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PREFACE

Pranams to my Gurus who have enlightened me throughout my
career and to what I am today. I feel honoured and happy to work on this
topic “Sangita Muktavali - Textual study and interpretation in
performance”, which has been my long time passion. I am a senior
disciple of world renowned dancer and research scholar Padmabhushan
Dr. Padma Subrahmanyam. Having been under her guidance for the past
45 years I have developed a passion in research. After completing a
dissertation on “Dance - from Sanskrit Sources”, for my M. Phil., 33
years back, I was very much interested in studying the Natyasastra. I had
acquired Master’s in both Sanskrit and Bharatanatyam and submitted a
project for M.A. Bharatanatyam on '"'Post-Bharata Sanskrit works -
with special reference to Sangita Ratnakara". Apart from this I
completed a research project on "Visualising Kalidasa's Drsya kavyas
through Bharata's Natyasastra" for my Senior Research fellowship
under the Ministry of Culture, New Delhi. I was keen in doing a research
giving importance to both Literature and Att.

As a performer, teacher and choreographer of the art form of
Bharatanrtyam for more than three decades, I thought I would be able to
do justice to this work. That is the reason why I chose this text as a topic
of my research. In this work, an attempt has been made to explain the
technical as well as practical aspects of Natya. Natyasastra is an
encyclopaedic work on theatrical aspects. The marga technique given by
Bharata is later added with the desi elements by post- Bharata authors.
This reveals the evolution of Natya. The concept of Natya as given by
Devana in Sangitamuktavali is explained in this work and wherever
necessary comparisons from other texts are added. A proper
understanding of the essential terms is necessary. Therefore, this research
furnishes various references to the terms connected with Natya. Though
almost all the concepts will be covered in this work, importance will be
given to the angika abhinaya which will be useful for the dancers and

dramatists.
The original Sanskrit text of Devanacharya's Sangitamuktavali

edited by N. Venkataramanan and published by Sarasvati Mahal Library,
Thanjavur, will be the primary source for this research. Other texts such



as Natyasastra are taken for comparison. Texts written by scholars like V.
Raghavan, Kapila Vatsyayan, Padma Subrahmanyam, Pappu Venugopala
Rao, Mandakranta Bose and others has been studied to understand their
views on this subject for more clarity. This research work is an exclusive
study of this book on dance and to understand the concepts in connection
with performance. This research also compares Natyasastra and
Abhinayadarpana as they are considered to be the main sources for
Bharatanatyam. So it will be useful for the students of Bharatanatyam and
the research scholars. I assure you that this research project is done with
utmost sincerity and it will be beneficial to the Nodal Institution. I thank
the Director of Kalakshetra, Smt. Revathi Ramachandran for her support
and guidance. I also thank the staff members and librarian of Kalakshetra

for the help rendered.

I wish to thank all the scholars who have helped me in pursuing
this research. I profusely thank my Guru Dr. Padma Subrahmanyam for
motivating me in this research. My thanks are due to Smt. Nandini
Ramani who has been supporting me in all my ventures. I thank her
disciple Dr.RamaK. presently the Headmistress, Sri RKM Sarada
Vidyalaya Model HSS, who has done Ph.D. research on comparative
study on Sangita Muktavali for her guidance for my project. I thank
Dr.Gayatri Kannan, Principal of Nrithyodaya, for supporting me in this
venture. I also thank Asst. Professor Dr.Sharda Narayanan for guiding me
in this project. I thank the young bright Sanskrit students B. Naveena,
Shruti.M., Shri Abirami Jayaraman and Radha Muthulaxmi for helping
me in translating and typing some portions of this project.



INTRODUCTION

Natya

Natya is a holistic art form which comprises of drama, dance, vocal and
instrumental music. The theory of dance is well understood by sculptures
and painting and thus, they act as a commentary to the works on dance.
The 64 kalaas have been mentioned in earlier works which were a part of
learning in the society. Singing, instrumental music and dance has been
foremost among them. These were known as ‘Tauryatrka’.

References to drama, dance and music in Sanskrit literature

Natya is a composite art that can be known with different terms. Terms
related to natya are sangita, drSyakavya, ripaka, upariipaka, preksa,
prayoga, nrita, nrtya, nartana, natana, lasya, tauryatrka and so on. These
terms are referred and elaborated in many Sanskrit texts.

Literature review-Technical treatises on Natya

Technical treatises on theatre art works were written describing the
technicalities of drama, dance and music starting from pre-Christian eras.
The evolution of this art form and their regional variations can be
understood from these works. Bharata structured the knowledge of natya,
which is considered as a Veda, as a text called Natyasastra.

Definition and features of Natya

Bharata says, “The nature of the world having pleasure as well as pain

which is represented through gesticulations of the body is called Natya.”
Yoayam svabhavo lokasya sukha duhkha samanvitah
Soangadyabhinayopeto natyamityabhidhiyate. NS.1.121,122.

Natya is the representations of the reactions of all the three worlds.
Trailokyasya asya sarvasya natyam bhava anukirtanam NS. 1.106.

Natya portrays the different aspects, emotions and situations met with in

the world.
Loka vrttanukaranam natyam  NS. 1. 111.



Natya is the imitating of the situations and is called ripa as it can be seen.
Avasthanukrtirnatyam rupam drsyatayocyate. Dasarupaka L.7.

The activity of nata is called natya
Natakarmaiva natyam syaditi natyavidam matam 1 Bhavaprakasa
Pg.46.

Natya is the imitation of situations —

Avasthanukrtirnatyamiti samanyalaksanam && S.R.VILpg 180
Natya, which is nataka, is an adorable art and it has some traditional story
for its theme.

Natyam  tannatakam  caiva  pujyam  purvakathayutam &

Abhinayadarpana 25.

Natya is the art of natas who are either actors or dancers. The major form
of drama is known as ripaka, which is based on natya. Pathya is natya or
ripaka, which has many dialogues. Ripaka places a greater emphasis on
sattvika and other abhinayas, which are rasatmaka.

The Natyasastra is an extensive work on all the aspects on theatre,
namely drama, dance and music. Though this §astra codifies the learning
of this art, it is learnt only through Guru Parampara. This work has
influenced many scholars. Considering Bharata as their Guru, many
scholars have written books on natya, nrtta, sangita and allied arts.
Generally, the scholars follow their preceptors while writing a book and
add their opinion based on the practice of the art form during that period
in their region. After Bharata, scholars brought out their own works based
on the Natyasastra. Some were commentaries on Natyasastra. Many
works written on sangita have a few chapters on dance. However, many
scholars adhere to Bharata’s Natyasastra, concentrating on a particular
aspect of the whole work. The special features in these works are
commendable. Such an elaborate text on dance is Sangitamuktavali

Sangitamuktavali
This work was written by Devanacarya, who adorned the court of

Prowda Devaraya of Vijayanagar in 15th century. It deals mainly with the
aspects of dance and briefly brings in musical elements. In the topic



called abhinaya nirnaya, the author deals with the four abhinayas in a
very brief manner. He defines nrtta, nrtya and some varieties of desi
dances and songs. He classifies the dance (nartanam) as nrtyam and
nrttam. It is again classified as tandava, that which is uddhata (forceful)
and lasya, that which is madhura (soft). Lasya is predominant with
srigara rasa and tandava is that which was incorporated by Siva and
followed by Tandu. The four varieties of nrtta are preranam, prenkhanam,
gundali and dandarasakam. Angas, pratyangas and upangas are elaborated
in this text. Sthana, cari, karana, angahara and gati are briefly described.
Some de$i karanas are also added. This work, which deals mostly with
nrtta elements, also describes gita, vadya, $abda, tala and sabdaprabandha
paddhatis. One of the special features of this work is pada kuftana caris,
like adavus, are mentioned. Tala and syllables for angahara is seen in the
second manuscript, which is available in Tanjore Library.

i) Objective of the research

Sangitamuktavali text seems to have the prayoga of angika abhinaya and
karanas in natya. This research deals about the presentation of abhinaya
and karanas based on a critical study of the text. Moreover, the research
will be concentrating on the aspects of dance dealt with in the text with
examples from regional styles of dance.

The aim of this research is to reconstruct the elements of Natya in this
text and also give a comparative study with that of Natysastra and other
post- Bharata texts on Natya. This research is to establish the usage of
dance movements in performance and to propogate the richness of the
text. The important elements found in this book are the pada kuttana
charis and gati varieties which will be useful for the choreography of

Bharatanatyam and Nattiya nadakam.
ii)  Hypothesis/ Methodology

The methodology followed in this research is descriptive and
comparative. A survey is made on the prominent Sanskrit texts on Natya
and the specialty of Sangita Muktavali is brought out. After noting down
Natya and its relative elements in various texts, the practical aspects
given in Sangita Muktavali are analysed and described. The evolution of



Natya during various centuries will be understood through this work.
Though the concept of Natya has taken different forms, and the technical
terms connected with the performances of the regional styles are given
different names, it still prevails in practice of dest forms.

iii) Relevance of the work

Theoretical knowledge on Natya is equally essential for the practical
presentation. The holistic knowledge of the Natyasastra both laksana and
prayoga will be of great help in completing this research. It is necessary
for dancers to understand and know the value and richness of the texts
available to us. Though there are some print mistakes and lacuna in the
text, this text is of high standard and there are not any translations
available for this text. So this study based on theory and practice will be
useful for those who are practitioners of dance and theatre. The
manuscripts available in the libraries can be analysed for further study.

iv)  Areas chosen for study

The text Sangita Muktavali is studied in detail. As there is no English
translation available and only one edited version of print available from
Saraswathi Mahal Library, that book is taken for research. There is a lot
of lacuna in the available text. So other primary sources such as
Natyasastra, Sangitaratnakara, Nrttaratnavali, Abhinayadarpanam, etc.
have been studied for better understanding. As one Ph.D.research work
on comparative study was found I have not done the comparison in detail.
The text is studied in order to understand the technical terms and the
concepts on dance dealt with by Devanacarya. The text Sangita
Muktavali contains special elements such sabdaprabandha paddhati, nrtta
gati, utpluti and bhramari karanas, pada kuttana caris, etc. other than the
regular abhinaya nirnaya section. All these are explored in this research.
The aspects of Nrtta, Nrtya, Natya and Abhinaya which is very important
for dancers are highlighted. The variations seen in marga karanas in these
texts are touched upon. The textual study is explained and subheadings
are slightly modified in order to understand the concepts in a clear way.
As the text is self containing and vast other sources have not been
included. Devanacharyas view on these topics has been given in this



work. Manuscripts have not been studied. The existing version of text
edited by Venkataramanan has been analysed.
v)  Chapterisation

Chapters will be roughly formed in this order and after studying the text,
necessary chapters will be added wherever necessary.

L. Introduction
II.  Textual Study& Interpretation in Performance

III. Conclusion

About the Author of Sangita Muktavali

Gitam vadyam nrityam trayam sangitamuchyate.

Sangitamuktavali is one among the ancient texts which talks about all
these aspects. There were many such texts dealing with Natya as the term
Sangita was known as a generic term for these art forms.

Sangitamuktavali is written by Devanacarya. This is mentioned by him in
the last verse of this text. N. Venkataramanan, editor of SM published by
Tanjore Sarasvati Mahal Library opines that he was a court poet of
Prowda Devaraja of Vijayanagar during fifteenth century (1406-1422
CE). He was the disciple of Rudhra and he was well versed in the entire
three elements dance, vocal and instrumental music and was known as
Taurya trika Cintamani. He says that scholars opine Devendracharya who
wrote smrticandrika is the same person.

About the Text
This text Sangita Muktavali written by Devanacharya comprises of 1380

slokas till pg. 198 and this printed text has 202 pages. The whole text
deals with dance and musical elements related to dance only. Though it
does not have specific chapters there are many sub chapters numbered.

1. Abhinaya Nirnaya
2. Nrtta bheda

3. Prerana

4. Gundali



Gita Paddhati

Vadya Paddhati

Sabda Paddhati

Tala Laksanam

. Sabda Prabandha Paddhati
10.Nrttanga

11.Patra lakshanam
12.Nrtam

13.Nrtya bheda nirnaya
14.Nrttanga Pratyanga
15.Sirobheda

16.Hasta bheda
17.Laksana and Prayoga of Puspaputa and others
18.Nrtta hasta

19.Laksana and Prayoga of Chaturasra and others
20.Hasta prachara
21.Hasta kshetra
22.Karaprachara

23.Hasta karma

24.Vaksa bheda

25.Parsva bheda

26.Kati bheda

27.Carana bheda
28.Padachara

29.Skandha bheda
30.Griva bheda

31.Bahu bheda

32.Prsta bheda

33.Udara bheda

34.Uru bheda

35.Jangha bheda
36.Manibandha bheda
37.Janu bheda

38.Drsti bheda (Rasa drsti)
39.Sthayi bhava drsti
40.Vyabhicari bhava drsti
41.Madira drsti

© %o w



42.Bhru bheda
43.Putabheda
44.Tara karma
45.Vishayabhimukha tara karma
46.Kapola

47.Nasika

48.Svasa

49.Pakshe dasa svasa
50.Cibukam
51.Vadanam
52.Gulpha bheda
53.0sta bheda
54.Danta karma
55.Jihva bheda
56.Anguli bheda
57.Caranatala bheda
58.Mukharaga
59.Sthana laksana
60.Asana laksana
61.Cari bheda

62. Nrtta gati
63.Karana Visesa
64.Mandala
65.Angahara
66.Sikshavidhi
67.Brnda laksanam
68.Sabha laksanam
69.Samajika laksanam
70.Vritti laksanam
71.Rasa Nirnaya
72.Rasa Nirnaya
73.Upasamhara

Under my research I have subdivided the chapters in a slightly different
way and rearranged some subchapters for better understanding.



CHAPTER-1- ABHINAYA NIRNAYA
CHAPTER-2- NRTTA - NRTYA BHEDAH
CHAPTER-3- GITA VADYA SABDA PRABANDHA PADDHATI
CHAPTER-4- NRTTANGA- LASYANGA
CHAPTER-5- NRTTA - AN GA PRATYANGA
CHAPTER-6- STHANA - CARI - GATI

CHAPTER-7- KARANA

CHAPTER-8- DESTI KARANA

CHAPTER-9- SIKSHA VIDHI

CHAPTER-10- RASA NIRNAYA

Research Note:

° The text Sangita Muktavali has been studied and analysed.

° Important verses have been transliterated and translated,

® References and Bibliography has been added.

° Libraries at Kalakshetra and KSRI have been visited in order
to enrich the knowledge.

° Primary and secondary textual sources have been analysed.

o Attended classes on Natyasastra conducted by Dr.
Shankaranarayanan, Assistant Professor at Tirupati College.

o Attended workshop on Marga Natya conducted by Sri
Kalamandalam Piyal Bhattacharya.

° Presented a lec-dem on the “Abhinaya Nirnaya of Sangita
Muktavali” at Kalakshetra, Chennai.

° Expert guidance taken from Dr. Rama, (Ph.D. in Sanskrit)
Headmistress, Sri RKM Sarada Vidyalaya Model HSS,
Chennai.

e Expert guidance taken from Dr. Sharda Narayanan, (Ph.D. in
Sanskrit) Assistant Professor of Natya, Dr. MGR Janaki
College of Arts and Science for women, Chennai.

® As a disciple of Dr. Padma Subrahmanyam, having learnt the
nuances of Anga pratyanga bhedas of Natyasastra, which have
been incorporated for better understanding of the Anga,
Upanga, Pratyanga, Cari and Karana chapters of Sangita
Muktavali.

Thus I am submitting my work done in these two years from
November 2020 to October 2022 with humble pranams.



CHAPTER-1
ABHINAYA NIRNAYA

Abhinaya Nirnaya of Sangita Muktavali.

Sangita muktavali begins with an invocation to Lord Shiva. Shiva is
praised as the lord who has Ganga and the crescent moon on his head and
let that God who is the ocean of Karuna bless us says the author

Devanacharya.

Invocatory Verse of SM
Devanacharya starts composing his text with an invocation to Lord Shiva.

I pay my obeisance to Lord Shiva for the fulfilment of my objective. He
who is endowed with a gem-studded diadem, in which are found the
Ganga and the moon, He who is as lustrous as the moonstone, He who is
attractive on account of divine embellishments, He who is pleasant to the
eyes, He whose body is a mass of brilliance, He whose face is as beautiful
as the full moon, He who grants auspiciousness to those who seek refuge
in Him, He who is served by groups of celestials, He who is the ocean of
compassion and He who is the Lord of all the worlds.
vande gangasasankancitamanimakutam candrakantojjvalabham
divyalankarakantam nayanasukhakaram kantisandohagatram .
rakacandrasyasobham pranatasubhakaram sevitam devasanghai -

rdevam karunyasindhum Sivamakhilajagannathamistarthasiddyai .
SM.Pg.1.S1.1.

Abhinaya Nirnaya as in SM

Devana says, the story of Rama and others presented on the stage by the
actor is abhinaya and it is of four types: angika, vachika, aharya and
sattvika. All are explained here and sattvika is considered more
important. Abhinaya is divided as Uttama, Madyama and Adhama. Thus

this serves as an introduction to abhinaya.

Abhinaya is that which is eulogised in plays, based on characters such as
Rama and shown by the actor on the proscenium.

ramadisamsrayo yo'rtho natakadisu kirtitah .

natena darsito range bhavedabhinayasca sah .. SM.Pg.1.S1.2.



From this it is understood that Devana has followed Bharata in bringing
up the stories of Epics as a Natya presentation.
Abhinaya is classified into four types — Aangika, Vaachika, Aaharya and

Saattvika.
angiko vacikastadvadaharyassatviko'pi ca - caturdho SM.Pg.1.S1.3.

Angika is so termed appropriately, on account of being conveyed by the

body-language of the actor.
tvangiko 'nvartho natenarngadibhih krtah .. SM.Pg.1.S1.3.

Vachika springs from the words uttered by the actor and is pleasant to the
ears on account of being musical.

vaca viracitatvena natakadipadocchrayah .

vacikah kathito ragaraiijitah Srutiraiijakah .. SM.Pg.1.S1.4.

Aharya depends on the embellishments of the actor, such as in roles of

Rama, and others.
aharyo natasamsthasca veso ramadisamsrayah . SM.Pg.1. SL.5.

Sattvam originates from the feelings of the heart, is pleasant and includes

feelings such as being petrified (Sthambha), etc.
sattvam tu manaso dharmah sukhdatma tatsamudbhavah .. SM.Pg.1. S1.5.

These are thus the four-fold classification of Abhinaya, which are based
on the expressions. Because they are conveyed through the performance,
they are called abhinaya. The acting or expressions of men and women
are different.

prayoganayandccapi kathito'bhinayo budhaih

narimam ca naranam ca svasvarthabhinayah prthak ~ SM.Pg.2.S1.7.

Lasya and Tandava
Laasya is that which is fine, exhibited by women and therefore marked by

feminine expressions, endowed with many gestures, and delicate.
lalitah strikrtastatra stribhavairupalaksitah .
nanavilasasampanno lasyaripasca komalah SM.Pg.2. S1.8.

Taandava is the forceful male counterpart.
uddhatastandavakarah paurusau'bhinayo bhavet . SM.Pg.2.S1.9.



Abhinaya- Three Categories
Abhinaya is again divided into three, beginning with Uttama.
uttamadiprabhedena so'pi cabhinayastridha SM.Pg.2.S1.9.

Uttama has a higher composition of Sattva (purity), Madhyama has an
average proportion of Sattva, while Adhama is devoid of Sattva. Sattva is
based on expressions and sentiments.

uttamah satvasampannah samasatvastu madhyamah .

adhamah satvahinassyatsatvam bhavarasasrayam .. SM.Pg.2.S1.10.

Hence, it is also categorised into three, based on the importance it
attaches to three aspects. It is said to be Vaakpradhaana, if it centers
around speech, while it is said to be Aangika, if it attaches importance to
the body-language, while the third is said to be Sattvika, if it is based on
Sattva. The other two follow that which is dominant, like a servant

follows the king.

Performance of Karana

Devanacharya says,
Abhinaya may be performed after gaining knowledge of Karanas and

other aspects. Karana is the state of the action, movements (of Legs) and
hands (gestures). Performance should be done after learning the
movements and conventions in the world. The wise should perform
abhinaya along with including sentiment and state (Rasa and Bhava).
karanadini ca jiiatva tato'bhinayamacaret .

karanam karmavasthanam pracaram ca karasya ca ..

kriyam lokopacaram ca jiiatva'bhinayamacaret .

rasabhavau ca samyuksya kuryadabhinayam budhah SM.Pg.2.S1.13,14.

e Abhinaya as in Natyasastra.
In Natya sastra Bharata talks about Abhinaya in chapter 8. He gives the
definition of Abhinaya as taking abhi meaning forward, as prefix and nin-
naya- to lead as the root word. Thus abhinaya means leading forward or
communication. He starts explaining the varieties for all the angas with
definition and uses. Eighth chapter which is named as Uttamanga
Abhinaya deals with head and the minor limbs of face. He allocates

separate chapters for each and every variety of Abhinaya.

.......



e Abhinaya as in Abhinayadarpanam.

Abhinayadarpanam  exclusively —deals with Angika abhinaya.
Abhinayadarpanam defines Natya, Nrtta and Nritya. Tandava and lasya
are said to be the dance of Shiva and Parvati. Author Nandikeshvara talks
about the four abhinaya varieties but only explains angika in detail. Under
angika he brings the angas especially head, hands and feet. Other than the
basic Angas and Upangas the special feature of this work is that it gives
the uses for all single and double hand gestures. Other varieties of hastas
such as Dasavatara hastas, Jati hastas, Bandavya hastas, and Navagraha
hastas are mentioned. Sixteen varieties of Mandalas and Sthanakas, five
varieties of Utplavanas (jumping movements), five varieties of Brahmaris
(whirling movements) and eighteen of Caris and Gatis are mentioned.
The explanations given by Nandike$vara for Sthanas, Mandalas, Caris,
Nrttahastas, etc., differ from Natyasastra in many aspects. He has not
included karanas and angaharas in this text.

Varieties of Angika as in SM

Aangika may be regarded as 6 types—Vaakyam, Soochee, Ankura,
Shakhaa, Natyotthita and Nivrtyankura.

atrangikassadvidhah syat vakyam sicyankuro'pi ca .

sakhanatyotthitam ceti nivrtyankuramityapi .. SM.Pg.3.S1.15.

Ankura, like a sprout, points to the past state of affairs, and is
characterised by heavy emotions. Suchi, aptly named, indicates the future
course of affairs. Shakha is characterised by special waving of arms
which are unique movements of hands.

ankurastvankurakaro bhitavakyarthadarsanat .

bhavaisca paurusaisso'pi sahito'bhinayo bhavet.. SM.Pg.3.S1.16.

Devana opines that these are the principal types which have been
explicitly indicated, while the rest are to be understood by practice.

e Comparative Study of Samanya Abhinaya as in Natyasastra.
Samanya abhinaya, the generic representation may be known as that
consisting of Vacika, Angika and Sattvika ie. the equal sharing of actions
among the limbs from head to legs. Sattva cannot be separated from
Angika and Vacika because both of them need Sattva for their proper



execution. Efforts should be more on Sattva since Natya is based on
Sattva. So samanya abhinaya is an extension of sattvika abhinaya.
Bharata says, “Natya where Sattvika Abhinaya is more is of superior
variety, where it is equal with other Abhinayas it is middling and when
there is no Sattva it is considered inferior.” NS. XXIV.

Three Subdivisions

They are again sub-divided into three types—Aatmastha, Parastha and
Madhyastha.

Aatmastha is dependent on one’s own self, Parastha refers to a (distant)
third person, while Madhyastha refers to a person in close proximity,
opine the wise.

atmasthascatmanirdesatparasthah paradarsanat .

madhyastho madhyamasyapi darsanatkirtane budhaih .. SM.Pg.3.S1.19.

Three types of Person
A distant or third person is termed ‘Prathama purusha’, a person in front

(You) is ‘Madhyama purusha’, while the self is the ‘Uttama Purusha’.
These are the three types exemplified.

parahprathamapurusastu madhyamo madhyamah puman .

atma cottamah purusa iti bheda udahrtah .. SM.Pg.3.S1.20.

Again, based on the time, there is a trifurcation—direct (present), indirect
(future) and past.

pratyaksasca paroksasca bhitakalastatha punah .

evamtraydcca tantro'yvam tattatkalaprabhedatah .. SM.Pg.3.S1.21.

Expression of an Actor

The actor may, by way of his form, attire, symbols indicate what is
desirable to him and what is not.

natasya ripam veso va tasya va cihnameva va .

so'pi tenaiva nirdisya istanistarthadarsanat.. SM.Pg.3.S1.22.

By his sensory organs he may indicate the sensorial meanings, keeping in
mind propriety. He may indicate those which are pleasant on account of
causing joy, and others which are suitable to be refused.
indriyairindriyarthamsca yathaucityam ca darsayet .
ramyanahladayogena tiraskarena caparan .. SM.Pg.3.S1.23.



Happiness, unhappiness and joy may be shown by their respective
symbols.

sukhaduhkham ca harsamca tattaccihnairnirippayet . SM.Pg.4.S1.24.
This is again divided, based on the three tenses, beginning with the
present.

vartamanadikalena tatha tredha bhavecca sah .. SM.Pg.4.S1.24.

Greeting
The mudra of Anjali may be shown at the forehead, eyes and heart.
lalatahrdayanetresu vihitanjalibhih kramat. SM.Pg.4.S1.25.

Seasons and their representations- 6 Rtus-
The seasons may be shown by the changes they bring forth, by flowers
and sprouts. The weather may be shown with the respective symbols.

Sisira
The cold season may be shown by shivering or by the action of draping a
shawl. The moonlight may be shown by the joy it causes, so too may be

shown the gentle breezes.

Vasanta
The spring season may be shown by depicting various flowers, and by the

beautiful cooing of cuckoos. It may also be shown by the gentle breeze
that wafts through, spreading the pleasing scent of various flowers.

Grisma
Summer may be shown by extreme heat, by the seeking of shade, by

depicting mirages (found in a desert), by showing the terrible sun.
Heat may be shown be showing a hand-fan, or with the action of wiping

sweat.

Varsa
The rainy season may be shown by the cries and dances of peacocks, by

rainbows and grass. (Shaadvala maybe shaardoola) It may be shown by
the fall of rain, by rainbows, clouds with heavy thunder.

ST



Sarad

Autumn may be shown by colourful variety of flowers and by the
blowing of hand-fans made of grass. It may be shown by swans, by the
rays of the moon, by the white moonlight, which is densely (brightly)
illuminating.

Hemanta
The early winter may be illustrated by chill breeze, and by showing fog.
The second-half of winter is also said to be depicted similarly, by snow

and misty breeze.

In this manner may be portrayed the seasons and their effects, so too the
ten directions, oceans, the sky, the surface of earth and rock. A bed, an
army, a forest, the seashore, a group, a city and a lake, the galaxy of stars,
the night, the sunrise and sunset also.

evam ca rtudharmaisca rtumargan pradarsayet .

diso dasa samudramsca gaganam bhiitalam Silam ..

sayyam senam vanam velam samitham nagaram sarah .

taraganam tathd ratrimudayastamayavapi .. SM.Pg.5.S1.33,34.

That which is deposited underneath, that which is secretive, the earth as
well as that which is beaten, may all be shown by a flat svastika using
both hands. By means of a fallen (flat) svastika, may be shown all these.

Humans, Persons
Celestial beings may be represented by their own symbols along with

their respective weapons and duties. Twice-borns (Brahmanas) and others
may be shown by the respective symbols and by the portrayal of speaking
(chanting).

Women may be shown by indicating the left portion, by breasts, hair and
by jewellery, by different gestures, only by feminine expressions which
are auspicious.

Men may be shown by indicating the right side of the body, with
masculine expressions which are forceful, to be shown as also with such
jewellery, which is shown in its respective places and form, on the
respective parts of the body, a king may be indicated by the crown.



Animals

Animals, birds and snakes may be shown by their gait. A horse may be
shown by the clutching of the reins. An elephant may be indicated by the
goad, or by the symbol meant to signify it, while all horned creatures may
be shown with their horns, and birds by their wings.

Animals such as lion having claws may be shown by the beating of claws,
Creatures of the sea, such as crocodiles may be shown by their large teeth
and mouth. The rest, such as bees are to be known by their respective
actions, their movements, and their respective physical forms.

Moon and Sun

The moon is to be shown on the left side, while the solar plane is to be
shown on the right, both with the rotation of the index-finger, to show
their respective revolutions.

The solar plane is to be shown as the start of the day, the noon and the
sunset, with the finger pointing to the sun at the top, as are other beings
residing in the ether. Indra and other celestials may be shown with their

respective directions.

Numerals
Numerals may be shown with fingers, while numbers above 10 may be

shown by the flat svastika.

Pramanas
The wise person will observe the world (Loka refers to what is in popular

practice), tradition and scriptures. (Bharata gives these three as 3

Pramanas)

lokatah sampradaydcca $astratasca vicaksanah. SM.Pg.6.S1.47.

A woman may perform abhinaya after understanding intense emotions.
strijiatva'bhinayam kuryadbhrsabhavanirantaram .. SM.Pg.6.S1.47.

(It should be understood that during these centuries women were

performing Natya- Dance)

e Citrabhinaya as in Natyasastra
Certain special representations of Anga, Vak and Sattva are named as

Citrabhinaya by Bharata. He explains about the appropriate places for the



prayoga (presentation) of these elements. The depiction of Sky, Earth,
Nature, Seasons, Birds, Animals, Danavas, Rakshasas, etc. and other
basic rules regarding representation are explained under this topic.
Representation of emotions ie. Bhavabhinaya, are explained under Sattva.
Bharata says how the emotions should be represented by men and women
in a different way. Other than this the enactment of eightfold effects of
poison are also enumerated by Bharata. The Vacika and Angika elements
are combined in the representation of stage directions such as
Akasavacana, Atmagata, Janantika, Apavaritaka, etc. Finally general
principles regarding Natya are also described.

Bharata says, “Just as a garland maker strings together different flowers
to make a garland, the actor should present a show with the help of major
and minor limbs, emotions and sentiments.”NS. XXVI. 116

Abhinava views that Citrabhinaya gives importance to the representation
of Vibhavas. Thus a variety of elements come under Citrabhinaya which
is based on all the three abhinayas.

Representation of characters

Noble (Uttama) and average (madyama) characters may be represented
by the skillful placement of hands (beautiful placement) (Saushtava),
while ordinary characters (adhama) may be shown with just a less
attention to the excellent placement of hands.

hastasausthavasampannah patrairuttamamadhyamaih .

adhamairapi patraisca kificitsausthavasamyutah .. SM.Pg.6.S1.48.

By those intoxicated, those ailing, those experiencing fear, by those
fainting and by those in old age, Abhinaya through hands must not be
attempted and body-language must be used to convey the import.

Movement of hands must be minimal, when the bodily movement is used
to convey the import in an increased, direct manner. Average ones may
be characterized by the indirect and abundant usage (of hand

movements).

The foot or the hand may acquire importance alternatively, with one
following the other, while both may be used at the same time when

having equal importance.



padanugo yada hastajayo hastanugarhata .
angopangadiraparam tathaivanusphuranti ca .. SM.Pg.7.S1.52.

When the foot is important, the hand may be subservient, while at times
the reverse may happen. The principal limbs and the auxiliary limbs also
follow suit. The limbs follow the hand due to the importance attached to
it. Just as after moving, the feet rest on the ground, the hands too shall,
after gesticulations, rest on the waist.

hastapradhanyato'ngani hastaiicanusaranti ca .

caram caram ca caranairyatha bhiimim samasrayet ..

karam karam karascapi visramyati katitate. SM.Pg.7.S1.53,54.

In Natya, ardha candra hands (abhinaya hasta) may be kept (on the waist),
and in Nrtta, Paksavancita hand (nrtta hasta) or paksa pradyotaka hand
(nrtta hasta) resting on the waist. (Paksavancita and paksa pradyotaka are
technical terms)

ardhacandra: karo natye paksavaiicitako'pi va .

paksapradyotako (ke) nrtte hastah katimupdsrayet .. SM.Pg.7.S1.54.

In this manner, after observing the various usages, by observing the
varied symbols associated with changes in persona, In consonance with
propriety, with grace, with meaningful gesticulations of the limbs, replete
with clear emotions, with mild reactions (anubhavas) abhinaya may be

performed.

Natya Kramam
The meaningful song, pleasing to the ears, beautiful on account of

adherence to shruti and laya, may be resorted to by the various limbs. Its
complete, touching meaning may be interpreted by using the hands and
moving eyes; yet again the sentiments contained therein may also be
shown by the dancer by the movement of the waist and feet with beautiful
rhythmic cadences.
angairalambyagitam Sravanasukhakaram darsayanbhavagarbhaih
hastairarthanasesankabalitahrdayan locanabhyam calabhyam .
bhavan bhiyorasarthan katitatavisayandarsayantah svaripam
padbhyam talairmanojiiaih Srutilayasubhagam natayennatyadharah ..
SM.Pg.7.S1.56.



Similar type of verse is seen in Abhinayadarpana. Nandikesvara says
songs are to be sung by the throat, the meaning has to be represented with
hands, and emotion should be brought out by eyes and talam to be
followed by the feet.

Asyenalambhayedgitam hastenartham pradarsayet

Caksurbhyam darsayet bhavam padabyam talam acaret...  AD

The expert shall delight the assembly (cause a feast to the eyes of the
assembly), with sthanas, karanas (movements)of the hand, with acts done
using the hands, observation of the movements of the hands, also by
observing the general practices of the world, and with regard to emotions
and sentiments. |
sthanani hastakaranani ca hastakarma-

yuktakriyamapi samiksya karapracaran .
lokopacaramapi bhavarasau ca tadva-

nnetrotsavam sunipunah samitesca kuryat .. SM.Pg.8.S1.57.

The Nataka being performed shall employ meaningful sentences, well-
arranged, free and fully-bloomed, with verses that are shown repeatedly.
vakyani carthavasato 'pi susambhrtani

nirmuktaphullavacanani vidhaya samyak .
Slokamsca ... ... ... punaruktimatah ... ... ...

sangrhya natakamiti kriyatam prayogah .. SM.Pg.8.S1.58.
A sentence may use a raga according to what is suitably touching it. If
employed otherwise, the drama may become devoid of sentiment.
ragan sparsavasadeva yojayedekavakyagan .
anyatha yojayedyastu tanndtyam narasam bhaver . SM.Pg.8.S1.59.

The characters may be dressed in accordance with their respective age,
the gait shall be in accordance with the dress. The dialogues may be in
tandem with the gait. Abhinaya shall be in line with this.

vayo nuripo vesahsyadgatirvesanugda bhavet .

pathyam gatyanuripam syattatsamo bhinayo bhavet .. SM.Pg.8.S1.60.

Thus ends the concept of Abhinaya in this chapter Abhinaya nirnaya by
Devanacarya. He talks about varieties of abhinaya, a part of Samanya
abhinaya and Citra abhinaya given by Bharata in this chapter.



CHAPTER-2
NRTTA - NRTYA BHEDAH
Introduction to Nrtta

According to Bharata Natya is a holistic form of drama which comprises
of Nrtta, a dance form (which is basically non- representational but can
be used to represent ideas also). In Abhinavagupta’s commentary he
gives 7 types of Nrtta defining them as representational and non-
representational forms and also adds uses and ideas to represent the
Nrttakaranas defined by Bharata. Later around 10™ century we have
references from Dasarupaka and other texts noting that Natya is drama,
Nritta is non- representational dance and Nritya is representational dance.
This makes us understand the evolution of these terms and concepts.

Definitions of Nrtta

Nrtta is derived from the root “nrt” —to dance.

e Bharata defines, “Nr#ta doesn’t depend upon any specific meaning

but it imparts beauty and splendor”. '
Atrocyate na khalvartham kascinnrttamapeksate I
Kim tu sobham prajanayediti nrttam pravartitam I NS.IV,

o Generally everyone in the world spontaneously love dance and it is
also auspicious. NS. IV

® Nrtta is based on rhythm and tempo.

Nrittam tala layasrayam & Dasarupaka. I.

e The mere dancing which does not require the acting after any
particular state of hero and which is according to these matras of
measures of music is wrtta. T anmatrapeksoangaviksepo
abhinayasunyo nrttamiti && Dasarupaka. I. Com. Pg.13.

® Nrita is defined by the experts, in dance, as that based on angika,
which consists of only, body movements and is devoid of all
abhinayas. Sangitaratnakara VII.27.



® Nrita is that which does not express the bhdva by means of
abhinaya. Bhavabhinayahinantuy nritamityabhidhiyate  &&
Abhinayadarpana 25.

® Nrtta is that which is performed with karanas and angaharas.
karanairangaharaisca  nirvrttam nrttmucyate . Bhavaprakasa
Pg.46.

Definition and features of nrtya

Nrtya is also derived from the root “nrt” —to dance. Scholars say
that the term nrtya is seen in Amarakosa for the first time. This is dated
around 4" century C.E. The author of Dasaripaka and Sangitaratmakara
points out that nrtya also belongs to the mdrga variety of dance. This
could be because nrtya must have been evolved immediately after
Bharata’s period. However, Abhinavagupta does not include the word
nrtya as he follows only Bharata. He says there are varieties of nrita,
which is also imitative and representative,

Nrtya is dance and it is different from natya, drama. The
performer, nartaka, is not a hero, but a dancer. It is story telling, not the
story itself enacted by the character taking a role. It is considered as a part

in a drama.

® Nrtya is another component (different from natya) which is based
on bhava says Dhanafijaya. Anyadbhavasrayam nrtyam &
Dasarupaka. 1.

® Nrtya is known as marga; each word is represented through
abhinaya.  Nrtyam  padartha abhinayatmakam  marga  iti
prasiddham && Dasarupaka. I. Com. Pg.13,

® Nrtya is the imitative dance that which suggests the rasa and
bhava.  Rasabhava  vyanjanadiyukiam nrtyamitiryate  &&
Abhinayadarpana 26.

Nritta varieties as in Sangita Muktavali

First Devana defines the terms nrtya, nrtta, tandava and lasya. Then the
desi varieties of Nrtta are given in Sangeeta muktavali which are of many
types. They are preranam, prenkhanam, gundali, dandarasakam. He also
enumerates gitapaddhati, vadyapaddhati, sabdapaddhati, etc. These music



and dance varieties are based on the regional forms. Seven varieties of
Sabda prabandha paddhatis are enlisted. Nrita angas (lasyaangas) are
enlisted next. Then he moves on to patra lakshanam and again nrtya.

Nartanam
Nartanam is of two varieties according to Devana.

Nrtya
Dance based on emotions is called nrtyam.
bhavasrayam nartanam hi nptyamityabhidhiyate . SM.Pg.8.S1.1

Nrtta
Dance, when expressed through tala and laya is termed as nrttam.

yattalalayanispannam nartanam nrttamiritam .. SM.Pg.8.S1.1.

Nartanam
Nartanam 1s divided again into tandavam and lasyam.

tandavam lasyamityetannartanam ca dvidhd punah. SM.Pg.23. S1.13.

Tandava and Lasya
This is again categorised into two types, based on whether its graceful or

forceful. That which is graceful has been termed laasyam, while that
which is forceful is referred to as taandavam. Lasya is that which shines
and which is endowed with srngara. Tandava is that which is named after
Tandu, has been handed over to us by Shambu.

madhuroddhatabhedena taddvayam ca dvidha punah .

madhuram lasyamakhyatamuddhatam tandavam matam .. SM.Pg.8.S1.2.

lasanallasamityuktam Srngararasajivanam .
tandavam tanduna proktamuddhatam Sambhunirmitam .. SM.Pg.9.S1.3.

Taandavam is done with forceful angaharas and karanas. It is suitable for
vira, raudra and adbhuta rasa and follows the vigourous aarabhati vrtti.
uddhatairangaharyaistu karanaistandavam matam ..
viraraudradbhutaprayamarabhatya priyam matam .  SM.Pg.23. S1.13.

When it is done with delicate charis and karanas it is called Lasyam.
Laasyam is derived from the fact that it is lustrous, and delights Parvati. It



follows the graceful style Kaishiki vrtti and is the life-breath of the
shrngaara rasa. This delicate and soft dance and causes development of

the sentiment of love.

caribhih komalabhisca karanairlasyamiritam ..
lasandllasyamakhyatam parvatya gotraharsanam .
kaisikivrttisampannam Syngararasajivanam ..
komalam nartanam caitanmanmathoddipanam param.

SM.Pg.23,24. S1.14,15,16.

Taandavam enunciated by Tandu is forceful and is dear to Shambhu.
tanduktam tandavam proktamuddhatam Sankarapriyam..SM.Pg.24. S1.16.

This (Tandavam) is divided into uttamam, madhyamam and kanishthaa.
Best, mediocre and last. Uttamam is endowed with all the good attributes
which are well known. It should be pleasing to the eye, delicate and
harmonious with laya and tala. Based on whether it follows the music or
word, it is divided into three.

uttamam madhyamam ceti kanistha ca kramadidam .

uttamam ca gunaih sarvaih khyataiste ca guna matah ..

drsyatvam komalatvam ca samatvam layatalayoh .

gitasabdanusarena punastredhd tadivitam .. SM.Pg.24. S1.17, 18.

One follows the lyrics of song (gitanugam), while the other follows the
instrumental music (vadyanugam). The third follows both
(gitavadyanugam).

gitanugam tatha caikam vadyanugamathd'param .

gitavadyanugam caitadanvartham parikirtitam .. SM.Pg.24. S1.19.

Margi and Desi
Dance is bifurcated into maargi and deshi, where maarga follows the

standard way, while Deshi is based on provinces, so speak the experts in

dance.
margo desiti tad dvedha marga margavidhanatah .
desi desividhanena gaditam nrttakovidaih .. SM.Pg.23. S1.12.

Purpose of Nartanam



This (Nartanam) causes enthusiasm, grants all types of wealth, is
supreme. It is very important to induce confidence and generosity. It
should always be viewed by kings during celebrations. By its
performance, both Shambhu and Parvati are pleased. All the celestials
too, having been appeased, shower all types of riches. Sages opine that
watching this will grant the fruit of having performed a sacrifice.
etadutsahajananam sarvaisvayekaram param .
pragalbhyajananam hyetadaudaryasyaikakaranam ..
utsavesu mahipalairdrastavyam sarvada'pi ca .
asya prayogaissambhusca parvati capi tusyati ..
sarve devah prasannasca hrsta dasyanti sampadah .
sarvakratuphalam casya darsanam munisammatam..

SM.Pg.24. S1.20, 21, 22.

Varieties of Nrtta

The varieties of Nrtta (Desi) are four in number. They are Preranam,
Prenkhanam, Gundali, Dandarasakam.

tatra nyttaprabheddsca catvarah parikirtitah .

preranam prenkhanam capi gundali dandarasakam .. SM.Pg.9.51.4.

1. Preranam
One who is tonsured and has a tuft, smeared ash all over and has a bent

body. His shanks are tied with bells (Jarjara or Gargara which means
bells). He performs variety of steps (twisting the legs from the thighs to
the feet in rhythm), stamping and stretching, stamping with heels,
varieties following the music (gita), instruments (vadya) and words
(akshara). Preranam is thus danced with different paada charis.

mundito bhasmadigdhanga: Sikhavanvitatakrtih .

Jharjharabandha (jarjarabandha) janighasca janghapadavivartanaih ..
vicitraih padavinyasaih kuttanaisca prasaranai: .

parsnighataisca vividhaih gitavadyaksaranugaih .

padacaraisca vividhairnartayetpreranam ca tat.. SM.Pg.9.S1.5, 6.

2. Prenkhanam
Prenkhanam is the dance which is performed for gita and sabdha

prabandhas. It is of various themes meaningful and with sentiments
performed by men and women. It is performed according to their



imagination vichitram and that which 1s manohaari- that which attracts
the heart.

prenkhanam ticyate nrttam gitasabda prabandhajam .
ndndrtharasasampannaz’rnamnc'zrz"pmvartitam .

vicitram ca manohari svecchaya kalpitakramam .. SM.Pg.9.S1.7, 8.

3. Gundali
Gundali dance is that which is graceful and conducive for eyes. It consists
of the lasyangas such as rekha as its parts.
gundalinartanam capi komalairnetrakautukam
rekhadayastathangani lasyangani manisibhil .. SM.Pg.9.S1.9.

The Kundali (gundali) danseuse is powerful and sports with kundalas.
With various kinds of powers (or different riches as worn by the
danseuse), with gem-studded carrings, she is the one who showers the
nectar of shringara (like the Goddess who showers the nectarine bliss).
She grants comfort (common to the Goddess/danseuse), the ocean of
beauty (common to the Goddess/danseuse, like Saundaryalaharee), one
who rises from a lotus (or the Goddess who rises from the Muladhara
lotus), the embodiment of grace, the Goddess of everything, enchants
(common to the Goddess/danseuse), dancing, with the play of fate (in the
case of the Goddess)/ with graceful movements (in the case of the
dancer). A danseuse endowed with such merits is called ‘Gundali’. She is
found with earrings and other embellishments, and is attached to the
women of the pure classical accomplishments. (Karnaata).
Saktih kundalini vicitravibhava tadratnatatankini

Srngaramrtavarsing sukhamayt lavanyakalloling .
adharambujakandatodgatavart lasyasvariupa vidhe-

rartyanti sakalesvari vilasitaissammohayantt jagat ..
atra tadrggunavati nartaki gundali mata .

gundalimandanadistu karnatavanitasraya... .... SM.Pg.10.S1.10,11.

She is classified into two, the first being main and worthy of knowing,
while the second is wished for. In the Nepathya may gundali be
performed, to beautiful music. The music may continue, pleasing the
listeners and their hearts. Then, when the curtain is drawn, standing with
correct placement of limbs (Saushtava), The danseuse shall reach the



centre of the stage and place her hands in obeisance (anjali), with flowers.
Playing the trivalee, she shall even sing beautifully.

mukhya caika tatha jiieya sa dvitiya manisita .

nepathye gundali kuryadragaliptam manoharam ..

tato ganam prakurvantah Sroturhydayaranjakam .

tato yavanikaksepe sthitva sausthavasamyutam ..

rangamadhyam samasadya krtva puspaijalim tatah .

trivalim vadayanti sa' gayedapi manoharam .. SM.Pg.10.S1.12-14.

Devana says, thus in her own style (Paddhati), she may dance. Some
(Scholars/ Exponents) do not consider necessary the playing of the
trivalee.

tatasca nartanam kuryatpaddhatya nijaya tatha .

trivalivadanam capi kecidatra na manvate .. SM.Pg.10.S1.15.

With the Dhruva and other soodas and following the sala, is considered
the gundali.

. o Suddha tu parikirtiia .

dhruvadisidayogena salaga gundalt mata .. SM.Pg.10.S1.16.

Done with karanas, mixed as per one’s one taste, the ascending prayoga
may be employed, in keeping with the characters enacted. The prayoga
may follow the numbers beginning with one, or may be increased
twofold. Where there are many characters, there may be a collection of

nrttas.

karanadyaistu sankirna yatharuci kyta'pi va .

vadhemanaprayogastu patranam vardhandadbhavet .. SM.Pg.10.S1.17.
ekadikramatascasya vardhanam dvigunam kramat .

tatah sankulanyttam tu bahupatraprakalpitam .. SM.Pg.11.S1.18.

Kundali (Gundali) is that decorative dance which originated in the
beautiful Karnata province. Kundali nartanam is that which follows the
same tradition. (procedure (Paddhati). That kind of a dance is called

Keertikundali.
kundali mandanam proktam ramyakarnatadesajam .



kundali nartanam proktam tatpaddhatya ca nartanam ..

tadrsam nartanam kirtikundaliti prakirtita. SM.Pg.22. S1.1,2.

(The terms Kundali and Gundali are used interchangeably used. Devana
gives some of the verses after explaining the lasyangas. They are also
added here for better understanding.)

4. Dandalaasyam
Dandalaasyam is that which is dandarasa (dandalaasatasaandrakam). This
was conceived earlier by Krishna during his raasakreedaa. With many
attractive formations (pindi bandhas), karanas and sthanakas. With charis
that are delicate, with songs and beautiful sthaanas. With instruments
such as veena, flute, mrdangam and others to keep the layam rhythm.
krsnena nirmitam purvam rasakridavinodane .
pindibandhairanekaisca karanaihsthanakairapi ..
caribhih komalabhisca gitaih sthanairmanoharaih .
vinavenumydangadyairvadyairlayasamanvitaih ..  SM.Pg.22. S1.3 4.

With sticks made of auspicious wood, painted and light (sachitraih, not
svachitraih) Measuring 16 angulas, as fat as a finger, They are gripped by
the hands of women and struck against each other.
subhadarukytairdandaih svacitrairlaghubhistatha .

sodaSangulamanaisca hyangulasthiilavarsibhih ..

ndrihastagrhitaisca taditaisca parasparam . SM.Pg.22. S1.5,6.

By the attractive movements of hands with body bent in beautiful
tribhangi stances and turns Valita. with bright, unique and beautiful
charming varieties of head (shirobhedas), this dance is called
dandaraasakam to be danced by women
tribhangivalitopetairhastacarairmanoharaih ..

rucibhih suvicitrabhih Sirobhedairmanoharaih .

kartavyam nartanam stribhih dandarasakasamjiiakam ..SM.Pg.22.51.6,7.

The dandaraasakam should be performed by ladies who are adorned with
beautiful jewels, with faces possessing the lustre of the moon and having
lovely braids. They should dance in many formations (pindis) taking
shape of similar Meenajala Pindi like net and caturasra (squarish)



Venubandha formations like bouquets of blooming flowers (sugarcane
flowers / millets), in hexagonal and octagonal formations.
ramyabhisanayuktaisca candrabimbasyakantibhih .
caruvenidharabhisca nanabandhamanoharam ..
minajalopamairdhy (rnr) tyaiscaturasraistatha paraih .
venu(?) bandhanibhairvapi phullavamsajasannibhaih ..
satkonai rasakonaisca pindibandhaistatha paraih .
naribhirnartanam proktam dandarasakasamjiiakam..

SM.Pg.23. SI1.8,9,10.

In this, nrtta should be done based on emotions, with music and songs,
The dance should be enchanting, done by fair women who are expressive.
tatra bhavasrayam nrttam sangitagitikadibhih.

nartanam ca manohdri gauragatrairbhavanvitaih .. SM.Pg.23. S1.12.

Pindibandha
At the end of the nrtta, pindis - (group) formations should be formed.

nritante tacca kartavyam pindibandhaisca kalpitaih . SM.Pg.11.S1.19.

When the characters stand in the shape of a circle, (wheel), it is called
chakrapindee. When the characters form a four-angled formation, it is
called chaturashraa. When the characters form a lotus-shaped formation,
it is termed padmapindee. In this manner, there are many types of (group)
formations. They should be formed using one’s own intellect, to create a
sense of marvelling.

cakrakarasthitaih patraiscakrapindi prakirtita ..

caturasraih sthitaih patraiscaturasra ca sa ssrta (
padmakarasthataih patraih padmapindi prakirtita ..
evamvidhasca bahavah pindibandha bhavanti ca .
te svabuddhya ca vijiieya yathavaicitrya karinah .. SM.Pg.11.S1.19-21.

Characters may dance, moving hither and tither, exchanging places in
pairs. Different formations can be interchanged and can result in many
more formations. Formations to resemble a braid and others can also be
formed, each coming back to the starting point. In this manner, order of

formations can be exchanged to create amazement.

i)



itastatassancaradbhih patrairnartanamivitam .
anyonyasthanamagatya nytyanti bahubandhavat .
venibandhakramairvapi tatha svam mukhamagataih .

anyonyam ca bhavedevam vicitrah kriyatam kramah . SM.Pg.11.S1.22,23.

One type of dance follows the song, while the other follows the
instruments, the third follows the song and instruments.

gitanugam bhavedekam vadyanugamathaparam .

gitavadyanugam ceti trividham nartanam bhavet .  SM.P g.11.S1.24.

“Vishamam’ and ‘Praanjalam’ are again the sub-categories. ‘Vishamam’
is indicated as performed with dissimilar karanas and actions,
‘Praanjalam’ is performed with ‘obeisance’ and performed with graceful
actions. ‘Praanjalam’ is the best variety, while ‘vishamam’ is regarded as
average.

visamam pranjalam ceti tatpunasca dvidha bhavet .

visamam tattu nirdistam visamaih karanadibhih ..

pranjalam pranjalaireva lalitaih karanadibhih .

uttamam pranjalam proktam madhyamam visamam matam

SM.Pg.11.81.25,26.

e Comparitive study with Nritta as in Natyasastra.
Nrtta as seen in Natyasastra is representative and non- representative.
Nrtta karanas are of Marga variety under the category of Nrtta dance. In
Post-Bharata texts Nrtta has been considered as a non-representative
dance — form. Desi dance varieties as in Sangita muktavali are especially
of later origin. They don’t find place in the Marga tradition. Nrtta is one
aspect under Angika abhinaya in Natyasastra, but Nrtta is a separate

entity as in later texts.

(loc )



CHAPTER-3

GITA VADYA SABDA PRABANDHA PADDHATI

Gita, Vadya, Sabda Paddhati as in Sangita Muktavali.
Devana elaborates the gitavadyapaddhati and sabdaprabandha-s along
with the way of performance for this dance called Gundali.

Gita Paddhati
Devana mentions seven tala varieties for salagasuda gita paddhati. They

are dhruva, madhya, pratima, pratisaruka, asyatala, rasa and ekatali.

salakayastu gundalyah paddhaterlaksanam tatha .
vaksyate paddhatistasyah gitavadyaprabandhaja ..
dhruvascapi ca madhyasca pratimah (?) pratisarukau .

asya talasca rasasca ekataliti gitajah .. SM.Pg.12.51.27.28.

Vadyaprabandha Paddhati
The vadyaprabandhas are seven viz., pushpaputa, khandayati, jhahkara,

yativilasa, rugavani, tuduka and camatkara.

prascaddhomasmarah pirvam bhavetpuspaputabhidhah .
tatah khandayatiscapi tato Jhankarasamjiikah ..

tato yativilasakhya bhavedragavani tatah .

sasthastu durkka eva syaccamatkaram svasaptamah .

vadyaprabandhassaptaite tatpaddhatiritirita .. SM. Pg.12.81.29,30.

Devana speaks about the dhatus viz., udgraha, dhruva, abhoga etc., under
salagasuda gita tala laksanam.

He says, Pratimatta (Pratimam), Nissaruka, Adda (asya), Raasa (eka),
Jampaa, Rupaka, Tripida are totally seven in number.

\\| OF)



Though Devana tries to elaborate this tala concept these portions are
much corrupted and there are repititions of lines which confuse the
readers.

Gitam for Perani is known as Salagasuda gitam as given in SR. Devana
adds Gitapaddhati for Gundali till sloka number 28

Sabdaprabandha Paddhati

The combination of instrumental and syllables are known as the
Sabdaprabandha paddhati. This is threefold viz., having two dhatus, three
and four dhatus. Dvidhatu consists of udgraha and abhoga, tridhatu of
udgraha dhruva and abhoga, and caturdhatu has melapaka in addition to
the other three. The opening of the dance recital starts on the first piece of

actual dance.

Puspaputa

At the beginning of the performance yavanika vadya is played behind the
curtains.Then, maddala, kahala are all played one after the other. This is
played for three times in three avartanas. Then, yati should be played in
samahasta on maddala in vilamba, madhya and druta kalas. Yati should
be played with different variations. At the kalasa, (concluding part)
maddala, karati and kahala are all played. Then, the dance proper begins
with auspicious puspaputa, which is full of dance syllables that are

pleasant to the ears.

Khandajati
Then begins the prabandha called khandajati, where maddala, kahala and

karati are played in Madhya yati for which varigated turns (vivartanam)
are danced for the kalasas of khandajati.

Jhankara
This is followed by jhankara which starts with alapa without any tala

niyama. Then wonderful yati is made in two, three or four different talas
and variations which gives joy. Then one, two, three or four talas should
be played in variations should be done in druta kala.

Yativilasa
Then follows yativilasa prabandhas in which maddala syllables are



played in the beginning, middle and at the end in which yati is of sixteen
matras. Inbetween two pallavas (could be pallavis) talas can be
performed. Variations can be performed for ekatala.

Tuduka
Tuduka starts with alapa for eight matras, then sixteen matras. This ends

with the playing of kalasa in maddala sabda.

Camatkara
Then, camatkara is done with the playing of maddala or karati in sixteen,
twentytwo or twenty four matras according to one's taste or desire.

Rugavani
Then follows rugavani in which maddala and karati are played. Then,

kalasa is played on maddala in vilambita, madhya and druta kalas. It is
also marked by yati which has eight, twelve or sixteen matras.

Thus the seven sabdaprabandhas are to be sung, played and danced with
caris, bhramaras, karanas, sthanakas efc. using various angopangas,
which are attractive and accomplish rasas and bhavas.

(The first song pushpaputa can be related to the pushpanjali of present
day Bharatanatyam which is the invocatory dance. Kalasa can be
connected with our present day Tirmanam. The other elements related to
tala are to be understood from melaprapti, purappadu, mallari, etc.)



CHAPTER-4

NRTTANGA- LASYANGA

Lasyanga

Lasyanga-s are enumerated in Natyasastra by Bharata under the
chapter of Dasariipakavidhanam. Post-Bharata writers have also listed
these as marga lasyanga-s and moved on to explain the desi lasyanga-s
which were prevailing in their region. The term lasya is derived from the
root ‘las’ and is performed when the rhythm, song, instruments, dance
and the histrionic representation are all performed gently. Lasa literally
means shining. Bharata says that it relates to the mutual attraction of men
and women that is why it is called lasya. It is to be performed by one
person and the subject matter should be resonating the hero so that the
heroine talks about hero or feels the situation where in the hero should be

represented there.

According to Bharata, these are the varieties of lasyanga-s which are to
be interspersed in between the nataka. These lasyanga-s can be
understood as the base for present day padam-s and javali-s which are of
srngara in nature which state the expressions of a love-lorn nayika and
even varnam-s which have more tala patterns and structures.

Nrttanga as in SM
Desi Nrttangas are enlisted here by Devanacarya. They are rekhaa,

sthaapanaa, saushtavam, daala, sandhi naipunya, nijavanaa, alaasa, suka,
laali, jhanka, komalika, rasavrtti, hamsagati, madamanthara, vikata, tatta,
oyyaara, daishiki, kalaati, dillodi, mukharasa, vali, bhava, kausala,
anumana, pramana, surekha, anga, ananga, tarahara, lavana and ullasa,
These are 32 in number.

nritanganyatha vaksyante desipiirvani tani tu .

rekha ca sthapana ceti saustavam dala eva ca ..

talasandistavijiieyam kausalam ca tatah param .

tatha nijavana capi kalasasika eva ca ..

layas$capi drdham pascajjhamka komalika tatha .
rasavrttirhamsagatistato'pi madamantharam ..

vikatam ca tatam capi tatha ... ... daisike.

kaladhitlodhite ... ... tato mukharaso'pi ca ..



valibhavo numanam ca pramanam ca surekhaka .
angam canangakam capz o tarahamm matam ..
(dvartrimsaccapi) laksanam .

~ SM. Pg.18. SL1 -6,

1. Rekha
The face should be pleasant, the body should be in a caturasra

(quadrangle), the arms should be like creepers (latha hasta). The head
should be lifted (Udhvahita), this is called rekha.

prasannam vadanam gatram caturasram latakarau ..

udvahitam Sirascararekheyam parikirtita.  SM.P g.18.S1.7.

2. Sthapana
Standing in different variety of sthanakas, beautiful sthiti (placement) is

Sthapana. Scholars accept that this is a synonym for sthaapanaa.
Sthanakesu ca citresu sthitiscaiva manohara ..
sthapaneti samanartha vibhati siarisammata ... SM.Pg.18.S1.8.

3. Saushtava
The body should be steady and poised, which is called saushtavam.

avyakulatvam vapusassaustavam parikirtitam ... SM.Pg.18.S1.8.

4. Daala
The moving of the abdomen like water on a lotus-leaf is called Daala by
experts of dance.
cancalyamabjapatroda udarasya ca drsyate .
vapusascalanam dala: prokto nuttavisaradaih . SM.Pg.19.51.9.

S. Sandhinaipunyam
Expertise of Taala at the beginning and at the end is sandhi naipunyam.

(That is should be expert in connecting the talas - sandhis)
talarambhe'vasane ca kausalam sandhinaipunam .. SM.Pg.19. S1.9.

6. Nijavanaa
In the stance called the Nandyaavarta, the knees are turned sideways is

called Nijavanaa in nrtta is to be known.

nandyavartabhidhe sthane januni parsvayonmite .
sthitirnijavana saiva vijiieya nrttakarmani .. SM.Pg.19. S1.10.



7. Kalaasa
The wise opine that at the end of the geetam, sthaapanam should be there,
where the tala lands on the samam. (gita and taala should coincide) This
is also called the Kalaasa, which marks the end of the nrtta.
gitante sthapanam capi layatalasamam budhaih .
kalasah kathitasso'yam nritasyapi samaptikrt .SM.Pg.19. SI.11.

8. Suka
When the weight shifts from side to side, equally and there is alternate
movement or caancalya (quivering) of the sides one after the other, we
understand movement from one place to the other in dance as Suka.
bharakranta tuld jihva cancalyam parsvayoh kramdt .
itastatastarkameva vijiieyam nrttakarmani .. SM.Pg.19. S1.12.
(Devana has not mentioned Suka in list) (Devana has mentioned laya and
druva as lasyangas but has not defined. them.)

9. Laya
When the body is drawn inwards suddenly, like a creeper struck by the

wind, the body trembling. .. giving an impression of ...Laya.
sahasa gatrasankoce vaiahatalatopamam .
caiicalyam vapusah proktam ... (Laya)... ..buddhitah .. SM.Pg.19.S1.13.

10.Jhankaa
A twist (Araala) relating to Kalaasa, is to be known as jhankaa.
araleti kalasasya jhamkajhambketi kirtita . SM.Pg.19. S1.14.
11.Komalikaa

When there is softness at all transitions it is called Komalika.
sa ca komalika prokta myduta sarvasandhisu .. SM.Pg.19.S1.14.

12.Rasavrtti
Rasavrtti should be natural and beautiful, (should be attaining beauty)

rasavrttiryatharthah syat samarjitamanohara . SM.Pg.19. S1.15.

13.Hamsagati
Where the gait is akin to a swan, it is called Hamsagati.

hamsavadgamanam caiva sa hamsagatiririta .. SM.Pg.19.51.15.



14.Madamanthara
When the movement is like that of one intoxicated, with bent body, it is
called madamanthara,
madapﬁmanatdr’zgam tat calanam madamantharam . SM.Pg.19. S1.16.

15.Vikata
The legs are spread wide, turned in a funny way and are stamped quickly.
prasarya padamaksipya vikatam Sighrakuttanam .. SM.Pg.19.S1.16.

16.Tata
Tatam is where the stamping is done again at the same/original place.
punassadyo yathasthanam kuttanam ca latam matam .SM.Pg.20. S1.17.
(This has led to Tattu and Tattadavu of present days)

17.0yara
As if moving forward and then coming back in the earlier gait (Tata)

(cankramaad yadj) by men expert in different types of work

pravrttaya gatenaiva nivrttiscankramadyadi .

deyarogaditasso pi (naraih) nanakamevisaradaih . SM.Pg.20. SI.17,18.
(This Tattudal is still followed in Varnam of Bharatanatyam)

18.Daishikee
The arrival and conclusion of this (Oyara lasyanga) is termed Daishikee.

asyagatessamaptisca daisiki parikirtita .. SM.Pg.20. S1.18.

19.Kalaatitam.
The conclusion, in accordance with the tala, is called Kalaatitam.

avasanam ca talanamanuripam kalatitam . SM.Pg.20. S1.19.

20.Dillodhi
Loosening of the body is called Dillodhi and is beautiful in executing rasa

and bhava.
dillodhi gatrasaithilyam rasabhavamanohara .. SM.Pg.20. SI.19.

21.Mukharasa
The pleasure appearing on the face by wearing clothes, garlands and

ornaments and by hearing songs and instrumental music.... is mukharasa.



vastrabharanamalyanam dhdranddgz‘z‘avddyayo_h .

s’ravandddharsajd ...... mukharaso matam SM.Pg.20. S1.20.
22.Valih

Valih is different types of movement shown on the face and body

jflirvivz’dhavaktmtvam gatre ca parikirtita . SM.Pg.20. S1.21.

23.Bhaava

Bhaava is (showing) the concentration of the mind in attentive activities,

bhavascapi manovrttah savadhanakriyasu cq .. SM.Pg.20. S1.21.
24.Kaushala

Kaushala is the subtle skill (dancer is able to display) beyond what is

practiced.

abhyasrddanyadevdtisLZ/csma/caus'a/amz"rz'tam : SM.Pg.20. S1.22.
25.Anumaanam

Anumaanam is a beautifyi] roundabout way of conveying something.

(beautiful on account of different postures. )
anumanam bhavedevam nanabhangimanoharam .. SM.Pg.20. S1.22.

26.Pramaanam
Pramaanam follows the song and tala.
It is done with the combination of the head, eyes, hands and others.
gitatalanugamanam pramanam parikirtitam .
Sironetrakaradinam melanam parikirtitam .. SM.Pg.20. SI1.23.

27.Surekha
It is very beautiful, with clean lines and is a feast to the eyes.

hrdayangamam surekhatvam netrotsavakaram param . SM.Pg.20.S1.24.

28.Anga

29.Ananga
It is of 2 types—dependent on the placement of the limbs, the way you

place your limbs in their natural way-
aﬁgasvabhc'zvasamsthdnamanaﬁgam taddvayam payah .. SM.Pg.20. S1.24.



30.Tarahara
This is_activity with relaxed action.
proktam taraharam caiva savadhanam ca karma ca ... SM.Pg.20. S1.25.

31.Lavana
Lavana is known as the uneven (slanting or without symmetry) bending

movements.
lavanasca samarkhyato visamavanatih parah .. SM.Pg.20. S1.25.

32.Ullasa
Ullasa is the exuberance in nrita.
ullasasca samakhyatah praharso na(r)ttakarmani | SM.Pg.21. S1.26.

The wise indicated that sthaapanam is just as nartanam is.
Sthapanam ca samadistam yathavannartanam budhaih .

There are other nrttangas, of which 32 are famous.
anyani santi cangani dvatrimsatiirtitani ca . SM.Pg.21. SI1.26.

Performance of Lasyangas can be identified in the present day Margam
Bharatanatyam performance.



CHAPTER-5
NRTTA - ANGA PRATYANGA

Angika abhinaya forms the base for the visual art form. Tandava
laksanam, the fourth chapter of Natyasastra, deals with the karanas,
angaharas (combination of karanas), pindibandhas and recakas. To
understand these movements, one has to learn the actions of the angas
(major limbs) and the upangas (minor limbs). The eighth chapter explains
the uttamanga abhinaya; the ninth chapter explains hastabhinaya and
artrabhinaya. The tenth chapter deals with the caris, the action of the
whole foot from the thigh to the toe. The sthanas or postures for men and
useful tips about doing exercises are explained. Mandalas, the
combinations of caris, which can be used in fighting sequences, are
detailed in the eleventh chapter. The twelfth chapter, called gatipracara,
encompasses the whole range of gaits to be used by dancers and actors.
The gait of the characters in various sentiments and situations are detailed

elaborately.

Nritta angapratyanga as in Sangitamuktavali
Angas, pratyangas and upangas are defined by Devana along with

viniyogas.

Angas and pratyangas of Nrtta are six in number. The angas are being
told now, in connection with Nrtta.

nrttasyangani sat tani pratyanganyatha tani ca .

angadinyatha vaksyante nrttasyasya samasatah .. SM.Pg.24.S1.1.

Anga

The head, throat, chest, sides, waist and feet are the 6 major limbs of
dance. Some scholars add shoulders in this.

Sirakanthau tu vaksasca parsvau ca'pi kati tatha .

padavangani sat tani skandhau capi pare viduh .. SM.Pg.25. S1.2.
(Instead of kanta (throat) it must be hands as hasta is explained after head
movements by Devana and also griva or kanta is given as pratyanga by

him).



Pratyanga

Ancillary limbs are 6 in number - neck, arms, back, stomach, thighs,
calves. Along with this the wrists and knees are also added. Some other
scholars opine that ornaments are also Pratyangas.

pratyangani tatha griva bahusrsthodarani ca

urt janghe ca satcaiva manibandhe ca januni ..

bhusanani paraistrini pratyangani manisibhih.  SM.Pg.25. S1.3.

Upanga

The eye, eyebrows, pupil, cheeks, nose, breath, teeth, lips (adhara, not
adharaa) tongue, chin and mouth are the minor limbs of the head counted
as 12 by scholars.

The foot, heel, ankles (calf-muscles) sole and toes. Both hands, palms,
fingers are also defined as pratyangaani.

drstibhriputatarasca kapolau nasikapi ca ..
Svasadantadhardajihvacibukam vadanam tatha .

Sirogatanyupangani dvadasaitani siribhil ..

padau ca parsnigulphau ca talam cangulayastatha .

hastau talam tatharngulyah pratyanganyatha laksanam. SM.Pg.25. S1.4-6.

Shirobheda - Head Variations

Dhutam, vidhutam, aadhootam, avadhootam, kampitam, aakampitam,
udvaahitam, parivaahitam, anchitam, nikunchitam, paraavrttam,
utkshiptam, adhomukham and lolitam have been termed the 14 varieties
of head movements (shirobhedaah).

Tiryaggatonnatam,  skandhaanatam, aaraatrikam,  samam  and
paarshvaabhimukham make it totally 19 shirobhedaah.

dhutam vidhutamadhitamavadhitam ca kampitam .

akampitodvahite'pi parivahitamaricitam ..

nikuicitam paravrttamutksiptadhomukhe tatha .

lolitam ca samakhyatam caturdasavidham Sirah ..

tiryaggatonnatam capi skandhanatamatah param .

aratrikam samam capi parsvabhimukhamityapi ..

ekonavimsatiscapi Siramsi militani ca . SM.Pg. 25,26. S1.1-4.

Lakshana and Viniyogas are given by Devana but some are missing.
Devana lists nineteen head movements.



- Dhutam- moving the head to the sides slowly. (Devana has not
mentioned the viniyoga for this head movement) SM.Pg. 26.

. Vidhutam- moving the head rapidly to the sides. It is in showing
cold, fever, just now drunk, old age in refusal and in showing
trembling. SM.Pg. 26.

. Aadhutam- head lifted up to one of the sides. It is used to see one's
shoulder, in showing pride and seeing the objects on one's side,
SM.Pg. 26.

- Avadhutam- (This is given in the list by Devana, but not defined
by him. (Bharata defines it as lowering down the head once. He
says it is used to give a message, to ask someone to sit, while
speaking.

. Kampitam - The up and down movements of the head quickly,
and frequently. This should be done in accepting, anger,
contemplating, frightening, understanding, sentence of refusal and
in asking a question quickly. SM.Pg. 26.

. Akampitam- If Kampita head movement is slowly done twice,
then it is Akampita. This movement is used in showing an object
infront, asking questions, giving upadesa, asking someone to sit
and conveying the ideas in our mind to others. SM.Pg. 26.

- Udvahitam- Lifting up the head once is known as udvahita. This
movement is used to depict that 'T am capable of doing this' and in
showing pride. SM.Pg. 27.

- Parivihitam- is revolving the head on all the sides in a circle. This
movement is used in showing surprise, smile, happiness,
contemplating, jealous blushing due to the actions of the beloved in
showing everything and in showing the mandala. SM.Pg. 27.

. Ancitam - is the movement when the head is slightly bent towards
one side. It is used to indicate pain anxious thought, half-
unconcious state, loss of conciousness while holding the chin,
remembering something and in depicting pride. SM.Pg. 27.

10.Nikuncitam- is the movement when head is bent SM.Pg. 27.

11.Paravrttam — is when the head is turned aside. This movement is

done in jealousy, anger, shyness, turning the face, looking back,
etc. SM.Pg. 28.

12.Utksiptam — is when the head is tilted back and the face is raised
up. This movement is used to see the objects far above and in
seeing the sun, moon, stars etc. SM.Pg. 28.

13.Adhomukham- should be done in shyness, worship, SOTTOwW,

looking down and in hiding one's face. (Devana has not defined it
but has given the viniyogas) SM.Pg. 28.



14.Lolitam- is the movement when the head is revolved on all the
sides. (Devana has not defined its viniyoga.) SM.Pg. 28.

(These are the fourteen head movements given by Devana almost as in
Natyasastra. Devana defines 14 head movements and says that they were
codified by Bharata but Bharata in NS has given thirteen except
Aadhutam. Other than this Devana adds some more. (Of these head
movements not defined by Bharata, most of them except sama are slight
variations of the first fourteen head movements.)

15.Tiryaggatonnatam- is bending the head obliquely and looking
above. It is used in bibboka and in thinking about the lover. SM.Pg.

Okt
16.Skandhaanatam- is known to be head reclined on the shoulder it

is used in grief, intoxication, unconciousness and in sleep. SM.Pg.

2:8:
17.Aratrikam- is revolving the head keep it close to the shoulder.

This is used in surprise and in knowing others views. SM.Pg. 29.
18.Samam- is the head in normal posture and it indicates normal

state. SM.Pg. 29.
19. Parsvabhimukham follows its meaning and is used in looking to

the sides. SM.Pg. 29.

Hasta varieties
The next topic dealt with in Sangita Muktavali is Hasta bheda. This topic

has 230- verses for asamyuta, 31 for samyuta, 39 for nrtta hastas. The
author deals with the explanation of rechaka, hasta karanas, hasta
pracharas, hasta kshetras, kara pracharas and hasta karmas. The text talks
about 24 varieties of hand gestures for single hand and then he moves on
and explains how to combine the single hand and make double hand
gestures then he gives usages or viniyoga for all 24 hastas in a detailed
and elaborate way for nearly 221 slokas. Then he moves on to some
combined hand gestures. Totally he gives 15 hand gestures and the
lakshana and prayoga - usages of those hand gestures. They are explained
similar to Bharata. Nrtta hastas (dance hand gestures) are 30 and he starts
giving the lakshana and usages for some hastas. These are depicted as
hand movements used for dance near the chest forward, sidewards and
upward movements and the names are appropriate connecting with the
movements. Then he moves on to rechakas which are graceful



movements as given by Bharata. Then hasta prachara hand movements
are given as 15 and hasta kshetra, the places to move your hands and
actions of hands hasta karma is elaborated.

Hastabheda — Hand Variations:

Asamyutahasta — Single hand gesture

Pataka, tripataka, kartarimukha, ardhacandra, ardla, musti, sikhara,
kapittha, katakavaktra, sukatundam kangiila, padmakoga, alapallava,
sticimukha, sarpasira, catura, mrgamastakam, hamsasya, hamsapaksa,
bhramara, mukula, Urpanabha, sandamsa, tamraciida. These are the 24
asamyuta hastabhedas (Single hand gestures)

patakastripatakasca kartarimukhasamjiiakah .
ardhacandrastathardlo mustisca Sikharastathé .

kapitthah katakavaktrassukatundam tatah param .
kangilapadmakosasca tatascedalapallavah .

sucimukhah sarpasirascaturo myeamastakam ..

hamsasyo hamsapakso 'pi bhramaro mukulastatha .

urnanabhasca sandamsastamraciidastathaiva ca .

asamyutah samuddistasca(tur) vimsatireva ca .

ete prayogavasatah samyutassambhavanti ca . SM.Pg. 29, 30.S1.1-5.

(Devana,s variations are almost like in NS)

In practice, they can be used as samyuta hastas also called Varada and
abhaya, they are synonyms for nikunchaka. Also, some opine that there
are dvisikara, banahasta, sihmasya, mayira, ardhapataka and siciprstha.
Together, they constitute 32 hasta varieties.

varadabhayanamanau nikuicakasamahvayau ..

tato dvisikarobanahastasihmasyanamakah .

mayurardhapatakasca suciprsthastathaparaih .

sarve ca militah santo dvatrimsaditi kirtitah .. SM.Pg.30.S1.5,6.

Samyuta Hasta- Combined hand gestures

asamyutah patakadyah prayogavasato maya .
prayuktassamyutatvena vaksyante samyutah karah .



purvam puspaputah pascadanjalistadanantaram ..  SM.Pg.58.230.
kapotakarkatau capi svastiko dola eva ca .

makaro vardhamanasca gajadantastathaiva ca ..

kataka vardhamanasca nisadotsangakau taya .

avahitthah patakakhyah kartart ca tatha'para ..

kartari tripatakakhya sarve paiicadasa smrtah .

laksanam ca prayogasca vaksyate ca yathakramam .. SM.Pg.58.1-3.

Devana lists thirteen samyuta hastas. Puspaputa, afijali, kapota, karkata,
svastika, dola, makara, vardhamana, gajadanta, kataka vardhamana,
nisada, sanga, avahittha, patakakhyah kartari, kartarT tripatakakhya.

Devana adds two more than Bharata namely patakakhya kartari and
tripatakakhya - kartari. Patakakhyakartarl - in which two patakas are
crossed and tripatakakhyikartari - in which two tripatakas are crossed.
Thus according to Devana there are fifteen samyuta hastas.

Nrtta Hastas
Caturasra, udvrtta, talamukha, svastika, viprakirna, aralakatakamukha,

aviddhavaktra, siicyasya, recita, ardharecita, nitamba, pallava,
kesabandha, uttanavaificita, lata, karihasta, paksavaiicitaka,
paksapradyotaka, dandapaksa, garudapaksaka, trdhvamandali,
parsvamandali, uromandali, urah par$§vardhamandala, mustikasvastika,
nalintpadmakosa, al(p)apadma, ul(d)bana, lalita, laksita (Valita according
to Bharata). Bharata has defined thirty nrtta hasta and Devana has also
defined thirty nrtta hastas.

nrttahastasca laksyante nrttamatropayoginah .

yathayogam prayoktavya ... ... ... Sca yuktitah ..

caturasrau tathodvrttau hastau talamukhabhidhau .
svastikaviprakirnavapyaralakatakamukhau ..

aviddhavaktrau vijiieyau siicyasyau recitavapi .

tathardharecitau syatam nitambau pallavavapi ..

kesabandhau karau capi pascaduttanavaiicitau .

latakhyau ca karau jiieyau karihastavatah param ..

paksavaiicitakau catha paksapradyotakavapi .



dandapaksau karau capi tatha garudapaksakau ..
irdhvamandalinau caiva parsvamandalinavapi .
uromandalinau pascadurah parsvardhamandalau ..
mustikasvastikau capi nalinipadmakosakau .
apapadmau karau pascadudba(lba)nau lalitavapi ..
laksitau ca tatha trimsannyttahastah prakirtitah .

ete cabhinaye hasta yathdvastu pradarsandgt .. SM.Pg.63. S1.1-8.

1. Chaturashrau
Hold the Katakamukha hasta in both hands at 8 angula distance

inbetween in front of the chest in line with shoulder and elbows.
Viniyoga — Used in showing the acts of pulling a garland and in

nrittaarambha position. SM.Pg.64.

2. Udvruttau
Hold the Hamspaksha hasta in both hands. The hands are said to be raised

up wide open and closed with palm facing down or to hold one palm open
up and close the other one facing downwards.
Viniyoga —This is called Udvruttau where the hands are moved like the
the swaying of palm leaves. SM.Pg.64.

3. Taalamukhaabhidhau
Hold the Hamspaksha close to the sides of the body with the palms facing
downwards facing each other and the hands swayed cornerish.
Viniyoga — This is used in showing the playing of Maddala and in
Madhura ganam. SM.Pg.64.

4. Svasthikau
Hold the pathaka hasta raised up in both hands. If the wrists are crossed,
that gives Swastikaha. SM.Pg.64.

5. Viprakeernau
Viprakeerna (Nothing is mentioned about separation for Viprakeernou. It

is to be understood that svastika should be separated) SM.Pg.64.

6. Araala-katakamukhau
Hold the Pataka hasta and cross your wrists. With a vyavartha parivartha
(inward circular movement of the hands), take the hands above the head.
with the wrists crossed in Padmakosha and a rotating action to extend the
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hinds above the head. The hands finally settle in Arala and Katakamukha
hasta like a mouth opening. SM.Pg.64.

7. Aaviddhavaktrau

~ Missing Lakshana ~

(Devana has mentioned aviddhavaktra in his list of nrttahastas but has not
defined it. He has given one sloka under Suchyasya which must be taken
for aavidhavakra)
Hold the Katakamukha hasta in the hands. With rotating movement, raise
the hands and bring it to the side. (This must be for avidhavakra)

8. Suchyaasyau
Quickly move the catura hands forward and back, changing the hasta to
slightly extend the middle fingers out. This forms Suchyaasya where the
hands are gracefully rotated and extended back and forth. SM.Pg.65.

9. Rechitau
Hold the Hamsapaksha hasta in two hands and when they are swiftly
rotated, it is known as Rechita. SM.Pg.65.

10.Ardharechitau
When Hamsapaksha is rotated one hand at a time, it becomes
Ardharechita. (That is another hand will be in caturasra). SM.Pg.65.

11.Nitambau
From the shoulder, the hands are brought out near the sides of the hip in a
rotating movement. The hands on the sides are then detached from the hip
region and brought up near the shoulder. If this spreading movement
between the shoulder and the hip is done with a svastika during rotation,

it becomes Nitamba. SM.Pg.65.

12.Pallavau
Hold the Tripataka hasta in your hands. With an inward rotation

(Vyavrtta), the tripataka hands are to be raised up. From there, turned
through parivrtta, the hands are crossed with the palm facing down, with
a graceful rotation of the palms. Finally, the hands rest in Svastika

position. Viniyoga — This is Pallava and is used in Pallava
abhinaya.SM.Pg.65.
13.Kesabandhau

Hold the Pataka hasta near your waist. From the waist, they are raised
near the temples (Masthakam). Thus the hands are taken up separately for
Keshabandha. Viniyoga — This is Keshabandhau used in

Kartharibhaaradarshana. SM.Pg.65.



14.Uttanavanchitau
The palms face down and up alternatingly, are moved gently. The hands
hold hasta close to Kartharimukha this is called Uttanavanchitau.
Viniyoga — This is used to show the Uttana and anchita action. SM.Pg.66.

15.Latahastau
Hands in Pataka hasta follow a gentle movement forming a small triangle
as they move, as told by the experts of dance. SM.Pg.66.

16.Karihastau
In this nritta hasta, one hand is held near the ear in ‘Tripataka’. The term
kataka in the sloka may denote moving together without breaking the link
of a chain, or a bracelet. The other hand is in ‘Pataka’ hasta and the
movement follows from the previous Nritta hasta lata. The lata hasta is to
be in moved on the side as Dolam (swinging) movement. This
synchoronized movement becomes Karihastau, as seen in an elephant’s
swinging movement. SM.Pg.66.

17.Adhastalau (Pakshavanchitakau acc. To NS)
Hands in ‘Tripataka’ hasta are gently settled near the waist. This is
Pakshavanchitau.

18.Pakshapradyothakau
Similar to Pakshavanchitau, when the palms face downwards, it is
Pakshapradyothakau. SM.Pg.66.

19.Dandapakshau
Hands are to be in ‘Hamsapaksha’ hasta. Initially, they are held on both

sides of the body. With a sweeping movement, the hands are raised and
brought near the chest. From the chest, they sweep out to the sides. This
raising up, and sweeping movements from and to the chest, is called
Dandapaksha.

The hands can be held in Alapadma on the sides on the body and follow
the sweeping movement from the sides, to form another variant of
Dandapakshau. The hands can move like Alapallava to move to and fro

the sides of the body. SM.Pg.66, 67.

20.Garudapakshau
Hands in ‘Pataka’ hasta, are placed on the sides of the body. To achieve

Garudapakshau, the hands are raised up in the sky, and dropped from the
top. Viniyoga — This is used to denote the abhinaya of Garuda or

Tarkshya, the vehicle of Lord Vishnu. SM.Pg.67.



21.Urdhvamandalinau
Hands in ‘Arala’ hasta, are placed on top of the head (above shoulders
and ears). The hands/wrists are rotated in circles, to achieve
Urdhvamandalinou. SM.Pg.67.

22.Parshvamandalinau
Hands when placed on the side is Parshvamandalinau. SM.Pg.67.

23.Uromandalinau
Hands placed in front of the chest, are rotated as if the palms are roaming
around. SM.Pg.67.

24.Urah-Parshva-Ardhamandalau
Begin with alapadma in both the hands in front of the chest. Rotate the
wrists in alapadma, and take the right hand to the right side, with a gentle
swirling movement., raise the arm and settle in Arala hasta on the right
side. When the hands are swirling and moving towards and away from
the front to the side of the chests, ardhamandali or half circles are made,
hence the name Ardhamandalau. SM.P g.67.

25.Mushtika-Swastikau
The Arala and Alapadma are rotated while the wrists in crossed position.
The wrists are crossed as kataka or sikhara in front of the chest. This is
Mushtika-Swastikau. SM.Pg.68.

26.Nalineepadmakoshakau
Hold ‘Pataka’ hasta in both hands with the palms facing upwards.
Vyaavartha-parivarta rotation is done with balanced hands, to get
Nalineepadmakoshakau. Or when the hand holds ‘Padmakosha’ hasta and
rotated from elbow to head, this can also be called Nalineepadmakoshau.
Pandits of Nritta have said that this can be used to name/denote
something about the lotus. This can be used to show the darshana or lotus
— seeing a lotus — or to show desire (using it near the chest, as a thing of

the heart). SM.Pg.68.

27.Alapallavau
When the alapadma hands are swirled in front of the chest, and raised

together straight up, it can be called Alapallavau as it represents a
bloomed lotus. SM.Pg.68.

28.Ulbanau
In alapallavau, when the hands are gracefully stretched towards the side,
it is called Ulbanau. SM.Pg.69.

29.Lalitau



In alapallavau, when the hands are gracefully taken up it is lalita.
SM.Pg.69.
30.Lakshitau

(Valitau according to NS) SM.Pg.69.
Thus, with the elbows kept together, separated, hands crossed and bent,

great learned scholars declared 30 Nritta Hastas.

Recaka Karanas
Prasaaranam — stretching, Ghoornanam — turns and swirls, Bhramanam —

rotations, Vichyuthih - separation, Luthanam — act of rolling/ resisting,
Paarshvaath Paarshvagathih — Side to side movements or movements
from one side to another, Urdhvam — Hands above or facing up,
Adhogathih — Hands brought down or facing low/down — These are the
cight types of movements that gracefully flow on the hands, and are
termed as Recakas or Karanas of the hands.These are thus aptly named
according to the movement technique. Their names have an obvious
sense of directionality and self-explanatory technical names pertaining to

the Lakshana.

Reva(ca)kakhyam ca karanam karastham ca taducyate .

prasaranam ghiirnanam capi bhramanam capi samsrtih .
vicyutirluthanam capi parsvaiparsvagatastatha .. ..
urdhvadhogatirityetadastadha parikirtitam .

anvarthamidamakhyatam svanamavyaktalaksanam .SM.Pg.69. S1.43,44.

Hastaprachara- Movement of Hands
Uttaana, Adhastala, Purastaattala, Svasammukhatala, Paarshvatala,

Urdhvavadana, ~Adhovadana, Purastaadvadanam, Paarshvamukha,
Sammukha, Urdhvagamanam, Adhogamanam, Purahgati, Paarshvagati,
Sammukhagati are the 15 hasta movements known as kara pracharas.

dattanodhastalascapi purastattala eva ca .
svasammukhatalascapi tatha parsvatalo'pi ca ..
urdhvadhovadanau capi purastadvadanam tatha .

parsvamukhasammukhah syaduardhvadhogamanavapi .



purah parsvagatiscapi sammukhagatireva ca .. ..
ete paiicadasaprokta hastacara manisibhih .
Svaja'tz'yavijdﬁégésamyogddapi kotayah .

karapracara vijiieyaste capyanvarthanamakah .. .. SM.Pg.70. S1.45-47.

Hastakshetra — Placement of Hands

Paarshvadvayam, Purah, Pascad, Adhah, Urdhvam, Mastakam, Lalaatam,
Skandham, ............ , Naabhih, Katithatam, Urudvayam are the kshetras
ofhands are 13 in number. (Total — 13, 2 lost in shloka, must be neck and

chest )

parsvadvayam purah pascadradhascordhvam ca mastakam |
lalataskamdha ... ... ... nabhaya$ca katitatam .. ..

urudvayam ca hastanam ksetraniti trayodasa. SM.Pg.70.S1.48.

Devana says, by the use of varied manifold usage of Angas, Upangas,
Pratyangas that are executed with excellence and swiftness, beautiful
bhavas and rasas are demonstrated.

angairupangaih pratyangairvicitraisca sasausthavaih .

hastasca samyutassamyagrasabhavah pradarsitah .. .. SM.Pg.70.S1.49.

Hasta-Karma- Actions
Hastakarmas are the actions done by moving the hasta (palm). These are
listed to be twenty in number.

1. Dhunanam — shaking/ stirring to agitate
Samslesha — to embrace or bring together
Vishlesha — opposite of ‘Samslesha’ to separate or move away.
Akshepa — throw or toss.

Rakshanam — to protect or guard.
Moksha — liberation or freedom, to release

Nigraha — binding, confinement, arrest, capture
Parigraha — accept, take on, put on (a dress)

9. Utkrushti — Ut is to rise. This is to show a raised ploughing action.
10.Aakrushti — Aakrushtih is dragging.

11.Vikrushti — vikrushtih is to extend and pull.

12.Taadanam — beating or whipping
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13.Trotanam — the act of breaking

14.Cheda — to break, to powder down

15.Bheda — to differentiate

16.Sphotanam — breaking, cracking, blossoming, bursting, tearing.
17.Motanam- Rubbing, grinding, pressing.

18.Visarjanam - Dismissing, sending away.

19. Aahvaanam- Invocation, invitation.

20.Tarjanam - Pointing at, in ridicule, or contempt.

dhinanam capi samsSlesavislesaksepa eva cah .
raksanam capi moksasca nigrahasca parigrahah .. .. SM.Pg.70.S1.1.
utkrstisca tatha"kystirvikystistadanam tatha .

trotanam chedabhedau ca sphotanam motanam tatha .. ..
visarjanam tathahvanam tarjanam ceti vimsatih .

hastakarmanyamini syuradanvarthani manisibhih .. .SM.Pg.71.81.2,3.

o Comparison with NS
The next topic researched is Hasta bheda as dealt with in Natyasastra and
Abhinayadarpanam. Asamyuta, samyuta and nrtta hastas are dealt with in
both the books but with slight differences. Natyasastra deals with hasta
karanas and bahu karmas.

e Comparison with AD
Abhinaya darpanam deals with jati hastas, bandhava hastas, dasavatara

hastas and devata hastas which are not seen in Natyasastra. Gestures in
comparison with Natya Sastra and Abhinaya darpana have been analysed.
We can see that there are slight differences between Natya Shastra and
Sangita muktavali. There are some additions and deletions also.

SARIRA ANGOPANGA

e Study of Sarira angopangas in SM
The Sarira Angopangas which has movements of Angas, Pratyangas and
Upangas are given by Devanacarya in Sangita Muktavali. The author
deals with the definition of Angas- Major limbs as Vaksha (chest) - 5
varieties, Parsva (sides) - 5 varieties, Kati (waist) - 5 varieties, Charana
(feet) - 5 varieties ( Head and hands dealt with earlier)



Pratyanga -Subsidiary limbs as enlisted by Devanacarya are Skandha
(shoulder)-7 varieties, Greeva (neck) -10 varieties, Bahu (arms) -22
varieties, Prishta (back) -4 varieties, Udara (stomach) -5 varieties, Uru
(thigh) -5 varieties, Jhanga (shanks) -10 varieties, Manibandha (wrist) -5
varieties, Janu (Knee) -7 varieties.

Thus he enumerates the angopangas of sarira. Movements and uses of the
limbs of the body such as chest, sides, waist, feet and many subsidiary
limbs are explained in this section, Angika Abhinaya concepts studied
from this book Sangita Muktavali as the author has given references from
Natyasastra and also his own Interpretations.

> Vaksha - Chest
There are five chest movements which are sama, abhugna, prakampita

and udvahita. (Devana gives only 4 names here, but nirbhugna is added in
explanation.)
vaksasah sydatsamabhugnam ca prakampitam .

udvahitam paiicadheti tallaksapamihocyate .. SM.Pg.71.SL.1.

Sama - When the body is in caturasra and the chest in natural position
then it is called as sama. SM.Pg.71.

Abhugna - When the body is in sama slightly bent is abhugna.

This is to be used for showing pride, sorrow, shyness, confusion,
coldness, broken-heart, unconciousness, fear, old age, disguise, argument

and in approaching some one. SM.Pg.71.
Nirbhugna - When the back is erect and the chest is held high with

straight shoulders, then it is known as nirbhugna. Tt can be used to show
stupification, saying the truth, seeing a thing of surprise, talking happily,
and excess pride. SM.Pg.71.

Prakampita - is the chest held high and shaked up and down.
The application of prakampita is showing hiccup, fear, fatigue, sigh,

cough or sneeze, laugh and cry. SM.Pg.72.
Udvabhita - is described as the chest held high easily with shake. This is

applied to see things above, in long sigh, yawning, wisdom, pride and in

running away. SM.Pg.72.

> Parsva - Sides e



Parsva bhedas are known to be five viz., unnata, prasrta, namita, vivartita

and apasrta.
unnatam prasrtam capi namitam ca vivartitam .

tatha capasrtam parsvam paficadha parikirtitam . SM.Pg.72.S1.1.

Unnata- is defined as bending on one side raising the other side and the
shoulder. This is used in going away.

Nata- is defined as bending on the other side.

Devana gives the viniyoga for this as going away.

Prasrta- Devana has not defined prasrta though he has mentioned it.
Others define this as moving the sides to their respective sides.
Vivartita- is turning the upper portion of the body to look back.
Apasrta- is coming back to the original position from the vivartita.

> Kati - Hip

Five hip movements are defined by Devana viz., kampita, udvahita,

bhinna, vivrtta and recita.
kati paicavidha prokta kampitodvahite tatha .

bhinnd capi vivrtta ca recitd laksanam bhavet .. SM.Pg.73.S1.1.

Kampita is the waist swiftly moved to and fro on one side which is
applied in showing the movement of persons with hunch back and
dwarfs.

Udvabhita is the waist moved slowly by --both the sides. This is used in
the gait of women and in turning around the looking something.

Bhinna listed by Devana is not described by him. Bharata names it as
cchinna and defines it as revolving the waist when the sides are turned.
This is used in exercises and in turning around and looking something.
Vivrtta From a turned back position, coming to the original position
facing the front is known as vivrtta. This is mentioned as nivrtta by
Bharata.

Recita is rotating the waist on all the sides.

All these waist movements are described similarly by the experts of

dance.

> Pada - Feet

Devana says, six feet movements are accepted by sage Bharata. They are
sama, kuncita, suci, agratalasancara, udghattita and ancita.



padah samah kuficitasca sucyagratalasanicarah .

uddhattito Ficito va'pi sadvidho munisammatah .. SM.Pg.73.S1.1.

Sama is the feet held in their natural position. This is used in natural
expression and natural gait. SM.Pg.74.

Kuncita When the heel is raised up and when it (sole) is bent in the
middle and tip, then it is kuncita. This is applied while walking in a place
full of thorns or on marshy land. looking things which are far away, going
for a long distance, in a deceiving gait, etc., kuncita is used.

Suci When the left foot is in sama position and the tip of the big toe of
the right foot touches the ground, then it is suci which is used in wearing

anklets.

Agratalasancara When the heel is raised up and the toe and the front
part of the sole rest on the ground then it is agratalasancara. This has
application in reaching out something in a higher place, looking a thing
which is far away, to show the gait of a crippled or a thief in kuttana,
prerana, sthanas, bhramanas, recakas, intoxication; moving on the
ground, troubling and in hitting the ground.

Udghattita Standing on the tip of the sole, stamping the ground with the
heel often or once is known as udghattita. This is used in perana in

sounding the gharghara. SM.Pg.75.
Ancita is standing on the heel with the sole and toe raised up. This is

applicable in bhramaras. In ancita foot if the sole and the toe stamp the
ground it is known as tadita. This is applied in anger, pride and in raising

up something.

(Devana says these are the 6 given by Bharata, but Bharata gives only 5,
not Suci. But in some other versions of NS Suci is added.)

Devana also gives few more feet movements advocated by others viz,
tadita, ghatitotsedha, ghattita, mardita, agragahparsvaga, parsvagassikhara
and antahparsvasthita are the seven given by others.

tadito ghattitotsodho ghattitascapi marditah .
agragah parsva(ni)gascapi parsvagacchikharo'pi ca(?) ...

antah parsvasthitascanyo saptadha ca punah paraih . SM:Pg.73.81.2.3,



Tadita When the ground is stamped alternatingly by the heel and the tow
(along with the tip of the sole) then it is Tadita.

Ghatitotsedha
(Though Devana does not clearly mention this name here, from the

definition of this leg movement is not given)
Ghattita is stamping the earth with the heel which said to be pherana.
Mardita is rubbing against the ground with the side of the sole.

Agraga is moving in front as if in marshy place or in a place full of

thorns.
Parsniga is moving back with the heel.

Parsvaga is moving to the sides with the side of the feet.
(Others also include under parsvaga as standing with the feet turned to the

sides.)
Sikhara When the big toe is raised up in sama feet it is sikhara, which is

used in padarecaka. SM.Pg.75.

Devana mentions the number as seven but has enlisted nine varieties and
has explained only eight of them leaving out as antahparsvasthita.

e Padacara
Devana describes the names of pada caras thus:

Sikharanguli prsthena bhiisthito visamo bhavet .

visame nartane capi vicitre padanartane .. ..

puratah prsthatascapi parsvayoscapi recitah .

samyutasca vilapyante padalaksyanusaratah .. ..
anyonyamelanddeva hastavatve'pi sammatah .

sajatiyavijatiya samyogadapi kotikah .. ..

sthane gatau ca kartavyau vicitravrttandtyayoh . SM.Pg.76.S1.1-4.



Padacara- leg movements

Sthiti, calana, bhramana, lunthana, utksipta (utksepa), avaksepa, tadana,
bhumikuttana, samslesa, vislesa, sarana, prasaarana, aksepa, viksepa,
dolana, parivartana, pluti, kampita, gharsana, karsana, mardana, vestana,
visamasancara, cankramana are the 24 varieties of padacara (leg
movements).

sthitiSca calanam capi bhramanam lunthanam tatha .. .
uZ/csiptaécdpyava/csepastddanam bhumikuttanam .
samslesascapi vislesah saranam ca prasaranam .. ..
aksepascapi viksepo dolanam parivartanam .

plutisca kampitascapi gharsanam caiva karsanam .. ..
mardanavestane capi tatha visamasaricarah .

pascdccarnkramanam capi caturvimsatireva ca .. .. SM.Pg.76.51.4-7.

Devana describes the lakshanas of pada caras thus:
Sthiti is stance

Calana is going

Bhramana is circular movement

Lunthana is revolution

Utksepa is throwing up

Avaksepa is throwing away suddenly

Tadana is striking

laksanam ca kramenaisam varnyate ca parisphutam .
sthitiranvarthanamaiva calanam gamandadbhavet . SM.Pg.76.S1.8.
bhramanam mandalabhrantirlunthanam tu vivartanam .
utksepascapyavaksepavanvarthau tadanam tatha .. SM.Pg.77.S1.9.

All these movements follow the meaning of their names.

Bhumikuttana is pounding on the floor
Samslesa is joining

Vislesa is separating
Sarana is movement without losing contact of the ground.

Prasaarana is extending the foot



Aksepa is dragging the foot

Viksepa is self-revolution

Dolana is movement like 3 swing here and there
Parivartana is crossing of legs

bhzZmz'ku,ﬁz‘anasams’lesavis‘lesdkhya"ssulaksandh )
aparityaktabhzjbhdgagamanam saranam matam ..
prasarapam ca vijhieyam padasyapi prasarapat |
padarkasanamaksepo viksepah svavivartanam ..
yatastatasca calanam dolanam ca yatharthakam

svastikavrttikaranam parivartanamiritam . SM.Pg.77.S1.10-12.

Pluti is jumping

Kampita is shaking

Gharsana and

Karsana are dragging the foot on the ground,

Mardana is sqeezing the foot

Vestana is encircling with foot

Visamasancara is movement with one side of the leg

Cankramana is movement with leaps

These are the names of the feet movements (24) which themselves give
their meanings. (These are not described by Bharata but later

Nandikeswara has given some in Abhinayadarpanam)

plutiranvarthanamani kampitam ca yatharthakam

gharsanam gharsanadbhiimeh karsanam bhitmikarsanat ...
mardanam mardanadeva vestanam padavestanat .

ekadesena padasya gatirvisamasaficarah .

utplutyotplutya gamanam Jiieyam carkramanabhidham ..
etanyanvarthanamani tatha ca kathitani ca . SM.Pg.77.81.12-14.

e Skandha- Shoulder

Devana gives seven varieties of shoulder movements, Viz., sama,
ekoccaka, karnalagna, lolita, ucchrita, visrasta and tryasra.

samavekoccakau cavakarnalagnau ca lolitau

ucchritavapi visrastau tryasrau skandhau ca saptadha .. SM.Pg.77.S1.1.



All these shoulder movements follow the meaning of their names.

Sama is the natural position of the shoulders used in svabhavabhinaya.
EKkocca is one shoulder raised up which is used in throwing weapons, in
boxing in throwing spear and in looking objects in a higher range on the
sides.

Karnalagna is the shoulders clinging to the ears which is used in
embrace, cold (winter) and in carrying heavy objects.

Lolita is the shoulder shaked which is applied in hasya (humour), dance
of a vita and in playing the instrument hudukka,

Ucchrita is shoulders raised up which is applied in showing happiness or
pride.

Srasta is shoulders lowered down which shows sorrow, fatigue,
unconciousness, intoxication, illness, shyness and in the beginning of a
dance recital.

Tryasra is turning around to see something at the back and to turnaway

the face. SM.Pg.78.
These are not included by Bharata and Nandikesvara.

Pratyangas / Upangas- Ancillary limbs

e Griva- Neck
Devana says that he will define the upangas in detail. Neck movements
are sama, nivritta, recita, valita, ancita, tryasra, natonnata, rucita (must be
kuncita) and kampita. (Neck is actually given as Pratyanga By Devana)

upanganyatha vaksyante vicitrani parisphutam .

griva sama nivrtta ca recita valita'iicita .

tryasra natonnata capi rucita kampita mata . SM.Pg.79.S1.1-2.

Sama-is the neck held in natural position which is applied in doing
meditation, japa and existing in natural condition.

Nivrtta — is when the neck moves in front and comes back to its original
position, it is known as nivrtta.

Valita — is neck turned to the side and raised which is applied in turning
to the side, looking on the side and talking or listening to someone on the

side.
Recita- is the neck revolved around which is applied in revolving,

churning and in intoxication.
Ancita- is the neck raised up and trembling which is applied in dragging

one by hair and in looking up.



Nata- is neck lowered down (head lowered) applied in wearing the
ornaments, holding the ear, pointing a thing that is far away and in talking
near the ear.

Unnata - is neck lifted up for alatikara (decoration) or looking up.
Kuncita -is the neck totally bent down that is applied in hiding oneself.
Viniyoga for this is carrying heavy weight on the head.

Kampita- is the neck shaked in cold and fear.

This movement is an exclusive tenth addition of Devana. While Bharata
defines nine neck movements Devana adds one more namely kampita and
makes the number of neck movements as ten.

e Bahu - Arms

Devana puts the number as twenty two though many of the names and
definitions are not clearly got due to lacuna. His listing names the
movements as urdhvastha, adhomukha, pascadgata, purogata, parsvaga,
svastika, udvestita, apavestita, luthita, sarala, namra, kuncita, andolita,
utsarita, valita, lolita, valitavakrita and citta which comes to a total of 18.

urdhvascadhogatah pascattiryagaiicitakakramat .

svastika dvestita karyadayavestita eva ca ..

[uthito mandalagatirapaviddhastatah param .

aviddhassaralo namrah kuficitandolitavapi .. ~SM.Pg.80.S1.1,2.
utsaritasca valitah tatha valitavartita.: .

....... bahavo laksyasammatah ..

evam dvavimsatividhah laksanam samyagucyate .

urdhvasthordhvagato bahurutturnge ganadarsane .. SM.Pg.81.S1.3.4.

Urdhvastha is the arms raised up to show something high or in depicting
singing.

Adhomukha is the arms touching the ground.

Pascadgata is the arm sent back which is applied in taking the betel
leaves (tambula) and in pulling an arrow from the quiver.

Purogata is the arms moved to the front to point out something in front.



Parsvaga is arms sent obliquely to spot something on the sides.

Ancita is the arms extended upto the head from the chest and again
brought back to the chest.

Svastika is hands held in crossed position and then separated. This is
applied in showing the presence of sun, in embrace and in worship.

Udvestita is the arms revolved outside and moving upwards.
Apavestana is arms moving down.
Lutita is in playing damaru.

Sarala is the arms streched to the sides, up and down respectively, which
is applied in depicting the wings in measuring and in showing things on
the ground.

Namra is the hands bent a little and applied in praising and holding a
garland.

Kuncita is when the arm is bent and held strong. This is applied in
measuring, in hitting, eating and in bending a bow.

Andolita is the arms swinging which is applied in walking playfully.

Utsarita is the hand moved from other's side to one's own side. This is
applied in asking people to move to the sides and showing all the sides.

Valita is the hands bent around inside or outside, which is applied in
showing the offerings made to ancestors.

Valitavakrita (mentioned as valitavartita in the list) is the arms tossed
and streched out.

(The verses that follow afre not clearly understood due to lacunae. )

Devana has not defined mandalagati, apaviddha and aviddha though he

has mentioned their names.
Mandalagati as the arms rotated in all directions which is used in

revolving a sword.
Apaviddha is when the hand moves away from the chest in a circular

fashion.



Aviddha is the arms revolved inside.
These are given in Natyasastra.
Devana just makes a remark on vartanas and calakas but, does not

elaborate on them.

e Prushta- Back

Movements of the back are defined as four. namely, lalita, valita, nata and
sama.

prstham caturdha lalitam valitam ca samunnatam

lalitam tu samakhyatamirdhvadhoviksanalkramat . SM.Pg.84.S1.1.

Lalita is applied in looking up and down.

Valita is moving the back while bending to the side.

Nata is bent in front or back or to the side.

Sama is remaining in normal position which is applied in dhyana, japa
and in remaining one's own place.

Prstha movements are not defined by Bharata.
e Udara- Stomach

Devana puts the stomach movements as five namely sama, khalva,

cancala, purna and ksama.
udaram paiicadha proktam samam khallajica caficalam

purnd ksamam "samam capi svabhavikamudiritam" .. SM.Pg.85.S1.1.

Sama is the stomach in natural position.
Khalva is the stomach drawn inside which is applied to depict hunger,

pain, phantoms and fatigue.
Cancala is to depict (illness) difficulty in breathing, fear and in running.

Purna is to show a sick person, a man with huge belly, one who has
eaten to hearts content and in holding the breath.

Ksama is when the body is bent and is applied to show holding the
breath, crying, yawning laughing and in drawing more air.

Bharata defines only 3 movements in Natyasastra.

e Uru- Thigh

Movements of thighs are five in number namely kampita, valita, stabdha,

udvartita and nivartita.
turuh pasicavidhah proktah kampito valitastatha



stabdhascodvartitastadvattathaiva ca nivartitah .

parsve natonnate yasya kampitastu gatagatau .. SM.Pg.86.S1.1,

Kampita - When both the sides are raised up and down again and again
then the movement is kampita which is applied in showing going and

coming back.
Valita - When the knees are turned inside it is valita which is used to

show women going as per their will.
Stabdha- When the thighs are without any movement which is applied to

show sorrow and fear.
Udvartita- Moving swiftly galloping with the tip of the heel again and
again is known as udvartita which is to show exercise, tandava and in

padarecakas.
Vivartita- This is when the heels pushed inside and is used to show

confusion and fatigue.
Bharata names stabhda as stambhana and vivartita as nivartita.

o Jangha- Shank

There are ten movements of the shank namely utksipta, nata, ksipta,
vartita, parivartita, nihsruta, tirascina, paravrtta, bahirgata and kampita.

utksipta ca nata ksipta vartita parivartita .

nihsrta ca tirascina paravrtta bahirgata ....

kampite'pyudita jangha parvatarohanadisu .

aviddhagamane capi nata namitajanuka .. SM.Pg.86, 87.S1.1,2.
Utksipta of is the shanks applied to show climbing up a mountain and in
walking with anger.

Nata is the knees bent applied is sthanas, asanas and gatis.

Kshipta is keeping the shank outside which is applied in exercises and

tandava.

Vartita is the shanks crossed and is applied in exercises and tandava
Parivartita is which the movement crossing and rotation as a circle and
1s applied in tandava

(Bharata and others name vartita as avartita and say that it is applied to
show the gait of vidushaka).

Nihsruta is when the shank is stretched in front.

Tirascina is when the outerside touches the ground which is applied in

asanas.



Paravrtta is when the knee touches the ground, it is done with right knee
in performing the rituals for Devas and done with left knee while
performing rituals for the manes.

Bahirgata is the shank stretched to the sides

Kampita is shaking of the shanks in fear and in sounding the

ghargharika.
Only five movements are defined by Bharata

e Manibandha- Wrist
The five wrist movements are nikuncita, akuncita, bharamita, sama and

cala.
nikuficitakuricitau ca bhramitasca samascalah .
paiicadha manibandhah syat kuiicitastu bahirnatah .SM.Pg.87.S1.1.

Kuncita (Nikuncita) is when the wrist is bent outside and it is applied in
charity and in abhayapradana.

AKkuncita is the wrist bent inside in sorrow and in moving away.
Bhramita is revolving the wrist in revolving a sword or a knife.

Sama is wrist kept straight in holding a book or accepting it.

Cala is the wrist moved which involves kuncita and nikuncita, applied in

calling someone.

e Janu- Knee

There are seven knee movements namely sama, samhata, kuncita,

ardhakuncita, unnata, nata and vivrtam.
samam jangham samhatam ca kusicitam cardhakuficitam.

unnatam ca natam capi vivytam saptadha matam .. SM.Pg.88.S1.1.

Sama is the knees held in normal position.
Sambhata is the knees held close to each other in depicting anger

and jealosy.
Kuncita is when the knees are held close to the thighs and shank it is

applied in sitting postures.
Ardhakuncita is the knee bent back.
Unnata is the knees raised to the breast depicted in climbing up a

mountain, tree or an elephant.
Nata is when the knees are on the earth and it is used to depict falling

down or bowing (to salute).
Vivrutam is when climbing an elephant where knees are spread

sideways.

Devana ends this section saying Bhushanam is Makuta etc.



e Comparison with NS

The next topic dealt with is Sharira Angopangas as given by Devanacarya
in Sangita Muktavali (SM) in comparison with Natyasastra (NS). Anga-
Major limbs- Almost same in SM and NS- Shira (Head) varieties 13 (5
added in SM) Vaksha (chest) varieties- 5, Parsva (sides) varieties- 5, Kati
(waist) varieties- 5, Pada (feet) varieties- 5.

Pratyanga -Subsidiary limbs- Devanacharya in SM differs from NS-
Skandha (shoulder) varieties-7 (SM), Greeva (neck) varieties-10 (SM) -9
(NS), Bahu (arms) varieties-22 (SM) 10 (NS), Prishta (back) varieties-4
(SM), Udara (stomach) varieties-5 (SM)-3(NS), Uru (thigh) varieties-5
(SM & NS), Jhanga (shanks) varieties-10 (SM) 5(NS), Manibandha
(wrist) varieties-5 (SM), Janu (Knee) varities-7 (SM).

Thus Devanacarya enumerates the angopangas of sarira. The varieties of
Skandha, Prishta, Jangha and Manibandha are not enumerated by

Bharata.

o Upanga- Eyes
Rasadrsti
Srngaradi rasesu syurastau ca rasadystayah .

kantd vira ca karupa hasya raudrt bhayanaka ...
bibhatsa cadbhutetyastau kramacca rasadystayah .
snigdha sthira tatha dina hrsta kruddha bhayanvita ...
Jugupsita vismita ca proktastau sthayidystayah .

sthayinam vyabhicaritve drstayastadrsa matah .. SM.Pg.89.S1.1-3.

Devana has expanded Rasa drsti, Bhava dristi and Vyabhicaribhava drsti
as in Natyasastra.

Kapola- Cheeks

There are six movements of the cheeks namely, sama, kuncita, phulla,
purna, ksama and kampita.

samau ca kuncitau phullau piirnau ksamau ca kampitau .
kapolau sadvidhau tatra kramallaksanamucyate .

svabhavikau samau tau ca svabhavasthitigocarau .. SM.Pg.99.S1.1.



Sama is the cheeks in natural position used to depict normal condition.
Kuncita is the cheeks contracted used to depict cold, fever and
horripulation.

Phulla is the cheeks fully blooming to show happiness.

Purna is the cheeks raised up to show enthusiasm.

Ksama is the cheeks drawn inside which shows sorrow.

Kampita is the cheeks trembling, used to depict cold and horripulation.

Nasa- Nose
Six nose movements defined by Devana are sama, nata, manda, vikrsta,

vikunita and utphulla.
sama nata ca manda ca vikrsta ca vikinita .

utphulla sadvidha tatra sama svabhaviki matd . SM.Pg.100.S1.1.

Sama is the natural position of the nose.

Nata is the nose contracted used to depict a sigh, disinterest and fatigue.
Manda is used in having a sigh or in slow breathing, which depicts
nirveda, enthusiasm, sorrow or thoughtful mood.

Utphulla is used to depict fear, anger, illness, pain smelling good
fragrance, heavy breathing and great anger.

(With reference to other texts the word utphulla should be the

enlargement of the tip of the nose.)
Vikuncita is the nose bent or turned in shame, jealousy or disgust. It also

depicts laughter, good smell or in humorous dance.

Socchvasa is the face drawn in inhalation depicting nirveda, good
fragrance and long inhalation. (This should be the definition of utphulla
and it is known by the name socchvasa in other texts. The word
‘akrstavadana' in the text if replaced by 'akrstasvasana' (as in SR),

willconvey the meaning in a better way.)

e Svasa- Breath
Sama, cala, stabdha, nirasta, sthapita, vimukta, vismruta, skhalita and

prasrta. These are the nine types of breaths.

svasau samau calau stabdhau nirastau sthapitavapi .
vimuktau vismytau capi skhalitau prasrtavapi .. ..
imavucchvasanihsvasaripau navavidhau tatha . SM.Pg.101.S1.1,2.

Sama is the natural way of breathing which depicts natural abhinayas.
Cala is long and hot with sound through the mouth which depicts
nirveda, curiosity, thoughtful mood and sorrow.



Prabaddha is breath with sound from the mouth, used to depict
Ksayaroga.

Nirasta is breathing fast with sound, which depicts illness.

Ullasita is breathing slowly and steadily through the nose, which is
applied in good fragrance and in doubtful situations.

Vimukta is when the breath is held for a long time and then released
which depicts yoga dhyana and pranayama.

Vismruta depicts surprise with the mind occupied with something else
and in thinking about the sciences.

Skhalita which follows its meaning is the exhalation which gives great
sorrow. It is applied in the tenth decade of one's life, illness and in

tumbling down.
Prasrta is the air coming out with sound through the mouth in deep

sleep.

Ten types of breaths:

He again gives a ten fold division as sama, branta, vilina, andolita,
kampita, stambhita, ucchvasa, nissvasa, phutkara and sitkara which
comes to ten in number.

Sama follows its meaning

Bhranta is breath whirling inside.
Sutkara and Sitkara are breath through the mouth as exhaling and

inhaling respectively.
(Sutkara is given again as Phutkara) (Devana says, others follow their
meaning. But he has repeated all others again.)

Sama is natural
Bhranta is depicted in the first union with lover.

Vilina depicts unconsciousness
Andolita in climbing mountains.
Kampitais applied in amorous sports.
Ucchvasa is done as smelling flowers.

Nissvasa has its viniyoga as courtesy
Phutkrta is releasing breath through the mouth applied in pain

Sitkrta in pain due to cold, pinching with nails and in kissing.

Devana ends the section on breath as 'matantare dvadasa vidhau vayuh'
though he describes only nine varieties of other school.

Ostam- Lips:
Devana describes the different varieties of lips after this. There is a

mixing up of verses of different sections. Devana gives eleven varieties of
lip movements namely sama, vivartita, kampita, viniglihita, sandasta,



visrsta, samudga, the first seven and the next four udvrtta, vikasi, ayata
and recita. Visrsta the sixth one, is missing in the list due to lacunae but it
1s defined by Devana.

Bharata in NS have given only the first six types excluding sama.

Sama is the natural position depicting natural conditions.

Vivartita is lips contracted to the sides.

Kampita which follows its meaning has its viniyoga as cold, fear, anger

and victory.
Viniguhita is when the lips are hidden inside the mouth. Viniyoga for

this is not given by Devana.
Sandastaka is the lips bitten by the teeth in anger and threatening.
Visrsta is when it is hanged out and its viniyoga in applying laksharasa,

bibloka and vilasa.
Samudga is when the lips are drawn in front and rounded it is applied in

siitkara and in kissing.
Udvrtta (utksipta) is when the lips are raised up which is applied in

insulting and teasing.
Vikasi is the one in which the upper teeth are seen a little, which is

applied in smile.
Ayata is when the lips are drawn a little in laughter.
Recita is when the lips are drawn as far as possible it is applied in vikasa.

e Danta- Teeth
There are eight varieties of teeth namely, kuttana, khandana, sama, dasta,

nirgharsana, chinna, damsana, grhana and cukkrita.
Kuttana is dragging the rows of teeth on one another is applied in fear

and cold.
Khandana follows its meaning as biting which is applied in eating, japa,

and adhyayana.

Sama is when the rows of teeth are a little together it is extended in
natural abhinaya.

Dasta is biting the lower lip in anger.

Nigharsana is rubbing of rows of teeth against each other done with deep
sigh (exhaling) in excessive weeping.

Chinna is when the rows of teeth held tightly together, which depicts
crying, fear, cold, anger, chewing tambula, sickness and doing exercises.
Damsana is holding grass or fingers by the teeth depicts helpless

condition.
Cukkrita is when the rows of teeth are wide apart it depicts fear.



e Jihva- Tongue-
Then Devana defines six tongue movements namely rjvi, srkkanuga,

unnata, Vakra, lehini and lola.
Rjvi is the tongue bent out (hanging down) which depicts a dog .
Srkkanuga follows its meaning (licking the corners of the mouth) which

depicts anger
Unnata is when the mouth is opened and the tongue streched out which

is depicting yawning or examining the mouth.
Vakra is when the mouth is wide open and the tongue is inside facing

upwards, which depicts narahari.
Lola is defined as the tongue moving with mouth wide open.
Lehani follows its meaning which depicts licking.

o Cibuka- Chin-
Devana lists eight varieties of chin movements. This is based on the

movements of tongue, teeth and lips. The eight varieties are vyadhi,
khinnam, samhata, svasitam, valitam, vakram, sphuritam, samhatam, and

calam.

Jihvadantosthanispannamanvartham cibukam matam .
tatha sukhaprabodhartham laksanam kathayamyaham . ..
astadha cibukam tatra vyadhikhinnam ca samhatam .

svasitam valitam vakram sphuritam samhatam calam .SM.Pg.104.S1.1,2.

Vyadhi (given as Vyakirna) is the chin stretched wide in yawning and in
shyness.

Calasamhata is when the lips together are moved.

Svasita is when the chin goes down a little it is applied in seeing.

Valita (These definitions of valita (calita in SR) and others have a lot of
scribal errors. Other texts say valita is the chin held closely to depict
agitation, suddenly unable to speak and anger.)

Vakra is the chin turned obliquely in grahavesa. (when possessed by the
power of planets) and in vikatanartana.

Sphurita (trembling) follows its meaning applied in sorrow and cold

fever.
Samhata is defined to be the chin closed (lips) together in silence without

any movement.
Lola (must be chala) is the chin moving again and again obliquely in

chewing and in cleaning the mouth.
(There are many errors in these verses)



Vadanam- Face
bhugnam vyabhugnamudvahi vivrtam vidhutam mukham .

nivttam sadvidham ca syat lajjayam bhugnamanatam .. SM.Pg.105.S1.1.
Bhugna is the face lowered down in shyness.
Vyabhugna is the face held long in nirveda, curiosity and thoughtful

mood.
Udvabhita is the face raised up in sporting action, not caring and in pride.

Vivrttam is tight lipped
Vidhuta is the face extended obliquely to stop something or to say 'not

like that'
Vinivrtta is the face turned back in anger and jealousy.

e Parshni- Heel:
The nine varieties of heels used in sthanakas are patitotpipta, utkshipta,
patita, agredhplta, bahiryata, mithoyukta, recita, viyukta and
angulisangata.

parsnisca patitotksiptotksipta ca patita tatha .
agre dhyta bahiryata mithoyukta ca recita .
viyuktanguliyukta ca navadha sthanakadisu ..

samyuktau ca viyuktau tavantaryatau bahirmulhau SM.Pg.106.S1.5,6.

o Gulpha-AnKkles:
There are five ankle movements namely samykta , viyukta , antaryata,

bahirmukha and angustha samslista
guilphavagulphau samslistau paicadha parikirtitau .
antarmukhasthito yatnasaryesu (?) vinigrhitah .
sandastakasca dasanairdastah krodhe'tha tarjane .. SM.Pg.107.S1.1.
e Anguli- Fingers:
There are eight movements of the fingers of the hands namely, valita,

avalita, vyakta, patita, viyuta, samhata, prasrta and kuncanmula.
There are six types of fingers of the feet namely adhaksipta, utksipta,

prasrta, kuncita, asamlagna and samlagna.

valita'valita vyaktah patita viyutastatha .



samhatah prasrtasceti kuiicanmulastathastadha .. ..
uktaprayah karangulyah padangulyastu sadvidhah .
adhahksiptastathotksiptah prasrtah kuficitastatha .

asamlagnasca samlagna namna suvyaktalaksanah .. SM.Pg.109.S1.1,2.

Caranatala- Sole:
Sole of the foot has six movements namely patitagra, urdhvagra,

bhumilagna, uddhgattita, kulicanmadhya and tirascina.
patitagram tathordhvagram bhimilagnamadhonnatam .

kuiicam madhyam tirascinam talapadasya sadvidhah .. .. SM.Pg.109.S1.1.

Mukharaga- Colour of the face:
Colour of the face depicts the status of the mind according to the

sentiment. It is fourfold, namely sahaja, nirmala, rakta and Syama.Others
name sahaja and nirmala as svabhavika and prasanna respectively.
mulkharago manovrttim vivinoti rasatmikam .

ato rasopayogitvat vaksyate sa caturvidhah .. ..

yatharasam ca kartavyo gairikadikrtasca sah .

sahajo nirmalo raktasyamasca sahajo nijah .. .. SM.Pg.100.S1.1,2.

Sahaja is the natural colour which depicts the emotions which are

not evil.

Nirmala is known to be bright ( pure). Others extend its viniyoga for
hasya, srngara and adbhuta sentiments.

Rakta is red in colour which depicts karuna, raudra, vira and adbhuta.
Syama follows its meaning (black or dark) which depicts bhayanaka and
bibhatsa.

Devana says, Thus just like the directions which shine by the presence of
moon, all the angas of dance shine by the colour of the face.



CHAPTER-6
STHANA - CARI - GATI

STHANAS

e Study of Sthanas, Cari and Gati in SM
Sthanas- Positions of legs are six in number for male and three for
female. Other than this Devana has given many desi sthanas which comes
tonearly 23. He has also given asana sthanas.
Cari - Bhoomi Caris and Akasa caris are the movements of legs from
waist to toe. The movements close to the ground are bhoomi caris and the
movements above the ground are akasa caris. Later Devana talks about
Desi Chari varieties. He also adds padakuttana charis which can be
compared with the adavus of present days. (from verse 197 to 232)
Gati or gaits with many varieties on Rasa and Nrtta are described. Gait or
walk is based on emotions, directions, space, thythm, etc.
Thus Devanacarya enumerates the sthanas, caris and gatis of sarira.

1. Sthanas, Cari and Gati in SM and NS
Sthanas, Cari and Gati as given by Devanacarya in Sangita Muktavali
(SM) in comparison with Bharata’s Natyasastra (NS). Devanacarya has
given 6 purusha sthanas as in NS, but for sthri sthanas he has added 4
more than 3 given by Bharata. Bhoomi Caris are 16 and Akasa caris are
16 in S.M as same as in N.S, but the order changed.

2. Desi Cari
Later Devana talks about 45 Desi chari varieties. He also adds 25 pada

kuttana charis similar to adavus which are not seen in NS. Nrtta Gati with
many varieties 1s described. Gait (Pg 144) or walk is based on emotions,
directions, space, etc. This is very limited but follows the idea as in
Natyasastra. Thus Devanacarya enumerates the sthanas, charis and nrtta
gatis which are of Marga and Desi varieties. They are almost based on the

varieties as enumerated by Bharata.

He describes sthanaka-s as standing leg-poses which are adopted in the
beginning and end of a movement and at times in between also, in the
recital by dancers. He gives the laksana of each and every Sthana and

enumerates the varieties.



Sthanakas as in SM
The sthitih and sthaanam at the commencement of the dance, as well at

the end of the dance, the appropriate usages by women during the course
ofthe dance, (will be described by me) Pg 110

nritarambhe sthitisthanam nyttante sthapane'pi ca .

madhye madhye ca narinam prayogesu yathocitam .. SM.Pg.110.S1.1.

Rjuh, ardhadimat, anyatsaci (Or) Sardhadisaci, and Paravrttyantam are
the 4 types, which have 8 sub-divisions.

All of them can be clearly understood by their name, even when bent as
tribhangi. Each of the 24 can be used separately.

From samapada, the sthanas can be used in varied ways. The sthana
called rjuh is different and can be understood by its very name (rjuh

means straightforward).
?jumrdhddimaccdnyastcisdrdhddisc'zci va .
paravrttantyamevam cedastadhoktam catustayam .. 3 ..
sarvamanvarthatah spastam tribhangi valite'pi ca .
pratyekam yojayettesu caturvimsatisthanatah .. 4 ..
samapadadike sthane bhea’c’inetimpmyojayez‘ .

rjitktam laksanam sthanamanyadanvarthameva ca .SM.Pg.110.S1.1-5.

Six sthanakas are said to be sthanaka-s for men viz., samapada, mandala,
vaisakha, vaisnava, (given wrongly as mandalam again), alidha and

pratyalidha.
samapadam mandalam ca vaisakham mandalam tatah .

alidhapratyalidhe ca purusasthanakani sat .. SM.Pg.111.S1.6.

Seven sthanakas are meant for women viz., ayata, avahittha, asvakranta,
gatagata, valita, motita and vinivarta. (given wrongly as vrinivartam).
(Bharata gives only first three sthanaka-s for women in gati chapter.

Devana adds four more.)



ayatam cavahittham casvakrantam ca gatagatam .
valitam motitam capi vrinivartam tathaiva ca ..

sthanani sapta strinam syurdeSisthananyatahparam . SM.Pg.111.S1.7,8.

Then, desi sthanas are quoted. (2™ line of shloka 8, upto 12): samhatam,
samapadam, vardhamanam, nandyavartam, caturasram (it is quoted as
caturasram), traivikramam, svastikam, ekapadam, prsthottanatalam,
parsniparsvagatam, —ekaparsvagatam, parsnividdham, ekajanunatam,
paravrttam, suci (trifurcated into sama, visama, khanda), brahmam,
vaisnavam, saivam, garudam, kurmasanam, nagabandham,

vrsabhasanam.

samhatam samapadam ca vardhamanam tato 'ica. ..
nandyavartam tatascapi caturasramato'pi ca .

traivikramam svastikakhyamekapadamatah param . ..
prsthottanatalam capi parsniparsvagatam tatah .
ekaparsvagatam capi parsnividdhamato'pi ca .. ..
ekajanunatam caivam paravyttamatah param .

samakhyam visamakhyam ca khandakhyam sicinamakam .. ..
brahmam ca vaisnavam capi Saivam garudameva ca .
kiirmasanam nagabandham vrsabhasanamityapi ..

Srnu sthananyamini syustrayovimsatireva ca . SM.Pg.111,112.S1.8-12.

Devana says the number of twentythree in the end but it is actually
twentyfour desi sthanaka-s given in the beginning by him. These 23 are

the sthanas. (But here, only twenty-two are found.)
There are nine upavista (sitting) sthanaka-s described by Devana.
They are srasta, madalasa, kanta, viskambhita, utkata, svasthalasa

(srasthalasa) janugata, mukta janu and vimuktaka
upavistasthanakani vaksyante nava tanihi ...

srastam madalasam capi kantam viskambhitotkatam .

sva(sra)stalasam janugatam muktam januvimuktakam. SM.Pg.112.S1.13-
14.



The six sapta (Supta) sthanaka-s (sleeping) are sama, akuncitapada,
udvahita, nata, prasarita and visavane (visarpita).
saptasthanani sat tani samakuiicipadam tatha .

udvahitam natam capi prasaritavisavane . .. SM.Pg.112.81.15.

Definition and varieties of Sthanas for male

1. Samanakha |
When the feet are in samanakha (i.e., the feet held closely together with
the big toes together) and the hands are in latakara then it is samapada
sthana applied in the beginning of a dance recital.
(This sthanaka, for which Brahma is said to be the presiding deity, and
the definition also specifies that the body should be in saustava with feet
apart by one tala, As given by Bharata) SM.Pg.112.

2. Mandala
In mandala sthanaka, the gap in between the feet is one vitasti, similar to
ayatasthana (feet apart by one tala) with the knees and feet facing outside
(to the sides) and the body is in caturasra. A few say that the feet are
away by four talas. Deity for this sthanaka is Indra, it depicts garuda and
shows climbing on an elephant and is dear to Indra. SM.Pg.112.

3. Vaisakha
Vaisakha is the sthanaka in which gap between the feet is three and a half
talas, with both the knees facing outside, which pleases Muruga. Visakha
(Murga) is the deity for this. This sthanaka, is done with both the knees
facing outside, is used to depict large birds and in climbing up a horse.

SM.Pg.113.
4. Vaisnava
When one pada is straight and the other in tryasra, with both the knees

bent equally and the distance between the feet is two and a half talas
(vitasti), it is vaisnava sthanaka , in which the hands are on the hip one in
katakamukha and the other in ardhacandra. This is done by sutradhara
while entering the stage and Visnu is the deity for this sthanaka.

SM.Pg.113.
5. Alidha
When the left foot is in #ysra with the right in front and the gap between

them is five fala-s, then it is alidha, which depicts fight, and combats in



Natya and in vira and raudra sentiments and in fixing up an arrow. Deity
for this sthanaka is given as "kuru ' (can be taken as Rudra, as given in
NS). SM.Pg.113.
6. Pratyalidha

When everything is reversed in alidha it is pratyalidha. Any weapon set
ready in alidha should be released by pratyalidha. SM.Pg.113.

The first four sthanakas are used in nrtta and all the six in natya. Vitasta
is the measurement of fala which is equivalent to twelve inches.

SM.Pg.113.

Caturasra is the feet symmetrical and #rysra is the feet turned a little in
front. SM.Pg.114.

Sthanakas for female

1. Ayata
When the right foot is in sama position and left in trysra turned to the

side, the distance between feet being one tala, then it is ayata sthanaka.
The left hand is in latakara and the right rests on the waist in
ardhacandra. First sthanaka for women. This sthanaka is mostly for
women.(Laksmi is the deity for this sthanaka in NS).
2. Avahittha
When the positions of the limbs in ayata sthanaka are reversed, then
it is avahittha. Durga is the goddess for this sthana. This is Avahittham.
3. Asvakranta
When the left foot is in sama position, the right in kuncita position
touching the heel of the left foot and the ground then it is asvakranta for
which Bharati is the deity. This is applied in climbing a horse, in holding
the branch of a creeper, in getting into a vehicle and in releasing an

arrow.
4. Gatagata

When one foot is raised up a little then it is gatagata. (going and coming)
5. Valita

Definition of valita is confusing. Pada should be bent by toes or heels ?

(NR and SR define it as the body bent a little, with one foot touching the

ground with the little finger of the toe and the other, touching the ground

with big toe, used to depict, looking at something with great attachment)



6. Motita
Both hands raised going in front along with the feet. This is known as
motita used for makaradvaja.....
(NR and SR define it as one foot in sama and the other in kuncita (only
half the fingers) position and the hand infront in karkata hasta facing
upwards, (Jayasenapati specify as before the kuncita thigh) then it is
motita applied in all stages of erotic sentiment

7. Vinivartita
When the body is turned back in motiza it 1S vinivartita.

Desi Sthanakas

Next Devana defines the desi sthanakas. Pg 115 Verse 35
1. Samhata
The feet held closely together in sama position is samhata.
2. Samapada
When the gap between the feet is one tala it 1s samapada.
3. Vardhamana
The feet are turned to the sides with the heels held closely together is
vardhamana.
4. Nandyavarta
When the feet are six inches apart in vardhamana, it is nandyavarta.
5. Caturasra
If the distance between the feet becomes eighteen inches (in
nandyavarta), it is caturasra.

6. Traivikrama
When one foot is in sama position and the other in kuncita position and

extended upwards, it is known as traivikrama

7. Svastika
When the feet are crossed in kuncita position, with the small fingers

touching almost each other, it is known as svastika

8. Ekapada
When one foot is in samapada and the other kept on the outer side of the

knee of the sama foot facing downwards, then it is known as ekapada.

9. Prstottanatalam
When one foot is in sama position, the other, at its back, with the sole

turned upwards, then it is known as prstottanatalam.



10.Parsniparsvam
When the sides of the heels touch each other then it is parsniparsvam.
11.Ekaparsvagatam
When one foot is in sama position and the other in tryasra posltion with
the side touching the ground, then it is ekaparsvagata
12.Parsnividdha
When the heel touches the big toe it is known as parsnividdha
13.Ekajanunatam
When one foot is in sama position, other turned and the foot rests with the
angustha (in suci position), when that knee is bent a little, then it is
ekajanunatam
14.Paravrttam
When one foot is in front, other at the back both turned and are held
together then it is paravrttam
15.Samasuci
When the feet are extended obliquely, with the thighs and heels touching
the ground then it is samasuci.
16.Visamasuci
When the feet are simultaneously stretched one in front and one at back,
then it is visamasuci.
17.Khanda suci
When the leg stretched in back, front or side is khanda suci.
(Definition of khanda suci is given by Devana is not so clear due to the
scribal errors and lacuna. Devana is not so clear, may be due to scribal

errors or missing lines. )

18.Brahmasthanaka
When one foot is in sama position, other in kuncita position with its knee

bent and kept at the inner side of the knee of the sama foot then it is
known as brahmasthanaka.

19.Saiva
When one foot is in sama position, with the other raised upto the knee of

the sama foot and extended obliquely, infront then it is saiva sthanaka
(Like in Nataraja).

20.Vaisnava
Definition of vaisnava is not so clear due to lacuna in the toxl- 1t is

defined as one foot in sama position and the other in kuflcita position
extended a little in front obliquely.



21.Garuda
In garuda sthanaka left foot is in front with the knee bent and the right at

the back with the knee touching the ground.

22.Kurmasana
When one foot is in sama position, the other foot upto the knee is bent
such that from knee to ankle it touches the ground, then it is Kurmasana.

23.Nagabandha
Sitting on the left thigh, when the right ankle is kept on it then it is

nagabandha.
24.Vrsabhasana
Both knees touching the ground.
(There is lacuna in the definition of vrsabhasana both the knees touching

the ground together or apart.)

Asana laksanam

They are srasta, madalasa, kanta, viskambhita, utkata, svasthalasa
~ (srasthalasa) janugata, mukta janu and vimuktaka

asanam tu samakhyatam budhaih svanvarthanamakam .
madalasam tatahproktam madamantharameva ca .. 58 ..
Janghe svastikasamyukte janudvandve karadvayam .
nyaiicitam krantamakhyatam gatram connamitam tada .. 59 ..
Janghasvastikasamyuktam janudvandvam tathordhdagam .
viskambhitam tadeva syat kiirparaslistajanukam .. 60 ..

purahprasaritau hastau yoge dhyane ca taddvayam ..

1. Srasta
The first upavistasthana is srasta, which is not defined by Devana.

(Bharata has given srastha as the first upavistasthana which is defined as
the feet apart in ancita position with erect chest and hands on the hips and
thighs. This is applied to depict the normal sitting posture.)

2. Madalasa
This sthana in mada intoxication.
(Bharata defines it as foot stretched a little and the other kept near the seat

itself, with head turned to one side.)



3. Kranta
When the shank are crossed, hands are on both the knees and the body is
erect, it is kranta,

4. Viskambhita
When the shanks are crossed, with knees above them, when the hands are
extended infront with the elbows touching the knees then it is
viskambhita which finds its viniyoga in yoga and dhyana.

5. Utkatasana
Utkatasana is otherwise known as kukkutasana in which the heels touch
the backs and the knees face upwards.

6. Svasthalasa
When the arms are let loose, feet are stretched g little and the body is

lethargic, then it is svasthalasa. Others name it ag srastalasa.

7. Janugata
Janugata is the sthanaka in which one foot is in sitting posture with the
other knee touching the ground, which finds its viniyoga in deva and pitr
karma.

8. Vimukta
Vimukta is both legs stretched.

Supta Sthanas- Lying Postures
The six supta (given as sapta) sthanaka-s (sleeping) are sama,
akuncitapada, udvabhita, nata, prasarita and visavane (visarpita).
1. Sama
When the face and the body are turned upwards it is Sama.
2. Akuncta
When the whole body is contracted it is akuncita.
3. Prasarita
When both the feet are stretched it is prasarita.
4. Visarpita
Visarpita is the one in which hands and legs are stretched.
S. Udvahitam
Keeping one hand on the head, resting the elbow on the ground, lying
down on one's side is known as udvahitam. This is playfully done by the
kings.
6. Nata



Facing downwards is natawhich is used to depict namaskara or being hit
by a missile.

Cari Varieties- Leg movements

The movement of one leg with the combined variations of anga, upanga
and pratyanga is known as Cari.

angairupangaih pratyangaivicitraisca samanvita .

gatiscariti vikhyata padenaikena sa kyta .. SM.Pg.120.S1.73.

This is two-fold viz., bhaumi (on carth) and akasiki (in air). When the cari
is done with both the legs it is karana.

bhaumi cakasiki ceti dvividha parikirtita .

padadvayakyta sa cetkaranatvena sammaté .. SM.Pg.120.S1.73.

When three karanas are done together it is a khanda and three khandas
make one mandala. By a combination of different caris wonderful
karanas are formed, similarly wonderful khandas are formed. Pg.121
Now Devana gives the laksanas of charis.

karanaisca tribhih khandah khandakairmandalam tribhih .

bhinnd cari sa mayoccitrani karandni ca (?) ..

tatha citrani jayante khandakadini tani ca,

uddeso laksanam capi carinamiha vaksyate .. SM.Pg.120.81.75,76.

The sixteen bhu caris are samapada, sthitavarta, vicyutaa, adyardhika,
sakatasya, casagati, elakakridita, samasaratamattalli, yatsyandita, addita,
syandita, apasyandita, baddha, janita, urudvrtta.

samapada sthitavarta vicyavadyardhika tatha(? ) .

Sakatasya ccasagatirelakakriditapi ca(?) ..
samasaratamattallimittaryatsyamdita sthita .

syanditapasyanditanya baddha ca janitapi ca ..

urudvrtteti samprokta bhaumyanvarthasca sodasa . SM.Pg.121.81.77-78.

Devana is listing has only fifteen bhu caris (though he gives the number
as sixteen) in which mattalli defined by Bharata is missing.



Sixteen akasa caris are atikranta, apakranta dolapada, mrgapluta,
parsvakranta, urdhvajanu, nupurapadika, vidyudbhranta, dandapada,
bhujangatrasita, aviddha, utksipta, aksipta, bhramarl and alata.

atikranta tvapakranta dola padamrgapluta ..

parsvakrantordhvajanusca tatha nipurapadika .

vidyudbhranta dandapada bhujangatrasita'pi ca ..

aviddha ca tathotksipta tvaksipta bhramari tatah .

alata ceti canvartha hyaka ... ... ... sodasa ..

sarvasta militascaryo dvatrimsatparikirtitah .

laksanam ca kramadasam vaksyate ca parisphutam .. SM.Pg.121.S1.79-
81.

Here again there are only fifteen names given though the number is given
as sixteen. The name suci which is missing in the list, is defined by
Devana, while defining the akasa caris. Devana' s definition of akasa caris
does not follow the order in which their names are mentioned.

Bhumicari- Movements performed on ground

1. Samapada
Devana describes samapada cari as the feet held closely together in

samanakha position, which are ready to moved to the sides, infront or at
the back. This is considered as a cari as it is the beginning point for any
further movement and also as this is the origin for all the caris.

2. Sthitavarta
Devana's description of sthitavarta2 is not so clear due to scribal errors. It
is defined as one foot in agratalasancara should make a half circle (with

crossing of legs) and the other foot should be brought near the foot (in
agratalasancara) by its heel by dragging (gharsana).

3. Vicyuta
Vicyuta is the cari in which the toes in samapada are raised up and

stamped down.

4. Adhyardhika
~ When the left foot is kept near the heel of the right foot, and when the

right foot is moved back and stands in tryasra position on its side, and
when this action is repeated by the other foot then it is adhyardhika cari



5. Sakatasya
When the foot in agratalasancara is extended infront touching the ground,
then it is known as sakatasya cari.

6. Casagati
When the foot in suci position is kept infront and back with a jump (done
repeatedly) then it is known as casagati.

7. Mecakakridita
Jumping infront with both the legs in agratalasancara and landing on the
ground just like a lamb is known as mecakakridita (otherwise known as
elakakridita or edakakridita)

8. Samosaritamattalli
When the feet in samapada which are shaky are advancing then it is
samosaritamattalli which depicts medium intoxication.

9. Utsyandita
Utsyandita is the cari in which the foot in front is moved by the heel and
toe here and there repeatedly.

10.Addita
When one foot is in sama position and the other foot in talasancarapada is

kept in front and back of the sama foot respectively, then the cari is

addita.

11.Syandita
In this carl, the left foot is in sama position and the left thigh in sitting

posture and the right foot is extended obliquely for about a length of five

talas.

12.Apasyandita
When the movement of the legs in syandita are reversed then it is
Apasyandita.

13.Baddha
In baddha cari the shanks are crossed and the both thighs are rotated and
bent.

14.Janita
When one hand in katakavaktra gesture is held near the chest and the

other is in recita hasta, with the feet in talasancara position, then it is

janita cari.



15.Urudvrtta
Unudvrtta is the cari in which a foot in talasancara position, whose heel

facing upwards is kept behind the other foot, with (the knee) bent and
tumned to face the other leg.

16.Mattalli
This is not given by Devana
Thus these bhumi caris in nrtta, natya and gati.
(So far only fifteen bhu caris have been defined by Devana. Mattalli
described by other authors has been left out in our text. The name, is also
not mentioned anywhere. Mattalli is defined by Bharata as the feet
touching the ground, crossed, in turned position, either moving near or

away shakily).

AkKasacari- Movements performed off ground

1. Atikranta
Kranta is when pada is taken in front, when taken two talas in from it is

Atikranta.
(Under akasacaris the definition of atikranta is not clear, due to lacuna

and mixing up of lines which define apakranta. The first line in the
definition of apakranta is mixed up with the previous sloka.)

2. Apakranta
Apakranta is the cari in which baddha cari is first performed and then the

foot in kuncita position is raised up and kept on the side.

3. Parsvakranta
Lifting the foot in kuncita pada upto the knee and stamping on the side

with the heel is known as parsvakranta.

4. Mrgapluta
A foot in kuncita is kept in front after a jump and a foot in talasancara is

extended at the back with the leg bent in mrgapluta Cari. This cari depicts
the gati of a vidusaka.

5. Urdhvajanu
When a foot in kuncita is raised such that the knee is upto the breasts

then that cari is known to be urdhvajanu.
6. Alata



Alata is that cari in which the leg is extended backwards then it touches
the back with the heel and then kept on the side with the toe touching the
ground. (This is nupura in NS)

According to Bharata alata is that when the foot extended backwards, is
given a rotating movement and the sole is made to face the other thigh
and then placed on the ground at the side by the heel.

7. Suci
Kuncitapada, when lifted upto the knee and then extended infront, then

the cari is said to be suci.
8. Nupurapadika
When a foot is raised such that the heel touches the back and then the toe
touches the ground on the side then it is nupurapadika.
9. Dolapada
When the foot is swung to the sides then the cari is dolapada

10.Dandapada
When a foot in suci is held near the breast and then stretched in front,
then it is known as dandapada.

11.Vidyutbhranta
When a foot taken around at the back, draws a tilaka on the forehead,

then the cari is defined as vidyutbhranta. Pg125 S1.110

12.Bhramari
A foot in kuncita is raised up and rotated like a wheel. As it is rotated it is
known as bhramari.

13.Bhujangatrasita
Bhujangatrasita is that cari, in which a foot raised upwards feet touches

the back with its heel, and the knee of that foot is turned obliquely.
14.Utksipta

Lifting kuncitapada and crossing, when the foot lands by the heel, on the

other side of the heel of the next foot, it is utksipta cari. (this is Aksipta in

NS)

15.Aviddha
A foot in kuncitapada is extended obliquely rotated and then is landed on

its side by the heel in aviddha.

16.Udvrtta
Performing aviddha cari, when a rotation is given to the same pada, and if

this is repeated by the other foot also, it is known as udvrtta.



These caris are used to show battle, used in dramas, pure dances and gaits
in depicting vira and raudra rasas.

With these, Devana has enumerated fifteen bhu and fifteen akasa caris,
which are the marga caris defined by Bharata. Though he says 16 only 15
is named and explained.

Devana says about the desi caris, which are used in desi dance varieties in
abundance. That which is performed in Desa (regional) created by
Narendras (Kings/ Leaders) is known as Desi.

They are also twofold the bhauma and akasika varieties. And their
laksanas are defined.

Desi Bhumi Cari

The bhauma caris are rathacakraa, udvrttaa, maraala, kuliraka, aslista,
katara, parsnirecita, urutadita, uruveni svastika, harinatrasita,
ardhamandalika, puratika, ardhpuratika, Sarika, sphurita, tiryakkuncita,
madalasa, stambhakridanika, tiryanmukha, nupuravardhika, paravrttatala,
karihasta, kaatara, nikuttaka, lataksepa, alpaskhalatika, sancarita,
utkuncita, samaskhalatika, langhitajangha, avakuncita, sanghattita,
taladarsini, yugmasvastika, tryasracara, argala, cakracara, valita,
angustamandala, addasancarika, sthapana. These bhumi caris are 45 in

number.

1. Rathacakra
Rathacakra is the cari, in which feet in caturasra are together moved in

front or back, not losing contact of the ground.

2. Talodvrtta
When the foot is raised upto the knee and swung infront and back, it is

talodvrtta cari as given by scholars in nrtya.

3. Maraala
When the feet in nandyavarta sthanaka are moved by the heels and toes

and stretched at the back then it is maraala carl.

4. Kulirika
The feet in nandyavarta, slide obliquely in kulirika cari which indicates

the gait of a clown.



5. Aslista
In aslista cari the feet in parsniparsvagata pada, slide obliquely one by
one as given by scholars in nrtya

6. Katara
Gliding swiftly with both the feet is katara cari.

7. Parsnirecita
In parsnirecita, one foot is in sama position, while the other heel moves.

8. Urutadita
Urutadita is the cari, in which one foot is in sama position and the sole of
the other foot strikes the thigh of the foot in sama.

9. Uruveni
Uruveni cari follows its meanmg with crossing of the thighs.

10.Svastika
Svastika is the cari in which feet are crossed.

11.Harinatrasita
Kuncitapada, is lifted up and is kept in front with a leap in harinatrasita
cari.

12.Ardhamandalika
From caturasra sthanaka, by the dragging recita movement of the heel and
toe, when the foot is brought infront, it is ardhamandalika.

13.Khutta
Stamping the ground with the toe is said to be khutta

14.Puratika
Stamping the ground with the back of the fingers (toes of both feet) is
known as puratika.

15.Ardhapuratika
Standing with the back of the fingers, stamping it with the back of the

fingers of the other feet is known as ardhapuratika.

16.Sarika
The gliding movement of one foot with the back of the fingers (toes) is

known to be the Sarika cari.

17.Sphurika
A standing posture or movement done by the back of the fingers (toes) is

said to be sphurika cari.
18.Tiryakkuncita
When the kuncitapada is extended obliquely, it is tiryakkuncita.

19.Madalasa



When the feet are kept moving, indicating faulty steps due to
intoxication, and when the body is also lethargic, the cari is said to be

madalasa.
20.Stambhakrldanika
In stambhakrldanika cari, one foot is strtetched to the side, and the other
foot is brought near it by dragging movement.
21.Tiryangmukha
Tiryangmukha is the carl, in which the feet in nandyavarta sthanaka,
swiftly glide to the sides.
22.Nupuraviddha
When the feet are crossed in the ankles and revolved in talasancara pada,
then it is nupuraviddha cari.
23.Paravrttatala
Paravrttatala follows its meaning in which the sole of the foot is
turned upwards. (Like Vrscika)
24.Karihasta
In karihasta, the sole of the feet face each other.
25.Katara
In such movement, the soles face each other.
26.Nikuttaka
Standing on the back of the toes is nikuttaka.
27.Lataksepa
In lataksepa foot is drawn at theback and infront and it stamps the ground.
28.Utkuncita
Definition of utkuncita carl is missing in Devana' s text.
29.Samaskhalatika
When both the legs simultaneously slide to all the sides then the carf
is samaskhalatika.
30.Langhitajangha
Leaping with the shank is known to be langhitajangha cari. They put it as
starting from khandasuci sthanaka, swiftly drawing the stretched foot, and
leaping with the other foot.
31.Avakuncita
With feet in kuncita, moving on the toes is known to be avakuncita cari.

32.Sanghattita
When on foot is stamped by the heel of the other, the carl is named as

sanghattita.



33.Taladarsini
Taladarsini is the cari in which the soles are seen.

34.Yugmasvastika
When the feet are extended to the sides here and there, and are crossed,
then the cari is named as yugmasvastika.

35.Tryasra
A foot in suci, which is held touching the inner side of the other foot in

sama position, is placed on the ground in front in tryasra (triangular)
position, in the cari called tryasra.

36.Argala
Devana's definition of argala is not very clear, and it is not mentioned by
Sanigadeva and Jayasenapati.

37.Cakracara
Cakracara is the movement like wheel on the ground.

38.Valita
When the feet are crossed (in svastika) and the body is rotated, then the
cari is known as valita.

39.Angusthamandali
When a circle is made by the big toe on the ground, the cari is said to be
angusthamandali.

40.Svastikassamasucika
When one foot is in sama position and the other in sud is kept in front or

at the back to form a svastika, then the cari is said to be

svastikassamasucika.

41.Addasancarika
Standing in caturasra and moving infont keeping up the sthanaka, is said

to be addasancarika.

42.Sthapana
Ancitapada, which touches the ground with the -heel is turned and kept

on the side by the sole in the cari called sthapana.

Thus Desi bhumi caris are defined. Then comes desi akasa caris.

Devana has only defined forty two bhauma caris under desi variety
though he says to have given fortyfive of them in the enumeration.



Desi Akasa cari:
Under akasa caris of desi variety Devana gives vidyudbhranta, puraksepa,

viksepa, harinapluta, udvestana, utksepa, prsthotksepa, sucika,
harthatrasita; harinapluta, janghalanghitaka, alata,janghavarta, vestana,
viddha, pravrtta, ullola, dandapada, anghritadita, uruvestita, tryasra,
nirajana and cakramandala.

Totally 20 he says but this list totally has twentythree names of which
harinapluta is repeated twice and harinatrasita is not defined. (It has
already been defined under bhu caris). But Devana has defined two more
left out in the enumeration viz., avaksepa and bhramari.

1. Vidyudbhranta
When the foot is rotated infront, and the big toe draws a tilaka on the

forehead, then the cari is known as vidyudbhranta.

2. Purahksepa
Lifting the kullcitapada upto the thigh and stretching it infront is said to
be purahksepa cari.

3. Viksepa
When the leg that is extended infornt is once again bent and brought near

the body, the cari is said to be viksepa

4. Harinapluta
Raising up a leg in kuncita pada, swiftly leaping on the ground is
harinapluta

5. Avaksepa
Avaksepa is that cari in which the foot is lifted up.

6. Bhramari
When a foot in kuncita encircles a leg in sama position either on the left

side or on the right side, the cari is named as bhramari.

7. Dandapada
When a foot in kuncita which touches the heel of the other foot in sama,
is swiftly srtretched upwards, the cari is said to be dandapada.

8. Anghritadita
In anghritadita cari, both the legs leap and strike each other falsely in the

sky.
9. Alata
When one foot is at the back, the other swiftly leaps over it in alata cari.



10.Janghavarta
The circular (revolving) movement of the feet in svastika (crossed)
position is known as janghavarta cari.

11.Vestana
Encircling one foot by the other foot is known as vestana cari.

12.Udvestana
Udvestana is encircling with one foot, at the back of the other foot.

13.Janghalanghitaka
One foot, is leaped over by the other foot that is thrown up, in the cari
called janghalanghitaka.
14.Utksepa
In utksepa the foot is lifted up to the knee.
15.Prsthotksepa
When utkespa is done at the back, the cari is prsthotksepa

16.Suci
Lifting the foot fh kuncita upto the knee, and extending it in front is
known as suci.

17.Viddha
When the foot extended infront in suci, stamps at the back of the other

foot by its sole, the cari is known to be viddha.

18.Praavrtta
One foot is in sama position, the other extended obliquely with sole

facing upwards, with the body bent to a side in the cari called pravrtta
which is the favourite can of lord cupid.

19.Ullola
Ullola is raising the foot one by one in front and shaking them rapidly.

20.Urumandala
When one foot encircles the thigh of the other, it is urumandala.

21.Tryasra
When the the feet are extended to form a triangle it is tryasra.
22.Nirajita
Moving the foot infront, in a circular fashion in the sky is known to be
nirajita.
23.Cakramandala
When the foot facing downwards makes a circular movement it is

Cakramandala.
These caris are 23 in number.



Recakas:
Devana gives the four recakas i.e., recakas of neck, hands, hip and feet.

1. Griva Recaka
The circular movement of the neck is said to be recaka of the neck.

2. Hasta Recaka
Extending the hands to the sides is said to be the recaka of hands.

3. Kati Recaka
Revolving the hip on all the sides is the recaka for hip.

4. Pada Recaka
Gliding movement of the feet in and out is said to be padarecaka.

These are based on Bharata’s NS. Further, Devana adds that revolving,
shaking, going away, coming near, going up, coming down, stretching
obliquely and trembling are the eight recakas known.

Pada nikutta caris:
Devana, describes caris which are named as pada nikuttana caris,

otherwise popularly named as maddhipu.

Devana’s description of these caris are exactly the same verses as the
description of madhupas, given in the commentary of kallinatha on
Sangita Ratnakara of Sarngadeva, as being taken from a text ascribed to
Kohala.

Jayasenapati, author of Nrtta Ratnavali gives a few movements of the
padas under the name patamanis, which he says, he has taken from the
work called desi-nrttasamudra. Under this section, he has described
twentysix, out of which four are similar to the madhupas described by

Kallinatha and Devana.
There are many varieties of madhipu caris. These madhupas are totally

twentyfive in number.

1. Purahpascatsara
Stamping with the foot infront and at the back, and then stamping at the

original place by the back of the toe, is said to be purahpascatsara.

2. Pascatpurahsara
When the foot is stamped in the back and then in front, (reversal of the

previous one) it is Pascatpurahsara.
3. Trikonacara



When the foot with the back side of the toe, stamps infront, on the side, at
the back and once again at its original place, the cari is trikonacara, i.e.,
which gives a triangular movement.

4. Ekapadakuttita
Stamping on the side and keeping the foot with the back of the toe at the
same place is said to be ekapadakuttita.

5. Padadvayakuttita
When this action is done by both the feet, it is padadvayakuttita,

6. Sthitinikuttita
When one foot is stamped and that foot stands on the back of the toe, if
the other foot is stamped, the cari is sthitinikuttita

7. Kramapadasthita
When this action is done by both the feet it is kramapadasthita.

8. Parsvadvayacarini
When one foot is in standing posture, stamping with the back of the toe of
the other foot, making a svastika (legs crossed) formation and again
stamping on the side, is parsvadvayacarini, when it is done by both the
legs.

9. Damarukuttita
First stamping with the foot and later on rolled with the back of the toe at

the same place is known as damarukuttita.
10.Damarudvyakuttita
When this action is done by both the legs, the carl is damarudvyakuttita.

11.Purahksepakuttita
When a foot is stamped in front, and the foot is placed at the same place
by the back of the toe, the cari is said to be purahksepakuttita
12.Pascatksepanikuttita
When a foot stamped in front is kept at the back (may be by theback of
the toe from the labove definition) the cari is pascatksepanikuttita.
13.Parsvaksepanikuttita
When the foot stamped in front is kept on the side (foot like in the
previous cari) the cari is parsvaksepanikuttita.

14.Catuskonakuttita
A foot after stamping, is kept infront and at the back in a tryasra position,

again kept in front and at the back or in the place of stamping (side) itself.
15.Madhyasthapanakuttita



A foot, after stamping, is kept in front and at the back, kept in the middle
and stamped there itself, in the cari called madhyasthapanakuttita.
16.Tirascinakutta
A foot, after stamping, is kept on its side, on the other side, then kept in
the middle and stamped there itself in the carl known as tirascinakutta.
17.Prsthaluthita
Foot, after stamping, rolls at the back, with the back of the toe, and again
it roll back to the original place in the cari called prsthaluthita.
18.Purastalluthita
When this action is done infront, it is purastalluthita
19.Anulomaviloma
when the trikonacara cari is done in the natural order and reverse order,
and the foot is stamped at the original place at last, then the cari is
anulomaviloma.
20.Pratilomanuloma
When the order in the above mentioned cari is reversed it is
pratilomanuloma.

21.Samapadanikuttita
When the feet in samapada are stamped and when they stand on the back

of the toe the cari is known to be samapadanikuttita.

22.Cakrakuttanika
The foot that is stamped, is revolved, at the back, and kept in its original

place and stamped once again in cakrakuttanika cari.

23.Madhyacakra
Stamping the foot, placing it on the ground, revolving the foot, placing it

on the ground and stamping it again in its place is madhyacakra cari.

24.Madhyaluthita
In madhyaluthita cari the foot is stamped, placed on the ground, rolled

and again stamped.

25.Cakrakuttanika
In cakrakuttanika the foot is stamped, placed: on the earth, revolved,

rolled on earth and again stamped in its original place.

Devana concludes this portion saying that these twentyfive are popular
and many more can be evolved by a combination of stamping, revolving

etc., ol the feet.



Nrttagati which goes along with laksya is that which encompasses
different caris, variety of laya, tala and has a beautiful and attractive
form.

1. Rju - is straight walk that can be in front, back or side.

2. Vakra - is a serpentine movement

3. Saet - is the gait which represents sideward
(parsvacara)movements

4. Kona - is the gait covering corner to corner movements

5, Srﬁkhalﬁsaﬁgini - 18 when the actors move connected with each
other like a chain.

6. Svastika- is gait, which has crossed movements.

7. Vakrakona (Tirascina)-is reaching the corner with serpentine
movement.

8. Parsvacara - is moving towards sides.

9. Mandali- is moving in a circular way.

10.Ardhamandalr - is a gait in semicircular form.

11.Tryasra- is gait in form of triangle.

12.Caturasra - is gait in form of a square.

13.Nagabandha - is moving here and there.

14.Aviddhasvastika - is throwing of leg inside and crossed.

15.ParsvadarsinT - is looking to the sides and walking.

16.Paribhramanacarini — is circular turns.

17.Vyakirna -is spreading out the legs like leaps on all sides.

18.Khaiijika - is walking like a lame person.

19.Madakranta - is gait in intoxication.

20.Samputacarini - is walking in semicircle.

Devanacarya says gatis are broadly classified into twenty varieties,
which come under samanya gati and there can be many more, in
particular gait of a chariot, elephant, horse, mrga, simha, damstri, mayiira,
hamsa, matsya, and so on, which are known as viesagati- special gaits.
These are to be performed as per the situation in three layas and thus all
varieties have three variations. He also adds that the gait of women
should be vilasa and komala and that of men should be gambhira and

uddhata.

However, the author has not included the explanations on the gait
related to animals and birds. These is defined in the Karanas of NS. Many



of these are seen in Bharatanatyam and other classical and folk dance

forms even today.

1. Comparison of sthana, cari and gati in Abhinayadarpanam

Nandikesvara, author of Abhinayadarpanam, which is
comparatively a later text, deals with varieties of gaits based on the
movements of birds, animals and human. The gatis are almost different
from those of Natyasastra. The author has written nearly sixty-five verses
based on the feet movements along with their uses. He classifies them as
mandalas, utplavana, bhramari and padacarika. Mandalas are ten in
number and some of these such as sthanaka, alidha and prayalidha are
similar to the sthanas of the Natyasastra. However, they are not connected
with the mandalas of the Natyasastra that are used as gait in fighting
sequences. He again classifies the simple standing postures called
sthanaka as six namely samapada, ekapada, nagabandha, aindra, garuda
and brahma. Except for samapada others are different from the sthanas
given in Natyasastra.

Utplavana is defined as leaps and is of five types. Here the author
has described some leaps such as that of horse - asvotplavana and
alagotplavana. Bhramari is the whirling movement and it is of seven
varieties. Floor and air related spiral movements are described where
garuda bhramari is explained by the author as one variety. Other than
these, all are beautiful bouncing (utplavana) and spiral (bhramari)
movements can be employed in nrttagati i.e. the movement or gait in
dance.

Padacarika is a variety where the author brings in various cari and
gati movements. These movements can be used for walking in dance and

drama. These are of eight varieties. '
Calanacari- Walking normally, taking a foot from its natural place

and keeping it forward is calana.

Cankramanacari- A gait made by two feet carefully raised up and
thrown sideways alternately, as a leap is cankramanam.

Saranacari- Moving like leeches by joining one heel with another
at every step holding pataka hands is saranam.

Veginicari- Walking swiftly, running on the heels, toes or by the
entire sole, and holding alapadma and tripataka hands alternatively is

vegini.



Kuttanacari- Pounding or striking the earth with the heel or the
forepart of a foot or the entire sole, is called kuttanam.

Luthitacari- Performing kuttana or pounding with the legs crossed
in svastika posture is called luthita.

Lolitacari- After performing kuttana if a foot slowly moved
without touching the earth it is called lolita.

Visamasaiicaracari- Keeping the left foot to the right side of the
right one, and the right foot to the left side of the left one alternately
while walking it is called visamasaficarah.

Here it has to be understood that the carf is a method of moving
which is to be performed in general and gati describes the gait of a
particular bird, animal or human. So, these caris can be used for depicting
the gati. For example, sarana cari can be used for bhujangT gati. These
caris can also be identified in adavus of bharatanatyam.'®

HamsT gati- One foot should be placed after another slowly at a
distance of half a cubit and bending on both the sides alternatively and
carrying kapittha with both hands, will resemble the gait of a female
swan.

Though the author has enlisted the asamyuta abhinaya hasta for
hamsa like hamsasya and hamsapaksa he doesn’t use those gestures here.

MayiirT gati-The gait of a peacock is to be performed by standing
on toes with kapittha in both the hands and to move both the knees
alternately. This again does not mention the use of mayra hasta that had
been given by the author himself as a hand gesture depicting peacock.

Mrgrt gati- Running forward or sideward like a deer with tripataka
on both hands will be known as the gait of a deer.

Nandikesvara has also given an abhinaya hasta called mrgasirsa,
which denotes the head of a deer, but that is not used here. From this, it is
understood that the mrgi is shown with mrgasirsahasta but when mrga or
deer is to be acted by an actor he should jump with two tripataka hastas as
horns.

Gajalila gati - To walk slowly with samapada feet with hands
holding pataka on both sides is to be the gait of an elephant. This
patakahasta can be used to depict the ears of the elephant.

Turangint gati- Right foot should be raised and jumps should be
made in quick succession and left hand sikhara and right pataka are the



gestures to be used in the gait of a horse. Generally, in practice this gait is
done with two pataka hastas.

Simhi gati- Standing on toes and jumping forward swiftly with
sikhara held in both the hands will be the gait of a lion. Here the author
had not suggested the simhamukha hasta.

Bhujangi gati- Tripatakahasta should be held on both the sides and
the gait should be as in simha gati and it is said to be the movement of a
snake. Here if it is taken as moving forward swiftly, then it should be
understood in connection with the forward plunge of the snake.

Mandiki gati- If one holds Sikhara with both hands and steps
almost like a lion, it is said to be gait of a frog.

Vira gati- Coming from a distance holding Sikhara with the left
hand and pataka with the right one will be called the heroic gait.

Manavigati- When the left hand is on the waist and the right holds
katakamukham in a circular movement it is called the human gait.

It can be understood that the abhinaya hastas, which are used to
depict these animals and birds, are not used here and instead the actual
movements are performed with the whole body. For example, mrgigati
does not use the mrgasirsa hasta instead, the jumps are performed with
tripataka hasta, which resembles the horns of the deer. Thus, these gaits
can be utilized in dance and dramas accordingly, based on the

explanations given in the $astras.



CHAPTER-7
KARANA

Karanas in Sangitamuktavali .
This chapter deals with Karanas as enlisted by Devanacarya in Sangita

Muktavali (SM). Starting from page number 147 till 172, marga karanas
are enlisted by Devanacarya. He defines Karana as a combination of
anga, upanga, sthana and cari. He enlists 120 as marga karanas. Each
karana is explained in 1, 2 or 3 slokas. Uses are also given for many
karanas along with the definition. Thus Devanacarya enumerates the

karanas which are of marga varieties.

Karana

Devana describes Karanas as combinations of sthanas, caris, angas and
upangas. He first enumerates the one hundred and eight marga karanas
given by Bharata and adds twelve more also, under the marga karanas.
The order in which the first hundred and eight karanas are described, is
more or less similar to the order given by Sarngadeva, though there are a
few differences. The first karana defined by Bharata and all other authors

is talapuspaputa.

karanani pravaksyante nrttapiirvani tani ca .
sthanacarisamayogastvangopangadisamyutah .. 265 ..
karanam kirtitam tesamuddesah kathyate'dhuna .
talapuspaputam pirvam vartitam valitoru ca .. 266 ..
mandalasvastikam linam svastikaksiptarecitau .
dikprsthardhasvastikani vaksahsvastikamarncitam .. 267 ..
apaviddham samanakhonmatte svastikarecitam (?) .
nikuttardhanikutte ca katicchinnam katisamam .. 268 ..
bhujangatrasita'lataviksiptaksiptakani ca .

nikunicitam dhirnitakhyamirdhvajanvardharecitam .. 269 ..
mattalli cardhamattallt lalitam valitam tatha .
dandapaksam nipuram ca syadrecakanikuttakam .. 270 ..

padapaviddhakam capi bhramaram chinnameva ca .



bhujangaiicitakam capi bhujangatrastarecitam .. 271 .
dandarecitakam capi caturam vyamsitam tathd .
katibhrantam vrscikam ca tatha kuttitarecite .. 272 ..
vrscikadye latadyam ca vrscikam cargalam tatha .
vaisakharecitaksipte tatha talavilasitam .. 273 .
lalatatilakam cakramandalam dolapadakam |

tatah parsvanikuttam carcitavartake'pi ca .. 274 ..
vivritavinivrttakhye uromandalameva ca .
parsvakrantamatikrantam vidyudbhrantam nisumbhitam .. 275 ..
gajakriditakam capi viksiptam ca vivartitam
grddhravalinakam gandasici syadgarudaplutam .. 276 ..
talasamsthotitam parsvajanu siucyardhasicike .
sucviddham dasdapadam mayuralalitam tatah .. 277 ..
parivrttam sannatam ca harinaplutameva ca .
prenkholitam sarpitam ca karihastam prasarpitam .
nitambam skhalitam capi sihmavikriditam tatah .. 278 ..
avahitthamapakrantam sihmakarsitameva ca .
nivesamelakakrida janita'pasyte'pi ca .. 279 .
talasanghattitodvrite visnukrantam ca lolitam .
madas/c/zalitasambhrdntaviskambhodghaz;‘itdni ca.. 280 ..
Sakatasyoridvrtte ca vrsabhakriditam tatah .
nagapasarpitam capi gangavataranam tatha .. 281 ..
tribhangisundaram capi tribhangivalitam tatha .
citrasvastikanama ca parsvadvayavivartitam .. 282 ..
parsvadvayanatam capi purahpascannatam tatha .
parsvaprasaritam capi praphullam phullameva ca .. 283 ..
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1. Talapuspaputa
When adhyardhita cari is performed and the hands follow the feet, fingers

are near the left side of the chest, one foot in agratalasancara, and the
body is in abhugna position, the karana is said as talapuspaputa.

2. Vartitam
When the hands crossed at the chest, are revolved out and in and then

dropped behind the respective thighs with the palm facing upwards, then
the karana is known as vartita. This karana is applied to depict jealousy:.

3. Valitoru
The hands in sukatunda gesture are revolved in and out from the chest,

the foot is raised up and crossed. This depicts the shyness of a mugdha

lady.

4. Mandalasvastika
When the hands revolve around, over head, and the body is in mandala

sthana, and the hands are crossed infront of the chest at last, the karana is

known as mandalasvastika.

5. Linam
Revolving above the head, the hands are held in anjali infront of the

chest, the shoulders are in nihancita and the neck in nata position, in the
karana called linam which is applied, while pacifying the beloved, in
pitiable condition and in begging someone. The same idea js reflected by

6. Svastikam
With a leap, when the hands and feet are crossed, simultaneously, the

karana is svastika.

7. Aksiptarecita
In aksiptarecita hands are swung up from near the chest, again by

rotation, one is brought near the chest, other, is extended, and one foot is
in ancita, position whereas, the other is in suci position. This finds its

application in sacrificing or in accepting something.
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8. Diksvastika
When the hands and feet are crossed with body facing the front, back and

the sides, the karana is said to be diksvastika

9. Prstasvastikam
Raising up kuncita pada, the feet are crossed, body facing the back and
the hands swung up are also crossed similarly, in the karana known as
prstasvastikam. This finds its viniyoga in talking about searching
someone, getting ready to go for a battle and in refusing something.

10.Ardhasvastika
In ardhasvastika, right hand depicts karihasta while the left is in

katakamukha near the chest and the feet are crossed. A few substitute
karihasta by ardhacandra.

11.Vaksasvastika
The hands re rotated and thrown to the sides as recita and again crossed

near the chest, the feet are also crossed, and the shoulders are in bhugna
position in vaksasvastika, which depicts shyness and repentance.

12.Ancita
When karihasta is brought near the mouth by tossing the hand in and out,

and changed as alapadma hand gesture, while the other hand is held near
the chest in Katakamukha, the karana is ancita , which finds its

application in attentive observation.

13.Unmattam
When the hands are rotated and aviddha carl is performed, the karana is

unmattam which is applied to show pride due to prosperity.

14.Samanakham
When the feet are in samanakha position and hands symmetrical in

latakara, the karana is samanakham, which the author opines, as applied

In entry into the stage.

15.Apaviddha



In apaviddha karana, in caturasra hands right hand is tossed to the side
and aksipta cari is performed simultaneously, then the right hand rests on
the right thigh, while the left is held near the chest in katakamukha.

Apaviddha has its viniyoga in jealousy and anger.

16.Svastikarecita
In svastikarecita the hands held near the chest, are rotated in and around,

and crossed near the chest, again they are spread and they rest on the hip
near the navel-pit, in katakamukha and ardhacandra hasta, while the feet

assume avahittha sthanaka.

17.Nikuttita
Starting from caturasra, the hands one by one in alpadma basta, hit the

upper portion of the shoulder. Meanwhile, standing in mandala sthanaka,
the feet also one by one, stamp the ground with the heel. The hands once
again taking a crooked turn, go back to caturasra position. This is known
as nikuttita karana which depicts honouring one's own self,

18.Ardhanikuttita
When nikuttita karana is done by one foot only, the karana is

ardhanikuttita

19.Katichinna
In katichinna karana, a hand after rotation is held above the shoulder in

pallava hasta, while the hip is in chinna position on the other side. This is
again repeated on the other side. This karana is used in depicting surprise.

20.Katisamam
In katisamam karana, hands and feet are crossed, they are rotated such

that the feet assume vaisnava sthanaka and onehand in katakamukha is
near the navel pit while the other hand in ardhacandra is on the hip, the
other, and the crossed hands are released such that one in katakamukha is
held near the navel pit and the other in ardhacandra is on the hip, and one
side is in udvahita position, while the feet assume vaisnava sthanaka,



21.Bhujangatrasita
In bhujangatrasita karana, bhujangatrasita carl is performed first, then one

foot in kuncita is raised up while the other foot, hip and knee are turned in
tryasra position. After rotation one /hand assumes dola basta, in
accordance with the kuncita foot, while the other in katakamukha is held

near the chest.

22.Alatam
When the right foot performs alata cari and right hand in nitamba hasta,

and left and in caturasra and left foot performs urdhvajanu cari, the
karana is alata in which the whole set of actions are repeated by the other
side of the body also. This karana is applied in [alita nrtta.

23.Viksiptsksiptaka
In viksiptsksiptaka karana, one hand is rotated while that leg is

simultaneously thrown out, the other hand is held near the chest in
katakamukha hasta. The leg and hand stretched out are again withdrawn,
while this action is repeated by the other foot and hand. This finds its
application in depicting gatagata (going and coming) and in caris and

sthanakas showing battle.

24.Nikuncitam
When the leg is in vriscika posture and the hand in arala is held on the

side' of the head, and the other hand in arala is drawn from the nose to the
chest, the karana is nikuncita. This is depicted to show someone ready to

fly up in the sky.

25.Ghurnita
The right hand which is raised up, is rotated outside and inside, while the

foot also follows the hand and then crossed. Then the left foot performs
apakrinta cari while the left hand assumes dola hand in ghurnita karana.

26.Urdvajanu
While performing urdhvajanu cari by a foot, the hand on that side is

held in alapadma, facing upwards, in the karana called urdhvajanu.
/



27.Ardharecitam
Standing in mandala sthanaka, one hand is held in katakamukha, while

the other in sucimukha is rotated to the side and again it comes near the
hand in caturasra, while the foot stamps the ground and the hip is in nata
position in the ardharecita karana. This karana is applied to depict

moving away from a place and in doing foolish actions.

28.Mattalli
Crossing the feet and moving them, with hands raised up and rotated in

and out, and this is repeated again and again in mattalli karana, which

indicated intoxication.

29.Ardhamattalli
When the feet are drawn near each other, left hand is rotated (recita) and

the right is held on the hip in ardhacandra then the karana is ardhamattali

depicting the initial stage -of intoxication.

30.Valita
Hands in sucyasya is extended and the foot in suci is also extended and

bhramari cari is performed and the same action is repeated by the other
side of the body also, in the karana called valita, which is applied in Ialita

nrtta.

31.Lalita
The right hand assumes nitamba and kesabandha hastas repeatedly the

other hand is in karihasta and the foot is stamped, and these actions are
repeated by the other side of the body also, in lalita karana.
(Sloka Missing)pg 156 verse 328

32.Dandapaksam
Performing urdhvajanu carl, with hands in lata hasta, and one hand held

above the knee that is raised up, is known as dandapaksa for which the
action is repeated by the other side of the body also.

33.Recakanikuttaka



The right hand is rotated and the right foot is stamped on the ground by
theheel, while the left hand assumes dolahasta in recakanikuttaka.

(Slka Missing) pg 157

3J4.Nupuram
(This is not explained here.)

35.Padapaviddhakam
Two katakamukha hastas facing the front, are held near the navelpit, with

the elbows on the sides, and one foot performing apakranta cari is kept
near the other foot in sucipada, and this action is repeated on the other
side also, in the karana called padapaviddhakam.

36.Bhramara
Hands are raised and crossed, hip is twisted and the feet are also crossed,

while the hands finally assume ulbhana gesture, in bhramara karana
which is performed on both the sides of the body and which is applied to

show vigourous movements.

37.Cchinna
Standing in vaisakha sthanaka, one hand assumes alapadma hand gesture

and the hip takes chinna position, and these actions are repeated on the
other side of the body also in cchinna karana.

38.Bhujangancita
Performing bhujahgatrasita carl on the left, left hand is rotated, while the

right hand is in lata hasta, in bhuj angancita karana.

39.Bhujangatraasarecitam
Performing bhujatigatrasita carl both the hands are rotated to the left side

of the body in the karana is called bhujangatraasarecitam.

40.Dandarecitam
The foot performs dandapada can and the hands in dandapaksa are rotated

‘0 the karana called dandarecitam. The karana has its viniyoga n

pramoda nrtya (happy dancing),



41.Kranta
Inkranta karana, atikranta carl is performed and the foot raised up is bent

at the knee and held in that position, while the hand in katakamukha
follows the foot, and is brought near the chest after rotating out, and this
set of actions is performed by the other side of the body also. Bharata,

42.Catura
In catura karana, both the hands are in caturasra, from which the left in

alapallava is held on the side and the right also comes near it, assuming
alapallava and the foot is stamped by the heel. Though the action defined
for the foot is same, This is applied in showing the surprise and jealous

by vidusaka.

43.Vyamsitam
The left hand is rolled and the right, such that the palms face up and

down, and the feet assume aalidha stnanaka, in the karana called vyamsita

which shows the movement of Anjaneya.

44.Katibhrantam
The left foot in suci is swiftly moved on the side and the right is

immediately brought near the left, hip is rotated, bharamari cari is
performed and the hands are rotated in and out which assume caturasra

gesture at last, in karana called katibhrantam.

45.Vrscika
When the kuilcita foot is extended at the back, just like the tail of a

scorpion and the hands are kept on the top of the shoulders, the karana is
vrscika. This depicts the vehicles flying in the skies like airavata etc.

46.Vrscikakuttita
In vrscitkakuttita karana, the foot is in vriscika position and the hands

in alapadama, slightly hit the top of the shoulders. This has its viniyoga in
surprise and in wishing to have a ride in aerial vehicle.

47.Vrscikarecita



When the foot is in vrscika position and the crossed hands are rotated and
extended to the sides, the karana is Vrscikarecita, depicting an aerial

vehicle.

48.Latavrscika
When the foot is in vrscika and the left hand is in Jatakara, the karana is

latavrscika, applied in flying up to the skies.

49.Argala
When the right foot is extended infront and placed on the outer side of the

left foot, and when the hands are extended infront on that side, then the

karana is known as argala.

50. (Name is missing here)

The right foot is placed near the small finger (toe) of the left foot at a
distance of two and a half talas and the right hand in alapallava follows
the movement of right foot. Nothing is mentioned about the left hand.

51.Vaisakarecitam
Standing in vaisakha sthanaka, when the hands, feet, hips and neck

are rotated, the karana is vaisakarecitam.

52.Aksipta
Performing aksipta cari, the hand in katakamukha is thrown out in the

aksipta karana applied in the gait of vidusaka.

53.Talavilasita
A leg is stretched up on the other side with the sole facing up and the

hand follows the movement of the leg, and this is repeated by the other
side of the body also, in the talavilasita karana, which depicts the gait of a

vidusaka.

54.Lalatatilaka
When the big toe in vrscika leg, draws a tilaka on the forehead, the karana

is lalatatilaka, showing the gait of vidyadharas.



55.Cakramandalam
Performing addita cari, the :hands are held as dola hasta, upper portion of

the body is bent, and the body is rolled up just like a wheel (balancing on
the dola hastas) in the karana called cakramandala which is applied to

depict the valourous, worshipping.

56.Dolapadam
When urdhvajanu cari is perfonned, which is followed by dolapada cari

and when the hands are also in dola gesture, the karana is dolapada.

57.Kuncitam
Right hand in alapadma, facing upwards is kept on the left side, and the

left foot is bent, with talasancara pada, in kuncita karana, which depicts

devas in blissful status.

58.Avarta
Following casagati cari, when the hands are revolved to the sides, the

karana is avarta , which depicts moving away in fear.

59.Vivrtta
Performing aksipta cari the hands are simultaneously rotated in and out,

then performing bhramari cari the hands are in recita gesture in vivrtta

karana which shows vigourous movements.

60.Vinivrtta
One foot in suci, is kept near the heel of the other foot to form a svastika,

and the hip is rotated to a side, and comes back to the original position,
then performing baddha cari the hands are rotated (recita), in the karana

called vinivrtta.

61.Uromandalam
Performing baddha cari, which is followed by sthitavarta can, the hands

assume the uromandali nrtta hastas, in the karana known as uromandala.

62.Parsvakranta
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In parsvakranta karana, parsvakranta cari is performed and the hands
follow the feet, which depicts the haughty movements of a valourous

person.

03.Atikrantam
Performing atikranta cari, the foot is extended infront, and the hands

follow the performance, in atikranta karana.

64.Vidyudbhrantam
The foot revolved at the back. is revolved near the head in the

vidyudbhranta karana, which depicts vigourous movements.

65.Nisumbitam
In nisumbita karana, one foot in kuncita is kept near the heel of the foot in

sama position, chest is in samunnata position and the middle finger in
katakamukha draws a tilaka on the forehead. The foot can also be
substituted by a vrscika foot, and this karana- depicts Lord Maheswara.

66.Gajakriditam
When the foot performs dolapada carl and the hand performs karihasta

near the ear, the karana is gajakridita.

67.Viksipta
Performing vidyudbhranta and dolapada caris one after the other, the

hands are rotated and swung on the sides and back, which follow the feet,
in viksipta karana, which is applied in uddhataparikrama.

68.Vivartitam
When a foot performs aksipta cari and that hand follows it, and when the

other hand follows recita hasta, and the hip is turned, the karana is

vivartita.
69.Grdhravalinakam

One foot with the knee bent a little, is extended at the back and one hand
is in lata hasta and the other in recita, in grdhravalinaka.

70.Gandasuci



Left hand in katakamukha is held near the chest, right is in alapallava
near the cheek, foot performs suci cari, and side is in nata position, in

Gandasuci.

71.Garudapluta
In garudapluta karana, a foot is in vrscika, one hand is in lata hasta

and the other perform recita and the chest is in samunnata position.

72.Talasamspothita
A foot is lifted up and it stamps infomt with sound, the hands also clap, in

talasamspothita karana.

73.Parsvajanu
In parsvajanu karana, one foot is in sama position, while the other foot is

kept inside the thigh of the first foot with the knee facing the side, one
hand in musti is held near the chest and the other hand assumes latahasta.

74.Suci
In suci karana, a foot in kuncita is lifted up and kept infront and the hands

follow the movement of the feet.

75.Ardhasuci
When the right foot performs suci cari and the right hand is in alapallava,

the karana is ardhasuci.

76.Sucividdha
When one foot in suci hits the other foot in sama, one hand is near the

chest and the other on the hip, the karana is sucividdha.

77.Dandapadam
When the foot performs dandapada carl and the hand follows the foot, the

karana is known as dandapada.

78.Mayuralalita
In mayuralalita karana, feet are crossed, the hands assume recita hastas,

and the hip is turned.



79.Parivrttam
A foot in suci is rotated, hands which are rotated re raised up and the hip

is also rotated, in the karana called parivrtta.

80.Sannata
In sannata karana, the feet assume svastika, after leaping in front and the

hands assume dolahasta.

81.Harinapluta
In harinapluta karana, performing atikranta cari leaping and keeping one

foot on the ground, the other is stretched up at the back. (i.e., harlpapluta

cari is performed).

82.Prenkholita
In prenkholita karana, dolapada carl is performed, then the foot falls on

the ground after the leap and the hip is turned. This is applied 1in

vigourous movements.

83.Sarpita
The feet in svastika move, head is in parivahita and the hands are in

recita, in the karana called sarpita.

84.Karihasta
Left hand in khatakamukha is held near the chest, and the other raised up

by udhvestita and the foot on that side is in ancita in the karihasta karana.

85.Prasarpita
One hand is in recita, while the other, is in latahasta and the feet slide

with the soles in the prasarpita karana.

86.Nitamba
Hands are stretched up with fingers facing the front and baddha is

performed in nitamba karana.

87.Skhalitam
When the foot follows dolapada cari, the hand follows it in recita or

ghurnita, the karana is called skhalita.
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88.Simhavikriditam
Wihen one foot is stretched at the back and a leap is made by the other

foot, and the hands follow the feet, the karana is simhavikridita.

89.Avahitthaka
Performing janita cari, the hands facing each other are slowly brought

down in avahittha karana, which is applied in covering the body.

90.Apakrantam
Performing atikranta can, the thighs are rotated (baddha cari), and the

hands follow the can performed in the karana called apakranta.

91.Simhakarsitam
In Simhakarsitam, the feet are crossed and the hands in urnanabha are

crossed, which depicts a lion.

92.Nivesam
Performing mandala sthanaka, the hands are held in catursra, in nivesa

karana, which depicts an elephant vehicle.

93.Elakakridita
Performing elakakridita can, the body is bent and rotated, in the

elakakridita karana.

94.Janita
In janita karana, janita can is performed, with one hand in pataka near the

chest and the other hand in dola.

95.Apasrtam
(This is not explained here.)

96.Talasanghattitam
In talasanghattitam karana dolapada can be performed and the palms in

recita hastas clap one another and the left hand again assumes recita.



While performing dolapada carl the patakas which assume recita are
clipped, and when the feet assume vaisnava stnanaka, the left hand
assumes recita basta, while the right hand is held on the hip.

97.Udvrtta
In udvrtta karana udvrtta cari is performed and the hands follow the

movement of the feet, and the body is also in udvrtta.

98.Visnukrantam
Standing in traivikrama sthanaka, the hands are in recita, in the

visnukranta karana, which shows vigourous movements.

99.Lolita
In Lolita karana the hands are in recita and ancita, the head performs

lolita and is rotated and the feet perform gliding movement.

100. Madaskhalita
Performing mattalli cari, the hands follow the movement of the feet,

while the head performs parivahita movement in madaskhalita karana.

101. Sambhranta
Hands assume gola basta, feet move on all the sides and the body shows

hasty gestures in sambhranta karana.

102. Viskambam
In viskambha karana from caturasra hand gesture, right hand performs

recita, and assumes sucimukha hasta and the right foot stamps the ground.

103. Udghattita
When the feet stamp, hands clap and the side of the body is in namita

position, the karana is Udghattita.
104. Sakatasya
Performing Sakatasya cari, the hands follow the movement of the feet, in

the karana known as sakatasya.

105. Urudvrtta



Performing urudvrtta can, the body is rotated and the hands follow the
application of the feet in urudvrtta karana. This depicts jealousy,
oblication and anger due to love.

106. Vrisabhakridita
Performing alata cari, the hands perform recita, then they are bent by
rotation and again kept above the shoulders in alapadma in

Vrisabhakridita karana.

107. Nagapasarpitam
The feet are released from the crossed position, head performs parivahita

movement and the hands follow recita in Nagapasarpitam.

108. Gangavataranam
Performing trivikrama sthanaka, hands in tripataka face downwards and

the head is in namita position in gangavatarana karana.

These 108 karanas, described by Bharata, are described as marga karanas
by Samgadeva and Jayasenapati. But Devana gives 120 marga karanas

adding twelve more karanas.

Sundaram
After rotating, the hands in alapallava are held near the ear with their

sides together and palms facing upwards, body is bent and the head is
also bent to a side in the karana called sundaram.

Tribhangi
In tribangi karana, the body is bent, feet are crossed one hand in

katakamukha is held near the chest, while the other in alapallava is kept
on the head, with palm facing upwards.

Tribhangivalitam
The feet are crossed, body is bent in tribhangi, left hand in katakamukha

is held near the chest, and the right hand is moved in tribhangivalita

karana.



Citrasvastikam
When the body is bent in tribhangi valita, the hands are held in alapallava
near the ears and the feet are crossed in citrasvastika karana.

Parsvadvayavivartita
When the hands in alapadma and the feet are extended to the sides one by

one, the karana parsvadvayavivartita.

Parsvadvayanata

The feet are crossed, body is bent on the side and the head is also

bent on the side, one hand in alapallava swings, while the other is held
near the head and this is repeated on both sides of the body in

parsvadvayanata karana

Purahpascaannatam

Hands in alapadma are extended in front, body is in nata position, the
foot is extended at the back, so also the hands, and again the foot is
thrown in front, in the hands, and again the foot is thrown infront, in the

karana called purahpascaannatam.

Parsvaprasaritam
When the foot and the hand are extended on the side, and the same is

repeated on the other side also, the karana is parsvaprasaritam.

Praphulla
Performing urdhvajanu carl, the hands in alapallava are crossed with

palms facing upwards in praphulla karana.

Phulla
In phulla karana, one hand in alapadma is held on the side of the hip,

other hand in alapadma is held near the ear and the foot is thrown up in

sucl.

Citram
Performing bhramari with foot, rotating the hip and the hand is called

eltra;



Vicitram

When the body is bent on one side, and the foot extended to the side,
hands are released from svastika and the body is rotated and at last the
body is brought to ayata sthanaka, the karana is vicitra

With these 120 karanas, Devana completes the marga karanas. But the
last twelve karanas, are more or less slight variations or repititions of the
108 marga karanas defined by Bharata and widely described by others.

Comparative study with Natyasastra karanas.
The topic dealt with is Karanas as enlisted by Devanacarya in Sangita
Muktavali (SM) in comparison with Bharata’s Natyasastra (NS).
Bharatha enlists 108 Karanas in NS. First 3 karanas of SM are in the
same order of NS, then the order of Karana changes. Finally SM
concludes with Gangavataranam as in NS. NS gives only the definition of
karana in just 2 lines but SM gives the definition along with uses in 4 or 6
lines. The names are same in both the texts, but SM includes 12 more
marga karanas. Thus Devanacarya and Bharata enumerates the karanas
which are of Marga varieties.

Comparison with Sangita Ratnakara and Nritta Ratnavali.
The topic dealt with is Karanas as enlisted by Devanacarya in Sangita
Muktavali (SM) in comparison with Sharngadeva’s Sangita Ratnakara
(SR) and Jaya Senapathi’s Nritta Ratnavali (NR). First 3 karanas of SM
are in the same order of NS, then the order of Karana changes. Finally
SM concludes with Gangavataranam as in NS. SM gives the definition of
karanas along with uses in 4 or 6 lines.
SR and NR starts with Talapushpaputam and ends with Gangavataranam
but other 106 karanas are completely jumbled. But even in these two texts
the karanas are not in the same order. The author gives the uses and also
suggestions from other commentators. Thus Sarngadeva and Jayana
enumerate the karanas which are of Marga varieties.

Definition from SR
Sarngadeva bows Lord Siva while starting the topic on Karanas. He says,

“I bow to that lord who is stable, beyond the range of the senses, the
destroyer of the god of love, who dances on the stage of heaven and earth

performing different Karanas and Angaharas.”



karanaih karanétitoanaﬁgahéroaﬂgaharakaih

yah sthani rodasirange nrtyatisam namami tam SR.VII.547

Definition of Karana

A beautiful action of the hand, foot etc., which is keeping with the Rasa,
is called a Karana or Nrttakarana, just as the terms Bhima and Bhimasena
are applied to the same person.

Syat kriyékarapédédervﬂésenétrutadrasé

karanam nrttakaranam bhtmavadbhimasenavat SR.VII.548.

Bharata defines a Karana as a combination of hands and feet in dance.
Abhinavagupta adds some more explanations and says that a Karana can
be taken as a combination of a Sthana, Carf and Nrttahasta. S’émgadeva
explains a Karana as a movement that which emanates Rasa. This can be
known from the uses he gives for a Karanas for eg. Talapuspaputa can be
used for depicting Srngara, Vartita for Raudra, Vaksahsvastika for
Karuna, etc.

The author says that he cnumerates the different types of Karanas, as
given by Bharata, but the order of Karanas given in this work is different
from that of Natyasastra. He also adds that innumerable Karanas are there
as combinations of Caris and Sthanakas but only hundred and eight

Karanas are used in Angaharas.

Saeh)
|
,’/



CHAPTER-8
DESI KARANA

< Desi karanas
Devana describes twentyone desi karanas which he says as being

popularly called as utpluti karanas.

Ancitam
The first karana is ancita in which both the feet are raised up and a leaping

movement is given.

Ekacaranancitam
When ancita is performed by one foot only, the karana ekacaranancitam.

Bhairavancitam
In ancita when the feet hit the thighs, the karana is Bhairavancita.

Dandapramanancitakam
After performing ancita karana if one falls like a stick on the
ground, the karana is called as Dandapramanancitakam.

Kartavyancita
When the feet are crossed and the ancita karana is performed, the karana

is known to be kartavyancita

Alagam
Performing ancita karana, falling infront and sitting in kukkutasana

position is the karana called alaga.

Kurmalagam

After ancita if the asana assumed is kurmasana, the karana is kurmalaga.
Urdvalagam

After leaping and falling down, standing up is known as urdhvalaga

Matsyakaranam
Leaping, turning the hip and fallling down like a fish is known as

matsyakaranam

Mrgalanghitam
Leaping, stretching one foot in front and one at the back, drawing the feet

together and falling down, is known as mrgalanghitam.

Talataditam
Leaping, both the feet are extended to the sides drawing the feet, the

soles hit each other in talatadita karana.
Padamastakataditam



Leaping, both the feet touch the head from backside in
padamastakataditam.

Bhenkolam

Performing alaga karana leaping, and touching the back with head from
backside is bhenkola karana

Darpasaranam

Standing in Vaisnava sthanaka falling on the ground by the side is known
as darpasaranam.

Prstanatam
When the head is bent at the back and the hands are also rotated at the back,

the karana is known as Prstanatam.

Visamam
Leaping, the feet go up and the head comes down, then the body comes to

standing posture with the sides turned (twisted) in the karana called visama.
Parivrttakam

Raising up one foot, and stamping it, leaping with the other foot, twisting
the hip and standing in a twisted position is known as parivrttaka.
Jalasayanam

After doing darpasaranam, lying down like jalasayi (Lord Ranganatha), is
called jalasayanam.

Prstavartitam
Performing alaga, leaping and bending the body at the back, rotating with

the feet leaping, and coming back to the standing posture is called

Prstavartitam

Hastapadasthitam
Leaping, falling on the ground and standing with the hands again standing

with the feet is the karana called hastapadasthitam.

Utplutasanam- This karana, which is named as nagabandha by
Samgadeva and Jayasenapati, is defined as performing, one should come
to the Sitting posture like nagabandha.

(The definition of the utplutasana has lacuna in the text).

With these, Devana completes the utplutikaranas or desi karanaas and
starts describing bhramaris or wheeling movements.

Bhramaris

1. Antarbhramari
Lifting up a kuncita pada, placing it near the knee joint of the other leg,

rotating the body inside is known as antarbhramari.



2. Bahyabhramari
Bahyabhramari is revolving on the outer side.
3. Alagabhramari
Standing in vaisnava sthanaka when the body is revolved obliquely the
bhramari is alagabhramari.
4. Tiripabhramari
The oblique wheeling movement of the feet in svastika position is known
as tiripabhramari.
5. Citrabhramari
Standing in trivikrama sthanaka, wheeling to the right side of the body is
known as citrabhramari
6. Ucitabhramari
In ucitabhramari, the body is rotated standing in samapada position.
7. Khandasuci
Standing in Khandasuci sthanaka, if the wheeling movement is towards
the right side of the body it is cakrabhramari, which fascinates one's eyes.
8. Vidyadharabhramari
Wheeling movement is performed along with vidyudbhranta cari, in
vidyadharabhramari which attracts the connoisseur.

9. Bhujangabhramari
When a wheeling movement is performed while performing

bhujangatrasita cari, it is known as bhujangabhramari.

10.Yaksabhramari
When the foot is extended to the side (may be one after the other, as the
number is in dual), body is bent to the side and the hands are raised up,
while rotating, the bhramari is yaksabhramari

11.Vetalabhramari
In vetalabhramari, which shows a vetala, urdhvajanu cari is performed

and the hands are extended to the sides, while rotating.
12.Vatulabhramari

Vatulabhramari is the one in which rotation is performed, while moving

away.

13.Siddhabhramari
Resting on the knees on earth, rotation is performed while moving away,

in siddhabhramari
14.Sankarabhramari



Assuming saiva sthanaka, the body is bent and rotated in

sankarabhramari.
15.Narasimhabhramari
Palms facing downwards and bent fingers, are crossed and held above the
opposite thighs in narasimltabhramari.
16.Vicitrabhramari
Sitting and performing a rotation and again raising up and performing a
rotation is known as vicitrabhramari.
17.Citrabhramari
Performing vicitrabhramari, again sitting down and performing a rotation
isknown as citrabhramari.
18.Svastikamandalabhramari
In svastikamandalabhramari, the feet are crossed and then they assume
mandala sthanaka and then the rotation is performed.
19.Antarabhramari
Leaping and rotating in air, is known as antarabhramari.

20.Upavistabhramari
Sitting with one foot and keeping the other on the seat, a rotation .is
performed in upavistabhramari. '

21.Visamabhramari
Standing on the back of the toe of one foot, lifting the other foot and

rotating obliquely is known as visamabhramari. Rotating with sucipada is
also said as visamabhramari
22.Rjubhramari
Standing in talasancarapada, the ankle is bent and the body rotates, in
rjubhramari
23.Sirobhramari
Standing on the earth by the head, the feet are raised up and the body
rotates in sirobhramarika
24.Dvipadabhramari
Rotating with both the legs one by one is dvipadabhramari.
25.Dvirupabhramari
Rotating on the right and the left respectively is dvirupabhramari.

26.Nikuttabhramari
Rotating with one foot and stamping the ground with the other foot is

nikuttabhramari.
27.Alatabhramari



Stretching one foot in front and rotating like a burnt wooden wheel, is

known as alatabhramari.

28.Dandabhramari
Raising up the kuncita pada just like a stick, and bending and placing it at

the back of the other thigh, the hands in sikhara are held one near the
head and the other near the chest, and a rotation is performed in
dandabhramarika

29.Vidyudvilasitabhramari
In vidyudvilasitabhramari, the body in tribhangi sthanaka is rotated.

Devana completes this portion saying that there are many more
bhramaris, which add to the beauty of the dance. Though Devana has
given the number of bhramaris as thirty two, only thirty bhramaris are
described. Kinnari and ancita bhramaris are not described by him.

Many of the bhramaris described by Devana are not described by
Nandikesvara, Jayasenapati or Sarngadeva.

o Mandalas - Angaharas
Devana very briefly remarks about the mandalas and says that thousands
of such mandalas are formed by a combination of caris and sthanakas, but
Bharata gives the number as thirty two. Again he says that all angaharas
are formed by a combination of different karanaas, but thirty two are
given by Bharata. He further states that he has not elaborately spoken

about them, as they are not in vogue.



CHAPTER-9
SIKSAVIDHI

% Siksavidhi: Rules for training
Devanacarya says, “a girl after taking oil bath, must be adorned with

gorgious dress, cosmetics and ornaments. She must be lustourous like the
moon in autumn season, with beautiful lips, neck, slender waist, beautiful
eyes, hair locks, tender body like a creeper and attractive in all her limbs.
She must be smart and intelligent. On an auspicious day, during the break
of the day, she along with the scholars worshipping Lord Ganesa,
Sarasvati, Sailkara, Parvati, Brahnla, Hari, Lakshmi, Lokapalas, Siddhas,
Vidyadharas and the musical instruments, with inscents and flowers
saluting all her teachers and scholars, shall start learning dance. Then
shall start her dance practice, holding a stick in her hand.

She must learn the sthanakas, valanas (shaking movements), recakas,
bhramaris, rekhas, caris, padanikuttanams (different methods of stamping
the feet), following the rhythm, all the nrttangas, vicitra gatis (gaits),
karanas which are rju and visama, following the music and the lasyangas.
A girl who is thus educated and practices daily is said to be the person fit

for dancing.

¢ Paatralakshanam
Paatram depends on the nartanam, and the dancer is called the paatram.

She is divided into three types — uttamaa, madhyamaa and kanishthaa.

patram tu nartanadharam nartaki patramirita .
uttama madhyama ceti kanistha ceti sa tridha . .. SM.Pg.21.

The uttamaa danseuse belongs to the Kshatriya caste, Madhyamaa to the
Vaishya caste, Kanishthaa belongs to the Shudra caste.

uttama ksatriya jiieya tatha vaisyadi madhyama .

kanisthapi ca Sudra ca desabhedo'pi kathyate .. .. SM.Pg.21.

Differentiation based on the provinces is also being told.



Those belonging to the Laata, Gurjara, Saurashtra and Maharashtra are
Uttama. Those belonging to the central Northern provinces are
Madhyama. Those belonging to Karnata, Dravida, Andhra are Adhama.
latagiirjarasaurastramaharastrakhyadesaja .

uttama madhyama capi madhyottarasamudbhava ..
karnatadravidandhrakhyadesajastvadhama matah . SM.Pg.21.

Those who are fair complexon is uttama, those medium comple is
madyama, and those who are dark are adhamaa. A youthful maiden
(tarunee) is uttamaa, Middle-aged is madhyamaa, other woman (older) is
kanishthaa.

gaurahsyaduttamo varno madhyamo madhyamo matah ..

krsno'dhamasca vijiieyastaruni cottama mata .

praudhima madhyama ceti kanistha ca tato'para.. SM.Pg.21.

Neither fat, nor lean, neither too tall, nor too short, Of a medium built is
the best (uttama) type, whose face is endowed with the lustre of the full-
moon.

na sthiild na krsa va'pi natidirghd na vamana .

madhyama cottamd jiieya purnacandranibhanana .. SM.Pg.21.

With a beautiful body, curly hair, firm breasts, endowed with all the ideal
characteristics, well-versed in music and dance, She is called the noblest

among (uttama) all danseuses.

carugatri vakrakest vritottungakucadvaya. .
sarvalaksanasampannd kusala nrttagitayoh .
evamvidhagunopeta nartaki cottama mata .. SM.Pg.22.

(Devana gives this Paatralakshanam along with lasyanagas).

¢ Brndalaksana (orchestra)
The group of singers and instrumental players are known as brnda.

Orchestra is of four types viz., least, mediocr~the best, and the most
wonderful. Two main nartakas or more than one nartaka (dance teacher or
nattuvanar) two playing the mrdanga, two. singing, two playing the flute,
one playing the kahala, and one playing the tala are present in the kanista

or least orchestra.



In the other types, each one is made two fold respectively. It is also said
that the orchestra can be arranged as per one's taste.

Connoisseurs:

People born in good families, well educated, experts in sail.gita, who
speak pleasingly, who have controlled their senses, God fearing, capable
of grasping good qualities, who are of handsome personality, those who

possess good character are known as connoisseurs.

Chief guest:
The chief guest must be the one who has conquered his enemies,

born in a noble family, soft spoken, wealthy, handsome, knowledgeable,
able to see the good and the bad, good at erotic sentiment, bright, wise in
all the sciences, confident in sangita, young handsome and rich,
courageous and always happy in watching sa:ilgita.

Auditorium:

The auditorium is perfectly built and adorned, surrounded by beautiful
garden, with many creepers, moon house, variegated flowers, adorned
with gold land precious stones, pillars studded with gems, ceilings
decorated with pearls, without entrance on the west, smelling good with
camphor and aguru, adorned with a seat of jems and neither too big nor

too small.

Places allotted to different persons:
The king is seated in the simhasana infront, on his right are famous

princes, great ministers, and other higher officials, on the left are the old,
physicians, panditas, magadhas and other respectable persons, at the back
are women adorned with many jewels, maid servants and other young
women. On the south side of the stage are the vocal singers, or. the north
are the mrdangists, infomt are the danceres and the cymbal players. Other
dancers enter the stage, at the proper time.

Thus everyone seated in their respective places, all the musicians together
play music, which follows the rhythm. Then when the curtain is removed,
a female or male dancer taking the samapada sthanaka, enter the stage
and perform pu~paiijali, which is followed by sabdaprabandhas, su~a
nrtta etc, and a~ast dissappear from the stage. The dancer,
instrumentalists are all expected to be experts in their subject.



CHAPTER-10
RASANIRNAYA

Vrtti- Style -
Four vrttis are given based on kavya, nrtta and rasa, viz., kaisiki, arabhati,

sattvati and bharati.

Origin of Vrttis
It is said that kaisiki has its origin in samaveda, arabhati in atharvana

veda, satvati in yajurveda and bharati in rgveda.

Kaisikl is applied in srngara, vipralambha and hasya, Arabhati in
bhayanaka, bibhatsa, satvati in vira, raudra and adbhuta and bharati in
karuna rasa. A few apply bhrahmi vrtti in santa and adbhuta rasas.

Rasa nirnaya
Devana, makes a very brief description of rasas. He first states that the

eight rasas in natya are, srngara, vira, karuna, adbhuta, hasya, bhayanaka,
bibhatsa and raudra. Some others add the nineth one santa. Srngara, for
which rati is the sthayibhava and the two fold divisions of srngara viz.,
sambhoga and vipralambha. Then similarly he makes a brief remark
about the vibhavas, anubhavas, vyabhicari bhavas and the sattvika bhavas
for srngara rasa. Similarly he briefs about all the other rasas. Thus he
concludes the text Sangita Muktavali which has many unique verses.

Vrttis (styles):
There are four vrttis (styles) which have been told, common to kavyas

and nrtta. They are kaisiki, arabhati, sattvati and bharati.

Kaisiki is said to have originated from the Samaveda, Arabhati from
Atharvana, Sattvati from the Yajur Veda and Bharati from the Rigveda
which is to be known as Rasanirnayah.

Kaisiki is associated with Srngara and Vipralambha, also with Hasya.
Arabhati is associated with Bhayanaka and Bibhatsa rasas. Satvati is
considered to be associated with Vira, Raudra and Adbhuta rasas. Bharati
is associated with Karuna. Some say of another style called Brahmi which

is associated with Santa and Adbhuta.



Rasanirnayah (Sentiments):
Sthayis, when taken with the Vibhava (Stimulus) and other accessories,

develop into rasas. They are Srngara, Vira, Karuna, Adbhuta, Hasya,
Bhayanaka, Bibhatsa and Raudra and are considered the eight sentiments
in Natya. Certain other scholars are of the opinion that Santa is also a
rasa. Srngara, Vira, Karuna, Adbhuta are the causes for Hasya and others.
Srngara

The most prominent among the rasas is Srngara, whose sthayi bhava is
ratih. Srngara is the master of all rasas. Srngara is of two types:
Sambhoga and Vipralambha. Raudrah(?) and Samyogaviraha are the
causes for both, respectively. (The first must be wrong, as raudrah cannot
be the cause for sambhogah. It could be dvau samyogavirahau, which
means union and separation). The beloved and other beautiful things are
the stimuli. They are of two types, Laukikah and Natyajah. Srngaracesta
is the emotional reaction, anubhava. Abhinaya of different types as can be
depicted by an actor. Those (transitory moods) that are devoid of jugupsa
and lasya are vyabhichaarinah. Stambha and others, eight in number, are
the Srngaracesta (given as Srngare astau)

Vira

Utsaha is the sthayibhava, while vira is the rasa originating from it. An
act of trouble by the enemy king is the stimulus for this. The emotional
reaction for this will be arming oneself with weapons and warring.
Happiness, anger and others are the passing moods in this. Sweat,
horripilation and change in tone (are the other reactions caused by the
stimuli or the emotional reactions).

Karuna
Soka is the sthayi for karunah and is caused by seeing the suffering of

others.The emotional reaction for this is compassion or a kind word. The
passing moods in this are Nirvedah (idea of futility) and others. The
natural emotion is that of shedding tears and freezing of limbs, as is

suitable.

Adbhuta
Vismaya (wonderment) is the sthayi bhava (dormant emotion) for the rasa

called Adbhuta. Any supernatural act or display of something
surprising, are the stimuli for this. Shaking of the head, looking at
something in surprise are the emotional reactions for this. Freezing of

limbs is the natural emotion indicated for this.



Hasya
Humour/smile is the abiding emotion for the sentiment called Hasya.

Looking at an unnatural form/unnatural action acts as the stimulus for
this. The emotional reactions include laughing and turning one another
round and round. Passing moods are joy and unsteadiness. Joy, happiness,
horripilation, change in tone are the natural reactions.

Bhayanaka

Bhayanaka rasa emanates from the abiding emotion of bhaya
(bhayassthaayi), the stimulus being the sight of a tiger, hearing a blow
(nighaata), the emotional reactions include running. Freezing of limbs,
etc are the emotional and natural reactions. Doubting/thinking of an
unwanted result and other such may be construed as the transitory moods.
Bibhatsa

Contempt is the abiding emotion (wrongly spelt as sthaabhi) for the rasa
called bibhatsa. It is of 3 types — shuddhah, ashuddhah and
atyantashuddhah. When caused by the sight of blood, etc, it is shuddhah.
When caused by the sight of faeces, it is ashuddhah. When looking at a
contemptible matter, it is atyantashuddhah. Reddening of eyes, narrowing
the eyes, running, turning back are the emotional reactions. Penance,
renunciation, agitation/delusion. A sense of futility are among the chief
natural reactions, as can be found apt.

Raudra
Krodha is the abiding emotion for Raudra rasa and is marked by the

distress/flaming anger. This is caused by the doing of a great misdeed by
another person. Reddening and widening of eyes, going away (after
sheeghram, unable to understand), Gritting teeth, squeezing one’s hand,
beating and even slaying are the emotional reactions. Ferociousness,
quarrelling are the emotional reactions, as are terrifying, etc. sweat,
change in tone, horripilation are the natural emotions.

Santa
A sense of futility is the sthayi bhava for santa rasa. The stimuli for this

include the realization of the Supreme Truth, or from shuddhabibhatsa, or
from the words of a philosopher. Penance, meditation, worshipping god
are all emotional reactions belonging to this santa rasa. Joy, censure, etc
are transitory moods. Freezing of limbs, horripilation and tears are the

natural emotions.



Those that enjoy these are called rasaah (rasikaah) and those that are
being enjoyed are called rasas. They are present in the general audience
and the stimuli are the actors.

Three types of srngara have been told. Rasas are thus of three types.
Natyaja are from dance, while laukika is by observing the world. Sthayi
bhavas are the cause for rasas. Sthayi is like the king, while the rest are
like servants, which do the work related to the sthayi. Just as water from
the rivers become salty after entering into the ocean (it must be
lavanakarah, not lakshanakarah). Sthayibhava imparts its property to
similar/dissimilar bhavas which come into it. Even a change in the mental
framework is called bhava. That which is thought of, is called by the

word bhava.

Sthayi Bhava
The sthayi bhava may emanate from several reasons and is classified in 8

ways such as rati, utsaha, soka, vismaya, hasa, bhaya, jugupsa and
krodhah. Nirvedah or bibhatsah are the sthayis for santah.

Rati ,

Rati is a change in the mind, welcoming sensory pleasure, whose very
soul is pleasure, seen among young (duos of) men and women. Due to
this, their bond will be friendly and firm. When seen in the matter
pertaining to God, Brahmins and Gurus, it is called bhaktih (?) The
stimuli for this include the moon, mild breeze, etc. The emotional
reactions are: smile, friendly, speech, which indicate the inner feelings.
The sight of the beloved, amorous gestures, are the emotional reactions.
Freezing of limbs, etc are the natural emotions. Abhinaya may be done

through emotional reactions.

Utsaha
Utsaha may be defined as perseverance, or pride to accomplish a great

task ahead. Joyous effort to accomplish a task, is the cause for this, and it
is the result of many stimuli. Emotional reactions include preparing to
wage a battle. Satisfaction due to attainment of the desired object, delight,
etc. are the transitory moods. Horripilation, change in tone (trembling
voice) are the natural reactions.

Soka
Sorrow springs from great hardship and is seen in a depressed/grieving

person. The loss of a dear one, or theft of one’s wealth are the stimuli.



The emotional reactions include steadiness of mind, or attributing to
providence. It is of 2 types — Uttama and Madhyama. In the Madhyama
category, crying and beating one’s chest are seen. The sthayi is a sense of
futility, while the transitory moods are meekness and depression.
Freezing of limbs, stupor on limbs, etc are the natural emotions.

Vismaya

Wonder is caused by the sight of extraordinary deeds. Praise, nodding of
head and looking in wonder are the emotional reactions. Laughter is said
to be among the transitory moods. Freezing of limbs, without tears and
stupor is said to be the natural emotions.

Hasa

Laughter is caused by seeing anything deformed. It is indicated by a
smile, which is of different types. Blooming of the face is the emotional
reaction, while unsteadiness is the transitory mood. Tears of joy is the

natural emotion.

Bhaya
The sight of a robber or tiger, or an unlawful act causes fear, Fright,

running away and disguising are the helping emotions. Among the
emotional reactions, while doubt, meekness et al are the transitory moods.
Freezing of limbs is one the natural emotions.

Jugupsa

Seeing excreta, etc leads to disgust. It is caused by seeing something that
is ugly. Spitting, censure, closing of eyes, screwing-up of the nose,
narrowing of eyes are the emotional reactions. Delusion, sickness and
madness are the passing moods. The emotional reactions are trembling

voice and affliction.

Krodha
A grave fault causes anger. Reddening of eyes (Raktaaksha, not

raktakshaa) ... similarly gritting of teeth and lips. Squeezing of hands and
beating to death, etc are the emotional reactions, while ferociousness,
blazing of mind towards the wrong doer are to be known as the passing
moods. Horripilation, sweat, change in colour, change in tone are the
natural reactions. Since they are the cause for the nine and others, they

are termed stimuli.



Vibhava

It is of two types - alambana and uddipana. Since it is the very basis that
the rasa depends upon, it is called alambana (basic stimulus). In the
matter of srngara rasa, the heroine and the hero are the alambana, while
warriors are the alambana in vira rasa. In this manner, such indicated
persons in each arena are the basic stimuli. The place, time and actions
are termed by the wise as other stimulants. By “place”, gardens,
mansions, direction, time and season are indicated. Arts such as music
and dance, the moon, mild breeze are the other stimulants. When it comes
to vira rasa, weapons, horses, elephants and cavalry are the other
stimulants. In karuna rasa and others, stimuli are ordained as per each
rasa. Even riches can be a stimulus, while the birth can also be a stimulus.
Physical actions are in accordance to each rasa, based on the abhinaya,
are dependent on the actor. Sideward glancing by the eye, etc are actions
involved in srngara. Involuntary change of mental state, etc are the
emotional reactions in srngara. In vira rasa, physical gestures include

agitation of the mind.

Vyabhichari bhavas- Transitory moods

In this manner, transitory moods exist in each rasa, as a result of
emotional reactions. They are like waves in the ocean which shoot up and
fall down.

Here, 33 vyabhicari bhavas are given. (But this verse, has not been
printed due to the presence of many errors.) Clear abhinaya for this must
be done by the intelligent by the rasa’s own/one’s emotional reactions
and stimulus, according to their name and attributes.

Sattvika Bhavas- Involuntary emotions

Immobility, sweat, horripilation, choking in voice, tremor in body,
change of complexion, tears, and loss of consciousness are the natural
reactions. Stambhah means the inability to do anything. Others can be
understood by their very names. Conciliation of stambhah, etc. must be
done as per their names and propriety of rasa and bhava. Usage of hands
in abhinaya is forbidden, as natural reactions emanate from sattva (mind).
Sattvam is also regarded as that which arises out of enjoying the rasa.



The last portion beginning with “vibhaktyabhinayo..” is pertaining to
technical aspects of Samskrtam grammar, like lat (Present Tense),
karakah, etc (Spelling mistake in “dvedha”). Vibhaktyabhinaya is of 2
types - showing the Case-Ending and showing the meaning. Actions have
Tenses (like Present Tense and others) , while Karakas are Case-Endings
(Like First, etc) Present Tense is Lat, while Lung, Lang and Lit are forms
of Past Tenses. In the matter of Conditional and Imperative Moods,
Vidhiling and Lot are used. Benedictory Mood is also one of the
Conditional Moods. (Asirling) Lut, Lrng, Lrt are Future Tenses. All these
are categorized into 3 types: First Person, Second Person &amp; Third
Person. (Spelling error in Purusabhedena)

The text ends with a note on author and his ancestors.



CONCLUSION
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The first topic dealt with is Abhinaya Nirnaya.

This topic has 59 verses along with the invocatory verse on Shiva.
The author deals with the explanation of all four abhinayas-
Angika Vachika, Aharya & Sattvika are explained

Lasya and Tandava are explained as female and male performance
Abhinaya for various seasons are explained.

Importance of hasta abhinaya is enumerated.He also adds the
usages of abhinaya in performance.

Concept of Abhinaya in Sangitamuktavali follows Samanya
abhinaya and Citra abhinaya chapters of Natyasastra

Nrtya and Nrtta as two varieties of Nartana. They are subdivided as
Tandava and Lasya

Abhinayanirnaya in comparison with Abhinaya darpanam of
Nandikeswara which deals exclusively with Angika aspects.
Importance of abhinaya is enumerated in both SM and AD.
Importance of angika abhinaya is enumerated in both Natyasastra
and Sangita Muktavali.

Concept of Abhinaya is similar to that in Natyasastra, but concept
of Nrtta is that which is seen in Desi forms.

Nrtta as seen in later Post-Bharata texts are different and has been
considered as a non-representative dance —form during the later
period.

Nrtta as seen in Natyasastra is representative and non-
representative. In Post-Bharata texts Nrtta has been considered as a
non-representative dance — form. Nrtta karanas are of Marga
variety under the category of Nrtta dance.

Concept of Anga, upanga and pratyangas are similar to that seen in
Natyasastra, but not very much connected with Abhinayadarpana.
Concept of viniyogas has been elaborated by the author in SM as in

Natyasastra.
Varieties of Sthanas-, Cari- Bhoomi Caris and Akasa caris are

based on Bharatas NS.



** Devana has given 23 desi sthanas and 45 desi cari varieties and
also adds 25 pada kuttana charis similar to adavus which are not
seen in NS,

** Gati prachara, Gait or walk is based on rasa and nrtta i.e. emotions,
directions, space, rthythm, etc. This is very limited but follows the
idea as in Natyasastra.

** Karanas are enlisted by Devanacarya starting from page number
147 till 172. He enlists 120 karanas. Uses are also given along with
the definition.

** Bharata enlists 108 Karanas in NS and gives only the definition of
karana in just 2 lines but SM gives the definition along with uses in
4 or 6 lines. SM includes 12 more marga karanas.

“* Sangita  Ratnakara and  Nritta Ratnavali  starts with
Talapushpaputam and ends with Gangavataranam but other 106
karanas are completely jumbled.

** Devanacarya enumerates the sthanas, charis and nrtta gatis of
sarira. They are almost based on the varieties as enumerated by
Bharata.

** Devanacarya enumerates the sthanas, charis and rasa & nrtta gatis
which are of Marga and Desi varieties.

¢ Devanacarya enumerates the karanas which are of Marga varieties
as seen in Natyasastra along with few more.

% Sarngadeva and Jayana also enumerate the karanas which are of
Marga varieties.

** Thus concept of sthana, chari, gati and karanas are similar to that
seen in Natyasastra, but they are claborately dealt with desi
varieties in SM, SR and NR.
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