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Chapter - 17

NRTYA VBTODA IN RELATION TO ANGIKA ABHINAYA
................... ............. ........ ... 11 ......... ""...................... 1

Lance like any other art form is primarily concerned 

with the countless and continuous intemotions occuring 

between man and nature an the transient world around him. 

Using the humanbody as a medium of'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 movements and gestures that have been selected 

with aesthetic discrimination,form its language. This language 

is the soul of Indian classical dance and it is termed as 

Angika Abhinaya. In fact, Angika Abhinaya is the real founda

tion of Nrtya. The term Nrtya is used in this context, not 

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

Bharata explains Abhinaya as "representing the meaning 

of that which is depicted.11 It has four aspects namely 

Angika, Yacika, Hharya and Sattvika. Of these, Angika is 

the language of expression through the medium of the body 

(Sarira), the face (mukha), and movement (cesta). Though the 

other three aspects of Abhinaya are also there in dance, it 

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

Angika Abhinaya.

From 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, Angika 

Abhinaya utilises the gesticulation of the hands and movements 

of the eyes. The movements of the other limbs such as head, 

torso and feet are also important, but not to the same extent. 

The hands take precedence over the other limbs 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, animals, birds, trees and fruits can all be 

represented. Similarly the eyes also serve a significant part 

in Abhinaya. Y/ith 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 Vyabhicari bhavas (transitory moods like 

fatigue, depression, despair, etc.,/, Sthayibhavas (dominant 

moods like, love, fear, sorrow, etc.) and Rasa (sentiments).



105

In dance, therefore the eyes also speak-a language, which 

mist be in harmony with ih’e gestLculat'ion of the hand. 

Equipped with this beautiful, elaborate and complete language 

of gesticulation and histrionics,the dancer must concentrate 

and get into the mood so ttot she is completely identified 

with the role, that ultimately makes for the quality of Rasa. 

In this regard,landikesvara has laid down the famous maxim,

"Where the hand goes, the glance follows
Where 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)

Ihe Abhinaya should be according to the proper Rasa. 

Every small movenent and fleeting mood must be systematically 

linked and correlated to the dominant mood of the theme to 

evoke Rasa in the artist and the audience.

Abhinaya can be rendered in two modes - (1) Lokadharmi 

and (2) latyadharmi. In the I*okadharmi, ordinary usages 

conforming to conventions practised in daily life are utili

zed. On the other hand, the latyadharmi relates to artistic 

and stylized conventions of the stage. In latyadharmi things 

and situations are not presented as they are in normal life 

by pure imitation, but they are represented through graceful 

and refined gesticulations which are suggestive (vyanjana).

It is the latyadharmi mode of presentation that' is employed
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in dance. For instance, the acceptance -of a gift is presented 

with Hamsapaksa hands, an embrace is portrayed through 

Utsanga hand, tears are depicted with Hams^a hands and 

languid eyes and so on.

Somesvara like other authors on dance, has discussed 

Angika Abhinaya exhaustively. Most of the information on 

this subject had been handed down from earlier centuries, 

yet the Angika Abhinaya portion in the Nrtya Vinoda reveals 

strokes of originality in presentation. Beginning with 4loka 

¥o.974, the Angika Abhinaya portion ends in sloka No.1306, in 

the Manasollasa of the G.O.S.

She Sanskrit verses of Nrtya Vinoda relating to Angika 

Abhinaya are presented in the subsequent pages, interspersed 

with my translations and fbllowed at the end with critical 

notes. She Angika Abhinaya in Nrtya Vinoda is prefaced with 

a few general observations on dance beginning with Sloka 

No.950 and ending with Sloka No.973*
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?rn$|f girff^wrf^ pieni^ag i 
T&fa grrii wr*r? f^sm# 11 950 11

fcjcn %gzp qftkrar m$ 1

Nov,jI will describe the characteristics associated 

with dance, Dance is performed during Utsava (festival),

Vi3aya (victory), Harsa (happiness), Kama (desire), Tyaga 

(charity), Vilasa (merriment), Vivada(dispute) and Pariksa(test). 

UTSAVA •

f^cTTipwl-^rrfd^'l II 951 i!
wrrfc6 1 ^;7 1

Occasions which arise out of (th^eiebration of) marriage,

birth of a son and the like, Bhutamatrka (festival),

Vasanta (spring season) etc., are known as Utsava by

the people.
VIJAYA j

pthict m
ir«if-m8m: qfWlfj&u 1

When victory is obtained in gambling, dispute, 

battle etc., with total satisfaction, it is called 

Vijaya.

952 II

I* A. T?J | 2* A. n I 3* D. ^ | 0 4* A. *f| 5* D. |
6* a. I 7* A. f>* | 8* |
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HAR3A i

irhnr^jwj w7 IW1-! ^ ^ 11 153 11
TflWra 2T3T^cll rv^ct>T<H^‘ vJ <^cf i

Gladdenlgg of the heart caused by partaking of sweets and drinks, 
or pleasure derived from copulation, from getting something that 
is difficult to lx obtain and from the sound of delightful vocal 
music and instrumental music is Harsa.
KAMA s

P*fw« n 154 ii

sR5£59cl I

According to the learned Kama is that state of mind which is 
excited at the sight of ;j$?ratyangas (limbs) and ilpahgas (features) 

of people endowed with beauty and youth.

VILASA $
^p-Jcffcf wnsfl^fc! TsfrTFf i! 155 il

5^^ M XT' fg?fT6*i; ?? c[ I

Seeing the sort of excellent women that I have, who are best 
among dancers, is called Vilasa,

I * h i^P <u I This reading has also been

included in the translation.
2* A.TIT i 3-*. D. I 4* I 5* D# ^cc^t !

6* d.tttti: i



V17 ADA :

errjsrH ^fgrrfwTrrtt: h i56 11

yrcT* * • • • fgjfcWTSWrtlf^H cjT3f: H g Wcl I

When experts in dance anticipating victory, in their dance 

art, become impatient it is called Vivada.

PARIKSA s

?r»^ Hqfr 11 ist 11

fy*fn?rtet fr?ratag qrt^Tr ?rr y^f^crr i

Pariksa is testing whether one has total expertise in dance 

or not and whether the dance is visually beautiful.

TYAGA j

'll ■iTcli'i d'Ml 'u%TTcn"4u 1 i l I I 158 I I 

cm f ^T=rr#n^iW3t^tpt i

Tyaga is recieving supplicants like bards etc,, belonging to 

different places for giving them charity.

I* A* I 2* A# 3 I 3* A# l
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KINDS OF Miff AM ;

tos* crm' ^ wmf fmff ?w i 11 ^59 11.
fnf^e’ •s^Vn^g' 1

Natya, Lasya, Tandaya, Laghava, Visama and Vikata are said 
jbsxNaxiaEa• "fed be six kinds of Nartana*

NAIIA s
*

3^riT^c}t4f^-|g ?rrf?g%ni^*l rm:5 11 f eo 11

Natya is that, wherein rasas are manifested by Aharya, Vacika, 
Satvika and Angika Abhinayak and Nritya.

LABIA :
qTdifT^f^-^ ^HTf3-Wtf€81cf5 || $61 II 

cC^-lT9 cf^il &C qf <cjn Pdci5 *
s» V

Iasya is described as that which is devoid of footwork, Karah&s 
and x Abhinaya and has delicate movements of the body.

i* to 1 2* a. 1 3* A. arm$
5* A, HT I 6* D. 3T3cf I 7* a. o

4* a* *=0^ D. * 

s* i
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TANDAVA s'.............

fgcrfvferg 11 952 11

ireV1 r®rT:^cf cm^ftfTc^ 1

Then, the dance that is distinctively grand, without

delicate movements and performed "by men is called
Tahdava.

* #
LAGHU ;

?rrlwfi5 ji 953 n

CM <rjcj>1 w i fTCI dPci ^Cl I

Svastika Karanas embelished with Ancita Karanas etc., 

cheating eagerness and merriment in the people is called 
Laghu Nrtya.

YISAMA i

fgfxrl: f^: 11 964 11

Yisama is that which has complex feetwork, circular 

movements, jumps, extentions and quivering movements 
hut is devoid of Bhangls (bends).

1. a. «r i 
3. D. I

2. A, B. cT,*rO'u^'^i f\d*l I

If. A. TTfcl I 5. U. t$f I
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VIKA1A % 
—-----r—

11 965

fmf imffmt c^s#r i

i i

Dancing with odd and unnatural face, hands, belly, 

feet and eyes is called Vikata*

KINDS OF DANCERS
4* '

^T: I ! 966 II

^crrfpPTrmrtmrg ?m i siftr i

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

Nat a, Nartaka, Carana and Kbllatika.

NARTAKI :

^rr^VrYt wMt r^rr7^ wFFVrtesrr 11 967 i i 
mm fm&7 ^q% ?rr grracf i

A Nartaki is said to be beautiful, young, & 

slenderbodied, dark eomplexioned, beautifully breasted 

self confident and possessed of pleasent disposition.

I* D. I 2* A.1 I 3* A. ! 4* A. ^ I
5* A. ^ I 6* I 7* 1. ^ ! 8* £># cm& I

9* A® <5 I
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NATA / MCI s
• I

qrat M W sjl|H TTid: ll 968 n
Tmfwfasrar^Etgfw^t2 3^t i

One who is a polyglot, expert in various bhavas, 

proficient in Rasa and Abhinaya, is an excellent 

Nata or Nati as the case may be.

RAKE AKA s

q-srnbsp wnT^fwrn 11 969 11 
frr7§pt g^rrt8 Scbt tjr.10 i
A good Nartaka is one who is well-versed in foot work, 

expert in hand poses, a teacher of dance and has 
perfection of form,

V AIT ALIKA s

qfr11Fraf^«FT:12 ii 970 11 

qft13rnmvt ^1 15%cnf^t cir: 1

One who is eloquent in many languages, expert in 

TTidiculing and censuring others in dance is truely 

a good Vaitalika.

i* a. m 1 2* A. cfr 1 3* D. 1 4* a* m 1
5-B. & I 6* D. ^ i 7* D. gtsi 1 8* A. |

9* A. 1 10 9 A. w. 1 n* A. ft 1 f 2* A.OTT 1
)3. A. T | 14* D. b: 1 15* Do f 1



CARMA i , 1 1
* jfjrcfcirtu-jcfclfqs: * * 971 11 

wm^fpg^fg^rg ^g^wn^irt mi i
One who is an expert in KiftkinXcalana (sounding of the 
anklet hells), proficient in music, skilled in wit and 
speech and has a good voice is a good Carana.
KOLiffllKA ;
qfw II 972 II

*¥irast jjiSjjr cpfaiftcFt mi i

A good Kolatika is one who is skilled in juggling with 
Knifes on the body, turning the delicate body, jumping 
easily and capable of bearing a heavy burden while dancing*

The dancers have been thus described. Now the 
characteristics of dance will be dealt with.

LIMBS OF THE BODY

Wrfj>l y *i cUPcfflTfclcf I

Angas, Upangas and Pratyangas will now be explained.

I3*. A 
5* A 
8* D

«h I 2* A.m I 3* m* I 4* D. ST I

m i &*< A.sfrit i 7* d. mi i
fcr i
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■ftHGA t

ff ggfr Tnrf^p^ 11 974 n 

^fer^ft! wwr4 4'6^qT5)*Ijci: § i 

The six chief Angas are the head, shoulders, chest, 

belly, both sides and hips*

UPAHGA s
^ cTShT r HWT qRi-^So'7!^ 8^TT II 975 II 

9cr^?rr fSjgT HT^w*cTlocr jjcjjj qr^*Tf% ^ic?1 ^ i

According to me the eyebrows, eyes, nose, cheeks, lips, 

chin, teeth and tongue are eight Upangas®

PRATYANj&A ;

,2wr| ^ cRnwr14^ ^ ii 976 n

' srpjs^* qrr,5^“^: ^ ^ i

Thd six Pratyangas are arms, wrists, palms, knees, 
shanks and toes.

I * A.T I 2* D. ^risri 3* i 4* D# GltcTT* f

5* 16* D.3T ! 7* | 8* A. 1

9* A.'ScT 1 10* I II* D, *£$*1 1

12* _ \A. IT 1 13* D.^J 1 14* juicier i is* D# crmm:
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IqT|p"^cfcrrf*f II 977 11

2f^rn^w f w^ifzi fcrpwt?R f%rr: i

I have ennumerated the Angas, Upangas and Pratyangas
and shall now describe their actions and usages.

^ /•

ANGAS
HEAD

^f^rcT t? fmfT* j|$f®Tcf %jj %jcf ^ II 978 i 1

mttf 1 * 3?m tfwf^ci’ cf^Ti i ’

trfT3TPf4M i 74 f^fcSffCcH^VTc!?? I I 979 n 

5?itfpfcf ^fer fg?R?* 5^1^ Tfcfu* 7fTTr: i

Akampita, Kampita, Dhuta, Vidhuta, Avadhuta, Adhuta, Ancita, 

Nyancita,0 Parivahita, Paravrtfea, Utksipta, Adhogata, and 

Lolita are thirteen kinds of head movements.

Akamnlta T Kampita s
rr^; gr^T<^d7g>f^rf tttt: i i 9so i i 

c&h gif^raf rffc? w^rr: sf^rsf. 8frrr: i

Moving the head up and down slowly is Akampita. The 
same ( up and down head movement ) done quickly several 

times is Kampita.

1 • A. I 2* D. drops this stanza.
3* A. gives twice I 4- a. mXT^fm I .

5* A. m I 6* A. Q I 7* A. ffc ! - 8* A. fTT^f ftTC.
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<pst y prt ?rjt i i 981 11
errcfTi-i ^ f^nfscr’ ci%,TTc#^r?r frir: i

_ /According to the learned Akampita Sira must be used to 

indicate questioning advising, signalling, pointing 

talking.and inviting.

fclcll cjit^fciwr^ ^ f^cTRtrt || 982 II

ay T 3?rrfcriy4 Pdf^y^j I

Kampita is used in arguing, threatening, anger, showing 
understanding, prohibiting and questioning with 
authority.

VJDHXJTAj DHUTA i
Pfm?f 6qftaf^\f tjcf II 983 11

old yp? yyT I

The head shaken obliquely on the sides is called 
Vidhuta. The same movement if done slowly is 
called Bruta (Dhuta).

i* srr: ^ i 2* d. i 3* a. nr i 4« d.^t i 
5* D. ~*?j I 6* A. trfflcf Py^pcjcf I



118

TRTTjj^Tl rftcTTd ■Sctflci ?MI 1 I 984 i I
»ft% lg2 gift^rsaf ring fg&jpcf Ittt: i

According to the learned, Vidhuta Sira must be used 
to indicate last stages of drinking and chillness 

breathing, fever and fear.

45Fftf^icTr jtrjj mi i i 985 11

^TKfrfg cra% gfc^&r ftrr. i

Dhuta Sira is used (to denote) aversion, 
astonishment, sorrov;, conviction, saying 'no * and 

forbiddence.

a?adhutat adhpta :
frirttr. 11 986

fccf ^xcWTt/cl’ fTTT vT5?cf I

Bringing down the head once is described as Avadhuta. 
Oblique and upward lifting of the head is called 

Adhuta.

I* A. m ! 2* D. ^f|

4* A. drops this verse. ' 
A. ffiT i 7* D* U I

3* A. gr*. I D* ^cf I
•>

5« A* fs&j l

6*
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3ffcni% xi H^rT1 * wt «rrcFt 11 937 11 ,

ffeTy*<5Tf% %5 for: 2 13T»Jcfc?^ I

For inviting, listening to a message and also 
communicating, and signatiing, Avadhuta Sira is 

used*

m®i XI m J fgis^ i-^rtsftr % 1 I .988 I I

T^rr3 criV 5^rNcTc9* rf^PTr^fi^ i

Adhuta ^ira is used to express anger, pride, 

astonishment, happiness, and recollection.

ANCITAr MYANCITA :
to4 rirf5 *' ?fy 1 jficf tVirt 11 989 1

^cT ^f^cf qfr7^e#r 1

The hand kept on the side and the neck bent is known
V* ♦as Ancita • The head touching the tip of the 

shoulder is declared to be Nyancita.

I- A. rf I 2* A. T-Wrwywg I 3- i, TT I

A.“Rf I S* A. TS I 6* A.^ I I-A, 9 1

* This line seems to have been misquoted from VIII:30
in the Katya Sastra of Bharatar. Insted of f^Ph^ ,

Somesvara has used • Bharatas Version is apt,

. according to which, the neck slightly bent sidewise is Ancita.



pf5? •srrffcfc 11 990 11
ftr-aifw^ <rpf WRfa^cf fftr: 1
Anclta Sira should be performed in happiness, illness, 

fear, fainting,, sorrow and overwhelming 

anxiety* i.

120

f^?lf*pfN3cT 11 991 II

i*fl"$7fVci cg£f*&jj *rr% t<fSt ^ 1

Nyancita is used to express amorousness (Vilasa), 

lightheartedness (Lalita), pride (Garva), affected 

indifference (Bibboka), histerical mood (Kilakiffcita), 

silent expression of affections (Mottayita), Pretended 

anger (Kuttamita), stupefaction (Stambha) and jealous anger(Maha),

PARIVlHITA

5?rprmm% crfj^l
-g -vi7 gpeulr i

II 992 II

Parivahita is used to express various bhavas and
♦Basas • The head that is turned away is called 

Paravrtta.

I* D. f$ | , 2* A, k I 3* A. fdfciSit | 4* A. f*f I 

5* A. drops mlf-pjT I 6* A. Wfl^SlcI I

7 * A. cl I

• Somesvara has not defined Parivahita here. The verse 

is corrupt. According,to Katya S^astra Ch. VIIIs 26 

Parivahita is rotating the head from side to side.

jj wfarr: Ittt: wwf^rarrfscigjl
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fwt't ffTfcirf fcRlt Wt cfq V I I 993 i I

f^l2?rR#ft3?rrq qfrcrrficif*!^ V

Parivahita is used in sorrow fulfill-ment, 

happiness, thinking, recollecting, sporting, 

impatience and love-play*

mvrn&vi- 6^f&T n 994 11

7trrrwr^t8ert 9% ?i§ii i
^TTqfio't ^cf PTT^ofIVr: l^jj I I 995 II 

/Paravrtta Sira is used for tying that which is 

loose at the back, taking an arrow, looking at 

the back and turning the face due to trembling.

ADHQMUKHA, M UTKSIPTA *.
frirt ^ |wftt r

mftr fVTT: £ I I 996 I I

The head which is bent down is called 

Adhomukha. Utksipta is the position of 

the head with face upwards.

i* a. *rr$ i 2* a. fcr i 3«’ D. m i 4* D# sr i
5* A. c| f^ci ^THT i 6* A. °TT ! ?• Ae tpHTHfclTW I

8 • A. fcf I 9* A. $3 i
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g-*irn*l 2ftr-crhrcrr3wt: i
fW ftiri * 11 997 11

/ 4=Avan at a Sira is employed in salutation, bashfullness, 

sorrow, worry, distress and locking at things placed 

down. \

t^f^’cap ffhsia*? 1

aw ?8)wt ^rff^sr: V |r>| Pawssfe* j*3g 11 wa 11
\ . *

When the head is raised to see those objects placed at 

a la slight hieght or objects in the sky it is known as 

Utksipta.

LOLITA :

jjfffaf gffaHTwcfrfti fVnr: «TeMf<«tf*icfgj[
iwnr^rt 18 999 n

The head moving in all directions is Lolita. It is 

used to express intoxication, crippling disease and 

possession by evil spirits.

3* a. *rr 1
6*

4 ♦ A. I1* a, t 1 2* d* frat I

5* a. j

D. ^ I
8* D. ftwwwtf I . Avanata corresponds to Adhoiaukha.

A. D. put this Stanza before 
~ r the preceding one

7* a. rw; 1
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1 -wmiw*aj w-cj: 2$r*ft wfa m n i 
cr^fcitT: g*rn£t ~u «rtffc$:4 u 1000 11

Ucchrita, Srasta, Ekanta, Samlagna and Lola are 

five kinds of shoulder (movements) mentioned "by 

experts in.dance and drama.

UCCHRITA,. SRASTA, SAMLAGNA :

w^t trfWrfcfe: i

e&fFrat6 n 1001 n

The shoulders raised out of exhilaration is called 

Ucchrita, The shoulders that droop is called Srasta.
•j. '

That which clings'is called Samlagna .

EKMTAf LOLA : '

iqRjwnti; qfWlffejj j

^TTcft Wfrl8 YWTfqfiHT 11 I002 II

Raising the shoulder in anger is called 

Skanta. Moving the shoulder is known 

an Lola.

ff I 2* A. {{treat I 3* A. & I 4* A. ^ I 

5* A* s i 6*A- at i 7* A* &nw7

rftvi Wifi|D. i 8* D* * OT I * Sarngadeva

has in place of Samlagna used the word Karnalagna which 

means touching the ears. Ch: ¥11: 326*
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UCCHRITA ;

mmftfwrh i i ffrrt’se;1 i
3fS^^2fcir^t'tf*Kz iy%ff smwftirrnte n 1003 n

According to experts in Katya, Ucchrita is 

particularly used to denote sneezing, pride and 

great delight*

Srasta. Bkahta :

Vr*i n fsarfaf m ypgmh i
^farggnt spcl H5 jwn=# I I 1004 II

Srasta is used to indicate tranquil mind, 

intoxication, fainting and sorrow. Ekanta is 

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

LOLA s

fi% n ?#5# i wtm: S i

Lola is applied in playing on the hudukka, 

laughter and in the dancing of the vitas.

ir a. a i 2* a. wr i 3* a. *sff i 4* a. rrfoimt i 
5* 'A. ^ ?Bf? I D. |

The usages of Samlag^na are missing.



CHEST

* jarrl $*<1

3tr*§f^f 1^15 1
err 11 1005 11

Abhugna, Nirbhugna, Vyakampita, Utprasarita and 

Sama are considered to be five kinds of chest 

(movements) •

ABHUGNA, NIBBHUGNA, VYAKAMPITA :

11 1006 11
Vr: 1

The back is elevated in Abhugna. In Nirbhugna the 

back is lowered Shaking the chest is called 

Vyakampita.

rftfi $3% *ft8 11 1007 11

...... ... . **56T «T*J5R^RI I

Abhugna Chest is used to indicate heart rendering 

grief, cold, bashfulness, suffering, fear, 

depression, fainting and sorrow.

!• A. cifNg^ I 2* A. %.l 3* A.^T |. 4* A. I

5* a. 1 a. m 1 6* A.T#r i 7* a1
8* a. t 1 9* a. rrr 1
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•rhS? ffipwtcpt 11 ioos 11

<er*t%' fss2 mmw -Mifg i

Nirbhugna is used (to express) stupefaction, 

listening to pious words, truthfulness, cold, 

desire, deceit, back pain and pride.

I3TPBASABIBA, SAMA :

% 5<g^ 1 11 1009 11

g^WrlSra^ yijT ^ttgcei6 i

TJtprasarita is used in taking a deep breath, suspending 

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

Sausbfeava is Sana.
• *

BELLY
orff 7sragi?$ crii HFf dbr m u 1010 u
wt gt5ff Q5f I

Ksama, Khalla, Purna* Sikta,puma are four kinds 

of belly movements prescribed by those well 

versed in Natya.

f A. **M 2* A. I 3* D. i A# *pr i
5* D. I $♦ A.SC I 7* A. *Wf > 8* D. Vf 1

" <i , *■

The usages of Vyakampita have not been stated.
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KS2kA- KHAlLif :
w'd '" fL 1

■«n*i'®s9ifra:3 n ioii H 

*eiFf wr5f»rt gTi%| jgstif i-n^mh | i 
5STeff k I i 1012 11

The -Stomach slightly pushed in is Ksama, while in 

Khalla the belly is pushed back. KsStaa is used in 

laughter. , Khalla is used to indicate hunger, and 

portraying vampire and Candika,
PUBHA, KmidKSPRM:

w cwf rcrr^rffcH i 
mfr& wraVr^i sidiPwci ii ioi3 n

Purna belly is used to portray protuberant belly, 

pregnancy, suspended breathing dropsy and having 

eaten heavily.

RIKT&TORAf A t
• •

log^ fspfi ien% jjrerr%jj yi i

wfmm* zsd? n io 14 n
*

According to experts in Natya, Riktapuna^is used to 

denote breathing, deformity, anger and exhaustion.

I* A. 5T*?|r | 2* D. ff I

this line I 5* a. ff I

8- D. I 9-A.-SI I

10* D. droDS these stanzas.

3* A. ^ I A* d. Drops 
6* Q. Wft6<*l I 7* A. P I



Q ttye*qDXlXgiD
128

yw f<dfc|cjr^ I
BUI # fa%| mil <^«lcl II 1015 II

Nata,S&^ata, Prasarita, Vivartita and PrasjfcA* 

are five kinds of side movements.
\

Hat a. Samnnnata. Vivartita :

c& m: jjBc*| MTCiS^f I
fsmu ^ JlTjj fW^snr3^ II 1016 II

Slightly bent sides is Nata, and raised is 
Samnnnata. Turning the hips obliquely is 

described as Vivartita.

APASRTA s
B^rnvPfeT B5T yfagasici* i

The same movement with the back pushed in is called 
Prasrta .
NiTA s - -
atreg iScftWirf^ert ii ioit n

«*•_ * \
nr% n feif^tcKrei* Vnrj8 gut^f»i: i
Nata side movement is used to denote approaching, 
piercing something down, looking at the side or 
down and indicating fear.

§• A. * n eg I 2* d. drops this line 2
3* A. 37^.....WfSfo | 4* a. * 5* D# d |

♦ In place of it should be
The definition of Prasarita is missing.

c.
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SAMtUNATA s

i am n 1018 11
f q»pre% i

iSamunnata side (movement) is used (to indicate) hitting 

above, affliction from fire, rubbing the sides and 
touching the body of the beloved.

PRASARITA : ( ’ '

II 1019 II

swragrc*t wngwffrag i
Prasarita side (movement) should be used to indicate pulling w± 
with both hands the things that are kept at a high 
place and swimming.

VIVARTITA. APASRATA:
m~""~ " Jr  "rT‘Mf|fTtTTc|7$r ’ftt8 ? II 1020 It
qftry<gw*nrV i i
Vivartita is prescribed for turning arid stretching 
the limbs. According to the learned^Apasrta is 
performed in turning round and retreating.

I* A. t$mth I 2* A. . f?f | 3* A. n | 4* A. OTT I

5* D. g^crt | e* I 7* A* fib I 8* A.% |
9* A. ff i



WAIST 130

ffr^rr f^cTr n n 1021 11

roftar %fci *€t* *&mi qilvflfjfor 1
Ghinna, Vivitta, Recita, Andolita and Udvahita are known 

to be five kinds of hip movements#

f^SfTgfVpfer fbv-fT f^ccrr ^fWcrr 11 1022 11
tfVcfr MfWfrffraT 2 i

nfWf pf^aT ?fe;3 11 1023 11

^w^wtPcerccrr frfte»sTftaaT w 1
Turning obliquely is Chinna# Vivrtfca is moving (the hips). 

Moving the hips with qulveing 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 

considered to be Udvahita.

CHIRRAr VIYRTXA :
ftfwyr-ftwfrt i^f^wcr 11 1024 11 

^7f^8crr cfrfgfi^ci 1

Ghinna is used in Vakrakfainaya and contortions. For 

locking down at the back Vivrtta hip movement is used.

1* a. ft 1 2* a. cir: 1 3* d. zffir 1 4% a. -sr sut: I
5» D. f* I 6* A. ST I 7* A.*| | 8* B.f I



RBCITAt MD0L1TA i 131

i fhm iilisMi fsi^grrorr^rr: 11 1025 11

mm* |«riPg ^r»-3ffforr tft:5 1

In dance, Recita is used to show gait of hunch backed, 
dwarfs and lame persons, According to the learned 
2ndolita should be used to show walking.

UDVABITA ,s
6 wfrsm "oton? gfftrptsraftr 11 102s 11

mrtfhmr y*rhwarr c»fgyrfe^p^TTi^: 1

\ _According th to fcke experts in Natya, Udvahita is 
used in the gait of strong persons, and in the, 
sportive gait of worfen.

^•■mr wf mu f^if^ErNri tftfim: 11 102? 11

These are the characteristics, 
names and usages of the Angas.

If A, I 2* A. I 3* l. m I 4* d. $ 1 

5* A, ft I
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UPANGA

wfipt cie*ic! femfrr v i

The Characteristics of all the Uparigas are 

discussed in detail.

ofsaPw <rfct?rr p i$ i|jjesrr sfscrr mi 11 1028 11 

^nyftpiwMgnr rnttfr hi
Utksipta, Patita, Statoki;, Bhrukuti, Catura,

Ikuncita, Sphurita and Sahara ( are seven kinds 
of eyebrow movements )*

*&mr gt-Hcfi | 11 1029 11
sfcwterr m fprrwrar m? 1

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

I* A. » 2# D* fig I 3* A. * I
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qyfoiTg ggffc: m f±m*i 11 1030 11
gftgfifctar i

Raising the root of the eyebrows is called Bhrukuti, 
Raising the outer corners of the eyebrows to gether 

is known as Catura.

11 io3i 11

If one or both (eyebrows) are arched, it is Nikuni&a. 

Quivering one eyebrown delicately is described as 
Sphurita.

glJprrScirS 11 1032 11
(The eyebrows) kept in the normal position 

is called Sahaja.

f<af*grfofr f^raci i

Thus, the characteristics of the eyebrows have 

been spoken about. Their usages are now being 

mentioned.

j. a. | 1 2* A* aprr*ft 1 3* a. ?rf 1 a* a. m 1
5* a. i d. ^ * . 6* a. gjrft 1



% I I 1033 11
xpt2f«^rr s^t^rarr *^rr «rrm1fvA: i

According to experts in Katya one beautiful 
eyebrow is to be raised in deliberation, 
anger, love and hearing closely.

atifiusftgrt ^fcfrf% 11 1034 11
fc3 g^t^f^rrt5 1

According to the experts in the usages of 
tea eyebrows <z£ , both must be raised for 
seeing things at a height, (and indicating) 

happiness, astonishment and seeing afar.

TTft glPrt - M 1035 II
i

' “ * * A

According to the learned in Abhinaya the beaatiful 
Patita brows must always be used in laughter, in 
act of smelling and in indicating disgust and envy.

I* A, f*mr I 2*F A, 9T. I 3* A, 5T I *♦ a. fc I
5* A. °T I 6* A, \ I 7* A. cT$ I



iff girt 11 |03g 11

sf^tE? s^t^rsi 33 isfi ^W^ssj^^pt i

Bhrukuti brows should be ready to be used in 

seeing a minute fissure, looking at the sun 

and lightning and in excessive anger.

rfjpt sffcict srf% igrr 11 1037 11 

5st gifiili «g& jjgj ffmrh 1

In eroticism, gracefulness and pleasentness 
Catura is used KilcuScita is used in Mottayita,

Kuttamita and Villsa.
• •

T$ps%gfr pjtwsrr 1qfi«rr $r. 11 1038 11

According to the learned the beautiful! eyebrows 

of Sphurita, should be used exactly in the 

manner mentioned in the preceding versa*

I* A. Tdfel I 2* A* 91 3* D. ^ I 4* A.# I

5* A. drops this line I 6* A, ?f I



1,30

The (eyebrows) devoid of Basa, Abhiriaya and 

Bhava is considered to he Sahara,

EYES

4WI irwrr g 4 gapoTT mi 11 1039 11
«*prr ¥ cwtTtid* *frrr sfhi?*Frr mi
w w*5#iTi5jT*et fees; qf^tf^rr: 11 1040 11

Kant a., Bhayahaka, Ma&yat Karuna,

Adbtruta, Baudra, Vira and Bhibatsa are known 

as eight glances dependent on the Basas.

qflwr ?&rr*et mrnftr i
~ « . ^ s * «

I will now mention the eight glance® 

dependent on Bhava.

I* A.f& 1 2* D. I 3* A. I 4* A* 9 I

5* a. mr i



lpFntn ^rr ^ $tr n2 ^crr jjtftaTj ^<rr 11 io4i 11

spjh-^rr fistmcr ^ isntftownwT 3i*rr: i *

Snigdha, Hrsta, Krura, Dina, Diflpta, Bhayanvita,

Jugupsita and Vismita are glances dependent on 

Sthayi bhava.

*m qffrHi yr^r ^Tf^f^rr4 n 1042 n 
rrffe*5crr ^ fd«m5 1 ^icfcPwffM 11 

istm^rr ? fagerr6 1 7*jj?ij| ffeRn^faaf^rr8 11 1043 11 
?m3pf^rr pr^rr fcn^cfr &4*nf* 1 1 
ffryl^Tr ,0*#fcrr 11 1044 11

•farr-snwd: gtw^tfp wrg i

Snhya, Malina, Srlnta, L^jahvita, Glahi, Sankita,

Visanna, Mukula, Khncita, Abhitlipta, Jiraha, Lalita,

Vitarkita, Ardhamukula, Yibhrahta, Vipluta,

Akekara, Vikosa, Trasta, and Madira. (these glances 

are based on Sancari bhavas). I have mentioned 

thirty six glances^ Wx>se features I will describe.

13/

I? D. f^FPtTTl? ^«5T HI 2* A. fcfT IT I D. f^cTT |
3* A, cTJiigVi; | 4* A. drops this BT I 5* a. »TT |

6* A* IT I .7* D. I 8* D. 3T * 9* D. I

10 ff I II* d. I
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i 11 ms 11
%T*m srotoqjpf fiaP^grct i
looking sidewards with the feeling of happiness, 
delight and love, the Kanfea glance is used in 
Sambhoga Srngara.

U W«fl fjfpr 11 1046 11

ntwrr iifhwTiFwflPnr i

Bhayanaka glance has quivering and raised pupils 
and steady and raised eyelids. It is used to 
create fear.

grern fc%*nw n 1047 n
ir«rr73f&n gqt^ran tTwfffaT i
The eyelids are contracted successively and

\

the pupils are rolling in Hasya glance.
It is used to create laughter.

*♦ A. I 2* 

9* A, ^ I 6*
D.lW»m I 3* A. I 4* D. I

D,«fT I 7* A.^ I 8* a.3# I



*pg*Ftyam % no 11 1048 11
jfffce; ^nr i

Karuna glance has dull and languid pupils, lowered 

upper eyelid and the glance is directed towards 

the tip of the nose. It is used in the pathetie 

sentiment.

WpiTW 11 1049 11

The Adhhuta glance has slightly contracted eyelashes, 

raised pupils and pleasingly opened corners. It 

is used in (expressing) wonder.

^m $m®T^rtgrr !f***e«wjj ^eaTem 11 ioso 11

rfsft9 tftz: swttf-rarr t$10 ft$ fsiart: i
According to experts, the harsh, Cruel, reddened

Eaudri glance with its raised and firm eyelids and pupils
/should he used in furious sentivnent.

I *. A* 1 

4* A. 3 i 

8 * A. 5| |

2* D« 5lt^T I 
♦5* A. 5JT I

9* A* £ |

3* A. Wl I 

8* D. ^ I 

10* D.

d. ffcerr i 
?♦ a.Pzm i

I
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Tsftxwr ir»ftTr *k?i%Twr n iosi n

#rr tfncrb *pr i

Yiraglance has unsteady, expanded, radiant, and 
majestic pupils in the middle and widely opened 
look. It is prescribed for heroic sentiment.

Sfciprrr^^iffl^T 11 1052 11

•* * - *

m+

Bihhatsa has the corners of the eyelids , 
contracted, the pupils pointed towards the 
nose and. eyelashes lowered. It is used in 

showing disgust.

fsCT SHjwr mjrr *#if^9|?rr8Trfi»T^*feri1* 11 1053 11 
fFn^10 1 1

Joyous, fully open, sweet and smiling pupils 
filled with desire is called Snigdha glance.

The emotion of love is contained in it.

»• A. f* 1 2* A. w I ?• D. *iWWr I 4* A. ** 1
5* A. ^ I 6* D. I 7* D. J TOT I
s* a. i 9* a, m I 10* A. ff I
11*A# ^52THS I
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HBSTA :

# • «

nwilf ffcsr^rrrr *f>gwT i MCsml 11 iosa i i 
¥i% f^f^gr ^ffe2:2fsct it$3 f%5=icr i

Hrsta glance has twinkling and tremulous pupils 

moving inwards and contracting in laughter.

It is used in laughter.

Dina s
tfrscfrw 11 loss 11

Tr>d^a^irr ^Wr §

Dina has the upper eye lid half closed and tremulous 

and pupils slightly- concealed, tearful and moving 

slowly. It is used in expressing sorrow,

KRUDDHA i

fwrtf^a^ET sen 11 1056 11
fatfr9zicf i

The glance which has sksidy steady and raised 

lids and harsh, immobile and raised pupils is 

Kruddha. f It is used in anger.

I*

4*

?•

A. CTIWN&TI 2* A. fBCf J * D. * »

d* wtwt i 5* D. W I
A. ’Sf'E' 1 8* D. wi i * A. ** 1

i
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DRPTA s
T----T n~m:t

fwmro1 ^n^jnrnf^Fft ti 1057 11
^szt* aiitwwr 2nm wmrmr^m3 i

Drpta’ glance has steady pupils and the ayes ate 

well opened and radiant with, good qualities.

It is'used to express z.eal.

BHAYAMITA :

fWTfi'^ST ^TiW^icnW 11 1058 11

f^T^^FRtzrr 5<jP&esg m6 »mf^crr i

Bhayahvita glance has stretched eyelids, pupils 

tremulous in fear and the middle of the eyes 

vacant. It is used in expressing fear.

JUGUPSITA s

\e-sqi^|-g£rmr|8 ffigg: ftifWnw9 §1 1059 11

mem ^p5e»f¥0% 1
- * 1

Jugupsita glance has contracted eyelids, restrained 

glance and lowered pupils expressing sorrow*.

1* *>. rrg?§ 1 2* D.A.?rr 1 3* a. i a* a. 1

D* Pwr^l I 5* A. ^ I 6* D. *JT I 7* D. wmw 1

8* A. Sf J 9* A. 9TI I 10* D. HFI I

* Instead of f®5T iHrsta* it should be 'Drpta1.
( *'

+ Jugupsita should express disgust and not sorrow.
/



VISMITA s

aiWTO1’ ^sa“5i femffcNt 11 1060 11

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.

MSiw;5 rhm «*<rravef rr: 11 iosi 11
^ - - •*

The eight glances based on Easa and eight glances 

based on Bhavaat have 'been individually 

described.

GLANCES EXPRESSING TRANSITORY MOODS :
mxF% ^seuts^rr i

Now the glances relating to Sancari Bhavas 

are being mentioned.

I* A. T?f I 2* D. fVT I 3* A. I 4* A. WT

W'roff^ri i §• d. m irrr snwjgiTf'gofl n m i



STOYA :

fWafl- gwrjl wrr i cn^T^rrfggTl *t *rr 11 1062 11
rpm *£f*r:1 w^itsi2 f^crrJ’^E^^f^Tfytrfl i

- « '

When the pupils are without movement and steady

and they percieve external objects, it is called
/
Suhya glance. It is expressive of the tranisitory 

state of anxiety.

MALIKA ; .
ran«frw?rnarr faf^ft'fqgrw 11 1063 11 

wm i

The eyelashes are slightly bent and the pupils are slightly 

visible in Malina. It is used in expressing detachsment and 

sbagg change of colour.

SBAKTA :

xnm i
/ _Sranta glance has eyelids slack and curved and pupils 

diminished and lowered. It is used to express' 

fatigue.’

»* A. l 2* d. SHTcTT m i-rfl

3* D. 1 a* d. trro i 5* d. frrfu i

6* JL 3 1 t* D.f^r i



LAJJITA s

f#f^f=K*sc»frsrrlvr ^ «rr 11 io65 11
iftemfWcRrrrr n &&mf *fc™m ^ i
Lajjita has eyelashes slightly curved, upper 

eyelid lowered and bashfully pupils bashfully 

lqvered. It is indicative of bashfulness.
GLANI j
ratu^rr wiwrfW srfci 11 1066 11

(Glani) has eyelids slack and tardy, used in 

indicating fatigue.
SANKITA :

rrf^err <SVentwim m g^li 11 to67 11
The pupils raised, tremulous, slightly upwards’and 

alarmed is called Sankita glance. It is used in 

portraying suspicion.

VISAMA ; •-
TFrnj5 ?>&z‘<mnT m MPsrrt1 i

snr8 f^wifsisfr ii 1068 u

145

Visadini (¥isanna) has slightly motionless pupils, 

drooping corners, twinkling eyes drooping and 

extended eyelids. It is used to express dejection.

i* a. mpr i 2-d. dr i 3* a. t4 i 4* d. wnrifWr i 

5* A. I D. I 6* d. *TPlfr *

7* D, 9f I 6* A. Mf^P-rdflT I



Mukula s

gBrnftf«?29srrrr g Vr iRir^ n 1069 n

Mukula has eyelashes tremulous and meeting' at 

the ends, the upper eyelids curved like a hud, 

and pupils charmingly lowered. It is used in
fVindicating fragrance and happiness.

KPMC1TA ;
4f4f^«r^f^5Nfrirnprr 5f»gwrrn5ETf»g?rr i

^ }$j rft g^cj it 1070 11
- - * *

When the eyelashes are slightly bent, along with 

the pupils and eyelids it is known as Kuneita
\

glance. It is used in denoting weakeyesight. 

ABHITAPTA ;

W^ffcfTTT *
wrfHcrr^7 i tfmf 11 1071 ii

The Upapluta (Abhitapta) glance has slightly languid 

pupils with fluttering eyelids*. It Is employed in 

expressing detachment and distress.

I* A. & I 2* A. ..fa I 3* D. ^fT I 4* A.f^ I

5* D. I 6* D. ^ 1 7* A, I
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-JlMHA-i

¥€Krf*TT I

^scrrrr f^rr i f^wn jwr| qrHifltajii tratf>Ffl 11 io?2 11

Jimha has drooping and bent eyelids and hidden 

pupils cast obiquely, harshly and slyly. It 

is used in expressing envy.

LALITA :

fgaitraq^'ivd> *ajrr i i

af&m ?ifWr 11 io?3 11

Lalita glance has corners of the y eyes slightly 

contracted, and is charming, passionate and 

gently smiling. , It Is used to express amorous 

dallinanee.
VITABKIEA ;

latygTOT' i

jf?j ftR# I ffraftfei 11 io?4 11

When both the eyelids are spread out and likewise when 

the pupils are expanded with wide opened downward
i

glance, it is Vitarkita. It is used to express 

deliberation.

!♦ A. *lf I 2* A. 3cj3fr I 3* D. tlh4 I 4* A. *TT «

mfVctP^ ^twr'^efa^pfer? i



ABDHAMPKULA 148

9&r*$zmrrr i i
*$& II 1075 II

t ■* ' * % _* ‘" «i * *

Ardhamukula has half opened pupils and eyelids like
a half opened hud. According to the learned it is
used in indicating enjoyment of fragrance, touch and taste.

YIBHRANTA ;
•w^rr2 Wvtrrn3 f^r i

6f^rF5rr 11 io?6 11
. - * - * ' - - >

Vibhrahta glance has moving eyelids and pupils and the 
centre of the eyes is vaccant. It is used in expressing

8>l>agitati^misapprehension, and perplexity.

VIPLUTA i _t

T*gr?c!jjcw| ftmgr i
8tmfeTTP&r<p t ffcre^crr n 1077 11

t, ,

Vipluta has quivering and firm eyelids and quickly 
moving pupils. It is used in denoting unsteadiness, 
insanity, grief and death.

I* A. 3 I 2* A. Ctam 1 3* A. TT f^fccnf^TT*! I

4* D. 71 I 5* d. RTfct I 6* tfftft'tfl I

7* D. Jltew I 8* A. crnr I D. Wfa I 9* A. 1



AKEKARA: - 140

crrtTW'&y *f) i

^ iil% krr ip- 11 jots n

When the corners of the.eyelids contract and meet, 

eyes twinkle and pupils are turned round repeatedly 
it is known as (A) kekara in the world.

VIKOSA j

f^TP^es^rr fR^f^f&fr i
xffl'ma -srr^2 fcf«ertfe^i<fe1:3 11 1079 11

When both the eyelids are kept opened and are 

unblinking and the pupils move, it is Vikosa. It is 
used indicating Bibboka, impatience and pride,

TRASTA s

m mtnrnn#i i

y i tot sr^fr 11 loso 11

Trasta glance has raised eyelids and pupils moving 

about in the centre of vd.de opened eyes* It is 

used in showing timidity.

!♦ A. wrr ^ 33BJT «ft%3*RT I 2* D. 1 I

3* D. m I 4* D. 3fcfTr*flt I 5* D. I



moMADIRA : ' ' ' ' ,

rr tpimm2 i
ant*iPsfr it ioai u

The glance -with wide opened corners, rolling pupils 

and wide outer corners is Hadira. It is employed 

in depicting Taruna (light) intoxication.

4WHnrnceT i

W zrhmr fftrr 11 1082 11

When the pupils and eyelids are tremulous and the 

glance a little unsteady, it is Madira. According 

to experts in glances this is to be used in Madhya 

(moderate) intoxication.

/ *

s&nf^*ctePTHT 11 1083 11

Sometimes unblinking and sometimes blinking the 

lowered glance is called Madira. It is used in 

Adhama ( base ) intoxication.

i* d. fir mm efrftrr cigcrrfw 1 2* a. wr: 1

3* a. 1 A. Omits the following two slokas.

)



rtw: *to*rN*r:3
fcffRHT II 1084 it

msm 4
fl M
4' ’ •

4 ■ * *

Thirty six glances hare been spoken of, with their'-,/ 
usages and. characteristics by Bhulokamalladeva, the 
emperor and intellectual.

-fi’l'lT , &

NOSE

w* fgfBrr ^ ^ ftutfin-grr i
STTliefrJ Mrfcwf)1 Mcl pf 74%&IIHTfWT II 1085 II

‘. » . .
aft: —

According to experts Nata, Manda , Yikrsta, Socchavasa, 
Vikuhita and Svabhaviki are six kinds of nose movements.

NATA s

^rrftWT <rfmr 9w i
rfr&jjsi urr,,W^St*i: 9<flF3a: n 1086 n

The nose with nostrils pressed excessively is called 
Nata. It is used to denote destroying and 
■weeping.

I* D. Iff I 

5* A. S I
8* a. for i

I I ’D. WTf

2* a. rrr i 3« d. *rr i a* d. *nrr i 
6* a. cj mtmm i t d. 15^f^n i
9* D. W 1 10* A. gf^KTcl I

* Instead of^^it should be, •



MANDA 1

*rrar mm m <rf^tf^rr i 
fW*-oreftfoj y^t^pgrr mftfefm 11 toe? i i

The nose with slightly pressed nostrils is known

as Manda. According to the wise it should be
/
used in indicating detachement, anxiety and sorrow.

VIKBSTA s
♦ *• ‘

ffcsfsgT htPs*t mr i
ifr ? ^ ^ swPigpRi wszfc i i loss 11

The nose with extremely dilated nostrils is known 

as Vikrsta. It should be used in indicating 

anger, happingss, desire' and breathing heavily.

SOgHVASA :

tfSgur ^ aror i
&TT*t n ! I 1089 11

Soctlivasa is the name for that nose which has 

slightly crooked nostrils. It is used in 

expressing dejection, smelling fragrance and 

taking a deep breath.

A. SR3& 1 

4* A. *^5T I 

6* A. *^TT I

2* a. mn *rrf*wn i 3* a. m i
5* A. WT^gn i|^W^y£T I tinrt i



VIKUNITA : ‘
-------- ___ 2t)^

?ig*t nrnr ^tprt w wrffcqffrfen fefinai jj i 
%mmf u tt§ ^ Pwfasfsrr. j i 1090 11

The nose which has nostrils pressed is called 

Vikunita. It is used to express anguish and 

laughter according to those who know its usages.

SVABHAVIKI ;

f*km<P5crr «fhrr ?prr i

w^m^rn ^ fgrwti 11 1091 11

The nose that is devoid of any contortions and which 

is natural is ivabhaviki. According to experts it 

should be used for.purposes other than those 

mentioned above.

CHEEKS

eir**4 reggffftgnt *t mi i
ifti gfgrrg n 1092 11
Ksama, Utpulla, Purna, Kampita, Kuncita and 
Sama are six kinds of cheek movements that are 

mentioned, whose features I will describe.

I* A, drops this stanza.

3* A. mi 4* D. *nr 1

- 2* d. drops this ClVTT I

5* A. m*8&£rf: I 6*d. ^ |



KSAMA. UTPHULLA :
n~9 1 »'■ ■ ■
e?fnF«cPfat twt <s:stT§ ?r P^^ct i
*31^: wrif^ifsr|5f%: si^rh i 11 1093 1 i

Ksama is known to be the depressed cheek. It is 
in

•used indicating sorrow. Utphulla is the fully blown
A

cheek. It is used in depicting happiness.

PUMA. KAMPITA sn rrrV~ v.............. .....

^1^7 fm2 <mr% f^pEfci 1

gffwrat 5wst tN6 11 1094 11
* s

Puma is known to be the raised cheek. It is used in
0

expressing wonder. Kampita is the throbbing cheek.
It is used in expressing horripilation, anger and Joy.

KUNCm, SAMA ; •
m-tfsci: 8sp3SR?: hM1 i

m: wnrr <f# wz n 1095 ti
Kuncita 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 mentioned earlier.
- /

• * A. drops this line. 2* D. ^ ^ A, f7 *

4* A, | 5♦ D. ,j& t 6* A, % I This reading has been

7* d. *? fs i Ai « *rhsEjcf i 8* A.#^r; i 

9* m. wrg nY i a. wtIWW» io* a. rf i n*a. nY i 
d. % wk; i i2* a. isr i

use
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LIPS

2tf=^cr; 4f«?ww<# i

3*r»wr«i fw# i h icm ii

«^er5 J-cqtsst! ^maistw^r6 i

fyf^prfrvKRj i cwi 8hi tf^ifVwrf gfa u 1097 11

Mcula, ffinita, Mvj-tta, Eeoita, Kampita, Ayata, 

Samdasta, Yikasi^'Prasarita and Niguhita are names
i

of eight lip movements. Their characteristics and 

usages relating to Natya and Abhinaya will be described. 

MUKULA 1
1 *whs5t Hat i

tpigcf ip3i% II 1098 il

Opening and closing the lips is known as Mukula.

It is intended to be used in blowing, kissing 

and expressing in sorrow.

KDMTTA s
t&rt fcrfJTTf^# # *if<s/fc i

fW^,3fg?nip?t%r n 1099 i t

Mukula movement made obliquely is called Eunita by the 

learned. It is intended to be used in expressing . 

impatience and weeping of women.

I* D. W I 2* D. T I 3* a. *%?£*** I D# *
4* D. I 5* D. I 6* A. D. fcTT | 7* D.^cftf^3T I

8* d. iTO? i 9* a. Tc^Ttrr i to* a. ?rr i ii*d.®i
I2*D. fcfillj | 13* D. adds the following here.

sTFrroisprrt ^ n fmr*& i rraHmsrwr n 11
<frff Ifa aloTTfci »jrfcr; it



i noPDVHTTA s '# ' “ ' "

me:1 mmj&m ssra; i

3aiNd4 m ^ ffrnTl gfjjwji §rt5 prrfr# 11 moo i i

When the lips are pressed together and drawn 

up to touch the nose, it is Udvrtta.
7 •

ayaia •.

arrarat atg Psist i
x.- X t*~, m

If the lips in contact with each other are stretched 

at the corners it is known as 3yata. It is used in gmiling.

SAMPASTA ;
met Vjfcjrscr 3^;6 w^7^: 11 moi ii

5Flt i

The lips that are bitten by the teeth is known 

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

VIKAS I i. -
gfc<fqi*P4d nsr-rf fWnff9 grf=n^>0 n M02 h 

¥i% g^,2ss?*ri«r i

Vikasi is that in which the teeth of the upper row are 

visible. It is used when beholding the beloved and 

in laughter.

i* a. rhrr i 2* a. ut i 3* d. 3 j

this stanza. 5* D. rf 1 SlfffPfcfr I

i* d. ffe®?: i a* !>• i
t * *

10* D*W I ||* D. I
13* A*®“f I

4* A. drops
6* D. ^ I

9* d. rf I 

12 * d. i
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PRASARITA ;

atirtserH f^fs?2«wr-ci: grants gsrr^i; 11 i io3 m

Tcfr vrfN5^ ^ ef^tert4 i
Opening apart of the a lower lip is described as 

Prasixita. It is used in painting the lips and 

for looking into the mouth.

NIGUHITA : '

arrfset Vraf*r f^fr# 11 1104 11

nl#6 %:ist ^ isffraA? i

Drawing’ both the lips into the mouth is Niguhita. 

According to the experts it is used to show 

grief and sorrow.

igwNstj snm gt^at9«rn?5ie-^^fa: n nos n 
r-ir4du fTd^pT i

The names, features and usages of terjkinds of lip 

movements have been described by Bhulokamalladeva, 

Vanquisher of foes and wrestler of the earth.

I* A. I D. «et I 2* D. I 3*D. I

4* d. of: * s* a. sgfWtaat i &♦ a. $ i ?• d. -ar: i
8* D. I 9* D. 59TI



1' .. . s .

wH^lfVrftiTr mr HFTr^wP^dr* 11 mg6 i ifrx

gw2 r%T fe3 wtm kmtfcm *%: i
■M*Vyadhir, Sitblla, Vakra, Samhata , Calasamhata , 

Pracala, Prasphura ^aot and Lola are eight kinds 

of jaw movements#

YYADHIR :
wrcf)4 5f»?wf nippt ^ n 1107 11

i w^k: sRjwEicr i

Yyadhir is the open jaw. It, is used to show yawning, 

talking, vommitting and throwing heavy aobjects.

SITHILA : 1

finffegrr ii nos u
hW «rn=ci i

% s ' ~ _
When the jaw is slipped down by one angula it is 

called Sithila. It is used to indicate sleeping, 

eating, fatigue and seeing wdnderful things.

I* A. drops this line. 2* a, ^ I 3* A. *
4* A. I 5+ A. SJVrirr I 6* D. I
« Instead of * ^IFTP? Wm^RTT, , m it Should be

ffest * Samhata 1 and * Calasamhata ’ •



VAKHA: ’ -
<P?r 11 1199 11

' H ’

If the jaw is pushed obliquely it is Vakra. It is 

used to denote affliction and possession by 

planets,
SAMHAIA :

The jaws touching each other is Samhata. It is 

used in portraying silence and'stupefaction.

CALASAMHiTA:. '

SfWr m wr^^cTr 11 i no 11
isfijtwr t
When the (lower) jaw attached (to the upper jaw) moves 

it is called Calasamhata. It is used in indicating 

enjoyment with women, eating mouthfuls and the old, 

chewing betel.
PBACALA:
^ffoT^Urr^isrejfejjgrr 11 i s 11 11

g*gss& rrfegwrfenii t
Opening and closing the jaws frequently is called. 

Pracala. It is used in depicting anger, speech and 

chewing saskuli (a kind of baked cake).

f D. rrtfssfr i 2* d. w i 3* a. st i 4* a. gfWr i
p, uffcicr i s* vtmr i 6* ajhi i ?* a. f i

8* A. t|F I



PBASPHUBA
plto STTfCT2^ 11 1112 11

rft% rfhiwit wm: 9^: -sFnat ^t: 1
Prashura is moving the' jaw fast and opening it a 

little. According to the learned it is used in 

expressing cold and, fever with cold fits.
/■

LOLA :
Pd%*tfWr 11 1113 11

3 SP£3q% I

According to the learned the oblique movement of

the jaw is called Lola. It is used to denote 

chewing the cud and turning food in the mouth.

TEETH

4^rr: n 11j4 11
ftimjrTw4 ffcfiHT esr=:crrg: | i

',

According to the wise Mardana, Khandana,

Kartana, Dharana and Niskars|aa are the 

five kinds of teeth movements.

!♦ a. I 2* a. -3P^« I 3* a. drops this stanza,
h* a. ^rr i 5* d. wr i 6* w i



MARbANA
1G1

’^rr1 »*ft u ms 11
«nn^i % wrofran a^tftrfVg i
Grinding the teeth is Mardana. It is used to 
portray-eating of nuts, betel leaves and 
cakes.

KHANDAMA.. * ».. glw ererr gfiwi ffrmrfe: n 11 te u 
wr^wrti

According to experts, cutting with the teeth 
is called Khandana. It is used to express 
biting of betel leaves and moderately damp food.

KART AHA j

rwrg h 11 it ti

Pressing with the large teeth is Kartana. It is 

used to express eating sugar cane and holding 
a bone.

5 5 5
i* A# *rn? i p. i 
fcSTT&l I 3* D. n I 
6* A. -rffaT I D. #SZiT I

2* a. to: 51w l&T iffrm
4* D# t I 5* D. ftoREcTr I
7* A. drops these five lines.



HISKARSMA:
IP «

jffifofeTf: n ins it
«r*cfejft iflwr ^rctt#r i

* * *

, Having the teeth in the normal manner and slightly- 

raising it,-is Niskarsana. It is used to denote 

cleaning* the teeth and crying of monkeys.

PHARMA ;
■#

liiu'ngTgsTg^rrr: srhnr utarT fcmt: n 1119 11

Holding something between the la teeth is called 

Dharana by experts. It is used to indicate biting 

the finger in fear and sucking grass etc.

TONGUE s
•s^cfr cg?r *fcrr vfim %jj%j fa * 1 1120 11

fvrasrr yt^crr^mfq «rwr w *wt3f*ra*! 1

I will describe five kinds of tongue movements.

They are Rijvi, Vakra, Kata, Lola and 

Pronnata.

10

I* A* * * 2* p. l 1 3* ^ I



BIJVI :
10.3

wrf fig^T ?rr i2 9^% 11 j 121 11 
f«n§fr fNfcfr^’ %3t r*nvg*W,ft 1

Bijvi is stretching the tongue out of the open mouth.

It is used in scraping the. tongue, licking with the 

tongue and indicating fatigue of wild beasts.

VAKHA s

fajr wm: 11 1122 11
h wt 1

The tongue licking the comers of the mouth 

is Vakra. It is used to portray anger and 

eating fried food.

NATA : ' '

w f5|T ?mwr?rr 11 1123 11
30F8 f9 StWT *,0*l I

■* *■ •'J

The tongue touching the chin is declared to be 

Nata by the learned. It is_ used to denote, 

feeling bruised lower lips and showing the 

inside of the mouth.

I* D. f%Tir% I 2* A. gf ! 3* D. t I

4* A. it I 5* A. #TSfWclT I 6* D. I

7* A. i 8* D. f I 9* D. rf | 10* D. *



LOLA :
f^fr2 wr g g^rfasci u 1124 1i 

3^t^r irrertfem f^i^wr: 4<ra$r au'i i

The, tongue moving inside the mouth is Lola. It 

is used to denote rocking the child in a 

cradle and falling.

■mm :

gftgrr fat^T ^r. n 1125 11
n# $g tfryrtwr ssrNs8 1

t - , s ,/ ~ ‘

According to the wise the tongue directed towards . 

the nose is Pronrtata. It is used in portraying 

fatigue, emaciation and fear.

FACIAL COLOUR

maicn sf^gw^grg rm: n 11 1126 11
gfcr f

>r*w, ~ * *

Sahaja, Prasanna, Eakta and S^yama are four kinds 

of facial colours used in Abhinaya,

101

1* a, #ifnr 1 2* a. ■cn^T'f^ 1 3* A# 1
4* A. TT I 5* A. St I 6* B, % I 7* A. tf I

8* ixif i 9* d. rrirci I 10* A. $ I



105
P^cpf: n 1127 11

T*si c*m# ^ft%stTraf^: 1

Sahara is ones own colour, Prasanna is the bright
✓colour, Bakta is the red shade and Syama is the coiour

fciftwtwcfsq: -fSMmfmt srfa n *120 11 

3htf# % rm: ^rr^pnt 1 

rg|*TTTrwi¥: <rr4:5y^tifr^!i ^?ii 1129 11 

# *1 cRart *RTRt T*RI WI% f

/ __
Sahaja is used in portraying natural conditions, Syama 

is used for depicting the Bhayahaka and Bihhatsa sentiments,
/ , -i

Prasanna is used in Sringar$,Hasya and Mbhuta sentiments 

and Rakta is prescribed for Vira, Baudra and Karuna 

sentiments as well as intoxication.
r^^cTTf11 1130 11 

9?W,JTf;? fcM%<uT WlSEJTT I

I have mentioned the names, features, usages etc. of the 

Upangas. Now, I will describe the1 Pratyangas in 

detail.

1« A. WfWT I 2* D«. *TT I 3* a. drops this line

here and takes it after............. cfl 1 1
^ I 4# D. gives the line \$m i after this line
S* A# I 6* A. .^TF^ I 7* D. takes this line two 

lines above. 8*D. ^ I 9* D. I



PRATIifGAS

Mm
wra: gT-Wl ■Hfjfti; * cjjT-^al «3fW??isr t i i 1131 11

ndpf&tit m\: qrr%if^*iiKe^: 1

Sarala, Pronnata, Nyanca, Kuncita, Lalita, Lolita 

Calita and Paravntta are eight kinds of arm 

movements.

SARALA ;

Hja; TrVfcit crrafq wngmfeci: n *132 11

w'*rr% 1
Stretching the hands in front and at the sides is 

called Sarala. It is used in imitating wings, 

measuring, (height & length) trembling and embracing.

PROMATA i

at*!6 * si Prat m%; % 11 1133 II

Stretching the arms up is Pronnata. It is used to 

express stretching the limbs, gathering fruits etc. 

and reaching for kapfc things kept at height.

I* D. r*M 2* A. ^ I 3* A. 3 I 4* A. drops this «: I

5* D. M * 6# A. t^FTTfrcft I 7* A. #! | 8* D. WTT I



HYiliCITA ; 1G

mu prrfr# *&tPi 11 1134 11

Stretching the arms dovna is KyaHcita. It is used in 

pounding the ground, indicating fatigue, sorrow, 

intoxication, infatuation and stupefaction.

Kuricita ;

5f*rat ^^Tff^^-^rrcgfT:5 n 1135 11

srrt 7Tr=wtj»f^ 1

Kuneita is moving the arm which has elbow bent and 

pointed. It is used to denote wielding weapons, 

striking, drinking and eating.

LALITA s

^ 'dfeid:9 ?r wr^rr«rrf%Ti^t 11 1 (36 11 
dto,0«eici%M 1 ' *

If the arm is 4Lightly lowered it is Lalita. It is 

used to denote wearing a necklace, praising, 

begging and swimming.

I* D. HIDki<<^0 fr^r 1 } i 2* p# drops this stanza.

3* A. I 4* dlWfrOT I 5*D, t I 6‘ D. W I

7* A. °T I 8* A.-55®: 1% * d. ff I 10* D. I



LOLITA : 108
's*l-dlfWt Wl GTTf#T5% It I !3T 11

rt wfr%ckt,fet2 i
Swinging the aria's is Lolita. It is used to indicate 

crying of a child, dancing, the effect of scorpion 

bite and churning butter.

CALITA ;

3^rj: 4^t 11 1133 11

5Vi^rrf^iprt utastf6 T&m (

Turning and moving the elbows is called Calita,

It is used to portray brandishing a sword and 

freeing ones hand from some grip.

PARAVABTTA t
*

tPHTTW^I7 MITq'trft WPHT8**#Tiffin It 1139 it

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.

f D. ciWttif I 2* A. t 3* A. I 4* 1% ?»lf TT! I 

5* A. «T I 6* D. WT I 7* D. fT | 8* A. ®T |

9* D. fet |



KRIST

mtffamt jfs^r 11 M4o ti

I will mention four kinds of wrist movements called 
Akuneita, Nikmieita*, ^ramita and Sama.

siffr$&: f*ffKici 11 ii4i 11
7^r^t mnpl stgcr; i

mil rhmr ^m: pwt n U42 n 
8%fra T#frt«Fi*=g9 grhst Piein^p: f
The wrist that is bent and moves outwards is AkuScita. 

It is used to drive away. Moving the wtist round is
h_called B^ramana. It is used in brandishing a sword.

The firm wrist is Sama which is used in holding a book. 

These are the characteristics of the arms and wrists.

#pfcx
^yfr4^cfT^ *2W*?rr*sKT«re*i 11 1143 11

I will now speak of Asamhata, Samhata and Nrtta , 

Hastas.

If D* W% 1 2* B. 71 | 3* A. 3 I 4* B. Wl I
5* D, €T«|cit Tstmqrn i 6* D. tff * 7* A, drops this

and up to S’cRjf ?FR; yl'crdl of the next line,

8* D,5| I 9* A. Ttf | ID* B. tfRfH I

* Nikuneita has not been described. See noties at the

end.



HMDS 170
prefer k i

s&pst ^irV'inf^.^^te' i Vi H44 n

4^1 qr^wint6 ijrnw: i

rfc^tfsrr7 gsrr^^irrgi^t3 ?refjftrra}q^irt«ftfi*&: 1^1 n 1145 n 
pi9 i&n* jptt; Wrawfrfln: i 

,0tf-f#i *jfse; I'fVT^TT m n 11 1146 11
gfVctg12 feTf^Tw;" i - ,

sa^rr;13 grr: gt^,4f^,5f#TTci5tep2Tr 11 ii4? n
j ' i

Pataka, Hamsapaksa, Catura, Phana, Ardhacandra,
Mr^fira, Tripataka, Kartarimukha, Padmakosa,

Arala, Sukatunda, Kangula, Alapadma, Urnanabha, .
Mukula, Hanisavakra, iframara, Sarodamsa, Taiaracuda,

Must!, Sikhara, Kapittha,K'hiatikayaklra and 

Suciraukha are said to be twenty four Asanihata 

hastas.

• l*D. cl 1 2* A. ^1 3,#t A, °TT I 4* i,^l
5* A. HI $* D. iff | 7* A. iia^IWi: I

*tpjI i 9* d« 9i io* d, ?f^T i ii3* j

i2# d, -pt^fe^T i 13* a. i i4* A. wr: i i



171
i

11 i i48 ii
qjKqqjsf*^ a*iT*srr m ^ i

II 1149 If
H§cl ffecfT TOT WT slw.FErt^hr* I

I will speak of thirteen Samhata* Hastas.

They are Anjali, Kapota, Karkata, Svastika,KKatakavardhana, 

Utsanga, Misadha, Dola, Puspaputa, Makara, GajadanUta, 

Avahittha and Vardhamana.
snwrf*? tto: n uso n

ignat7 |'at| «w? Tpt r

figc^-Vrt qr,0,,«i*TwreckT^tfit 11 1151 11 

arTf^s^t l %mrwt tf*icmi3lfWK i

TW1 l5fT^Jc|fit|?l*> ,2grf^ q“«wf,24| ciUI^rt14 II II 52 11

P**cfjw!,5*rjftr ^Tcf-tPr f^rrf^n i 

itfV*mt % f^Tc# ffft 11 1153 n

wet7s«it«>1§1 k i
msw&ifpnwrat 19 ®Jcrrijt#Ro^f%Rt cm 11 ii54 11

crrftr gastosffcRt ms i
citar°$rt qrt yt<tsn<fn ii nss ii

22S|Tf¥ Hpcffitf23 50t i

sr^VWitfcrret ^rjiw tfti T*?crr: it tise 11

I* A. ffc l 2* D. « 1 3*D. % 1 4* D. 5T 1 5* A, rrjP i

8* A. *W » 7* a. "Wt 1 8* A. & Ficfr 1 9* D. 5 1

10* A.’S T I 1 Is* A. :fftt 1 12* a. nt 1 13 * -A. 1i

14* A A 1 15* A.ffc 1 16* A.$t ^rt 1 17 • A. ST i

D* . W 1 18* A. 1 19* A. ciyS 1

*oC
M A.WTlf cFtt 1 21* A. ¥"3 1 22* D. g? l 23* D. gffcfit i

24* D. <iy ccjpj I
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I will name twenty seven Mrtta Hastas. They are 

Caturara, Udvrtta, Talamukha, Swastika, Viprakirna, 

Aralakhatakamukha, Avidhavaktra, Sucyasya, Recita, 

ardhareeita, Uttanavancita, Pallava, Nitamba, Kesabandha, 

Lata, Karihasta, Paksavancita, Paksapradyotaka, 

Garudapaksa, Dandapaksa, Urdhvamandalin, Parswamandalin, 
Vaksaffltadalin, touhpar^vardhamandaWnr^rastika, 

Nalinipadmakosa, ABapallava and Ulbana.

gt^T gfa n 1157 11
* .. _ > n

The Asamhata. Sarahata and Nrtta Hastas are said to be• * e •

sixty four hand movements to be used in Natya and

Abhinaya. - SPJGLE HARD POSES
PATAKA
ffecTT4 '$Mt<34*334 I

«ra jxrm:6 kkrmi m: 11 n58 ti
tjf afSTTTO^ srefrt 1

11 1159 11
trmir* 8fcra§ %? nteft gf^rr9#r » 

fi*,0g&£*parr% k q?rret 11 11 $o 11
1 f=r^r n m jji4rejf^ 1

^ ^ cpfaq^rratf^sT: 11 mi 11

I* A. ?f| 2* A. 1xf l 3* A. XT i 4* A. cTTWR-

3t?]pn7H 1 d. cnr^«r<fnci-Ri at 1 5* a. set 1 &* a. -pf i
7* A. I 8? A. fsjgqt | 9* A. I

10* D* I ) | ♦ D* drops this line.
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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 Pataka* To indicate 

cutting, pride, rubbing the arms, extreme joy, warding 
of the creeper, the Pataka hSaid should have fingers 

close together.

The Pataka hand must have fingers held apart to 

denote separating and pushing the hair away, heat from 

fire, and giving protection against fear. The fingers 
of the Pataka hand are erect and shaken near the hips 

to indicate negation. To indicate rain and shower of 

flowers it must be held with face downwards.

BAMBAPAK&A. s'

SrfcgrerfSjt iSchsqt5 ,*Ffrfsf»£ 11 1163 li

If the little fin^ger of the Pataka hand is stretched 

upwards, it is known as Hamsapaksa. 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.

I* A. cf| 2* A. Sit I 3* I *♦ A. * |
5* A. *5Ejft 1 6* A. sgfjjtf |

tfwHw'inwra: jnrto««-n lisa n



CAJURA ; 174

wmcnffat ^r: ^r: it ii64 11

«rtf^rrf^#r w%k fegrwt i
T<Kift3B* fcjf^Wtcfci^* 3ifeig«%' f$%: H |I65 11

If the thumb of the Hamsapaksa 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 Vada chanting.
PHUf A :

fcfM^fg^TT7 |*1?| W*l Cffi zfnm 8S^^lcf II 1166 II 

$ 3siqT|<rrj% v i

sitfisgT: gmnrwr^ jgsrnftof? parlri 11 s 16T i i 
3>#i $<? ?#rr=^cErf% i

gfei^xn r^*JT: gnraf 11 1168 11
»«*. r

i* a. m i 2* a. «cnr: i
3* a. -szrigN^ * *• D‘5rr i > a. grr i 6* o.wrr^ i 

7* a. xrt i q* a. traftij% i c.^elr i 9*. p. wfo i 
10* A* I I* 1
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When the Pataka hand is cupped, it is known as 
Phana, It must face upwards to portnay sprinltfing, 

giving water and consecrating. It must face 
downwards for stroking and indicating hunchbacked 
persons and the like. According to expertgin hand

•to note.
poses^frotection, consolation and movement of the 
snake, the Phana hand must be kept erect.

M. AKDKACAKDBA s v

3fjf'cre§r f^r: mwi i
j Pvmh ii ii69 ii

srfe35! % fl*i?parrsrwft. i

nf>l4^<|.d5‘#C II 11 TO II

ffcmft wfit 3®i

n im it

If from the serpant face like hand(Phana), the h thumb is 
turned out, the hand is called Ardhacandra. According.to 

the ^earned this hand which resembles the cresent 

moon, should face downwards to depict sweeping, agitation 
and for supporting the hips. It should be S. lifted up 

without restraint and face upwards to express astonishment 
and to indicate the moon.

I* A. ^ i 2* A.-^f | 3*D. Z | 4* D. Stfr&Wfr 1

5* A. t I 6* A. f^cfr I 7* | 8* A. Idt I

D. ^ |



170
MRGASMA i

*

cKT ^ifiFrrn2 *fr: it 1172 n

ifer3wrFfcrr% i

stfi^BTjj^ijj dnrr: m$ sTra5! 11 HT3 i i
TTOcffT6^ |TTVtS $6T73r wratf^sr: I

If the little finger and the thumb of the Sarpasira

hand are lifted upwards, the hand is Mrgasira. It must
face downwards to indicate removing sueeat, calling

somebodys and seeing the dagzling light in front.
Mrgasira hand must face upwards to denote throwing the

dice and applying red lac-dye or colour to the feet.
# ‘

•3p*it fdT5rr\f^cTim: n im it 

l0«(yg^T: ?! wr i
d>fM ctlVqP^I WTtTFlf i f 1175 il

^sT^T-fl ^ 11 mft i

% % ,If the thumb and all the fingers are separated and. bent 

forwards, it is known as Padmakosa. According to the 
learned the Padmakosa hand pose can face either upwards or 

downwards to denote collecting woodapple and bilva 
friMt, hands of children and downcast face .

?I37^

I* A. HT I 2* A. T: I 3* A. * i ** D. I 
5* D. » 6* A.^ I 7* d . BTPf I .8'* A. I

9* A. of i*i;i e kkw A I 10* A, drops these two lines.

ii* a. rr i



arala

ir«m s^crr vft 11 i i7e i r 
mrmt *rr*? w tfqt ^ftfefvc i
^nnlgffi crf% ^ %srr^*<f-*i fciu k*¥ m 1177 11 

«^pwfa£r3 cr^wnra: qft^wjct V

177

If the index finger from the Padmakp^a hand is stretched

then the hand is called Arala, by the wise. Arala is
' /

used to express benediction, painting, holding ano umbrella

and Ankusa and watching with astonishment. 
tolDA * -
vpnr'm'M tm g&t w«twI i i 1178 11

\

fWr *m 5^?% i
HI fcflfd eM ^cl7 II 1179 I I

sei8 wri* fcRwt |

If the ring finger of the Arala hand is bent the hand
ftis Sukatunda. Sukatunda is used to denote paying 'no' 

playing dice, to gambling and censuring with contempt.
^ • }

I* A. drops these two lines. 2* D *<#Tf% 13 | 3* D. *$91*11 I

4* d. fmm i a. srrera i s* a. % i e* a.d. i
7* A. lcA i 8* A. | 9* A. j^SI^ I’

s'" - t -

* The descriptions of Arala and Sukatungla in the Manasollasa 
are different from their description given in the Natya£astra, 
Abhinayadarpana, Sangxtaratnakara 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 Sukatuij4a hand would then be di/ferent but no 
change is needed in the sloka, describing Sukatunda.



KANGULA: 178

wdiJ^jffr^cr fi^irr: jj n nao n 
cisKFcm^ *rt«wT wf3igf i

4q*T,TPrt g 9UI ?W1S% oltjsgftr I | 1181 II

srrjjirrjjf♦ijeit5 qtsqci wmt sm^r^ fgspjit i

If the thumb, index finger, and middle finger are held

apart from each other, and the ring finger is bent and
\

the little finger raised, it is Kangula. It is used to 

depict small fruits and other small things as well as 

caressing the chin of children.

ALAPADMA ;

«rnrefrfcfr ffrgftgrfrii* cSEfeTOmn:7 u uaz h

arm^cit 9cfn® igfifcT Hisjrt it 1183 11

^lof^rhsi: .wrfrwffft' i

If from the middle of the palm, the fingers move out 

on the sides and are scattered vrith the middle finger 

controlling the course it is Alapadma. The learned say 

that Alapadma should be used to depict self praise, 

saying ’Mo * asking * Who are you ?, and making 

nonsensical utterances.

I;tA• flgfi I 2* D. | 3* A. xft%m I D. cfcl’r |

4* clUTF^ I qs&fcr , 5* D. $ | 6* D. |

7« d. ar i 8* V. snraci i 9* d. I 10* D. I

V



UBHAMABHA : * , 170'
* i' ! .

^whrns irenrf y%f^?rr: 11 i184 11

fT^3trf=rTH: ir: i^ci: i

4«T5T% 1 4jctuTfc»; 11 1185 II

fVnr:^q% i

If the fingers including the thumb of the Padmakosa

hand are bent the hand is regarded as Urnanabha,
Urnanabha is known to express sizing gold etc., 

depicting lion and tiger, and scratching the head.

MUKULA :

^TRrr: n t i&e n 

^^i^q^»^TT6WgT^t r: i 
<prfifn\it ii87 H

^rhmt i JitWhfefi * r: i

If the thumb touches the tips of the other fingers 

resembling the plantain flower, the hand is Mukula.

To indicate counting gold coins Mukula. must be shown 

obliquely upwards. To express worshipping God and 

offering oblations, the Mukula must face downwards.

If A. drops this I
4* A. drops this stanza.

7* A. <$ |

2* A. | 3* A.^pf I

5* a. fcetn i 6* a. rr i



HAMSAMUKHA :
n i i88 n 180

apTprr u am i
wnTw^nqf V^jr: fm& u ii89 n 

fw: ?? -wr^sTr jjsftjl gwrf^r. ?*?: i

If the little finger and ring finger of the Mukula are
released, raised and bent, the hand is Harasamukha.
According to the learned to denote smk5± soft small,
and delicate things the Harasavaktra hand must be

bequivered and it mustA?irm to express smelling flowers.

BHBAMABA :

nzrmm i gwrfVcrr n 1190 n
3fc_rf *m; &r: i
55iH% ^FTT^fFiT* II 1191 II

If the ring finger and little finger of. the Mukula hand 
are stretched upwards and the index finger is curved, 
the hand is Bhramara. It Is used for holding flowers 
with long stalks, and indicating earrings made of 
palm leaf (talapatra), as well as plucking out a thorn 

etc. _

*• i 2* d. wm i 3* d. pn fum: i
4* A. f$i T• 5* Taken from Sangitaratnakara

as the portion is missing here.



SAMDAMSA ; 1 18
*T " 1 •

«r**rh fwwf m: it 1192 11 
WTroKT *Fffr.T grsq% i

?r %it mrzy&m ^r: qir^r: ii 1193 11

gT^* Wi wwjBrr; «nr4grr wm 5s«rrg 1

If the thumb and index finger of the Arala hand move to

meet at the tips and the middle of the palm is made

slightly hollow, then that is called Samdamsa •

It is of three kinds-Agraja, Mukhaja, and Par&svaja whose

features are respectively pointing forwards, pointing 
to-wards the face and pointing sidewards.
srwlwt 11 1194 u

fyfrmyktt $ rNa; 1
| | 1J95 II

^P^ipiul stM:2 ^r: 1 •'

l*fl wt Jjrjf^^rr^ 11 ii96 11
wf 3*3 I

Agraja Samdamsa should he used to denote removing a thorn, 
and plucking small flowers and 'the like. For saying ‘Pie

upon you* in anger, purifying the yagnasutra, powdering

camphor etc. and to taking betel.leaves the Parsva
Samdams'aka hand must.be used. (To indicate) painting,

shaping the eyebrows, testing the quality of pearls and

painting the dyes, Mukha Samdamsa hand must be turned
(towards the face.)

i* d. qffce&T 1 2* d# *®rr 1 3* a. rr jr: i

4* A. I •» P’rom the description of Samdamsa, it

is clear that in the Arala hand, the indefinger is bent 

and not stretcred.



TA^RACUDA i . 1

*?<rr ^f^crrirr sttYr# 111197 11

^s^mr <*f^5T2i cfi^: 1

u n% m

^ cRH TRTI' cTT^E Wl • I I

When the index finger of the Mukula (hand pose)

is raised up and curved at the tip and the ring.finger

and little finger rest on the palm, the hand (pose)

is T%racuH^ (To denote) inspiring confidence in a

child, hastening, for snapping the fingers with a

sound, pawning and depicting a king^ Tamracuda hand is usdd.

MPSTI :
n?wt2if^cTr; ^?n: it 1199 11

Tjers4^^ eiT iwfcswf ^sf-CStJci 1

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 Musti.

1* a. mwmnnt 1 2* 1 3*

*• a. *3 i
D. drops this stanza.



i

/

. *6113% ^ f^rt i tt 1200
c^sqt »rr«2lf5f*c | 

tN% n rrr$Hm*m2i n 1201 11 

yEg^Tpgnff; wr^ ^eftt^crr 1

11
183

According to experts in Hatya, the Musti, -with the 

thumb pressing over it, is used to (indicate) running, 

attacking, pierding and wielding a sword and bow.(To, 

indicate) milking, wre^iing and hitting the sides, the Must! 

must have the thumb inside. Thus there are two 

kinds of Musti(hand#ose)

SIKHABA :
sj«rre^s2 11 1202 11

fVivrd wre w&rtmi' wm gfss grafts 1 
4EeT|*r5T11 1203 11 

‘if^rwrfswTlu^t 1 prh*?: fkThfr: m w: 1

When the thumb of the Mussti hand, is raised up erectly
/the hand is called Sikhara. I ici.ll describe its usages,

✓ <’The Sikhara hand is used to indicate, sounding the

bell, pressing of lifabs, releasing the spear and 

Javelin, and holding the bridle or reins.

i*d. 1
•*

D.

2#a. ^ Id.^i 3* A,

4* a. sfcrmf 1



KAPITTHA ; 1 ' 18 ‘1

ft TVTTRs31TOU II 1204 II

sifs%r 3tffcrmWSs?rr m: i
fn n iwi mm *ftsFt 11 1205 n

✓If the index finger of the Sikhara hand presses over
its thumb in a curve, it is the Kapittha hand. The.
Kapittha hand is used (to indicate) mixing, speaking,

*hurling the disc and handling the missile and the 

seal*
KB AT 1KAMUKH A:
#Tr*n4*i n 3^5*rh&r«%cn 11 2 1206 11

sn&cr % cTO?rt' ¥rft7^r^r; 1
tf3WT*R<£-cfI^ ^ II 1207 II

3>rm?Ti!8t ^rrfm^rr: 1

When the tienfi ring finger and little finger of the 
Kapittha hand are both raised simultaneously it is 
Khatikamukha. Khatikamukha is used (to indicate) 

holding an umbrella, ehowrie, lance and mirror, and 
pulling the hair.

1* a. & 1 2* a. *rr 1 3* a. W vf and drops the follo
wing two linefe* a* f^WT I 5* p, mt I

6* A. m I 7* A* Z | 8* A. *| I



(

SUCIMUKHA s
Tfsz&gi zfsrr %rr fMwr 11 1208 11 

?kt gefrgint Ticit gp^2TEr|i?r| grnfre: 1
gjrrj-^3 ^ w&fo 11 1209 11

9i?f;5 itfmm: srarrficf: 1
cprfpr^ $wf mr n 1210 11

fmysnt n7'¥»mrmil'lll m: i

When only the index finger of the Musti.hand (pose) is 

stretched the hand is Sucimukha. Yakra, Kampa and Prasarita 

(are its varieties).

In wielding weapons and in crying. Yakra (bent) fuel is tobe

used. For pointing and threatening, the Prasarita (stretched)

Suci hand is to be used. For (scratching.the ears, turJSiing the
wheel, ss^nS^weli aone' and jumping, Kampa(quivering) Sucimukha 
hand is to be used.

COMBINED HAM) GESTURES 
ANJALI i - '

^rnvrm 8 ^ n 1211 11

»n*rra^f*Frf*i cr-; !9 srNctt n 1212 11
^ SYTT^i fejf^gpgff { '

According to the learned, the thumb and palm of two erect 

Sarpasira hands meeting at the base of the thumb and metacarpus 

is the Anjali hand • It is used in Salutation ,to the Gods 

and preceptors.

I* A. I 2* &K i 3* A, % I 4- A. 5 I 5* A. fg cr I

6* d. Sf 1 t a. i s* a. gptrr 1 9* d. m: 1

10 A. «<T | * This, description is. given for Kapetha in the 

Natyasastra, Abhinayadarpana Sangitaratinakara and other texts.



KAPOTA ; - 180

iqwr#1' g * *r<rr ust *pg&Tt cr=r^*WI“ 111213 11

^5T w^rr:3 ?? ^rt??;4 ^r;5 tga; 1 
6«TM^5nM^|5fr|neliitl^l feiP=i*jv£& m 1214 11

7i$*t 8t2li sTjjf&rjj f^n^*7jT^tfifT9l^%j 1
, *■ «. «

«

When the Pataka hands face each other and their palms and
*fingers are pressed together the hand is known as Kapeuta .

It is used to denote addressing preceptors^modesty, 

humility, happiness, speaking to elders and cracking the 

fingers.

KARKATA :

wr ,0^ffgf^?Prf^f^rr: n 12*5 11 

$cfero: ?f 1 1

WBWT^'STffcitT wrf 11 1216 il 
enr^12 ^ fmfmm: gsfet #%T<«^jf*i,3j|;j| i

The fingers interlaced In the middle of the palm, with
Karkata.

fingers inside or outside, is known as^ .The* fingers 

should he inside to denote anxiety. To indicate yawning 

after having slept, blowing the conch and to express wonder 

the Karkata should, have fingers outside.

i * d. wrrat i 2* d. r* • 1 3* a. “*nvr: 1 4 • p# «f 1

5* A. Tipr I 6« A. trclpsr?# I 7* A. |

8* A. ^ I 9* A. «nr$ I IO*A. 5 1 N* A.
: I 12* A, ft* I 13* D, ^ I

* This definition of Kapota corresponds to the Ss.£a%ism 
definition of Anjall as rendered in Natyasastra, 
Abhinayadarpana, Sangitaratriakara etc.



Svastika i 187
*jfVr«F£j 11 1217 11
wm: tmPwstptt •wiffcfirt’ifcirw 1
2wrfc3i# Eli nf pot* fc^wTfr 11 12*8 it

1 f$r*isr me>tfl^cr 1

Two Arala hands facing upwards and joined at the wrists 

is called Svastika, It is said to he used for denoting

crows and the like (birds). KV&han the Svastika is
\

is operated it is used to indicate vast and elevated 

stretches as the sky.

KHAT AKAyARDHAMAl'i Mil :
grwragft7 mt^Yt 8¥P32«*rt frmwT*? 11 1219 11 

cjsTnst Tfrm: sraratlEnFR:: 1
%ruiW«yraY ^,0 i^MTOTir*11 iRftsfV *t 11 1220 11 

cjiLil ^re^m#rn^: 1

When Khatakarnukha hands facing each other are held close 

together, it is called Khatakayardhamahaka by the learned. 

Khatakavardhamanaka is used to denote dec#rating and 

adorning, stringing flowers and speaking truthfully.

I* A. 9 I D.<|5 I 2* D. I 3*d. *“Tt • *• A. ^ 1

§• A. ng ifcKlfcJ cHttlff fcRTjf&Tl^ I 6* A. cTc^F

D* y^ScfST | 7*0. | 8* A.D. I 9* A. f*t I.

10* D* 1 I II* D. u nil* I



UTSM&A : 188
tffefW!1 licit2 11 1221 11

Mfi'civi^ <&: )

<iftscj5|* ^ ^ rft6cnfw%fq- ^ 11 1222 11

^TO' 1 cl«3I l^t0TT7^nRi8|^*t |

When Sarpasira hands are kept in Svastika position and 

shoulders are turned in, the hand pose is Utsanga.

Utsanga is used to indicate embrace, anger, cold and 

bashfulness of women.

UI^ADHA :
csfYcSe HcRjj ^£**cl Tgga; eR-; 11 1223 II

MfcriF fW°tfi TWHernit¥^: 1
1 qfn&fc ?i*& srsmiert 11 1224 11

?*vstft{ ,f^ci ffeMtqarait;1'2’ fW3tfi ,

When the Kapittha hand encircules the Mukula hand it is 

known by the name of Nisadha, by those learned in the 

hand poses. ; According to those learned in Natya,

Hisadha is used to (show) collecting, cutting, indicating 

time, speaking the truth and relief from Suffering.

1* D. I 2* D. wh I 3* A. "W D.«^nw I 

4* A. <f#T I 5* I 6* D. ffc I

7* A. g- D. OTpT vT I 8* D. c?£l ?KT I

9* A. | 10* A. fBf | H* | 12* A. "Sit I

13* A* % I 14* • A.*| I



DO LA S'
mKt* u2 wwrat3 ft 11 1225 11

*&?f* m fgtw: ?? ^rt ^t4?!?^:5 1 

sp& fsi^nzfrzmf7 m *Nt w’mi n 1226 11 

9Tag*nf^§ * nt«taW: <d<3Tf*pt a£c i

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*

PUSPATUffA:
scjrfhsft10 1 $P^5T12q^r^*p?it 11 1227 11

cJ5Tq.w,3gst ^rr*3 9R-: rhicit 1

qTstrtiF^^T<ft^Tl4wr^ afra%ffcr k n 1228 11 
-^cn'ctfo-t wfrm:15 i

When the sides of the little fingers of the Sarpallra 

hands are joined together the hand pose is called 

Puspavata by the experts. Puspavata is used to signify - 

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

and offering libations to God.

I * D. W. | 2V A. cf | 3* A. $T I 4* a. ** » 5* a. * *

6» D. 1 7*A.D.ST i 8? D. 1 9* A. *T I

|0« D. sfj I If D. TSf: I 12* A..«rr I 13* D. T&sf t
|4. D. ^*7 , 15* A. 1ST; I



MAKARA s '
100

gfuTg-tJl ik&T'Ht vmwt f^tfWgfeTt I i 1229 11
g &rt gTgVt iftwiTi.l?} ,s^Wrg i 

g gg wt yt-=Rtf ffcwrr^fa: i i 1230 11 

Wi*l¥TM^lf*?& f^Ffjf^jj zfPmfKif I 

g gg wt iwr fcif>T^ef«i4»nr^: 11 1231 11 
fVTTX juriTRTfsfl^ gf«2?;4 s5¥T3? ifgigjN |

The hand pose with wrists joined in front and pataka hands 

facing away from each other is called Makara. If the 

fingers of the same Makara (hand pose) are raised said 

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 salutation of a 

child and imperfect things.

GAJADAMA :

Tmfnift g OT^gc^frt- 11 1232 11

•rfrftmtf ***t g i

9^TdT^(Pl Wfrnnrffrirfrff*ce?i 11 1233 it

fVT3t,0*?nt g ••a?: 1

When Sarpasira hands with elbows bent touch the sides, the 

hand ppse is Gajadanta. Gajadanta hand pose should be 

used to indicate walking down, holding ladies and 

children and pulling rocks.

I* A. fcgttPitf; I 2*; A. | 3*D. 3 1

4* D. w: 1 5* D. g 1 6- A. g | 7* D. #. sd" |

9* a. g d. g 1 9* a. gt 1 io* a. gtwrS 1

I »• A. -^ |



AVAHITTHA: .r^if 3RT II 1234 II *

n^tfFjsjr*1 *0 cn^cifg'-fsP^aWr ir: i
3<*-fl TI *£11* ^Wr£> f^trcrt II 1235 II

or: ^ici>->f^: i

When two ^ukatunda hands are placed facing the chest 

and then gradually made to face down, the hand is Avahittha. 

According to everts in hand movements, Avahittha is used 
to indicate the breast of a beautiful woman and in 
depicting eagerness.
YABDHAMANA ;

-fwftzit'Fcr <^Frret ?*m% n 12 36 11

6& n-ci 1 dri^j-fi <0hi t 1 . ■ •

The Mrgsirsa hands turned away from each other is called 
Vardhamana. It is used to denottopening the doors, 
windows etc.

*pm<rr wr ptwr ^TOs-^^t^crr:7 11 1237 11 

’ptf6?«frg qt? w<FjjcfcT: 1

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

manner spoken earlier.

I* a. 1 2* a. twd.*3I i 3* A. 1
VD.'^l 5* A.>t I 6* sTtai1 7* A# drops

m i 8d.m ithis



EKETA HMD POSES^ —"i"P................ ............. ... .........’........... ............................... .....

CATURASRA s ' 102
i vm: iTR^nr^rt n 1238 it

^3 Ticjciejt Vm5*girrt i

Khatakamukha hands facing a*ay and placed at a distance

of eight inches from the chest with shoulders, elbows,
and hands in the same level, is daturasra.

UDVRKCA j 1
.....

l&reft W 5oqi^5r^ .d'WVf^yengj^j II 1239 II
‘ i

. _ *
When Hamusapaksa hands are waved like a palm leaf, in front 

of the chest, it is known as vmA TJdvrtta.

EALAMUKHA :
TOK qTclt Hclt T'm'm7™ ^« l 1 n I 1240 11

<*S> -«“ ^
f qfe.ft CW^sl ifclfa I

, t N *»
When two Hamsapaksa hands bent and facing down, are stretched 

in front of the chest obliquely upwards with hands facing 

each other, it is known as Talamukha.

SVASTIKA :
*tfVr«F£i m sst10 11 1241 11

»1 zf\ xtcpwt12 wr reP^ifci13fa ffigglt14 1

I* D. takes this stanza after this. A,
3* D. if I 4* A. drops this *
5* A. «HCh»*tql:j I 6* a. vJ^afPqPd I 7*

8* I 9* A. $ I 10* ‘s? I II* A.

|2* A. I 13* A. fs I 14* A sfr I

m 1
!3t I

I



When two Ham^paksa hands fa£ng either upwards or 

downwards are joined at the wrists it is known 

as Swastika.

7IPRAKIRNA :
' ■■ if'

wrp-sT qjdt pmsh 11 124211

j-n-dqiit^dcfriit wf rdy«fl"u:rffcif^ -^S i
«► %

Two Hamsapaksa hands with tips pointing down^wards and 

upwards, stretched in front of, the chest and turned away 
(from each other) is known as ViprakTrna.

ARALAKHATAKAMUKHA: •
3T$: vgcm -^nsr:1 ^rerr^rjUi tnn^*^eT: 11 1243 11
r*r*wmr«irw^R-ra: yl -idm; 1

y^’SSjt didMIid; 11 1244 11 

cfr^cffaFTd; Wcfl ^HTpfefd^TlisTt l 

4W?sift cfT 5oqwfr 11 1245 11

«Wff Wl^dt ^T%* |CKjlC<*l I

Kfattakamukha hand facing forward is stretched out in front

of the chest and the Arala hand is slightly stretched 

obliquely. Bath hands face up, and whether remaining, on 

their own side or opposite side^there is a distance of one 
span between the right & left., This is called ftrala- 

-kltilatakamukha. Arranged on its own side or opposite side 
it is called AralaJ^takainukha by the learned.

103

i*D. Idt- I 2*A.D. W I 3* A. srhclt I 4« A. ^ i 

5* A. fek i 6* D. St 3 1 -



AvmmmmRA t

#rtl mtmljmrl it2 n i24$ ti
flfcfqsp ^ fcr^rfst wmnfrfgsggF^git i

If the elbows and foreparts of two irala hands 
facing downwards are,moved it is Avidhavaktra.

SUCYASYA i

TKffT&t f areT 4fc^f SHflft# II 1247 II

Wlfctffl' f^it n*h*H x^*m6 ifftt I

When Catura hands are stretched obliquely with 

elbows slightly bent it is called Sucyasya.

BECITA :

%nr^%9*?f=eRrJ- h i248 n
fWrrat tot! I0h figWrfi

When both Hamsapaksa hands are stretched out 

on the sides and then quickly rotated, it is 

known as Reeita.

I* a. irm i 2* a. irqf*i i 3* a. st i 4* a. fa i 

s*d. xmrm i 6* a. $ i 7* d. ?f i s* a. ^ i 

9* a. *rf i io# a. nmiTOTfnit i



ARPHAR1CITA : ,
itfvGftssqxr: f^m: n 1249 m

<sT£^7«t5 *rsrr cg^H ^wrR^Hfg^t’ 1
' •» - „ '• *

When the same Recita’(circular) movement is 

done with Catura in one hand and' Khatakamukha 

in the other, it is Ardharecita.

Ul'TAKAVMCITA ;

cgftltrf g Qf^hxf Pifcifsi;9gcff 11 1250 II

s -v

Tripataka hands stretched obliquely with, elbows and 
shoulders lowered in dance is Uttar^ancita.

PALLAVA : -

PtfflVriOtcrefr mffr at^cfr11 *#*i,2wraf*r 11 1251 11 

fVrftRt ifbTw^3 ^ q<|wht|rrtl g 1

Padmakosa hands held loose at the wrists whether at the 

sides or in front and whether raised or lowered 

is Pallava.

i* a. *it 1 2* d. * i 3* A# i
4* D. ft I 5* A, *Wt I 6* A. Itfr l 7* D> SfcJcfr I 

8* A. Pi* I 9* A. ft I 10* d. II II* V.tft I

12* D. PtTcfrejfa I 13* D, S&fl I



NITAMBA ;
/

°fi^ riaiTar-i^aT-d^ rtaaft tgf^g4Pa|^f^ 11 1252 11 lf)G

f*%wn%^fsfa8 *P<wriift ftwawl; ?rt k * 1
* ^ % ^

Two Tripataka hands proceeding from the region of 
the shoulders and moving to the hips with circular.

movement is knownas Nitamba.
Ke£&BAMDHA :

5f^rcrrat mr nsfr 11 1253 1 *
WWTr^WriT-fldt ^TTsf'tT fcjfai^dt I

When both Tripataka hands move at the x±&at sides of 
the hair region and are then rotated at the side, > 
it is known as Kesabandha,

LATA ;
t t

mr neft qTrjngigqrrfreft t» 1254 11
6c&ci tfxrat 1

* . - ~ *

When both Tripataka hands are strectched 
sideways and then rotated, the hand pose 
is called Lata.

I* A. f*r: ^Tclt* | 2* A. If 1 3* A. I | 4* A. ffc |
5* D. drops these fooir stanzas.
6* A. c&ctff«icit *pT I



K&RIHiSTA :

' «rrf»^uf^TPia: u 1255 it

jjg~*q?u n?it ffaa: ¥ n jj

When one hand in Tripataka approaches the 

ears and the other hand is raised bent and 

rotated, it is Karihasta.

PAF^APRADYOTMA s

fferret 3crr g%jj

q-sfra^h^ tflt r^err^fifn: 11 1256 11

According to those learned in hand poses, when 

Tripataka hands are moved near the hips, it is 

known as Paksapradyotaka.

FRit jjiatjj

tfxidt jj*i:jj <s? jjfcl 1
«. V

PAKSaYMCITA ;
f^mmrryrl *jcfr 11 1257 11 

wiP**tcw>t twt fn: 1

When Tripataka hands are placed on the top part of 

the hip, the hand,pose is known as Paksavancita, 

according to those who use the handpose.

!♦ D* ttit' 3s I 2* this line is wrongly put here in 

the ms. D.
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TAKKSIFAKSA s-------- ......... .... , iffrff gr?nfrcft iieft 11 *258 11
err* e#ret¥ ijWTWTcit3 1
Tripataka hands facing down, and stretched 

obliquely with slightly bent elbows in * 

known as Tarksyapaksa.

DAMDAPAKSA i 
■■■■ ■»<....... .. "
4fcP% swrftlt ¥l?ft fVwFftft 11 1259 11

5^tr«f^fcr is^Tcrt ^fcirmS: i

Hamsapaksa hands-turned in Vivartita and 

stretched obliquely is known,as Dandapaksa in 

dance, by experts in dance.

UBDHAVAMAMDALIH :

srcrcft g srtt w«ft 11 1260 11

-5gncrr%w^ qf*dfci,0*ft 1
When Arala. hands are placed above the head with

1

Vyavrtta and Parivartil^movements, it is known 

as TJrdhavamandalin.

Hd. 0 I 2* D. «C I 3* D. cfl I 4-* A. f^twf^fdrbUl 
?ft ifctreft ssftf&ft 1 5* a. ^r^nfgfei i &• a. *f%w{ 1 

74 d. tirmmcfP&f^: i^cft 1 8=* d. ?nr 1 9* D.dfri 1



PABSVAMAWDALIH s . < ' inn
it1 zjcfr q-nr|2isi g 11 1261 h

3M73fcN^44 fpit 6 i

When those hands (Arala) are brought on the side
'}

and Vivarta and Parivartana movements are donw, it

is known as Parsvamandalin bv experts in dance.
% *

VAKBOMAHDAUH :
‘ * V r‘

w vjifs-egt jjcfrj nat ffrcflggxn^fVg: 11 1262 11 
g7f#=rrgr:' #j|T?r: jj w#r 1

One hand moved in Udvestita and the other hand moved* %

in Apavestita. in front of the chest, is known-as 

Yaksomandalin.■ * -to

UEifflPAESVABDHiMMDALIH :
...."..................... ....... "

10 griygftniW1 <w: n 1203 11

ar; TR^t^TT^o it: jj 1
•MB

One hand in Alapadma and the other hand in Arala 

rotated half in front of the chest and side is 

called Urahpar svar^tdhamandalin.

I*D. #1 2* D. #1 3* A. ?sjT% I 4* A. fit- I

5* A. drops this ........f^QT I 6* A, 1 7* A. f#5FT i

8* A. f?T | 9* A. # I JO* A. I 11 * A. ffar. I



MUST IKASV AST IK A i 20 f)
*~V"" ............. ............. 1,1 '

srt *reT2 11 1264 n

1st cst i

When Khatakamukha hands are bent and curved at 

the worsts in front of the chest it is known

as Mustikasvastika.
* *

NALIM IP ADMAKflS A s

^rr n §265 n

wfs? qft7erafat gvrfsratj qfEFfl'Mywfrn’cift i

When Padmakosa hands are moved round above 

the knees and shaken in Parivartana 
it is Nalinipadmakos'a.

ULBANA :........ ■VJI‘I

83fccT ymfNrat T?5rr9 mvpft f$,0crfch!- 11 1266 11
vTgqPTTfijfvl feTygit mZWTT^PcTlTi\ l J

Alapadma hands stretched up and turned round

is known as Ulbana,
/ •

Naty^stra, '
by experts in

!• A.-tft I 2* A. ^T; | 3* A. sflSS# D. fWh I

4* D* «f*mrt ipsrr i 5* d. -mt i 6* a.d. i

7* A* <|W I 8* A. 3*4 I 9* D.lvft Wc^RP# I

io* -A* r^rcvhT i



201
sr^*w: wrr: rfcm j: jj 11 1267 11

I- i

I have sp&ken of twenty four Single hand poses with 

their names, descriptions and usages together with 

thirteen combined hadd poses.

i^ri vem m: 11 1268 11

q^icrref ywrr^ f^grfrrte mVP^rfo:4 1

Single hand and h double hand gestures are to be 
applied in Natya and ibhinaya to evoke Ba'sa and 

Bhava.

ftsjcrr: 11 1259 1 j
Tprat wraiirM sfaggsrr i

* - «■ »

1.Somesvara have spoken of twenty seven Nrtta 

Hastas with their names, descriptions and usages 

in relation to Nrtta.

I *D. 1 I 2* A. **?Tr I 3* A. wEJcl I
4* D. fWf: I 5* A. c[cTp5 I



20T&BtJ 1 ^ 11 1270 11

fcifWoM* <rN^FTTcfl rn srarhsHg i
W mrm: wrr mr n 1271 11
sF$f*r ^Hifw re: 1

These (Nrtta hastas) are not used in ITrtya, Graceful 
»■ «

and Swaying movements should, he employed in tfeia their 
performance, I have spoken of sixty four, hand poses 

only in brief. Others should cleverly use them 
according to local practise.

MOVEMENTS OF THE HMDS
^cf<§Kf#|;jj 5^#f sfft II 1272 II

arr^fssat 6if®ecf $ 1

Four kinds of hand movements are 

used in dance - Avestita, Udvestita,• 9 * 4 • /

Vyavrtta and Parivartita,
AVESTITA s • •

^wNttsit *j9trfj,0*?3 u 1273 11 
^fseww1 * eft fjj cwl fJ*s£T j f=wT hctfi 3.tfc&: 1

According to experts in hand movements, beinding
the fingers inwards in sequence, IsEirng beginning from

*■»

the forefingers is mentioned as Avestita.

i* d. -tsjt 1 2* a. 1 3* d. ari 1 4*d. § 1 
5* A. D. tg?Tgfcf 1 6* D.* ritt I 7* A.-sq^

d. ernfcr i 8* a.ftysetiro i 9* a. tt i io*A.*rrg i 
i i • a. dfsfc-n i



203UDVESTITA :■-.............

gfi^Tr1 sr?t^*^i^rraT2 fc&Ps^crr;3 it 1274 u

afcpsear mr tmr fmr T&m 4*i$I: i
According to dancers using hand movements,. the fingers 

facing outwards and moving away from the body in sequence 

beginning with the forefinger, is known as Udvestita. *

VYAVARTITA s
f

ytaraeran gf&fr-wr;7 11 1275 11

wraf^cflcrrlt^rr 9*rr*rr grt^rr 1

When the fingers.beginning with the little finger are 

turned inwards, the movement is known as Vyavartita 

according to experts in dance.

PARIVARTITA j

gnraf^wr 1 Wr^*^:12 %r cjfs4brr:14 11 1275 n
l5fei§m l6iwfk<fk fsPrr m 1

> * ~

When the fingers beginning with the little finger facing 
outwards are turned onwards, it is known by the learned 

in dance as Parivartita.

1* D. I 2* A. * * 3# A. ^ 1 D. *

4* A. I 5* A. WZf I 6* A. HT D* cTH I *

II* A. I 12* A. T5ST I 13* A. r^T I 14'* A. 3 I
|5* A. ccA; I

« 7* a. =rr i a* a. m i 9* a. i io*A* qr i



' , KNEE s ' 204
'Tmfssitf I l1 *lcf * §cf It I27T II

3flfecf |*T ft zi*P«W*li* 1
* * w» ' <A

Unnata , Nata , Kuncita, Ardhakuncita, Samhata,
Vistrta and Sama are seven (knee movements)

g-Fjgsm I
w£i4v~U> 6tigkHjj-&m&eL*is called Ardhakunc i t a+.

\

Both the Knees in contact with each other is known as 
Samhata.

frsarnj f$cpf -*m% u 1279 11 

ifcr frcort^tf stfj fra 11 1280 11

Both the knees turned out is known as Vivrta. The knee 
in the normal position is known as Sama. These are seven 

kinds of knee movements whose usages are now being 

mentioned.

I* A. xHcf tFT^cI I 2* d. £ I 3* D. drops this line. 
4* A* TSf I 5* D. ^T?fecPftftcf I 6* A. vifcf#

7* A. ftf I 8* D, m i
•» (

# Unnata and Nata have not been defined.
* Kurjita and Ardhakui^ta definitions are not clear. 

According to SangitaratriSkara in Kuniita ,the thigh and 

shank touch each other and in Ardhakuncita the feip is 
lowered.



PHMTA, MA : 20
wrm^crrrN wr% st1*^ i
2rr?oif i%5 e? wtn i ^ stfj gpftPicflg 11 1281 11'

To indicate climbing an elephant, horse and a 

mountain, Tlnnata knee (position) is used.

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

RUNClfA. ARPHAKUKClfA J

arnf jj^g ^ i

Kuncita knee is used to indicate sitting posture « 

and Ardhakuncita is used for moving.

SAjMHATA, VIVHTA :
1

ffeclj|^ «TFJ II 1282 I I

arret- g*d%g ’ei ^ 1

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

thilike and dancing, Vivrta is used.

i* A# Mj&tg » 2* A,, drops these three lines.



SAMA s - , 20G

i?r*% ^ ^ n 12&3 11
According to those learned in Natya and Abhinaya^Sama 

knee position is used to indicate motionlessness..

SHANKS
fHl^cTT M i’l^rrfl 2fcR^t3 m ^ f «fTqcTT I

3ft: srp^rr 3 fci&n ^tTTT^fgtir^#: 11 1284 tt

According to the wise, Nihsrta, Paravrtta,
Tirascina, Kampita and Blahikranta are 

five kinds of shank (positions).

fTcTT f^fcTT I

7mrni<zr MTTffif ffcroftoT q kwprr 11 1235 11
tf^rr 85f^r?rr fgrr 3Pe:%p=<rr sifter 1

sujcf 11 1286 11
• #

The shank stretched in front is called Nihsrta, the* * '

shank moved backwards is Paravrtta.yand on the sides• ? - -
in Tirascina. _ The shank moving is Kampita and the

shank going outwards is Bahikrahta. Thus,having.........

described the characteristics, their usages are being 

mentioned.

i* a. % « 2* A. f*? MVW i - 3* A* I 4* A.

drops this fcj.f | 5* A. f^JTRTT, I 6* A. |

7. a. -ri^ir f^r * 1 <armf . a- A>drops this rari
9* f^rcrr 1



20NIHSKEA. PARAVSITA :
l"-"l     ir —1 —■l TlWff ^ SJgfT ^ f5!! *^RTT I

mTfw i2 gnraf -mr^r^pt 4<nftr# 11 12sr 11

Nihsrta 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.

TIRASCIMA. KAMPITA, BAEIKRMTA j

Sq^Tcn^f^ Vraf sft; ,0^T-?rT few?:11 n 1288 n

Tirascina is used to denote meditation. Kampita is 

indicatine of shivering due to cold. According to 

experts Shs± Bahikrahta is used to denote the action 

of a lame person and the like.

Efe~dt Efg?ft-c%fiT qftfcrr £ 12j wfe$ crrjm: |?r: £ i

f D. fej^TT I 2* A. I 3* A. ?T I 4* A. I

iiTfsoi^1; q-prerff ?^fc! ?t3T5*gtr: 11 1289 n

Ghatita, Ghatitotsedha, ptardita, Tadita, 

Agraga, Parjjiftiga, Parsvaga, Su&i and Nija are 
nine feet (movements).

5* D. *rf | 6*.'A. m I 7+ A. 2f I 8* A. I

9* drops this word. 10* A. ffEfjrtit

I !• A. o-f- I 12* A. ffcjpr: I



GHATITA i

i? ffcfja: w f*rg ?gmh i
arcnfsjwt ^ jfV^trnii^'ViuT 11 1290 11

k
The heel striking the ground^Ghatita. It is used 

in Urging a howrse and the like, in breaking and 

waking with determination*

GHAiy IT QTSEDHA s

J^ll -m%K qTwnif lf*cT »pff? I

fWTdt II 1291 II
*. *' * *

Striking the foreparts and the heel of the foot which 

is placed on the ground is called Ghatitotsedha.

It is used in dance, ete.

MAHDITA :

jjjwrgfei m itfs: i
*57<& qt^rt iifwt ^STEFRlsfirt I I 1292 11

When the sole in oblique position rubs the ground 

it is Mardita. It is used in crushing, rubbing, 

indicating fear and retreating.

I'* A* drops this..... <* l 2* D* I A, fV^ci ,1

3* d, "R? i 4* a* «rr d. «n- i .5* d. flnfs 1 &*d.

7* a. d* f i 8* d. wrar^t- *r*t i
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* • • 200•

TPStrqf MT«T?FT fa¥p'-a ??; |
TT5-;1 ?? Vrftcit *rm 2^N#rr|^1t tMg f^Ppsci i * 1293 11

The foot (movement) with the heel holding to.the 
ground and the toe striking the ground is called 

' Tadita. It is used in anger and pride,

AGRAGA ;
<jja: wwi,,nin'<43TcS4ji*i: 1

rpsrFt 1 F^sjci 11 1294 11

Moving the foot forward is known as Agraga.
It is used ( to indicate) slippery ground 

and rocks on the waters edge.

PARS1IGA :
.-

MTw^rrfM'iwvTTWT?: qTf*T*i:7 a^T^a; 1

agwr fafwM fa^fqra: 11 1295 11

. Moving hack with the heel is described as Parsniga.

It is prescribed for going backwards.

I* a. I 2* A. I 3* B. 7T I 4* A. ^ |
5* A. | 6* D. a | 7* A. if | 8* A. z^T



VldxAGm ■■ 2 J f

*nr<S r sijl'Frjj crr#icrr i
€Tra% l<*u *pFf %i&4h 11 1296 II

Mmc±wg w£,4k the- feet- resting-en- ike- sides 
’When the foot either stands on its side or mover to the 
sied, it is Parsvagata. It is used to, (depict) 
sitting posture, removing a thorn and moving fast in dance. 
SUCI s
a^*ij2werrjifi«3; Tre: gsfr%n=rr yWl^ci i

sprriSr 11 1297 11

, * - *
Resting the foot on the tip of the tig toe is 
called Suci. It is used (to show) pulling things 
kept above and kissing.
FIJA s
fcmnfm: rrat5 f*sr. 1

^ r^8-^ 11 1298 11

The foot without any alteration and resting on 
the ground is Nija. It is used to indicate 
standing,fatigue, wonder and anxiety.

\
A. I 2* A. SCT 1 3*A- ” 1 4* A- ** 1 

5. B. 5t | 6* D. ?Flt} I T* A. JT^ I 8* D. Sit I



TOES
211

rfsTCcrn^uTc^f^rr: ^f^rcnr^ jmfrm: i 
MTCT^fsristr 1 #r*=nrlfcr t^rattir m 1299 11

Avaksipta, TJtksipta, Kuncita, Prasarita, and 

Saralagajaa are five kinds of toe (movements), 

including the "big toe.

AVAKSIPTA :
2ha dcffsrccrr: s^f^crr: 1

qsffcfTW^ * ffetW fspssffe3 f^4f ?|fcj,p?ij|j | | 1300 11

Repeatedly striking dovn (o*»lth the toes) is Avaksipta.

It is used to indicate pulling behind and expressing 

Bibboka and Kilakincita.

UTKSIPTA ;

mt mt fr^?^r<hffiTCcrr Tifc^rr «fk 1
f^f%sr^r HedsTOT'^HT5*# n i3qi 11

Repeatedly ees raising the foot (i.e, the toes) 

is sM said to be Utksipta by the learned. This 

toe (movement) is used to express extreme bashfulness 

of a newly married girl.

1* a. i 2* a. cdf^rr: 1 3* D. * 1
4* A. W#fs I 5* D. T^M



KUMCITA ;

srr%2pt *t f^szr^ 'i ^3f&fcrjjf%i'j{‘ 11 1302 11

When, the toes are contracted., it is called Kuiicita. 

It is used to depict fear, possession by eiil 

planets, cold and fainting.

PHASAhlTA :

otrit: srwr5frwr: 1
75^zfcT s*rN^f*i: 11 1303 11

dWhen the toes are straight and motionless, it is 

known as Prasarita. It is used by performers to
s

indicate stupefaction, cracking the limbs and 

dreaming.

iirr^'^ps8 wf9 mfw m r fw. 1
cT^-HT^l^fl fclS #Slc«-orT?[* ciffck II 1304 II

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 botha) 

in the same manner.

I* A. cfTCjf I 2* A. S I 3* d. fs& I 4* i.'im I 

. 5* a. <Af«ftrr: i &* d, 7* a. 9^% i'
8* A. ^cT I 9‘ D. # I



SAMLAG1A :• 213

wig i
-h^ rt: ttihm wtfr*rr<*$: ti 1305 11

All the toes with the big toe close 

together is called Samlagna. It is 

used in dragging.

srws* m*4^crrP=i wp? wIMftftRQ i
JTT^nfVra2£}t»ttf^ 11 1306 11

Thus, Pratyangas have been described with their 

names, characteristics and.usages. They 

should be used in Natya and Abhinaya in 

the manner that is suitable.

I4 A. I 2* A. drops this ... I

9
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HMES

Including Concordance of Parallel passages or treatment 

in the Na^asastra.

SI.950-51 On the occasions for dance, see Bharata, Hatyasastra
I

1Y:265-66. He refers to joyous occasions when dance 

is provided for entertainment, 'Yinoda karanam* .

SI.951 Bhutamatrka is another name for Pancalanuyana.
Description of this event is found in the 6rngara

Prakala 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 
details, see Bhoja, ^rngara PrakS^a. 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.

SI.954-55 ’Kama* may not refer to an occasion in Drama but 

' Budhaihi’ could be a reference to Bharata, since 

Bharata has specified that dance must be performed 
during ^rngara. 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 nan and women
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SI.956-57

should be followed by a dance with delicate Angataa-

ras which Par vat i created. NS, IT. 306, 309.

Yivada refers to academic discussions on dance. In

this regard the observations of Parivrajika in the

Malavika Agnimitra of Kalidasa is significant. "No

theoretical discussion will help, for the Natya-

sastra is primarily a practical art (.Prayoga Pradhana)

(1.15 ff). In this work, there is a fine description

of a friendly contest between dance teachers Ganadasa

and Haradatta.

SI.957-58 Par ikis. probably refers to the Arangetral or debut

which an old tradition that is observed even today.

In the Arangetral Kadai of the 8th century A.D.
/ __Tamil Classic Silapadikaram, there is a description

of Madavi' s skill in dance being put to test before

a distingmished audience.

SI.959-60 The terms Nrtya and Nrtta are missing. Tandava and

lasya are forms of both Nrtya and Nrtta, whereas
<P *

Laghu, Visama and Tikata are forms of Nrtta alone.

On Nartana see Sarngadeva, Sangitaratnakara Till.

SI.961-62 In the definition of i€sya the two characteristics

'Karanabhinayojjitam* and 'Lalitairangaharyaischa'

appear to be mutually contradictory. Angahara is

known to be a combination of Karanas, so it is not

possible to have Angaharas without Karanas. According
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to Bharata, lasya is a gentler form of Tohdava and he 

uses the term, 1Sukumara' to signify this. Here the 

word ’lalita' has been employed. (Jsing 'Yogitan* 

in place of ’Ujjitam’ will be appropriate and will 

erase the contradiction.

51.962- 63 On Tandava see Bharata, N.S. VI:272. Karanas and
* * •

. O. _Angharas are its predominant features. According to
A.

Maharana Kumbhakaratna,Tandava is of-three kinds:-
( * c «

Visama,Vikata and Laghu. See Mrtya Ratna Kola l(i),
* # (6

290-296. According to Jaya Senapati, Tandava is
# *

derived from Ifrtta. See Nrttaratnavali 1.55.
* «

51.963- 64 There are two readings in the description- of

laghu or laghava. According to one^ it is Hrtya and

according to another it is Urtta. Irtta is more

appropriate. In the definition of laghu,. the Ancita

Karanas in all probability relate to Desi Karanas.

They are simple jumps. Sarngadeva men Hons Ancita

Karanas other simple (Alpaihi) Karanas. On laghu see
fefcadeva S.E. VII.32. Kumbhakarana mentions the

use of Ancita and other Karanas, &ee N.R.K.l(i)293 •

In Sangita darpaiia there is a reference to *-^aga'

in relation to Dhvada Hrtya (also known as Utpluti

Karana nrtya) according to which laga is jumping on

a rope with a single leg and descending. The varie-
In.

ties of this movement are also mentioned^ S.D.
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SI. 971-72

SI.972-73

SI.964-65

SI.947-77

Jaya describes a Carana nrtta which is a circular
* m

dance, performed by ladies of the Ministrel class 

belonging to Saurashtra. See N.'R.VII. 134-36 i6ambha-

karana calls 'this dance Dohaka Nrtta because of the
• ♦

Dohaka songs used. Sarngadeva on the contrary does

not deal with Carana Nrtta but describes a Carana ,
» • ♦

See S.R. VII.1329.

Jaya ^enapati describes the dance of Koliata.

See N.R.YII. 147-50. In S.R. VII.1350-1 a Kohlatika 

is described. The description agrees with that of 

Nrtya Vino da.

In place of 1Nahabbangivivarjitam*Sarngadeva, and

t j- »
Khumbhakarna mention Raggubhamana which means moving 

round with ropes. However Sudhakara in his commentary 

to S.R. has given 'Rgubhramana* .which could be 

interpreted as moving round with the body straight.
i

On Angas, Upangas and Pratyangas, Bharata N.S.YIII: 

13,14 and see Bharata in the chapter "Nrtya Yinoda ' 

in relation to other dance texts" of this thesis, 

wherein the dissimilarities between Bharata and 

Somesvara have been highlighted.

The Editor seems to have corrected the second line 

on the basis of Bharata. On head movements see 

Bharata N.S.YIII. 18,19.

SI.948
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SI.980-81 The definitions of Akampita and Kampita appear to 

have been paraphrased from Bharata. S.S. Till.20.

SI.982-83

SI•98 4

SI.989

Most of these usages have been given by Bharata 

See H.S.TIII*23» Manmohan Ghosh has in place of 

fPrsriatisayavakyesu' used the other reading. Therefore 

in his translation he gives sickness and intolerance. 

The usage ’Panavaslna*is a variation of the usage 

given by Bharata 'Pitamatre!N.S. Till.26.

The definition of Ancita kfira, as has already been 

mentioned in the 3? .HA has a discrepeney. Instead of 

'Hasta parsVe* it should be 'Kincit parsve’. This

definition is then verbatim to the definition Affcita
A

rendered by Bharfeta in H.S. Till.31.

SI.911 The reading 1 Csa^va’ is used in place of 'Baive' in 

the translation.

SI.992 The description of Parivahita is corrupt. Parivahita

is actually a side to side circular movement of the 

head. In the P.H. the description of Parivahita from 

MAS. has been rendered.

SI.993-94 All the usages of Parivahita except 1Tisade' are 

found in Bharata H.S. Till.28.

SI.996 The second line here has been inserted by the editor

from l.S. Till.35.



SI.1005-6 On chest movements see Bharata U.k. IX.223* In

place of Vyakampita and Utprasarita, Bharata mentions

Prakampita and Udvahita.

SI.1007 Corresponding tothe Usage 'Hrchalyakarsane' given

here, there are two readings in the U.S. ' Hrdayalalay

and ‘Hrcctaoke'. If.S.IX.225.
*

SI.1007 The usages of Vyakampita are missing in the text.

lor the usages see Prakampita in M.S.IX.230.

SI.1012 l‘he first line has been filled in up by the Editor.

On the basis of the U.S. Ksama according to Bharata

is used for both ,tJrumbhane, and 'Hase' while

’Ksudharte* is a usage for Khalla. On this point

see If.S.lX 242.

SI.1015 This is almost verbation to the verse in U.S.IX.263*

Instead of 'Prasrtam given by Bomesvara it should be

'Apasrtam'.

SI.1021-22 Ihe term ’Hivrtta' is used in place of the term

'Uivrtta' and ’correspondingly the definition and

usages of 'Vivrtta* are given wuieh suit its meaning.

Bharata uses the term ’Eivrtta1 H.S.IX.244*
•

SI.1024 fhe definition of Udvahita hips clearly speaks of

the hips being raised in succession. fhe woid used

Is- ' Kramat', Bharata has used the word ' £>hanaihi'

which has been interpreted by Manmohan Chosh as

’slowly' H.S. IX 247-
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SI. 1025 There-^are two readings regarding the usage of

Recita. -One is 'Hrtya' and the otner is ’Vrtte'.

For the translation the reading 'Hrtya* has been 

used. But ’Yrtte' seems appropriate. Bharata gives 

the usage 'Btifcamana* which corresponds in meaning to 

'vrtta* . H.S.IX.248.

SI.1026-27 She usages of Udvahita are verbatim from Bharata

and 'Hatya^astravi^aradaihi' probably refers to him 

I.S. IX 1026.

SI. 102S, 1032,The Sphurita eyebrow movement, mentioned in these 
1058 t

sl.okas is in place of the Eecita movemenx found in 

H«S.VIII.119* Sphurita movement described by Somesvara 

seems to be an improvement on the Recita given in H.S. 

VIII,122. The usagesgiven here and in H.S.VIII. 128 

are almost alike.

SI.1030 The Bhrukuti description is almost verbatim to the

description of this movement rendered by Bharata. 

H.S.VIII 121.

SI.1035-36 All these four usages of Eatita eyebrows have been 

given by Bharata also and ther efore’Budhaihi’ could 

be a reference to him. H.S.VIII 125*

SI.1037 Bharatakosa has given in place of ’Saumye darsane*,

the reading ’Saumya dar^ana*. Page E0.197.
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SI.1041-53 Oil the eight glances based upon K-asa, Somes vara

follows Bharata closely and ^lokas 1049 and 1050 is

almost verbatim to If.S.yin 51 and 52.

SI.1053-56 Somesvara’s description of the eight glances based

on Bhava not only bear close adherence to Bharata's

4
views but are also very similar to his statements

owing to the similar choice of words in both texts.

t IT.s.Till 53-62. for instance SI.1059 of Nrtya Vinoda

is almost verbatim to the last line of Si.59 and first

line of SI.60 of N.S.VIII.

SI.1056 In the B.K., p.156 in place of 'Iyamevam Yidha*

Ramakrishna Kavi has mentioned 'Kutila Bhrukuti
« »

Drstihi' which are the words found in N.S. also.
1 • i

N.S.VIII.52.

SI. 1058 In place of ’Hrsta' Bharatakosa gives the correct
• • *

reading which is 'Drpta'. 'p.No.275*

SI.1059-60 On p.230 of B.K. Ramakrishna Kavi gives the

following definition: ^

: . erafcfldHi w 1

SI.1062-83 The glances based on Sancari bhavas have been

explained with their usages.'This feature of provi

ding usages to these glances is not seen in the

work 0 f Bharata. But there is striking similarity

in the description of the glances as rendered by
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Bhar"ata and Someavara. For Instance last line of
i

SI. 1065 is almost verbatim to N.S.VIII.66. SI. 1069

corresponds tol.S.VlII 70 and SI.1078 with N.S.

VIII.79.

SI.1071 The word 'Ujpluta* is used in the definition in 

place of 'Abhitapta' which is the term used while

enumerating the names of the glances in SI.IO43.

SI.1085 50he Sloka is verbatim to I.S.VIII.130.

SI.1086 The definition of lata nose varies from that given

by Bharata instead of^tyartha Sanslista puta'

Bharata has mentioned 'Mu huh slista put a* which♦ « •

means repeatedly pressed nostrils. l.S.VIII 131 -

SI. 1087 The definition of Manda nose also does not agree

with that given by Bharata. According to Bharata

Manda is the nostrils that breathe out. l.S.VIII.131 *

SI. 1089 Socchvasa definition given here shov/s a deviation

from Bharata's views. The nostrils breathing in air

is described as Socchvasa by Bharata, wuich contra

dicts the meaning of the term 'Socchvasa'. See N.S.

VIII 131. Somesvara seems to have noticed this dincre-

pancy and has therefore given the definition a

SI.1092

slight twist.
This SaLoka is almost verbatim to the ^loka enumera

ting cheek movements in 1 .S ..VIII. 136-37 •



223

SI. 1094 In the usages for Kampita there is 'Roma harse'

and this has another reading 'Rose* 'harse'. 

Similarly in the. N.S. also these two variations are 

found. See H.S.YIII 140. Sarngadeva gives 'Roma 

harse' See S.r.YII.963. Jaya Senapati however 

mentions 'Kope Pramode*, N.R.11.47•

SI. 1095 She usage 'Slta Sparse' is a variation and

combination of the usages 'sparse' and 'site' as 

given by Bharata.

SI.1096-97 The tenlip movements enumerated here indicate four 

additional varieties over and above the six kind of 

lip movements described by-Bharata, Some^vara however 

does idt follow the nomenclature given by Bharata 

for the six movements that are common to both. He 

has changed Vivartita to Kunita, Visrsta to Prasarita 

and Samudga to Mukula, whereas the names of the 

other three movements the kampita,Samdastaka and

Samudga are kept unaltered. Udv&rtta, Recita, Ayata 

and Yikasin are extra four movements of which the 

description of the Recita movement that is absent 

in this text has been given in the B.K., p.559 as

follo,'s • II

According to this Sloka, Recita is moving the lips 

sidewise. Phis corresponds to the Recita definition 

given by Sarngadeva in &.R'. YII 496. The'description
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of Kampita wtiich is also missing in this text can 

he reconstructed on the basis of its name. It signi

fies the tremulous lips. l5he kampita lip movement is 

found in R.S.YIII.141-46. On page 349 of the B.K., 

Prasarita definition has the word 'Radanam' in place 

of 'Yadanam'. The term 'Radanam' is rcore appropriate. 

On p*78 of the B.K. the followjng definition is given:

r; si£R: 3^ 1

3^ri: nAccording to this sloka, pressing the lip and lifting 

it up to touch the nose is Udvrtta. It is said to be 

used for (indicating) ridicule and contempt. In S.r. 

YII 494, Sar&ngadeva has given the same usages.

SI.1106-07 In place of Hanu, Bharata uses the term Oibuka.

Actually, Bharata has merged the teeth, tongue, lip 

and Chin movements into tnis category as seen in 

R.S.VIII 147-53• Yyadhir and Samhata can be said 'to 

correspond with Cukita and Sarna respectively as given 

by Bharata.

SI. 1114-15 In the reading given in the P.1T. for Mardana it is 

Palana. Either of them could be used uecause they 

have the same meaning. Khanda teeth movement is the 

only common one described by Somesvara and Bharata. 

The teeth and chin movements are the same in R .S .

Till.147-53.
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SI.1120-25 The tongue movements have not been indicated by

Bharata. While mentioning chin movements he describes

a movement called 2»ehini,in which the tongue licks

the teeth and the lips.' N.S.VIII. 149. This movement

is absent in the Hrtya Tinoda.

SI.1131-40 The eight arm movements are described with their

usages unlike N.S. wherein only the names have been

enumerated,Ten arm movements have been listed in the

N.S.IX 220-21 . Their positions ha Ye to be reconstruc-

ted from their names.

SI.1140-42 The descriptions of the wrist movements are incomplete

The description of Nikpncita v/rist is missing. In the

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

SI.1144-45 Tripataka and Kartarimukha descriptions are not given

in this text, lor their descriptions see N.S.IX 27-38

and 39-42 respectively.

si.1150-56 Twenty seven Nrtta hastas have been enumerated.

Lalita and Valita that are found in N.S. are not

included here. In the Mrttaratnavali Jaya Seriapati,

has explained this omission by saying that lalita

corresponds t 0 Pallava and Valita corresponds to

Lata N.S.II.89.

SI.1162-63 The two usages ' Mukharagaviiepe* and 'Pratigraha1 ■

are also found in N.S. as 'Gandasamiraye' and
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1Pratigraha*respectively® N.S.IX 106-09* But Manmohan 

Gosh has in the translation said that to portray 

acceptance of a gift the Hamspaksa hand must he held 
near tne cheek. Phis is not, corroborated by Abhinava- 

gupta. According to Abhinavagupta these are two 

different usages of Mrgasira hand.

SI.1164-65 A large number 0f usages for Gatura are given by 
Bharata in N.S.IX 93-100*

SI.1166-68 In place of Btiana and Ahivaktra - it is eustomaiy to

use the term Sarpasira as found in N.S.IX 84-87*
/ /SI. 1169-71 The word Sasilekha, 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*

SI.1172-74 To denote ‘Aksapatane1 it says the Mrgasira hand

must face upwards. Bharata gives the usage but not 
the direction of the hand. Por expressing 'Svedapa- 
nayana 'Ehvane Saminukhatamrikana' in .all probability 

the Mrgasira hands are required to face each other 

'Abhimukha Mrgasira' . Even Abhinavagupta mentions 
'Abhimukhatala' for Svedamarj:ane N.S.IX 86-87*

SI ..1174-80 ^ukatunda is derived from the Aral a hand which in
• •

turn is derived from the Padmako^a hand. There is no



227

-conflict of opinion regarding Padmaksaia. However the

description of the Aral a hand is incorrect and as a

cons equal ce the Sukatunda hand is also incorrect.

So,, „f USaSeS 0f an. gi,en
ft ft

are seen ‘in the N.S. which gives the correct descrip

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

SI.1182-34 She usages of the Alapadraa hasta are almost alike to

the ones given in N.S.IX 91-92. 'the reading 'Avarta*

corresponds to 1he word ’Avartita’ which is used in

I.S. and therefore it has teen employed in the

translation.

SI.1184-86 i The definition of Urnanabha in the N.S. and Nrtya

Yinoda are almost alike and a number of its usages

are common to both texts. I.S.IX 120-21.

SI.1188-90 ' The ?rords Harasavaktra and Hamsamukha are used as
• «

substitutes for the popular - term Hamsasya. Abhinava-_

gupta uses the teim Bamsavaktra. N.S.IX.

SI.1192-96 The description of Samdamsa indicates that Arala hand
• ft

must have the index finger bent over the thumb. When

the thumb and index finger of ttuis Arala hand move

forward to meet at the tips it is Samdamsai This
« m

definition closely follows I.S. The Commentary of

Abhinavagupta give- the usages ’Kantakadinam grahane1

and 'Puspanam Smksmanamvacay e' for Agraja Samdamsa

which is found in the Nrtya Yinoda also.
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SI.1197-99 The usage 'Rane* does not fit in wellhere. There

seems to have been a scribal error and most probably 

the correct usage is 'Keane'• This is found in Ef.S. 

IX 122 - 24-

SI.1199-1202 The second variety of Musti is a new feature. Neither 

Bharata nor Abhinavagupta mention this variety 

N.S.IX 55-56.

SI.1206-08 The definition of Khatakamukha is almost similar to 

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

SI. 1208-13 Seven varieties of Suci have been given in iT.R.II 

115-132.

SI.1211-15 The definition of Anjali and Kapota have got inter

changed. They should be as follows :
r:n<~1lc$ . cTC, 6^-ru ; ^-1 eft )t

cT2JT rttthl*. I

1134^57 1

If
' ci^l <^1^41-^ ^Ft^T \
Refer N.S.IX 128-32. A

SI.1215-17 Two varieties of Karkata-hasta are indicated. The

second variety of having fingers crossed inside has 

not been mentioned by Bharata in his description of 

Narkata N. S. IX 133-35*
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SI.1217-19 The r ©.ding 'Khara* Is used in place of* *Svara* in
\

the translation. Neither of these usages are found

mentioned by Bharata N.S. IX 135-36.

SI.1221-23 This definition differs from the definition rendered

by Bharata in which Arala hands are prescribed N.S.IX

139-40.

SI.1223-25 This definition of Nisadha is the most consistent
•

definition compared to the other definitions of

Nisadha. In the N.S. there are four definitions of
•

Nisadha. The first one is almost identical to the
•

one in Nrtyavinoda. He also gives another variety

of Nisadha as previously mentioned by Kirtidhara and

two more variants. Yisnudharmo ttara Burana incorpora

tes the first variety. Even Abhinavagupta has adopted

this definition. It is to be noted here, that Kirti-

dharas definition of Vardbanana corresponds to

Nisadha found in Nrtya Yinoda and other texts.

N.S. IX 141.

SI.1229-30 Different levels have been prescribed while listing

the usage of Ma]£ara and the usages given here, are

also more in number ttan its usages in N.S.IX 152-53*

SI.1232-36 This description of Gajadanta is similar to its

description in N.S.IX 154-55* But according to

Abhinavagupta* s commentary the two Sarpasixra hand
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touch the opposite arms between the shoulder and the

elbow. Man mo h an Ghosh has given this interpretation.

SI.1236-37 In place ox Ivlrgasira hand Bharata has prescribed

Hamsapaksa hand. Eirtidharas view of Yardhamana which

conforms to the description of Nisadha has also been

given in N.S. IS 157-158.

SI.1243-46 This description of Aralakhatakamukha differs from

the description given in N.S. IX 188.

31.1246-47 This description of Aviddhavaktra is different from

the definition given in N.S. IX 110. N.S. does not

mention the use of Aral a hand but he only mentions

a Kutila movement of the arm.
•

SI.1247-48 In place of Catura N.S. has given Sarpasira with the

thumb touching the middle finger. In the N.S. two

varieties of Sucrmukha'with Sarpasira hands kept in

this manner have been described.the definition in

the Nrtya Yinoda. Abhinavagupta mentions caturasra

position of the Sarpasira hands. N.S. IX 191-92.

SI.1251-52 The description of Pallava gives a wide sphere of

movement of the Padmako^a hands but it does not

mention a Svastika,Bharata requires Pataka hands to

be joined at the wrists. Abhinavagupta mentions that

they should be in Svastika and also notes another view

which mentions the use of Tripataka hands N.s.IX 196.
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SI.1252-53 In place of Tripataka hands to be used in litamba, 

Kesabandha and Lata, Bharata mentions Pataka. How

ever, Abhinavagupta speaks of others who mention 

Tripataka for use in the above hastas I.S.IX 196-99*

SI. 1260-62 Arala hands have been prescribed for use in drdhfe-
✓ **

vamandalin and Parsvamandin. N.S. does not indicate 

any specific -hand tobe used for Urdhavamandalin and

Parsvamandalin. I.S.IX 203. Abhinavagupta mentions
* ♦

Hamsapaksa hand for Parsvamandalin.t • * e

SI. 1262-63 Probably Arala hands are also to be used for T5r’ah~

mandalin* Abhinavagupta mentions Hamsapaksa hand
* • • *

I.S.IX 204.

SI. 1277-63 Of the seven knee movements enumerated, IJnnata, lata 

and Kuneita have not been defined. Their names and 

their usages help In constructing their movements.

Also the definitions 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 

the ground and in kuncita the thigh and the shank 

touch each other. These are the definitions given in 

the S.R. Til 374, 375, 376. Also see I.R.11-313, 314, 

315* Bharata does not discuss knee movements. Regarding 

Ardhakuncita both S.R. and I.R. describe it as lowering



232

of the hips.

Si.1285-88 i’he definition of Tira^cina has been given more 

dearlyby Sarngadeva. According to him the 

external side of the Shank touches the ground, 

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

SI. 1289-98 Six kinds of feet movement have‘been described by 

Bharata in HAS.IX 265-80. Of these six movements, 

only Sama and Suci are found in -the Nrlya ¥inoda.


