct serial order as given by Bharata. These
are in the form of Siva dancing with two arms. According to Dr. Padma Subrahmanyam, these
sculptures belong to a different Siva temple and have been transplanted to this Vishnu temple
due to reasons unknown. An added qualification for these sculptures is that many of them have

the name of the Karana and the number mentioned in an inscription below the sculpture.

The Nataraja temple houses all the 108 Karanas in all the four Gopurams. Out of these,
the eastern and the western Gopurams have the inscription of the relevant couplets from the
Natyasastra inscribed above the sculpture. They are in perfect serial order. These sculptures are
in the form of Goddess Parvati dancing. The Karanas are vertically placed in all the four
Gopurams in 14 pilasters, 7 on each side of the inner walls of the entrance. In all the gopurams,
as one exits the temple, the first Karana is found at the bottom most figure of the first pilaster, on
the left side. The second Karana is above the first and so on. After the top most figure on the 7%



pilaster, the series continues from the bottom most figure of the first pilaster on the left as one

enters the temple. All the sculptures are Ardha Silpa or bas relief sculptures.

The reconstruction

These three temples were the main sources for Dr. Padma Subrahmanyam, for her
reconstruction of the Karanas. At a time when the Karanas were not practised and the practical
knowledge of the Natyasastra was neglected, a correlated study of the original text of
Natyas$astra, its commentary by Abhinavagupta and the temple sculptures, laid the basis for her
research and reconstruction. Each of these Karana sculptures document one moment of the entire
movement of the Karana. When put together along with the respective definition and
explanation, brings forth the movement. According to Dr. Padma these Karana movements seem
to have evolved even between Bharata’s period and Abhinavagupta’s period. Among these
sculptures those in Tafjaviir adhere more to Bharata’s description while the Karanas of
Kumbhakonam and Cidambaram follow Abhinavagupta. Due to this Dr. Padma has come up
with more than one interpretation for some of the Karanas. Her reconstruction proved beyond

doubt that Karanas are not mere postures but aesthetic movements to be used in Natya.

At the behest of His Holiness Sri Chandrasckarendra Saraswati Swamigal, the 68"
Sankaracarya of the Kafici Kamakoti Pitham, Dr. Padma designed a new set of 108 Karana
sculptures for the Uttara Cidambaram Nataraja Mandir in Satara, Maharashtra, based on her
reconstruction. Her path breaking research got an added sanctity when she discovered another
set of 52 Karana sculptures at Prambanan (9" C), in Central Java, which is in fact older than the
Tanjavur sculptures. These sculptures miraculaously tallied with the designs that she made for
Satara. This proved the authenticity of her reconstruction too. This reconstruction is the
foundation for the present work where the thirty two Angaharas have been practically

reconstructed.
References

*1) M.Ramakrishna Kavi, Natyasastra of Bharatamuni (with the commentary Abhinavabharati),
Second edition, 1956, Oriental Institute, Baroda, Chapter IV, Sloka 30

*2) M.Ramakrishna Kavi, Natyasastra of Bharatamuni (with the commentary Abhinavabharati),
Second edition, 1956, Oriental Institute, Baroda, Chapter 1V, Sloka 86



Chapter |11

ANGAHARAS

The story in the Natyasastra goes that Bharata and his disciples presented two plays
namely Amrta Manthana and Tripura Daha. The second production was performed in the Divine
presence of Lord Siva. While watching the Natya, the Lord was reminded of his own Sandhya
Tandava. He instructed Tandu, his attendant, to teach the Angaharas, which are made up of the
beautiful Karanas. (*1) Tandu teaches Bharata the 108 Karanas and the Angaharas and thus the
term Tandava. (*2) The fourth chapter which delineates the Karanas and Angaharas is called
Tandava Laksanam. Two Karanas make a Nrtta Matrka and two, three or four Nrtta Matrkas
make one Angahara. Thus an Angahara consists of six, seven, eight or sometimes even more

Karanas. (*3)

The word Angahara literally means “Garland of angas”. Here Abhinavagupta in his
commentary says, dq &fﬁ—ﬁﬂﬁ d HRUMSI (tad angadini tu Karanadini) — “by Angas the
Karanas are referred to”, thus making it clear that the Angaharas are made up of Karanas.
Bharata has given specific Karanas which have to be combined to form the different Angaharas.
In all, he enumerates 32 Angaharas. Out of the 108 Karanas that are enlisted by Bharata, only 88
are utilized in these Angaharas. Many of the Karanas are repeated too. Out of the 88, five
Karanas namely, Lalatatilakam, Cakramandalam, Lolitam, Sakatﬁsyam and Gangavataranam are
acrobatic in nature. These Angaharas are used in Nrtta and plays an important part in the

Purvarangam too.

A striking feature is that within an Angahara, there is no repetition of each Karana on the
right and left sides which is commonly seen in today’s Bharatanatyam. So this offers a variety
and lot of surprises in the choreography. However for some Angaharas, the side in which the
Karana needs to be performed or any specific repetition of a series of Karanas in different sides,
are specifically mentioned. Bharata, as is seen throughout the work, has given very brief
definition for each Angahara. He mentions only the names of the Karanas that constitute that

particular Angahara. In fact in many of them Bharata does not mention the names, but just



describes a movement of the hand or leg. For example in the very first Angahara, Sthirahasta, he

says,

« GO T B JHUTE TS «

Natyasastra Ch 1V 244 (*4)

Prasarya Utksipya ca karau samapadam prayojayet

“Stretching two arms and throwing them up, taking up samapada sthana” (*5)

By reading this description, it is difficult to make out which Karana is meant by Bharata. In
such places the commentary of Abhinavagupta gives clarity. Abhinava clearly states that Bharata
means Linam Karana. Hence without the commentary it is not possible to reconstruct the
Angaharas. Similarly in two of the Angaharas, Recita and Aksiptarecita, Abhinavgupta’s
commentary makes the seemingly simple Angahara of Bharata into a very elaborate one. In the

former, Recita Angahara, Bharata mentions,

g% g erd Fear urfHTR Y= |
T GFH TEHAR b3 ||

Natyasastra Ch 1V 233-234 (*6)

Hastam tu recitam krtva parsvamanamya recayet

Punastenaiva yogena gatramanamya recayet

This would mean, “showing Recita hand and bending it on one side, again performing the

same, the Recita movement, after bending the entire body.....” (*7)

Here Bharata does not mention any specific Karana. He just mentions the use of the Recita
hasta. Abhinavagupta says that by the use of the term Recita, one must use all the Karanas that
involve the Recita Hasta. Abhinava in his commentary has enlisted 26 Karanas. However he
mentions “Evam karana paiicavimsati vaicitryena prayojyah” which means a total of 25 Karanas

are used.

Similarly in the 29" Angahara, Aksiptarecita, Bharata mentions,



10

e Wi urel e Wikt at
TTR@IUUT g eaRd BRI

Natyasastra Ch 1V 237 - 238 (*8)

Recito svastika Padau recitau svastikau karau
Krtva vislesamevam tu tenaiva vidhind punah

Punarutksepanam caiva recitaireva karayet

This means, “Svastika feet to be in Recita and so the Svastika hands, then with the same
(Recita) movement they should be separated and with the same Recita movement they are to be
thrown up....” (*9)

Here again, Abhinavagupta interprets this as Karanas with Recita hasta and pada by which we

have as many as 20 Karanas.

Another important source which helps in the understanding of the Angaharas is
Sarngadeva’s Sangita Ratnakara. According to Dr. Padma, Sangita Ratnakara is a versified form
of Abhinavagupta’s commentary. Sarngadeva specifically gives the names of all the Karanas that
are used in every Angahara, which has helped in the reconstruction. However the order of the

Angaharas is different from those given by Bharata.

Another interesting feature in all the Angaharas is the use of three Karanas, namely
Uromandalam, Karihastakam and Katicchinnam. Out of these Katicchinnam is the Karana with
which every Angahara ends. This reminds one of the Makuta adavu in today’s Bharatanatyam,
which is performed to complete any jati or tirmanam. Apart from this every Angahara has either

Uromandalam or Karihastam or both followed by Katicchinnam.

These Angaharas must be performed in specific rhythmic patterns. Abhinava says that
Angaharas which have six, twelve or twenty four Karanas are to be practiced in Trayasra meter.
If there are eight, sixteen or more, then it has to be in Caturasra. The others can be in Avantara or
hybrid. (*10)

Bharata says if any part of a drama relates to adoration of Siva, then the dance should

involve energetic Angaharas, which the Lord Himself created. Similarly, if a song relating to
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love or man-woman relationship is performed, then it should be followed by a dance with
delicate Angaharas, which Devi Parvati Herself created. (*11) Hence Angaharas have both
religious and aesthetic appeal when used in Pirvarangam and in pure Nrtta respectively. The last
eight chapters of the Natyasastra deals with the musical aspects of Natya which is said to include
rhythmic patterns for the Angaharas too. But the music that is seen in the Natyasastra is much
different from the present system of music. The Melakarta system which is in vogue now was
not prevalent during Bharata’s time. Bharata speaks of Jati and Graha. Though there have been
scholars like Dr. Premlatha Sarma, who have worked on it, it has not found its space in actual
practice. Hence the present work does not delve into the musical aspects relating to the

Angaharas as elucidated by Bharata.

In post Bharata period, apart from Sangita Ratnakara, both Bharatarnava of Nandikesvara
and Sangita Muktavalt of Devendra Acarya mention Angaharas. Chapter IX of Bharatarnava
describes several dance numbers that are very unique. The term Angahara is used here to denote
each dance number and the purpose of these dances are to subserve a particular emotion and is
named after a particular Rasa that is evoked by that dance. They are classified as eight types:
Lalita, Vikrama, Karunika, Vicitra, Vikala, Bhima, Ugratara, Vikrta and Santa. Each of the
classifications have their sub divisions. (*12) Dr. Padma has done research on this too as part of

her Ph.D and her book on Bharatarnava which is under print now.

Dr. Padma Subrahmanyam has mentioned that Sangita Muktavali deals with the Talas to
be utilized for Angaharas. (*13) In the manuscript that has been published in 1991, by Saraswati
Mahal library, Tafijavir, there is a mention of Marga Karanas. However the details about
Angaharas are not to be found. It is mentioned by the author that as the Angaharas are not in
practice, they have not been dealt with (*14). The Karanas too, according to Sangita Muktavali,
are totally 120 in number. Apart from the 108 Karanas as mentioned by Bharata, Devendra
Acarya adds 12 more. Here again the order in which the Karanas are enlisted is different from

those in the Natyasastra (*15)
Reconstruction of the Angaharas
Being a disciple of Dr. Padma Subrahmanyam, I have been trained in the practice of Karanas.

The present reconstruction has been undertaken, based on that knowledge. In spite of knowing

the practical application of the Karanas, some portions of Bharata’s definition of Angaharas



12

needed more study of Abhinava Bharati. As it is a practical oriented work, | have composed
rhythmic patterns for all the 32 Angaharas. Inspired by my Guru, Dr. Padma Subrahmnayam,
who has done work on Nandike$vara’s Bharatarnava, 1 have culled out various rhythmic
syllables from this work, to compose a few Jatis. Some Angaharas are presented in the form of
Jatis, some in the form of swara passages and some have a combination of both. Similarly,
according to the number of Karanas that each Angahara comprises of, the rhythmic pattern is set
in caturasra (4 beats), traysra (3 beats), khanda (5 beats) or misra (7 beats). Though Abhinava
mentions caturasra, ti§ra and avantara, which is hybrid, the present tala system which includes 5
jatis have been utilized for the composition of the Jatis. Though Bharata does not mention the
repetition of the same Karana on the right and left, I have taken the liberty of repeating a few of
them more to give a variety and form to the same. The Angaharas are very short in their duration
except for two of them, Recita and Akshiptarecita, which are longer, when one considers

Abhinava’s commentary. Given below are the names of the 32 Angaharas

1) Sthirahastah

2) Paryastakah

3) Sicividdhah

4) Apaviddhah

5) Aksiptakah

6) Udghattitah

7) Viskambhah

8) Aparajitah

9) Viskambhhapasrtah
10) Mattakridah

11) Svastikarecihtah
12) Parsvasvastikah
13) Vrscikapasrtah
14) Bhramarah

15) Mattaskhalitakah
16) Madavilasitah
17) Gatimandalah
18) Paricchinnah



19) Parivrttakarecitah
20) Vaisakharecitah
21) Paravrttah

22) Alatakah

23) Par$vacchedah
24) Vidyutbhrantah
25) Udvrttakah

26) Alidhah

27) Recitah

28) Acchuritah

29) Aksiptarecitah
30) Sambhrantah
31) Apasarpitah

32) Ardhanikuttakah

The Karanas that have been utilized in the Angaharas are:

1) Talapuspaputam (Karana 1)
2) Vartitam (Karana 2)

3) Apaviddham (Karana 4)

4) Samanakham (Karana 5)

5) Linam (Karana 6)

6) Svastikarecitam (Karana 7)

7) Mandala Svastikam (Karana 8)
8) Nikuttakam (Karana 9)

9) Ardha Nikuttakam (Karana 10)
10) Katicchinnam (Karana 11)
11) Ardharecitakam (Karana 12)
12) Vaksasvastikam (Karana 13)
13) Unmattam (Karana 14)

14) Svastikam (Karana 15)

15) Prsthasvastikam (Karana 16)

13



16) Diksvastikam (Karana 17)

17) Alatam (Karana 18)

18) Katisamam (Karana 19)

19) Aksiptarecitam (Karana 20)
20) Viksiptaksiptakam (Karana 21)
21) Ardhasvastikam (Karana 22)
22) Aficitam (Karana 23)

23) Bhujangatrasitam (Karana 24)
24) Urdhvajanu (Karana 25)

25) Nikuficitam (Karana 26)

26) Mattalli (Karana 27)

27) Ardhamattalli (Karana 28)

28) Recita Nikuttakam (Karana 29)
29) Ghurnitam (Karana 32)

30) Lalitam (Karana 33)

31) Dandapaksam (Karana 34)

32) Bhungatrastarecitam (Karana 35)

33) Napuram (Karana 36)

34) Vaisakha recitam (Karana 37)
35) Bhramarakam (Karana 38)
36) Caturam (Karana 39)

37) Bhujangaficitam (Karana 40)
38) Dandarecitakam (Karana 41)
39) Vrscika Kuttitam (Karana 42)
40) Latavrscikam (Karana 44)
41) Cchinnam (Karana 45)

42) Vrscika Recitam (Karana 46)
43) Vrécikam (Karana 47)

44) Vyamsitam (Karana 48)

45) Par$vanikuttakam (Karana 49)
46) Lalatatilakam (Karana 50)

14



47) Cakramandalam (Karana 53)
48) Uromandalam (Karana 54)
49) Aksiptam (Karana 55)

50) Talavilasitam (Karana 56)
51) Viksiptam (Karana 58)

52) Avartam (Karana 59)

53) Vivrttam (Karana 61)

54) Vinivrttam (Karana 62)

55) Nisumbhitam (Karana 64)
56) Vidyutbhrantam (Karana65)
57) Atikrantam (Karana 66)

58) Vivartitakam (Karana 67)
59) Gajakriditakam (Karana 68)
60) Talasamsphotitam (Karana 69)
61) Garudaplutakam (Karana 70)
62) Gandastici (Karana 71)

63) Grdhravalinakam (Karana 74)
64) Sannatam (Karana 75)

65) Ardhasuci (Karana 77)

66) Sticividdham (Karana 78)
67) Maytralalitam (Karana 80)
68) Sarpitam (Karana 81)

69) Dandapadam (Karana 82)
70) Nitambam (Karana 85)

71) Skhalitam (Karana 86)

72) Karihastam (Karana 87)

73) Prasarpitakam (Karana 88)
74) Simhakarsitam (Karana 90)
75) Udvrttam (Karana 91)

76) Talasanghattitam (Karana 93)
77) Janitam (Karana 94)

15
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78) Nivesam (Karana 96)

79) Uradvrttam (Karana 98)

80) Madaskhalitakam (Karana 99)
81) Visnukrantam (Karana 100)
82) Sambhrantam (Karana 101)
83) Udghattitam (Karana 103)

84) Vrsabhakriditam (Karana 104)
85) Lolitam (Karana 105)

86) Napasarpitam (Karana 106)
87) Sakatasyam (Karana 107)

88) Gangavataranam (Karana 108)

The names of the above mentioned Karanas are specifically mentioned by Bharata in the

definitions of the Angaharas. The Karanas which are not present in the Angaharas are:

1) Valitorukam (Karana 3)

2) Padapaviddhakam (Karana 30)
3) Valitam (Karana 31)

4) Katibhrantam (Karana 43)

5) Krantam (Karana 51)

6) Kufcitam (Karana 52)

7) Argalam (Karana 57)

8) Dolapadam (Karana 60)

9) Parsvanikuttakam (Karana 63)
10) Parivrttam (Karana 72)

11) Par$vajanu (Karana 73)

12) Stci (Karana 76)

13) Apakrantam (Karana 79)

14) Harinaplutam (Karana 83)

15) Prenkholitam (Karana 84)

16) Simhavikriditam (Karana 89)
17) Upasrtakam (Karana 92)
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18) Avahitthakam (Karana 95)
19) Elakakriditam (Karana 97)
20) Viskambham (Karana 102)

As Dr. Padma Subrahmanyam has mentioned, though Karanas Valitorukam and Dolapadam
are not directly mentioned by Bharata, they are seen merged as part of Karanas like
Aksiptarecitam and Gajakriditakam, respectively. (*16) The above list makes it obvious that
without a practical knowledge of the Karanas, one cannot understand the Angaharas, which are
as important as the Karanas themselves. Furthermore, just a theoretical study of Angaharas will
not suffice. A practical experience of these movements in the body is necessary to realize the

aesthetic beauty of what Bharata has given us through his immortal work.
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Chapter IV
DELINEATING THE ANGAHARAS

In this chapter the various Karanas that comprise each Angahara will be enlisted. In places where

Bharata’s definition is inadequate, Abhinava’s explanation has helped in fixing the Karana.

1)

2)

3)

4)

5)

6)

7)

8)

9)

Sthirahasta - This Angahara starts with Linam Karana, followed by Samanakham and
Vyamsitam. Having finished in Pratyalidha sthana it has to be followed by Nikuttakam,
Uriidvrttam, Aksiptam, Svastikam, Nitambam, Karihastam and Katicchinnam. Abhinava says
that the Karana Linam is used to depict an ardent, endurable request. It is significant that the
first Angahara begins with this Karana which Afijali hasta.

Paryastaka — Talapuspaputa, Apaviddham, Vartitam, Urtidvrttam, Aksiptam, Uromandalam,
Nitambam, Karihastam and Katicchinnam.

Sicividdha — ArdhasiicT with Alapallava hasta, Viksiptam, Avartitam, Nikuttakam,
Uriidvrttam, Aksiptam, Uromandalam, Karihastam and Katicchinnam.

Apaviddha — Apaviddha followed by Sucividdha, Baddhacari with Udvestita hasta,
Uromandala, Katicchinnam

Aksipta — Nilpuram, Viksiptam, Alatam, Aksiptam, Uromandalam, Nitambam, Karihastam
and Katicchinnam.

Udghattita — Nikuttitam (on both sides), Udvestita, Apaviddha arm movement, Uromandala
hasta, Nitambam, Karihastam, Katicchinnam.

Viskambha — Nikuttita, Nikuficita, Aficita, Ardhanikuttakam, Bhujangatrasitam, Chinna,
Karihastam, Katicchinnam

Aparajita — Dandapada, Vyamsitam, Prasarpitakam (left), Nikuttitam, Ardhnikuttitam,
Aksiptam, Uromandalam, Karihastam and Katicchinnam.

Viskambhapasrta — Nikuttitam, Ardhanikuttitam, Bhujangatrasitam, Aksiptam,

Uromandalam and Katicchinnam.

10) Mattakrida — Bhramarakam, Napuram, Bhujangatrasitam (left), Vaisakharecitam (right),

Aksiptam, Chinnam, Bhramarakam (left), Vyamsitam, Uromandalam, Nitambam,

Karihastam and Katicchinnam.
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11) Svastikarecitam - Vaisakharecitam, Vrsicikarecitam, VrScikam, Nikuttakam (right & left)
and Katicchinnam

12) Parsvasvastikam - Diksvastikam (both sides), Ardhanikuttakam, followed by a repetition of
these two Karanas, Apaviddha hasta, Uriidvrttam, Aksiptam, Nitambam, Karihastam nd
Katicchinnam.

13) Vrscikapasrta — Latavr$cikam, Nikufcitam, Mattalli, Nitambam, Karihastam, Katicchinnam.

14) Bhramara — Nipuram, Aksiptam, Chinnam, Siicividdham, Nitambam, Karihastam,

Uromandalam, Katicchinnam.

15) Mattaskhalitaka - Mattalli, Gandastci, Linam, Apaviddham, Karihastam and
Katicchinnam.
16) Madavilasita — Madaskhalitakam, Mattalli, Talasanghattitam, Talasamsphotitam,

Nikuttitam, Urlidvrttam, Karihastam, Katicchinnam.

17) Gatimandala — Mandalasvastikam, Nive$am, Unmattam, Udghattitam, Aksiptam,
Uromandalam and Katicchinnam.

18) Paricchinna — Samanakham, Chinnam, Sambhrantam, Bahya Bhramari, Ardha Sici (left),
Atikrantam, Bhujangatrasitam, Karihastam and Katicchinnam.

19) Parivrttarecita — Nitambam, Svastikarecitam, Viksiptaksiptakam, Latavrécikam, Unmattam
followed by Recita, Karihastam, Bhujangatrasitam, Aksiptam, Nitambam, Karihastam and
Katicchinnam.

20) Vaisakharecita - Napuram, Bhujangatrasitam, Unmattam, Mandalasvastikam, Nikuttitam,
Urtidvrttam, Karihastam and Katicchinnam.

21) Paravrtta - Janitam (right), Sakatésyam, Alatakam, Bhramarakam, Karihastam and
Katicchinnam.

22) Alataka - Svastikam, Vyamsitam (twice), Alatakam, Urdhvajanu, Nikuficitam, ArdhasiicT,
Viksiptam, Udvrttam, Aksiptam, Karihastam and Katicchinnam.

23) Parsvaccheda — Vrscikakuttitam, Urdhvajanu, Aksiptam, Uromandalam, Nitambam,
Karihastam and Katicchinnam.

24) Vidyutbhranta — Ardhastci (left), Vidyutbhrantam (right), repeat these two Karanas on the
other sides, Chinnam, Atikrantam (left), Latavrscikam and Katicchinnam.

25) Udvrttaka — Nupuram, Bhujangaficitakam, Grdhravalinakam, Viksiptam (right & left),
Udvrttam, Nitambam, Latavr§cikam nd Katicchinnam.

26) Alidha — Vyamsitam, Nikuttakam, Nipuram (left), Nikuttakam, Alatakam, Aksiptam,

Uromandalam, Karihastam and Katicchinnam.
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27) Recita — Here, Bharata mentions the term Recita which Abhinava has interpreted as all the
Karanas that involve the Recita hasta. So the following are the Karanas that are performed:
Svastikarecitam, Ardharecitam, Vaksasvastikam, Unmattam, Aksiptarecitam, Ardhamattalli,
Recitanikuttitam, Bhujangatrastarecitam, Nupuram, Vaisakharecitam, Bhujanancitam,
Dandakarecitam, Cakramandalam, VrScikarecitam, Vivrttam, Vinivrttam, Vivartitakam,
Garudaplutakam, Lalitam, Mayuralalitam, Sarpitam, Skhalitam, Prasarpitakam,
Talasannghattitam, Vrsabhakriditam, Lolitam,. Sérflgadeva says that these Karanas have to be
performed in four parts and in all four directions. Following that, Uromandalam,
Katicchinnam have to be performed to complete the Angahara.

28) Acchuritam - Nupuram, Bhramarakam, Vyamsitam, Alatakam, Nitambam, Karihastam and
Katicchinnam.

29) Aksiptarecitam - Here again Bharata mentions, Svastika of hands and feet and Recita hasta.
Hence Abhinavagupta has enlisted all the Karanas that involve Svastika hasta & pada. They
are: Svastikarecitam, Prsthasvastikam, Diksvastikam, Katisamam, Gharnitam, Bhramarakam,
Vrécikarecitam, Parsvanikuttakam, Uromandalam, Sannatam, Simhakarsitam,
Nagapasarpitam. With the term Angaparivartana we have the following Karanas:
Dandapaksam, Lalatatilakam, Talavilasitam, Nisumbhitam, Vidyutbhrantam, Gajakriditakam,
Nitambam, Visnukrantam, Uriidvrttam, Aksiptam, Uromandalam and Katicchinnam.

30) Sambhratam - Viksiptam, Gandastci, Gangavataranam, Ardhasici (left), Dandapadam
(left), Caturam (left), Bharamarakam, Nipuram, Aksiptam, Ardhasvastikam, Nitambam,
Karihastam, Uromandalam and Katicchinnam.

31) Apasarpita — Apakrantam, Vyamsitam (for hands alone), Karihastam with Udvestita hands,
Ardhasiici, Viksiptam, Katicchinnam, Urlidvrttam, Uromandalam, Karihastam and
Katicchinnam.

32) Ardhanikuttakam - Nuapuram, Vivrttam (fast tempo), Nikuttitam, Ardhanikuttitam,

Uromandalam, Karihastam and Katicchinnam.
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Chapter V

DESCRIPTION OF THE KARANAS USED IN THE ANGAHARAS

As mentioned earlier there are a total of 88 Karanas that have been used in the 32 Angaharas.
Given below are the definitions of the 88 Karanas, as elucidated by Bharata. The number of the

Karana as seen in the Natyasastra, is given above the name of the Karana.

1
qeguye

Talapuspaputam

I qoge: Urg gl SudaasR: |
T I e o1 TAgSIgE Haq |

When the hands hold Pushpaputam gesture on the left side, with the foot in Agratalasancara, and

also with the side bent, it is called Talapushpaputam.

2
afed

Vartitam

FIIAAOMOERY g aaduRafida |
g Fufad Safdfdd Bui g ad I

If the hands that are bent (Kuncita) at the wrists undergo Vyavarta and Parivartita and then get
dropped suddenly, it is calledVartitam Karanam
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4
3ufdg

Apaviddham

TIYHIUSRAH 3= JB fAuradq |
Y ey e SsTufdgdagad |

When Shukatunda Hasta is whirled and dropped at the back of the thigh, it is called
Apaviddham, in spite of the other hand being static at the region of the chest.

5 .
NEREC]
Samanakham
[ESEIREEIEI BEAERNEIR IR IR
B WIHIIB IR I

Where the feet are placed together touching each other on the sides, with the nails in the Sama
position with the hands hanging down naturally, it is to be understood as Samanakham.

6
NG|
Linam

YdThTaIfcl 9&:®f Taid RRITR|

O ON

REfRIdied @ deai=e SRl FHaql

Linam is that Karana in which the hands do Patakanjali in front of the chest with shoulders raised

so that the head is in the Nihancita form (i.e. buried into the shoulders).
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.
WRgHIaq

N

Svastikarecitam

et Ydag faftest siewfd |
T T I FO: WRIPIIaH |l

When the hands are in the forms of Svastika, Recita and aviddha and then separated to be placed

on the waist, the learned people call it Svastikarecitam.

8
UG KTeh
Mandalasvastikam
Wfd! g R Hedl IrgH@reddal 94 |
qUT I HUS R HUSAARIeh g dq I

Mandalasvastikam is that movement in which the palms are turned away from the body after

having crossed through the urdhvatala action, while in the Mandala Sthana.

9

[RETERN

Nikuttakam

fpfed gar g% WagRRASN
q@ﬁ?%%%ﬁaﬂﬁﬁ% nI

When both the hands move as Nikuttita at the region between the head and shoulder, with the
feet stamping, it is called Nikuttakam
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10

Jffpedy

Ardhanikuttakam

3{f3Id SIgRRRY A g e |
e vaqdigeer |

If the tips of the fingers are turned towards the face in the region between the shoulder and head
and thus perform half of Nikuttita it is called Ardhanikuttakam.

11

pics
Katicchinnam

Taioer: HiefRew ag): RRRY uear |
UA:gY $HRUF hiefed g dagad |

Repeating again and again the alternate movements of the Chinna of the waist and the Pallava of

the arms near the head is called the Katicchinnam Karanam.

12
PG RE
Ardharecitam
ufdge: g uredd FAgfed: |
ad 7 ur 9 dhgde R |

Ardharecitam is that movement wherein one hand is Apaviddha and also Sucimukha, while the

foot performs Nikuttita and the side is also bent
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13
a’ N
Vaksassvastikam

AT TR0 T Rl JeRI I |
P TRId quT 9a gerafkishHa aq |

Vakshassvastikam is that movement wherein the feet cross and the hands perform Recita from

the chest, which is itself slightly bent forwards
14
3Hd
Unmattam
31T G aTeH el g -1 IaT |
I 0T A faRd Ta@Ifae: I
According to experts in dance, Unmattam is that Karana in which the foot is Ancita and the

hands are Recita

15
Wikidh

Svastikam

TEIHY TSNl Had: WiKID! TeT |
da TP Al Uiad Bl HronfAdfy: i

Those who are initiated in Karanas call that Karana Svastikam, in which both the hands and feet

are crossed
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16
CLESIESED
Prsthasvastikam
fafaraféraaTg at @fRde! avul a7 |
STehT-TeRTE T Jg§aRadd Had |l

When the arms are Vikshipta and akshipta, along with the feet moving as Svastika, Apakranta

and Ardhasuci, it is called Prshtasvastikam

17

Diksvastikam

UTEfaRUSd I fRAy: HR) Haq |

W] gxquTenal dfeeaRaeded |

Whether it is in the sides or in front or wherever the hands and feet are hooked up tightly, it is
called Diksvastikam

18
Scldh H

N

Alatakam

3T IR0 Pl HTUE 801 HRA |
SHEIhH HATGATaD AT T I

If the foot performs Alata while the hand is moved from the shoulder followed by Urdhvajanu, it
is called Alatakam
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19
FHfequy

N

Katisamam

WIRIBTUY: UTe: PR DRl |
UrgIied 99 SRl dah e aHy |l

If the foot is released from a cross and the hands are kept on the navel and waist, with the side

raised, it is called Katisamam

20
EUEISNERE
Aksiptarecitam

Bl gfa Yag: YoayTaarfd: |
AFrdymfdgy qamarfaarfad i

From the region of the chest, the left and right hands undergo Aksipta, Recita and then Recita
and Apaviddha. This is called Aksiptarecitam

21
CIFISIIFISES

Viksiptaksiptakam

fafirdexaurda aeanayut g: |

g U AT T e ds g otT: |

Oh Brahmins! Understand that the movement wherein the same
hand and foot are subjected to Viksipta and Aksipta repeatedly, it
is called Viksiptaksiptakam
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22
HERAETHH

Ardhasvastikam

WD TRUN FHdl HREw I S|
J&f: RIM TUT ARG RAGHIGRI |

The feet are crossed as Svastika; the right hand is on the waist and the left hand is in the region
of the chest. This is called Ardhasvastikam

23

RIS

N

Afcitam

HATFAURGE] ¥ Td B IaT|
S TSR g deRaqereaH|

When the same Hasta is subjected to Vyavarta and Parivartita as
Aficita (bent) near the nose, it is called Aficitam

24

Bhujangatrasitam

FId UTeqera TS f[daddd|

HicoTgidadied Yolg=TRId Had I

Bhujangatrasitam is that action in which a Kuiicita Pada is raised

and the thigh, hip and knee are turned
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SedolTg
Urdhvajanu
P UeHf R ST =9 |
TIRTGRAT gRAqeden] Uabifaaq |

When the foot is raised as Kuficita with its knee at the level of the
chest, along with the suitable action of the hands, it is called
Urdhvajanu

26

Fopfeaq

Nikuficitam

i TR0l Pl B U1 FPp=ad |
TR Sf&ot daxid o e R I
Nikuficitam is that in which the foot performs Vr$cikam along with

the (left) hand bent on its side as Kuficita and the right (hand

turned) near the tip of the nose

27

et

Mattallt

G T UAIITTor: |
e edHdegaredr i

When the left foot encircles the right and also vice versa, the right
encircles the left along with the two hands as Udvestita and
Apaviddha, it is known as Mattallt

30
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et

Ardhamattalli

TGTATIgd! UTe! arHgeay fod: |
AT HfcR: WeeHed doqaH i
If the feet get separated (from a cross) through slipping and if the
left hand is Recita with the right on the waist, it is called

Ardhamattalli
29

Aadafgedy

Recitanikuttakam

fedrefémiga: ure: 9ol gpfea: |
SId 99 YagmRdastaagiead

When the right foot is performing Nikuttita with the right and left

hands as Recita and Dola respectively, it is called Recitanikuttitam

32

gfian

Ghiirnitam

gfcfargfola: Tod! g%l aHy Siferd: |

WRABTIY: UTe: HRUi giofd g aql

Ghiarpitam is that Karana in which the right hand is activated to
whirl and the left hand made to move to and fro with the Dola; the

feet get released from their cross

31
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NINGE

N

Lalitam

BRI HdgTH! afarury faafda: |
g Pled: U1al I deaferdge:

When the left hand does Karihasta and the right gets whirled
several times along with the Kuttita action of the foot, it is known

as Lalitam by the scholars

34
GUSTEH

Dandapaksam

ST faurry TR A = |
GUSUE  doliad HRUl erafali: I

Experts in Nrtta call that Karana Dandapaksa wherein the Urdhvajanu is performed with the

hand placed on it as Lata

35
SEERSNERE

N

Bhujangatrastarecitam

YSTEATRI Pedl TATHTETY Il
T R g Yorgraariaaa i

After performing the Bhujangatrasita with Recita Hastas, the hands

get finally settled on the left side in Bhujangatrastarecitam

32
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TRH

Nupuram
e gaferd et aarfads! w1
TIRY TUT U1G: HRO YR A

In the Karana called Napura, the sacrum is to be turned with Lata

and Recita hands through the Niipura pada

37

IR

N

Vaisakharecitam

I gEquIe! 9 ) War 7 e |

CRIRCEIE CRR Tt CRIRCNE el

The Karana is called Vaisakharecitam because the hands, feet, waist and

neck are all to be in Recita in the Vaisakha Sthana

38
YD H

N

Bhramarakam

3Tférd: WiKih: UTe: B gl adl

e garad 9 YA o adl

Bhramarakam is that movement in which the foot is in the form of
Svastika through Aksipta with the hands as Udvestita and sacrum

turned

33
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39
i N

Caturam

STIT: WIHRI aH: YAYIR U g
Gl&rr: Biga: UresqR aaeifdaH I

When the left arm is as Ancita and the same hand is Catura with

the right foot as Kuttita that is called as Caturam

40

YSTETTRITRH

Bhujangancitakam

YT ATRI: UTGT GIEMon Afrd: PR: |
TARSAY B dTH! YorgTrIddh Hadl

Bhujangancitakam is that in which the right foot undergoes

Bhujangatrasita Car with the right hand as Recita and left as Lata

41

[AERIELE|

AN

Dandarecitam

fafared geaure g gH-are gusad |

= dieg PR T GUSHRITH I

For the Karana Dandakarecitam, the feet and hands are thrown on

all directions like the Danda (stick) and Recita
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42

CIECZEarn

Vricikakuttitam

qi3eh =RV Peal gIaEY Fepfet |
faeTaed ol ag I JAFHiead |

When the foot is in the form of Vrécika with the hands as Nikuttita,

it is understood to be Vrscikakuttitam

44

EICIECE

Latavrscikam

S{F3Fct: Ugd: UTe: HrIdeadarggfer |
AIRAY PRI ARG Feh Had |l

One foot is bent backwards with its toes bent upwards; the left

hand is to be Lata Hasta and this is called Latavr§cikam

45

&y

N

Chinnam

YT HeleR a1 TarasT: &l
IRMIRI D g dfess HX0 Hadl

With Alapadma hands in the region of the waist, the waist
is moved on the sides as Chinna in the Karana called

Chinnam
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46

EIEERERE

Vrscikarecitam

g TRl Feal WiRAD! T HRIGHT|
Il vt 7 i gifafead |

When the foot performs Vrscika with the hands as Svastika,

followed by Recita through Viprakirna, it is called Vrscikarecitam

47

CIECZE

Vrécikam

STERAWITId! S UTe: ST |
RUAAYY 9 g% aareiiaad i
When the hands are bent as Aficita from the region of the shoulders

and head with the foot as Vrscika, lifted quite away from the well

bent back, it is called Vr$cikam

48

TR

N

Vyamsitam

3Teite T T HI q&iy Y|
Seatfaue o @ Zfyd HRut g ad i
In Alidha Sthana, if the hands do Recita from the region of the

chest followed by Viprakirna, with the palms turned up and also

down, it is called Vyamsitam



Wgﬁ‘%ﬂ
Par$vanikuttakam
TN g W] ur qur urel Fpfea: |
T qah0l 34 g9 dHpiean

According to scholars Par§vanikuttakam is that wherein the hands
get crossed at the side with the foot performing Nikuttita

movement.

50
GRIMGREZE

N

Lalatatilakam

Jf¥dh TR Hdl UGS EHA |
aare faed gafaareiiaad g ad |

Through the Vrécika foot, an impression of applying the Tilaka on

the forehead with the big toe is created. That is Lalatatilakam

53
IhHUSIH

N

Cakramandalam

YATRIdT STgi TG0 |

IR G: WTIoRid IhHvSaH |l

The limbs are let loose from the shoulders and the whole body is

well bent performing Apaviddha inversely. This is Cakramandalam

37
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IHISTH

N

Uromandalam

RIS TOg! UTaIduidgshHl IaT |

RIS SRIATS T dad i

When the feet get released from Svastika through Apaviddha, with

the hands performing the Uromandala Hasta, it is Uromandalam

55
SATEH

Aksiptam

3 g&qure = fopad o= ava: |
3Mfered T w3t faxrd dfcgotad: i

Oh the superior Brahmins! When the hands and feet perform the
actions of Aksiptamm in a fast tempo that Karana is known as

Aksiptam

56
dArdaTRIaH

N

Talavilasitam

SArSfaaa: ure: mHIe vaa: |
Ui Fdda gt dataad I

The sole is upturned with its toes raised on the side along with the

palms; the hands are to be bent as Aficita in Talavilasitam

38
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fatérem

Viksiptam

faféred gxqure =@ gga: wrefaisfyar |
THHNTG I g laagargdd |

When the hand and foot are thrown simultaneously in the same

direction either at the back or on the side, it is called Viksiptam

59
3adH

AN

Avartam

T HTRId UIE grRIadaq oy |
TRINTARAT 8l dalaadargad I

A Kuficita foot is stretched and whirled quickly with the hands

tracing and retracing their course suitably. That is called Avartam

61

fagam

Vivrttam

3Mféret gxure o fid g faadaq |
ferdl = qun gt faga R0 g i

Oh Brahmins! The hands and feet are thrown Aksipta and the

sacrum is turned with Recita Hasta in the Karana called Vivrttam

39
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62

fafTeem

Vinivrttam
Hifag faurary e g fafadaq |
I 9 Il Bl fafa st |

Ye best among Brahmins! In Vinivrtta there is a gliding movement
from Stci followed by the returning of the sacrum, with Recita

action of the arms.

64
fAdfiray

Nistambhitam

UNd: $1d: UTe] d&isd Iaaa |
foreis = R RITHRARARITHA |

When a foot is bent as Kuficita at the back with the chest raised as
Samunnata and with the hand on the forehead, it is called

Nistambhitam

65
Vidyutbhrantam
gNal aferd ure RRIgY gRAq |
ddl AUsSdlid faggeyT dg=d I



The foot is bent backwards near the region of the head and then
every limb has to undergo the actions of Mandala (circling

outwardly) and Aviddha (moving inwardly).

66
RIREARE|

N

Atikrantam

SHfepTashH Hedl TRRATTHINRYA |
TANTIRRT gXdrafasi=d Ubifdar I

When there is a forward movement through the Atikranta (Cari)
with the hands progressing and regressing suitably, it is said to be

Atikrantam

67

faafdaesn

N

Vivartitakam

3ffére geaure = Bidh <ia faafdad |
fgcta X g%t faafddeda adq |

When the hand and foot are thrown as Aksipta and the sacrum is
turned along with the second arm as Recita, it is called

Vivartitakam

41
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68
ToidhIfSddH

N

Gajakriditakam

~C

HUISTIA: H A AdTGIAY SIeT: |

TR I ol TS e Had I

When the left hand is bent near the ear, with the right hand moving
as Lata Hasta, along with the feet moving in the same way as dola

pada, it is called Gajakriditakam

69
S [N RIRS Al IFeK L2

N

Talasamsphotitam

AR TR0 REATGY UTad |

N

dampIie

T g%l dASpIfed |l |

The rule for Talasamsphotita is to swiftly lift the foot and drop it in

front, simultaneously clapping the hands.

70
i N

Garudaplutakam

URUTRG: UTe: AdRfded! B |
TFd RRRYT Tee s yad i

The foot is stretched backwards with the hands as Lata and Recita;

the chest is also raised. That is called Garudaplutakam



71

TS

Gandastct

JeuTe! d AT a& Ry R |
facaenf3ra) Mus USSR dg=d |

With one foot as Siici, the side is bent with one hand on the chest

and the other bent near the cheek - this is called Gandasiict

74
UEICIRER
Grdhravalinakam

gRuHIRG: UTe: fhf¥afd sre: |
T TR S1g I JeTaei—h I

A foot is extended backwards with the knee slightly bent. When

the arms are extended as well, it is called Grdhravalinakam

75
NEGE

N

Sannatam

I TRUN HATGU: WD |
Tl I a1 g%l g dgargaH |l

Through a jump, leap forward and cross the foot in front with

Sannata hands for the movement called Sannatam
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3efget

Ardhasuct

3yl RRIgE: gdiurey af&r: |
T THRU| TG ATH: I

Ardhastict is that wherein the right foot is performing Stict with

one hand as Alapadma near the head.

78
SEllEE

Stucividdham

UG I&1 UTe! fgdiasg ufderd|
Hicag: Ryl gl geifds dgad |

When a foot performs the Stici pada and joins the other with the

hands on the waist and chest respectively, it is called Sticividdham

80

BURCINEE|

Mayiiralalitam

g3y =Rl Fear I T YT HRY |
a1 B faqe o ggReferd yad |

After assuming the Vrscika foot, the hands are to be Recita with

the turning of the sacrum. This is Maytralalitam
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RIGE|

N\

Sarpitam

S{FTogal Te! RRRY ufkangad |

NEREGUIERESIGR IR CRSE]

The feet are moved away as Afcita with the head as Parivahita and

the hands as Recita. This is called Sarpitam

82
qUsUIlcH

Dandapadam
TgR =Rl Heal GUSUIE THRA |
farnfag®s 99 gueure ag=ad |l

After performing Nipuram follow it with Dandapada; extend the

hand and whirl it; that is called Dandapada

85
IBGESE|

N

Nitambam
YoTrgedfafrshr= g%l 9y (&) ) TErge |
ST IR} TUT 94 e HRO Had |

The hands move above the shoulders and then get lowered with
fingers of the two hands facing each other along with the Baddha

car in the Karana called Nitamba.



86
Taferdq

N

Skhalitam
SIAMTaHH FHedl eI dGLMGH! |
3yt ol arftr waferd &Rot o i

The Dola pada cari is performed with the relevant action of the
hands. When this is followed by Recita and Ghiirnita, it is called
Skhalitam

87

6|5|§6RI6|513I\
Karihastakam

U 981 TR g5 MeDIdas|: |
3fIdLRUIYT TI: HREdP I

One hand is in the region of the chest; the other is rotated; and the

foot is made Aficita; when such actions are used, it is Karihasta.

88
Ugfiae

N

Prasarpitam

Teh X! ¥l AaReag duT WR: |
Taftiddat urel yaftiaead dd i

Prasarpitam is that which has Recita for one hand and Lata for the

other hand, along with the feet being spread on the ground.
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Rigrep ticH

Simhakarsitam

YETq: UTaad g R |
g RAAd Bl RigibiuddD fgoft: I

Oh Brahmins! In Simhakarsitam, the foot is extended backwards
and the hands are Nikuficita. The same action is repeated again and

again.

91
\1 N

Udvrttam

KIS RSB RIS CRE RIS E e ze i

o\

SGIWIHAHATGGITH HRUI FaH I

The body, hands and feet are at loggerheads with the body as
Udvrtta; this is called Udvrttam Karanam.

93
5. g N

Talasanghattitam

SIATITGhH Hodl daag ed! Hl |

A N

I H 9T davgied dal |l

In Talasanghattita, the Dolapada is performed with the clapping of
the hands followed by the left hand performing the Recita Hasta.
This is to be repeated.

47
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94
SRR

N

Janitam

Toh! gyl gl fgdiiay Uevaid: |
TARRIRYG: TTel Sif+d R0t Had |l

In Janita Karana one hand is at the chest. The Cari of the same name is performed.

96
IBEEE

N

Nivesam

o a&: YA wrafg Fdda = |
AUSARISD g faR HR0f g aq |
The hands are to be at the chest, which is itself in the form of

Nirbhugna, and if the posture is that of Mandala sthana, it is called

Nivesam

98
\i

Urtidvrttam

PRATGABRUSYN STEd =9 q |

STl dUlgdl 8gFadd g dadd |

Hands perform AAvarta karanam and then become Aficita at the back of the thigh; the shank is

made Aficita and moved as Udvrtta. That is Urtidvrtta Karana



99

Hexafddy

N

Madaskhalitakam

R FaAradr Sl RRY gRarfgad |
TS} 9 aferdTide Hawarerdd fgot: I

O Brahmins! Madaskhalitakam is that where in the hands hang
down, head rolls and the feet perform the Valitaviddha.

100

farsupehT=y

Visnukrantam

TR: THIR: UTe: Sl THIHE: |

HRI T e 7 fawph dg=ad i

Visnukrantam is that wherein a foot is extended in front as Kuficita

and lifted to face the sky with the hands as Recita

101
HRATdH

N

Sambhrantam

FHRATafid Ppeal gg2Ys Fp=ad |

3544 qUIaG: T =0T g aq |

One hand does Avartam and then gets bent at the back of the thigh;
while the thigh is in the form of Aviddha, it is called Sambhrantam

49
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SECIERE
Udghattitam
UIeTgG el Bl aaag ed o |
Tg uref dded gResied wal |

The learned perform the Udghattitam by adopting the Udghattita
feet variation, being in action continuously, while the hands clap

with the sides being bent.

104
CLEEHIRGE

Vrsabhakriditam

TgaTade Jd gl a1y fg ¥aaq |
HIFAAR od UHhifSd Tal |

Perform the Alata Cari first with hands as Recita, Kuficita and
Aficita- that is called Vrsabhakriditam

105
NINGE

N

Lolitam
Wgﬁmaﬁﬁm I
U TS deaifaadergad i

The hands are to be Recita and Aficita; the head is to rotate as

Lolitam and the sides are to be used. That is called Lolitam

50
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106

arTogiian

N\

Nagapasarpitam

WRaeI gre! RRY uRarfdd |
NERERPIRSEISIGIIERICR]

In Nagapasarpita, the feet are released from the crossed position
with the Parivahita action of the head and Recita of the hands.

107
R[h CTH

AN

Sakatasyam

FAYUUIEq ==l T daaeRy |
JSIRAHR: Pl B TSI I

The body is stretched flat on the ground and the chest is raised in

Sakatasyam

108
THTIARUH
Gangavataranam
Seargferdal urel Hudieadil |
X RREad = TETadRvl fafa i

The toes of the feet are stretched up with the hands facing down as

Tripataka; the head is also bent well and that is called

Gangavataranam
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Chapter VI
NOTATION

The Angaharas are, as mentioned earlier, like the Jatis and Tirmanams of today’s
Bharatanatyam. They need a rhythmic sequence for which they can be performed. | have
composed jatis and swara passages for each of these Angaharas. For this I have used the
sollukattus or bhols, which are the rhythmic syllables, which are in vogue in Bharatanatyam.
Apart from these | have also selected a few syllables from the Bharatarnava, where the author
Nandikesvara gives different kinds of talams for different types of dances. For example, Suddha
Tandava consists of seven kinds of Bharamana, namely, Daksina Bhramana, Vama Bhramana,
Lila Bhramana, Bhujanga Bhramana, Vidyut Bhramana, Lata Bhramana and Urdhva Bhramana.
Similarly there are other talams mentioned too. For each of these, specific sollukattus are given.
Dr. Padma through her research in Bharatarnava, has used some of these syllables in her
choreography. Inspired by that I have taken syllables from the Bharatarnava for some of the jatis.
Out of the 32 Angaharas, | have set 11 Angaharas in Caturasra (4 beats), 16 in Trayasra (3
beats), and 5 in Avantara ie, 2 Angaharas in Misra Capu (7 beats) and 3 in Khanda Capu (5
beats).

Though most of the Karanas are performed once, unless mentioned otherwise by Bharata,
in some places a few of them are repeated more to add variety to the choreography.
Abhinavagupta’s commentary has been referred to for the detailed description of the Angaharas
where he clearly mentions if any of the Karanas have to be specifically repeated or performed on

a particular side.

The sollukattus of the jatis have been given in Italics. If the sollukattus are to be sung
then the swara notation has been given above the sollukattu. Similarly if the composition is in the
form of swara passages, then the swara notation is given in Italics.The Karanas that have to be
performed for each sollukattu have been typed in red below the sollukattu or the swaras. If a
particular phrase in the jati is to be recited or sung in different gati within the jati, then that is

mentioned too, within brackets, next to the phrase.



1)

Sthirahastah

Ragam: Gowlai

Talam: Adi
SRMP RMPN SNSRS ,; | SRS NSNP N | P MPM RMPN |
Jhe ; m jhe ; m takapakatom, ; ta ; dhi ; tom , , nham ; kiganatom
LINAM VYAMSITAM
SR, §$ SRSN NS, NNSNP | PN, P PNPM | RMPNS ,; |
Tajhe,mta kizanaka tajhe,mta jhanputaka tajhe,mta  kizataka kizanatatom , ;
PRATYALIDAM NIKUTTAKAM URUDVRTTAM
S: NP ,; SNPMGMR , | ;: MR,PM , | NP , RMPNS |
ta; tatom,; nam,taka kiratom, ; tatom, dittom, natom, kirzananatom
AKSIPTAM SVASTIKAM
M ;: P; M, |, R:; | MMPPMMRR |
Tom; ta; tom, , dhi; tom, ta, tom, dhi,
NITAMBAM
SS ,S SNSRS ,; SM ,M | SNSRS ,; | RM ,P SNSR | S
Tadheemta kipanatatom,; Tadheem ta kinanatatom,; Tadheemta kizanata tom

KARIHASTAM & KATICCHINNAM
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)
Paryastakah
Talam: Adi
Jhem,; jhem,; kizrathom,;; | kirata kunakunaku | kizata kunakunaku ||
TALAPUSPAPUTA
Thon, gida, ka tho,nga,,;; | kirathon, Kkizathon, | kukunaku kizathon ||
APAVIDDHAM VARTITAM

Jhem, ta kunakunaku jhem, ta kunakunaku | kizathon,; kiza | thon,; kizathon, ||
NIKUTTAKAM URUDVRTTAM
Jhem, ta jhem, ta jhem, ta jhem, ta thon,; | ga,; { kukunda | kinata kukunda } tisram ||
AKSIPTAM UROMANDALAM
Kirathon, kirathon, kukunaku kizathon, | Kizathon, kizathon, | kukunaku kizathon, ||
NITAMBAM
Jhem,taka kizathon, tatho,inga kizathon, | ; jhem,taka kira | thon, tatho,iga kira ||
KARIHASTAM & KATICCHINNAM
thon kizathon, kirathon,; jhem,taka kizathon, | tatho,zga kizathon, | kizathon, Kitathon, || ta

KARIHASTAM & KATICCHINNAM
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3)
Sicividdhah

Ragam: Nattai

Talam: Adi

SNPM GMRS SNRSR,, | RRS §, SSS|SNPM RMPN |

snpmgmrs s nrsr,; | takifa dheem,tataka |m takadina
ARDHASUCI VIKSIPTAM

N,; N,; N, PSN,; | {S N SMGMI|PMP §N S} @tsram)|

Dheem,; Dheem,; Dheem,; taka Dheem,; s n s m g m p m p s n §

AVARTITAM NIKUTTAKAM
R, SN SNPM MGPMR ;| SS§, SSNPM | GMRRS,
Dheem, taka s npm mgp mr ,;| tadheem, ta japutaka g mr r s;
URUDVRTTAM AKSIPTAM
RSRSRSR ,, MGMPNP, GMPN ,GMPN , GMPN , S|

Japu janu janu dhee,m ta ki fa janu dheem ja pu ta dhee,m ja pu ta dhee,m janutadhee,m ta
UROMANDALAM KARIHASTAM

R , RRGGMGR ; SS NPMGGMGR ; SR , GMPN SR |S

Dhee,m taka janu ta ka dhee,m ta dhee,mtaka janu taka dhee,m ta dhee,m taka japu taka dhee,m

KATICCHINNAM
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(4)
Apaviddhah
Talam: Ripakam
Ta ra kina | tarakina kirataka || {Takatadhika | taka tadhika taka tadhika } (kandam) ||
APAVIDDHAM SUCIVIDDHAM
Ku ku ta, | ,m kukuta ,, m || Tadhikata | dhika tam kukuta ||
BADDHA
,m kuku | ta , m tadhika ta || Dhika ta, m| Takuku takuku taku ||
BADDHA UROMANDALAM
Ku takuku | tasakipa takuku ta || Kuku taku | ku takuku tharakiza ||
UROMANDALAM
Kukutam | takata,;mditho || ,hgakuku | taka takadikata,m ||

KARIHASTAM & KATICCHINNAM

Kukuta,m | takata,;mditho || ,2gakuku | taka takadikata,m ||
KARIHASTAM & KATICCHINNAM

Kukuta,m | takata,;mditho || ,7gakuku | taka takadikata,m ||

KARIHASTAM & KATICCHINNAM



()
Aksiptah
Ragam: Kalyani
Talam: Adi
S;;,SNDPMG PMGR | S ,; SR | GMPD MPDN ||

NUPURAM

DND G,RGR NRGPGRSN | GRSN RSND |[SNDP MND; ||

VIKSIPTAM ALATAKAM
SS,NDPMG RSRSR, | ; PMP,;DPD,|;SNS, ;||
AKSIPTAM
NGR NRN DND MDM GMDN | SNS, NRN, | ; NRN, ;||
UROMANDALAM NITAMBAM

SNS PDNS, GRSNDPDN | GR, SNPD | NS, ; RSND ||
NITAMBAM KARIHASTAM KATICCHINNAM  KARIHASTAM
PMPD RS,NDPMND,;| SRGMGMDN | GR,NDGRN || §

KATICCHINNAM KARIHASTAM KATICCHINNAM

S7
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(6)
Udghattitah

Talam: Adi (Tisra Gati)

To,m ta takira takadina dina | tom ta takiza | drugudutom drugudutom drugudutom ||
NIKUTTAKAM
Takkippa dikkipna takkizpa tatom | din din din din din din | Takkizpa dikkizra ||
UROMANDALAM
Takkinpa tatom din din din din din din | takkizna tato, | ;m Kkizpatom ||

UROMANDALAM NITAMBAM

Takkizna tato,; m Kkippatom | takkippa dikkizpa | drugudutom drugudutom drugudutom ||

NITAMBAM KARIHASTAM

Taddhee,m takkirzza dindin dindin dindin | drugudutom drugudutom drugudutom | Taddhee,m
KATICCHINNAM KARIHASTAM KATICCHINNAM

takkinna ||

dindin dindin dindin drugudutom drugudutom drugudutom | Taddhee,m takkizra dindin dindin
KARIHASTAM KATICCHINNAM

dindin || ta



(7)
Viskambhah

Talam: Ripakam

Tarakina | tarakina kirataka || {kinpanakka Kippanakka Kin ||

NIKUTTAKAM NIKUNCITAM

nata, } (tisram) | Tatakipa | tarakipa || Kkirataka {kinpanakka kinpa ||

ANCITAM

nakka Kin | nata, } (tisram) tongida || ka ton | ga,; Kisata, ||

ARDHANIKUTTAKAM

To,ngida | ,ka to,ngidaka || to, nga, | Kinpanata Kippata ta ||

ARDHANIKUTTAKAM BHUJANGATRASITAM
To ,| ; n ga; Kkirata || to, nga, | kimpanata Kippata ta ||
BHUJANGATRASITAM
To , | ; n ga; kirata || to,nga, | {tarakinpa tara ||
BHUJANGATRASITAM CHINNA
Kinpa ta | rakinna } (tisram) kitata, || ; kizata , ; kirata, ||
CHINNA

To,ngida,ka To,ngi | da,ka To,igidaka toiga || ta, kira | ta; kirata; kira ||

59



KARIHASTAM & KATICCHINNAM

To,ngida,ka To,ngi | da,ka To,igidaka to,iga || ta, kira | ta; kirata; kira ||

KARIHASTAM & KATICCHINNAM

To,ngida,ka To,ngi | daka To,ngidaka to,iga || ta, kira | ta; kirata; kira ||

KARIHASTAM & KATICCHINNAM
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(8)

Aparajitah

Talam: Adi

Ta; ta dhee,m ta, tatakira dhee,m taka | tatakira dhee,m taka | takiza dhikiza taka ||
DANDAPADAM VYAMSITAM PRASARPITAKAM

Tat dhee,m taka dhee,m janu dhee,m kitaka dhee,m tadheem takadheem | Tat dhee,m taka dhee,m

NIKUTTAKAM NIKUTTAKAM

janudhee |, m kitaka dhee,m tadheem taka dheem ||

NIKUTTAKAM

Tatdhim takadhim jazudhim kitakadhim dhee,;;m dhee, | ;;dheem ta dhee | ,m ta dhee,m ta dhee,m ta||

ARDHANIKUTTAKAM AKSIPTAM

Tata ki ta dheem tarikira dheem tarikira dheem tarikiza dheem tarikiza | dheem taka tatakiza dheem

UROMANDALAM

taka tatakira | dheem tarikiza dheem tarikiza dheem tari ||

kirfa dheem tarikira dheem taka tatakiza dheem taka tatakira dhee,mtata | kadina dhee,m ta dhee,m
UROMANDALAM KARIHASTAM

ta taddit talangu ta taddit ||

kiratakatarikitatom taddit talangu ta taddit kizatakatarikizatom kigatakatarikizatom | taddit talangu ta

taddit kizataka | tarikizatom kizatakatarikizatom kizatakatarikizatom

KATICCHINNAM



62
(9)
Viskambhapasrtah
Talam: Adi (TiSra gati)
Takira dikira takiza tadin, | ; taka dina | takira tadin ||

NIKUTTAKAM ARDHANIKUTTAKAM

Dhee,m dhee,m tankitataka tarikizataka | dhee,m tatadin, | takadina taka ||

BHUJANGATRASITAM BHUJANGATRASTARECITAM

dina takadina dhee,m dhee,m | tankirataka tarikizataka | dhee,m tatadin, ||

BHUJANGATRASITAM BHUJANGA -

takadina takadina takadina | taka dhee,m janu | dhee,m kira dhee,m ||

TRASTARECITAM AKSIPTAM

drugudutakiza drugudutakiza drugudutakiza drugudutakiza (kandam) | takiza tadin, | ; takadin, ||

AKSIPTAM UROMANDALAM

drugudutakira drugudutakiza drugudutakiza drugudutakiza (kandam | taddit ta/asgu ta, dindindin

UROMANDALAM KATICCHINNAM

dindindin ||

taddit ta/argu tai, dindindin dindindin | taddit ta/angu ta, dindindin dindindin || ta

KATICCHINNAM KATICCHINNAM



63
(10)

Mattakridah

Talam: Adi
Ta, ; ;; ku,kun, jhe,; | ja,ka,ta,ri, | ta,ra,ri,ta, ||

BHRAMARAKAM NUPURAM BHUJANGATRASITAM

ja,ka,kun,ja,ka,kun, ta,ri, | jhen,;; ta, | jhen,;;; || (1% & 2" speed)

VAISAKHARECITAM

jakataka tarita jakataka tarita jaka | ta tarita kukunjhe, | ; kukunjhe,; ||

AKSIPTAM
jhem, taka kukun jhe,m jhem, taka kukun jhe,m |[jhe,,;; mta jhe,, |;mta jhe,mta jhe ||
BHRAMARAKAM VYAMSITAM

,mta jhemta jhe,mta kukun jhe,m jhem, taka | kukun jhe,m jhem,taka| kukun jhe,m jhe,; ||
UROMANDALAM BHRAMARAKAM
,mta jhe, ;mta jhemtajhe, m ta jhem | ta jhemta kukun jhe,m| jakatarita rarita ||
VYAMSITAM UROMANDALAM NITAMBAM
jhe;mtajhe;m jakatarita rarita | jhe;mtajhe;m | jhe,m taka taka jhe,m ||
NITAMBAM KARIHASTAM
jhe,m taka taka jhe,m taka jhe;m taka | jhe;m jhe,m takifa jhe,m takiza jhe, m ||

KARIHASTAM KARIHASTAM

takira jhe,mtaka rarita kiratakatarikizatom kiga | takatarikizatom kizatakatarikizatom taka rarita kigataka ||

tarikizatom kizatakatarikizatom Kkizatakatarikiratom takari | ta kizatakatarikizatom kigataka | tarikizatom

kizatakatarikiratom || ta

KATICCHINNAM



64

(11)
Svastikarecitah
Talam: Adi (Tisram)

Ja,;ka,dhi,;tta,ri,tto; mja,ka,dhit,| ta,ri,tom,;;; |ja,ku,ta,ja,ku,ta, ||

VAISAKHARECITAM VRSCIKAM
Ja,;ka,dhi,;tta,ri,tto; mjaka,dhit,| ta,ri,tom,;;; |ja,ku,ta,ja,ku,ta, ||
VAISAKHARECITAM VRSCIKAM

Jaka di ;tta, jaka di ; tta jakadhi tarikirato, ; m | Jaka di; tta jaka di ; tta | jakadhi, tarikizato ; m ||

NIKUTTAKAM NIKUTTAKAM

Tarikizato , m tarikizato , m tariki ; tta jakadhi ; tta | tarikizataka kiratakatarikitatom , | ta ,;; tariki ; tta ||

NIKUTTAKAM KATICCHINNAM

Jakadhi ; tta tarikizataka kizatakatarikizatom , tai , ; ; | tariki ; tta jakadhi ; tta | tarikizataka

KATICCHINNAM KATI -

kiratakatarikizatom || ta

CCHINNAM



(12)
Parsvasvastikah

Ragam: Mohanam

Talam: Adi
S; DP;GR;SD,SR | G,;; SR | GPD GPDSR ||
DIKSVASTIKAM ARDHANIKUTTAKAM
SR, DSDPG PD, GPGRS | SRGP, RGP | D, PGPDS, ||
APAVIDDHAM URUDVRTTAM
RR DD SS PP GPDS|D; $D,; | SRR, D, ||
AKSIPTAM NITAMBAM
$.S, P.D,D, GPP, |SRR DSS PDD GPP SRGP ||
NITAMBAM NITAMBAM
GRGRSRS, $DSDGDP, | PG,RSD RS|,DPG RGPD ||
KARIHASTAM KATICCHINNAM
SD, PGR DP,GRS DSRG | SR, GPD GP, DS,R, SDRR || S

KATICCHINNAM KATICCHINNAM
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(13)
Vrscikapasrtah
Talam: Adi (Tisra Gati)
Dhee ; m, ; Dhee;m, ; | Taddinta takadinta | taddinta takadinta ||
LATAVRSCIKAM
Dhee, m, ; Dhee;m, ; | Taddinta takadinta | taddinta takadinta ||
LATAVRSCIKAM
Dhee , m taddinta, ; takadinta | dhee, m taddinta, | ; takadinta ||

NIKUNCITAM

Dhimtakadina dhimtakadina dhimtakadina dhimtakadina | dhimtatakka dhimta | takka dhimtatakka ||

MATTALLI NITAMBAM
Dhimtakadina dhimtakadina dhimtakadina dhimtakadina | dhimtatakka dhimta | takka dhimtatakka ||

MATTALLI NITAMBAM
Dhee,mta takadinna ; takka dinna | ; takkadinna | dhee,m takadina ||

KARIHASTAM KARIHASTAM

Dhee,m takadina dhittalangu takadinna | dheemtaka dheemtaka dheemtaka | ta,; dhittalangu

KARIHASTAM KATICCHINNAM

|takadinna dheemtaka dheemtaka dheemtaka tai; dhittalangu takadinna dheemtaka dheemtaka
KATICCHINNAM KATI -

dheemtaka || ta;
CCHINNAM



(14)
Bhramarah
Talam: Khanda Capu
Tom, | ,; || kira | tor, ga|| Tom, | ,; || kira | ton, ga ||
NUPURAM NUPURAM
Ton,| ga ta, || kira| torngall jhem, | ,; |l
AKSIPTAM

Kifato, m |tarikiato, m || tari  tom | ,; ||
CCHINNAM CCHINNAM  SUCIVIDDHAM
Ki,ra, | tonga || ki, ra, | to,aga || to,n | gato, 7 ||
NITAMBAM
ga ki, | ra, ton | ga ki, | ra, to,n || ga to |,iga to ||

NITAMBAM

,nga |Wa tarikiza || tom tari | kizatom tari [l

KARIHASTAM

kira kiza | tarikizatom | tarikiza | tom tarikiza ||
KARIHASTAM
to,m | ta, ki,z, || ta,ka, | ta,din,ta, ||
UROMNDALAM
toom | ta, ki,zsa, || ta,ka, | ta,din,ta, ||

UROMNDALAM

kirato,m | tarikiratom, || to;snga| to;nga to, m ||

KATICCHINNAM

kirato,m | tarikizatom, || to;snga| to; nga to, m ||

KATICCHINNAM

kizato,m | tarikizatom, || to;sga| to;nga to, m || ta

KATICCHINNAM
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(15)
Mattaskhalitakah
Ragam: Kathanakutiihalam
Talam: Rupakam
S RMD]|,NMD S, ND [P MGR | S R M D, NMD |

Nadrudrudheem ta na na dhee,m tana na dhirana Nadrudrudheem tanana

MATTALLT GANDASUCT
S , ND|P MGR S S §, IND , M| D ; MD,; |
dhee,m tana  na dhirana drudru ta , ni dheem ta dhee, m ta dhee;m
APAVIDDHAM TALASAMSPHOTITAM
S S S, |[ND , G| P ; G ||P, ; |SNDPGPS, |
drudru ta, ni dheem ta dhee,mta dhee ;m sndpgp s,
TALASAMSPHOTITAM KARIHASTAM

ND, G|P , S RMGRI|SNDP|MGR P, MGR S
n d, ta dheemta, » mg 7 $ n d p tanana dheemta nana

KARIHASTAM KARIHASTAM
S S8, IGPS , GPS ,|GP S, |SSS IG P S , |
Tad di ta/angu drudru dhee;m drudru dhee;m drudru dhee;m taddi ta/angu drudru dhee;m

KATICCHINNAM KATICCHINNAM

GPS, |GP S, S sS§, IGPS ,|] GPS , GP R, |S
drudru dhee;m  drudru dhee;m tad di ta/angu drudru dhee;m drudru dhee;m drudru dhee;m ta

KATICCHINNAM



(16)
Madavilasitah
Talam: Misra capu
Jhe ;| jhe, | ; || kiathom | | 5 ||
MADASKHALITAKA
Kiratha | kupa | kuna || ku tho, n | gira| ; ||
MADASKHALITAKA MATTALLI
Tho ,ngi|ra,|ka,]| tho;n,|ga,]|; |
TALASANGHATTITA

Tho ,ngi|rma, ka,| tho;n,|ga,|; |

TALASAMSPHOTITA

Jhe ,kunakaku | jha, kuku| jakata,m|| Tha, kutitata|,tariku| jagana, m ||

NIKUTTAKAM URUDVRTTAM
Jagana; ,m | Jagana, | ; mJaga || na; ,mtho,n | gita,ka| Jagana,m ||

KARIHASTAM KATICCHINNAM
Jagana, ,m | Jagana, | ; mJaga || na;, ,m tho,n | gita, ka| Jagana, m ||

KARIHASTAM KATICCHINNAM
Jagana; ,m | Jagana, | ; mJaga || na, ,m tho,n | Qita, ka| Jagana, m ||

KARIHASTAM KATICCHINNAM
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(17)
Gatimandalah
Talam: Adi (Tisram)
Jhe , mta Kinnatta kinna nakka jakka | Jhe,mta Kipnarta | kinna nakka jakka ||

MANDALASVASTIKAM

Jamtarikiza namtarikiza jamtari namtari kizataka | Jamtarikira namtarikiza |

NIVESAM UNMATTAM

jamtari namtari kizataka ||
UNMATTAM
Jhe , mta kipnpata kinpanakka kinpa | nakka kippamakka | jhe,m ta takkinna ||
AKSIPTAM UROMANDALAM
; tatakippa jhe,m ta takkippa | ; tatakinpa | jhe, mjhe, m takkin ||
UROMANDALAM KATI CCHINNAM
na to,m takkinpa to,m takkiznato,m | jhe,m jhe,mtakkiz | na to,m takkinpa ||
KATI CCHINNAM
to,m takkizna to,m jhe,m jhe,m takkin | na to,m takkizpa | to,m takkizpa tom || ta

KATI CCHINNAM



71

(18)
Paricchinna
Talam: Adi

Jhakakira jakakira ta; jhen; jhen, | kinpapaki rakakujhen | , kinpaki rakakujhen ||
SAMANAKHAM CHINNAM SAMBHRANTAM SAMBHRANTAM

Jhakakira jakakira Jhakakira jakakira tajhe ,n tajhe ,n jhe ,n| kinnanaki kukujhe ,n | , Kinpaki

BHRAMARAKAM ARDHASUCI ATIKRANTAM

rakakujhen ||

Tho , mta jhakakira rakuku jhen, jhen, tho,m | ta jhakakira rakuku | jhen jhen jhakakiza ||
BHUJANGATRASITAM BHUJANGATRASITAM

Jhakakira kippanaki kippapaki jhakakira | jhakakiza Kippapaki | kinnanakinhen, [l

KARIHASTAM KARIHASTAM

kukujhen, kinpaka kipnaka kukujhen, kukujhen, kipzaka kizrnaka kukujhen, kukujhen, kipnaka
KATICCHINNAM KATICCHINNAM KATI -

kinnaka || ta

CCHINNAM



(19)
Parivrttakarecitah
Ragam: Yaman Kalyani
Talam: Adi (Ti§ram)

P,M G,R GRSDNR | G,; ;| MNDMGR ||
NITAMBAM NITAMBAM
SSS,ND MDN GMD | MDPMGRSND; | N; R ; ||

SVASTIKARECITAM

G,;; MDP, MDP, MGRG | MND, MND,PMGR| NRGMDN||

VIKSIPTAKSIPTAKAM LATA-
SNDMGR S§, SS, | SNDM,D NDMG M ||
VRSCIKAM UNMATTAM KARIHASATAM
GMDNS , RNDMGR| N:;R; | G,;;
BHUJANGATRASITAM AKSIPTAM

P,MG,R GRSDNR | G ; PMGR | GRSDNR GMD MDN

NITAMBAM KARIHASTAM  KATI -

S, ND M,DN GMD MDN S, ND | M,DN GMD MDN |

$ND M,DN || §

CCHINNAM KATICCHINNAM KATICCHINNAM
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(20)

Vaisakharecitah

Talam: Khanda Capu

Tat, tadhee | ,m dhee,m takira || takata dhee | , m digutaka digutaka taka ||

VAISAKHARECITAM NUPURAM

Tat, tadhee | ,m dhee,m takira || takata dhee | , m digutaka digutaka taka ||

NUPURAM NUPURAM

Dhee, m ta ki | ra digutaka digutakataka || Dhee,m taki | ra digutaka digutaka taka ||

BHUJANGATRASITAM

Taddit ta/anku | ta, takadit talanku tai, || drugudutaka drugudutaka | taka drugudutaka
UNMATTAM UNMATTAM MANDALASVASTIKAM

drugudutaka taka ||

drugudutaka drugudutaka | taka takadiku tarikizatom, || drugudutaka drugudutaka | taka

MANDALASVASTIKAM MANDALASVASTIKAM

drugudutaka drugudutaka taka ||

drugudutaka drugudutaka | taka takadiku tarikizatom, || taddhee,m taka | dhee,m taddhee,m
MANDALASVASTIKAM NIKUTTAKAM

taka ||

dhee,m taddhim | takadhim taddhee,m taka || dhee,m taddhee | ,m taka dhee,m taddhim ||

NIKUTTAKAM NIKUTTAKAM
takadhim drugudutaka | taka taddin takka drugudu || takataka taddin | ta, drugudutaka
URUDVRTTAM
taka tad ||

din takka drugudu | takataka taddin ta,|| dhee ,m tarikira dhee,m| tarikiza taddin takka ||



URUDVRTTAM AKSIPTA
dhee ,m tarikiza dhee,m | tarikiza taddin tom, || taddin takkiz | ra taddin dikkiza ||

AKSIPTAM UROMANDALAM

taddin tomkiz | ra taddin namkiga ||

UROMANDALAM
tarikizatom tari | kiratom takatarikizatom || taddit ta/angu | ta takadikutarikizatom ||
KARIHASTAM KATICCHINNAM
tarikizatom tari | Kkiratom takatarikizatom || taddit ta/angu | ta takadikutarikizatom ||
KARIHASTAM KATICCHINNAM
tarikiratom tari | kizatom takatarikizatom || taddit ta/angu | ta takadikutarikizatom ||

KARIHASTAM KATICCHINNAM
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(21)
Paravrttah
Ragam: Amir kalyani
Talam: Ripakam

SM GP | MD PS,NDP || MDPM G,;;; ||

JANITHAM SAKATASYAM

MDP ,| MDP, GMRS, ||

SAKATASYAM

SM GP | MD PS,NDP || MDPM G,;;; ||

SAKATASYAM

MDP , | MDP , GMRS, ||

SAKATASYAM

SNS M | GR SNS RSN || DN DN DP MP SNS M ||
ALATAKAM BHRAMARAKAM

GR SN | S RSN DN, D ||

ALATAKAM BHRAM -

N, DP, MP, | GMRS || RS, M | G, PM ND SN ||

ARAKAM KARIHASTAM KATI -

RS, N | DP MP, GMR ||

CCHINNAM

MG, P|M, NDSNGR || PG M| RSRS,NDP ||

KATICCHINNAM
NS, D|N, DNDPMP | PS,N|DPMP,NDP || §

KATICCHINNAM



(22)
Alatakah
Ragam: Hindolam
Talam: Adi (Tisram)
S,S MM GMDN SN | $,;; |$ , NNDM M, GMGS ||
s, s mm gmdn sn S, dhee,m tarikira to,m tarikira
SVASTIKAM VYAMSITAM

N , S N, S GMGSNS| N , D N, D DNDMGM |
Dhee,mta dheem ta gmgsns dhee,m ta dheemta dndmgm

ALATAKAM ALATAKAM  URDHVAJANU URDHVAJANU

76

M N , DN , GMDNSNDNS,; S8 M ,M NN G, G | §8§ MM NN SS |
Ta dhee,m ta dheem gmdnsndns,; | dit talaagu tom ta/arngu S,s  m,Hm NNoss
NIKUNCITAM ARDHASUCI VIKSIPTAM

SS, SNDMG, NN GG DD MGS | SS MM D,D N,N GMDNSNDNS,; ||
ss, sndmg, n,n g,g d,d mgs| s,s mm d,d n,n gmdnsndns,; ||

UDVRTTAM AKSIPTAM KARIHASTAM

SNDMGMGS GMDNSNDNS ,; SNDMGMGS GMDNSNDNS ,; SNDMGMGG || S
sndmgmgs gmdnsndns,; sndmgmgs gmdnsndns,; sndmgmgg || s

KATICCHINNAM KARIHASTAM KATICCHINNAM KARIHASTAM  KATICCHINNAM



(23)
Parsvacchedah
Talam: Misra Capu

Dhariku | kuku| na, || janaku|kuku | a, ||
VRSCIKA KUTTITAM
Kirata | ri ja |ga nam | to, tha | ri, | ; ||
URDHVAJANU
Kurajham | ki ra | ta ka || Kuzajham | ki ra | ta ka ||
AKSIPTAM
Takajhem| ; | ; || dhari ku | kuku | na, ||
SVASTIKAM
dhari ku | kuku | na, || ja na ku | ta, | ; ||
SVASTIKAM CHINNAM
Kiratari | jaga | na m || to, tha | ri, | ; ||
UROMANDALAM
Dhariku | kuku | na, m || kiratari |jaga | nam ||
NITAMBAM
Kukuna | ,ku | kuta || , kirato | ,m kiza | tom ||
KARIHASTAM KATICCHINNAM
Kukunma | ,ku | kuta || , kitato | ,m kira | tom ||
KARIHASTAM KATICCHINNAM
Kukuna | ,ku | kuta || , kitato | ,m kira | tom ||

KARIHASTAM KATICCHINNAM
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(24)
Vidyutbhrantah

Talam: Adi

Tha,ri,ku,;ja,ka,dhi,; | tharitho,; dhika | kagpa tha;tha; ||
ARDHASUCI VIDYUTBHRANTAM

Thariku jakadhi , tharitho dhikakaratha, | Thariku jakadhi, tharitho dhikakaratha, ||
ARDHASUCI VIDYUTBHRANTAM

Jakadhi, ; Jakadhi,; thariku tha | riku tha thariku tha | riku tha dhikakana ||

CHINNAM ATIKRANTAM LATA -
dhikakaza tha, ;; tha,;; | Jakutha,kujakka | tha, kujakkatha, ||
VRSCIKAM KATICCHINNAM

Jakutha , kujakka tha, kujakkatha, | Jakutha, kujakka | tha, Kujakkatha || ta

KATICCHINNAM KATICCHINNAM



79

(25)
Udvrttakah
Ragam: Abhogi
Talam: Adi (Tisram)
S,$ D,MDMDG,R | S,;; | DSRGMD ||
NUPURAM BHUJANGANCITAKAM

GMD MDS RSD MDS | R; R; | GRS RSD SDM DMG ||

BHUJANGANCITAKAM GRDHRAVALINAKAM

R; R; SSS §,S DSDMGR | RRR K,R SRSDMG|GMM MD,D DS, S SRR ||

VIKSIPTAM VIKSIPTAM UDVRTTAM

GMGRS, DSDDM, GGM GGM | GRS MMD | MMD MGR ||

UDVRTTAM NITAMBAM NITAMBAM

DSRGMD SDMGRS | RGM GMD MDS DSR | GR, SDS RS, DMG ||

LATAVRSCIKAM KATI CCHINNAM

GMD MDS DSR SRG MG,RSD RS,DMD | SRS DSD MDM GMG SS,DDM GM,DSR, || S

KATICCHINNAM KATI CCHINNAM



80

(26)
Alidhah
Talam: Adi
Dheem, ; ; ; tarikira dimitaka | Dheem,;;; | (dhee,m tarikira dhee,m tarikita) tisram ||
VYAMSITAM NIKUTTAKAM

Dhee,m taddhee;m (Dhee,m tatrikiza Dhee,m tatrikiza) tisram | Dhee,m taddhee;m | (Dhee,m
NUPURAM NUPURAM
tatrikirza Dhee,m tatrikiza) tisram ||

NIKUTTAKAM

(Dheemta Dheemta Dheemta Dheemta) tisram ta;m taddhee , ; m | (Dheemta Dheemta Dheemta
ALATAKAM AKSIPTAM
Dheemta) tisram ta;m taddhee , ; m ||

AKSIPTAM

Dhee,m taddhee,m Dhee,m taddhee,m tarikisa tarikisa tarikiza | taddhee,mta taddhee,mta
UROMANDALAM KARIHASTAM KATI -
takatarikizatom takatarikizatom ||

CCHINNAM

Dhee,m taddhee,m Dhee,m taddhee,m tarikisa tarikisa tarikira | taddhee,mta taddhee,mta
UROMANDALAM KARIHASTAM KATI -
takatarikizatom takatarikizatom ||

CCHINNAM

Dhee,m taddhee,m Dhee,m taddhee,m tarikisa tarikiza tarikira | taddhee,mta taddhee,mta
UROMANDALAM KARIHASTAM KATI -
takatarikizatom takatarikizatom ||

CCHINNAM



81

(27)
Recitah
Ragam: Ragamalikai
Talam: Adi
Ragam: Kapi
S : DNP GMNPM G RS|R .11 MG | PMNPSNGR ||
Dhee, m tadhee ; m tanadirana dhee, m ta dheem,;; mg pmnpsngr
SVASTIKARECITAM
S : DNP GMNPM G RSI|R .17 MG | PMNPSNGR ||
Dhee, m tadhee ; m tanadirana dhee, m ta dheem,;; mg pmnpsngr
ARDHARECITAM VAKSASVASTIKAM

N SG M G .M RMGR SNS,| NSGRS, | DNPMP ,| GMNP ||
Tanadhee , mta dhee, mta tanadira dirana,| nsgrs,| dnpmp, | gmnp ||
UNMATTAM AKSIPTA -

G,RS,GR,;; NSGM |[GMGM GMNP | GRSN NSGM ||

g,rs,gr,;; nsgm gmgmgmnp grsz nsgm

RECITAM ARDHAMATTALLI

GMGM GMNPGRSN SRMP | ,P RMPNNN PNS R , R GR |

gmgm gmnpgrsz srmp ,p rmpn,n dhirana dheem ta dhira

ARDHAMATTALLI RECITANIKUTTAKAM

NS , $ NSGRSNDNPMGRSRGR;RGR;RGR R ;|

nadhee,mta n s g r sndnopmgTrsrgr;rgr ;rgr.;
BHUJANGATRASITAM NUPURAM

Ragam: Sindhubhairavi

P P PD PP, M GMNP G ;S,;;; NSGMP DND |



Dhee , m dhee, m japuta dhee, m ta takajanu dhee; m ;; takajaputa dimita
VAISAKHARECITAM

P P PD PP, M GMNP G ;S,;;; NSGMP DND |

Dhee , m dhee, m japuta dhee, m ta takajanu dhee; m ;; takajaputa dimita
BHUJANGANCITAKAM

PDNS,$ NSRSNDPMDP, | GMM MDD DN | N N$§ NDNS |

pdns,s ns/sndmdp, gmm mdd dn n nss ndns
DANDARECITAKAM CAKRAMANDALAM
S S , SS , SS NRS DSN PN|DMDP G,; | GM ;

M D

82

Tadhee, m tadhee, m taka japuta dhimita japu ta dhimita ta;m tadhee,m tadhee,m

VRSCIKARECITAM VIVRTTAM VINI -

DN ; SNDPMGRS GM ; MD ; | DN ; SNDPMGRS |

tadnee.m sndpmgrs tadhee,m tadhee ,m tadhee,m sndpmgrs
VRTTAM VIVARTITAKAM

NS RRS, MP ||

tana dhirana , tana

GARUDA -

DDP, GGRRS, D , DNS D|, P MPDP M ,G, RGM R

S

dhirana , tanadhirana, dhee,m japuta dhee ,mta japutaka dhee,mta japuta dhee,mta

PLUTAKAM LALITAM

Ragam: Valaj
G,PDNS, NDP DPG P|GS , SGPDN |D,;;; |

g, pdns, takadhee,m tapadhee, m ja nrudheem sgpdn d,;;;

MAYURALALITAM
{§ G S NSN DND PDP}(tisram) G,PDNS , N |DP , DPG , P |
Tadimi dimita japuta dimita g,pdn s , takadhee, m tapradhee, m ja
SARPITAM SKHALITAM

GS , SGPDN |
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nudhee, m sgpdn

D,;;; SGS NSN DND PDP | GP, GP D, P | DNS, SNSP |
d,;;; {tadimi dimita japuta dimita} (tisram) tato,mtakato,mtaki ratom takadimi
VYAMSITAM TALASANGHATTITAM

G, PGS GSN SND NDP |GPGPDPGS |PDPDNDPG |

toom pgsgsnsndndp gp gpdpgs pdpd ndpg
VRSABHAKRIDITAM LOLITAM

DNDNSNDP GPDNS, ; | NSGG NSG | .G PG, GS,|

Dndnsndp gpdns,; nsg,gnsg ,0 pg , gs,
LOLITAM UROMANDALAM

SG, S SNDPD,; NS, N NDGDP,; SG, P DNSG | S

Tala, ngu tadinginato, ; m tala, ngutadingipato, ;m tala, ngu tadingina tom

KATCCHINNAM KATCCHINNAM KATCCHINNAM



(28)
Acchuritah
Talam: Khanda Capu

Tam | takkitta || dheemtaka | tarikirataka ||
NUPURAM
Taddim | taddimta || Taddim | taddimta ||
BHRAMARAKAM BHRAMARAKAM
Dheemtaka | dheemtarikiza || Dheemtaka | dheemtarikiza ||
VYAMSITAM
Dheem, | ,; || tarikiza | tarikirataka ||
ALATAKAM

Dhee,m | ta tarikiza || taka Dhee | ,m ta tari ||

NITAMBAM NITAMBAM

kirataka | dhee,m || tarikiza | ta, dhee,mtari ||

KARIHASTAM KARI -
kira ta,| dhee,m tarikiza || talangu| tom takirataka ||
HASTAM KARIHASTAM KATI -

tarikizatom | Kkirzatakatarikizatom || ta/angu| tom takizataka ||

CCHINNAM KATI -

tarikizatom | kiratakatarikizatom || ta/asgu| tom takizataka ||

CCHINNAM KATI

tarikizatom | kiratakatarikirzatom || ta

CCHINNAM
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(29)
Aksiptarecitah
Ragam: Ragamalikai
Talam: Adi (Tisra gati)

Tat, tat, kukutom , ta, ; kukutatakiza kukutatakifa |tat,tat, kukutom,tai,; | kukutatakira

SVASTIKARECITAM SVASTIKA -
kukutatakiza ||
RECITAM
Kukuto , mta, kukuto,mta, to, mta takira takadinata, | kukuto, mta, kukuto,mta,| to, mta
PRSTHASVASTIKAM DIK -
takira takadinata, |

SVASTIKAM

Ragam: Vasanta
S,S,SNR, S,; SNGRSN DNSNDM | M,M, GMGRS,; | SMGMDN SNDMDN ||
KATISAMAM GHURNITAM BHRAMARAKAM

R.R,R, GMGRSN SND NDM GMDMG, | GMD MDN DNSNDM | GMDMG, GMGRS,
VRSCIKAKUTTITAM PARSVANIKUTTAKAM UROMANDALAM

Kukudhee , mta, Kukudhee,mta, dhee,;;m | dhee;;mta to;;mta | nam;;;;;; Il
SANNATAM SIMHAKARSITAM

Kukkuto , mkira kukuto , mkira kiradhee,m taka kiradhee,mtaka | dhee,m tarikirza to, m

NAGAPASARPITAM NAGAPASARPITAM DANDAPAKSAM

tarikira | nam,;;;;; ||

DANDAPAKSAM

Kukudhee , m kukudhee , m kukudhee , m dhee,;;m to,;;m | Kukudhee,m kukudhee,m

LALATATILAKAM LALATA -
kukudhee ,m | dhee,;;mto,;;m ||

TILAKAM



Kira tatakira Kkiza tatakira dhee , m tatakiza dhee, m tatakiza | dheem dheemta,; dheem
TALAVILASITAM NISUMBHITAM
ta,| dheem dheemta,; dheem ta,

NISUMBHITAM

Ragam: Amrtavarsini

VIDYUTBHRANTAM GAJAKRIDITAKAM
P,;N M,;P GMPNS | N,;S N,;S | NSGSNS |
GAJAKRIDITAKAM NITAMBAM

P,;N M,;P GMPNS |S,S S, NSPNMP | G,G G, G SGNSPN ||
NITAMBAM VISNUKRANTAM VISNUKRANTAM

SGMGSN PNSNPM GMPMGS GMPNS, | S,S S,S NSPNMP | G, G G, G SGNSPN ||

URUDVRTTAM URUDVRTTAM AKSIPTAM

SGMGSN PNSNPM GMPMGS GMPNS, | SG,SNSG; MG | SN G.SNP S, NPG ||

UROMANDALAM KATICCHINNAM

GM, GMGS; S,GMG M,PNP P,NSG | MG, SNPS; GS, | NPMN; GMPNN || §
KATICCHINNAM KATICCHINNAM

86



87

(30)
Sambhrantah

Ragam: Abbheri
Talam: Adi (Tisra gati)
PS , NDP GMPNS,| NSGRS, | NSNDP, |
Tadhee ,m dirana gmpns, tanadirana, nsndp,

VIKSIPTAM ANCITAM
S ,; NDPMGR SGG SGG | SGMP MGR, | GRSNS, GRSNS, ||

Dhee;m ndpmgr sgg sgg sgmp mgr, grsns, grsns,

ANCITAM GANDASUCI GANGA —

NSGRS, NSGRS, N ,S GMP | PS,NNS | $,ND,P |

Tanadirana, tanadirana, dhee,mta takira ps,nns | s,nd,p
AVATARANAM DANDAPADA DANDAPADA CATURAM
MP G, MP MGPMNP | SN GRS, | ND PG, |
mp g, mp dhira nana dhira nana dhirana, ndp,g,
BHRAMARAKAM NUPURAM

G,;; GM , GRS | NSGMP, | GMP, MPN, PNS, ||

g,;; tadheem takira nsgmp, gmp, mpn, pns,

AKSIPTAM AKSIPTAM
NSG, NSG, S, S N , ND ,D P ,P | GMP MPN | SNDP MGR ||
nsg, nsg, tamta dheemta tom¢ta nam,ta gmp mpn | sndp mgr

ARDHSVASTIKAM NITAMBAM



SGG SMM GPP MNN

sgg smm gpp mnn

KARIHASTAM

| SNDPMG | GMPNS ||
sndpmg gmpns

UROMANDALAM

NSGRSN NS, NDPS;
nsgrsn ns, ndps;

KATICCHINNAM

SNDPMG | GM, GRSG; | SGMPNS GM, GRN || $

sndpmg gm, grsg; sgmpns g7, grn §

KATICCHINNAM KATICCHINNAM
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(31)
Apasarpitah
Talam: Adi

Jhe ;mta jhe ,mta, takapaka jhe ,m taka | naka jhe ,m tajhe,m ta | jhem,;; ||
APAKRANTAM VYAMSITAM
Jhe mtaka jhe ,m jhe ,m drugudutom, dnee,mta, drugudutom, | dhee,mtai, tadheemta | kizataka
ARDHASUCI VIKSIPTAM KATICCHINNAM
janu dhee, ||
UDVRTTAM
; m kifa dhee,;m japudhee,m kiradhee,m | jhe,mtakira jhe,mta | kiza jhe,m jhe,m jhe,m ||

UDVRTTAM AKSHIPTAM

takira jhe,mtakiza jhe,m jhe,m jhe,mtaka | taka jhe,m jhe,mtaka | taka jhe,m drugudutat ta/angu ||

KARIHASTAM KARIHASTAM KATI -

jhe,m takapakajhe,m drugudutat ta/angu jhe,m taka | nakajhe,m drugudutat ta/argu | jhe,m
CCHINNAM KATICCHINNAM KATI -
takanakajhe,m || ta

CCHINNAM



(32)
Ardhanikuttakah
Ragam: Madhyamavati
Talam: Riupakam
R,SN| PN S,NPMR || SRMP | N,;;; ||
NUPURAM VIVRTTAM
SR NS | PN MP RMPN || RMRS | RMP, NNPM ||
NIKUTTAKAM ARDHANIKUTTAKAM
PNS,| NSR PMR SR || S NPN | SRNSPNMP ||
UROMANDALAM KARI -
RMPN | SR MRSN M || RSNP | RSNP RSN ||
HASTAM KATICCHINNAM KATI CCHINNAM
PM RM | ,PN SRMPN || §

KATICCHINNAM
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Conclusion - A Gratifying Revelation

The Natyasastra reveals itself in variegated colours to those who seek knowledge from
this Paficamam Vedam. This small work on the reconstruction of the Angaharas has been a
revelation that the Natyas$astra is a timeless work which is most relevant to the modern world of
performing arts, which includes not only dance and music but theatre and cinema too. At a time
when people look to the west for creativity here is a work which offers unlimited variety. The
Angaharas are just one aspect of the innumerable surprises that the Natyasastra can offer. But
what struck me most when working on this project was the contribution of my Guru, Dr. Padma
Subrahmayam, who has done pioneering work in bringing to practice the practical aspects of the
Natyasastra. In spite of having learnt to perform the Karanas, there were difficulties for me, in
understanding Bharata’s sutras for the Angaharas. I realized what an uphill task it must have
been for my Guru, way back in the 1970s. The saying goes, “Vidya dadati vinayam” —
‘Knowledge bestows humility’. This project on the reconstruction of the Angaharas has made me
realize the true sense of this saying. | humbly dedicate this work to the Adi Guru, Bharata and

my Guru, Dr. Padma Subrahmanyam.
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