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Chapter — IIT

NRTYA VINODA TN RELATION TC OTHER
DANCE TEXTS

The Nrtya Vinoda rortion of Ménasolldsa offers a succint
and suthentic expositiom of the dance technique as was
contemporaneously witnessed by King Bhulokamalla Scmedvara III.
It comprises of four hundred and fifty-five &lokas within
which Someévara has lucidly put forth his own observations
and the views of earlier writers which continued t© have a
bearing on the dance scene of the 12th century A.D. Since
dance is a creative form of art, it is dynamic and no finality
can be ascribed to it; Therefore, the dance style of any age
such as the 12th century A D. must contain the assimilation
of knowledge attributed t previous generations, which bad
/perpetuated down to mingle with the contributions made by the
creative genius of the 1ath centufy A.D., which had also gained
currency and recognition. The Nrtya Vinoda therefore must also
consist of such assimilation of the old and new. For this
pufpose Somedvara has incorporated those lakgagas (features)
of earlier centuries which were faithfully continued, but has
eliminated those laksanas wh.ch were discontinued in the
prractise of dance in the sﬁbsequent years. In order to give

the correct plcture of the dance scene in Karné@&ka during
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the 12th century A.D. Someévara has also added the new
developuents and créations noticed by him and for this he

needs to be specially commended.

Lt the outset in the Nriya Vinoda, Somedvara discusses
elght occasions during which dance is performed. They are
Utsava (festival), Vijayé (Victory), Harsha thappiness),

Kama (desire), Vildsa (merriment), Vivada (debate), Pariksd
(test), and TyBga (charity). This is follgwgd by the defini-
‘fions of six kinds of Narﬁaha which are Né@ya, Tandava, Lasya,
Laghava, Visama and Vikata. Next, the descriptions of Nata,
Narteki, Narteka, Vaitalika, Carana and Kolatika are set-
forth. After dealing with these few general aspects of dance,
Somebvara enters into an expositipn of'ﬁhgika Abhinaya.
Classifying the limbs of the body into Anga (major limbs),
Upafga (features), and Pratyahga (minor limbs), Someévara
gives the details of their movements and thewr ﬁsageu in dance.
With the exception of few dissimilarities, the treatment of
Angika Abhinaya in the Nrtya Vinoda is to a large extent in
concordance with the Ng?ya ééstra of Bharata. The subjects

covered under Anga, Upahga and Pratyanga are as follows :

I. Angas (Major limbs)
(a) Thirteen head movements couprising oifgkampita
(slow up and down movement), Kampita (quick up and down

movement), Dhuta (slow side to side movement), Vidhuta,

i
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(quick side to side movement), AvadhUta (bringing the head
down once), AdhTta (1ifting obliquely) Aficita (bending side-
wise), Nyéﬁcita (shoulders mised to touch the head), Pari-
vahita (circular movement), Paravrtta (turned away); Utksipta
(turned upwards), Adhogaté (turned downwards), and Lolita

(turned in all directions).

(b) Five shoulder movements namely Uechrita (raised),
Srasta (relaxed),EkAnta (raising only one shoulder), Samlagns

(clinging to the ears) and Lola (rotating).

(¢) Pive chest movements relating to Abhugna (sunken),
Nirbhugna (elevated), VyZkampita (shaking), Utprasdrita,

(stretched) and Sama (natural).

(a) Pour belly movements namely Ksama (sagging), Khalla
(hollow), Pﬁrgarikta (bulging and then emaciated) and Purpa

(bulging).

(e) Tive side movements comprising of Nata (bent
forwards), Samunnata (bent backwards), Prasarita (stretched),
Vivartita (turning aside) and 4pasrta (reverting back to the

front). .

(f) Pive hip movements couwprising of Chinna (turned
obliquely), Vivrtta (turned aside), Recita (moving round

quickly), Andolita (moving to and fro) and Udvehita (raising).
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II  Upaigas (features)

(a) Seven varieties of eyebrow movements - Utkgipta
(raised), Patita (lowered), Bhrikti (knitted), Catura (pleasing),

Kuicita (bent), Sphurita (quivering) and Sahaja (natwal).

(b) Three groups of eye movements based upon Rasa,

Sthayi BhEvae and Safcaribhdva.

Tn the first group are Kantd (erotic), Bhayanaka
(fearful), Hasyza (humorous), Karuna (sorrowful),lAdbhuta
(wonderous), Raudra (furious), Vira (heroic), and Bibhatsa

(feafful).

In the second group are Snigdha (affectionate), Hrsta
(rapturous), Dina (distressed), Kruddha (cruel), Drpta (proud),
Bhayénvita‘(féarful), Jugupsi ta (disgust), and Vismita

(surprise).

; In the third group are Sunya (vacant), Malina (impure),
§ranta (drooping), Daejjinvita (bashful), Gl3na (languid),
Sankiita (doubtful); Visanna (depressed), Mukula . (bud-like),
Kufcita (curved), Abhitapta (distressed), Jimha (athwart),
Lalita (graeefui), Vitarkita (pondering), Ardhamikula (hélf~.
;opened bud ), Vibhranta (distracted), Vipluta (Scattered),
-Kekara (sqﬁinting), Vikoda (wide open), Trasta (timid),iand

Madira (intoxicated).



(c) Seven kinds of nose movements - Nata (closed),
Manda (slightly .pressed), Vikrsta (fully blown), Socchvasa
(breathing out), VikUnita (coupressed) and Svabhaviki

(natural).

(d) Pive types of check movements — Kgama (diminished),
Utphulla (blooming), Purna (fully blown), Kempita (tremulous)

and Sama (natural).

(e) Eight varieties of lip movements -~ Mukula (bud-like)
Kunita (coupressed), Udvrtta (raised), Recita (circular),
Kempita (tremulous), Ayata (stretched),samda§§a‘(bitten),
Vikasi (disp;layings, Prasarita (spreac‘l.out) and Nig'tihitz;

(concealing).

(£) Eight kinds of jaw movements - Vy&dhir (opened),
§ithila (slackened), Vakra (crooked), Samhata (joined)
Calasamhata (joined and moving), Pracala (opening and

closing), Prasphura (tremulous) and Lola (to and fro).

(g) Pive types of teeth movements - Mardana (grinding),
Khandena (breaking), Kartana (cutting), Dbdrana (holding),

and Niskarsana (drawing out).

(h) Pive varieties of tongue movements -~ Rijvi (straight),
Vekre (crooked), Nata (lowered), Lola (swinging) end Pronnata

(raised).



Lastly, four fascial colours are described, namely

Sahaja (natural), Prasanna (clear), Rakta (red) and éyﬁma (dark).

ITI ZPratyangas (minor limbs)

(a) Bight movements of the arms - Sarala (simple),
Pronnata (raised), Nyafca (lowered), Kulcita (bent), lalita

(graceful), Lolita (swinging), Calita (shaken) and Pardavrtta

(turned back).

(b) Pour movements of the wrists - Akuncita (moving out),

Nikufcita (movig in), Bhramita (circular) and Sama (natural).

(c) Three groups ofhand gestures - twenty seven single
hand gestures, thirteen double hand gestures and twenty four
Nyttaband poses. Four Hasta karenas called Lvegtita, Udves? ita,

Vyavartita and Parivartita.

(d) Seven movements of the knees ~ Unnata (raised),
Nata (lowered), Kuficita (bent), Ardhakuficita (half bent),

Samhata (joined), Vistrata (spread out), end Sama (natural).

(e) Five movements of the shanks ~ Nihasrta (stretched
forward), Paravrite (ke®t backwards), Tiradcina (side touching
the ground), Kampita (tremlous) ané Bahikranta (moving out-

wards).

(f) Nine movements of the feet - Ghatita (striking

with the hgel), Ghatitotsedha (striking with the toe and
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heel), Mardita (sole rubﬂing the ground), Tadita (striking
Wiﬁh-ﬁOeS), hgraga (slipping the foot forward), Parsniga
(moving b;ckwards on the heels), Pardvaga (moving with the
sides of the feet), Suci (stanaing on the toes) and Nija'
(natural). Along ﬁith the movements of the feet five movements
of the toes are described namely - Avaksipta (lowered),
Utksipta (raised), Kuficita (contracted), Pras@rita (stretched)

and Samlagna (joined).

After dealing with Kﬁgika Abhinaya, Somedvara takes up
the subject of the Sthinakas (postures), C3ris (feet move-

ments) and Karanas (jumps) relating to Deéi tradition.

The Nrtya Vinoda chapter can be thus conveniently
divided into two sections on the basis of the subjects discus-
sed and source material. The first section of the Nriya
Vinoda dealing with the subject of Adgika Abhinaya setting
forth the method of expression through Anga, Upanga and
Pratyangas has essentially come down from Bharata and they
have been termed as Margi. In the post-Bharata times, many
other movements were created and were codified as DesI
varieties. This DebI material is discussed in the latber
section of the Ngtya Vinoda under three aspects nanmely
Sthanakas, Caris and Utpluti Karanas. For this Someévara muét
have in all probability utilized the Brhadde$i (Magnum opus

of Debi Art) of Matanga. This is not a mere conjecture, but
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]
based on Somedvara's own statement im the previous chapter

of GTta Vinoda, that he subscribes to the views of Matahga.

In the Nrtya Vinoda, Somefvara has at sevéral instances
acknowl edged ﬁﬁe views of écholars in genesal, but has ot
specifically named any of them. The terms 'Nrtya Natya ca
Kovidaihi, Natya Vedibhihi, Budaihi, Nitya Viffradaini, Nafya
Kovidaihi, Nipunaihi, Vicaksanaihi, Manigibhibi, Niyoktribhihi,
viéérdaihi, Kavibhihi, Hastalakganaparagaihi, Kara Karapa
Kovidaihi, Héstalakgagavedibhihi, Hastaprayoktrubhihi, Nritya
Vi@radaihi, Nrtta vidys Vicaksanaihi, Natyaédstra Viéaradaini,
Hastasya koéidaihi, Nartakaihi, Nartana kovidailhi, Nrttata-
Nttvagnaihi, ocour at several places throughout the entire
length of the Nrtya Vinoda. These, by themselves do not help
in revealing the identity of the sources which Somedvara
mist have consulted for the compilation of the Nrtya Vinoda.
As such there are few avallable works on dance, belonging to
the period earlier to that of Somebvara. Apart from the Natya
{astra of Bharata (dated 2nd century A.D.)The Bharatdrnava
(who se date -and authorship afe qugstionéble, but believed to
be of an early date), and the B§haddeé§'0f Matatiga (9th
century A.D. whose %ext is incomplete, without the chapter
on dance), there are no other earlier extant works. Yet a
large nuﬁber of exponents and writers are known to have
existed earlier to Someévara. They may have influenced him

and it is some of them, that are probably referred to.
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In the Giscussion of the Gita Vinoda, Somedévara has
mentioned Bharata and Matanga by name. Here, he says that it
would be fﬁtile to discuss the laksanas of Mgrgz rggas as
explamned by Bharata, since they are no longer in vogue. He
has, however, subscribed to the views of Matahga. It can be
therefore surmised that even with regard to the treatment of
dance he has disregarded Bnarata to a large extemt saud has
depended more on Matarga. It is hawevez'notiéed that Someévara
has not totally excluded Buarata's tenets. He has omitted some
aspects, while for a few he showé divergences, and then there
is a vast awount of material which are related in both texts.
This will be treated at a subseguent stage. As far as latadga's
Brhaddeéif%oncerned, assessing its utility to Somedvara in
relation to N?tya, poses a problem because of the nonavaila~
bility of its dance chapter. There are stray quotations of
Matanga found in other texts but they provide very little
assistance in this matter. But 1t is necessary to consider
them. It will be relevant to examine how’much Someévara is
indebted to these two great authorities Bharata and Matanga.
While refering to Bharata's Natya ééstra, conmentary to the
Néﬁya ééstra of Abhinavagupta describing certain parallel
practises also requires to be analysed to see How far the

opinions of Abhinavagupta have influenced Somedvara.



49

Bharata

As mentioned earlier Someévara makes a direct reference
to Bharata in the Gita Vimoda chapter. Before expatiating on
the Ragas, Somedvara makes the following remark about Bnarata:

AT ofiar Hef o ST 1

Hise mame oppears n obher twe tnsban

NSk Teers o7 ﬁ%ﬁﬂ‘“ IRARTE 1aex )
3 W%&VF W%lﬂajw)qc?f el

In the Nytya Vinoda chapter, Buarata has only been drawn upon

anonymously at sevéral places. A comparative study of the
Nrtya Vinoda with the NEtyaddstra of Bharata, hes helped to
lead some of the references in the Nrtya Vinoda to Bharata.
Even where Somefvara does not specify any previous authority,
the influence of Bharata is discernible. It is to reveal the
closeness‘between'the two works that a complete concordance of
the text of thg Nrtya Vinoda and the Natya ééstra is presented
by way of notes at the end of the text. Before proceeding to
that, a short sketch of the noteworthy similarities as well as
dissimilarities between them will be useful for the critical

evaluation of the Nrtya Vinoda.

In the very first and fundamental stage concerning the

z

classification of the body into Afhga, UPafga and Pratyanga,

there are conflicting ideas between Bharata and Somedvara.



Bharata has divided the body into Ahga and Updhiga and has
also indicated the Pratyangas. In the oa%egonyof Ahga are
listed the head, the hips, the chest, the sides and the feetb.
The eyes, the eyebrows, the nose, the Iipsi the cheeks and
the chin are listed in the category of Upﬁﬁgasg Though not
specified categdricaily the six Pratyahgas will anclude the
remaiﬁing'ilmbswdeSOrzbéé by- Bharate whieh‘ére'tﬁeiﬁebk,

the belly, ithe thighs, the shanks ard "the arms.

Somedvara has followed the general pattern of classifi-
cation as laid down by Bharata, but has made changes in the
arrangement of the limbs, within the three major groups. Thus
Angas of Somedvara include shoulders and belly in place of
palms and feet and Pratyangas include, arms, wrists, palms,
knees, stanks and feet. 1wo extra Upangas have been incor-
porated by Someévara. They are the teeth and the tongue.For

a clear understanding the following chart will be helpful.

Afigas
Bharata (é) Someévara (6)
Head ‘ Head
Palms ‘ Shoulders
Hips ‘ Hips
Chest Chest
Sides Sides

Feet Belly



Upaiga
Bharata (6)

Eyes (inéluding eyeballs
and eyel ids'g

Eyebrows
Nose
Cheeks
Lips

Chin

Pratyaiga
Bharata (5)

Arms
Neck
Belly
Thighs

Shanks
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Eyes ataaN

Eyebrows

Nose

Cheeks

Lips

Chin

Teeth

Tongue

§ggeévara (6)
Arms

Wrists

Pa%ps

Knees

Shanks

Feet

Almost all writers follow the Bharata pattern and not

Someévara's example. Somefévara, it seems is the only writer

who has not observed the conventiondl practise. It is

difficult to comment and pass judgement on whether Somegvara

or Bharata is right. But it is reasonable to discuss the

reasons attributing to the divergent views.
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Firstly, taking up the mtter of the palms and feet,
it is common knowledge that they are the limbs which are
most profusely used in dance. So it is probably for this
reason that the paims and feet have been included in the
list of Afigas in the Natyaé@stra. Yet the Nrtys Vinoda is
not wrong for incorporating the skhulders and belly in place
of palms and feet. This is because they are andtomically
larger parts. The thigh has been omitted by Someévara in the
.category of Pratyangas. This cmld be due to the reason that
the movements of the shanks itsel f signify the movements of
the thigh.Somefvara has omitted the neck for which no reason
can be ascribed.All other limbs mentioned by Bharate hav§
been mentioned by Somedvara and over and above them, he has

described additional limbs as well.

The first instance of Someévara's close adherence to
Bharata is noticed in the description of head movements.
All thirteen head wmovements laid down by Bharata, have been
incorporated by Somefvara and the manner of treatment, defi~-
nitions and usages are quite similar. BExcept for interchanging
of words in some of the definitions or adding a few more
usages or some other usages in place of these mentioned by
Bharata, there is no major discordances Hewever; Somedvara,

did not think it necessary to mention Bharata even once.

After the description of the head movements Somebvara
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has taken up the shoulder movements. This has not been

discussed by Bharata.

Neit; in the elucidation of chest movements Somefvara
has not indicated any authority, even anonymously, but the
influence of Bharata is obvious since the chest movements

are ddentical in both texts.

In the analysis of the belly movements Someévara has
stated, that the matters stated by him, are in accordance
with the views of experts in Nofya (NEZtyavedibhihi). Since
the plurai has been used, it is unlikely that Somesvara refers
to Bharata alone. As such Bharata has considered only three
belly movements. They are Kg&ma, Khalla and Purna. But he
acknowledges, that there are others who speak of four belly
movements, the fourth being Sama. Somefvara has given four
movements of the belly. His additional movement over the three
movements considered by Bharata, is however mot Sama, but it
is Riktapurpa. While elucidating on the usage of Riktapurna,
Someévara once again reiterates thut it is in accordance
with the opinioms of experts in N&tya. It can be said with
certainity that these experts must be some people other than

Bharata.

In the description of the side movements which follows

the belly movements in the Nytya Vinoda, there is a lapse in



the definition of Prasérita, which is missing. The explana-
tions givenby Bharata for all the side movements are more
lucid than.Someévara. He even indicates the relative posi-
tions of the other limbs such as the waist and shoulders
which are effected when the sides are moved. It will be
therefore, advantageous to read Bharata's descriptions for
understanding the side uwvemen£s~descriBed by Someévara and
more so for the missing Prasarita definition. Prasarita has
been descr ibed by Bharata as streteching of the sides. The
usages of Prasérita that have been prescribed by Somedvara
and the meaning of the word Prasarita itself conveys that

this is also what Someévara had in mind.

The last Ahga that is described by Somedvara is the
hips. There are three differences between the hip movements
described by Bharata and Somedvara. The first difference, is
in the use of the term Vivruta and Niv?tta. Bharata uses the
term Nivrtta, whereas Someévara uses Vivrtta. Vivrtta means
turning round or circling and Nivrtta means coming back or
retreating. Thus Bharata's description and usage of Nivrtta,
as turning in froﬁt fromhthe sidewlise position appears to be
correct for that term. Similarly Semeévara describing Vivrtta
g8 moving the hips (further from the sidewise position) also

seems 1o be correct for the term Vivrita and specially since

Vivrtta is prescribed for looking down at theback. There is
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also a slight variation regarding Recita hips movement in
both the texts. Bharata says tha‘f; the hips wved in all
directions is Recita and it is to be used in circling and
the like. But according to Somefvara moving the hips with
guilvering ﬁovements is Recita and it is prescribed for usage
in dance (N:gtya). Bharats has described the Kampita movement
of the hips, which Somedvara has also -mentioned under the
term Andolita, which “is only a variation of .the word Kampita.
In the Nrtya Vinoda the usages of both Andolita and Udvahita
seem %o have been borrowed from Bharata and the references to
the learned (Budhaihi) and tmwse skilled in Nitya (Nafyavi-

f5radaihi) probably include Bharata.

The Upangas, beginning with the eyebrows are taken up
next in the Nrtya Vinoda. Seven kinds of eyebrow movements
are ¢gnumerated, of which utksipta, Patita, Bhlkuti, Catura,
Kuficita and Sahaja are in the Né"gyaéé?stra also. The only non-
~comformity is in the seventh movement, ‘which is Recita in the
Né’gyaéé’stra and Sphurita in the Nytya Vinoda. But a close
examination reveals that the two movements have a lot in
common. Firstly, both the words express the same meariing and
seoondly'their movement is almost alike. Recita is said to be
lifting one eyebrow in an amorous way, wher eas Sphurita is .
described as qui;rering one eyebrow delicately. The change made

by Someévara is only an improvement over Bharata's description



06

éf Recita. Similarly the definitiogéivenby Someévara for
Camufa is more exact. It is perhaps Bharata; who is probably
aoknowledéed with oﬁﬂef experts in NEtya (NEtya kovidaihi)
in sloka 1033 and (Nipunaihi) in sloka 1034 which prescribes
usages for Utkgipta with oné eyebrow and both eyebrows
respectively. Most of these usages are found in the Nag{ya-
§8stra. Again it appears that Bharata is drawn upon in $1oka
1035 which gives usages of Patita. Somedvara has specifically
said the usages of Patita are in accordance with the views
of the learned. Since Bharata has expressed the same view in
the Najya S@stra, it seems that he mist have been included
in the learned. The usages of Catura also, seem to have been
borrowed from Bharata, because the line describing the usages
of Catura in the Nrtya Vinoda is almost verbatim to the
corresponding line in the NatyabHstra. Some manuscripts of the
Natya$dstra have Vil@sa as one of the wages of (Wi) Kuflcita.
Tt is probable that Somedvars had access to these mamuscripts
since he has mentioned Vil&sa. Regerding the learned (Budhaihi),
who have according to Someévara rrescribed the usages for

¢
Sphurita in Sloka 10%8 nothing can be claimed with certainty.

The glances, form the next topic of discussion in the
Nrtya Vinoda. Their classification into three categories based
on Rasas, Sth3yibhavas an@%dﬁcaribhﬁvas is in keeping with

the Ni@yaéEstra tradition. The glances in both the texts are
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taken up in the same order and the concordance, specially in
the first two categories of glances discussed by both ié very
striking.3ome of the descriptions are almost verbatim such

as Hasya, Adbhuta, Vira, Raudra, Dina, Krudha, BhayZnvita
and Jugupsita. Striking similarities are also evident in the
descriptions of the transitory glances such as Vigadini,
Mukula, Jimha a#d Lal itair%%ekara. One special feature of the
glances described in the Nrtya Vinoda is, that unlike the
Néﬁyaé§stra which has described usages only for glances based
onRasa and Sthayibhava, the Nritya Vinoda gives usages for
glances based on Sahcari bhavas also. Theselusages relating
to Saficiri bhavas might have been borrowed from some other
text because Somedvara makes a reference at two pléces that
is, in Sloka 1075 and $loka 1082, about the experts (Budhaihi,

Drstikovidaihi) having prescribed them. In the definition of

LR

Raudri glance in floka 1050, the first line is almost verbatim
to the corresponding line in the3¥§§yaé§3tra and so, the wise

(Vicaksanaihi) could perhaps include Bharata.

Next, the Sloka cenumerating the nose movementsin the
Nrtya Vinoda is ldentical with the correspoﬁding $loka in
the Ngﬁyaééétra. Both have referred o the learned (Budhaihi).
Despite this, thefe is a dissimilarity in the descriptions.
The Socchvasa nose movement has been presented at variance

in both the texts. The Ngtya Vinoda itself has two contradictory



readings. According to one reading of Sacchv§sa it is the
slightly crooked nostrils and according to the other reading,
it is the slightly blown nost;ils. According to Bharata, the
nose which draws in breath is Socchavi@sa. This definition
contradicts the very meaning of the word Socchviésa and 1ts
usage prescribed by Bharata and Somedvara. Socchv@sa means
exhal ¥ing breath. Thus, the definition of Socchvasa given by
Bharata appears to be wrong, which Somedvara has tried to
rectify #. Regarding the definitions to other nose movements,
there is an agreement between both the texts, but different
usages have been prescribed. Probably Bharata is referred to

by Somefvara in the Sloka 1091, defining SvabhBviki.

Close adherence to Bharata's views is the distimggishing
feature in Somefvara's description of the next Upanga which
is the cheek. Six cheek movements have been described with
their usages. There is only one slight non-confromity between
Nityaédstra and Nrtya Vinoda with regard to the Pirpa cheek
movement. According to the former Tarma is the stretched
cheek, whereas according to the latter it is the raised cheek.
Between the two, Somedvara's definition seems more apt,
considering that it is prescribed for expfessing zeal and
pride. Usages of the cheek movements are the same in both .
the texts. Only the usage pride has been omitted in the

usages of Pﬁrga movement in the Nrtya Vinoda.
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The next Updnge taken up by Somedvara is the lip and in
contrast with the earlier UpZrga, there are differences in
the 1ip movements described by Somedvara and Bharata. Of the
tenlip movements indicated by Someévara, only three of them
are found in Bharata's list which contains six moveuents.
This indicates that a lot of innovations were made after
Bharata's time. The six movements of the lips discussed by
Bharata’are Vivartana, Kampana, Visarga, Viniguhana, Samda~-
staka and Samudgaka. Of these only Kampana, Samdagtaka and
Viniguhana have been considered by Somedvara and of these
three, Samdagtaka andViniguhana follow Bharata's description.
Kampita has mt been described in the Nrtya Vinoda. The
other seven lip movements described by Somebvara are Mukula,
Kﬁ?iﬁa, Kyéta, Vikasi, Reclta, Udvrtta and Pras&rita. In
the available text of Nrtya Vinoda the deséription of Reclta
and usages of udvgtta are nmissing. But they are found in
Bharate koda wherein Ramakrishna Kawi has quo ted Somegvara.
éhe Pras8@rita iip movenment of the Nrtya Vinoda is somewhat
similar to the Visarga movement, stated in the Né@yaéﬁ%ﬁra,
wher eas Mukula, Kiita, Ayata Vik@si as well as Recita and
Udvrtta are unique with reference to Nﬁﬁyaéﬁstra. Somedvara's
reference to the learned (Budhaihi) in the Sloka 1098

describing Kunita is certain.y not to Bharata.

The chin movements and then the teeth movements, are
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explaines independently in the Nrtya Vinoda. But Bharata
has sald that the actions of the teeth, lips and‘fongue

] _ ond Samhata )
produce chin movements, Bxcept Vyadhirx none of the chin
movements mentioned by Someévara, can be connected with chin

. 8md Samhata
movements stated by Bharata. Owvly Vyadhir, corresponds. to

. and Gamae .
Bharatas description of Cukkitay Certainly the reference
to the learned (Buhaini) in the Nrtya Vinoda Slokas 1112 and

1113 must be to persons other than Bharata.

In the teeth movements Mardana and Khandana given by
Somedvara, agree with Kuttana and Kba@@ana respectively as
described by Bharata. Chinna, Sama, Eagya and Lehita of
Bharata have been eliminated and in its place, Somedvara has
given Kartana, Dharana and Nigkarsana. The experts (Vi§§f~
daihi) to whom Someévara ascribes the teeth descriptions to,
in $lokas 1115,-1116 and 1119 must refer to some authorities

other than Bharata.

Coming to the last Upanga in the Nrtya Vinoda, Somesvara
has describéd five nﬁvements of the tongue. They are Rjvi,
Vakra, Nata, lLola and Promnnata. Bharata has not spken of
tongue movements. But while describing chin movements, he
speaks of Lehini which concerns the tongue as well. Wher eas
éarﬁéadeva and others have included Lehini in their list of

Ve . .
tongue movements SomesSvara does not mention it. Some$vara

1 Bharatakoda, pp.559, 78. .
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has acknowledged that the tongue movements described by him,
have been prescribed by the learned (Budhaihi) but cannot

possibly include Bharata.

The subject of facial colours is closely related to the
Uparigas which is therefore, taken up by both Somedvara and
Bharata before winding up the discussion on Upatigas. Both

writers agree on this subject.

After the discussion of Updilgas, Someévara proceeds
with the description of Pratydigas, beginning with eight
movemerts of the arms and then four movements of the wrists.
Bharata has renumerated ten movements of the arms, but does
not describe them, and he also does w1t mention about wrist

movements.

It is the subject of hand gestures which occuples a lot
of place in the Nrtya Vinoda as well as Natyaédstra. As
mentioned earlier, Bharata has described hand gestures in the
cat egory of Argas, whereas Somedvara describes them in the
category of Pratyadgas. Twenty four single hand gestures and
thirteen combined hand gestures are fund in both the texts
and then there are twenty-nine Nrtta hastas in N§§yaé§étra,
whereas there are only twenty seven Nrita hastas in N{tya
Vinoda. Despite this variance, both Bharata and Somedvara

say that the total number of hand-gestures are sixty four.
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Somesvara has eliminated Lalita and Valita mentioned by
Bharata. This is probably, because as clearly stated by
J&ya Sen@patl in the Nrttaratmaveli, lLalita corresponds to

Pallava and Valita corresponds to Dlata.

Bharata has stated, that the usages of the Single hand
and cbmbined hand gestures men tioned by him, aremct the only
possibilities and it is for the dancer to use the gestures in
the mammer as will bé most suitable to convey the meaning.
Somedvara has also made a similar remark. It is true that it
would be difficult to cover all possible usages of these hand
gestures. Considering that there are innumerabl e possibilitiés
of expression through hand poses it is not suprising that
some of thelr usages listed by Someévara are mw+t found in

Né@yaéﬁstra.

Some striking similarities are to be seen in the defi-
nitions of Kangiula, Alapédma, Urgaﬁébha, Samdamsa and Khataka-
nmukha discuésed in both the works. In certain instances,
Somedvara has gone further than Bharata, by giving the exact
positions of the hand as well, such as in Ardiecandra,
Nrgabira and Padmekofa. Regarding Musti also, Somedvara
describes an additional Mug?i, wherein the thumb is beneath
the other fingers. Ardla has been presented wrongly in the
Nrtya Vinoda. Instead of stretching the index finger, the

index finger is required to be bent as described by Bharata,



63

since the meaning of ArZla is‘bent. Owing to this mistaeke
in ArY2la, éukatug@a is also wrong, because Somesvara has

derived éukbatug@a from the wrong Ar¥la position. Once the
correctionis made in Ardla, Sﬁkhatug?a automatically will

be corrected.

Next in the field of combined hand gestures, the descrip-
tions of the first two gestures, AWjali and Kapotha seem 1o
have got interchanged by‘Someéﬁara. A new variation of
Larkata is an interesting feature rendered by Somedvara
wherein the fingers are interlaced inwards. He has prescribed
it, for usage in anxiety. The definition of Utsarga in the
Natyab@stra does not agree with the Utsafiga definition in
the Nrtya Vinoda. According to the NE?yaﬁﬁbtra, when the
Ar8la hands are contrarily placed and are upturned and hent,
the Utsanga hand will be the result. Instead of ArEla hands,
Somefvara has recorded the use of Sarpabira hands. Nigadbé
is probably the most controversislly defined hand gesture.
Different authors have given definitions for Nigadha which
are disparate. In the ¢.0.S. edition of Hiyyadistra there are
four definitions of Nigadha. In the introduction the edifar
has said that the third definition of Ni§adba is the original
one. According to it, the left hand tolding the (right) arm
above the elbow and the right hand similarly touching the
left arm with a clenched fist, will make the Nisadha hand.

It is to indicate patience, intoxication, pride, elegance,
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eagerness, %alour, arrogance, self;oanoeit, haughtiness,
motion#lessness, steadiness and the like. Manmohan Gosh.has
also given this definitionin his translationto the Natya-
§5stra. Besides this, J&ya SerBpati has indicated in the
N?ttaratn§va1§ that this definition was the one given by
Bharata, He has also noted the definitions given by Abhinava-
gupte and Kirtidhara and in this regard it is significant to
note that Someédvara follows Abhinavagupta's views and not
Bharata's views. For the Makara hand gesture, Somefvara has
SPecifiéd the use of different positions for expressing
different meanings, none of which have been described by
Bharata. A comparison between both the texts with referenge
to other combined hand gestures, reveal no major discordance
except brat Mygadival. s Used in Vardhamina of Nytya Vinoda wheveas .

“HaxmsaanQa.b“nuu&thhhd,Faf Vardhaména of N§§yaé§$tra.

Among the Nrtta hastas, Ardlakhatak®mukha, Avidhavaktra,
Sucyésya, Dandapaksa, and Paliava described in the Nrtya
Vinoda differ from their’cnrrespoﬁding definitions in +the
Néﬁyaéﬁétra. Regarding certain other Nritta hastas tﬁére are
minor differences in both texts. Tor instance Somedvara
prescribes in pluce of PatBka hasta the use of LripatZka
hasta in Nitamba, Kebsbandha and Lat® hastas, and Ar8la hasta
0 be applied in Urdhvamendalin aﬁd Péké%amaggalin«and Urounag-

Qalin. A slight disparity is to be seen between the Bucy@sya
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hasta described by Someévars and the corresponding STcimukha
hasta explained by Bharata. Not only are the names different,
but the movements themselves are varied. Thus, with regards
to Ngtta hasta, Somedvara has to some extent followed Bharata

and. has at the same time, deviated from the Bharata tradition.

After having descriped hand gestures, both Somedvara
and Bharata have taken up the explanation of the four hand
mov ements (Hasta Karaqas). These Hasta karanas are closely
connected with thé hand gestures and they were even used in
the description of some of the Nytta hastas. Since the
&escriptions of the four Hasta karanas are almost ildentical
in both the texts, references in the Nrtya Vinoda to experts
in hand movements (Hastasya Kovidaihi) in foka 1273, to
dancers (Nartakaihi) in €loka 1274, to those skilled in
dance (Nartana Kovidaihi), in £loka 1275, and to those having
knowledge of Nq%ta (thtatattvagﬁéihi) could.probablyhinclude

Bharata.

Someévara then mentions seven kinds of knee ﬁovements.
Bharata has not described knee movements independently, but
he describes five shank movements as arising out of *the mani-
pulation of the knees. Somefvara has also described five shank
movements, but these do not resemble any of the shank move-
ments found in NatyabZstra. Thus, the learned mentioned in

gloka 1283 and 1285, who according to Somefvara have prescribed



the five knee movements and five shank movements cannot

include Bharata.

The feet movements come‘up next for discussion in the
Nrtya Vinoda, Nine feet movements are described in the Nriyae
Vinoda whereas f3i% ‘feet movements are described in the Nafya-
§8stra. There is one major difference between these two sets
of- feet movements. In the Natya §astra the feet movements
indicate floor contacts and placing the feet in a particula?
position. But in the Nrtya Vinoda, except for Suci and Nija,
all other feet movements, consist of actual movements, which
arise out of the combinations of the basic feet positions, .
mentioned by Bharata. For example, éhaﬁﬁita, Ghatitosedha,
Tadite and Parsniga are all combinations of Adcita and
Kuncita feet positions. As mentioned earlier Stci and Nija
are only static positions. They correspond to the descriptions
of Kgxwhexupxxduwed and Same respectively, as given by Bharata.
Agfaga and ?éré%aga are the only other two feet movements
indicated by Somedvara which bear distinctive features, not
noticed in the N&yyabdstra. Closely connected with the move-
ments of the feet are the movements of the toes. Someévara
has described five toe movements and this information is not
found in the Né@yaééstra. The description of the toe movements
completes the description of Arlgika Abhinaya in the Nritya

Vinoda. Almost all the limbs.from head to toe, vhich have a



bearing on the technigue of dance have thus been analysed.
But the movements of the eyeballs, eyelids, mouth, neck and
thighs which have been explained in the NEtyabZstra are

absent in the N?tya Vinoda.

The matters that follow next in the Nytya Vinoda are.the
postures‘(Stﬁénakas), feet mvements (CBris) and movements
involving jumps (Utéluti Karapas). One distinguishing feature
which these three aspects discuséed in the Nriya Vinoda share
in common is that they are totally divergent from the Sthana-
kas, Cari$s and Karanas described by Bharata, to the extent
that they.are beyond comparison and contrast. The Sth@Enakas,
Cgfis and Karanas of Someévara mist be treated as additions or
suppl ements to the Sthehakas, Caris and Karapas indicated by

Bharata.

Thus, a comparative study of the Nytya Vinoda with Naiya
§5stra reveals that Somedvara partially followed Bharata in
matters relating to Afgika Abhinaya, whereas he completely
deviated from Bharata in matters concerning Sthanakas, Caris
and Karanas. Somesvara's utilization of N&tya Sastra can
therefore said to be limited to certain aspects of Afgika

Abhinaya alone.
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Abh inavagupta

Abhinavagupta the Kasbmiri scholar of the 9th century
A.D. has in his commentary to the Nﬁ?yaéﬁstra indicated
ceftain parallél practices wbicﬁ had alsolgained recognitione.
A number of altemate names or alternate mwvements and explana-.
tions are described by him in a number of places in his
commentary, specially, in relation to Hastas and Karaqas.
Some of these different features are noticed in the Nrtya
Vinoda also and particularly in one instance the influeice of
Abhinavagupta 1s clearly visible.-Tbis occurs in the defini-
tion of the Samyuta hasta called Niqadna, wherein the
refefenoe to the 1earned in hand poses (Hasta 1ak§aqa péragaihi)
and learned in Fatya (N&Etya vedibaihi) m st be anonymous
acknowledgements to Abhinavagupta becéuse, Someévara follows
his explanation very closely. Leaving aside the definition
given by Bharata and views of Kirtidhara and others, Someévara
says that when the Kapittha hand encircles the lukula hand,
it is known by the name of Niqadha by those learned in hand
poses. Again, he says that according to the learned in Natya,
Nigadna is used to show collecting, cuvting, time, speaking
the truth and relief from suffering. This happens to be the

same explanation offered by Abhinavagupta.

In the case of Nitamba, Keéabandha and Lata hastas,

Abhinavagupta states that there are writers other than
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Bharafa, who approve of TripatZka hasta in pluce of Pataka
hasta. Somefvara, has followed this view and has therefore
introduced Tripstika hasta in place of Patdka hasta for use

in Nitamba, Kefabandha and Lati.

Besides those mentioned abowe, there are many more
different views expressed in the Nrtya Vinoda which has
not been mentioned by Abhinavagupta earlier. The major
discordaqce is to be seen in the varied explanations provided
by Somedvara for ArElaHa?akEmukha, Pallava, Sucy@sya, Avidha-
vaktra, Urdhvamandal in, Parévamaq@alim and Uromandalin. It
could be possible that these concurrent practises had gone
unnoticed by Abhinavagupta or it maybe possible that they
may have been'post Abhinaevagupta innovatioms. As far as Defi
material is concerned, Abhinavagupta does no t provide ey
informwation. So none of the Sﬁhénakas, Caris and Karapnas
described by Some$vara cam be traced to Abhinavagupta. Thus
not muda has been bﬁrrowed by SomeSvara from Abhinavagupta's

commentary on the Né@ya§§étra.‘ -

Matanga

Matanga is known 1o have been one of the earliest
writers on De$l music and dance. Just as theﬁEé@yaéastra of
Bharata had acquired cannonic authority for matters related

to Margi, the thaddaéi of Matanga was recoghized by later
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writers as a standard and authoritative treatise for matters
concerning DedSi. In dance the SthBnakas, Caris, karanas,
AhgahBras and Recakas expounded by Bharata are called Margi

and the later developments and innovations sre defined as Debi.
Though Kohala, whq&s dated chronologically earlier to Matanga

is behiewed %o have treated Debl music and Dedi dance in relation
to the Uparlipkas (drama forms which developed in times subse-
guent to Bharata), it appears that Matanga is the first
writer, who had codified and elaborated on Debi music as well
as Deéi dance. In his treatise the Brhaddeéi, as suggested

by its name itsélf and as gléaned from later references, seems
Yo have contained an exposition on all three aspects of
Sannga. It is, however, unfortunate that what is available of
B?haddeéf today is only a fraction of Matafga's labour. The
text printed as B?baddeéi in TSS.XCIV is incomwplete, erro-
neous, corrupt and intermingled with some other texts as well.
In this text, as available today, the chapters on Vadya and
Nrtya are completely missing. But the fact that the Brhadde§i
had a chapter on dance is borne out by the references made by
writers lik e Kumbhakarna and J&ya Send@pati. In the Nrtya
ratnakoda, Kuﬁbbakarna has mentionéd (in $1oka 51%=514) seven
additional hastas as given by somé followers of the Bybaddeéi

AN ETTRITTRG asuRfeET &)

Jaya SenBpati mentions Matanga and the dance chapter of the

Brhaddeél and also guotes him. Jaya sets forth the sixteen
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foot movements (Padas) of Deéi-danoe as given by Matadga.
c%ﬁiﬁ%ngﬂzt raflerarnlreulre 5 | arge, TETUEITFEL FUFENSH R

Jaya also quotes a line from the end of Matanga's
treatment of Patas which are a kind of leg movements and

have been included under Dedi ca&ris by some writers. Y'I.53-57 .

z*ﬂigﬂxa'smﬁq %Eﬁﬁﬁﬂ fr=aze ] | ATsSFUIE qﬂﬁﬁﬁﬁﬁﬁﬂﬁ?ﬁ'iﬁﬂ i
FEuBradeF T, el ® |
The Nrtta sectlon of the Brheddeél is referred to, by

Jaya Sen@pati in VII.21, Whlle speaking of the two kinds of
Vidve Paddhati Sy qAza ogonzf srma aryugh |
adya raddhatl.  gamer s e ashah easds |
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Someévara has not mentioned Mataiga by name while
elucidating on the Deéi aspects, and neilther has he speci-
fically referred to the dance chapters of the Brhaddesi.

But he has spoken of Mateliga with reference to Vyttas in
music. He says he has listed the Vrttas in the manner earlier
rendered by Matafiga. This indicates that Somedvara was aware
of Matafiga and that he also shared the views of Matahga. It
is therefore most likely that general references to experts
while describing the Debi Sth&nakas, Caris and Karanas are
anonymous attributions to Matahga. Pollowing is a list of the
refer ences which can neither be ideﬁtified conclusively with
Mataliga, because of the non-availability of the Brhaddebi,
nor can the possibility of their being references to Mataiga
be altogether rejected. They are Budhaini in $1.1311, 1380,
1389, Viduhi in g1.1313, Nrtya Kovidaihi in §1.1314, Nrtya

Vidys Vicaksanaini in S1.1315, Nartana Kovidaihi in S1.1316,



1365, Stﬁéna.lakﬁaqa Vedibhihi in ©1.13%20. Manisibhihi in
Sl.133é and 1139. Natya Kovidaihi in 81.1341, 1360, 13261, 1391,
S¥ribhihi in S1.1346, 1366, N&tyapanditaibi in S1.1371,
SEribhibi in 51.1346, 1366, Naiyapenditaihiin 51.137%,
Budhottamai inSl.1372, Cari Vidsrdaihi in S1.1375, Utpluti
Kovidaihi in $1.1384, Vidubu in S1.1392, and Viduhu in S1.
1398, Since, 1t is auite cerbain that the Brhadde$i dealt

with Dedi dance and that Someé#arathas mentioned Mataiga by
name earlier in wusic, the possibility of Somedvara's access
to and utilization of the B?haddeéi'fbr the compilation of

the Nrtya Vinoda is a possibility.

Latter writers

After examining the extent of Someévara's utilization
of other texts, it will be worthwhile to cnnéider how useful
Somedvara's Ngtya Vinoda had been to writers subsequent to
5im. Thisﬂwill help to judge the importance of the work, its
contributions, the influence it has wielded on later writers
and the degree of acceptance and recognition achieved by

Somesvara, a8 an authority on dance.

. No sooner had the Nrtya Vinoda been written, its worth
was .acknowledged by the great writer on Bangita, gérﬁgadeva,
in his work the Sarngitaratnikara. éérﬁgadeva was followed by
Pirévadeva and JEya SenSpati who entertained respect for

Somesvara not as a king, but as a powerful writer on dance.
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Four centuries later Basava Bhupals seems to have been
inspired to write a book called the 'éiva tattva ratnf@kara'
to show his virtuosity in wielding the pen along wifh the
sword just as ngeévara had achieved. This book is on the
same lines as Someévara's Minasollasa from which work he hes
borrowed freel&, including matters concerning dance, which

however has not been acknowledged.

éé‘rﬁgadeva, Parsiadeva, J8ya Sendpati anl Basava Bhitipala
all belonged to the region of Somedvara and so the proximity
in place and time must have also contributed to their having
. easy access to the Manasoll&sa with its Nytya Vinoda. The
availability of the Manuscripts of Manasoll@ss in Devanagari
script, outside south India is an indication of its dis-
semination in other parts of the country also. The imporbance
of Nytya Vinoda however to the writers of dance belonging to
a

Amatter which reguires 1o be

investigated, because it was this area and south of it which

Karnataka and its vicinity is

remained for a long time and to a great extent outslde the
Muslim influence. The Hindu culture and arts were less
affected here by Muslim traditions. As a resuit the tradition
set forth by Somedvara, could continue and develop in Karnd-

taka without any break.

To reveal the continuity and the usefulness of Nrtya

Vinoda to later Karﬂﬁﬁaka writers it will be necessary o



74

make a comparative study of Nritya Vinoda. with the werks of

l . - e ) . —
Sarngadeva, Parévadeva, Ja&ya Sendpati and Basava Blilpala.

ég?ﬁgadeva

éarﬁgadeva was perhaps the mst significant mediaeval
Indian writer on music, His all~comprehensive work on this
subject, the SangitaratmBkara, ranks high and it is considered
as the standard book for understanding ancient and medieval
Indian Music. Written in the 13th century A.D. under the
vatrormge of Yadava King Singhena, the Sangitaratnikara
contains a thorough, analytical and exhaustive exposition of
Gita, Vadya and Nrtya incorporating the older tradition laid
down by Bharata and the innovations noticed by Somedvara and
others, to which he has added fresh material as observed by
himself. In thg\seventh gmd thelast chapter of the Sangifa~
ratn@kara, ééfaﬁgadeva has treated at great length, the subject
of dance. Most of it 1s fundamentally based, on the Natya- -
%astra and Abhinavagupta's commentary on it. A comparative
study of the chapters on dance of SangitaratnfZkara and Ngtya
Vinoda of the MZhasollZsa reveals that éﬁrﬁgadeva has also
used the Nrtya Vinoda for Kdgika Abhinaya and more so for Dedi

material.

/
SErfigadeva has respectfully ackrowl edged Somedvara in
N

the beginning of the Sangitaratnikara. He places Somesvara



amongst the list of great authors like Rudrata, NanyabhlUupala

i

and Bboja}

%

In the chapter on dance, éarﬁgadeva has made anonymous
refereices to Somedvara in the following iﬁstances. In
VIT.35~7, $&rfigadeva has said that other people include
the shoulders in the list of Adgas. It is Somedvara who has
spoken of shoulders and its movements which are identical to
those listed by éé?ﬁgadeva. In the same verse éérﬁgadeva
ment;ons that there are other experts who include wrists,
knees and ornaments wom on the limbs, in the category of
Pratyangas. Somedvara has incorporated wrists and knees in
the description of Pratyaigas. Again the movements listed
under wrists and knees in theSangitaratﬁékara show perfect
concordance with the corresponding material in the Nrtya
Vinoda. As far as our kmowledge based on availabl e texts goes,
the Ngtya Vinoda is the earliest to which this material not

found in Bharata can be traced.

In the descripticn of hand gestures, the innovat ions
noted in the Ngtya Vinoda have been incorporated in the
Sangitaratnfkara. It is in the Nrtya Vinoda that Somedvara has
described two kinds of Karka@@ hasta, arising out of the
interlacing of fingers outside and inside. The purposes for
which they are employed, also appear to have been borrowed by

éﬁrﬁgadeva from the Nrtya Vinoda.

1. FEA ofemdumt M FmHTaaT |
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In Ch.VII:198-201 éﬁ%ﬁgadeva has given several varie-
ties of Utsaﬁga hasta according to the views of differ ent
experts. Of téese, tﬁe first variety of Utsalga hasta
requiring the use of Ar&@la hasta, is from Bharate and tﬁe
last variety requiring in its place, the use of Sarpafira
hasta is fron Someévara- The two infermediary varieties are
the ones to be found in the commentary of Abhinavagupta.
Thus, for the last variety, éérﬁgadeva mst have consulted ‘
the Nrtya Vinoda of Someévera directly, since Abhinavagupta
does not mention it. Three of the usages for Utsalga hasta

also seem to have been borrowed from the Nritya Vinoda. They

are embrace, cold and bashfullness of women.

In Ch.VII:202-4 the usaées of Khatakavardhaminake hasta
as rendered by Bharata, Some€vara and Abhinavagupta have been
presented by éafﬁgadeva.'After putting forth Bharata's view,
éﬁrﬁgadeva states that "aécording t o0 another view", (Matan-
tare) Kbatakévardhaméﬁaka hasta is used to indicafe stringing
flowérs, speaking the truth, etc. This statement is a refe-

rence to Someévara, who has given both these usages as well

as another one in bis description of KhatakivardhanfZnaka hasta. -

Though normally, éérﬁgadeva gives the version of Bharata
first and then the opinions of othe experts, in Ch.VII:209-11
éérﬁgadeva has indicated his preference for the definition

5

laid downby Abhinavagupta which is accepted by Somebvara.
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These verses describe the Ni§adha hasta.

The many verieties in the usages of Makara hasta, when
employed at different levels and the use of]ﬂ?gaéira hasta

in Vardhamzne hasta menftioned in the N?tya Vinoda by Somedvara,
have not been acknowledged or commented upon by éﬁrﬁgadeva.
Perhaps the usages of Mekara hasta may have been omitted,
because they are very extensive and éﬁrﬁgadevg has given
limited usages for all hastas, normally taking a few, each
from different authorities. But regarding definitions,
éérﬁgadev& has incorporated the different views of various
experts with some exceptions such as the cunflicting descrip-
tions of Vardham@na hasta in the Ngtya Vinoda and Nigﬁdha

hasta given in the Né?yaééstra.

”
In the context of Nrtta hastas, Sarfigadeva has given the
views of Bharata, Abhinavagupta, Somedvara as well as that

of other experts.

In Ch.VII: 218-20, the second kind of Udvytta that has
, .
been set forth by SaZrfigadeva on the basis of the views of
others (pare) is similar to the definition of Udvrtta found

in N?tya Vinoda.

In Ch.VII:224-9, the last description of Aralakhataka-
mikhe hasta ascribed to others (Anye) is the description

found in N;tya Vinoda.
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Four varietiés of Paliava hasta bhave been explainéd
individually in Ch.VIT:239-42 by S&riigadeva, of these the
third variety, agrees perfectly with the Pallava described
by Somedvara. Therefore, the word others (Pare) in the third
definition of Pallava in the Sangitaratndkara must include

: 7
Somedvara.

Tn Ch.VIT:244-46, the definition of UttBnavaficita hasta
is described according fo the explanation given by Abhinava~
gupta after which the version of Bharata which is the one,

Somedvara follows is also acknowledged by éérﬁgadeva.

In Ch.VIL:246-47, after describing the Lata hasta,
éérﬁgadeva, like Abhinavagupta has stated, that some writers
(Kecid Zcirya) prescribe Tripatdka hasta fbf use in Lata
hasta, as Weli as for Kebabandha snd Witamba hastas. Somef-
vara, has prescribed oﬁly Tripataka hasta, for use in the

above mentioned Ngtta hastas.

In Ch.VII: 259~60 éﬁrﬁgadeva mentions about two diver=
gent views regarding Garu@apakga, which e&en Abhinavagupta
had noticed. After describing Garudapakss in accofdance wo th
Abhinavagupta's version, he reiterates Abhinavagupta's
statement tha{ there are 'some who mention' (Kaifeid ukto) the
use of Tripatdka hasta (in place of Patfke hasta) and this
is not acceptable to Muni (Bharata). This would mean that

the Garudapaksa with Tripatika hasfa given by Someévara in
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the Nrtya Vinoda was being practised despite the fact, that

it was not according to the tradition of Bharata.

éérﬁgadeva has in Ch.VIIs 266—61,'262-3, 264-7 described
ﬁfdhvamaq@alin, Péfévamaqqalin and'ﬁ}omanalmn hastas respecti-
vely, with Patska hasta and has also noted in the end, that
some men tion Hamsapakga hastae in -place of Patdka hasta. He
does mt acknowledge the use of Arala hagta, for use in the
above mentiloned Ngtta hastas, which happens to be the ome
prescribed by Someévara. Perhaps, éérﬁgadeva has felt, that

the use of the Arala hasta is not an acceptable practise.

Tn Ch.VIT 272-6, S&rigadeva has described, Nalinipadma-
koda hasta ig four ways. The third description of NalinIpadma-
ko, is similar to the one described by Somedvara.

Thus with regard tolirtta hastas éﬁrﬁgadeva has followed
Soﬁeévara's description in most cases, but in a few instances

he has failed to comment on them.

In Ch.VII:307-12 éarﬁgadeva, has enumerated five posi-
tions of the hips, of which one of them is Vivrtta. This
term Vivrtta has been given by Someévara, unlike Bharata who
uses the term Nivytta. The usagé given by gérﬁgadeva, is also
similar to that prescribed by Someévara. The descriptions
and usages of Ué?hita hip movement is very similaf, both in

the SangitaratdBkara and the Nrtya Vinoda snd they differ
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from the description of Udvahita found in the Né@yaééétra.
. e s
After Nisadha hasta, this is the first instance when Sarnga-
deva has excluded Bharata's description and has given in its

vlace Somedvara's explanation.

In Ch.VII: 312-25 éﬁrﬁgadeva has described six foot poses
on the lines of Bharata. Then he goes further to explain
seven foot movements as presented by others (Paraihi). These
seven foot movements correspond o seven of tﬁe ninelfoot
movements set forth by Someévara. The other two footmovements

rendered ty Somedvara, are already included in Bharata's list.

In Ch.VII: 326-29, all the five shoulder movements
indicated by éﬁrﬁgadeva are frowmSomedvars. Bharata does not
mention shoulder movements at al;. In place of Samlagna and
Ek@nta which are the terms used by Somedvara the words

and Ekocta .
kar@alagnaxare used by éarngadeva.

§aingadeva has described some of the arm movements
presented by Somedvara, after giving the descriptions of the
arm mo vements mentioned in the Natyadastra. In Ch.VIL:355-52,
§§Tﬁgadeva has given totally sixteen arm movements, ten of
which are from Bharata and six from other sources including
Souwedvara. Actually, Somedvara has given 1in the Ngﬁya Vinoda
eight arm movements; of these, oﬁly two namely Sarala and
Kunicita are found in the Sangitaratn@kara. The descriptions

are almost alike. According to Somedvara stretching the arms
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in front and at the\sides is called.Sarala, while according
to $ardgadeva, the stretching of arms side-wise, upwards

and downwerds is Sarala. Both have men tioned that this arm
movement is to be used to ;mitiate wings and for measuring.
In place of trembling and embracing; waich are the other two
usages given by Somedvara, éérﬁgadeva has prescribed its use
for pointing out the things on the ground. The description and
usages of Kullcita as given by éérﬂgédeva, is almost similar
to it description given by Someévara. The other six arm move-
ments indicated by Somedvara are also found in the Sangitara-
tnakara, but tbey‘bear differént nomenclatures. Thus his
descriptions of Promnata and Nyafcita correspond to Urdhvasta
and Adhomikha, given in the SangitaratnSkara. Lalita arm
movement found in thya Viioda, fits in with the description
of Namra given in the SangTtaratnfkara and even two usages,
which are praising anduholding a garland are alike in both
the texts. As far as Lolita of the Nriya Vinoda is concerned,
the same wvement is described in the SangitaratnZkara, but
is designated as Andolita, which has the same meaning as
Lolita. Concordance is also noticeable in the descriptions

of Calita, given by Somedvera and Mandslagati found in the
Sangitaratnikara. Calita has been described, as turning and
moviné the elbows and Mandalagati has been explained as the

arm turned round in all directions. When the arm is thus
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turned, the elbows are automatically turned and so they appeac
t0 be the same. Brandishing a sword, which is the only usage
mentioned for Calita, is also the only usage mentioned by

§

drhgdadeva for Maq@alagati, neking it all the more probable,
that Calita and Maqqalagati are the same movements. The arm
reaching the back, is describéd by Someévara as Paravrita
and the same is called E@g@bﬁhus§rin by éé?ﬁgadeva. The two
usages prescribed for Pyg@hﬁnusérin have been mentioned
earlier by Someévara for Pafavgtta. Thus éérﬁgadeva, has
incorporéted all the eight arm movements described by

Somegvara, with changes in the names of six of them.

$srigadeva, has in Ch.VIT:353-56, described the move-
ments of the belly and the back simultaneously, since they
are interrelated. éﬁrﬁgadev& has first given these three
belly movelents and has then pointed out, tmt there are
experts who have giveu a fourth belly movement, called
Riktapﬁrga. This Riktapﬁrga is found in the N?tya Vinoda of
Somedvara and so 1t is definitely Somedvara, whom éérﬂga—

deva must have referred to here.

In Ch.VII:361-68 ten kindsof shank movements,'have been
set forth by §§Tﬁgadeva, of which, the first five are from
Bharata aﬁd the second set of five shank mvements, agrees
with SomeSvaera's Nrtya Vinoda which consists of Nibhasrta,

Paraﬁqtta; Tiradcina, Beshirgata and Kampits. Though, it is
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Someévara who has first enumerated these'five shank movements,
it is éérﬁgadéva who has described them clearly. It would have
been however more instructive if éérﬁgadeva had included all
the usages for the various shank movements wuaich Somebvara

has elaborated on.

It is Somedvara, who had specified the wrist and knees
as separate’limbs and included them in the category of
Pratyangas. g&rﬁgadeva, has added these additional limbs,
elong with the Pratyangas mentioued by Bharata. In Ch.VII:
369-72 five wrist mvements are explained by éérﬁgadeva of
which four of them are found in Nrtys Vinoda. They are Nikufi-
cita, AkuFeita, Sama and Bhramita. The extra wrist movement,
contained in the Sangitaratnikara is Cala. Cala is not
actually a new movement but it is only a combinationof
WikuRcita and Ekufcita. Samigadeva and Somedvara differ in
the descriptions for the Nikuncite and Akuffcita movements.
éérﬁgadeva has said, that the wrist bent outwards is Nikuficita
and the wrist bent inwards is Akuficita. Somedvara has not
mentioned either the definition or usages of Nikuncita, but
from the description and. usages of Exuificita as given by
Someévara, it can be said, that according to him Nikuhcita
mast be the wrist bent inwards. Akufcita has been explained
by Somedvara as the wrist bent outwards and is employed for

use in pushing away people. Despite thelr differences in



definition of the Akuflcita hand, éérﬁgadeva has given the
same usage given by Somefvara. Somedvara's definition seems
to be the correct one and it is éérﬁgade%a, wiho seems to have
got the definitions of Nikufcita and Aufcita interchanged.
The usages given‘foy NikuRcita by éﬁ%ngadeva are indicating

gift and giving refuge. He probably means receiving of a gift.

4

In Ch.VIIL:372~76 éérﬁgadeva has mentioned that knee
poses are said to be of sevenkinds by the learned (Buddbaihi):
Samhata, Kuficita, Ardhakuficita, Nata, Unnate, Vivria and
Sama. A1l these seven knee movements, have been previously
indicated by Someévara, and they are not found in the Nﬁ?ya—
£3stra. So it is probable, ttmt the learned referred o by
éﬁrﬁgadeva here, refers to Somebvara. Inthe availsble text of
Nrtya Vinoda, 1t is unfortunate that the descriptions of
Unnata, Nata and Kuncita are missing and the definition of
irdhekuncita is corrupt. But it is possible, that éﬁrﬁgade%a
had access to the correct definition of Ardhakubidta as well
as the definitions of the other three poses given by Someb-
vara. With regards to the definitions of Samhata, Vivria
and Sama, é%kﬁgadeva follows Someévara closely. The usages
prescribed by é§rﬁgadeva for Wata, Kuflcita, and Sama are

identical with their usages mentioned in N;tya Vinoda.

The glances come up first in the discussion of the

Upargas in the Sangitaratnikara. Lt is probably from



Somedvara that éﬁrﬁgadeva adopted the idea of indicating the
purposes for which %he glances based on Safcari bha@vas, must
be used. The usages have been rendered almost alike by both.
At certain places, it must be accepted that éarﬁgadeva has

added some more usages.

The Sangltaratnfkara has described ten ;ip movements in
Ch.VIL:488~96. 8ix of them are from Bharata and for the
remaining four, éﬁrﬁgadeva owes them to Somedvara. Vivartita,
Kampita, Visrsta, Viniguhita, Semdastaka and Samudga are “the
six varieties of lip movements, which have come down from
Bharata and Udvritta, Vikasin, Ayata and Recita are the new

varieties for which, the earliest existing source is SomeSvara.

In Ch.VII:507-512, the eight movements of the chin, share
-a lot of similarity with the eight movements of Jaw described
in the Nrtya Vinoda. {&rigadeva has however, altered the

names of éithila, Pracala and Prasfura to évasita, Calita

and, Sphurita respectively, Both éithila and é&asita mean
loosened or relaxed, Pracala and Calita mean moving and
Prasfura and Sphurita mean unsteady. Thus, the meanings’
conveyed by the alternate terms are the same. The movements
describved for these terms, though expressed slightly diffe~
rently correspond = & great deal. Thus, for éithila, Somefvara
has said, that the jaw should be slipped by an anhgula and it is

to be employed to indicate sleeping, eating, fatigue and seeing
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with wonder. gérﬁgadeva follows this discription closely,
though he has not incorporated the last usagelSimilarly, the
definition of Pracala given by Someévara, has been reproduced
by éérhgadeva for Calita and has incorporated two of the
usages rendered for Pracala. The definition for Sphurita
given by éﬁrﬂgadeva appears to be a .simplified version of
Somebvara's description of Prasfura. Someévars has said that
moving the jaw fast and opening it a little is Prasfura.
$arigadeva, hes simplified it by saying, that the trembling
chin is Sphuriﬁa. Prescribing it for indicating fever with
cold fits, also appears to have been borrowed from Somefvara.
All the other five chin movements in the Sangitaratnfkara,
correspond in nomenclature and definition with the jJjaw move—~
ments given in Nrtya Vinoda. Even the usages, for example in
Vakra and Semhata are identical in both texts. The usage
(W8ri cumbane) provided by éarﬁgadeva for Calasamhata is
similar to the usage (stribhoge) provided by Somedvara. All
the usages given by Somebvara for Viyadhir and Lola have not
been incorporated by éérﬁgadeva, but one in each has been

utilized, such as yawning for vyadhir and chewing for Lola.

éérhgadeva has given eight movements of the teeth in
Ch.VII:496-502, of which two appear t0 have been borrowed
from Someévara. They are Grahapa and Nigkargaqa. Somesvara -
has used the term Dhdranas and the explanatiﬁn given for it

. . . v
is used in a summarised fom by Sarigadeva for Grahana.



87

Similarly, the definition given for Niskarsana by §§rﬁgadeva
is an abridged version of its definition, rendered by ’
Somebvara. gérhgadeva, has given only one usage for it,
which is to dindicate crying of monkeys which is found in

the Nrtya Vinoda.

In Ch.VIT:50%3-506, six tongue movements have been
described in the Sangitaratikara. Three of these move-—
ments share common nomenclature with the tongue movements
mentioned in the Nrtya Vinoda. As such, éﬁrﬁgadeva who has
largely based his work on Bharata's Nﬁﬁyaéﬁstra, must have
had to depend on other texts for describing tongue movements,
since Bharata has not described tongue mvements. Only ILehini,
which was included in the teeth movements by Bharata has been
included bty §&rigadeva. Rjvi has been described alike by
éé&ﬁga&eva and Somesvara. But there is non~conformity between
them in relation to the description of Vaekra. According to
éﬁkﬁgadeva, Vakra is the tongue with the tip turned up in
a gaping mouth and itlis t0 be employed 1o portray the man—
-lion (Narhari). This definition does not agree with the
def mition of Vakra rendered by Someévara, according to whom
Vakra is fbe tongue licking the corners of the mouth. éﬁrﬁga—
deva, huas however mw ted this definition of Somebvara and has
given it under another term called Srkkanuga. Also, the usages
given by Someévara for Vakra, have been prescribed by

§arigadeva for Sgkkﬁhuga. So it is Srkkénuga and mt Vakra

-
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of the SangItaratnikara, which coincides with the Vakra of
Nrtya Vinoda. The Lola tongue movement described in the
Sangftaratnﬁkafa; corresponds to its description in the
Ngtya Vinoda, except for the different usages prescribed in

both of them.

In Ch.VIT:521-2, all the five toe movements explained
by ééfﬁgadeva, are reproductions of +the tée movemnents presen-
ted by Somebvara. There is a marked similarity in the order of
) eénumeration, tﬁe definitions and the usages of the toe move-
ments‘found inboth the texts. Bven, Somedvara's statement,
that the movements of the toes are to be employed for tﬁe big
toe as well, has been faithfully reproduced by éﬁrﬁgadeva.
The only difference that is noticed in this context, is that
wher eas gérﬁgadeva describes the toes as an Updnga, and the
feet as an Anga, Somedvara describes thé feet and toes toge~

ther as one, in the category of Pratyangas.

In the purview of Deéi material, all that has been said
by Someévara in the th&a Vinoda, has been included by
éirﬁgadeva. The twenty one DeéI Sthinskas, the tweunty six
Dedi earthly Caris, the sixteen DebI aeriasl Cdris and the
eithteen Utpluti Karanas of the Nrtya Vinoda are all
described in the Sangitaratnikara without introduction of
any change in their movemnts. The N&{ya {sstra of Bharata

and Abhinavagupta's commentary being of no use for Defi
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references, it is for this subject that éﬁkﬁgadeva, owes

the most to the Nrtya Vinoda of SomeSvara.

Pardvadeva

chérya Parsvedeva, author of the Sangitasamayas@ra
was a Jaina of the Digambara sect which prevailel largely in
Karrngtaka. He is believed to have lived around the 13th
century A.D., and to have graced several courts, including
the Gﬁlukyén court at Kalyzni. PErdvadeva has revealed
through tue Sangitasamayasé%a, his close acquaintance with
the music texts writtenby the C@lukyan Kings, Permardi
(Tribhuvanmalla), SomeSvara and Jagadekamalla. Besides
mentioning the ﬁames of these kings, he also quotes exten~—
sively from the Nrtya Vinoda of Someévara and the Sangita
Cid&mani of Jagadekkamalla. No work attributed to King
Peremardi is avallavple today, but several refereices made to
him by writers on music, lead one to believe that he wrote a
work on music. Perhaps, PErdvadeve may have quoted from this

work s8lsc.

The Sangitasamayasfira of Péké%adeva, consists of nine
chapters, of waich the first five deal with Gita. The .sixth
chapter deals with Vadya, the seventh with Nrtya, the eighth
with T8la and the ninth with gereral matters, relating to

these Haxee subjects.
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A

The Nrtya chapter of the Sangitasamayagﬁra is very
small in which Pirévadeva's exposition of Ahgika Abhinaya
is extremely brief since it does ﬁot cover all aspects.
All +the six Angas according to Bharata are described, but a
number of their wmovenents found'in the N§§ya§58tra and Nrtya
Vinoda are missing.}Only nine,mo%ements of the head, four
movements of the chest, sides and waist have been described.
But all the movewents of the hands and feet described in the
Nétyaséstra are mentioned by PErdvadeva and similarly the
four Hasta karanas and ten arm movements are mentioned in
connection with the hastas. The only Upgnga that Parévadeva
has discussed, 1s the pupils whose movements correspond to
those of its kind mentioned in the NGtyaédstra. With tuis,
Pardyadeva finishes the discussion of‘Kﬁgiﬁa Abhinaya and
enters the field of Defi. Beginning with the Defi Sthinakas,
corresponding to those mentioned by Someévara, Parévadeva
describes twenty five PBlas (which are similar to the Defi .

Caris), utpluti karanas, Bhramaris, De§I Adgas and four DebI

danoes—peragi, Prenkhana, Goq@ali and Rasa.

The usefulness of the Sangita Chapters of Somedvara's
M&nasollasa to Paré%adeva, is seen throughout the Sangita-
~samayasara. In the very begiﬁning Pardvadeva men tions
Somedvara, along with Dattila, Kohala, Anjeneya, Tumburu,
Bho ja, Matanga and.Kaéyapa as well-known experts, who have

elaborately treated the subject of msic.t Another reference
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to Someédvara is made by PErévadeva in the third chapter of’
the Sangitasamaysara which describes the varieties of ?5yas.
Here Someévara is addressed slong with Bhoja, as having given
the technical terms of music in the Bhandika Bhaga. According
to Dr. Raghaven, "this Bh@ndika BhE¥sa is a vernacular and
very highly musicél one and a grémmer of it is available in
the Tanjore Sarasvati Mehal Library. In that grammar a
beauti il story of the origiﬁ of that vernacular is given.

It is saild that when Krishna danced the Ra@sa along with the
Gopis, from &ll parts of lndia, and when each sang in her
own tongue, there arose, in that beautiful me&ley,rthe very

musical language of the Bhég@ika".1

Somefvara's name appears once again in the Sangita-
samayasare, in the beginning of the eighth chapter which.
elucidates on the subject of Tala. Here, Somedvara is consi-
dered along with Dattila, as an experts who has discussed

the subject of T8la in its entiretyfb

There is also one place, where Somesvara has been quoted
verbatim in the Sangitasamayasf@ra. In Ch.II1:82-92, pp.40-41,
and 42 of SangIltasamayas@ira edited by AchErya Brhaspati and
published by Kunda Kunda Bharati, Delhi, all ten slokas are
reproduced vefbatim from the Nrtya Vinoda of Somedvara. These
verses refer to the kinds of songs, which are liked by different

categories of people.

1 Sangeet Nataka Academy Bulletin - 6, 1957, May, p.26.
Arodias Modifesar ARG B, § 8 amroter: Ry JEER oFHIAEHAT! nn
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In the chapter on dance in the Sangitasamayasé@ra,
Pardvadeva has neither mentioned Somedvara Iy name nor quoted
him, but he seems to havg accepted Somedvara's views by
including certain matters from the Nrtya Viné&a.f%arihasta
Parévadeva has followed SomeSvara's pattern whidh is totally
divergent from Bharata's description. Abhinavagupta in his
commentary to the Najyafdstra, has not commented on the
alternate practice of Karihasta according to waich both
hands in Tripat@ka approach the ears.éﬁrﬁgadeva, who has
izicorporated both the old tradition (from Bharata) and the
new tradition (from Someévaré and others) also has not taken
into account this divergent view. It is only PErévadeva, who
inspite of agreeing closely with Bharata, for +the contro-~

versial hastas like Utsadga, Nigadha and Sucimukha, has used

Someévara's -description for Karibasta.

It is in the sphere of Deéf, that PErgvadeva has shown
his wider interest, and it is in his treatment of Debi that
some influence of Somefvara's views are discernible. Twenty
one Debi sthinakus have been described by both ,0f which, all
but éix SthBnakas are common to both the writers. Samhata,
EKajinunata, Prsthottdnatala, BrZhma, daiva and Vrsabh@sana
are the six Sthénakas found in the thya Vinoda and these
have been omitted by PErévadeva. Instead, he has given Kiurna-

sana, Nagabandha, Tribhafigi, Padm@szna, Antarapadm8sansa and
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Viﬁhapadmééana. The remaining fifteen sthinakas are
described onthe same lines us in Somedvara's Nrtya Vimda.
Thus the references made by Pirévadeva to ViéZrdaihi.in
S1.134, Kovidaihi in $1.135, Viduhu in S1.1%8, SthBnaka
Kovidaihi in S1.140, Buddhaihi in S1.141, 146, and Vickasana
in 81.147 canbe attributeﬁ 1o Someévara, onsidering that his
descriptions of Nandzyavarata, Vardhamanake, Svastika,
Vaisnava, Par@vrtta, Giruda, Ekapdda and Caturagra show close
concordance to Somedvara's views. Though no expert is referred
to, by PErdvadeva in tbe.descriptions of Pargnividdhy
PErsnipavdvekam, ParBvrtta, Khandastci and Sameslci, they

are almost similar to Somedvara's descriptiéns of these
sthahakas. Regarding Séma@éda, Ekapﬁrgqi (Exap8Erévagata in
Nrtya Vinodé) and Visamasuci, PErdvadeva gives somé addi-
tional inforﬁation, which does mot however albter the features
of thesé sthammkas. Thus, there is no deviation from the

. z
views of SomesSvara.

After the discussion on Sthinekas, the next topic in
the SangTtasamayasfra is the Yalas. These pdlas are feet
movements similar in concept to Caris. In Ch.VII:171 while
describing the Damarukas pila, Pardvadeva refers to the
experts in Bhﬁggikabhﬁga (Bhoja and Somedvara). However
Pilas have not been descr ibed by Somefvara in the Nrtya
Vinoda. & Damericari has been described therein, but it

does not correspond to the Damaruka Pala.
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Por the expatiation of the‘Utplufi Karanas, it is
possible that PErévddeva had consulted and used the Nrtya
(
Vinoda. Thirteen of, the Utplutikaranas described by him are

found in the Nriya f&noda bearing same descriptions.

Then, there is a vast amount of Dedi material in the
Sangitasamayas&ra discussed under the'topics of Defi
bhramaris, Debi arigas and DefI dance. For information on
these aspects, as also in fbe case of Debi palas, Pardvadeva
must have consulted some other source éaterials, because
N?tya Vinoda does mt elucidate on these features. Yet, the
usefulness of the Nrtya Vinodé to Pardvadeva appears to have
been more in the area of Deéz, rather than in the area of

Margi.

Jaya Senfpati

JEya SenBpati, who lived under the patromage of the
KEkatiya rﬁler, king Ganupatideva, wrote an important work on
dance celled the Nrttaratn@vell in the year 1253-54' A.D. In
this book, Jaya Sen@pati has given an exhaustive exposition
of both the Mirgl as well as Debi aspects of dance. For this
purpose, he has utilized the works of several authors includ-

ing Someévara. )

The Nyttaratn§%al{'oonsists of eight chapters of which,

the first four, deal with the Margi aspect and the remaining



four are ®ncerned with the Defi aspects. Someévara's name
appears in both these areas. First in Ch.II:89 J&ya Send@pati
mentions Someévara% This occurs in connection with the total
number of Hastas. SomeSvara has discussed sixty-four hastas
gnlike Bharata and others who have explained sixty six hastas,
but maintain that there are only sixty four hastas. Jaya-
Senapati offers an explanation as to how Somedvara solved
this issue and managed t0 keep the total mumber of hastas to
sixty four. He says, that simce Lalita corresponds to Pallava
and Valita correspoids to Lat®, both Lalita and Valita have
been excluded by Somedvara. Thus Some$vara has gifen twenty
seven Nrtta hastas (unlike others who give twenty nine)} and
maintains the view of Bharata, that the total number of hastas
is siity four (tbough Bharata as memijened earlier has
listed sixty six hastas). This shows that J8ya Sendapati has
examined Nriya Vinoda in detail and has interpreted it in

his own work.

Another place where JBya Serfipati mentions Someévara,
is while describing the Goqqali danoe, which is a Defi dance
forme. According to him, this deance style was set imto proper
form by Somefvara after having been captivated by the
performance of a huntress (Bhilli), who sang and danced

oppoesite his camp, during the BhUtamdtrka festival.?

There are other places in the N;ttaratmﬁvalf, where
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Jaya Serapati has drawn upon Somefvara anonymously. Most of
the material in the Nrtya Vinoda th.t is not found in Bharata
has been noticed by Jaya SerBpati. These, he has incorporated

\
as additions as in the following cases

After describing six 1ip movements as indicated by
Bharata, Jaya SenZpati in Ch.II: 43-5 has set forth four
movements that were indicated by others (Matintaraini).
These four 1lip movemnts are'K&ata, Recifa, Udvrtta and
Vikas i, ALl these fHur have been mentioned by Somebvara and
the descriptions of Kyata,'Udvytta and Vikasi are‘similar to
his explanations. As mentioned earlier, #he Recita 1lip move-
ment is missing in the present text of the Nrtya Vinoda.

But Somedvara's description of Recita has been mentioned by
Ramakrishna Kavi in Bharatakoda which corresponds to Jaya-

Senﬁpati% description.

In Ch.II¢ 55-7 of the NgttaratnﬁVali’eight movements of
fhe Jaw have been explained. They are Vyadhir, Calita, Lola,
élaiha, Calasamhata, Samhata, Sphurita and Vakra. Calita and
éiatha are only alte?nate names for Pragcala and g&thila
respectively, which are the terms.used by SomeSvara. The
descriptions of VyZdhir and Calita are missing in the Nrtta-—
ratnavali, whereas the descriptions of the other six jaw
movements coincide with their corresponding movements found

L s
in Nrtya Vinoda. Since nelther Bharata nor Sarngadeva, have
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given the jaw movements, they must have been borrowed from

’

Somefvara.

In Ch.IT: 58—&1 JBya Senfpati has described six movements
of the tongue on the lines similar to éé&ﬁgadeva. It has
already been mentioned wnile discussing g§bﬁgadeva's indebted~-
ness to Somedvara that Rjvi, Sykkﬁnuga (Vekra in Nrtya Vinoda)
and Lola are the three tongue movements which appear to
haveubeen borrowed, from SomeSvara. So here Somedvara's

/
influence may not be direct but probably through Sarigadeva.

In Ch.IT: 52-69 of Nrttaratnivali five teeth movements
have been described. These five teeth movements are not
mentioned in the Né@yaééstra and it is the Nrtya Vinoda
wh rch mentions them. Except for Ni§akar§aga, all the other
four teeth movements bear different nomenclature from the
four corresponding teeth movements in Nrtya Vinoda. Thus,
Carvaga,(wédana, PE@ana and Grahana are only alternate names
for Mardena, Khandana, Kartena and Dhérana that are mentioned
by Somedvara. The usages for these are almost similar in

voth tTexts.

In Ch.IT: 312-5 Jaya SenZpatl has given seven movements
of the knees which correspond in name, to the seven knee
movenments described by Somefvara. These mvements are not
available in the Niyya§éstra, and éfter Someévara, it is

s

".-" * »
Sarngadeva who mentions them. As a source of reference for
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the knee movements therefore Somedvara's Nytya Vineoda must

have been useful to J&ya Senapati.

After describing five movements of the Shanks on the
basis of the N'éf?yaéé‘stra, J8ya SenBpati goes further and
describes another set of five shank movements that have been
spoken of by others (Paraihi). OFf these five slank movements
mentioned in Ch.IT: 3%20-27 féur have been spoken of by
Somedvara in the Nrtya Vinoda. Only in place of Somedvara's
farav:qtta, J&ya Senfpati has given Bh¥amita. Except for this
discrepency, the other shank movements are similar to those

of Nrtya Vinoda.

Again in Ch.II: 339, the word (Pare} 'others' must be a
reference by J&ya Sendpati to Somedvara. After having
described the feet positions according to Bharata, he gives
ten more feet wvement according to the views of others.
According to Somedvara there are nine feet movements, all
of which have been incorporated by Jaya SenBpati. Nija feet
movement, is inpcorporated within the first five moveurents.
Thus, except for Ardguli Prsthaga and Talahati which are new
additions, all the eight movenents in the second list, reflect

s .
Somesvara's influence.

Regarding the mvements of the toes described in
Ch.II: 3%38-3%40, Jéya Senzpati has followed Someé&ara’s

descriptions but has éltered the names of Prasarita and



Samlagna to Stabdha and Svabhavaya.

J8ya Senfpati has consulted and used Somesgvara's
Nrtya Vinoda in his exposition of Defi also.All the
twenty one Debi sth@nakas, twenty-six Dei earthly cairis,
sixteen De$l aerial cfiris and eighteen Utpluti Karanas
dealt with by Someévara, have been incorporated by him. He
even uses the word KaﬁalaéparénnaKaraqa a8 rendered in the
Nrtya Vinoda instead of Kap§ladﬁraga given by others. The
above account indicates that Jaya Senapati has acknowledged
Someévara's proficiency in both Mirgl and Dedi. He appears
to have sfudied the Nrtya Vinoda in detall since he has
incorporated a lot of infoermation from it, specially for

datberpréting Bharata and rendering the subject of Margi

more cowprehensively on the one hand and for developing the -

subject of Defi on the other hand.

Basava Bhupals

Basava Bhﬁp§ia (1684 L.D. to 1710 A.D.) alias Basappa
N8ik of the Kelagi dynasty, who ruled from Keladi over large
parts of Karnﬁ@&ka is the author of the éivatattvaratnékara.
Like the Eﬁhasolléba, the $ivatattvaratnikara is also an
erncyclopaedic work in Sanskrit, dealing with varied branches
of knowledge. Here the author has mentioned that the work is
written in answer +to his son Somashekhéra's request to learn

all knowledge (Sarvavidyi). It consists of hundrel and eight

a9



100

Tarangas(ripples)or subsections distributed into nine Kallolas
de{ waves) or main sections. The third, fourth, fifth and sixth
tarangas of the sixth Kallola are devoted entirely to the
subject of dance. A large number of verses have been taken
verbatim from the Nyfya Vinoda, such as in Ch.IV:22~3 describing
Utsiha drgtl, in Ch.V: 100 describing Avahitta hasta and in
Ch.VI:66-7, 67—8,‘76~7, 82-3, 83%-4, 84-5 describing Sa@?édé,
Svastika, Ekapada, SéﬁaoEci, Vigamaéﬁci and Kbag@aéﬁci
resvectively. Besides these, most of the descriptions given

by Basava BUUpZla have been paraphrased from the Nriya Vinoda.
For insténce the des;ription of Purna cheek in Ch.IV:99,

shows striking similarity with its description given by
Someévara. Regarding tbelNytta hastas such as Arﬁla%?tahi~
mukkha, Nitemba, Kefabandha, Latd, Pakgavdﬁcita, Peksapradyo-
taka, Garugapak§a; Daq@apakga; Erdhvamaqéalin, P§r§vamaqqalin,
Muqﬁikasvastika and.NalinTpadmakoéa for which there are many
divergent views, the opinions of Somedvara have been mentioned.
Thus the reference to experts in hand movements (Hasta vige~
shagnaihi) in Ch.V:3%3 canbe attributed to Somedvara. Similarly,
his views have been utiligzed by Basava BhUpala to describe the
controversial Samyuta hastas such as Utsanga, Visadha and
Gajadanta. The usages of the glances based on Sahcari bhBvas
have been listed separately in Ch. IV:46-61 of the Sivatattva
Ratngkara. These usages are not mentioned in the Nﬁgyaéﬁétra

and it is probable that this idea and matter may have me down
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from Somedvara, since they bear a lot of similarity with
the usages given by him. )

However, in the entire work DBasava BiUpZla has never
mentioned SomeSvara by name. There should be a strong reason
for it. It is probably because Basava Bhiipale wanted to make
himself known as a grester schblar than Somedvara. But a
comparison of the two works shows tThat Somefvara's Nrtya
Vinoda is far superior than the dance chapters of 5ivatattva

which

Ratnﬁkaraﬁis only a minor reproduction of it.

There are other writers on dance and allled subjects
who have ackmowledged Someévara as an authority on ke dance
and husic and this indicates that they must have made use of
the Nrtya Vinoda. They are ééfadéta@?af author of Bhavaprakidam,
Kumbhakar&qa*authar of Sangitar3ja, Hammirah author of

Sragarahara and fatura Damodanﬁ author of Sangita Darpaga.

To sum up, the Nrtya Vimoda had been an important
source of reference for éﬁrﬁgadeva, Pardvadeva, Jaya Senfpatl
end Basava BhUpZla. Though, all these writers have based
their works primerily on the NatyabZstra of Bharata, it is
Somedvara's N;tya Vinoda which has provided the basis for
post-Bharata innovations. Thus, Somedvara's most important
contributicn is his treatment of tThe Deéi.material relating

to Sth@nakas, Caris and Utplutl Karanas, for wich his Nrtya

+ vide Bhavata kofa pp. Viif, 1#1
5. ppoa¥w, a9 Sh M - jga
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Vinoda is the earliest extant source. But his treatment of

" the Margi material should not be .disregarded merely on the
ground of the subject matter, being handed down by earlier
texts, because even here, Somedvars has shown his versatility
by incorporating some diverse traditions as well. It is
because of these additional features, that the Nrtya Vinoda
had always been in the limelight and was considered by laber

writers as a work of merit.
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