
233

Chapter Y

NE.TYA YINODA H REM T ION TO DB^I STHANAKAS, CARTS
"‘I ....... I- .........................................................—-.............. .... ..............................................................'■ ..................................................................

AND KARANAS

In the Nrtya Yinoda after an analysis of Angika 

Abhinaya, Some^vara takes up the discussion of Sthanakas, 

Caris and Karanas. The Sthanakas are static postures, in 

which importance is attached to the position of the legs.

A Gari constitutes the simultaneous movement of the feet, 

shanks, thighs and hips. They are classified into two groups 

to distinguish the caris in which feet do not loose contact 

with the floor, with those Caris in which the feet are taken 

off the ground, lastly, Karan,a relates to the movement of 

the entire body. A Sthanaka being a motionless posture, a 

cari being a movement of the lower limbs, waich starts from 

one Sthanaka and ends in anotha? Sthanaka and a Karana being 

a movement of the whole body incorporating Sthanakas and 

Caris, there can be no doubt that the Sthanakas, Caris

and Karanas are interrelated. In the Nrtya Yinoda, the
• •

Karanas described by Some^vara are merely movements involving

Jumps. Even then, these Karanas stand in close relation to
«

Sthanakas and Garis.

The Sthanakas, Caris and Karanas are found in the
* •
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Margi tradition as well as in the Desi tradition, but the 

Margi Sthanakas, Oaris and Karauas d^hot bear any resemblance 

to the Desi varieties of Stlianakas, Oaris and Earanas. How 

and when the Margi and Defai styles came about is a subject 

matter vtoich has confounded Scholars since both these termi

nologies have been rather loosely and variedly interpreted 

in different texts. Matanga, who wrote the authoritative 

work on Deisi has said in relation to music, that ' the (music) 

which is sung by women, children, cowherds and kings (or in 

other words by the general populace) out of spontaneous 

inclination and desire, in the regions where these people 

dwell is termed Deisi. Par^vadeva has given the same defini

tion in his Sangitasamayasara. Matanga goes on further to 

say, that the path of Defsi is two-fold - regulated (nibaddha) 

and unregulated (anibaddha). That which is regulated by 

Alapa, etc., is called Margi. Therefore in the view of 

Matanga, Margi is a form of De&i. However, the general opinion 

on Margi is differ oat as found in other works. According to 

Kallinatha in his commentary -to the Sargitaratnakara, De^i 

constitutes all that which Bharata did not speak of, but 

which Kotaala and others spoke about. Beyond this he also 

adds that 'those forms that are created in various areas 

and regions (of the country) for the pleasure of the populace 

are in the de^i state, with this end in view their composition



follows a free and spontaneous course- Similarly Parsvadeva 

also says that ’Gita, Yadya and Irtya performed according to 

the tastes of the people belonging to places mled by 

different kings is called De^i. In the context of dance he 

says that In De^i Irtya one should not look for significance 

of the Angika Abhinaya. From these refer aices it can be 

surmised that Desi dance is that which is not bound by 

country wide common rules, but which varies from place to 

place, Thus, Deli can be said to refer to the local styles.

In contras t Margi is the classical style. Therefore Margi 

dance must strictly conform to sophisticated and stylized 

rules and regulations which had gained country-wide currency. 

Dr. Raghavan has explained the Margi and De^I aspects by 

giving a linguistic analogy. He says that after classical 

Sanskrit, there were several Prakrts and when these Prakrts 

themselves came to be the media of literary expression, they 

too became sophisticated and standardised and gave place to 

Apabhramla. Even so jin dance after ihe older modes had been 

set forth and defined by Bharata and his immediate followers, 

additional poses and sequences were observed ty theorists, 

who began codifying and describing them in their texts; these 

additional poses, movements and modes themselves became 

settled as a supplement to the classical repertoire. A great 

many of them bear Sanskrit names and appear just as a conti

nuation or amplification of the older material. This newer
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material attained again country-wide vogue by being incor

porated into the older tradition. Further local -variations 

and varieties then came to be observed, recognised and dealt 

with by the writers and the processes thus went on, showing 

that there was no stagnation, nor failure to get enriched 

by fresh developments. This explains how Margi and De&i 

became parallel traditions; But over the years, the De^i 

traditions seemed to have gained more ground, since a number 

of mediaeval works on dance restrict their discussion to De^i.

Now coming back to tue subject of Sthanakas, Caris and 

Karanas, it is noted that those discussed by Somesvara in 

the Nrtya Vinoda come under the category of Be^i. They are 

all po st-Bharata innovations and they should have been 

prefixed by the word De^I to dif f er enciat e biem from the 

Margi Sthanakas, Caris and Karanas of Bharata tradition. 

Writers after Somesvara some of whom who have incorporated 

the earlier tradition of Bharata as well as the post-Bharat a 

tradition and some who have only discussed the latter tradi

tion have recognized and designated the latter as Deist. But 

Somesvara has clearly stated in the Gita Vinoda section that 

he is disregarding laksanas as enunciated by Bharata and that 

he will only deal with the contemporary developments or 

laksya and this probably is the reason why he does not 

specify that the Sthanakas, Caris and Karanas described by

1 Introduction to Irttaralnavali, p.116.
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him belong to De^i.

As mentioned earlier, Kohala, Matanga and perhaps 

I'arada are known to have been earlier writers on De^i.

From references available in later works it is known that 

Kohala and Matanga have dealt with the De^i Sthanakas, Car is

and Karanas. It is difficult to ascertain whether Some^vara
*

was influenced by these earlier writers or not, since their 

works are not extant. To some extant an enquiry into this 

matter is possible, with the help of authors like Kallinatha 

and Jaya Senapati. Kallinatha in his commentary to the 

Sangrtaratnakara has mentioned twenty five Madhupas according 

to Kohala. Madhupa is another name given to Caris. Similarly 

Jaya Senapati has mentioned sixteen Padas as laid down by 

Matanga and he quotes Matanga after describing twenty eight

Patamanis. Both these padas and Patamanis are included in the
* • * •

list of Caris. Somesvara has not discussed either the Madhu

pas or the Padas and Patamanis, which indicate that he 

neither followed the treatment laid down by Kohala nor 

Matanga as far as Oaris are concerned, nothing can be claimed 

for Sthanakas and Karan as. -
m

Twenty one Sthanakas have been described by Somesvara. 

Simply stated, a Sthanaka is a motionless posture. Here, 

the limbs are at a state of rest and harmony. Perfect and 

balanced disposition of the body is an essential feature of
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the Sthanaka. In dance, it is employed to precede and 

succeed any flow of movenent as well as to portray an 

attitude. She dancer starts from one position to make a 

sequence of movements which end, in the same, position with 

which the dancer started, or in some other position. When 

the sequences are many and at a fast pace the postures may 

however get eclipsed.

The definitions of the sthanakas rendered hy Some^vara 

relate exclusively to the position of the lower limbs and 

do not describe the carriage ort the relative disposition of 

the upper limbs. This signifies that the upper limbs 

including the hands could "be used in any manner that was 

appropriate. Of the twenty one Sthanakas described in the 

Irtya Yinoda two bear the same names of two Margi Sthanakas. 

They are Samapada and Vaisnava Sthanakas. The Vaisnava 

Sthanakas are of similar descriptions in both the tradi

tions, but the Samapada Sthanaka of the Margi style does not 

coincide with the Samapada of De^i tradition. However, its 

movement is similar to the De^i Samhata Sthanaka. Similarly 

the Ayata and its complementary Sthanaka, the Avahifcba of the 

Margi form, can be said to bear close resemblance with the 

Desi Ekapar^vagata Sthanaka. Unlike Bharata, Some^vara do es 

not categorise the Sthanakas into the Purusa Sthanakas and 

Stri Sthanakas.
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Later writers like ^arngadeva, Par^vadeva and Jay a 

Senapati have mentioned additional Sthanakas and their 

source cannot be ascertained. But as far as these twenty-one 

Sthanakas are concerned, they show close agreement with the 

descriptions rendered by Some^Vara.

Twenty six earthly Cafis and sixteen aerial Garis are 

taken up for elucidation after the Sthanakas. The earthly 

Garis consist of movements of th e 1 eg as a whole, in which 

the feet are normally close to the ground. There are however

two exceptions to this rule found in the Harinatrasika and
*

trie Sanghattita Cari. The aerial Garis comprise of the 

movements of the legs which are lifted or stretched up in 

the air. Some of the names of the De^i aerial Garis are to 

be found in the Margi tradition as well. They are Urdhvajantis..,

Suci, Vidhyutbhranta, Alata and Landapada. The names Hari-
• «

napluta and Andolita are variations of the Margi names -
•

the Margapluta and Lolapada. Of these only Hie Urdhvaj anu 

Cari is the same In both the traditions.

In the end, eighteen Karanas are described. These

Karanas are movements involving jumps and later writers have
»

designated these Karanas as Utpluti Karanas. The use of
•* *

these Karanas are specifically mentioned for Laghu or laghava 

and Visama Nrtya. They range from the simple and ordinary 

jumps like the Ancita Karanas to very acrobatic jumps like 

the Kapalaspar^fta.
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With these fundamental elements of Desi tradition
t

and a few general observations Somes vara completes the 

chapter on Ifrtya Yinoda.



STH/MAKAS (POSTURES)

ffecf mnf ? igfm' i
4'^ircjg q'lfVrffcfe* t| || l307 ||
M7ffrrqiH ^ 141# V |1 I

2CSWTPtf*j*l|j cf MiTqrf’cMirnj II 1308 II 

bwniiEWT/^ 1 I 

ti Iwto* rtffnt^ m$ n I309 n 

?FigP^fJT^ ciyif^ i

m TOT^f^Tf^: n i3«o m

Samhata, Samapada, Svastika, Vardhamana, Nandyavarta, 
Catur^ra, Parsnividdha,, Parsniparsvagata, Ekapar ^Tagata

Ekajahunata, Paravrtta, Pgs%3a©%%, Ekapada, Brahma,
„ / ,, _ Prsthottantala, Vaisnava, Saiva, Garuda, Vrsabhasana,

Samasuei, Visamasuci and•Kha^dgasuci are twenty one

postures* ;

Samhata
—r|r--------- iTit>r7^*^rh^«* 5?^wr: i 
m f^tici^E -wnwrW #f?T wm’ ^ 11 1311 ii

If one stands with one big toe touching the other

big toe and the other toes held close together, is 
, % is recognised by the learned as- Samhata Sthanaka*

i* d. i 2* d. i 3* a. «et i
> %4* A. g I 5* D. fte- I



242Samapada :

**m cTcwif S*wT5grr5^g n 1312 11

When the feet are kept flatly and rigid at a 
distance of one span, the posture is known 
as Samapada*

Syastika :

*fmr •wnf* fg^: 11 13*3 11

Joined at the ankles, the little toes touch 
each other and the soles are slightly raised. 
This Sthanaka is known as Syastika by the 
learned.
Vardhamana s
rrst fc?fe;^rt m mf$n9«i]r* % 1
ciefrrrff u m* 11

•«». * „ „ *
When the feet face obliquely and the heels touch 
eadh other the Sthanaka is known as Vardhamaha 
by experts in dance.

J. D. Tft s«!p-*t«T3t TT5t I 2* A. ^ I D. I 3‘ T& I 
4* A. m Wff V 9* A. | 6* cfol i 7* A. TS£T I

8* A. «• , 9* A. fsrr 1 IOB. 1 I



Nandvavarta :
gijwrff 'jrt wpT I

ggr gt^ ^ajj-sii f5sTfereer^:i n i3is 11

When there is a distance of one span in the 

Vardhamana Sthana it is known as Nandyavarta by 

experts in dance,

Caturasra :
^•raf i

HI?W c^i w g<*tPc$; 1 II 1316 M

When there is a distance of three spans in the 

Nandyavarta Sthana, the Sthanaka is known as 

Caturasra by experts in dance.

Parsnividdha s

STftfirna'Sw ftMTP&Tfafi* I

The heel touching the big toe is Parsnividdha. 

Parsnioarsvagata j

spa; nri7 w mtP&t: 6MTFfo‘nrw3yTyi3 11 J3i7 ii

The heel kept on the inner side (of the other foot) 

is known as Parsniparsvagata.

I* A. 5 I 2* I 3«tD. drops this line.

4* A. | D. «jrM<W>1Pct^; | 5* A. I 6* A. f I
I 8* drops this MTf^T wff I7*



241Ekaparsvagata :

km: *rretjj<stj| ^r)w: | i

T&hsfSJ q “R 45|5ffc^qR‘R,f ^<f) f II 1318 II

One foot is in Sama (natural position),and the 
fcother foot is taken forward, and placed obliquely 
and sidewards, This is known as Ekaparsvagata.

Eka.janunata, s , j
m: 2?|3# i*; *

i&wrT^ftf *i5?rg n i3i9 ii
One (foot) is in Sama and the other (foot) is 
oblique with bent knee and kept at a distance of 
four angulas. This is known as Ekajanunata.

Paravrtta ;

3 tr7j[gtTwiff ^err^Psf^: n 1320 11

The big toe is in level with the k heel and the 
little toe is in level with the heel. This 
Sthaha is known as Paravrtta by those learned in 
theory.

I* D. drops this stanza. 2* q. Wt’ I 3* d.
I 4*A. I 5* A. ff | 6* A, ft I 7* A.



245PrsthottShatala :
mrtrr'wl^f^^ffer3^ i

4t£T_RE ^Tnj^^-^Ts-btr^U^cW* ^ 11 1321 II

When the foot with the back of the toes touches 

the ground at the back and the front foot is 

in Samapada, ,it is Prathottanatala. >

Ekanada :
qr^yrjg^ i

clcftf*^ II 1322 II

One foot is placed in the Sama Sthaha and the 

other foot touches by its couter side (the other
i

leg) above the.knee. This is known as Ekapada. 

Brahma :

5m: m: f?m: ffgst fs-g i
§rnpr -^fi^snr^g n 1323 11

One (foot) is placed in Sama whereas the other bent 

foot is in level with the back of the knee joint 
(of the foot which is in Sama) This is known as 

Brahma Sthaha.

!:# A. fell I 2* A. I 3* A. drops this ....... l

4* drops this ....,t*fhF I 5* A. I

6* d. cr i 7*d. pStmr i 8* rmw&'&Wl i
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™ 111 ' 1« .
tr1 w: mt 2wrf i
aft -gif# frag 11 1324 n

* * — -

One foot is in Sama on the ground and the 
other also on the ground is slightly bent and 
stretched obliquely forward. This is Vaisnava 
Sthanaka. 
faaiva :

rrm j

arrqfatRfr 5f^nrr5n^; i*t¥& ii 1325 11
_ * “

One foot is bent and without support above the

foot placed in Sama position. This Sthanaka
/is know, as Saiva.

Garuda s-...
^rr6c(ftr^; rrnrfrst7 m^frr Turn: 1

gf ?T5T 9i%f mwtftfrag 11 1326 11
/

•% _ <

When the front foot is bent and the back foot
rests with its knee*on the ground, then that' 
is known as Garuda.

!• A. vm: I 2* D. I 3* A. g • 4# D. & 1
5* A. I T A. *»t- I 8* i. 9* a> ¥ I
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Vrsabhasana :
—*-i--------

qcrr fgf=f g err i

cRST WTf ^2mifFI3? 11 1327 II

When both knees are kept on the ground, whether 
close together or separated with (body in)

1 a
Saushtava, then it is Vrsabhasana.
Samasuci :
fcNf uwTfccil *r*nf&n<^ i

a<rrWff #**<35 u 1328 11
When the feet are stretched obliquely with thighs, 

shanks and heels touching the ground, then that Sthana 
is known as Samasuci.
Visamasuci ;

*p*:7 tr9r«rr^:10 srmf*?i: 1
5TT|,I^F1 *$f&W8|fl,2$g II 1329 11

One (foot) i's'stretched forwards and the other* is
stretched backwards with knee and ankles touching the 
ground. This is Visamasuci.

s

Khandasuci :
<£¥ *

gfasa: Tret fgcftaf^fcTreci: 1 

2®mf*T OTWidt $5 11 1330 11

One foot is bent and the other is stretched obliquely 
with its thigh and heel touching the ground. This is
Khandasubi.

• •

I* A. T I 2* -A. f I 3* A. I 4* A. $ I 5* D. * I 
6* i 7* a. i 8* a. 9rr i 9* x 1
10* D. ^ I II* A, *^7^*^ I 12* D. l 13* A. & ^ I 
14* A. I



CABIS
248mtt jwrl^ wrr2^3M&rr: |?tJ i

ffc4^*^Srrr ‘*To*mwTjmsrr ^sjffrPw n 1331 11 
5t*w ^ fsifVwr6 7?m y yrm Tf&T3twi 1 

vRdtVf8f*m l^fni wmr Vn^dEfi' ?m 11 1332 11 
jfjjsjj^crTf^W Tprr^TOfWprrr.10 1 
icrwiftef^T wnfi" ifiuwrfw 1 f?m 11 1333 11

i12^-cf^rriiPrr|fWr »

■pgfr1Ef^*Bff5^*E!n ara^r14 *bow i i 1334 11 
ci?ji <gfaffffi*Eftn'16wr3»f*3?rr 1

tw? 18 jtJWTO19 of *fwrwrjj:|| 11 1335 11

trt TsfBrr fci^rm Wr|i?rr|?rr cfe«rrP*i werrg 1*
Samanakha, Nupuraviddha, Tiryaiwukha, Mar ala, Katara, 

Eulirikl, Bathacakra, Yislista, Parsiiirecita, Taladarsini, 

Ibhahasta, Parvrttatala. Urutadita, Ardhamandalika, 
Starabhakrida^^arinatrasika, Uruveni, Talodvrtta, Sancarlka, 

Sphurika, Langitajaiigha, Samagatta, Madalasa, Utkuncita, 

Tiryakkuncita and Apakuncita are said to be twenty six

earthly caris. I will describe the characteristics of 

the/sixteen famous names (of aefral caris)**

!• A. WW I -2* A. T 1 3* A.gfJ^r I 4* A.“H|

D# 1$ I 5* -D* TTOT .I 6* D. TSJI 1 7* T I
8* a. nif^mfrcrr i 9**a. ei i 10• a. t: i
II*- drops this cWTI I 12* WJTfTHim I 13* A. 

TOffc&jtori 14* A. 5T I 15* A. f^liW I 16* D.’Sf 
cr5J#^ciT I 17* D* I 18* D.-f& I 19* A, SRrr I

* ‘This sentence is corrupt. The drift of the sentence 
is indifc&rted within the brackete.



Samanakha :

TTst W fcrff II 1336 II

wrr zmtr 4fg^nr i i
When the feet are placed in Samapada and then 
slid obliquely, it is know as Samanakha Card by

the learned. 1
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Nupuravlddha i '

trret trrf^Srr^tf^it n 1337 n 
aST %felT6f^f% 1

Iflien the feet are in Swastika and the heels and toes 

make the Reeita(circular) movement, it is known 

as Nupuravlddha Cari.

Tiryanmukha j

gs5RTd7f^iist tmst m^d>rrcit i i 1338 i i
Wkit jpPTFte mtt f^*8^TT ?I«IT I

When the feet are placed in Vardhamana and are 

quickly slid on the right and left, the Cari 

is Tiryanmukha.

I* D. ^ I 2* D. rnflst: I 3* D. mft I 4* A.

I 5* A. H fF I 6* a. I

7*d, *rr i 8* d# i



Marala S , 2,10

2TRt II 1339 II

qjci: ,#VflTfA *rr 4wr^n1Wr i

When the feet are placed in Nandyavarata and 

the heels and toes do the Recita movement 

and are slid forward, the Cari is Marala.

Katara :

TTSt Mr-dl II 1340 II

<mrarr m ot5^Tqt mfr ^?^rr i

The feet placed in Handyavarta are 

slid backwards. This cari is known 

as Katara.

Kulirlka :

Trst *ift f?f7€ci: II 134 I II

ci3T %Tft fg^rr i

If the feet placed in Nandyavarfca are slid 

obliquely then the Cari is, known as 

Kulirika, by kxx experts in Natya.

I*D. 71 | 2* A. drops this Hldt 1 3* d. wfr i

4*D* ipn? i 5* D. HT 1 6* A. § 1 ?• a. d, ftfa: i

8« A. ft i
/



Ra-thacakra ; 2
rret #n=n^2qi#i; n m2 11 

tot m T«#fci ?rr i^fr 1

When the feet placed in Caturasra are 

joined and slipped and moved backwards, 

it is known as Hathacakra.

Vislista ;
« •

MTffinfBfeTwt3 *rrst ^cft i i 1343 11
viq«5qfMwf6 ?rr fefitmzf <tihmr <rt i

If the feet placed in Parsnividdha are 

separated and made to approach each other 
and move away, it is called Vi^lista.

Parsnirecita ;
—■ ......... ...... .. ... .

MTft&fTMTy cfffx£j Tjjtjjpim!1 MTf&Tctf:

mr »pfci mm: qrf^nif^rr 1
Standing in Paijnipaiva (gata) if the heels 

make the recita movement, the eari is 

called Parsnirecita.

1344 II

1# A., drops this.... T I 2* A. I 3* a, *n* I
4* d* m i 5*d. *«rf i 6* i



Taladarsini 252

Tret fcsfrrrect u *345 n
fjOcfT m cT^fWt 4

When the feet in Samhata are moved separately 

and obliquely, touching the ground with the external 

sides, it is called Taladarsini.

Karihasta s
— ' 1 "r \ *

fi&Pi&m: wm: u i346 n
?J5T OT^Tal ^ftflcSfcT i

When the feet in Samahata S than aka rub with
#

their sides, it is known as Karihasta . 

by experts.

Paravattatala
i:T rre:8 ynrfra: it 1347 m

MTJ^WdMT 1(%*? wrft ?£T |

The feet placed in Prsthottana (tala) and 

stretched outwards, is the Cari known by the 

name Paravrttatala by experts.

i* A. 1 2* A. m I 3* A. | | 4* A.
d. 1 Wfrfr i 5* a. cf; 1 &• a. ^rt { 7* d. wr 1
8* D. <t I 9* D* CHit I 10* A. H 1



Urutadifea s 233

^ II 1348 ! I

% Wr^Hp^nfttfrr i
Standing in Ekapada, and striking, the 

thigh with the foot on the ground is

Urutadita.
#

f Ardhamandala :
■..............ry..
^\Fe|TS5l|3ifs; MT<*nq$ta»3i: n 1349 it 

wtVrt7<wN?f mft toWtt8 1

The.feet rubbing the ground slowly in a 

eia?u€« circular movement and returning (to the 

original position) is irdhamanddala cari*

Stambhakridanlka ;

prrfTcTTt*^r?g c#RT^nsf nr^ 11 1350 11 

Eie^T¥cr»#tefwr fm ?rr 1
One foot is moved obliquely and the other is 

made to touch it on the side by its sole 
again and again. This is Stambhakridanlka.

I* D. m I 2* A. Tl 3* D. I 4* A# fcjS%T I
5* d.<| 1 6* d. i 7* v.'mrwti 1 8♦ A. m: 1
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Harinatraslka :

cfcf^ici1 igftfPTq’Tt tjfpicfrf^*^2 W II 1351 11

^fVr^rf^T i
Jumping k and coming down with the soles of 
the feet moving closely in the bend Swastika 
position is Harinatrasika*

1

Uruveni s""... 9..
-rftnr^'E^nr5*-^ 11 1352 11

3'§®g^nEJ cj'fbfcfi 1

The feet in Swastika position rubbing the 
a?« ground with its sides and both the thighs 
touching each other is described as Uruveni.

Talodvrtta :

^cTT Tifej: II 1353 II
qj?i: ciat,0|W g srtf&rr i

Moving forwards quickly with the foreparts 

of the feet, whose toes are turned back, is 
known as Talodvrtta Cari.

I* A. cT?gf?7 | 2* A, 5fr | 3* D. -W I 4* A. W I
5* A. orf D, <rrg g | &• A, ^ j 7* A. gitf |
a* a. rr 1 9* ‘ rrggrfl* i io* a* wisjg'wi 1



Sancarita :

rrer n 1354 i t
‘-#wi :^irxitO 13H^rrf( err 1

One bent foot thrown up ag&Ln and again and 

the other moving obliquely with its soles 

is Sancarita.
\

Sohurita t

35 11 1355 11

#i-Hr wf m Vrf&n mxr i

When both the feet move forwards quickly 

with the side touching the ground the Cari 

is known as Sphurita.

Langhita.ianghika s

^r^7fiqf^fcu trre;9 rfVpp?T9f^locr|- *rsrr 11 1356 11
11$r tnrt^f ,2ckt pif%*Eirf^*tsFr 1

When, with the feet in Khandasuei position, one 

foot is dragged quickly and pulled by the 

other, it is Langhitajanghika.

255

i« a. m i 2*a* <?: 1 3* a. drops this ... wrfr !

4* A, omits this ... «lT I 5* A, | $♦ D, IT |
7* A, tfr | 8* A. f&J ! 9* D. ^ I 10* D. $ I

II* D. % | |2* A. tfW I



Sanghattana s

rrert fwmjN1 -m 11 1357 11

wn*t ^•kr^i’Tr ^ttr $frm ?fN^rr i
«V_ _ "*"* ” f' J

Jumping with the feet in Visamasuci and 

striking themjrepeatedly, is the Cari called 

Sanghattana, by S©mabHabhfc$*a*

Madalas¥ :

250

fmwt 1 w it 1358 11

m m % w^rr 1

When one languid, foot embraces the other and 

the is sane is repeated by the other, then this 

placing the feet fc here and there is Madalasa.

Utkancita ;

g-7fci3Ttaj ^p^cjt8 rrd“9 T*jj<rr§||gaprTt 11 1359 11

fgferccrr:10 j[t3tg «p^rrniet Wrest11 *|gsti*|jif^crr Scrr12 1

When one by one the feet are bent, and lifted 

and stretched in front, the Cari is known as 

Utkuncita.

|* ^ I 2* A. ^ | 3* A. ■**!% | 4* D. ^cf !

5* A. izftrvivh I 6* D. IT I 7* A. f€f I 
8* A. <3T I 9* A* rr I 10* D. "Cel I II* D. eft I 

i2. a. ^rr 1



Tiryakkuncita :

MiOTcpwi ftnrrr^: it 1360 11
m nrfH «sft*rr i
When one foot is bent and repeatedly hurled 
obliquely, the Cari is called Tiryakkunbita 
by experts in Katya.

Apakuncita :

wrg wrafs it i36t n
^fMcTT I

. *
Bending the foot and moving backwards, in 
succession is called ipakuncita cari by 
experts in Katya.

AERIAL CARIS
Viksepa :

Trsf ptt4 *gsii qh trr&c$*prr*qi:9 n 1362 u
fcj&rt6 iqrrS^rni m %rr ^Iwrw t
The foot is repeatedly stretched forward and 
bent back. This aerial cari is known by the 
name Viksepa.

!• A. mttfk I 2* D.^r I 3* A. I 4* A.
wh^v. I 5* A‘ 1 I 6* A* Ibt I



Daroari :9

vrsfzmm rnrw mf err ii 1363 ii c‘
1 jfTRrr^ifVTi|l^ fWsr i

Circular movement of the bent foot to the left and right 

is called Damari and it is described as an aerial cari.4>

■Arigritadlfea :

M i di S^rr4 xn h f d'M] ^drt'dlism $ 11 1364 I I

mmrt m wrrar htpstf fscrr i

Jumping with feet stretched and clapping the soles 

of the feet ininid-air is known by the name iiigritadita.

Bhramari :

rrs? ffTFt jfPirorr 11 1365 11
jitft hfr err rNcrr m-ft i

When the foot is stretched forward and quickly rotated, 

the experts in dance call this Cari by the name Bhramari*

Puraksena :

i|f*Scf MTitrgf' cSfKT <?Jc!: H *366 if

?T5T cicTT fFTT^fTaT <£T: StfS I

When the Kuncita foot is lifted and stretched 

forward, it is known as Puraksepa by the 

learned.

I* D. imfp&fmrR I 2* A. W I 3* A. * I *• A0 *f 
5* 6. I , '



Apaksepa
25 n

«tft: mrpi s|**ra5 i: 1367 n

fircwT ^ ejW^ cHFTlHT W ffiTT I
1 / *

When one foot touches with its external side the hack of 

the thigh and is hent as far as the hip, it is known as 

Apaks^epa.
Jarighavarta ;

arewi-rn^tir^ri^f 1it 1368 u 
^Pr?^#*ntwT¥cJ ^*ETmf5 cist t^ctt i 

When the sdkle of the foot, moving inwards is thrown at the 

hack of the knee and the sole of the foot moving outwards 

is thrown at the side,, it is called Janghavarta. 

tlrdhva.iahu s

M-K^fc&rcq WF%6 l?FTFpf *PTT I! 1369 It

fcRm sr«&7-&T$C y'l^dTIcI $cTTjj 1
H ^

When the knee of the hent foot is lifted to the level 

of the chest'and the other foot is motionless, it is 

Urdhvajanu.

Suel :
«» »37o i t

cftmiTi* mr gutter ^tf^9?rr i
The thigh arranged over the other thigh and the 

foot touching with its side is stretched obliquely*
iThis is known as Suci. .

PA. 3?D. f I 2* A. I D. D(WI
4* A. Vt j 5* D. -rrf I §• D.fft 7* A. fci 

d+v* ^ | 9‘ A. cf I



■Ando lit a :

w-dii.11 1371 n
rTTR cpf^jcfr i

The foot.is bent at the back and repeatedly 

waved. This cari is called Andolita by 

those learned in Katya.

Yiddha ;

igfi&m tr:3 w n 1372 11

-&ftmrfr m&m mrwrtm 5fessr ^iV^: 1

Of the two feet in Swastika the front feet 

is bent and swung slightly. This famous Aerial 

cari is called Yiddha by the best of the learned.

Jan ghalan ghana : -
11 1373 11 

crtt tm- ^•EFmfW 1
When one obliquely bent foot is kicked by the 

other so that it (the former) is without support, 

is is known as Janghalanghana cari.

Yidvadbhranta :
sfw?fqj?!:6 qr< crrj^^pnwMT 11 1374 11

m srtw fgqr7fr^rr i
Lifting the foot in front and moving it around above 

the forehead is called Vidyudbhranta by those learned 

in aerial earis.

!• D* IT 1 2* A. ?&T ! 3* D# ^ ,1 4* A# *ft ,i 

5* d. f^fe-rg i &♦ a. w, mm *rnr i 7* a. WVwj
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llata :
*5#£jVCorP*WTi!^| 11 1375 11

l*mrm htr m ilw '%n£t wrftf^rmrl; i
The foot stretched at the back is crossed over 

by the other. This Cari is called by Alata by 

epxerts in Caris.

Harinanluta :
pn4 trTTr3fc«pEi Pvfim it me n

gj&jsr HTggj^Ffl:4 m mft ifwr5-t^rr i

Jumping up with the feet stretched and coming down 

repeatedly is the cari called Harinapluta by 

experts in Katya.

^ 6 j i 1377 ii

<ffr,aMT£fa7 m 8xrnA- ^rmr ^twi ift i

According to the learned in aerial Caris when the 

feet thrown up obliquely land in Swastika, the 

Cari is known as Dandapada.

^,0^rrc*icTr: ii i378 n 

‘^^PMcrr: ,2*rT2aiTf^w^Pn* i

The charachteristies and definitions of the earthly 

and aerial Caris to be used in Katya and Abhinaya have 

been spoken -by Soma Bhupa.

i* a. err * 2* a. drops this.... wnfr i 3* d.
4* A. % I 5* A» °TT I 6* A. cTT I 7* U I

8* d. ^ i 9* d. m i io* d. €f i it* zfimr i
|2* Ae W I



KARANAS
-... , <

Ancita, KartarySRcita, SkapSdancita and 

Bhairavancita are four kinds of Ancita
^ i

(Karanas).

w-w»«*,raTHpg[6fe4jt«rfi«n*!r ^ n 1380 n
8f%<»T^ rNct9 miff zwf #K i

* -Alagna, Antaralagna,'UrdhValagna. are said to be 

three kinds of Alagna (Karanas) by experts on 

Karanas* 1

HTR 1 J'icfpdTfW2 gill ! I 1381 II

ftr: Ifs-gg^Trf^ Ip*
— TVrJ

There are two kinds of Kapala^anas (Karana*s in 

head touches the ground) known by the names

Kapalasparsana and Nataprstha.
» « *

which iKe

S

fflf-dgf ^ || 1382 II

Lotjitam with -features like Ekapada etc. is 

of four kinds.

I* A. I 2* A, | D. I 3* D. Zlfcrf |

4* D* qlfud I 5* D. UN# I 6* D. E^TT I 7* A. I

8* r>* P=r: i 9*d, i io* «FT i ii* d. m: I
12*D. 61*5! I I3*D. 3f |



2G3SFSSFTcrflf »TOT,f^Ef TOTt I 

trTiSff ^ WWt U II 1383 f!
*r? ^ftr ^rfrset cRsrrf^ g i

Dandapranajfe^ Jalasayya, Bnapluta, TiryakkarahA and Matsyalolita 

(including those mentoned earlier) are eighteen Karanas.

Aneita 1 .

<Jr%i m mnf n 1334 11

mw wwf 1
When one jumps up in Samapada position the Karana is

called aneita by experts in Jumps. 
kaftrayyaneita. t

11 J385 | |
. *• .

The same done with feet in Swastika is Kartaryancita. 

Bkapadancita :
qT^ ^MTciTf^cf ^ I

' ...The same, done with one foot is Ekapadancita.

Bhairavancita :
jfjjgsjisajTss Mf<gT9*c?rrl’Ccjt5 wnrt ^ 11 1386 11

fscfl^T ^crrfatj10^1 i
% *

Jumping with one foot kept at the back of 

the thigh and the other foot on the ground 

is Bhairavancita.

1*a. -m d. ?rr 1 2* d. fnm a. ftef 1 3* d. ^ 1
4* AD. Hf^ I 5* D. k I 6* A. ^Iltr I 7* A. 

•^sqftJcl l D. I 8* X). k I 9* A. 3*nt I
I0V D. gTfW 1 II* A. ci I

i



2MAlaena j

mtfwm qp:2 n 138T ii
TTQ jjSS jj «i5?r*TTf»*f ^ |

Jumping up with head down and coming down
i '

in front in the Utkata asSna is known by the 

name of Alagna.

Antaralagna ;

fm: n 1388 ti
fV<TK*af l#

The same thing done with back bent and head hanging 

freely between the shanks, ( at the back) is 

Antar alagna.

UrdhvsLlagna : >

sitm mrrscnzrf m q^rsrMcf: f^fcr: 11 1389 11 
c(f 7*mfp&rpi wwY tftfW i

The same thing done with feet in Samapada and 

erect position while.falling is called Urdhvalagna 

according to experts on Karanas.

i* d. fwrtit i 2* a. qj: i 3* d. wthpr! wz
a. q%Tra^ici i 4* a. ^ i s* d. i

6* a. fwa: mr% i 7* a. *se4 i

8* A. gp j « Instead of M~NT<4 it should have been
tpnrre i 7

/



2cn

1390 11

flataprstha ;

fl&fcU II 1391 II

3 <zwf 6?refgf i

The Antarllagna that has been spoken about earlier 
done with Ka.pa.la spar iana position is the Karana 

known as Nataprstha by experts in Natya.

/

Lotitam s.... 9' ”■ ■■■■'
f^fl*7rjjcref8 »J#I H, 1392 II 

fcPfjJ eltfScf <?rrf fI ’

Testing the loins and jumping up in Alagna of 

which mention has been made earlier and falling 
obliquely on the ground is Lotitam4

Kap ala spar Sana.:

fW'HJ qjclt IfSTggr m 1 11

ra¥f«i^»nTO|(33<i5!''i

When with the body bent forwards and head 

touching the ground, a jump is taken, it is 
Kapalaspar sana.

I* D. I 2* A. ^51 I 3* A. I 4* A. El |

5* D. drops this upto,......... f^^TcTPf in the third line*

6* A. cl^tf I 7* A. I l 8* A. ~f$ D. # I 9* A.^Ff cH i



206
$1 II 1393 II

gilPctcf i -d'i fH -n ^nfH cicrr sfrffcT 2H3P^ *r i

Lotitam with features like Kartari etc. as has
*

already been mentioned with Ancita (Karanas) is of 

three kinds.

Dandanranataka :- Tf—r ■ r 1- ■’

^ «0^<#-^mcKI<iT 11 1394 II
u^rsgtrn^ W^f fcpff *^g I

After jumping up in Ancita, if one comes down like 

a rod, the Visama Karana is called Dandapranataka.

Jalasavya j

vl c^c3Tf»**cJc£rS 11 1395 11

wit-sTOlci 5mv& wrnzrrf^f gag i
After jumping up in Ancita if one comes down 

obliquely in front assuming the pose of ¥isnu 

lying in water, it is called Jalasayjga.

j* A. -.<$ D. -<§ | 2* A. ag | 3* drops this stanza.

4* A. | 5* A. oEj |

I



Shapluta ;
ipA* rwt Tret 5?rrf ^ 11 1396 11

mftr *

If one jumps up in the air with hand and legs

stretched out and forms the Utkata in mid air
»

while coming down, it is Enapluta.

Tirvakkarana :■.....*' . ........y"
4trrf^*5rrr n 1397 11 

m fcP-ifci w&t-f&frmoTfftkij 1

2G7

If, after jumping up with Ekapada one comes down and 

stands obliquely on the other foot it is called 

Tiryakkarana.

Matsyalolita :

$WT^t c^6TW3 cljj^ H 11 1398 i 1

7rcw9wH=W f^: i

After jumping up in Enapluta if one turns around 

the loins and falls obliquely, it is Matsyalolita 

according to the learned.o

|«D. ^ I 2* A. t#|| I 3* D. dcM 4* A. I

5* A. qxrr | 6« A.-<J J T A. cTtJcpzj vl'cMJfl m ^ I
8* A* cJ-g I 9* A. "cWrat I



2C8
McfflTsrrerr 1 wtpTit 1399 11

*nr*M#Tcit ^5t; «fi^^rw<f]^rr ’i
Thus, the names and features of the eighteen Karanas 

have been analysed seperatejly by king 

Somesvara. '

^Hf^f WJfciJflcfTpKJIJT^r^5? I I 1400 11

wtcwmwf 1

Tm* m *1* I I 1401 11

One can dance and evoke Basa and Bhava

with a little practise of the characteristics 

described here, as well as by witnessing dance 

frequently with an eagerness and interest,

T**f I
f^Fff li 1402 II

fc3^g* cTc**f civ^l^M: I

The dance whether VIXata or Tisama must have graceful

movements, Karanas etc.,, and must be well formed, 

varied, beautiful, attractive and pleasing to the mind. 
The King should avoid dances without Srfigara,

I* A. w I 2* A. w I 3* A. «F 1 4* A, NfV |

5* A. |f | £• A.D»—jjj§ |



200
fctf'cO sftg'H-J Cfw-cn' c^t Wg I t 1403 11
’i ^fqETTfcW I^W'I '-j2??*? Wf«£*ci?-T$*3 I

Ordinary men, noble men, elders, 

connoisseurs, and men who have, special 

knowledge of dance should seat themselves 

along with their wives.

t*$ err <rr m ^#it3 11 1404 i i
g?rr% rrreSf ^*fwfcutd^^ i

The dance performance can take place in a 

palace, or withing a house, or court yard, 

beautiful garden or meadow.

ifef gfiiat Pi^snrrf^: 11 i4os i1

Thus^Hritya Vinoda with its characteristics 

has been described.

!• A* I 2* D. **3 I 3* A. f I 4* A. ■€ I
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No te s

(Including concordance of parallel passages or

treatment in osngTtaratnakar.a, Nrtt&ratnsvali,
*

Sangitasamsyasara and Sivat&ttvaratnakara)

>31.1307-30 The definitions of the Sthanak&s rendered in S.R.,

K.R., 3.S.S. and S.T.R. reveal close conformity with 

the Nrtya Vinoda. This is cle&rlv indicated in the 

chart attached. The extra Sthsn&k&s found in N.R. and 

S.S.3. have also been described in the chart. All the 

twenty one 3th“nakas that h&ve been described In

Nrtya Vinoda h&ve been illustrated -with photographs.
*

31.1336 The first line of this sloka must refer to the sixteen

aerial Carls. Somesvara normally enumerates the names 

and then proceeds to describe their movements. But in 

the available text, the list of the names of aerial 

Carls Is missing.

31.1331-78 Of these forty-two Carls,, four Csris are missing

in S&rngadevas list of fifty four Deli Csris. They 

are Saman&kha, , Bhram&ri, Baddtii and Urdhv&jsnu. ■ These
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four are however found in his list of Margi Caris.

The remaining sixteen De6i Caris of S.R. are found in 

'ET.R. also hut under the category of Desi Padas. In the 

ST.R. there are forty-two caris vdth a supplement of 

four additional ones. There are also sixteen Padas 

and twenty eight Patamanis described in JT.R., which
•o ©

are included in the subject of Caris. In the S ,S .3. 

twenty fimr Palas have been explained. Of these 

twenty fbur Palas, sixteen correspond -to the Padas 

of S.R. and JT.R. The S.T.R. does not mention any 

Desi. Cari.

SI.'i371-99 The number of Aaranas in each of the categories of 

Ancita, Alaga, lolita and miscellaieous- are more in 

N.R. as compared to the ITrtya Yinoda. The S.R. and 

S.S.S. also mention many extra ICaranas.,In the intro

duction to the N.R., Dr. Raghavan has already given an 

elaborate table showing the differences in the number

of Karanas among the ITrtya Vinoda, S.R., IT.R. and 
• |>

S.S.S. • So it mil he enough to state here briefly 

■ these differ sices.

I
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Karanas ff.V. S.E. 'l.R. s.s.s,

Ancita 4 5 14
Alaga 3 4 4
Lolita 4 3 7
Kapalaspar^ana 2 2 2
Landapranata 1 ** **•»
^alasayana 1 1 1 _
Enapluta 1 1 - -
1iryakkarana 1 1 - -
Matsyalolita 1 _ - -
Matsyakarana - 1 - 1 -
Barpasarana - 1 1 _
Karaspar^ana - 1 - -
iiryagancita - 1 - -
Tiryak svas tika - 1 - -
b'agabandha - 1 1 -
Sucyanta - 1 1 -
Dimdu or Bindu and
few o thers - - - !

* Included in Ancita
*f included in Ancita; also called vyankola 

*** Vyankola given separately.
■ • A
Besides the above Karanas, ^amgadeva has included 

Bhramaris ?;hich consist of whirling movements have 

been considered separately in N.R. and S.S .S. "whereas 

H.V. has not mentioned then. Ilhe S.'i’.R. does not

discuss Besi (farinas
•

81.13^7-78 ihe correct text is 'Utkata asana* and not 'Kukkuta
* a

asana" as printed in the text.
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SI. 1394 -95 l‘he Dan&apranataka Karan a has been defined in S.R.
* « •

and D.R. as jumping up in Ancita and falling on the 

ground like a rod. In both these texts, this Karana 

has been included in the list of Ancita Karanas and is
4

called Dandaprananiancita. 'therefore the editor’s 

correction of 'Atalen' as ’Alaten' can be improved 

by incorporating the word 'Aficiten-' in its place.

This will make the description of the Dandaprana

taka Karana complete. -



$fame Nrtya Vinoda S angrt ar atnaka ra

di^i sthSnakas

Sangitasamayaslra

mhata The big toes of each
foot touch each other
and all the toes are
held clo se together.

Body is in the natural 
position, the big toes
of the feet touch each
other and the ankles
are also close toge
ther. It is used in

•offering flowers.

napada Feet are kept straight
at a distance of one
vitasti from each
other.

Body is in the natural
position and the feet
are kept straight at a
distance of one vitasi
from each other.

istika Feet are crossed at
the ankles so that the
little toe of each

The two feet in Samhata
posture are bent and
crossed in Svastika with

i foot touch each other
and the soles are
slightly raised.

two little toes touching
each other.

’dha- The two feet are The two feet are oblique
1a turned out obliquely 

with heels touching.
with the heels touching 
each other.

The distance between 
the heels is four 
angulas and the toes 
is six angulas. Just 
the to® point strai
ght the arms hang 
straight and the body 
is in the natural 
position with ear tij 
in line with the wais 
and ankles. It used i 
offering flowers.

The feet are -bent and 
crossed at the ankles 
with the toes touchin 
eac h o ther.

The -heel toudh each 

other with the feet
i

turned out obliquely.



Uame Ertya Yinoda

Nandya-
varta

Gatura-
^ra

Parppi-
viddha

Par^pi-
pSrsfva-
gata

Ekaparaf^-
vagata

Prom the Vardhamana 
posture the distance 
between the heels is 
increased to_ one 
vitasti.

Prom the Nandyavarta 
posture the distance 
between the feet is 
increased to three 
vitastis.

The heel(of one foot) 
touches the big toe 
(of the other foot).

&
One heel^kept on the 
inner side of the 
other foot.

One foot is placed 
obliquely on the 
external side in front 
of the other foot which 
is kept in the Sama 
posit ion.

Sangitaratnakara . Sangxtasamayasara .

Peet are kept in the
|

Peet are kept ir ti
Vardhamana posture at Vardhamana posture
a distance of six wiih six angulas d
angulas or one vitasti. tance between the 

feet. 1

Prom ihe landyavarta
J

Prom the Nandyavar
posture the distance posture thedistan
between the feet is between the feet i
increased to eighteen increased to one a
angulas. a half talas. !

I

The heel (of one feat)
s

The heel (of on!e fc
touches the big toe(of touches the big tc
the other foot). (of the other 'foo

One heel is kept on the One heel is kept c
inner side of the other. inner side of the

foot.

One foot is kept in the One foot is Sama
Sama position and the th e oth a? is plac
other foot is placed obliquely on its
obliquely on ihe external external s ide(Eka

side. rsni).
»•

\

Eka j si- 
nun at a

One foot is placed 
obliquely with knee 
bent at a distance of 
four 'angulas from the 
other foot.

One foot is kept in the 
Sama position and other 
is placed obliquely with 
the knee bant at a dis
tance of four angulas.



QJ3^ $
Name Nrtya Vinoda’ SangTtaratnakara S a rjg it asamay asara

?aravrtta
•

The big toes and little

toer. of each foot are

-level with the heels.

The big toe and little 
toe are level with the

heel •

The big toe is leve

with the heel and 1
little toe is level

with the heel.

Pp§thot-
tanatala

One foot touches the

ground at the back,
with the toes on their
back and the other
foot is in the Sama
position.

One foot touches the

ground at the back by
the back of its toes

the other foot is,'
kept in the Sama 

posit ion.

mm •*■*•“*

Ekapada One foot is in the
sama position and the
other touches the out

er side of the former
above the knee.

One foot is in the Sama
position and the other 

touches by its outer 
side (the other leg) 

above the Inee on its
outer side.

One foot is in the
Sama position and

other touches the
former on its oute:
side above, the kne-

Brahma One foot is in the Sama

position and the other

One foot is in the Sama

position and the 'other

—

assumes the Kuncita

pose at the back of 
the formers knee joint.

assumes Kuncita pose at 
the back'and is (then) 

thrown up keeping the 

knee joint straight.

Vaisnava
* «

One foot is in Sama

and the other is sli
ghtly bent(Euneita)

On.e foot is in Sama and 

the other is slightly

bent and stretched

One foot is'in Sam 

and the otfcrer .foot 
bent and placed in

and stretched obliquely. forward obliquely. front obliquely.



lame Hrtya Vinod'a Sangitaratnakara Sangitasamayasara

^aiva One foot is in the
Sama position and the
other is raised in
the Kune it a pose, to 
the level of the knee
cap to hang freely.

The left foot is in Sama
and the other is raised
in the Kuncita pose to 
the level of the (other) 
kn ee cap. -

G-aruda
•

fhe left leg is bent 
and the other leg at
the back touches the
ground with its knee.

The left leg is bent
in front and the other
leg touches the ground 
at the, back with its
knee.

The left leg is b< 
and the other leg
the back touches •
ground with its kj

Yp$a-
bhasana

The knees touch the
ground whether close 
together or separated 
and the body is in
Saushtava.

«

The knees are kept on 
the ground together
or separated.

Samasuci The two legs are stre- The two legs are stret- The heels, stanks
tched obliquely with 
the thighs,shanks and 
heels touching the 
ground.

ched obliquely with the 
heels shanks and thighs 
touching the ground.

thighs touching t 
ground with legs
stretched oblique

Vi§ama- Two feet when stretched The two feet in Suci The two feet are
suci apart,one forward and

the other backward and
pose are stretched apart 
simultaneously one for-

Suci pose with or 
stretched, forward

the knees and ankles
touch the ground.

ward and the other back
ward. Some say that the
knees'and ankles touch
the ground.

and the other bac
ward.

Khar$a- One leg is in KuHcita One foot is in kuncita One foot is in Ki
stXci and the other is stre

tched obliquely with 
its thigh and heel 
touching the ground.

and the other is stret
ched obliquely with its 
thigh and heel touching 
the ground.

ta and the other
is stretched obi
with its thigh a: 
heel touching th
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1. Samhata



Samapada Svastika j
'

Vardhamsna
(sitting)

Vardhamana
(standing)

*

■







■15. Ekapada

Vaisnava16. Brahma

1 A. Prsttettanatala• • •






