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Chapter -~ IV ‘

N%TYA VINODA IN RELATICN TO ANGIKA ABHINAYA .

Dance like any other art form is primarily concerned
with the countless and continuous interactions occufing
between man and nature in the transient world around him.
Using the humanbody as & mediuwm oi'artistic expression, Indian
dance offers on its moving canvas a wide range of fleeting
visions, capable of embracing almost all themes in the world.
Formalized mvenments and gestures that have been selected
with aesthetic discrimination,form its language. This language
is the soul of lndian classical dance and it is termed as
igika A‘ohinaya; In fact, Engika Abhinaya is the real founda-
tion of Nrtya. The term Nytya is used in this context, not

to mean pure dancing (Nytta),but expressional dancing.

Bharata explains Abh inaya as "répresenting the meaning
of that which is dep%cted." Tt basﬁfour aspécts namely
Iigika, V&cika, Ehérya end S&ttvika. Of these, Angika is
the language of expression through the medium of the body
(éarira), the face (mukha), and movement (cesta). Though the
other three aspects of Abﬁinaya are also there in dance, 1t

is Edgika Abhinaya which is the most important.
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Every portion of the body has a major role to play in

Kﬁgika Abhinaysa.

Frow head to toe, each limb is required to bristle and
throb with expression exteriorizing the inner emotions that
are induced by the lyric, the theme of which has to be
interpreted and communicated. For the most part, Kﬁgika
Abhinaya utilises the gesticulation of the hands and movements
of the eyes. The movements of the other limbs such as head,
torso and féet are also important, but not to the =ame extent.
The hands take precedence over the other 1limbs owing to their
endless possibilities of movements, that have been explored
and codified, to form a fairly complete vocabulary of a
language. The single hand gestures and double hand gestures
have been worked outin detail and through them the universe
can be revealed, the seven spheres, planets, oceans, rivers,
human beings, animls, birds, trees and fruits can all be
represented. Similafly the eyes also serve a significant part
in Abhinaya. With the permutation and combination of the move-
ments of the eyebrows, eyelids and eyeballs, many varieties
of glances expressing different shades of emotions have been
designed. The glances have been grouped into three categories
corresponding to the VyabhicBri bhivas (transitory moods like
fatigue, demession, despair, etgg}, Sthayibhavas (dominant

moods like, love, fear, sorrow, etc.} and Rasa (sentiments).
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In dance, therefore the eyes also speak ‘a2 languvage, which
mist be in harmony with the gesticulation of the hand.
Equipped with this beautifal, elaborate and Ewmplete language
of gesticulation and histrionics, the dancer must concentrate
and get into the mood so tlmt she is completely identified
with the role, t@at ultimately makes for the gquality of Rasa.
In this regard,Nandikeévare has laid down the famous maxim,

"Where the hand goes, the glance follows

Wher e the glances lead, the mind follows

Where the mind goes, there the mood follows
Where the mood goes, the flavour is born". (A.D.36, 37)

The Abhinaya should be according to the proper Rasa.
Every small movemnt and fleeting mood must be systematically
linked and correlated to the dominant mood of the theme 1o

evoke Rasa in +the artist and the asudience.

Abhinéya can be rendered in two modes - (1) Lokadharmi
and (2) Natyadharmi. In the Lokadharmi, ord inary usages
conforming to conventions practised in daily life are utili-
zed. On the other hand, the Natyadharmi relates to artistic
and stylized conventions of the stage. In N&ﬁyadharmi thimgs
and situations are not presented as they are in normal life
by pure imitation, but they are represented thlrovgh graceful
énd refined gesticulations which are suggestive (vyeljana).

It is the Né@yadharmi mode of presentation that is employed



in dance. For instance, the acceptance of a gift is presented
with Hamsapaksa hands, an embrace is portrayed through
Utsanga hand, tears are deplcted with Hams%ya hands and

languid eyes and so on.

Someévara like other authors on dance, has discussed
Eﬁgika ALbhinaya exhaustively. Most of the information on
this subject had been handed down from earlier centuries,
yet the Zﬁgika Abhinaya portion In the N?tya Vinoda reveals
strokes of originality in presentation. Beginning with &loka
No0.974, the Adgika Abhinays portion ends in $loka No.1306, in

the Manasoll@sa of the G.0.8.

The Sanskrit verses of Nrtya Vinoda relating to Lhgika
Abhinaya are presented in the subsequent pages, interspersed
with my translatioms and followed at the end with critical
notes. The Afigike Abhinaya in Nrtya Vinoda is prefaced with
a few general observations on dance beginning with éloka

N0.950 and ending with éloka No.973.
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| OCCASIONS _FOR_DANCE
Tved Fooll & a7 =Th? Pammed 11 950 11

Now, I will describe the characteristics associated
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with dance, Dance is performed during Utsava (festival),

Vijaya (victory), Harsa (happiness), Kama (desire), Tydga
(charity), Vil&sa (merriment), Vivada(dispute) and Pariksd(test).
UISAVA s

PaareEa=TeETTg aT=aay 11 951 11

TTe® Pafmtjeat] vt weeadtmr: 7 |

Occasions which érise‘oé%lof‘(thgéeiebration of) marriage,
birth of a son and the like, Bhiitamatrke (festival), '
Vasanta (spring season) etc., are known as Utsava by

the people.
VIJAYA

mmzzaq@%mﬁgn 952 |}

Featserm: gwfatom: ofeifa: |

When victory is obtained in gambling, dispute,
battle etes., with total satisfaction, it is called
Vijaya.

I* A. ™ | 2° A 3| 3°D. ¥ |°4* 4. T | 5°D. 7|
6 B. faatat 1 7¢ A. P 1 8 @fa | '

e

/



HARSA 3 , 108
. " - '

?nsmuhﬂragsag ggT jgsuT) WuToT= 9 || 153 11
FreaTa e T Tar T 3= |

Gladdenipg of the heart caused by partaking of sweets and drinks,
or pleasure derived from copulation, from getting something that
is diff;cult to & obtain and from the sound of deliéhtful vocal
music end instrumental music is Harsa.

KAMA :
WTQWWWa%W It 154 11

v TR TS TH T @ |

According to the learned Kama is that state of mind which is
excited at the sight of .Pratyahgas (1imbs) and Hpangas (features)
of people endowed with beauty and youthe

VILASA 3

33%3 qf‘vaef T o gREEd 1155 11
ST e TUTT ToeTiE: § g RAY |

Seeing the sort of excellent women that I have, who are best

among dancers, is called Vilasa.

o Sew Gm te  wwm e s ws e mm  mO MR WS em MW s E s Sm R e G e e sa e e e e

I D.EﬁfvﬁﬁxﬁﬁﬁrﬂfTﬁaﬁ ! This reading has also been

. included in the tramslation.
90 A XET | 3D, AT 1 4° AH | 5* p, BT |
6* D,YTIiv. |
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VIVADA :

&TS&S' G FTTAT FRiRTTR TR 11 156 11
Tede - o+ « o 2elT PafPauToRTIdNS] aTe: W g sl |

Wheh experts in dance anticipating victory, in their dance-
art, become impatient it is called Vivada.

PARTKBA 3
'W%’@?B FaaT wwg gTRajdTyva’ Pamd = aT 11 157 11
fagtatet e adag oOer ar g TdaT |

Pariksa is testing whethei‘one has total expertise in dance

or not and whether the dance is visually beautiful.

TYAGA 3

ATATRC TN TR TEFTOETIOTTEa: 11 158 11
¥t 1 ETATSAT S T T TR )

Tyaga is vecieving supplicants like bards etc., belonging to'
different places for glving them charity.

L R T I R R = T T e . T Y

Ie A, GFTGETRL | 2% 4, &1 3¢ 5, 7 |
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KINDS OF NARTANA 3 _
rea’ wrer Varvsa @ aTeR fasH @1 11959 11,
Pawe’ 3a Pafgse TRw]=] scgaTaT | |

Natya, Lasya, Tandaya, Laghava, Vigama and Vikata are said
tox¥erimwsn. 4 be six kinds of Nartana.

NATYA :
SarerdiafPadrda aTh i TTlged @ 11 960 11
Serw=at A wATear s Fuad |

Né'i.:ya is that, wherein rasas are manifested by Kh’éfya, Vaeika,
Satvika and Kﬁgika Abhinayss and Nritya.

LASYA

UTeyTe Fadese s TTRRaTee yRw) a8 11 96l 11

wfsierg e €T e awTe ab e TEE |

Lasya is described as that which 1s devoid of footwork, Karapa.s
and x Abhinaya and has delicate movements of the body.

G . SR ame MR mE MR W W M e MR SR e S UER W AR SRS TR ER MR GHe R W W MR e s e e

I+ AT | 20 4, Fa 1 3¢ 4 @mErd | 4 4, HAT@  p afg |
Se a, T | 6* D, ATAT | T 4, T | 8+ Wawd |
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, TANDAVA

TEE e e m*?a'a}’—l?aaﬁﬁaﬂ 1952 11

! s G W] arewitem |

Then, the dance that is distinetively grand, without
delicate movements and performed by men is called
TéQQava.

LAGHU 3

@b s femte afﬁ“ aAtes gl 11 963 11
a‘?“m g T 5 afesay |

Svastike Karanas embelished with Aficita Karanas etc.,

cepepating eagerness and merriment in the people is called

Laghu Nrtya.

VISAMA

- fafaA: W%g%ﬁm#msﬁgf‘aa"ﬁ% 11 964 11
Wmﬁwaﬁwm: ” '

Visama is that which has complex feetwork, ‘eircular

bl

‘movements, jumps, extentions and quivering movements
but is devoid of Bhangis (bends). )

W R MM M TR WR TR R R e D R G G SR MR M WE W e MR e o e e e B e

1o & 1 2.4 FIWEd p, TEvSIEITEE |
3. D, ?ﬁ' | h‘c de {”a I 50 D. %ﬁ; !
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VLU -

Pagir]leTewia va‘aﬁ‘rfa’—‘f 11 965 [
Paxy” Ty TRiPPaad aaed |

Dancing with odd and unnétural face, hands, belly,
feet and eyes is called Vikata.

KINDS OF DANCERS
v - - : <. B
TRT: SEOUSTIT: W TeT BT 11 966 11
TP TraToTIY Y a1 Tl eaT arg |

Dancers are of six kinds. They are Nartaki, Vaitalika,

Nata, Nartaka, Cirana and Kollatika.

NARTAKT :

s s

UT AT aedT vaT AT STROTGTERT 11 967 L
e 1 AT TERI o6y §T ey |
A Nartaki is said to be beautiful; young, &

slenderbodied, dark complexioned, beautifully breasted

self confident and possessed of pleasent disposition.

L I T . T SR R O N R R Y

1* Dy F 120 AT 30 A T 1 40 A T
5¢ A, G | 6° A FE | Te j, WT | 8+ p, TAA |
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NATA / NATI s

qToRT SeN BTE SEH BTarTTIE: |1 968 11
- S

T rtasTaT et aig 72 T |

One who is a polyglct, expert in various bhavas,
proficient in Rasa and Abhinaya, is an excellent

Napa or Nagi as the case may be.

NARTAKA

‘g TaUTeY TENTEORESERT: 11 969 11

rrlent Tafmmr er® =% g 10

A gooé Narteka is one vho is well-versed in foot work,
expert in hand poses, a teacher of dance and has

perftecticn of form.

VAITALIKA 3

sy m g e ot erafamerT: 12 11 910 11
ofe Parentt 7@ awy ! Pdertet o

One who 1s eloquent in many lapnguages, expert in

ryidiculing and censuring others in dance 1s truely
a good Vaitd@lika.

/\/: ~~~~~~~~~~~~~~~~~~~~~~~~~~~~
I A AT 1 204, &T 1 3°D, AT | 4* 4 €T |
5¢p, © I 6°De & | 7eDe TG 8° 4t & |
9 Ao T 1 10° Ae T 1 1 Ao ¥ 1 12% ALUTT |

i3+ AeT | 14*D, W I 15* Do @ |
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‘Faf‘gwﬁa’rﬁam‘rﬂ?u?w'm?ﬁz RN

@ ATy d EWareoTT v | |

One who is an expert in Eiﬁkigfcélana (sounding of the
anklet bells), proficient in music, skilled in wit and
speech &nd has a good voice is a good Carana.
XOLATIKA ¢

qfrcn‘avaaw%w% afeady 11 972 11
mewsmmﬂm.

A good Kolatika is one who is- skllled in juggllng with
Knifes on the body, turning the delicate body, jumping

easily and capable of bearing a heavy burden while dancing.

T FlraTeRT TSI S 11 973 11

The dancers have been thus described. Now the

characteristics of dance will be dealt with.

LIMBS OF THE BODY

ﬁ e% - mé,’&‘m'w’r‘awm%i |

Migas, Updrgas and Pratyatdgas will now be explained.

- Mm G e ER ae R SR G AP AR M PR oGP AR SR AR R W WA G SR R G e W G
s 7 "

+a .&f1 20 AGT 1 3+ &1 4% p. &1
5¢A. 3T | e A8 1 70 D. wifest FEET W
geD. fa | ‘ | ‘



ANGA

FrTY: oruRay 1 9et Wt STV EgaEE 11 974 11
sherdfa s “sBarg il emer ja:f | f
The six chief Angas are the head, sboulders, chest,
belly, both sides and hips.

UPANGA :

@ 3w ATaT FuoTse ey Swawt 11 915 1

Pg=ar PagT st %9 fqf atgeTre Wl
#ccording to me the'eyebrows, eyes, nose, cheeks, lips,

chin, teeth and tongue are eight Upangas.

PRATYAN.GRA
25mg §gf @ ufvT!Peeely v swwrTeTT! 4T = 11 976 11
ST m”%w“&a: gegTfr Ba a1

Thé six Pratyangas are arms, wrists, palms, knees,

shanks and toes.,

e A, 1 2% p, BTl 3+ A @WERI | 4+ p, TISAT |
5¢ A, A 16° p,aT | 7+ p,STT | g8e 4, T |

9¢ AT | 10° D,STT | Il° 4 tRFE | p, WA |

12 4, FT 1 13+ D, | 14 A ¥Sd | 15+ p, TTFW: |

2



&gﬂ‘*"i‘{'mgvﬂwiﬁ g EredT T G 1 977 11
2PagTie | gasuTra Pafmtm dem: |

I have ennumerated the Algas, UpZrigas and ijatyaﬁgas
and shall now describe their actions and usages.

. HEAD ,
aretwd 9 Pagp” fafwet af g Papriemi®a = 11 978 11
g Sau T epmteed e qur ’
sfaTPe TG e Rl Teg. 11 979 11
e 3P Padw’ sterTiael "frTe: |
Kkémpita, Kampita, Dhuta, Vidhuta, Avadhuta, fdhuta, AR:ita,
Nyaficita, Parivahita, Paravrtéa, Utks}pté, Adhogata, and
Lolita are thirteen kinds of head movements.

—

Akampita, Ksmpita s 4
Serated ¥T FRTGIGTH WS XTTL 11 980 {1

®E st T1TE ST afwe ST |

Mo;ring the nead up and down slowly is Akempita. The
same "( up and down head movement ) done quickly several
times 1is i{ampita.

W N M SN e RS R MMM MO e K AR MR SRR W MR W e e W Gum W cee W e R e e e

I* 4,991, |  2* D, drops this stanza.
3* A, gives TUI eE " twice | he A, Wﬂ 1
5¢ 4, ST 1 6° AE 1 7e g fE 1. 8e A & AT AT
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get =t wdvTanTly Pt aert duio1 981 11
ITaTEY ° TAfdse aylvrefwe rre: 1

— 4
According to the learned Akampita Sira must be used to

indicate gquestioning advising, signalling, pointing
talking. and inviting.

P oo a1 2PawT 1 Paareet 11 982 11
@I TR Tt W TR fafwgsay |
Kampita is used in arguing, threatening, anger, showing

understanding, prohibiting and questioning with
anthority.

VIDHUTA, DHUTA
ey Sofvalwely e Poepa=ad 11 983 11
@wa gfe 7= @1y gt 7eg=ad &I |

The head shaken obligquely on the sides is called
Vidhuta. The same movement if done slowly is

called Druta (Dhuta).

B e e e G s e W e M ey G W e ae M R R wa ae e e e M e e e sm e

l*D, WT: Y1 2° DTV 1 3 4,771 4 p, U1
5D, & I 6+ 4, 9Faa Fafrgd |
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TTATEAT] aaTY TrraTS ‘ﬁTSs-aTg‘Fa%-r afTd am; 11 984 11
vﬁ‘?f %a‘? g taaey’ a%‘sq f‘d&fa’ e
According to the learned, Vidhuta $ira must be used

to indicate last stages of drinking and chillness

breathing, fever and fear.

heiPogar (8] Poed 3 Pao® u@ @aT 11 985 1
W%ﬁ%aﬁaﬁ%naﬂggaﬁw. P

Dhuta Sira is used (to aenote) aversion,
astonishment, sorrow, conviction. saying'no' and

forbiddence.

AVADHUT A, ADHUTA s

frTeter sgaTTEaTaRERRTESE 11 986 11
PPafmjng ed wafer Scamy’d frTe oY
Bringing down the head once is described as 4vadhuta.

Oblique and upward lifting of the head is called
Adhuta.

-
W W e ma W GRS GD AW me M W am G TR M mm W AR e B W R AR W e e e

l* 4 AT | 2° Do A | 3¢ A.éyfs De & |
4+ A, drops this ver;e. T 50 A fﬁﬁq I .
6* A, T&11 7 Dy &1 |
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H

aTaTed @ wwT! sat sTavt @1 01 987 11
ety TS ¥a e ? wreoEmn |

For inviting, listening to a message and also
. . N /
communikating, and signatling, Avadhuta -Sira is

used.,

gnst g ag 19 Taed =5risfay 1 11 988 11
W3afqga‘?aa—éaiﬁw‘ﬂnﬁ#ﬂw:

Adhita Sira is used to express anger, pride,

astonishment, happiness, and recollection.

ARCITA, NYANCITA :

e TS a1 Tﬁﬁﬁ"fﬁ“?ﬂ%ﬂﬂ?ﬂaﬂ* 1989 11
aTﬁﬁéf?‘ahaa 6=afﬂaa'qFT7aaﬁ 1

The hand kept on the side and the neck bent is known
as Mfcita’. The head touching the tip of the
shoulder is declared to be Nyaficita,

I* A, TT 1 2° 4, ngmargp 3+ 4, 9T |

4 AEL 50 a4, TR 60 acATE L 7o a, T

* This line seems to have been misquoted from VIII:30
in the Négya_ééstra of Bharatar., Insted of [&f ¥aq ’

Someévara has used T . Bharatss Version is apt,

. according to which, the neck slightly bent sidewise 1s Aficita.



gﬁwmqﬁﬁéqmﬁmvu 990 114
f‘a’-?rrﬁrm% ‘éammmmaﬁv
HNeita Slra should be perfofmed in happmneas, illness,

fear, fainting,. sorrow and overwhelming

anxiety. X

Pemmajd] fad =3 Sﬁaﬁﬁgwﬁg Petafafad 11 991 11
jetgTiay Eﬁ%g oy Wi g =afrey

Nyafcita is used to express amorousness (Vil@sa),
lightheartedness (Lalita), pride (Garva), affected

indifference (Bibboka), histerical mood (Kilakiﬁbita),

silent expepession of affertions (Moggﬁyifa), Pretended

anger (Kuttemita), stupefaction (Stambha) and jealous anger(M3na).

PARTVEHITA |
AT A @ Ty afebarfem=ad® 11 992 11
T T »ﬁa—q aaﬂ'q-a" T |

Parivahita is used to express various bhavas and
%* X \
Rasas « The head that is turned away is called

Parav;tta.

Wh B R e SN WE SR AR Ge W TR AP SR WM GR Um G R wn A SR MR W e me A e

l*D. F§ 1 20 4. ¥@ 1 30 A, FePRT 1 4e 4. P
5+ A. drops ATATHECNET | "6+ A, TETTEACHY |
7o A @ | R
* Somesvara has not defined ParivBhita here. The verse
is corrupt. According.to Nitya é%stra‘Ch. VIII: 26
 ParivBhita is rotating the head from side to side.

§ valarT: oTvd frTe wratarfes) |
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Pasi'e wred &8 Paamt wret QU 11 993 i1
Pag 2aTaSiaTy uFaT earasay |
Parivahita is used in sorrow falfillment,

( happiness, thinking, recollecting, sporting,

impatience and love~play.

‘gfqfsost®q Paferafwl] soTTeeT SHFUT 11 994 1)
TraTedBert % aur st |

JIETTURE T ¥ gTTIeR TYTC. €GEEiil 995 11
Pardvrtta Sira is used for tying that which is

loose at the back, taking an arrow, looking at
the back and tmrning the face due to trembling.

ADHOMUKHA, XXX UTKSIPTA 3 ‘

HETg TeT frTT 4 [TET) el meTrRs |
iafeene oTTy PadogemeTTaler YT §i1 996 11
The héad vhich is bent down ig called
Adhomukha. Utkgipta is the position of

the head with face upwards.

I A, @R 1 20 a, Ta 1 3¢ p, W1 4cp, T
5¢ A, TG amOTT 1 6° 4, UTT 1 7+ 4 WWEWATWE |
g A, Ta | 9+, = ITaTYTET NTOUTKTERIHET |




| 'mﬁhquﬁ%*ahm3w‘r »
ﬁwaa‘w@anrmasmﬁw 11 997 13

Avanata Sira is employed in salutation, bashfullness,

sorrow, worry, distress and lokking at things placed

down. AN

%ﬁmmmm I
Eﬁraﬁ aaﬁ‘m"’ga §T 3§ ?-:ewcaa'sﬁ i35l 11 0% 1)

When the head is railsed to see those objects placed at

a & slight hieght or obaectg in the sky it is known as
Utksipta. |

LOLITA

gaéa’raﬁmﬁ’qf‘mr wTaf ey
Mmm 19,999 14

The head moving in all directions is Iolita. It is
used to express intoxication, erippling diseasé and

possession by evil spirits.

~

4, T4 20D, Pasal 1 3o AT 1 4 A W] -
5?KA. 'ﬁli'gﬂﬁﬂﬁaﬁﬁﬁ$' ‘ 6* A. D. lputtﬁhis Stanza before

. C e preceding one
De ﬁpﬁ‘ﬁﬂﬁﬁl’aﬁl 1 3, Per: 1 |

PN

S'ZD.fﬁﬂfﬂﬁﬁif I * Ayanata corresponds to Adhomukha.
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e ! wﬁmﬁm %Wﬁmnaa: N
e Tetar gieet T@° =1ed 7 #1adi® 11 1000 14
Ucchrita, Srasta, Ekanta, Samlagna and Iola are

five kinds of shoulder (movements) mentioned by
experts in.dance;and drama.

UCCHRITA, SRASTA, SAMLAGNA :

TR @ I RipciinH
aar‘ma’rs W%u: jerw ] gmermmag* 1 1001 I

The shoulders raieed out of exh11aration is called

Ucchrita, The shoalders that droop is called Srasta.
That which clings'is called Samlagna N

'

EKANTA, TLOLA :

3553’&51&#3?@3 Wy wrea: ahefday o
m%ga.gwra’ra’tﬁam‘r?w%mu 1002 11

Ralslng the shoulder in anger is calied
Ekanta. Moving the shoulder is knouwn
an Iola.

1eAs | 20 AEASET 1 3 ALY 4t Al T
5¢ L. g eche-GT 1 7o A"ﬁhg‘ﬂ?ﬁ'ﬁ ‘sTat
wiw TwlEaT 1D- 389 | 8+ D, UT | » Sarfgadeva

has in place of Samlééna used the wvord Karnalagna which

means touching the ears. Ch: VII: 326,
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UCCHRITA :

muaﬁm%aw%a?aﬁm' !
m%mm" v—a‘rm?a*m& 11 1003 11

According to experts &n Nagya, Ucechrita is
particulardy used to denote sneezing, pride and

great delight.

Srasta, Fkanta (

Yty W% u gefar gt we wgEa )
FFseyert =2 o0 fwTat PafR=al) 11 1004 11
Sraéta is used to indiéate tranquil mind,
intoxication, fainting and sorrow. Ekanta is

used (to denote) striking with a fist or lance.

LOLA

Wnﬁ?&aﬁaaﬁ;ﬁaﬁaaﬁai:

Lola is applied in playing on the hudukka,
Jaughter and in the dancing of the vitas.

~

e AT 2 AET 1 3% AH 4 A, TTTRTHIE |
5 ﬂ.ammn De Tgooos |

The usages of Samlaggna are missing.



CHEST ‘

a jar] g e ?aﬁwa"aammﬁra? " 1005 11
mﬁm%faaen :"q‘!a?apf

Abhugna, Nlrbhugna, Vyakampita, Utprasarita and
Sama are considered to be five kinds of chest

(movements).

A@HUGNA. NIRBHUGNA, VYAKAMPITA

W‘J“‘WTV&/‘ Pagd® §w Pesod 11 1006 11
b7 aweHTgE ETErREESTeE |

The back is elevated in Ebhugna. In Nirbhugna the

back is lowered Shakiné the chest is called
Vyakampita. .

7mmﬂﬁméa% u}a I 1007 11
?am"mfrrﬁsjaaarwaa
Abhugna Chest is used to indicate heart rendering

grief, cold, bashfulness, suffering, fear,

depression, fainting and sorrow.

I* A, aﬁﬁvp’: 20 4, &1 3 A.‘J?—"yl* 4 4, ST |
Se D, T A T g ATH ) 7 AYEHE
8. A. a ' 9’ Ap Q l' ’ ¢ .
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N x’ |
ey st g rrarPETsY 1 1008 11
e 52 u R 37!&2&8 ﬁxj'ra"mﬂ% i
Nirbhugna is used (to express) stupefacticn,

listening to pious words, truthfulness, cold,
desire, deceit, back pain and pride.

- UTZPRASARTIRA, SAMA
g @ g T FrawfaEtad 11 1009 11
m?taﬁ’ma#aﬁsaa‘i FAT 1

Utprasarita is used in taking a deep breath, suspending

breathing by closing the nostrils and mouth and for
looking at lofty smbjects. The (body) kept in

Sauggbava is Sama.

BELLY

em"’mg-a'g amt;rfﬁ-m'atn’aha THTILNY
ua’aq?édﬁza’mg’m&?aﬁr
Ks&ma, Khalla, Pﬁryax %iktaﬂpurna are four kinds

of belly movements prescribed by those well
versed in Natya.

n------ﬂﬂuu--ﬂu---"‘nﬂ‘--‘

b 4, ® 1 20 5, BC 1 3¢ D,gaa‘h}ﬁ: 40 4 9T
5¢ D, W1 6 A, ST Te 5 W) 8 p T

The usages of Vydkampita have not been stated.



st‘m KHALLA 3

W%‘wﬂwmﬁ WTESEATR> 11 1014 1

aﬁmsmﬁé’ugwﬁmﬁmﬁ] i
5trm’ma%m'a%ﬁwﬁvﬁvja 11012 11

The «Btomach slightly pushed in is Ksama, while in

Khalla the belly is pushed back. K§ama is used in
laughter. . Khalla is used to indicate hunger, and

poriraying vampire and Candika.

PURIA, REFOARURAK:
mnﬁ"m?mﬁﬁaﬁz

mﬁﬁmgﬁﬁﬁmﬁm INCIENT

Pur(rga belly is used-to portrady protuberant belly,
pregnancy, suspended breathing, dropsy and having

eaten heavily.

RIKT URH:

'°3m%?a§%(ﬁ&qﬁm jrardy aﬁaa )
ﬁwm@i’m&f’aﬁu 11004 1

According to experts in Naﬁcya, Biktap“ﬁrq.gﬁ.s used to

dentte breathing, deformity, anger and exhamstion.

I* A STHF | 20 p, &1 3* 4, T 1 - 4° D, Drops

i
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SIDES

aa'aw%amﬁafaaﬁanl
aus Yy ¢ Eﬂmamaqaﬁ TRCIERES

Nata,&mﬁata, Prasarita, Vivartida and Pras;k&

are five kinds of side movements.

i

Nata, Sgmunnata, Vivartits :

“Fofwwg o aa: |} TS W TR |
P v faT] Ty PaafdaeT gag 11 1016 11

Siightly bent sides~ is Nata, and raised is
Samunnata. Turning the hips obliquely is
described as Vivartita.

APASRTA
aaa'r:azia'r t{szs' a_T gmwa

The same movement with the back pushed in is called
' Prasrta . . '

NATA 3

m@*&*ﬁm&wm " oioI7 11
maf‘a%’raaw'aﬁm'aﬁ gatagfa: |

Nata side movement is used to denote approaching,
pilercing something down, looking at the side or

down and indicating fear.

.-“----'-ﬂ-.--“---“----'-.

ie A*W l. 2* D, drops this line 2

- Ze A‘mﬂo..m | 4 4, I 5 D. g’é i
# In place of Y9, it should be g
The definition of Prasarita is missing.
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SAMMNNATA : |
s dladsfmart 1 mﬁm{qﬁ FATII 1018 11
fgmrmwﬁ m'éza?w‘
Sammnata side (movement) is used (to 1nd1cate§ hitting
above, affliction from fire, rubbing the sides and
touehing the body'of the beloved.

PRASARITA 3 {

aaéwm‘amu‘f'ar’mna 11019 1)

Prasirita side (movement)nshould be used to indicate pulling wk
with both hands the things that are kept at a high
place and swimmiﬁg.

VIVARTITA APASRATA:

wﬁa[wa’m'3§8ﬁ'éafaaf‘aaq¢r§a" 311 1020 11
wﬁqmmamqw i

Vivartita is prescrlbed for turning and stretching

the limbs. According to the learned,ﬁpasgta is

performed in turning round and reteeating.

N‘-h-‘--“--~--Q----ﬂ----ﬂ--

1% A eé‘am‘n 22 A ¥ 3 ALY 4% A WTET
5¢ D. W ' ~ D.Q‘ﬁ | Te A. F’T i g8 A.3 |
9 A, F{‘ ] ) .
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i‘rﬂrf‘aqwra aaﬁ?aar-&'!?amﬁra i 302: i
FeThear ¥fa st qﬁamwﬁa"tféar )

Chinna, Vivyta, Becita, Jndolita and Udvahita are known
to be five kinds of hip movements.

PePwfler Po= Pagear ofwer B 11 1022 11
yewEPRTgET e ef@fdar 2 )

ey gafear s afe:d 1 1023 11
e e ecar sfeweTieaT war 4

Turniné obliqﬂely is Cﬁinna, Vivytta is moving (the hips).
Moving the hips with quivelng movement is called Recita.
The gentle and oblique movement of the hips is Andolita.
Raising the hips from side to side one after another is

consicdered to Be Udvahita.

CHINNA, VIVRTEA 3

wmwm—rasma 11024 11
qraTeteifatd g Pagtar sfefosad o

Chinna is used in Vakra khinays and contortions. For -

lodking down at the back Vivrtte hip movement is used.

I* 4, F‘et 2* A, a‘r:,: 3. D.&ET | “&-_?sA. 'a:m"t:
5e¢ D, ?a i 6* 4 BT 1} ;l" AeH | 8¢ Doiii I
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b3 q Wear ataT geRZaTEETAT 1 1025 1)
AT sTaTt jaf] et afe:® )
In dance, Becita is used to show gait of nunch backed,

dwarfs and lame persons, According to the learned

Zndolita should be used to show walking.

UDVAHITA 3 N ,
wFTT © gt Ty AerETatT 11 1026 1
FeThEaT yateaaT sfeafeafaTTea: |

N\ .
According ¥8 to Bke experts in Nagya, Udvahita is _

used “in the gait of strong persons, end in the

sportive gait of woren.

i

a5+ T wepT AT Paptsmtwn ARdE 11 1027 14

These are the characteristics,

names and usages of the Algas.

T ey WP WR W SR NS AR R S SB GR R AR W G AR A G OB TR S aB_ A5 Th W8 W

AT 20 A, WT 1 3 p, A1 40 p, 8
5¢ 2, FT i ’ ‘
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UPANGA

mck‘rga:i aafﬁr geqy fawter vl 1

The €haracteristics of all the Upaigas are

discussed in ‘detaile.

a?a?'ta'rqfa'err%amgaz qﬂma?aaramu 1028 11 -
aqerepEeT WA aeTy ¥ |

Utksipta, Patita, Rewkuki, BhrGkuti, Catura,

Ikuficita, Sphurita and Sahaja ( are seven kinds

of eyebrow movements ).

vwr:a’rqmrrf’wﬁ-aa'rs’aazs B 11 1029 11
qﬁwmmmﬁmmn

If one eyebrow or both eyebrowd are moved up,
it is called Utksipta and moving one or both

eyebrows down is Patitsa.

i

- R e ws A A W W W A W A6 U M AR AR W R B A OB SR SR AR W S W

aFE1 20 p, P 3 4 ¥
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m' gyeenTg fe: ar PPRy 11 1030 1
Raising the root of the e&ebrows is called Bhrukuti,

Raising the outer corners of the eyebrows to gether

ig known as Catura.

/

waT patality saaretafar 11 1031 1

@ wFot ST T JeRTEaAT |

If one or both (eyebrows) are arched, it is Nikufitha.
Quivering one eyebrown delicately is described as
Sphurita. ‘ .
PR Al RET FiFeTjar] seoamtaiad 11 1032 11
(Themé&ebgbws)<ké;t in the nor@ai position

is called Sazhaja. .

st eder TR Pafmint P
Thus, the characteristics of the eyebrows have

been spoken about. Their usages are now being .

mentioned,

M e G R W E G AR A A A AR G D GE AR W G W WR SR W W TR o e

b ARy 20 At 3c A &l 4e A ET
Se Aom' De m‘ 6’ Aom'

.

-~



Pemmfadtery Precsor s 9 11 1033 11
wzfmmwmﬁﬁ&

According to experts in Na;ya one beautlful
eyebrow is to be raised in deliberation,

anger, love and hearing closely.

aéuﬁﬁzﬁ?a‘ﬂﬁmﬁ 1 1034 11 |
sfer 8 gatwrs) gatet Pt 4t jobty o

According to the experts in the usages of
hrx eyebrows mf , both must be raised for
seeing things at a height, (and indicating)

happiness, astonishment and seeing afar.

w gt m‘mﬂmu{?q aT 11 1035 11

According to the learned in Abhinaya the beamtiful
Patita brows must always be used in laughter, in

act of smelling and in indicating disgust and envy.

134
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g lrafants 92 ﬁ@?’?&qﬁaﬁaﬁ 11036 11
mgumaaam qﬁwﬁwﬂ“gp’u

Bhrukuti brows should be ready to be used in
seeing a minute fissure, looking at the sun

and lightning and in excessive ahger.

TPt ohed atl ol wger 8w 1037 11
“wt =) gifad g% gl PR Fard wnf=mfawar |

In eroticism, gracefulness and pleasentness
Catura is used Nikuficita is used in Mottayita,
Kuttamita and Vilasa.

msmmmgﬁm& i 1038 11

According to the learned the beautifulk eyebrows
of Sphurita, should be used exactly in the

manner mentioned in the prec€gding verse.

- A ap @ wx W - - . - - A 4T as " e W W e ‘)‘ - awn e e W

tea WPI 1 204, §1 3ep, YH I 4e aF

5+ A, drops this line | 6°* 4, & |



TR TP 3 By §EaT T
The (Gwebroﬁs) devoid of Rasa, Abhinaya and
Bhava is considered to be Sahaja.

EYES
FT=AT SATA°ST %G ¥T@T 9 % 07T ST 11 1039 1)
aNEAT 7 TS AT hrewT W

waT TETRoaTaTSeY gseu; areEItET: 11 1040 1

Kanta, Bhayanaka, Misya, Karuna, Mosyw,
Adbhuta, Raudra,~VZ}a and Bhibatsa are known
as eight glances dependent on the Rasas.

SFATSAT PoR=a GETSET WTSLFAT |
I will now mention the eight glances

"dependent on Bhava.
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‘f‘ﬁmrwawa2§a'rga“r#r8 T ETRSRT 11 1041 11

$fwEr fafer 3 'mrﬁam'm Sm' n”

Snigdha, Hrsta, Krura, Dina, Dyrgpta, Bhayanvita,
Jugupsita and Vismita are glances depeﬁdent on
Sthayi bhiva.

Wammmmﬁmﬁr‘ 11 1042 11
TTPs-aaT 7 PaspoT> 9 FFETal eI 9 4

afreaT @ Pomat® 1 Tagwg fha‘sva?aa?éa'rs I 1043 11
auré"wwfamaar%wrﬁal |

PIICTT ATk 103PaeT A gSEa: 11 1044 11
sz“?am-a'ma Wamﬁws

s{z‘nya, Malina, Sranta, I janvita, GYani, Saﬁkita,
Visanna, Mukula, Kuficita, Abhitdpta, Jimhd, Lalita,
Vitarkita, Ardhamukula, Vibbrahta, Vipluta, -
Ekekara, Vikoéé, Trasta, and Madira. (these glances
are based on Seficdri bhavas). I have mentioned

thirty six glances, Wwhose freatures I will describe.

---’-uuwnn----m----un--------

gn,fmnaqsz‘rac 2¢ A."Fﬂ'ml D.ml

3¢ A, m; I 4* A, drops this @T 1| 5+ 4, UTT 1

o #i1 e p, feg

6 A« ®T | 7+ D.WT 1 8 D, 3T | 9+ p, aHHNET |
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ae'w’ afge=T ¥ Wsm? aFeaT 1l 1045 11
ST=aT giveeg TRRET-t Palwwad |

Iooking sidewards with the feeling of happiness,
delight and love, the K8nsa glance is used in

4.
Sambhoga S;ngara.

WG TATCT § T QENEEAT 11 1046 11

Bhay&naka glance has quivering and raised pupiis
and steady and raised eyelids. It is used to

create fear,

i

W T: gfvameT Payr=ar @G 11 1047 11
TET drse: gateaT @ wresifeT
The eyelids are éontracted successively and

the pupils are rolling in Hasya glance,

It is used to create laughter.

¥4, %1 .2 DEATSITI L 3o I 4°D, THI
5¢ 4, @f9 1 6 D,AT I 7o A @ 8 AFH I
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WEETERETET 8 TPAATedET RIT 11 1048 11
arTlarfatt dive: s aveleT @

Karuqa glance has dull and languid pupils, lowered
uﬁper eyelid and the glance is directed towards
the tip of the nose. It is used in the pathetie

sentiment,

I WM HTIT TR T@T 1) 1049 1)
The Adbhuta glance has slightly contracted eyelashes,

raised pupils and pleasingly opened corners. It

is used in (expressing) wonder.

St 1 oo TigET Palscarr jPweeg wwrd@T 11 1050 11
o dhve: watwamT W0 ¥ Pamert:
According to experts, the harsh, Cruel, reddened

Raudri glance with its raised and firm eyelids and pupils

should be used in furiéus sentirnent,

- W = e - - -~ - -— -" - e - - W =mw s - L] - A A e Ld

I~4A ¥ 2 D, EET1 3¢ a & p, PaaT
4 A § | 5¢ AT 1 © 6% D F 1 7o A Toesm
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grit PafaaT 2rear ToiT RA2ATET 11 1051 1

Viraglance has unsteady, expanded, radiant, and
majestic pupils in the middle and widely Qpened

look. It is prescribed for heroic sentiment.

?a*c-g?ﬂvam;ag'r:ar 5m°?asa§aam7 11052 14
oG qe T SreET S® PPy o

Bibhatsa hes the corners of the eyelids .
contracted, the pupils pointed towards the

nose and eyelashes lowered. It is used in
showing disguste.

TSTT IGET RRT ’eﬁm"aarswﬁms P 11 1053 11
?ﬁvég'“’ aﬁﬁ"r ”#wgre"rs r?anrawm i

beous, fully open, sweet and smillng pupils
filled with desire is called Snigdha glance.

The emotion of love is contained in it.

-“----—ﬂ‘ﬂ-‘---m‘ﬂ-,--n----

b 4, PO 1 20 4 RTH 30 p, WEREAT | 4e 4 A |
3 A.B;fl 6* D, Pog 1 7- D. ¥ wE@NT 1

g+ A, Wfa fafsmsad 1 9o A, T 1 100 A T
Ied, GPSCTNHE |



HRSTA ,

wTan P heme @ v PPSIT 11 dose 1
¥y FagPar qisc?éser 1@ Fapsd o

H§§§a glance has twinkling and tremulous pupils

moving inwards and contracting in laughter,

It is used in laughter.

L

Dina / ~
RFETTA-FRULT TG FeETET 11 1055 11
GETASYT FeeEwTIT ST STESTE )

Dina has the upper eye lid halfl closed and tremulous

and pupils slightly. concealed, tearful and moving

slovly. It is used in expressing sorrow.

KRUDDHA s

PrrTRENET w1 Hasig waraaT 11 1056 11
wia¥SFarigive: goT P Paefdad o

The glance which has xkmddy steady and raised

lids and harsh, immobile and ralsed pupils is
Kruddha. , It is used in anger.

141
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DEPTA 3

f‘aa'arrr' mgmw‘rrﬁa? 11057 1)
gse'r gfse: mmTzwammf‘ﬁ i

Drpta glance has steady pupils and the eyes are
well opened and radiant with good qualities.

It is"used to express zZeal.

BHAYANVITA :

Famﬁaqa’wmmm ' nosa T
frsgT=emeaT %ﬁ'z-ﬁmé qﬁm‘cﬁaarl
Bhayanvita glance has stretched eyelmds, pupils

tremulous in fear and the middle of the eyes

vacant. It is used in expressing fear. -

. JUGUPSITA 3 i
wgeaifeaa’ mamge gfee: fafemameat 11 1059 11
weqT Patatfer? ;Fm?'?& PfET |

Jugupsita glance has contracted eyelids, restrained

\

glance and lowered pupils expressing sorrow*.

.-‘------------‘--ﬁﬂ-‘~~n-“

Ie. -'c'tqap,: . 22DAGET | 34, AT 1 4 4, TFTH
D, TBT=A. 1 504, T U 6*D, IT | T+ p, YCTHTAT |
8* A. T} 9¢A, &T: | 10°D, MW |

¢

* TInstead of goc] 'Hgg?a' it should be G 'Drptal,

+ Jugupsita should express disgust and not sorrow.

/
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VISMITA :
T=Tm areTEE! mfaa‘rﬁz% i 1060 11
W’qi‘sa aﬂmm" Favﬂ?af‘marﬁun

The steady glance with pupils raised and absorbed
and both eyelids wide opened is called Vismita.

It is declared to be used in portraying wonder.

)

mm"sgharasz‘mﬁqm 3#3 TT: 11 1061 11

The eight glances based on Rasa and eight glances
based on Bhavam have ‘been individually

described.

GLANCES EXPRESSING TRANSITORY MOODS :
WYETRCH BRI L S GECHTSYAT |
Now the glances relating to Sanc&ri Bh3vas

are being mentioned.

£

Quu-h--n‘-u---uu--‘--—-—---u-
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SUNYA

Wamgmam&nﬁﬁam:n 1062 11
ry=aT gfse: ! emeaTar? ?aarg—argzm"azﬁmﬁn‘r:

When the pupils are without mdvement and steady
and they percieve external objects, it is called
éﬁhya glance. It is expressive of the tranZsitory
state of anxiety. ‘

MALTNA
m’m&—m PaPraafrTaaTesT 11 1063 X

ﬁﬁ*&méavﬁmwﬂt

The eyelashes are slightly bent and the pupils are slightly
visible in Malina. It is used in expressing detachement and

shage change of colour.

A

SRANTA

W PUTRIaHET aFT aPaaiTET 11 1064 11

sT=ar &rse: gatdeT smty e AT |

, T T .. : ,

Sranta glance has eyelids slack and curved and pupils

diminished and lowered. It is used to express’

fatigue.’

'&--u--uu-nu-nﬂo—--‘---n--0~

Jo s, PSCT 1 20 D,a‘rmim'«sﬂﬁmﬁw"ru
3ep, W1 4 p FgE™ 1 5 .p, FrTPU L
GO-A. a‘ Te. D,ﬁ' .
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LAJJITA

f’asﬁaaﬁaatrem'm afaated?qeT ¥ 4T 11 1065 11
aﬁmu‘naarwaaﬁma'r’afm sﬁa t

Lajjita has eyelashes slightly curved, upper

eyelid lowered and baehfuddy pupils bashfully

lowered. It is indicative of bashfulness.

GLANT

mmmmmfws’r‘a 11 1066 11
(Glani) has eyelids slack and tardy, used in

indicaﬁing fatigue.

S&NKITE

mmmﬁaﬁm‘r"wn _

mmmmwm&u 1067 i

The pupils raised, tremulous, slightly upwards and
alarmed is called Sankita glance., It is used in

portraying suspicion.

VISANNA : - '
ﬁmmmmw% PafsPTY 4
mfmmaﬁmm I't 1068 11

Visddini (Visanna) has slightly motionless pupils,
drooping corners, twinkling eyes drooping and

extended eyelids. It is used to express dejection.

k]

23 A.aﬁr I .2°D, éa 3¢ A, eé: 4* D,arrr?aar:
5¢ A, P¥Sera | p, ghmwRIL 6 p, FTIT |
7° D, @T | 8+ 4, uPwTi=wmT |



-Mukuls

wRTRrsereRaT s lgeitemar |
| qa‘rrtﬁﬁ-izaa'rw’af’wmm 1l 1069 11

Mukula has eyelashes tremulous and meeting at
the ends, the upper eyelids curved like a bud,
"and pupils charmingly lowered. It is used in

_*1ndicating faghance and happiness.
KUNCITA

“Wa&m SgrmarergeTiaT 1.
mmwmﬁﬁmﬁ T :o?o i
When the eyela&hes are sllghtly bent, along with -
the pupils and eyelids it is known as Khnc1ta
glance. It is used in denoting we*eyééigﬁt.

ABHITAPTA 3

ey a%faT] dhetre qgder
P arfemd? @ avaf <PseewET 11 o711
The Upapluta (4bhitapta) giance has slightly languid

puplls with fluttering eyelids.. It is employed in
expressing detachment and distress. \

x»A.afn 2+ a, Ba rmwrrs 4e A.f‘&ﬁu
5¢ D, AT | 6*D. W1 Te 4, YaTdW
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-.'IIMHA«
Wmﬂﬂﬁl
| paTAT PUERT 9 Pawma'rg T ga?ars G 11 jo72 ¥

" Jimha has drooping and bent eyelids and hidden
pupils cast oblquely, harshly and slyly. It -

is used'in expreésing envys

LALITA 3
Wmmamuu
‘Maﬁa‘rqfw gzgm%rn 3073::

Lalita glance has corners of the x eyes slightly.
contracted, and is charming, passionate and ‘
géntly smiling. . It is used to express amorous

dalliﬁance.

VITARK
ﬁﬁ%%mamm: |
"&r‘fmmq?sa‘ wTa §5l f‘aa%qf“aa%a‘r 1 1074 1)

When both the eyelids are spread out and likewise when
the pupils are expanded\with wide opened downward
glance, it is Vitarkita. It is used to express
deliberation. . '

qo,Aea’fl 20A.afaﬁn 30D.;ﬁ£é: z.oA.m'c
mﬁ%qmmn |
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ARDHAMUKULA ¢ :14_
mamﬁ%\ e
n*—ammww 1 3075 n

Ardhamukula has half opened pupils and eyelids like

a half opened bud. According to the learned it is’

used in indicating enjoyment of fragrance, touch and taste.

VIBHRANTA 3

baregeT? STIT PagET TAN PRL I
ara M" nra? %wra‘rgf‘seﬁﬁm ' 1076 11

Vibhranta glance has mov1ng eyellds and pupils and the
centre of the eyes is vaccant. It is used in expressing

agitati?&isapprehension, and perplexity.

VIPLUTA 3 t
gETT) T %mrrf‘a%‘m‘?"r—am 1
ammmﬁﬁnwm"maﬁa 1077 11

Vipluta has quivering and firm eyelids and quickly
moving pupils; It is used in denoting unsteadiness,

insanity, grief and death.

- " A% ep " A € & S A8 W or G W OF G W Ch GE M WD W W A A W e .

l?,A.al 2+ 4, CTITEE | SoA.‘tTf"aq-?rrf‘aqamu,
4* D, TMI 5+ D, NI | 6° m‘aqﬁca T |
7ep, GIGATGT | 8 A GTT | p, WT 1 00 4, W |
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gl vy Ty ~m°f“=#ﬁrr°rl
q&;arfqea'maamawrwa‘ru xo'za 1

When the cormers of thq_eyelids ‘contract and meet,
eyes twinkle and pupils are turned round fepeatedly

it is known as (&) kekara in the world.

VIKOSA :

?wﬁm,sz‘aﬁwﬁaﬁa'ry .
WWWZWZ"H 1079 11

When both the eyelids are kept opened and are
unblinking and the pupils move, it is VikoSa. It is
used in:aicating Bibboka, impatience and pride.

8
TRASTA

‘oo JesTrrenf] mq?szmu‘ﬁ-mf‘wamm '
gmwammm% It 1080 11

Trasta glance has raised eyelids'and pupils moving
about in the centre of wide opened eyes. It is

used in showing timidity.

jo 4, “TTIT W IHGT B ISCT | 20 p, T PaIS
3 D, AT | 4* D, EAHI | 5+ D, AT |
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MADIRA : |

gPscfdatamlyT=r ewrear gpfareat? 4
w1 PaalemmaT gTe Faar @t =X 11 1081 1

The glance with wide opéned corners, rolling pupils

and wide outer corners is Madira. It is employed

in depicting Taruna (Light) intoxication.

mfsﬁaaaaﬁvfaaﬁ'm ’

W%ﬂﬁmﬂwmﬁé 1 IC;82 .

When the pupils and eyelids are tremulous and the

glance a llttle unsteady, it is Madira. According

to experts in glances this is to be used in Madhya
(moderate) intoxication.

ErfaTerraeT Weatwand # 11 1083 114

Sometimes unblinking and sometimes blinking the

lowered glance is called Madira. It is used in

Adhama ( base ) intexication.

1
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Thirty six glances have been spoken of,with theirﬁ~‘*&ﬁ:mﬂ*f/ff
usages and characteristics by Bhiilokamalladeva, the )

emperor and intellectual.

NOSE

T "= ﬁqmasﬁwgmsaf‘aqﬁ‘rmu 4
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According to experts Nata, Manda ’ Vik{gga, &occhavasa,

Vikﬁ@ita and Sgabhaviki are six kinds of nose movements.

NATA 3

arsPirTaseqeT fwT aferr ST |
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The nose with nostrils pressed excessivély is called
Nata. It is used to denote destroying and

weeping.

l*fD.?fglq 20 A, ¥TT | 3°D, AT 1 4° D, UTT §
5¢ A, @ | 6+ 4, @ WTETA | 7+ D, SEfarir )
8¢ A ﬁ: 9¢ D, WT 1 tos 4, 3P
II*D. ®WTG | * Instead of¥<t should be, d&T ,
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The nose with slightly pressed nostrils is known
as Manda. According to the wise it should be

used in indlcating detachement, anxiety and sorrow.

VIKRSTA 3

'..

'WWWW: ,
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The nose with extremely dilated nostrils is known
_as Vikg§§a. It should be used in indicating
anger, happingss, desife‘and breathing heavily.

SORHVASA '3

st<grar a7 T wngia wainl FeeET
st qr?wr-e’d’mra‘mfgrs% q g 11 1089 11

Sotthvasa is the name for that nose which has
slightly crooked nostrils. It is used in \

expressing dejection, smelling fragrance and

taking a deep breath.
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VIKONITA : - -
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The nose which has nostrils pressed’is called
Vikunita. Tt is used to express anguish and

laughter according to those who know its usages.
SVABHAVIKT :

PapToeleaT &PoTT SsfreararfadT T )
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The nose that is devoid of any contortions and which
is natural is Svibhaviki. According to experts it
should be use& fbrApurposes other than those

mentioned above.,

) CHEEKS
art SegerqUTT 9 abwa gftwa: W 1
L1 WTGMM&&TPHHM 11 1092 11
Kgama,-Utﬁuila, Pﬁ%ga;‘Khmpi£a, KﬁﬁcitaAand
Sama are six kinds of éheek movements that are

mentioned, whose festures I will describe,

LW mp MM MR s AR W Em AR NG AR a R W R UR W M R AR W A - WE e W W
- . i

I* 4, drops this stanza. . 2* D, drops this . CLERER
Zea, WT1 4cp, AT | 50, wopli | 6 p, & |
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Ksama is known to be the depressed cheek., It is
usedxindicating sorrow. Utphulla is ‘the fully blown

cheek. It is used in depicting happiness.

PUBNA KAMPITA

wt: m’r%nzmr%a3?=amﬁl .
"#ra a?w‘a?f’w‘rﬁ'qaﬁ"aqwa ' 109 11

Purga is known to be the raised cheek. It is used in
expressing wonder. Kampita is the throbbing cheek.
It is used in expressing horripﬂation, anger and Joy.

ko, sama s
wg"rﬁaa S "-anﬁawﬁ“’ At
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Khncita is the contracted cheek., It is used in
denoting chill due to touch, fear and feaver. Sama
is the natural cheek. It is used for purposes

other than those mentloned earller.

1* A, drops this line. 2+ p, AT 1 3+, ¥®i
4 A, 'FFFTH ! 5¢ D, 1'3 i 6* A, ﬁ,l This reading Im been use
7D, afPE gAY | 4 watwd 1 8e ;. aPE, gfem
9¢ B, WTYYIT 1 4 @TwBg 1 100 4, ¥T 1 tiep, a“r I
Doy WS 1 420 A T }‘
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LIPS .
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Mukule, Kinita, 'Udvpttz;, Recita, Kampita, Ayata,
Samdasta, Vikasl; Prasarita and Niglhita are names
of eiéht 1lip movements. Their characteristics and

usages relating to Nitya and Abhinaya will be described.
MUKULA : )

Prsar =t Fafeat!0 atsot et oPeifdat o
s T | 2giet Pafwbremtia: 11 1098 11

Opening and closing the lips is known as Mukula.
It is intended to be used in blowing, kissing

and expressing in sorrow,

KUNITA 3

et Pedmgt gfeTjafeT] ot et g
S T ey Parry! PRt 11 109 1

Mukula movement made obliquely is called Kunita by the
learned. It is intended to be used in expressing .

impatience and weeping of women.
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12+ D. Eﬁﬁg/! - 13* 'D. adds the following here.
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When the lips are pressed together and drawn

up to touch the nose, it is Udvrita.

AYATA 3

maquﬁurwm

If the lips in contact wluh each other are stretched

at the corners it is known as Ayata. ' It is used in‘§miiing,
SAMDASTA 3
pallioos

&t ikgm%a—% :6 m’w:** agtEa: 11 1101 1
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The lips that are bitten by the teeth is known

Samdasta. It is used in portZraying anger and love play.

VIKASI

Jeduge waﬁ" zsﬁr;“’ sﬂa 11102 11
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Vikasi is that in which the teeth of the upper row are
visible. It is used when beholding_the bel&ved and

in laughter,
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4o A.TYEWT 1 20 4. FT 1 3¢ D. B | 4° A drops
‘th;i.s stanza. _ - 5 D, ¢¥ 3@ garfeat | 6* D. &4 |
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Opening apart of the @ lower lip is described as

Prassrita. It is used in painting the lips and

for looking into the mouth.

NIGUHITA ;-

mﬁmwmmm TRILNL
TR get 7 st wharitet 1
Drawing both the 1lips into the mouth is Niguhita.

According to the experts it is used to show

grief and sorrowve.

- wwse?® ity mvﬁaa?’mm I 1105 11
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‘The names, features and usages of teqkznds of lip.
movements have been described by Bhiilokamalladeva,

vanquisher of foes and wrestler of the earth.
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Vyadhir, Sithila, Vakra, Samhata y Calasamhata ,
Pracala, Prasphura §aw and Iola are eight kinds

of jaw movements.

VYADHIH

Wu‘ms'ﬂgﬁ‘aqar gmwﬂmw 1107 11
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Vyadhir is the open jaw. It is used to show Yawning,

talking, vommitting and throwing heavy aobjects.
SITHILA 3 : ;

TSI T FOTRURT &=y 11 1108 11
. Py e ST @%ﬁmﬁ |
When the jaw is slipped cicwn by one angula 1{3 is

called Sithila. It is used to indicate sleeping,
eating, fatigue and seeing wonderful things.
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If the jaw is pushed obliquely it is Vakra. It is
used to denote affliction and possession by

planets.,
SAMHATA

%ﬁ%maﬁmﬁs

The jaws touching each other 1s Samhata. It is

used in portraying silence and‘stupefaction.

CALAS AMHATAS |

Safemr Pafrar ot 9y @SR 11 1010 11
TR 53 atET SaTEEET |

When the (lower) jaw attached (to the upper jaw) moves
ib is called Calasamhata. It is used in indicating
enjoyment with women, eating mouthfuls and the old,

chewing betel.
PRACALAs

Wﬁm&aﬁwm TITTNY
mmmma&ﬁ;

Opening and closing the jaws frequently is called
Pracala., It is used in depicting anger, speech and

chewing ééqkuli (a kind of baked cake).

1D, TTIf&N 1 20D, WT 1 3¢ R AT 1 4° 4, GFe@T |
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PRASPHURA 160
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Prashufa is moving the jaw fast and opening it a

little. Acconding to the learned it is used in
expressing cold and. fever with cold fits.

LOLA 3 ‘ .
PetiggafvaT aoamtor ATaT=d €6 11 113 1
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Accordlng to the learned the Oblique movement of -
the jaw is cal:}_ed Iola. It is used to denote
chewing the cud and turning food in the mouth.

TEETH

"m{'-'rr ETUSTING ST SRUTTEIT 11 (114 11
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According to the wise Mardana, Khaz}@.ana’,
Kartena, Dharana and I\Ii§kar§%a: are the

fiw}e kinds of teeth movements.
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I* 4, BT 1 2% 4, m:';' 3¢ A, drops this stanza.
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Grinding the teeth is Mardana. It is used to
portray ‘eating of nuts, betel leaves and

cakes.

KHANDANA

%WW mmmw TRIIRI
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According to experts, cutting with the teeth
is called Khaqqana. It is used to express -

biting of betel leaves and moderstely damp food.

KARTANA

mm a-‘-ﬁi%rm‘aﬁﬂhﬁa TRITEaY
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Pressing with the large teeth .is Kartana. It is
used to express eating sugar cane and holding

a bone.

o 5, WG p, WIT 1. 2v4, de=T: yrET §AT arwT
- ParTI@ 1 3¢D, @1 4+ p, &1 5° p, PeaTRET I
6° A, —?-rqu I D.éan'c 7+ A, drops these five lines.

S



NISKARSAA
Tl g TR jqafeT: "8{?43@'1‘!‘ 11 1118 11
W‘?aﬁmmaﬁmn@fzﬁ;ﬁ |

Having the tgeth in the normal manner and slightly
raising it, is Nigkarsana. It is used to denote

cleaningg the)teeth and- crying of monkeys.

DHABANA
mﬁm&m mmmﬁm TRIICERE
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Holding something between the & teeth is called
Dharana by experts. It is used to indicate biting

the finger in fear and sucking grass etc.

TONGUE 3
' 'maﬁ‘rwa?ﬁrsﬁ—waaig ?amnn 1120 11
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I will deécribe five kinds of tongue movements.
They are Rijvi, Vakra, Nata, Lola and

Pronnata.
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RIJVI :
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Rijvi is stretching the tongue out of the open mouth.
It is ﬁsed in scraping the tongue, licking with the
fongue and indicating fatigue of wild beasts.

VAKRA 5 - N

W%Mﬁsﬁ‘rf‘q‘rm gate @ 11 1122 11
styaTie ¥ surggsea wrt

The tongue licking the corners of the mouth
is Vakra. It is used to portray anger and

eating fried food.
NATA

T - PogT WA RvEEIET 11 1123 1)
&x® emprerT® atwm 109 weTa

The tongue touching the chin is declared to be
Nata by the learned. It is used to denote,
feeling brubsed lower lips and showing the

" inside of the mouth.
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LOLA : '
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The tongue'moving inside the mouth is Iola. It
is used to denote rocking the child in a
cradle and falling.

- PRONNATA s

Waﬁwﬁ'@frm‘jg‘n i 1125 i
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According to the wiqe the tongue directed towards
the nose is Pronnata. It is used in portraying

fatigue, emaciation and fear.

FACIAL COLOUR
Wewd g AfeAlE o TATH@E 9 11 1126 1

wwrerT 083 sfumraE gfa 1

Sahaja, Prasanna, Rakta and Sya3ma are four kinds

of facial -colours used in Abhinaya.

1o o4, SET 1 20, TETGETHR 1 30 4, W
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weat Pwlar: @Tgw: mfsa YRIC AT
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Sahaja is ones own colo;zr, Prasanna is the bright

/
colour, Rakta is the red shade and Syama is the blue colour

weat faf=miaasa: wimTh gfa 11 1128 11
SupTh ° TRy T TETHETT T o
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Sahaja is used in portray:mg natural conditions, Syama

is used for depicting the Bhay&naka and 33;bhatsa sentiments,
Prasanna is used in ‘S/ri’fxg?a‘ra.,H?a‘sya and Adbhuta sentiments
and Rakta is prescribed for .V:fra, Raudra and Karupa

sentiments as well as intoxication.

mﬂaﬁzﬂﬁm&mﬁhﬁe 1130 11
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I have mentioned the names, features, usages etec. of the
Upangas. Now, I will describe the Pratyafigas in
detail., |

1*4, S®TET | 2° D, AT | 3* A, drops this line

here and takes it after ... STVCIEG0RD THETE IR ST
q 1 4* D, gives the line Wﬂ"ﬁa’iﬁaﬁﬁai‘ter this line.

5e A, lf i 6° A, ,.W 1 7¢ D. takes this line two
lines ébove. ‘ 8+D. 3 9 D."fafﬁ;a [



PRATYANGAS . 166
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Sarala, Pronnata, Nyanca, Kuncita, Lalita, Lolita
Calita and Paravptta are eight kinds of arm

movements.
SARALA 3

e UTrdat arefy weeitje: | wraefE 11 1132 I
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Stretching the hands in fmont and at the sides is
®

called Sarala. It is used in imitating wings,

measuring, (beight & length) trembling and embracing.

PBONNATA

%éea T g 7“*%“8%8% TIRIE:R]
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Stretching the arms up is Prornata. It is used to
express stretching the limbs, gathering fruits etec. .
and reaching for'kﬂgk things kept at height.

l* D, ¥81 204, "1 3°4, &1 4% A drops this Wil
5* D, W1 6% A efgEITTal 1 7 A, # 1 8¢ D, HTE |
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Stretching the arms down is ﬁyaﬁcita,i It is used in
pounding the ground, indicating fatigue, sorrow,

intoxication, infatuation and stupefaction.

Khncmtg
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KuBcita is moving the arm which has elbow bent and

" pointed., It is used to denote wielding weapons,

striking, drinking and eating.

LALITA

=P wrey wihwa: 0 § ETETEIR A 11 1136 11
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I:B the arm is &ightly 1owered 1t is Lalita. It is
used to denote wearing a necklace, praising,

begging and swimming.
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i+ p, FRIATPAT®TeT TR | 2° D, drops this stanza.
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Sw1ng1ng the arms is Inlita. It is used to indicate
crying of a child, dancing, the effect of scorpion

bite and churning butter.
CALITA :

wfra; Ot Jafom: e w934 11 1138 11
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Turning and moving the elbows is called Calita,

It is used to portray brandishing a sword and

freeing ones hand from some grip. -

PARAVARTTA 3
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The arm reaching at the back is Paravrtta. It is
used to show taking an arrow (from the quiver)

betel
binding the hair and recieving&leaves.
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. I will mention four kinds of wrist movements called

Axuficita, Nikuficita ’ Q?amlta and Sama.

&rgfajafajat sPeds: atsyard® Pl 11 nar 0
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The wrist that is bent and moves outwards is Akufcita.
It is usgd to drive away, Moving the wiist round is
called B}émapa; It is used 4n brendishing a sword.
The firm wrist is Sama which is used in holding a book.

Thgse are the characteristics of the arms and wrists.

TN
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I will now speak of Asamhata, Sa@hata and N{tta 
Hastas.
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5+ D, argal sfeag@wd | e* D, IH 1 7¢ A, drops this

and up to . ¥ag § gTEEl  of the next line.
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end.
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Patzka, Hamsapaksa, Caéura, Phana, Ardhacandra,
Mrégira, Tripataka, Kartarimukha, Padmakosa, .
Arala, Sukatunda, Kangula, Alapadma, Urnanabha,
Mukula, Hamsav akira., E{‘ramara, Sa{nc;gsgsa, Tamraciida,
Musti, Sikhara, Kapittha,KHatikivalira and
Sucimukha are said to be twenty four Asamhata

hastas.
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I will speak of thirteen Samhata; Hastase.
They are An;al;, Kapota, Karkaga,‘Svastika,kkaﬁakévardhana,
Utsanga, Nisadha, Dola, Pugpaputa, Makara, Gajadanmta,

Avahittha and Vardhaména.
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I will ﬁame twenty seven Nrita Hastas.  They are
Caturdra, Udvrtta, Talamukha, Swastika, Viprakirna,
Arélakhé;akémukha,’3widhavaktra, Sucyasya, Recita,
Ardharecita, Uttanavancita, Pallava, Nitamba, Keéabandha;
Lata, Karihasta, Pakgavaficita, Paksépradyotaka, | ’
Garudapaksa, Dandapaksa, Urdhvamandalin, Parsaamandalin,
Vaksamandalin, ﬂruhparsvardhamandalln,Zévastlka,

Nallnlpadmakosa, Alkpallava and Ulbapa.
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The Asamhata, Samhata and Nrtta Hastas are said to be

sixty four hand movements to be used in Napya and

Abhinaya. "SINGLE HAND POSES
PATAKA
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The hand with the fingers held close and erect and the
thumb placed at the base of the index finger thus -
_adhering to it, is known as Ehtéka. To indicate
cutting, pride, rubbing the arms, extreme joy, warding
of the creeper, the Pataka‘B&nd‘should have fingers '
close togeﬁher, ‘ _ 3
The Patgka hand must have fingers held apart to
denote seperating and pushing the hair away, heat from
fire, and giving protection against fear. The fingers
of the Pataka hand are erect and shaken neér the hips

to indicate negation. To indicaté rain and shower of

flowefs it must be held with face downwards.

HAMSAPAKSA 3
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If the 1ittle fingger of the Pat@ka hand is stretched
upwards, it is known as Ha@sapak§a. According to the
learned, it is to be used to indicate applying of
- cosmetics, binding the hair at the top of the head

and receiving donation etc.
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If the thumb of the Hamsapakga hand touches the base
of the middle finger, the hand is called Catura.
Catura is used by ingenious people to indicate

hearing, smallness, doubt and Veda chanting.
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When the Pataka hand is cupped, it is known as
Phaqa,‘»It must face upwarés to porteay sprinkling,
giving water and consecrating. It’must face
downwards for stroking and indlcating hunchbacked
persons and the like. According to expertsin hand
4 dencte

pcses/Protection, consolation and movement of the

snake, the Phapa hand must be kept erect.
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If from the serpant face like handKPhaga), the & thumb is
‘turned out, the hand is called Ardhacandra. According.to
the learned this hand which resembles the cresent

mobn, should face downwérds to depict sweeping, agitation .
and for supporting the hips, It should be £ lifted up
without restraint and face upwards to express astonishment

and to indicate the moon.
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If the little finger and theé thumb of the Sarpadira
hand are lifted upwards, the hand is M@ggéira. It must
face downwards to indiqate removing sweeat, calling
somebodyz and seeing the dagzling light in front.
Mygaéira hand must face upwards to denote throwing  the

dice and applying red lac~dye or colour to the feet.
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Ir the thumb and all the fingers are seperated and bent
forwards, it is ﬁnown as Padmakoda. According to the
learned the Padmakosa hand pose can faceeither upwards or .
downwards to denote collectlng woodapple and bilva

frﬂmt, hands of children and downcast face .

lea, M1 204, T4 3%, d 1 4ep T
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If the index finger from the Padmakoda hand is stretched
~then the hand is called Ardla, by the wise. Ar@la is
used to express benediction, painting, holding an:. umbrella

gﬁd égﬁgjé*and watching with asﬁonishmeny. _
A4 GaT PT WTETTeET J@T 11 178 1)
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If the ring‘finger of the Arala hand is bent the hand

/ \
is éukatugga. Sukatunda is used to denote §aying 'no!

blaying dice, iam gambling and censuring with contempt.
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* The descriptions of Ardla and Sukatunda in the Manasollasa
are different from their description given in the Natyabsstra,
Abhinayadarpana, Sangitaratndkarad and other texts. It is
. quite possible that there might have been a mistake in

- compilation. - Instead of stretching the index finger, it
should be streetching the fingers other than the index finger.
The pose of Sukatunda hand would then be different but no
change is needed in the sloka, describing Sukatunda.
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If the thumb, index finger, and middle finger are held
apart from each gther, and the ring finger is bent and
the little finger raised, it is Kidnglla. It is used to
depict small fruits and other small things as wékl as

caressing the chin of children.
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If from the.miédle of the palm, the fingers move out
on the sides and are scattered with the middle finger
controlling the course it is Alapadma. The learned say
that Alapadma shofild be used to depiét self praiée,-
saying No? asking ' Who are you ?, and making

nonsensical utterances.
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If the fingers including the thumb of the Padmakosa

TRUANZBHA : ‘ R , 179

i

hand are bent the hand is regarded as ﬁrganébha,
Urnansbhe is known to express sgizing gold etc.,
depicting lion and tiger and scratching the head.

t
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If the thumb touches the tips of the oﬁhex fingers
resembling the plantain flower, the hand is Mukulez.
To indicate counting'gold\coins Mukula. must be shown
obliguely upﬁards. To express wgrshipping_GQq and

offering oblations, the Mukula must face downwards.
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HAMSAMUKHA
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If the little finger and ring finger of the Mukula are
released, raised and bent, the hand is Hamsamukha.
According to the learned to denote smaxx soft small,
and delicate things the Hamsavaktra hand must be
guivered and it must}?irm to express smelling flowers.

BHRAMARA ¢
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If the ring finger and little finger of the Mukula hand

are stretched upwards and the index finger is curved,
the hend is Bhramara. It is used’fcr holding flowers
with long stalks, and indicating earrings made of
palm ieaf {talapatra), as well as plucking out a thorn

etc.
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| If the thumb and index finger of the Arala hand move %o
meet at the tips and the middle of the palm is made -
slightly hodlow, then that is called Samdamas

It is of three kinds-Agraja, Mukhaja, and Parzsvaja whose

features are respectively pointing forwards, pointing
to-wards the face and pointing sidewards.
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’ Agra,}a Samdamsa should be used to denot removing-a thorn,
and plucking small flowers and the like, For saying 'Fie

upon you' in anger, purifying the yaghasitra, powdering
camphor etc. and to taking betel leaves the Péré&a .
Saqldatys’aka hand must be used. (To i’ndicafce) painting,
shaping the eyebrows, ~t»astn‘.m;_z the quality of pearls and
painting the dye’s, Mukha Sarqdargé’a hand must be turned

(towards the face.)

‘I'D.a‘FSEEFTI 2¢p, T | 3°4, rran'.n,. ,
4* A, "’i&af | * From the description of Samdamsa, it
is clear that in the Aré'la hand, the indefinger is bent

and not stretcred.
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When the index finger of the Mukula (hand pdse)

is raised up and curved at the tip and the ring finger
and little finger rest on the palm, the hand (pose)
is'fﬁ@raﬁﬁ?;(&o denote) inspiring confidence in a
child, hastening, for snapping the fingers with a

sound, Yawring and depicting a king, Tagractida hand is usdd.
NUSTI
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When all the fingers rest in the middle of
the palm and whether the thumb is pressed over

" them or rests beneath the fingers, the hand is
called Mﬁg?i.

3* D. drops this stanza.
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‘According to experts 1n.Ya§ya, the Mu§§i, with the

thumb pressing over it, is used to (indicate) ranning,
attacking, pierding and wielding a sw&rd and bow (To. ‘
indicate) milking,wredling and hitting the sides, the Mug@i
must have the thumb inside. Thus there are two

kinds of Musti(handﬁose)
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When the thumb of tﬁeymngﬁi hand, is raised up erectly .
the hand is called éﬁkﬁara. I will describe its usages,
The Sikhara hand is used to indicate, sounding the
bell, pressing of likmbs, releasing the sp€ar and

Javelln, and holdlng the bridle or reins.
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If the index finger of the 3ikhara hand presses over
its thumb in a curve, it is the Kapittha hand. The
Kapittha hend is used (to indicate) mixing, speaking,
hurling the disc and handling the missile and the
seal,
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When the hent ring finger and little finger of the
Kapittha hand are both raised.simultaneously it is
Khatikamukha. KhatikZmukhe is used (to indicate)
holding an umbrella, chowrie, lance and mirror, and

pulling the hair.
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Wheﬁ only ﬁhe index_finéer of the Musii hand (pose) is
stretched the hand is Stcimukhs. Vakra, Kampa and Prasarits
(are its varieties). _ - -

In wielding weapons and in crying Vakra (benﬁ) Suel is be
used. JFor pointing and threatening, the Prasarita (stretched)
Suel hand is to be used. For (scratching the ears, turining the

wheel, saingwelldewe and jumping, Kampa(quivering) Sucimukha
hand is to be used.

COMBINED HAND GESTURES
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According to the learned, the thumb and palm of two erect
Sarpadira hands meeting at the base of the thumb and metacarpus
is the A¥jali hand®. It 1s used in Salutation to the Gods

~ and Preceptors.
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10 Ae iﬁf P * This,déécriptian is_given for Kapatha in the
Nagyaééstra, Abhinayadarpana Sangitaratinékara and other texts.
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When the Pataka hands face each other and their palms and
fingers are pressed together the hand is kpown as thgta .
It is used to denote a&dressing preceptors;modesty,
humility, happiness, speaking to elders and cracking the

fingers.

KARKAfA :
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The fingers 1nter1aced in the middle of the palm with
Karkata.

fingers inside or outside, is known aq‘nﬂihe fingers

should be inside to denote anxiety. To indicate yawning

after having slept, blowing the conch and to express wonder

the Karkata shouid\have fingers outside.

I* D, @ | 2¢ D, T 3 4, AT A 4e.p, @I
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* This definition of Kapota corrésponds “to the #mimkiom
definition of iRjali-as rendered in Né%yaSastra,
Abhznayadarpana, Sangitaratnakara etc.
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Two Arala hands facing upwards and joined at the wrists
is called Svastika, It is said to be used for denoting
crows and the like (birds), ?&$5en the Svastika is
seperated it is used to indicate vast and elevated
gtretches as the sky. |
KHATAKAVARDHAMANAKA :
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When Khateka&mukha hands facmng each other are held close
together, it is called Khagakawardhamanaka by the 1earned,
Khatakdvardham@naka is used to dendte decerating and

adorning, stringing flowers and speaking truthfully.

I* 4,3 | D.3 | 2-33-‘{6;1 3'D, Feett 1 4 4 @&T

5+ A.qg wrrfaetay 10 9 TaamleTw@g | 6 4. T
D. <y | . 7eD. W1 8e AD.®j1 9 4 Pu

io® Dva I e D.OuTTH



UIsaN@s ‘ 188

s} gar Tw)? Mwm% noagzr

-

aftqa g R g s WTRRET AT |
oS e 7 1Y § rAbarhRtEfT 1 1 1222 e
seTay @ sl wNvTT gege T Pafwead |

ZWhen Sarpaéira hands are kept in Svastika position and
shoulders are turned in, the hand pose is Utsafhga.

Utsanga is used to indicate embrace, anger, cold and

bashfulness of women,

NISADHA 3

Mmm"gamgm,,. D1 1223 1
Pt Pt Oedy =Tw wemerTITEN: 1 |

wgeTR @ PRt g a@inrt 10 1224 1 -
Pt ! st Prrrtamrant!2 Fis! Pt s edfen | \

When the Kapittha hand encircules the Mukula hand it is

" known by the name of Niquha,~by those learned in the
hand poses. = According to thoseé learned in Natya, ‘
Nisadha is used to (show) collecting, cutting, indicating
time, speaking the truth and relief from Suffering.
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If the Pataka hands hang simply and losely the hand
pose is known as Dola. Accroding to the learned the
Dola hand pose is used to indicate fatigue, dejection,

fainting, intoxication, sorrow, fear and the like.
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When the 51des of the little fingers of the Sarpafira
hands are joined together ‘the hand pose is called

Pu§pava§a by the experts. Pu§pava§a is used to signify .

offering of flowers, grains, water and the like, begging -

and offering libations to God.
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The hand pose with wrisi;é joined in front and patake hands
facing away from each other is called Makara. If the
fingers of the same Makara (hand pose) are raised and
separated it is used to portray a full bloomed lotus.

If the hands of the same Makara (hand pose) are seperated
and placed obliquely, it is used to denote sglutation of a

child and imperfect things.
GAJADANTA 3
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When éarpasira hénds with elbous bent touch the sides, the
hand pose is Gajadanta. Gajadanta hand pose should be
used to indicate walking dowen, holding ladies and

children and pulling ?ocks.
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rr-‘iw‘rzsn" W:m’r 3 | -
SemtaTa T ahavos faeart 11 1235 1)

Fafevrit Prateasd: ot aoTsifad: |

When t&6‘éukatuqqa‘hands are plac;d facing the chest

and then gra@uallyAmade to faC? down, the hand is Avahittha.
According to experts in hand movements, Avahip%ha is used
to indicate the breast of a beautiful woman and in
depicting eagerness. ,

VARDHAMANA :

g jg) et} avmat Parm%f 11236 11
SereaTdE TR ® fafeed 1 S

; The Mré?irga hanQS‘tﬁrned awéy from each other 1s called -
Vardhamana. It is used to denoteopening the doors,

windows étc.

i, \

TIEET T §TeT ATwema T ¢ 11 1237 1
FRoTwTy yaea A quEaIR T 1

I have spoken of the names, features and usages of Jjoint
hand gestures,I will (now) describe Nrtta hastas in the

manner spoken earlier.

WP GE GE R O ER AR Sn an G S S AR MR s W W N G e AR AR e A G e W e

le i, @TAAT 1 204, B F@p, W1 30, ATEPEEIC |
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NRTTA HAND POSES . o
CATURASRA : 192

VasergeapT=aet 2 ot g aen: ETeFTHETY 11 1238 1)
3Wmmﬁ*mmﬂ

Khagakampkha hands fa01ng away and placed at a distance
of eight inches from the chest with shoulders," elbows,

and hands in the same level, is €aturasra.
UDVHETA ' .

Tl 78T TET 5@1’%‘—& am'q—aa'mgaaz 1239 11
bgggarrafa faiaT aem: qren ﬁeﬁ? I

When Hamdsapaksa hands are waved like a palmvleaf, in front

of the chest, it is known as mmd Udvrtta.

TALAMUKHA

Sta: ot Tt Pt Tt 1240 i1
Emaif’au‘laﬁg%mmqa'nfa?al

When two Hamsapaksa hands bent and facing down, are stretched

in front of the chest obliquely upwards with hands facing

each other, 1t is known as Talamukha.

SVASTIKA 3
mammmmw WT Lro12a1 11
m%"ﬁm"r'z ﬁi‘mr?a”i‘a a?aﬁi‘“" I

i
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I* D. takes this stanza after this. 2 4, ﬁfﬁ' !
30D, UT 1 4% 4, drops this TRl |
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, o 193
When two Ha@é?akqa hands fa%ng either upwards or
downwards are joined at the wrists it is known

8

as SWastika.
VIPRAKIRNA s

Wﬁ}r’wﬁmﬁﬁmﬁ‘lmw 1242 11
WmWWﬁn

Two Hagsapak§g hands with tips pointing down_wards and
upwvards, stretched in front of. the chest and turned away

(from each other) is known as Vipraki%na.‘

ALAKHAT AKAMUKHAS o
STa: . mwmsgmqsr 11243 11

fefvagariatw@imTa: gi=aar.
a’gﬁgwm@%mm 1244 11
aTHelepTa; @TaTARTaeTeaTaeTT |

4w B aT PeEmaa) Swrwds gaitfaat 11 1245 11

ay Y Froat WrbareeTeaTETt 1

Kba?akamukha hand facing forward is stretched out in front
of the chest and the Arala hand is slightly stretched
obliquely. Beth hands face up, and whether remaining on
their own side or opposite side, there is a distance of one
span betweeﬁ the right & left. This is called Brala-

-kWatakamukha. Arranged on its own side or opposite side
it is called Ai"é'la%{éﬁqu‘é’mukha by the learned. ’

- ME @ as mm SR S B N G5 WD s Ws B W AN WS M MR GE W A R W e W A

foD. W | 204D. W I 3e A, THEGAT | 4c 4, &
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gt arsaTiET] €2 Pwerat sfert At 11 1246 11
atmEr 9 Pawt Wt iwlst |

If the elbows and foreparts of two Arala hands

e

facing downwards are moved it is E%ié&avaktra.

~

SUCYASYA 3 : .

ﬁrﬁaaﬁ?qm‘mm 1267 11
5mﬁa%ﬁ?a%a??awvaa‘§gﬁn

When Catura hands are stretched obliquely with
elbows slightly bent it is called Sucyasya.
RECITA 3

ey maT Tt TgErelERmtaat 11 1248 1)
aartarea Pagaral awd!Oq figerfeat o

When both Hagsapakga hands are stretched out
on the sides and then quickly rotated, it is

known as Recita.

I+ A WTTH | 204, ®TUEH | 3ea, FT 1 4 3 F3 1
5¢D, WHTHT | 6*A, & 1 7* D, & | 8% 4, ™I
9¢ A, HT | 10, A, MPMTGHETTTAT |



ARDHARECITA : - L
ARDHARECI , 195

W‘Wﬁw Pem: 11 1249 11
m'a"a'raﬁs Q'-?\‘TG @mﬁaﬂ‘n
When the same RBClt& (01rcu1ar) movement\is

done with Catura in one hand and’ Khatak&@mukha

in the other, it is Ardharecita.

UTTANAVARCITA : _
TPt gl g SPada wiafa: gt 11 1250 11
Fjfajuarst et g mqama% |

Tripataka hands stretched obliquely with elbows and

shoulders lowered in dance is Uttéﬂ%éﬁcita.

PALLAVA :

PeadvaTO00at arfy gh=at!! =fal2arafe 11 1251 11
frThurt sfoTedl® g wgwirteTY] g o=at
Padmako$a hands held ioose‘at the wrists whether at the

sides or in front and whether raised or lowered

: is Péllava.

f* 4, ST | 20°p, G 1 3 ,, TATgaRawEA: |

40 . Fe 1 5¢ 4, @t ey, 1 7o, eal
= A, PA 1 9% 4 P 100 p, G lbe pat oy
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NITAMBA :

mﬁﬁa‘w—ﬁ'ﬂa&%wﬁsmw 1252 14
awr’aﬁ@f‘af’ag ”Pam‘ai‘ﬁaqa'maﬁqé |

Two Trlpatﬁka hands proceedlng from the region‘of

the shoulders and moving to the hips with circular.

movement is knownas Nitamba.

KES ABANDHA :

5%3‘?%3‘@?%13‘&%&% gar 11 1253 11
MWIWI

When both Tripataka hands move at the xke® sides of
“the hair region and are then rotated at the side, .

it is known as Kedabandha.

L&TA :

Mﬁmwmmﬁqm 1254 11
e Iaat wrewTia @] @ wet warhady

When both Tripatdka hands are strectched
sideways and then rotated, the hand pose

is Called Latgo

196
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KARTHASTA 3

Do . , ‘ 137
Pararal agT . ThHavTRTEE 11 1255 11
jo=a: sfrat wat Wear v shews: 1]
When one hand in Tripaﬁﬁka approaches the
ears and the other hand is raised bent and
rotated, it is Karihashs. . g

PAKSAPRAUYOTAKA :
Prrerat aaT T TlgmTT starTet 13
qegatent ot wemerTaRA 11 1256 11

According to those learned in hand poses, when
Tripat8ka hands are moved near the hips, it is

known as Paksapradyotaka.

1

za-aa-? jac§ wfa glafwm) ‘cﬁ‘ gat] m& 3-&#3
?ﬁﬁﬁ fa:§ st §ieg rwaﬁ“ 3&.3 !

PAKSAVANCITA

P! faarsTacT 9aT 11 1257 11
qmmmmmmg ﬁr I

When Ermpdtaka'hands are placed on the top part of

the hip, the hand. pose is known as Pakgavancita,

according to those who use the handpose,

qﬁ--nn—n---nnh--—-—-n-----".

e D, ?ﬂ?’ﬁ'l 2* this line is wrongly put here in
the ms, D.



TERKSYPAKSA 3

4

mmﬁﬁmuﬁcﬁ 1 1258 “; | 198
ar! &ﬁm‘? mrwra%:"f’af’vaaf‘wa@th‘h

Trlpataka hands facing down, and stretched
obliquely with slightly bent elbows in -

knovn as Tarksyapaksa.

DANDAPAKSA

“Pefg garfeat Tt wamely Paafdat 11 1250 11
Sgreva Fafa wrat 54 TaferTred:
Hagpsapaksa hands-turned in Vivartita and

stretched obliquely is known as Daqgapakga in

dance, by experts in dance.

TURDHAVAMANDALIN : S
gt g gar et o SatefateEt 1 1260 11
- dwstet ] derar AT oAt
Wh;n Aréjé.han&s are piaced above  the ﬁéad with
Vyavrita and Parlvartlylmuvemenbs, it is known

as Urdbavamandalin.

W G s EE S W B CR W e G WR P W W AR R S W AR M B e G W A e

1D. 11 2¢D. & 1 3*p. @ | 4 i, Paateaffar=aT-
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PARSVAMANDALIN s ' ' 199

at! ua'rtrra'éaﬁq?aazéqﬁaﬁ#? 11261 11
"'m?:'rmsi’aa’t" %:tr?a?l’j?aaTFaamG i
When those hands (Arala) are brought on the 31de

and Vivarta and Parivartana movements are danw, it

- -y 4 . -
is known as Parsvamaqgglin by 'experts in dance.

VAKSCMANDALEN :

uam‘&ﬁz'éﬁ‘ jat] swt g'saﬁ Feloraradfsea: 11 1262 11
a"fc‘mqr. B ja: | wh sttt wat |

One hand moved in Udvegtita and the other hand moved
in Apavestita. in front of the chest, is known’as

Vak§pmaqqglin.

URAHP ARSVARDHAMANDALIN s
"’rrm’éa 0 grte=ateremt e 11 1263 1)
m'afmgr.g wafema% !

One hand in Alapadma and the other hand in Arala
rotated half in front of the chest and side is
called Urabparsvirgdhamandalin,

t*D. @1 2¢D. T 3+ A.EE 1 4% A @
S5e A, drops this oooAico'oﬁmT'l 6* A, ﬁ 1 7; A ?éaT I
8ea, T 1 90 A F 1 100 A, T 1 H1e &, B |
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MUSTIKASVASTIKA &
sTUssTeat Frt ail ghIwTarwEt 9aTS 11 1264 11
e ent W et wfwwt @ T |

When Khatakamukha hands are bent and curved at
the wiists in front of the chest it is known

as Muq@ikasvastika.

NALINIPADMAK@SA

ae N THETH FaT iﬂa’P m-iqf"ﬁm?ésa’f 11265 11
o afelaafat fateaty a?amgnarhws’r [

When Padmakos& hands are moved round above
the knees and shaken in Parivartana

it is Nalinipadmakosa.

ULBANA : ‘ .
Sad garfeat m"aa:raﬁ?a“z’aﬁéﬁ 11 1266 11
W'rrﬁaf’a?a%mmﬂmfa—m%

Alapadma hends stretched up and turned round’
is known as Ulbana, by experts in

7] [ ]
Négy%?stra. )
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ST FT: greaT PRTRaegEwRT §i] 11267 11
m&m'mmmhns

I have spoken of twenty four Single hand poses with
their names, descriptions and usages together with

thirteen combined hand ﬁoses.

TTSETERF N Q0 gao=a T B 1) 1268 11
Wm?wﬁmm“

Single hand and % double hand gestures are to be
applied in Natya and Abhinaya to evoke Ra'sa and

Bhava.

mar giaar: m?&'r?aaam 11269 11
AT FMRER YT OJATH WP

I,Someé%ara have spoken of twenty seven Nrtta
, Hastas with their names, descriptions and usages

in relation to Nytta.

1°p, UTTE@TERAATRT | 2% A, AT | 3° 4, &9 |
4 D. PRts 1 5+ 4. T '
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mmﬁhmnm.
g qATE, ymrsaqw T WT || 1273 1

These (thta hastas) afe not used in Nrtya, Gradceful ‘
and $waying movements should be employed in kkiwr their
performance. I have spoken of siity four, hand poses
only inwbrief.,Others shéuld cleyerly use them

aecording to local practise.

MOVEMENTS OF THE HANDS
wfdur):} PrTRtstTaTT 38 gt 11 1272 1
ardfssat S3feed & Tarrgwafa® AR

Four kinds of hand movementé are
used in dance = Evegpita, Udvestita,

Vyévrtta and Parivartita,
AVESTITA

mm'avzaa arﬁ'—*ama"uﬁmm 11273 11
mﬁf‘saarm' VatfdseT; jaaifdseT] PaT vwra aifad:
According to expérts in hand movements, beinding
the fingers inwardé in sequence, weimg beginning from

the forefingers is mentioned as Eveg?ita.

5
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UDVESTITA 3 203

sPederT! mmwﬁmﬂ Fa%?saaT3 1276 1)
ﬁmmmmm‘*aﬁ%

According to dancers using hand mOVements,, the fingers
facing outwerds and moving away from the body in sequence

beginning with the forefinger, is known as Udvestita. °

VYXVARTITA

I b T TR T: T 11 1275 1)
m'aféeasa'raﬁam "m'm‘rﬁaa‘raéaa’tfa%

When the flngers_beginnlng with the;llttle,fingeriare
turned inwards, the movement is known as Vyavartita

according to experts in dance.

PARIVABTITA

| ma?é&""ar  eergepe |2 aﬁm”‘a‘ra’f’sﬁu'rr 14 1y j276 11
Itatar 'Sqegerad: fyar ar oPeTiajfdEar |

When the fingers begimning with the little finger facing
outwards are turned é@wards, it 1s known by the learned

' in dance as Parivartita.

4e A, ’Sa'rJ | 5% A, Uqr | 6* A.AT De.@TI 1 %
14, & | 12% A.SET | I3* A.¥AT | l4* A, § |
15+ A. TalqEaeE 1 |
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KNEE | 204
mﬁa*ﬁ 'aa‘ %aa?qﬁaré?m 1277 1)
3a%a’f’aﬁa’%a saﬂ'%f’aamamg |

" Unnata ’ Nata® ' Khncita,‘Ardhakuncita,Samhgta,

Vistrta and Sama are seven (knee movements)

. gfeuaTelead aT BT E STy 11 1278 11
wamaﬁw?ma‘mﬁfms

T’Re, Kinee. which ~is 51;3]-\1:{3 worved:'is called Ardhakuficita™.
Both the Knees 1n contact with each other is known as

Samhata.

33’8@?6%1’3‘3331‘-3?6@‘% 11279 11
waATar Rl oT wfrafaiay |
&P guafaef maﬁm PR 11 1280 11

Both the knees turned out is known as Vivyta. The knee
in the normal position is known as Sama. These are seven
kinds of knee movements whose usages are now being

mentioned,

I* 4, 9 FRRG | 2 D.i, | 3¢ D, drops this line.

4o p, Tl 1 5cn.mmﬁer: 6 A wfeh

Te A, ﬁf'l g* p, &I 1

4

* Unnata and Nata have not been defined.

4 Kungta and Ardhakung.‘l:a defindtions are not elear.
Accoralng to Sangitaratn@kara in Kufigita the thigh and
shank touch each othef and in Ardhakuficita the kip is

lowered.



UNNATA, NaTA s = A 205

TV AGATOE TR =] ma’r'-\iﬁu .
2qTeP 53 amﬁ*—x o} = = o wfifem 1 1280 10

To indicate climbing an,elephant,horse and a
mountain, Unnata knee (position) is used.

Nata knee (positiOn) is used in falling and prostrating.

«-..4..,

are g Fad o ) = dmtaean )
KuRicita knee is used to indicate sitting posture.

and Ardhakuficita is used for moving.

SAMHATA  VIVRTA 3

-wwaTaT wfgy M B He ) a‘rﬁﬁf’iﬁa 11282 11
aTee JTiR} @ WA 7 @ Page 9

In expressing shyness and acceptance the Samhata knee
(position) is used and for mounting an elephent and

thelike and dancing, Vivrta is used.

W MR WwE M WS AR ap W ew AR e W SR LB MBS TR UA s MR TR MR WS TR WR AR A e

t* 4, Pafdeig 1 2¢ A. drops these three lines.,



SAMA - h . 206
ﬁﬂqmmmmﬁm a;,ér i 1283 1

According to those learned in Natya and AbhinayaPSama

knee position is used to indicate motionlessness,

éhANKé '
ﬁwamzﬁaﬁswa?m: |
sfe: a'r'a'rﬁfa%maaami‘aaf'@u: 1284 11

Accordlng to the wise, Nlhsrta, Paravrtta,
Tiradcina, Kempita and Bahikranta are
‘five kinds of shank (positions).

qmﬁﬁsa'r wgea1 P gbwfalay .
Tararvear TOTgET PeReeET § AT 11 1265 11
aar Safwmar 3T ofe: Yar=ar bk |
ﬁamﬁ?aﬁmmﬁr&uﬁ b1-1286 11

The shank stretched in front is called Nihsrta, the

shank moved backwards is Paravrtta,”and on the sides
in Tiraébfna._ The shank moving is Kémpita énd the
shank going outﬁards is Bahikranta. Thus,having
described the characteristics, their usages are being

mentioned.

M WS GBS M WR R M Gl T WS W G5 W G MR P W G B GBI e W G e e
L
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NIHSREA, PARAVERITA : 207
amm%amfagﬂqfa’qma '

TTTgHT G WWLW AT 1 1287 T
Nzgsgta shank is used to indicate cleaning the leg and
hitting with the leg. Paravrtta is used to indicate

jumping and sitting posture of the frogs.

TIHASCINA KAMPITA, BAHIKBANTA

Parerdft° ol wTelwar® 1Ty’ u‘: !
Sagrarafsrd *araf aPe: 10gTear Pamert:!! 11 1288 1)

Tiradeina is used to denote meditation. Kampita is
indicatine. of shivering due to cold. According to
experts Rbmk Bahikranta is used to denote the action

of a lame person and the like.

. FRET
efcat sfeateels afdar fajwrfs! 2jemfefarm fu:f 1
qrPorfn: Twest: gfaf:] Paarfa: § 3fa waTg gl 11 1289 11

Ghatita, Ghatitotsedha, Mardita, Tadita,
Agraga, Par§niga, Pérévaga, 8Uei and Nija are

nine feet (movements).

o+ D.PA®ET | 204, G oo 3v4. W Aca, Y
5+ D.W | 6*A. AT | T A. T | 8 4, THT |
9¢ drops this word. . 10* A, fﬁsﬁTaT.
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gTPSoT BT BT <tf efcal ® faja: & faf geudy
aaThadwt 3B SlowmaTed JUT 11 1290 11

J

PR
The heel striking the ground&Ghagita. It is used
in urging a hoxurse and the like, in breaking and

walking with determination.

GHATIT OTSEDHA :

sfresomr §H] '«:323 Wwafeﬁ—as;fm I
mm:*:mm 11291 11

Striking ‘the foreparts and the heel of the foot which

is placed on the ground is called Gha§1totsedha.

It is used in dance, eteé.

MARDIT

?aﬁ#a%ﬁ Sggr Ty sﬁﬁma a |
a"a‘%tr'mﬁ“aﬁm%wramﬁ 1292 11

When the sole in oblique position rubs the ground
it is Mardita. It is used in crushing, rubbing,

indicating fear and retreating.

My WE WS GE MR A S DGR M SR W G SR _ s we BB MW D MR W AR AR A SR e e e
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TADITA
me&qmim?azﬁam |
gre: | & mrfeat wmu 2W§W231& 3} PRy 11 1293 11

The foot (mo%ement) with the heel holding to-the

.".203.

ground and the toe striking the ground is called

- Tagita. It is used in anger and pride.

AGRAGA

qXe; gUTTETE ve ' afaifda:

ﬁr5'a§8f“a§8 3 3 SemwaTr=a: mﬁaw (129 11
Mcv1ng the fcot formard is known as Agraga.

Tt is used ( to indicate) slmppery ground

and Tovks on the waters edge.

PARSNIGA 3
Lalonoa

m'a'rfwmmq‘rﬁv‘mm

qs—tﬂszmagai‘ AT fafsatt Par\f‘qa 111295 11

. Moving back with the heel is described as Pargniga.

It is prescribed for going backwards.

e e ws ae e MR G SR A EE AR M N AR W@ TS B G G W RS S AR A M W e
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aredy leerdeaT? wERt T TE 11 1296 11

Mo XRE w&th the~-fost-resting-on-the-~sides

210

When the foot either stands on its side or mover to the
sied, it is Pirévagata. It is used to (depict)

sitting posture, removing a thorn and mov;ﬁg fast in dance.
sTcI s )

aqoqzmz TS qefr’m’wrr Wﬁ'ﬂ‘?i i
T TETEY qETET R Yl 11 1297 11

Resting the foot on the tip of the big toe is
calledfsﬁci. It is used (to show) pulling things
képt above and kissing.

NIJA 3

Perrelen: 9Ta ot TEEETe B o |
f‘aﬁ%‘ Tqy Paed) aﬁamf?amaw% 11298 11

The foot w1thout any alteraulon and resting on
the ground is Nija. It is used to indicate

standing, fatigue, wonder and anxiefy.
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TOES
FarercaT v Cercar: gfveawa gertear: |
qmquéiﬁuﬁ ;! z#rmzré?awm 11299 11

Avaksipta, Utk51pta, Kuncita, Prasarita. and
Samlagapa are five kinds of toe (movements),

including the big toe.

AVAKSTIPTA 3
TedEeer 2nTearaceT: gATET:
wﬁ’amwww;: 1300 11

Repeatedly striklng down (with the toes) is Ayakq;pta.
It is used to indicate pulling behind and expeessing
Bibboka and Kilakiticita.

ULKSIPTA

aTY a7y’ S eenTgf ereT ThaeTr s | |
aqqm??aﬁqw-éaa?mw5zﬁn 1301 1}

Repeatedly xex raising the foot (i.e. the toes)
is xkit said to be Utksipta by the learned. This
toe (movement) is used to express extreme bashfulness

of a newly married girl.
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sgeaifaar! aaTg TR aPuT: ghrEETE T
aﬁzﬁamﬁf‘:ﬂm‘%af%ﬁax%ég 1 1302 11

When, the toes are contracted, it is called Xulicita.
It is used to depict fear, possession by etil'
planets, cold and fainting.

PRASIRITA : | |
v W PaaTe TEwRT e sra’r'ji‘rar: _
Gwﬂﬂgsqmgﬁaﬁ @t gy gatagha: 11 1303 1)

When the toes are straight and motapless, it is
known as Prasarita. It is used by performers to
indicate stupefaction, cracking the limbs and

dreaming.

s TR wETg P’ W arfy aur fax ~

TRy mmwm 11304 11
The big toe is always with the other toes and so they
form one and the same limb. Thus, the movements that

have been indicated are to be empoloyed (for bothx)

in the same manner.
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411 the toes with the big toe close
together is called Saglagna. It is

used in dragging.

g TTAagETT ATH ettty 1
TregraZa s gu ety P=ig 11 1306 11

Thué, Pratyaﬁgas have been described with their
" names, characteristics and usages. They
should be used in Natya and Abhinaya in

the manner that is suitable.

I+ 4, SEF 1 2° A. drops this ... 3}



214

NOTES

Including Concordance of Parallel passages or treatment

in the Né?yaééstra.

81.950-51 On the occasions for dance, see Bharats, Né?yaéﬁstra
% IV:265-66. He refers to joyous occasions when dance
is provided for entertainment, 'Vinoda kéragam'.

51.951 Biutamdtrke is another name for PERcAlBnuydna .
Description of this event is found in the éqngéra
Prek&fa and Sarasvatikantabharana. It seems to refer
to some goddess image being carried and followed by
damsels who put on varied dress and danced. For further
detalls, see Bhoja, é@ngéra Prakada. Also reference
to this festival has been made by Raghavan V. in the
book;Festival, Sports and Pastimes of India: pp. 103,
104, 105 and 106.

S1.954~-55 'Kama' may not refer to an occasion in Drama but
'Budhaihi' could be & reference to Bharata, since
éharata hés specif ied that dance must be performed
during égngara. He says,that dance should take place
on an occasionwhen something connected with love
occurs between a married couple, for it will be a
source of joy. Dance suould also take place in any
scene of a play when the lover is near. And any

love~-song mentioning relations between man and women
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81.957-58

$1.959~60

81-961“62
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should be followed by a dence with delicate Angahi-
ras which Parvati created. NS, IV.306, 309.

Vivada refefs to academic discussions on dance. In
this regard the observations of Parivrajika in the
M3lavika Agnimitra of K&lidasa is significant. "No
theoretical discussion will help, for the Najya-
{Zstra is primarily a practical art (Prayoga PradhZna)
(I.15 ££f). In this work, there is a fine description
of a friendly contest between dance teachers Ganadéisa
and Haradatta.

Parikéa probably refers to the Arange?ral or debut
which an old tradition that is observed even today.
In the Arangetral Kadai of the 8th century A.D.
Tamil Classic éilapadikaram, there is a description
of ME&davi's skill in dance being put to test before

a distinguished audience.

The terms Nrtya and Nrtta are missing. Tendave and
Lasya are forms of both Nrtya and Nrtta, whereas
Laghu, Visama and Vikata are forus of Nrtta alore.

(. - -
On Nartana see Sarngadeva, Sangitaratnakara VIII.

In the definition of LZsya the two characteristics
'Karan@bhinayojjitam' and 'Lalitairafgahfryaischa!
éppear to be mutually contradictory. Aldgabira is

known to be a combination of Karanas, so it is mwt

possible to have AlgahZras without Karspas. According
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to Bharata, Iasya is a gentler form of Tandava and he
uses tﬂe tern, 'Sukunmgra’ to signify this< Here the
word 'Lalita' has been employed. Using 'Yogitan'

in place of ;Ujjitam' will be appropriate and will
erase the contradiction.

On Taqqava see Bharata, W.S. VI:272. Karanas and
Aﬁé?éras are its predominant features. hccording to
Mah&rana Kumbhakarana,l&ndava is of .three kindss
Vigama,Vika@a and Laghu. See Nrtya Ratna Kofa 1(1),
290~-296. According to JHya Senapati, Tandava is

derived from Nytta. See Nytfaratn@vali T.55.

There are two readings in the description of

laghu or Lighava. According to one, it is Ngtya and
according‘to amother it isiﬁytta.'ﬂrtta is more
appropriate. In the definition of Laghu, the Acita
Karanas in all probability relate to Debi Karaqas.
They are simple jumps. éérﬁgadeva men tions Aficita
Karagaézgther simple (Alpaihi) Karapas. On Laghu see
gérﬁgadeva S.R. VII.Bé. Kumbhékaraga mentions the
use of Afcita and other Karanas, See N.R.K.T(1)293.
In Sengita darpana fhere is a reference to 'Liga
in relation to Dhvdda Nrtya (also known as Utpluti
Kerana n;tya) according to which Liga is jumping on
a rope with é single leg and descending. The varie-

in
ties of this movement are also mentionedA S.D.
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Jaya describes a Céraga‘nqtta which is a circular
dance, performed by ladies of the Ministrel class
belonging to Sawr@shtra. See N.R.VII. 134%36 Kumbhe-
karapa calls this dance Dohaka lrtta because of the
Dohaka songs used. éérﬁgadeva on the contrary, does
ﬁot deal with Carana Nrtta but describes a Céraga .

See S.R. VII.1329.

' JBya Senfpati desaribes the dance of Kollata.

See N.R.VII. 147-50. In S.R. VII.1330-1 a Kohlatika
is described. The description agrees with that of

Nrtya Vinoda.

In place of ’NﬁnébbaﬁgivivarjitamZéérﬁgadeva, and
Khumbhakarna mention‘Rajjub@émaga’which means moving
round with ropes. However‘Sudﬁakara in his commentary
to S.R. has given 'gaubhramagé',whioh could be

interpreted as moving round wifh the body straight.

On Afigas, Upd¥igas and Pratydngas, Bharata N.S.VIII:
1%, 14 and see Bharata in the chapter "N;tya Vinoda -
in relation to other dance texts" of this thesis,
wherein the dissimilarities betwéen Bharata and

Someévara have been highlighted.

The Bditor seans to have corrected the second line
on the basis of Bharata. On head movements see

Bharata N.S.VIII.18,19.
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The definitions of Akampita and Kampita appear to

have been paraphrased from Bharata. N.S. VIII.20.

Most of these usageé have been given by Bharata

See N.S.VIII:2%. Manmohan Ghosh has in place of
'?rsﬁétiéayavékyeﬁu' used the other reading. Therefore
in his translation he gives sickness and intolerance.
The usage 'PBndvas@na’is a variation of the usage

given by Bharata 'Pitamitre.N.S. VIITI.26.

The definition of Afcita gira, as has already been
mentioned in the F.N. has a discrepency. Instead of
'‘Hasta parsve' it should be 'Kifteit yéré%e'. This
definition is then verbatim to the definiﬁiodtﬁﬁbita

rendered by Bharbta in N.S. VIII.31.
The reading 'Cayva' is used in place of 'Daive' in
the trenslation.

The description of Pariva@hita is corrupt. Parivihita

is actually a side to side circular movement of the

head. In the F.N. the description of Parivahita from

N.9. has been rendered.

411 the usages of Parivahita except 'Visi@de' are

found in Bharata N.S. VIII.28.
{

The second lirie here has been inserted by the editor

from N.S. VIiIIesh.
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$1.1005-6 On chest movements see Bharata N.®. IX.223. In
place of Vyakanmpita and Utprasarita, Bharata mentions

Prakampita and UdvEhita.

S1.1007 Corresponiing tothe Usage 'HrchalyBkarsane' given
here, there are tw readi.gs in the N.S. 'Hrdayadalaye’
and 'Hrcchoke'. N.5.IX.225.

S1.1007 The usages of‘Vygkampita are missing in the text.

For the usages see Prakampita in N.S.IX.230.

$1.1012 The first line has been filled in up by the Editor.
On the basis of the N.S. Kg@ma according to Bharata
is used for both 'Jrumbhane’ and 'HEse' while
'K§udb§rte' is a'&sage for éhalla. On fhis point
see N.0.IX 242.

51.7015 This is almost verbation to the verse in N.S5.IX.263%.
Instead of 'Prasrtam given by Somedvara it should be

'Apasrtam!.

S1.1021-22 The term 'Wivrita' is used in place of the temm
'Nivytta"and'corfespondingly the definition and
usages of 'Vivrtta' are given wuich suit its meaning.

Bharata uses the ternm 'Niv?tta' N.S5.1X.244.

81.1024 The defnition of UdvBhita hips clearly speaks of
the hips being raised in succession. The word used
is: 'Kram@t' Bharata has used the word '$hanaini'
whléh has been interpreted by Manmohan Ghosh as

tslowly' W.S. IX 247.
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8151025 There.are two readings regarding the usage of
Recita,:One is 'Ngtya' and the otner is 'Vgtte'.
For the transla%ion the reading 'Nritya' has been
used. But ‘Vgtte' Seems éppropriéte. Bharata gives
the usage 'Bhramana' which corresponds in meaning to
'vrtta'. N.5.IX.248.

51.1026~27 The usages of Udvahita are verbatim from Bharata
and ’Nﬁgyaé§stravié§radaihi' probably refers to him

N.S. IX 1026.

51.1028, 1032, The Sphurita @yebrow moveuent. men%ianed in these
1038 élokés is in place of the Recita movement found in
N.S.VIII.119. Sphurita movement described by Somedvara
seéms 10 be an improvement on the Recita given in N.BS.
VIII.122. The usagesgiven here and in N.S.VIII. 128

are almost alike,

851.103%0 Tne Bhrikutli description is almost verbatim to the
descrip tion of this movement rendered by Bharata.

N.5.VIIT 121.

81.1035-36  All these four usages of Patita eyebrows Eave been
given by Bharata also and ther efore'Budhaihi' could

be a reference to him. N.S.VIIT 125.

. . : ’
S1.1037 Bharatakoda has given in place of 'Saumye darsane’ ,

the reading 'Saumya darfana'. Page No.197.
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On the eight glances based upon Rasa, Somedvara
follows Bharata closely and &lokas 1049 and 1050 is

almost verbatim to N.S.VIII 51 and 52.

Someévara's desarip%ion of the eight glances based
on Bhava not only bear close adherence to Bharata's
vieﬁs but are also very similar to ﬁis statements
owing to the similar choice of words in both texts.

! N.5.VIII 5%-62. For instance S1.1059 of Nrtya Vinoda
is almost verbatim to the last line of S1.59 and first

line of 81.60 of N.S.VIII.

In the B.K., p.156 in place of 'TIyameven Vidha'
Ramakrishns Kavi has mentioned 'Kuﬁila Bhrﬁku@i
Dyg?ihi' whiéh are the words found in N.S. also.

N.S.VIII.52.

In place of 'Hgsta‘ Bharatakoéé gives the;correct
reading which is 'Drpta'’. p.No.275.
On p.230 of B.K. Ramakrishna Kavi gives the

following definition:

L ATREAgEr HET Enda T IeET |
TS T ol 5eT] ToEETT Tl wer I

The glances based on SancBri bh3vas mve been

explained with their usages.'This feature of provi-
ding usages to these glances is mwt seen in the
work o f Bharata. But there is striking similar ity

in the description of the glances as rendered by
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Bhar_ata and Somedvara. For instance last line of
51.1065 is almost verbatim to N.S.VIII.66. S1.1069
corresponds to N.S5.VIII 70 and S51.71078 with N.S.

VIIT.79.

The word 'Uéﬁluta’ is used in the definition in
place of 'Abhitapta' which is the term used while

enumerating the names of the glances in S51.1043%.
¢
The Sloka is verbatim to N.S.VIII.130.

The definition of Nata nose varies from that given
by Bharata instead of “Atyartha Sandlista puta!
Bharata has mentioned 'Muhuh élig@a puta' which

means repeatedly pressed nostrils. N.S5.VIII 13%1.

The definition of Manda nose also does not agree
with that given by Bharata. According to Bharata

Manda is the nostrils that breathe out. N.O.VIII.131.

Socchvasa definition given here shows a deviation

from Bﬁarata's views. The nostrils breathing in air

is described as Socchvisa by Bharata, wnich contra-
dicts the meaning of the term 'Socchviasa'. See N.S.
VIIT 131. Some$vara seems to have noticed this discre-
pancy and has therefore given the definition a

slight twist.

This 6loka is almost verbatim to +the Sleka enumera-

ting cheek movements in N.S.VITI.13%36~37.
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In the usages for Kampita there is 'Roma harge'

énd this has another reading 'Roge' 'harse'.
Similarly in the N.5. also these two variations are
found. See N.S5.VIII 140. éérﬁgadeva gives 'Roma
harse' See 5.r.VII.963. Jaya Sen@pati however

mentions 'Kope Pramode', N.R.II.47.

/-;v . - *
The usage 'Sita Sparée' is a variation and
combination of the usages 'sparée' and '8ite' as

given by Bharata.

The tenlip movements enumerated here indicate four
additional vérieties over and above the six kind of
lip movenments described by -Bharata, Somedvara however
does rt follow the némenclature given by Bharata

for the six movements that are common to both. He

has changed Vivartita ﬁp Kﬁgita, Visrsta to Prasgrita
and Samudga to Mukula, whereas the namés of the

other three movements the kampita,Sana§§aka and

Samudga are kept unaltered. Udvartta, Recita, Lyata

and Vikasin are extra four movements of which the
description of the Recita movenent that is absent

in this text has been given in the B.K., p.559 as
== N T e S L e i G kA
follows 3
. - ve a2 [ = )

Accord ing to this Sloka, Recita is moving the lips
sidewise. This corresponds to the Recita definition

given by Sardgadeva in S.R. VII 496. The description
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of Kampita which is also ﬁissing in this text can

“be reconstructed on the basis of its name. It signi-
fieé the tremlous lips. The kampita 1ip movement is
found in N.S.VIII.141-46. On page 349 of the B.X.,
Prasarita definition has the word 'Radanam' in place
of 'Vadanam'. The term 'Radanam' 1s more appro@riate.
On @.78 of %he B(ﬁ. the following definition is given:
T O3ER: JIRAT AT rarEees 3R |
3 GREITST WA < e |
Lccording to this sloka, pressing the lip and Lifting
it up to touch the nose is Udvgtta. It is said +to be
used for (indicating) ridicule and conteupt. In S.R.

/
VII 494, Saraigadeva has given the same usages.

81.1106~07 In place of Hanu, Bharata uses the term Cibuka.
Actually, Bharata has merged the teeth, tongue, lip
and Chin movements into tuls category as seen in
N.8.VIIT 147-53%. Vy&dhir and Samhata can be said to
correspond with Cukita and Sama respectively as given

by Bharata.

51.1114~15 In the reading given in the F.N. fof Mardana it is
Dalans. Either of them could be used vecause they
have the same meaning. Khan@a teeth movement is the
only common one desoribéd by Souedvara and Bharata.
The teeth and chin movements are the same in N.S.

VIIT.147-5%.
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The tongue movements have not been indicated by

Bharata. While mentioning chin movements he describes
a movement called lehini, in which the tongue licks
the teeth and the lips. W.S.VIII.149. This movement

is absent in the HNrtya Vinoda.

The eight arm movements are described with their
usages unlike N.S. wherein only the names have been
enumerated,fén arm movements have been listed in the
N.S5.IX 220-21. Their positions have to be reconstruc-—

ted from thelr names.

The descriptions of the wrist movements are incouplete.
The description of Nikphcita wrist is missing. In the

W.S. Bharata has not discussed the wrist movements.

Tripatika and Kartarimukha descriptions are not given
in this text. TFor their descriptions see N.S5.IX 2743

and 39-42 respectively.

Twenty seven N?tta hastas have been enumerated.
Lelita and Valita that are found in N.5. are not
included here. In the Nrttaramivali Jaya SenBpati,
has explained this omission by saying that Lalita
correspords to Pallava and Valita corresponds to
Lata N.R.IT.89.

The +two usages 'Mukharfgavilepe' and 'Pratigraba’

are also found in N.S. as ‘Gan@asaméraye' and
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‘Pratigraha’respectivelyo NeS.IX 106-09. But Manmohan

Gosh has in the translation said that to portray
acceptance of a gift the Hagspaksa hand ﬁust be held
near tne chéek. This is not corroborated by Abhinava-
gupta. According to Abhinavagupta these are two

different usages of M?gaéira hand .

A large nuiber of usages for Catura are given by

In place of Phaqg and Ahivektra - it is customary to

use the term Sarpagira ag found in W.S.IX 84-87.

The word éaéilekha, is used as a substitute for the
term 'Ardhacandra'. The different levels and the
positions of the hand are also mentioned here.
Bharata does not give them. It is Abhinavagupta who

deals with them N.S. IX 43-45.

To denote 'Akgapdtane' 1t says the M?gaéira hand
mist foce upwerds. Bhérata gives the usage but not
the direction of the hand. For expressing 'Svedé@pa-
nayana Bhvine Sammukhﬁtaé?iké?a' in all probability
the H;gaéira hands are required—to face each other

'Abhimukha M@gaéira‘. Even Abhinavagupta mentions

'Abhimukhatala' for SvedamBrjane N.5.IX 86-87.

éukatugga is derived from the ArZla hand which in

turn is derived from the Padmakode hand. There is no
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-conflict of opinion regarding Padmakada. However the

description of the ArZla hand is incorrect and as &
cénsequence the éukatug@a hand is also incorrect.

Some of the usages of Ar&la and éukatuqqa given here
are seen in the N.S. which gives the correct descrip-

tion of these hands N.S.IX 46-54.

The usages of the Alapadma hasta are almost alike to
the ones given in N.S.IX 91-92. The reading 'Avarta'
corresponds to the word 'Kvartita’ which is used in
N.S5. and therefore it has been employed in the

translation.

The definition of Urpendbha in the N.S. and Nrtye
Vinoda are almost alike and a number of its usages

are common +to both texts. N.5.IX 120-21.

The words Ha@savaktra and Ha@samukha are used as
substitutes for the popular.term HamsEsya. Abhinava-—

gupta uses the term Hamsavaktra. N.5.IX.

The description of Sa@da@sa indicates that Arala hand
must have the index finger bent over the thumb. When
the thumb and index finger of this Ar8la hand move
forward to meet at the tips it is Samdamsa: This
definition closely follows N.3. The Commentary of
Abhinavagupta give the usages 'Kagﬁakédinam grahane'
and 'Puspinam SuksuEnamvacaye' for Agraja Samdausa
woich is found in the Nrtya Vinoda also.

]
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The usage 'Rane’' does not fit in wellbhere. There
seems to béve been & scribal error and most probahbly
the correct usage is 'Ksane + This 1s found in N.S.

IX 122-24.

The second variety of Nusti is a new feature. Weither
Bharata nor Abhinavagupta mention tunis variety

N.S.IX 55-56.

The definition of Khatakamukha is almost similar to

that rendered by Bharata N.S.IX 60-63.

Seven varieties of STUci have been given in N.R.IT

115-132.

The definition of Aﬁjali and XKapota have got inter—-

changed. They should be as follows :
TOAE L. TZ ETar | Tengal ST an i
LTSS, 15T AT PR 8 &% T
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Refer N.3.IX 128-32.

Two varieties of Karkata hasta are indicated. The
second variety of having fingers crossed inside has
not been mentioned by Bharata in his deseription of

k\:arka,‘t.a N.S.IX 13%3-35.
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The reading 'Khura' is used in place of''Svara' in
the translation. Néither of these usages are found

mentioned by Bharata N.S. IX 135-3%6.

This definition differs from the definition rendered
by Bharata in which ArZdla hands are prescribed N.S.IX

139-40.

This definition of Nigadha is the most consistent
definition compared to the other definitions of
Nisadha. In the N.S. there are four definitions of
NWisadha. The first one is almost identical to the
one in Nrtyavinoda. He also gives another variety
of Ni§adha as previously mentioned by Kirtidhara and
two more variants. Viggudharmoiiara Puraga_incorpora—
tes the first variety. Even Abhinavagupta has adopted
this definition. It is to be noted here, that Kirti-
dhards definition of Vardbhaufna corresponds to
Ni§adha found in Nritya Vinoda and other texts.

N.S5. IX 141.

Different levels have been prescribed while listing
the usage of liakara and the usages given here, are

also more in number tlen its usages in N.S.IX 152-53%.

This description of Gajadanta is slmilar to its
description in N.S.IX 154-55. But according to

Abhinavagupta's commentary the two Sarpasgra hand
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touch the opposite arms between the shoulder and the

elbow. Manmohan Ghosh has given this interpretation.

In place of M?gaéira hand Bharata bhas prescribed
Hamsapaksa hand. Kirtidharas view of Vardhemfha which
conforms to the description of Ni§adha has also been

given in N.S. IX 157-158.

This description of Aralakhatakamukha differs from

the deséription given in N.S5. IX 188,

This description of Aviddhavaktira is different from
the definition given in N.S5. IX 110. N.S. does not
mention the use of ArSla hand but he only mentions

a Ku@ila movement of the arm.

In place of Catura)N.S. has given Sarpaéira with the
%bumb-touching the middle finger. In the N.5. two
varieties of SUcimukha with Sarpadira hands kept in
this manner\have been described.the definition in
the Nrtya Vinoda. Abhinavagupta men tions caturafra

position of the Sarpaéira hands. N.S5. IX 191-92.

The description of Pallava gives a wide sphere of
movement of the Padmakode hands but it does not
mention a Svastika,Bharata requires Pataka hands to
be joined at the wrists. Abhinavagupta mentions that
they swould be in Svastika and alsonotes another view

whick mentions the use of Tripatika hands N.S.IX 196.

~

)
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S1l.1252-5% In place of Tripatdka hands to be used in Nitamba,
Kedabandhe and Latd, Bharata mentions Patfka. How-
ever, Abhinavaguptae speaks of others who men tion

Tripatika for use in the above hastas N.S.IX 196-99.

81.1260~62 Ar&la hands have been prescribed for use in ﬁrdha~
vamag@alin and Pérévamagggh. N.3. does not indicate
any specific -hand tobe used for'ﬁrdhavamaQQalin and
Pﬁrévamaggalin. NeS.IX 20%. Abhinavagupta mentions

. —- .
hagsapaksa hand for Parsvamaqdalln.
- (-]

$1.1262~63  Probably Arfla hands are also 10 be used for Urah-
mandalin. Abhinavagupta mentions Ha@sapakg@ hand

N.5.IX 204.

51.1277-8%3 Of the seven knee movements enumerated, Unnata, Nata
and Kuhicita have not been defined. Thelr names and
their usages help in cmstructing their movements.
Also the defiﬁitions of the knee movements given in
other texts help in providing a clear picture of
these movements. Unnata is the knee which reaches the
region of the breast, Nata is the knee brought to
+ e ground and in kuRcita the thigh and the shank
touch each other. These are the definitions.given in
the S.R. VII 374, 375, 376. Also see N.R.IL.313, 314,
%15. Bharata does not discuss knee movements. Regarding

Ardhakuhcita both S.R. and N.R. describe it as lowering



51.1285-88

81.1289-98

of the hips.

The definition of Tiradcina has been given more
clearlyby éérﬁgadeva. Accord ing to him the
external side of the Shank touches the ground,

and it is to be employed in sittings. S.R.VIL.367.

#

Six kinds of feet movemeﬁt have been described by
Bharata in N.S.IX 265-80. Of these six movements,

only Sema and Stuci are found in-the Nrtya Vinoda.



