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Chapter - III

FRTYA YIFQDA Hff RELATION TO OTHER 
’ ............. ..... ............ ....—---- —..—....... —DAFOE TEXTS

The Nrtya Yinoda Portion of Maiiasollasa offers a succint 

and authentic exposition of the dance technique as was 

contemporaneously witnessed by King Btiulokamalla Somesvara III. 

It comprises of four hundred and fifty-five 6lokas within 

which Somesvara has lucidly put forth his own observations 

and -toe views of earlier writers which continued to have a 

bearing on the dance scene of the 12.th 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 to previous generations, vtoich had 

perpetuated down to mingle with the contributions made by the 

creative genius of the 12th century A.D., which had also gained 

currency and recognition, ^he Frtya Yinoda therefore must also 

consist of such assimilation of the old and new. For this 

purpose Somesvara has incorporated those laksanas (features) 

of earlier centuries which were faithfully continued, but has

eliminated those laksanas whxch were discontinued in the
• »

practise of dance in the subsequent years. In order to give 

the correct picture of the dance scene in Karnataka during
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the 12th century A.D. Some^vara has also added the new 

developments and creations noticed by him and for this he 

needs to be specially commended.

At the outset in the Nrtya Vrnoda, SomesWa discusses 

eight occasions during which dance is performed. They are 

Utsava (festival), Vijaya (Victory), Harsha (happiness),

Kama (desire), Vilasa (merriment), Vivada (debate), Pariksa 

(test), and Tylga (charity). This is followed by the defini­

tions of sis kinds of Hartana which are Fatya, Tandava, lasya, 

Laghava, Visama and Vikata. Next, the descriptions of Fata, 

Hartaki, lartaka, Vaitalika, Oarana and Kolatika are set- 

forth. After dealing with these few general aspects of dance, 

Some^vara enters into an exposition of Aftgika Abhinaya. 

Olassijying the limbs of the body into Anga (major limbs), 

Upanga (features), and Pratyanga (minor limbs), Some^vara 

gives the details of their movements andt^-T usage?- in dance. 

With the exception of few dissimilarities, the treatment of 

Angika Abhinaya in the Irtya Yinoda is to a large extent in 

concordance with the Fatya dastra of Bharata. The subjects 

covered under Anga, Upanga and Pratyanga are as follows :

I. Angas (Major limbs)

(a) Thirteen head movements comprising of Akampita 

(slow up and down movement), Kampita (quick up and down 

movement), Dhuta (slow side to side movement), Vidhuta,
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(quick side to side movement), Ayadhuta (bringing the head 

down once), Adhuta (lifting obliquely) Ancita (bending side- 

wise), Hyancita (shoulders raised to touch the head), Pari- 

vahita (circular movement), Paravrtta (turned away), Utksipta 

(turned upwards), Adhogata (turned downwards), and Lolita 

(turned in all directions).

(b) Five shoulder movements namely Ucchrita (raised), 

Srasta (relaxed),Ekanta (raising only one shoulder), Samlagna 

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

(c) Five chest movements relating to Abhugna (sunken), 

Nirbhugna (elevated), Vyakampita (shaking), Utprasarita, 

(stretched) and Sama (natural).

(d) Pour belly movements namely Ksama (sagging), Khalla

(hollow), Purnarikta (bulging and then emaciated) and Purm
« *

(bulging).

■ (e) Pive side movements comprising of Nata (bent 

forwards), Samunnata (bent backwards), Prasarita (stretched), 

Vivartita (turning aside) and Apaax>ta (reverting back to the 

front) •

(f) Pive hip movements comprising of Chinna (turned 

obliquely), Vivrtta (turned aside), Hecita (moving round 

quickly), Andolita (moving to and fro) and Udvahita (raising)
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II Upan-gas (features)

(a) Seven varieties of eyebrow movements - Utksipta 

(raised), Patita (lowered), Bhrul^fci (knitted), Catura (pleasing),

Kuncita (bent), Sphurita (quivering) and Sahaja (natural).
/

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

Sthay i Bhava and ^sScaribhava.

In the first group .are Kanta (erotic), Bhayanaka 

(fearful), Hasya (humorous), Karana (sorrowful), Adbhuta 

(womderous), Raudra (furious), Yira (heroic), and Bibhatsa 

(fearful).

In the second group are Snigdha (affectionate), Hrsta 

(rapturous), Dina (distressed), ICruddha (cruel), Drpta (proud), 

Bhayanvita (fearful), Jugupsita (disgust), and Yismita 

(surprise).

j In the third group are Sunya (vacant), Malina (impure), 
^ranta (drooping), Lajjanvita (bashful), Glana (languid),

Sariklita (doubtful), Yisanna (depressed), Mukula■(bud-like), 

Kuncita (curved), Abhitapta (distressed), Jimha (athwart),

Laiita (graceful), Yitarkita (pondering), Ardhamukula (half- 

-opened bud), Yibhranta (distracted), Yipluta (Scattered), 

-iiekara (squintIng), Yiko^a (wide open), Irasta (timid), and 

Madira (intoxicated).
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(c) Seven kinds of nose movements - Nata (closed),

Manda (slightly.pressed), Yikrsta (fully blown), Socchvasa 

(breathing out), Yikunita (compressed) and Svabhaviki 

(natural).

(d) Five types of cheek movements - Ksama (diminished), 

Utphulla (blooming), Purna (fully blown), Kampita (tremulous) 

and Sama (natural).

(e) Eight varieties of lip movement - Mukula (bud-like) 

Kunita (compressed), Udvrtta (raised), Recita (circular), 

Kampita (tremulous), Ayata (stretched),Bamdasta (bitten),

Yikasi (displaying), Prasarita (spread out) and Niguhita 

(concealing).

(f) Eight kinds of jaw movements - Yyadhir (opened), 

dithila (slackened),- Vakra (crooked), Samhata (joined) 

Oalasamhata (joined and moving), Pracala (opening and 

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

(g) Five types of teeth movements - Mardana (grinding), 

Khandana (breaking), Kartana (cutting), Dharana (holding), 

and Niskarsana (drawing out).

(h) Five varieties of tongue movements - Rijvi (straight), 

Vakra (crooked), Nata (lowered), Lola (swinging) and Pronnata 

(raised).
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Lastly, four fascial colours are described, namely 
Sahaja (natural), Prasanna (clear), Kakta (red) and dyama (dark).

Ill Pratyangas (minor limbs)

(a) inght movements of the arms - Sarala (simple),

Pronnata (raised), 1'yanca (lowered), Kuncita (bent), lalita 

(graceful), Lolita (swinging), Oalita (shaken) and Paravrtta 

(turned back).

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

Nikuncita (moving in), Biaramita (circular) and Sarna (natural).

(c) Three groups ofhand gestures - twenty seven single 

hand gestures, thirteen double hand gestures and twenty four 

Brttaband noses. Pour Hasta karanas called Avestita, Udvestita, 

Vyavartita and Parivartita.

(d) Seven movements of the knees - Unnata (raised),

Hata (lowered), Kuncita (bent), ArdhakuScita (half bent),

Samhata (joined), Yistr^ta (spread out), and Sama (natural).

(e) Five movements of the shanks - Nihasrta (stretched 

forward), Paravrtta (ke®>t; backwards), firascina (side touching 

the ground), Kampita (tremulous) and Babikranta (moving out­

wards ).

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

with the h§el), Ghatitotsedha (striking with the toe and
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heel), Mardita (sole rubbing the ground), Tadita (striking 

with toes), Agraga (slipping the foot forward), Parsniga 

(moving backwards on the heels), Parsvaga (moving with the 

sides of the feet), Suci (standing on the toes) and Nija 

(natural). Along with the movements of the feet five movements 

of the toes are described namely - Avaksipta (lowered), 

Utksipta (raised), Kuncita (contracted), Prasarita (stretched) 

and Samlagna (joined).

After dealing with Angika Abhinaya, Some^vara takes up 

the subject of the Sthanakas (postures), Caris (feet move­

ments) and Karanas (jumps) relating to De^i tradition.

l'he Hrtya Vinoda chapter can be thus conveniently 

divided into .two sections on the basis of the azbjects discus­

sed and source material. She first section of the-Nrtya 

Vinoda dealing with the subject of Angika Abhinaya setting 

forth the method of expression through Anga, Upanga and 

Pratyangas has essentially come down from Bharata and they 

have been termed as Margx. In the post-Bharata times, many 

other movements were created and were codified as Desi 

varieties. This Desi material is discussed in the latter 

section of the Nrtya Vinoda under three aspects namely 

Sthanakas, Caris andUtpluti Karanas. Por this Some^vara must 

have in all probability utilized the Brhadde^i (Magnum opus 

of Desi Art) of Matanga. This is not a mere conjecture, but
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based on Some^vara's own statement in the previous chapter 

of G-ita Vinoda, that he subscribes to the views of Matanga.

In the Nrtya Vinoda, Someivara has at several instances 

acknowledged the views of scholars in general, but has not 

specifically named any of them. The terms *Nrtya Hatya ca 
Kovidaihi, Hatya Vedibhihi,- Budaihi, Katya Vilaradaihi, Katya 

ICovidaihi, Hipunaihi, Vicaksanaihi, Maniaibhihi, Niyoktribhihi, 

Visardaihi, Kavibhihi, Hastalaksanaparagaihi, Kara Ilarana 

Kovidaihi, Hastalaksanaveaibhihi, Hastaprayoktrubhihi, Hrtya 

Vilaradaihi, Krtta vidya Vicaksanaihi, Hatya^astra Vi^aradaihi, 

Hastasya kovidaihi, Fartakaihi, Nartana kovidaihi, Irttata- 

ttvagnaihi, occur at several places throughout the entire 

length of the Nrfya Vinoda. These, by themselves do not help 

in revealing the identity of the sources which Some^vara 

mast have consulted for the compilation of the Hrtya Vinoda.

As such there are few available works on dance, belorging to 

the period earlier to that of S0melvara. Apart from the Katya 

^astra of Bharata (dated 2nd century A.D.^the Bharatarnava 

(whose date -and authorship are questionable, but believed to 

be of an early date), and the Brhaddeli of Matanga (9th
•e

century A.D. whose text is incomplete, without the chapter 

on dance), there are no other earlier extant works. Yet a 

large number of exponents and writers are known to have 

existed earlier to Some^vara. They may have influenced him 

and it is some of them, that are probably referred to.
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In the discussion of the Gita "^inoda, Some^vara has 

mentioned Bharata and Matanga by name. Here, he says that it

would be futile to discuss the laksanas of Margi ragas as
• »

explained by Bharata, since they are no longer in vogue. He 

has, however, subscribed to the views of Matanga. It can be 

therefore surmised that even with regard to the treatment of 

dance he has disregarded Bnarata to a large exteni: axid has 

depended more on Matanga. It Is however noticed that Some^vara 

has not totally excluded Bnarata* s tenets. He has omitted some 

aspects, while for a few he shows divergences, and then there 

is a vast amount of material which are re Hated in both texts. 

This will be treated at a subsequent stage. As far as Matanga* s 
BrhaddeSi^concerned, assessing its utility to Somesvara in 

relation to Hrtya, 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 it is necessary to consider
I

them. It will be relevant to examine how much Somesvara is 

indebted to these two great authorities Bharata and Matanga. 
While refering to Bharata* s Natya ^astra, commentary to the 

latya ^astra of Abhinavagupta describing certain parallel 

practises also requires to be analysed to see how far the 

opinions of Abhinavagupta have influenced Somesvara.
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Bharata

As mentioned earlier Somesvara makes a direct reference 

to Bbarata in tbe Gita Yinoda chapter. Before expatiating on 

the Hagas, SomesYara makes the following remark about Bnarata:

Hl'Nci’T 3MT H t\
\\\s 'n.a.m.e. (vppe.<x.-rs \n a twev two 0A5.0

In the Hrtya Vinoda chapter, Bnarata has only been drawn upon 

anonymously at several places. A comparative study of the 

Mrtya Yinoda with the Natyalastra of Bharata, has helped to 

lead some of’ the references in the Irtya Vinoda to Bharata. 

Even where Scraeivara 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 the Irtya Yinoda and the latya ^abtra is presented 

by v;ay off 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 Yinoda.

In the very first and fundamental stage concerning the 

classification of the body into Anga, Upanga and Pratyanga, 

there are conflicting ideas between Bharata and Somesvara.
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Bharata has divided the body into Anga and Up anga and has 

also indicated the Pratyangas. In the category of Anga are 

listed the head, the hips, the chest, the sides and the feet. 

The. eyes, the eyebrows, the nose, the lips, the cheeks and 

the chin are listed in the category of Upangas. Though not 

specified' categorically 'the six Pra1y'"aftgas will'include tide 

remaining limbs'.desor ibed fey-Bharata which are' the. hebk, 

the belly,. . the- thighs, the shanks are! "the arms.

Some^vara 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 Some^vara include shoulders and belly in place of 

palms and feet and Pratyangas include, arms, ■ wrists, palms,, 

knees, shanks and feet. Two extra Upangas have been incor­

porated by Somelvara. They are the teeth and the tongue.Bor 

a clear understanding the following chart will be helpful.

Angas

Bharata (6) Some^vara (6)

Head Head

Palms S houl ders

Hips • Hips

Chest Chest

Sides Sides

BellyBeet



U panga

Bharata (6}

Eyes (including eyeballs 
and eyelids)

Eyebrows

Hose

Oheeks

lips

Chin

Bratyanga

Bharata (5)

Arms

Heck

Belly

Thighs

Shanks

Some^vara

Eyes

(8) '••v.

Eyebrows

Hose

Oheeks

lips

Ohin

Teeth

Tongue

Somesvara (6)

Arms

Wrists

Palms
/

Knees

Shanks

Beet

Almost all writers follow tie Bharata pattern and not 

Somesvara’s example. Somesvara, it seems is the only writer 

who has not observed the conventional practise. It is 

difficult to comment and pass judgement on whether Some^vara 

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 natter 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 palms and feet have been included in the 

list of Angas in the Hatya^astra. Yet the frtya Yinoda is 

not wrong for incorporating the shhutlders and belly in place 

of palms and feet. This is because they are anatomically 

larger parts. The thigh has been omitted by Some^vara in the 

.category of Pratyangas. This eculd be due to the reason that 

the movements of the shanks itself signify the movements of 

the thigh. Somers vara has omitted the neck for which no reason 

can be ascribed.All other limbs mentioned by Bharata have 

been mentioned by Somesvara and over and above them, he has 

described additional limbs as well.

The first instance of Somelvara's close adherence to 

Bharata is noticed in the description of head movements.

All 'thirteen head movements laid down by Bharata, have been 

incorporated by Somesvara and the manner of treatment, defi­

nitions and usages are quite similar. Except for interchanging 

of words in some of the definitions .or adding a few more 

usages or some otha? usages in place of these mentioned by 

Bharata, there is no major discordance. However, Somesvara 

did not think it necessary to mention Bharata even once.

After the description of the head movements Somesvara
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discussed by Bharata.

Next, in the elucidation of chest movements Somelvara 

has not indicated any authority, even anonymously, but the 

influence of Bharata is obvious since the chest movements 

are identical in both texts.

In the analysis of the belly movements Some^vara has 

stated, that the matters stated by him, are in accordance 

with the views of experts in NSiya (Natyavedibh ihi). Since 

the plural has been used, it is unlikely that Somesvara refers 

to Bharata alone. As such Bharata has considered only three 

belly movements, i’hey are Ksama, Khalla and Purna. But he 

acknowledges, that there are others who speak of four belly 

movements, the fourth being Sama. Somesvara has given four 

movements of the belly. His additional movement over the three 

movements considered by Bharata, is however not Sama, but it 

is Eiktapurna. While elucidating on the usage of Riktapurna, 

Somelvara once again reiterates that it is in accordance 

with the opinions of experts in Natya. 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 Hrtya Yinoda, there is a lapse on



the definition of Prasarita, which is missing, The explana­

tions givenby Bharata for all the side movements are more 

lucid than-Some^vara. 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 movements described by Some^vara and 

more so for the missing Prasarita definition. Prasarita has 

been described by Bharata as streteching of the sides. The 

usages of Prasarita that have been prescribed by Some^vara 

and the meaning of the word Prasarita itself conveys that 

this is also what Somesvara had in mind.

The last Anga that is described by Somesvara is the 

hips. There are three differences between the hip movements 

described by Bharata and Somesvara. The first difference, is

in the use of the term Yivrrta and Nivrtta. Bharata uses the
• •

term Nivrtta, whereas Somesvara uses Yivrtta. Yivrtta means 

turning round or circling and Nivrtta means coming back or 

retreating. Thus Bharata's description and usage of Nivrtta, 

as turning in front from the sidewise position appears to be 

correct for that term. Similarly Somesvara describing Yivrtta 

as moving the hips (further from the sidewise position) also 

seems to be correct for the term Yivrtta and specially since 

Yivrtta is prescribed for looking down at theback. There is
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both the texts. Bharata says that the hips uoved in all 

directions is Recita and it is to be used in circling and 

the like. But according to Some^vara moving the hips with 

quivering movements is Recita and it is prescribed for usage 

in dance (JTrtya). Bharata has described the Kampita movement 

of the hips, ?ihich Somesvara has also mentioned under the 

term Andolita, which is only a variation of-the word Kampita. 

In the Krtya Yinoda the usages of'both Andolita and Udvahita 

seem to have been borrowed from Bharata and the references to 

the learned (Budhaihi) and those skilled in Katya (Batyavi- . 

^aradaihi) probably include Bhar-ata.

Ihe Upangas, beginning with the eyebrows are taken up 

next in the Irtya Yinoda. Seven kinds of eyebrow movements 

ai-e c-^numerated, of which utksipta, Patita, Shrukuti, Gatura, 

Kuncita and Sahara are in the Sfatyasastra also. She only non- 

-ccnformity is in the seventh movement, which i s Recita in the 

Matyasastra and Sphurita in the Krtya Yinoda. But a close 

examination reveals that the two movements have a lot in 

common. Pirstly, both the words express the same meaning and 

secondly their movement is almost alike. Recita is said to be 

lifting one eyebrow in an amorous way, whereas Sphurita is . 

described as quivering one eyebrow delicately. Ihe change made 

by Somesvara is only an improvement over Bharata* s description
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of Recita. Similarly the defin Ltionfeivenby Some&vara for 

Catura is more exact. It is perhaps Bharata, who is probably 

acknowledged with other experts in Rat^ya (Ifatya kovidaihi) 

in sloka 1035 and (Ripunaihi) in sloka 1034 which prescribes 

usages for Utksipta with one eyebrow and both eyebrows 

respectively. Most of these usages are found in the Na-fcya- 

sastra. Again it appears that Bharata is drawn upon in Sloka 

1035 which gives usages of Patita. Some^vara has specifically 

said the usages of Patita are in accordance with the views 

of the learned. Since Bharata has expressed the same view in
_ fthe Na^ya Sastra, it seems that he nust have bean included 

in the learned. Ihe usages of Catura also, seem to have been 

borrowed from Bharata, because th e line describing the usages 

of Catura in the Irtya Yinoda is almost verbatim to the 

corresponding line in the Waiya&astra. Some manuscripts of the 

Ratyasastra have Yilasa as one of the usages of (Hi) Kuneita.

It is probable that Some^vara had access to these manuscripts 

since he has mentioned Yilasa. Regarding the learned (Budhaihi),

who have according to Somesvara prescribed the usages for
/

Sphurita in Sloka 1038 nothing can be claimed with certainty.

2he glances, form the next topic of discussion in the 

Efrtya Yinoda. I'heir classification into three categories based 

on Rasas, Sthayibhavas ancjfeancaribhavas is in keeping with 

the EFatya^astra tradition. rIhe glances in both the texts are
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the first two categories of glances discussed by both is very 

striking.Some of the descriptions are almost verbatim such 

as Hasya, Adbhuta, Tara, Raudra, Djna, Krudha, Bhayanvita 

and Jugupsita. Striking similarities are also evident in the

descriptions of the transitory glances such as Visadini,
cmd.

Mukula, Jimha aed Lalita Tfcekara. One special feature of the
V

glances described in the ^rtya Vino da is, that unlike the 

katya^astra which-has described usages only for glances based 

onjRasa and Sthayibhava, the Nriya Yinoda gives usage's for 

glances based on Sancari bhavas also. These usages relating 

to Sancari bhavas might have been burrowed from some other 

text because Somesvara makes a reference at two places that 

is, in Toloka 1075 and ^Loka 1082, about the experts (Budhaihi, 

Drstikovidaihi) having prescribed then. In the definition of
• 1 «

Raudri glance in £loka 1050, the first line is almost verbatim 

to the corresponding line in th e Natyafestra and so, the wise 

(Vicaksanaihi) could perhaps include Bharata.

Next, the sloka ('enumerating the nose movementsin the 

Hrtya Yinoda is identical with the corresponding SoLoka in 

the ^atya^astra. Both have referred to the learned (Budhaihi). 

Despite this, there is a dissimilarity in the descriptions.

The Socchvasa nose movement has been presented at vai-iance 

in both the texts. The Nrtya Yinoda itself has two contradictory
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slightly crooked nostrils and according to the other reading, 

it is the slightly blown nostrils. According to Bharata, the 

nose which draws in "breath is Socehavasa. i’his definition 

contradicts the very meaning of the word Socchvasa and its 

usage prescribed by Bharata and Somes vara. Socchvasa means 

exhalting breath, 'thus, the definition of Socchvasa given by 

Bharata appears to be wrong, which Somelvara has tried to 

rectify M. Regarding the definitions to other nose movements, 

there is an agreement between both the texts, but different 

usages have bem prescribed. Probably Bharata is referred to 

by Some^vara in the sloka 1091, defining Svabhaviki.

Close adherence to Bharata* s views is the distirguishing 

feature in Some^vara* s description of the next Upanga which 

is ifae cheek. Six cheek movements have been described with 

their usages, ihere is only one slight non-confromity between 

Hatya^astra and Ii’tya Vinoda with regard to the Purzja cheek 

movement. According to the former Turin a. is the stretched 

cheek, whereas according to the latter it is the raised cheek. 

Between the two, Some^vara* s definition seems more apt, 

considering that it is prescribed for expressing 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 Purna movenent in the Hrtya Vinoda.
• •



The next Upanga taken up by Some^vara is the lip and in 

contrast with the earlier Upanga, there are differences in 

the lip movements described by Some^vara and Bharata. Of the 

tenlip movements indicated by Some^vara, 'only three of them 

are found in Bharata's list which contains six movements.

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, Samdastaka and 

Viniguhana have been considered by Some^vara and of these 

three> Samdastaka andViniguhana follow Bharata’s description. 

Kampita has not been described in theMrtya Vinoda. The 

other seven lip movements described by Someivara are ktukula, 

Kunita, Ayata, Vikasi, Recita, Udvrtta and PrasSrita. In 

the available text of Urtya Vinoda the description of Recita 

and usages of udvrtta are missing. But they are found in 

^harata ko^a wherein Ramakrishna Kasfi has quoted Somedvara. 

The Prasarita lip movement of the Nrtya Vinoda is somewhat 

similar to the Visarga movement, stated in the Uatyasatetra, 

whereas Mukula, Kunita, Ayata Vikasi as well as Recita and 

Udvrtta are unique with reference to USTtya^STstra. Somedvara’s 

reference to the learned (Buahaihi) in the Sloka 1098 

describing Kunita is certainly not to Bharata.

The chin movements and then the teeth movements, are
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explainea independently in the Brtya Yinoda. But Bharata
i

has said that the actions of the teeth, lips and-tongue
Otrui S 4-mk.atA

produce chin movements’,Except Yyadhir^ none of the chin

movements mentioned hy Somesvara, can be connected with chin
— and Sannkata.

movements stated by Bharata. Only Yyadhir^correspond;. to 

Bharatas description of Cukkita^ Certainly the reference 

to the learned (Buhaihi) in the Brtya Yinoda 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 Khandana respectively as 

described by Bharata. Ghinna, Sama, Pasta and iehita of 

Bharata have been eliminated and in its place, Some^vara has 

given Kartana, DhaTrana and liskarsana. I'he experts (Visar- 

dalhi) to whom Somesvara ascribes the teeth descriptions to, 

in Slokas 1115, 1116 and 1119 must refer to some authorities 

other than Bharata.

Coming to the last Upanga in the M^tya Yinoda, Somesvara

has described five movements of the tongue. They are Ejvi,

Yakra, Bata, Bola and Pronnata. Bharata has not spoken of

tongue movements. But while describing chin movements, he

speaks of Lehini which concerns the tongue as well. Whereas 
/Sarngadeva and others have included lehini in their list of 

tongue movements Somesvara does not mention it. Somesvara

1 Bharatakola, 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.

Bhe subject of facial colours is closely related to the 

"Opangas which is therefore, taken up by both Somedvara and 

Bharata before winding up the discussion on TJpangas. Bo_th 

writers agree on this subject.

After the discussion of Upaiigas, Some^vara proceeds 

with the description of Eraty&ngas, beginning with eight 

movements of the arms and then four movsiients of the wrists. 

Bharata has cenumerated ten movements of the arms-, but does 

not describe them, and he also does not mention about wrist 

movements.

It is the subject of hand gestures which occupies a lot 

of place in the Mrtya Yinoda as well as FStya^Slstra. As 

mentioned earlier, Bharata has described hand gestures in the 

cat egory of Angas, whereas Some^vara describes them in the 

category of Bratyangas. twenty four single hand gestures and 

thirteen combined hand gestures are Sound in both -the texts 

and then there are twenty-nine Nrtta hastas in Natyalastra, 

whereas there are only twenty seven Nrtta hastas in Nrtya 

Yinoda. Despite this variance, both Bharata and Some^Vara 

say that the total number of hand-gestures are sixty four.



Somesvara has eliminated lalita and Valita mentioned by 

Bharata. Phis is probably, because as clearly stated by 

Jaya Senapati in the Nrttaratnavali, lalita corresponds to 

Pallava and Valita corresponds to lata.

Bharata has stated, that the usages of the Single hand 

and combined hand gestures mentioned by him, arenot the oriLy 

possibilities and it is for the dancer to use the gestures in 

the manna* as will be most suitable to convey the meaning. 

Somesvara 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 possibilities 

of expression through hand# poses it is not suprising that 

some of their usages listed by Somesvara are not found in 

Hatya^astra.

Some striking similarities are to be seen in the defi­

nitions of Kangula, Alapadma, Urnanabha, Samdam^a and Khataka- 

rnukha discussed in both the works. In certain instances, 

Somesvara has gone further than Bharata, by giving the exact 

positions of the hand as well, such as in Ardhacandra,

Mrga^ira and Padmakola. Regarding Musti also, Somesvara

describes an additional Musti, wherein the thumb is beneath
< •

the other fingers. Arala has been presented wrongly in the 

Irtya Yinoda. Instead of stretching the index finger, the 

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



since the meaning of Aral a is'bent.' Owing to this mistake 

in Arala, ^ukatunda is also -wrong, because Somes vara has

derived ^ukhatunda from the wrong ArSTla position. Once the
* *

correctionis made in Arala, ^ukhatunda automatically will 

be corrected.

Next in the field of combined hand gestures, the descrip­

tions of the first two gestures, AxTjali and Kapotha seem to 

have got interchanged by Some^vara. 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 anxiely. The definition of IJtsaifea in the 

Natyasastra does not agree with the Utsanga definition in 

the Nrtya Vinoda. According to the Natya^aTstra, when the 

Arala hands are contrarily placed and are upturned and bent, 

the Utsanga hand will be the result. Instead of Arala hands, 

Somesvara has recorded the use of Sarpa^ira hands. Nisadha 

is probably the most controversially defined hand gesture. 

Different authors have given definitions for Ni^adha which 

are disparate. In the G-.G.S. edition of Hatyasastra there are

four definitions of Nisadha. In the introduction the editor
*

has said that the third definition of ^isadha is the original 

one. According to it, the left hand holding the (right) arm 

above the elbow and tbe right hand similarly touching the 

left arm with a clenched fist, will make the Nisadha hand.

It is to indicate patience, intoxication, pride, elegance,



eagerness, valour, arrogance, self-conceit, haughtiness, 

motiongClessness, steadiness and the like. Manmohan Gosh.has 

also given this definitiorpa his translatioi^to the Matya- 

i3astra. Besides this, Jaya Seriapati has indicated in the 

Irttaratnavali that this definition was the one given by 

Bharata, He has also noted the definitions given by Abhinava- 

gupta and Krrtidhara and in this regard it is significant to 

note that Some^vara follows Abhinavagupta's views and not 

Bharata's views. For the Makara hand gesture, Some^vara has 

specified the use of differ eat positions for expressing 

differ eat meanings, none of which have been described by 

Bharata. A comparison between both the texts with reference 

to other combined hand gestures, reveal no major discordance 

exxeptr tkat MrgtLsIroi.dsed. jtl Vardhamaaa of Irtya Yinoda j*>k.ev&os 

HomAis,'pa.ksa- fe'irvveYctio.ne-ii for' Vardhamana of Natyasastra.

Among the Nrtta hastas, Aralakhatakamukha, Avidhavaktra, 

Sucyasya, Dandapaksa, and Pallava described in the Irtya 

Yinoda differ from their' corresponding definitions in the 

Natyasastra. Regarding certain other Nrtta hastas there are 

minor differences in both texts. Bor instance Somedvara 

prescribes In place of Pataka hasta the use of I'ripataka 

hasta in litamba, Ke^abandha and Bata hastas, and Arala hasta 

to be applied in IJrdhvamandalin and Par^vamandalin- and TJroman 

dalin. A aUgisit disparity is to be seen between the Sucyasya
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hasta described by Some^vara and the corresponding Sucimukha 

hasta explained by Bharata. lot only are the names differ eat, 

but the movements themselves are varied. Thus, with regards 

to ITrtta hasta, Some^vara has to some ext oat followed Bharata 

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

After having described hand gestures, both Somedvara 

and Bharata have taken up the explanation of the four hand 

movements (Hasta Karanas). These Hasta karanas are closely 

connected with the hand gestures and they were even used ia 

the description of some of the H^tta hastas. Since the 

descriptions of the four Hasta karanas are almost identical 

in both the texts, references in the Friya Yinoda to experts 

in hand movements (Hastasya Kovidaihi) in EuLoka 1273, to 

dancers (Nartakaihi) in ^loka 1274, to those skilled in 

dance (lartana Kovidajhi), in ^loka 1275, and to those having 

knowledge of Urtta (Urttatattvagnaihi) could probably include 

Bharata.

Some^vara then mentions seven kinds of knee movements. 

Bharata has not described knee movements independently, but 

he describes five shank, movements as arising out of the mani­

pulation of the knees. Somelvara has also described five shank 

movements, but these do not resemble any of the shank move­

ments found in Fal^aisastra. Thus, the learned mentioned in 

sloka 1283 and 1285, who according to Some^vara have prescribed



the five knee movements and five shank movements cannot

Include Bharat a.

The feet movements come up next for discussion in the 

Brtya Yinoda, Bine feet movements are described in the Brtya 

Yinoda whereas fiiXs ''feet movements are described in the Batya- 

sastra. There is one major difference between these two sets 

of• feet movements. In the Batya 6astra the feet movements 

indicate floor contacts and placing the feet in a particular 

position. But in the Brtya Yinoda, except for Suci and Bija, 

all other feet movements, consist of'actual movements, which 

arise out of the combinations of the basic feet positions, , 

mentioned by Bharata. Bor example, Ghattifca, G-hatit osedha, 

Tadita and Parsniga are all combinations of Ancita and 

Kuncita feet positions. As mentioned earlier Suci and Bija 

are only static positions. They correspond to the descriptions 

of and Sama respectively, as given by Bharata.

Agraga and Parsvaga are the only other two feet movements 

indicated by Somekvara wh±ch bear distinctive features, not 

noticed in the Batyasastra. Closely connected with the move­

ments of the feet are the movements of the toes. Some^vara 

has described five toe movements and this information is not 

found in the ^atya^kstra. The description of the toe movements 

completes the description of Xigika Abhinaya in the Iritya 

Yinoda. Almost all the limbs, from head to toe, viiich have a



bearing on the technique of dance have thus been analysed.

But the movements of the eyeballs, eyelids, mouth, neck and 

thighs which have been explained In the Hatya^astra are 

absent an the Krtya Yinoda.

The matters that follow next in the Hrtya Yinoda are-the 

postures (Sthanakas), feet novements (Caris) and movements 

inwlving jumps (Utpluti Karanas). One distinguishing feature 

which these three aspects discussed in the Srtya Yinoda share 

in common is that they are totally divergent from the Sthana­

kas, CariSs and Karanas described by Bharata, to the extent 

that they are beyond .comparison and contrast. The Sthanakas, 

Caris and Karanas of Somesvara must be treated as additions or 

supplements to the Sthanakas, Caris and Karanas indicated try 

Bharata.

Thus, a comparative study of the Hrtya Yinoda with Katya 

Sastra reveals that Somesvara partially followed Bnarata in 

matters relating to Angika Abhinaya, whereas he completely 

deviated from Bharata in matters concerning Sthanakas, Caris 

and Karanas. Somesvara's utilization of Hatya Sastra can
e r

therefore said to be limited to certain aspects of Angika 

Abhinaya alone.



Abhinavagupta

Abhinavagupta the Kashmiri scholar of the 9th century 

A.D. has in his commentary to the latya^astra indicated 

certain parallel practices which had also gained recognition.

A number of alternate names or alternate movements and explana-. 

tions are described by him in a number of places in his 

commentary, specially,' in relation to Hastas and iiaranas.

Some of these different features are noticed in the Irtya 

Vinoda also and particularly in one instance the influence of 

Abhinavagupta is clearly visible. This occurs in the defini­

tion of the Samyuta hasta called lisadha, wherein the 

reference to the learned in hand poses (Hasta laksana paragaihi) 

and learned in latya (Hatya vedibaihi) must be anonymous 

acknowledgements to Abhinavagupta because, Some^vara follows 

his explanation very closely. Leaving aside the definition 

given by Bharata and views of Kirtidhara and others,, Some^vara 

says that when the Kapittha hand encircles the ^ukula hand, 

it is known by the name of Nisadha by those learned in hand 

poses. Again, he says that according to the learned in Natya, 

Hisadha is used to show collecting, cuxting, time, speaking 

the truth and relief from suffering. This happens to be the 

same explanation offered by Abhinavagupta.

In the case of Mitamba, Kesabandba and Lata hastas, 

Abhinavagup'ta states that there are writers other than
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Bharata, who approve of Tripataka hasta in place of 3?ataka 

hasta. Some^vara, has followed this view and lias therefore 

introduced Tripataka hasta in place of Pataka hasta for use 

in litamba, Ke^abandha and Lata.

Besides those mentioned aho ste, there are many more 

different views expressed in the Nrtya Yinoda which has
o

not been mentioned by Abhinavagupta earlier. The major 

discordance is to be seen in the varied explanations provided 

by Some^vara for Aralaktetakamukha, Pallava, Sucyasya, Avidha- 

vaktra.Urdhvamandalin, Par^vamandalin and Uromandalin. It 

could be possible that these concurrent practises had gone 

unnoticed by Abhinavagupta or it maybe possible that they
i

may have been post Abhinavagupta innovations. As far as Lesi 

material is concerned, Abhinavagupta does not provide any 

information. So none of the Sthanakas, Gar is and Karanas 

described by Some^vara can be traced to Abhinavagupta. Thus 

not much has been borrowed by Some^vara from Abhinavagupta* s
S* * ' r_

commentary on the Hatyasastra.

Matanga

Matanga is known to have been one of the earliest 
writers on Dessi music and dance. Just as the latya^astra of 

Bharata had acquired cannonic authority for matters related' 

to Margi, the Brhadd.es i of Matanga was recognized by later
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writers as a standard and authoritative treatise for matters 

concerning Desi. In dance the Sthahakas, Caris, karanas, 

Mgaharas and “Recakas expounded by Bharata are called Margi 

and the later developments and Innovations are defined as Deli, 

Though Kohala, whoyls dated chronologically earlier to Matanga 

is behexfed to have treated Beil music and Desi dance in relation 

to the Uparupkas (drama fortes which developed in times sixbse- 

quent to Bharata), it appears that Matanga is the first 

writer, who had codified and elaborated on Deii music as well 

as Be^i dance. In his treatise the Brhaddesi, as suggested 

by its name itself and as gleaned from laber references, seems 

to have contained an exposition on all three aspects of 

Sangita. It is, however, -unfortunate that what is available of 

Brhaddesi today is only a fraction of Katanga's labour, ^he
4

text printed as Brhaddesi in TSS.XCIY is incomplete, erro- 

neous, corrupt and intermingled with seme other texts as well.

In this text, as available today, the chapters on Yadya and 

Urtya are completely missing. But the fact that the Brhaddeli 

had a chapter on dance is borne out by the references made by 

writers lik e Kumbhakarm and Jay a Senapati. la the Nrtya 

ratnako^a, Kumbhakarna has mentioned (in txLoka 513-514) seven 

additional hastas as given by some followers of the Brhaddesi

Jaya Senapati mentions Matanga and the dance chapter of the

Brhaddesi and also quotes him. Jaya sets forth the sixteen
»
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foot movements (Padas) of -dance as given by Matanga.
t \ ®rr^wb 8

Jay a 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 De$i carls by some writers.^VM• st~^ .

* w{^).* i
The Nrtta section of the -BrhaddesI is referred to, by

* #
Jay a Senapati in VII.21, while speaking of the two kinds of
_r— ^ nnl SFttr qi?rW crgrT^f ap^sfrf ^iMSfcT.' |
Vadya Paddhati. ^ ^ ensnr* ,

w <3JyQ? ~S^?r («f£-TT 1|

Somesvara has not mentioned Matanga by name while

elucidating on the De^i aspects, and neither has he speci­

fically referred to the dance chapters of the Brhadde$i.

But he has spoken of Matanga with reference to Vrttas in 

music. He says he has listed the Vrttas in the manner earlier
a

rendered by Matanga. This indicates that Somesvara was aware 

of Matanga and that he also shared the views of Matanga. It 

is therefore most likely that general references to experts 

while describing the De^i Sthanakas, Oaris and Karanas are 

anonymous attributions to Matanga. Following is a list of the 

refer oaces which can neither be identified conclusively with 

Matanga, because nf the non-avaiiabilify of the Brhaddeisi, 

nor can the possibility of their being references to Matanga 

be altogether rejected. They are Budhaihi in S1.1311, 1380,
1389, Viduhi in $1.1313, Nrtya Kovidaihi in $1.1314, Nrtya

Vadya Vicaksanaihi in Si.1315, Nartana Kovidaihi in $1.1316,
«
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1365, Sthana laksana Vedibhihi in Si*1320. Manisibhihi in 

Si.1336 and 1139* Natya Kovidaihi in SI.1341, 1360, 1361, 1391, 

Suribhihi in SI. 1346, 1366, Naiprapanditaihi in Si. 1371, 

Suribhibi in- Si. 4346, 1-366, Eatyapand4taihi in Si. 1371-, 

Budhottamai inSl.1372, Cari Yi^afdaihi in Sl.1375, Utpluti 

Kovidaihi in SI.1384, Yiduhu in 81.1392, and Yiduhu in SI.

1398. Since, it is quite certain that the Brhaddeii dealt 

with Be^i dance and that Somesvara has mentioned Matanga by 

name earlier in music, the possibility of Somedvara’s access

to and utilization of the Brhaddeli 'for the compilation of
*

the Nrtya Yinoda is a possibility.

latter writers

After examining the extent of Somesvara* s utilization 

of other texts, it will be worthwhile to consider how useful 

Somesvara's Nrtya Yinoda had been to writers subsequent to 

him. Phis will 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, as an author!iy on dance.

No sooner had the Nrtya Vinoda been written, its worth 

was-acknowledged by the great writer on Sangita, Salngadeva, 

in his work the Sangitaratnakara. Sarngadeva was followed by 

Par^vadeva and JSya Senapati who entertained respect for 

Somesvara not as a king, but as a powerful writer on dance.
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four centuries later Basava Bbupala seems to have been 

inspired to write a book called the 'Siva tattva ratnakara' 

to show his virtuosity in wielding the pen along with the 

sword just as Some^vara had achieved, l’his book is on the 

same lines as Some^vara's Mahasollasa from which work he has 

borrowed freely, including matters concerning dance, which 

however has not been acknowledged.

Sarngadeva, ParsWdeva, Jaya Senapati and Basava Bhupala 

all belonged to the region of Some^vara and so the proximity 

in place and time must have also contributed to their having 

easy access to the Manasollasa with its il^tya Vinoda. The 

availability of the Manuscripts of Mahasollasa in Devanagari 

script, outside south India is an indication of its dis­

semination in other parts of the country also. The importance 

of Nrtya Vinoda however to the writers of dance belonging to 

Karnataka and its vicinity is/matter which requires to be
<rs i

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

remained for a long time and to a great extent outside the 

Muslim influence. The Hindu culture and arts were less 

affected here by Muslim traditions. As a result the tradition 

set forth by Somesvara, could continue and develop in Karna­

taka without any break.

To reveal the continuity and the usefulness of Hrtya 

Yinoda to later Karnataka writers it will be necessary to
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make a comparative study of Nrtya Yinoda. with the warks of 

Sairngadeva, Parsvadeva, Jaya Senapati and Basava Bhupala.

loarngadeva

Sarngadeva was perhaps the most significant mediaeval 

Indian writer on music# His all-comprehensive work on this 

subject, the SangTtaratnakara, ranks high and it is considered 

as the standard book for tinders tan ding ancient and medieval 

Indian Music. Written in the 13th century A.3). under the 

patronage of Yadava King Singhana, the SangTtaratnakara 

contains a thorough, analytical and exhaustive exposition of 

Gita, Vadya and Irtya incorporating the older tradition laid 

down by Bharata and the innovations noticed by Somedvara and 

others, to ?;hich he has added fresh material as observed by 

himself. In the seventh and thelast chapter of the Sangita- 
ratnakara, ^afangadeva has treated at great length, the subject 

of dance. Most of it is fundamentally based, on the Hatya- - 

Isastra and Abhinavagupta1s commentary on it. A comparative 

study of the chapters on dance of SangitaratnSkara and Hrtya 

Vinoda of the Manasollasa reveals that lar&gadeva has also 

used the Brtya Yinoda for Angika Abhinaya and more so for De^i 

material.

Sarngadeva has respectfully acknowledged Some^vara in
\

the beginning of the SangTtaratnakara. He places Soitesvara
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amongst the list of great authors like Rudrata, Nanyabhupala
1and Bhoja.

In the chapter on dance, ioariigadeva has made anonymous 

refereaces to Some^vara in the following instances. In 

YII.35-7, ^arngadeva has said that other people include 

the shoulders in the list of Angas. It is Some^vara who has 

spoken of shoulders and its movements which are identical to 
those listed by ^arngadeva. In the same verse ^arngadeva 

mentions that there are other experts who include wrists, 

knees and ornaments worn on the limbs, in the category of 

Pratvangas. Some^vara has incorporated wrists and knees in 

the description of Pratyangas. Again the movements listed 

under wrists and knees in theSangitaratnakara show perfect 

concordance with the corresponding-materiaL in the Nrtya 

Yinoda. As far as our knowledge based on available texts goes, 

the Nrtya Vinoda is the earliest to which this material not 

found in Bharata can be traced.

In the description of hand gestures, the innovations 

noted in the Nrtya Yinoda have been incorporated' in the 

SangTtaratnakara. It is in the Irtya Yinoda that Somesvara has

described two kinds of Karkata hasta, -arising out of the
0

interlacing of fingers outside and inside. 1'he purposes for 

which they are employed, also appear to have beai borrowed by 
^arAgadeva from the Bfrtya Yinoda.
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In 0h.YIIs 198-201 Sarngadeva has given several varie­

ties of Utsanga hasta according to the views of differ oat 

experts. Of these, the first variety of Utsanga hasta 

requiring the use of Arala hasta, is from Bharata and the 

last variety requiring in its place, the use of Sarpa^ira 

hasta is from SomeSvara. 'Ihe two intermediary varieties are 

the ones to "be found in the commentary of Abhinavagupta.
Thus, for the last variety, Sarngadeva mist have consulted 

the Nrtya Yinoda of Some^vara directly, since Abhinavagupta 

does not mention it. Three of the usages for Utsanga hasta

also seem to have been borrowed from the Efrtya Yinoda. They
*

are embrace, cold and bashfullness of women.

In Oh.VII:202-4 the usages of Khatakavardhamanaka hasta 

as rendered by Bharata, Some^Vara and Abhmavagupta have been 

presented by Sarngadeva.'After putting forth Bharata’s view, 

Sarngadeva states that "according to another view", (Mat an - 

tare) Khatakavardhamanaka hasta is used to indicate stringing 

£Lowers, speaking the truth, etc. This statement is a refe­

rence to Some^vara, who has given both these usages as well 

as another one in his description of Khatakavardhamanaka hasta. •

Though normally, Sarftgadeva gives the version of Bharata 

first and t’hen the opinions of other experts, in Oh.VII:209-11 
Sarngadeva has indicated his preference for the definition 

laid downby Abhinavagupta which is accepted by Some^vara.
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These verses describe the lisadha hasta.

The many varieties in the usages of Makara hasta, when 

employed at different levels and the use of Mrga^ira hasta

in Vardhamana hasta mentioned in the Irtya Vinoda by Some^vara,
♦

/_ .have not been acknowledged or commented upon by Sarngadeva. 

Perhaps the usages of Mafcara hasta may have been omitted, 

because they are very extensive and Sarngadeva has given 

limited usages for all hastas, normally taking a few, each 

from different authorities. But regarding definitions, 
Sarngadeva has incorporated the different views of various 

experts with some exceptions such as the conflicting descrip­

tions of Vardhamana hasta in the Irtya Vinoda and lisadha
• •

hasta given in the latyasastra.

a

In the ,context of Nrtta hastas, Sarngadeva has given the 

views of Bharata, Abhinavagupta, Some^vara as well as that 

of other experts.

In Ch.VII: 218-20, the second kind of Udvrtta that has
«

been set forth by Sarngadeva on the basis of the views of 

others (pare) is similar to the definition of'Udvrtta found 

in Irtya Vinoda.

In Oh.VII:224-9, the last description of AraLakhataka- 

mukha hasta ascribed to others (Anye) is the description 

found in Irtya Vinoda.
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Four -varieties of Pallava hasta have ‘been explained 
individually in Ch.VII;239-42 by ^Skngadeva, of these the 

third variety, agrees perfectly with the Pallava described 

by Some^Vara. Therefore, the word others (Pare) in the third 

definition of Pallava in the Sangitaratnakara must include 

Somesvara.

In Oh.VII5244-46, the definition of Uttanavancita hasta 

is described according to the explanation given by Abhinava- 

gupta after which the version of Bharata _which is the one, 
Some^vara follows is also acknowledged by ^arngadeva.

In Ch.VII5246-47, after describing the Lata hasta, 
^Sr&gadeva, like Abhinavagupta has stated, that some writers 

(Kecid acSrya) prescribe Tripataka hasta for use in Lata" 

hasta, as well as for Ke^abandha and Hitamba hastas. Some^- 

vara, has prescribed only Tripataka hasta, for use in the 

above mentioned Ifrtta hastas.

In Oh.VII: 259-60 Sarngadeva mentions about two diver­

gent views regarding Garudapaksa, which even Abhinavagupta
• •

had noticed. After describing Garudapaksa in accordance woth 

Abhinavagupta's version, he reiterates Abhinavagupta's 

statement that there are 'some who mention' (Kai^cid ukto) the 

use of Tr-ipataka ^hasta (in place of Pataka hasta) and this 

is not acceptable to Muni (Bharata). Thus would mean that 

the Garudapaksa with Tripataka hasta given by Somesvara in



the Hrtya Yinoda was being practised despite the fact, that 

it was not according to the tradition of Bharata.

Sarngadeva has in Ch.YIIt' 260-61, 262-3, 264-7 described 

Urdhvamandalin, Pairsvamandalin and Uromandalan hastas respecti-
• t • « * »

vely, with Pataka hasta and has also noted in the end, that 

some mention Hamsapaksa hasta in -place of Pataka hasta. He 

does rot acknowledge the use of Arala hasta, for use in the 

above mentioned Iirtta hastas, which happens to be the one 
prescribed by Some^vara. Perhaps, Sarngadeva has felt, that 

the use of the Arala hasta is no fan acceptable practise.

In Ota.YlI 272-6, Sarngadeva has described, Halinipadma- 

kosa hasta in four ways, 'the third description of Walinlpadma- 

ko i^a, is similar to the one described by Somesvara.

fhus with regard toNrtta hastas Sarngadeva has followed 

Somesvara's description in most cases, but in a fevj instances 

he has failed to comment on them.

/
In Oh.YU:307-12 Sarngadeva, has enumerated five posi­

tions of the hips, of which one of them is Yivrtta. This 

term Yivrtta has been given by Somesvara, unlike Bharata who 

uses the term Hivrtta. She usage given by ^Sriigadeva, is also 

similar to that prescribed by Somesvara. The descriptions
V

and usages of Udahita hip movement is very similar, both in 

the Sangitaratnakara and the Nrtya Yinoda and they differ
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from Uae description of Udvahita found in the Natya^astra.

/_ ,After Nisadha hasta, this is the first instance when Sarnga-
ft

deva has excluded Bharata*s description and has given in its 

place Some^vara's explanation.

In Ch.YII; 312-25 isarngadeva 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 to seven of the nine foot 

movements set forth by Somelvara. The other two footmovements 

rendered ty Some^vara, are already included in Bharata's list.

In Ch.VII: 326-29, all the five shoulder movements

indicated by ^arngadeva are fromSome^vara. Bharata does not

mention shoulder movements at all. In place of SaimLagna and

Ekahta which are the terms used by Some^vara the words 
and ffcocca, , #

karmalagna^ are used by sarngadeva.

^arngadeva has described some of the arm movements 

presented by Some/vara, after giving the descriptions of the 

arm movements mentioned in the Ba/tya^astra. In Oh.¥11:355-52, 

^ariigadeva has given totally sixteen arm movements, ten of 

which are from Bharata and six from other sources including

Souie^vara. Actually, Somedvara has given in ihe Brtya Yinoda
-

eight arm movements; of these, only two namely Sarala and 

Kuncita are found in the SangTtaratnakara. The descriptions 

are almost alike. According to Somesvara stretching the arms
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In front and 'at the sides is called Sarala, while according 

to i^arngadeva, the stretching of arms side-wise, upwards 

and downwards is Sarala. Both have mentioned that this arm 

movement Is to he used to imitiate wings and for measuring.

In place of trembling and embracing, which are the other two 
usages given by Some^vara, ^arngadeva has prescribed its use 

for pointing out the things on the ground. The description and 

usages of Kuncita as given by ^arrigadeva, is almost similar 

to It description given by Some^vara. The other six arm move­

ments indicated by Some^vara are also found in the Sangitara­

tnakara, but they bear different nomenclatures. Thus his 

descriptions of Pronnata and Nyancita correspond to Urdhvasta 

and Adhomukha, given in the Sangitaratnakara. Laiita arm 

movement found in Urtya Vino da, fits 'in with the description 

of lamra given in the Sangitaratnakara and even two usages, 

which are praising and holding a garland are alike in both 

the texts. As far as Lolita of the Hrtya Yinoda is concerned, 

the same movement Is described in the Sangitaratnakara, bat 

is designated as Andolita, which has the same meaning- as 

Lolita. Concordance is also noticeable in the descriptions 

of Galita, given by Somesvara and Mandalagati found in the 

Sangitaratnakara. Calita has been described, as turning and 

moving the elbows and Mandalagati has been explained as the• e

arm turned round in all directions. When the arm is thus
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turned, the elbcms are automatically turned and so they appear 

to be the same. Brandishing a sword, which is the only usage 

mentioned for Calita, is also the only usage mentioned by
Sarngdadeva for Mandalagati, making it all the more probable,

• •

that Oalita and Mandalagati are the same movements. I he arm
• •

reaching the back, is described by Some^vara as Paravrtta

and the same is called Prsthahusarin by Sarrigadeva. She two
• * *

usages prescribed for Prsthahusarin have been mentioned
» * •

earlier by Some^vara for Baravrtta. Thus Sarngadeva, has 

incorporated all the eight arm movements described by 

^ome^vara, with changes in the names of six of them.

Sarngadeva, has in Ch.YIIs353-56» described the move­

ments of the belly and the back simultaneously, since they 
are interrelated. Sarngadeva has first given these three 

belly movements and has then pointed out, that there are 

experts mho have give* a fourth belly movement, called 

Riktapurna. This Riktapurna is found in the Nrtya Vinoda of
• d *

SomeSvara and so it is definitely SomeSvara, whom Sarnga­

deva must have referred to here.

In Oh.VIl :361-68 ten kindsof shank movements, have been 
set forth by Sarngadeva, of which, the first five are from 

Bharata and the second set of five shank movements, agrees 

with Some^vara's Nrtya. Yinoda which consists of Nihasrta, 

Paravrtta, Tira/cina, Bahirgata and Kampita. Though, it- is
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Some^vara who has first enumerated these five shank movements, 

it is Sarngadeva who has described them clearly. It would have 

been however more instructive if Sarngadeva had included all 

the usages for the various shank movements wnich Some^vara 

has elaborated on.

It is Some^vara, who had specified the wrist and knees 

as separate limbs and included them in the category of 
Praiyangas. Sarngadeva, has added these additional limbs, 

along with the Pratyangas mentioned by Bbarata. In Oh.VII: 

569-72 five wrist movements are explained by Sarngadeva of 

whi da four of them are found in Nrtya Vino da. They are likun- 

cita, Xkuneita, Sama and Bhramita. The extra wrist movement, 

contained in the Sangitaratnakara is Gala. Gala is not 

actually a new movement but it is only a ccmbinationof 
Mikuncita and Akuficita. Sarngadeva and Some^vara differ in 

the descriptions for the Nikuneita and Akuncita movements. 

Sarngadeva has said, that the wrist bent outwards is Nikuncita 

and the wrist bent inwards is Akuncita. Somesvara has not 

mentioned either the definition or usages of Nikuncita, but 

from the description and- usages of Akuncita as given by 

Somesvara, it can be said, that according to him Nikuncita 

must be the wrist bent inwards. Akuncita has been explained 

by Somesvara as the wrist bent outwards and is employed for 

use in pushing away people. Despite their differences in
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definition of the Akuncita hand, SUrngadeva has given the 

same usage given by SomeSvara. Some^Vara’s definition seems 

to be the correct one and it is Sarngadeva, who seems to have 

got the definitions of Hikuncita and Ajfcuncita interchanged.
The usages given for Nikuncita by Sarngadeva are indicating 

gift and giving refuge- He probably means receiving of a gift.
4

/_ .In Oh.VII s372—76 Sarngadeva has mentioned that knee 

poses are said to be of sevenkinds by the learned (Buddhaihi): 

Samhata, Kune it a, Ardhakuncita, lata, Unnata, Vivrta and 

Sama. All these seven knee movements, have been previously 

indicated by SomeSvara, and they are not found in the latya- 

‘sastra. So it is probable, that the learned referred to by 

Sarngadeva here, refers to Somesvara. Inthe available text of 

STrtya Vinoda, it is unfortunate that the descriptions of 

Unnata, Kata and Kuncita are missing and the definition of 

Ardhakuncita is corrupt. But it is possible, that Sarngadeva 

had access to the correct definition of ArdhakuS&i.ta as well 

as the definitions of the other three poses given by Some^- 

vara. With regards to the definitions of Samhata, Vivrta 
and Sana, Sarngadeva follows SomeSvara closaLy. The usages 

prescribed by Sarngadeva for Nata, Kuncita, and Sama are 

identical with their usages mentioned in Mrtya Vinoda.

The glances come up first in the discussion of the
f'

Upangas in the SangitaratnSkara. it is probably from
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Somelvara that £>arngadeva adopted the idea of indicating the 

purposes for •which the glances based on Sancari bhavas, must 

be used. She usages have been rendered almost alike by both.
At certain places, it must be accepted that ^ariigadeva has 

added some more usages.

She Sangxtaratnakara has described ten lip increments in 

Ch.VIIs4y8~96. Six of them are from Bharata and for the 
remaining four, ^arngadeva owes them to Somesvara. Yivartita, 

Kampita, Yisrsta, Yiniguhita, Samdastaka and Samudga are'the 

six varieties of lip movements, which have come down from 

Bharata and Udvrtta, Yikasin, Ayata and Becita are the new 

varieties for which, the earliest existing source is Somesvara.

In 0h.YII:507~512, the eight movements of the chin, share 

a lot of similarity with the eight movements of <Jaw described 
in the Nrtya Yinoda. ^arngadeva has however, altered the 

names of ^ithila, Pracala and Prasfura to ^vasita, Calita 

and, Sphurita respectivelyf Both ^ithila and ^vasita mean 

loosened or relaxed, Pracala and Calita mean moving and 

Prasfura and Sphurita mean unsteai^r. ®hus, the meanings1 

conveyed by the alternate terms are the same. She movements , 

described for these terms, though expressed slightly diffe­
rently correspond te a great deal. Thus, for ^ithila, Somesvara 

has said, that the jaw should be slipped by an angula and it is 

to be employed to indicate sleeping, eating, fatigue and seeing
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with wonder, Sarngadeva follows this discription closely, 

though he has not incorporated the las t usage.Similarly, the 

definition of Praeala given by SonieSyara, has been reproduced 

by Sarngadeva for Oalita and has incorporated two of the 

usages rendered for Praeala. Ihe definition for Sphurita 
given by Sarngadeva appears to be a .simplified version of 

Some^vara’s description of Prasfura. Some^vara has said that 

moving the jaw fast and opening it a little is Prasfura. 

Sarngadeva, has simplified it by saying, that the trembling 

chin is Sphurita. Brescribjng it for indicating fever with 

cold fits, also appears to have been borrowed from Some^vara. 

All the other five chin movements in the Sangitaratnakara, 

correspond in nomenclature and definition with the jaw move­

ments given in Urtya Yinoda. Even the usages, for example in 

Vakra and Sanhata are identical in both texts. The usage 

(STSri cumbane) provided by Sarngadeva for Galasamhata is 

similar to the usage (stribtaoge) provided by Some^vara. All 

the usages given by Somesvara for Yiyadhir and Lola have not 
been incorporated by Sarngadeva, but one in each has been 

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

Sarngadeva has given eight movements of the teeth in 

Oh .YII ;496-502, of which two appear to have been borrowed 

from Sometsvara. They are Grahana and Hiskarsana. Somesvara- 

has used the1term Dharana and the explanation given for it 
is used in a summarised foim by Sarngadeva for Grahana.
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Similarly, the definition given for liskarsana by ferngadeva 

is an abridged version of its definition, rendered by 
Some^vara. Efarngadeva, has given only one usage for it, 

which is to -Indicate crying of monkeys which is found in 

the Hrtya Vinoda.

In Ch.¥11:503-506, six tongue movements have been 

described in the Sangitarainakara. Three of these move­

ments share common nomenclature with the tongue movements 

mentioned in the Nrtya Yinoda. As such, Siarngadeva who has 

largely based his work on Bharata's hatya^astra, must have 

had to depend on other texts for describing tongue movements, 

since Bharata has not described tongue movements. Only lehini, 

which was included in the teeth movements by Bharata has been 
included by iarngadeva. Rjvi has been described alike by 

^arngadeva and Somes'vara. But there is non-conformity between 

them in relation to the description of Yakra. According to 

Soarngadeva, Vakra is the tongue with the tip turned up in 

a gaping mouth and it is to be employed to portray the man- 

-lion (larhari). This definition does not agree with the 

definition of Vakra rendered by Some^vara, according to whom 
Valera is the tongue licking the corners of the mouth, ^arnga- 

deva, has however noted this definition of Some^vara and has 

given it under another term called Srkkanuga. Also, the usages 

given by Some^vara for Yakra, have been prescribed by 

^arngadeva for Srkkanuga. So it is Srkkanuga and not Yakra
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of the Sangitaratnakara,,which coincides with the Vakra of 

hrtya vinoda. The iola tongue movement described in the 

SangTtaratiiakara,’ corresponds to its description in the 

Irtya Vinoda, except for the different usages prescribed in 

both of them.

In Oh.VII ;521-2, all the five toe movements explained 
by ^arngadeva, are reproductions of the toe movements presen­

ted by Some!svara. There is a marked similarity in the order of 

e enumeratio n, the definitions and the usages of the toe move­

ments found inboth the texts. Even, Some^vara's statement, 

that the movements of the toes are to be employed for the big 
toe as well, has been faithfully reproduced by ^arngadeva.

The only difference that is noticed in this context, is that

.whereas Sarngadeva describes the toes as an TJpanga, and the 

feet as an Anga, Some^vara describes the feet and toes toge­

ther as one, in the category of Pratyangas.

In the purview of De^i material, all that has been said 

by Some^vara in the Nriya Vinoda, has beai included by 
Sarngadeva. The twenty one Deir Sthanakas, the twenty six 

De^i earthly Oar is, the sixteen Eels! aerial Caris and the 

eithteen TJtpluti Karanas of the $rtya Vinoda are all 

described in the Sangitaratnakara without introduction of 

any change in their movements. The latya Sastra of Bharata 

and Abhmavagupta* s commentary being of no use for De^i

{
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references, it is for this subject that Sarngadeva, owes 

the most to the Nrtya Yinoda of Somesvara.

Pardvadeva

Acharya Parsvadeva, author of the Sangitasamayasara 

was a Jaina of the Digambara sect which prevailed largely in 

Karnataka. He is believed to have lived around the 13th 

century A.D., and to have graced several courts, Including 

the Calukyan court at Kalyani. ParsVadeva has revealed 

through tae Sangitasamayasara, his close acquaintance with 

the music texts writtenby the ^alukyan Kings, Permardi 

(Tribhuvanmalla), Somelvara and Jagadekamalla. Besides 

mentioning the names of these kings, he also quotes exten­

sively from the Nrtya Vinoda of Some^vara and the Sangita 

Gudamani of Jagadekkamalla. No work attributed to King 

Perernardi is availaole today, but several references made to 

him by writers on music, lead one to believe that he wrote a 

work on music. Perhaps, Parsvadeva may have quoted from this 

work also.

The Sangitasamayasara of Pardvadeva, consists of nine 

chapters, of waich the first five deal with Gita. The .sixth 

chapter deals with Yadya, the seventh with Nrtya, the eighth 

with Tala and the ninth with general matters, relating to 

these thp-og subjects.
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The Rrtya chapter of the Sangitasamayasara is very 

small J-n which Parlvadeva's exposition of • Anglia Abhinaya 

is extremely brief since it does not cover all aspects.

All the six Angas according to Bharata are described, but a

number of their movenents found in the ^atyalastra and Ifrtya
> ,Yinoda are missing. Only nine .movements of the head, four 

movements of the chest, sides and waist have been described. 

But all the movements of the hands and feet described in the 

Katyasastra are mentioned by Pa'rs'vadeva and similarly the 

four Hasta karanas and ten arm movements are mentioned in 
connection with the hastas. The only Upariga that KTrlvadeva 

has discussed, is the pupils whose movements correspond to 

those of its kind mentioned in the Natyalastra. With this,
4

ParIvadeva finishes the discussion of Sngika Abhmaya and

enters the field of Deli. Beginning with the Deli Sthanakas,

corresponding to those mentioned by Somesvara, Parlvadeva

describes twenty five Palas (which are similar to the Deli •

Caris), utpluti karanas, Bhramaris, Dell Angas and four Deli

dances-perani, Prenkhana, Gondali and Rasa.
» » *»,

The usefulness of the Sangita Chapters of Somes'vara’s 

Manasollasa to PSr^vadeva, is seen throughout the SangTta- 

-samayasara. In the very beginning Parlvadeva mentions 

SomelVara, along with Dattila, Kohala, Anjaimya, Tumburu, 

Bhoja, Matanga andKasyapa as well-known experts, who have 

elaborately treated the subject of musicl1 Another reference

1.
'pT |

1
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to Some^yara is made "by Par^vadeva in the third chapter of’

the SangTtasamajasara which describes the varieties of Tayas.

Here Some^vara is addressed along with Bhoja, as haying given

the technical terms of music in the Bhandika Bhasa. According

to Dr. Raghavan, "this Bhandika Bhasa is a vernacular and

very highly musical one and a grammer of it is available in

the Tanjore Sarasvati Mahal Library. In that grammar a

beautifhl stony of the origin of that vernacular is given.

It is said that when Krishna danced the Rasa along with the

Gopis, from all parts of India, and when each sang in her

own tongue, there arose, in that beautiful me&ley, the very
_ -]musical language of the Bhandika".

Some^vara's name appears once again in the Sangita- 

samayasara, in the beginning of the eighth chapter which, 

elucidates on the subject of Tala. Here, Some^Vara is consi­

dered along with Dattila, as an experts who has discussed 
the subject of Tala in its entirety.*”

There is also one place, where Somesvara has been quoted 

verbatim in the Sangxtasamayasara. In Oh.11:82-92, pp.40-41, 

and 42 of SangTtasamayasara edited by Acharya Brhaspati and 

published by ICunda Kunda Bharati, Delhi, all ten slokas are 

reproduced verbatim from the Mrtya Vinoda of Somesvara. These 

verses refer to the kinds of songs, which are liked by different 

categories of people.

1 Sangeet Hataka Academy Bulletin - 6, 1957, May, p.26.
lrrv??2f5 ^iTTOifeo^T f *'xn "in
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In the chapter on dance in the ^angitasamayasara, 

Pardvadeva has neither mentioned Somedvara ty name nor quoted 

him, "but he seems to hare accepted SoDied’vara's views by 

including certain matters from the Mrtya Yin od a Karihasta 

Pardvadeva has followed Somedvara*s pattern which is totally 

divergent from Bharata*s description. Abhinavagupta in his 

commentary to the Ma];yadastra, has not commented on the 

alternate practice of Karihasta according to woich both 
hands in Tripataka approach the ears, ^arngadeva, who has 

incorporated both the old tradition (from Bharata) and the 

new tradition (from Somedvara and others) also has not taken 

into account this divergent view. It is only Parsvadeva, who-' 

inspite of agreeirg closely with Bharata, for the contro­

versial hastas like Utsanga, Uisadha and Sucimukha, has used 

Somedvara*s-description for Karihasta.

It is in the sphere of Bed!, that Pardvadeva has shown 

his wider interest, and it is in his treatment of Dedi that 

some influence of Somedvara*s views are discernible. Twenty 

one Dedi sthanakas have been described by both5of which, all 

but six Sthanakas are common to both the writers. Samhata, 

EKajanunata, Prsthotfanatala, Brahma, Saiva and Yrsabhasana 

are the six Sthanakas found in the Nrtya Vinoda and these 

have been omitted by Parsvadeva. Instead, he has given Kurma- 

sana, lagabandha, Tribhangi, Padmasana, Antarapadmasana and
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Vi^napadmasana. The remaining fifteen sthanakas are 

described onthe same lines as in Some^vara's Hrtya Vinoda. 

Thus the references made by Parsvadeva to ViSardaihi .in 

SI.134, Kovidaihi in Sl.135, Viduhu in SI.138, Sthanaka 

Kovidaihi in SI.14O, Buddhaihi in Sl.141, 146, and Vickasana 

in Si, 147 canbe attributed to SomeSvara, considering that his 

descriptions of landafyavarata, Yardhamanaka, Syastika, 

Yaisnava, Paravrtta, Garuda, Ekapada and Catura^ra show close 

concordance to SomeSvara's views. Though no expert is referred 

to, by Parsvadeva in the descriptions of Parsnividdha- 

ParsniparSvakam, Paravrtta, Khandasuei and Samasuei, they 

are almost similar to SomeSvara* s descriptions of these 

sthanakas. Regarding Samapada, Ekaparsni (EkaparSvagata in 

Hrtya Yinoda) and Visamasuci, Parsvadeva gives some addi­

tional information, which does mot however alter the features 

of these sthanakas. Thus, there is no deviation from the 

views of Some^vara.

After th e discussion on Sthanakas, the next topic in 

the Sangltasamayasara is the Palas. These palas are feet 

movements similar in concept to Caris. in Oh.VII:171 while 

describing the Damaruka pala, Pars'vadeva refers to the

experts in Bhandikabhasa (Bhoia and SomeSvara). However
• • *

Palas have not been described by SomeSvara in the Hrtya

Yinoda. A Bamaricari has been described therein, but it» *

does not correspond to the Damaruka Pala.
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Por the expat iation of the TJtpluti Karanas, it is

possible that Parlvstda^a had consulted and used the Nrtya
(

Yinoda. Thirteen of, the Utplutikaranas described by him are 

found In the Nrtya Vinoda bearing same descriptions.

Then, there is a vast amount of Deli material in the 

Sangitasamayasara discussed under the topics of Deli 

bhramaris, Deli angas and De^I dance. Por information on 

these aspects, as also in the case of Deli pHas, Parlvadeva 

must have consulted some other source materials, because 

Nrtya Yinoda does not elucidate o n these features. Yet, the 

usefulness of th e Nrtya Yinoda to Pardvadeva appears to have 

been more in the area of Deli, rather than'in the area of 

Margi.

Jaya Senapati

Jaya Senapati, who lived under the patronage of the 

Kakatiya mler, king &an«.patideva, wrote an important work on 

dance called the krttaratnavali in the year 1253-54’ A.D. In 

this book, Jaya Senapati has given an exhaustive exposition 

of both the Margi as well as Deli aspects of dance.- Por this 

purpose, he has utilized the works of several authors includ­
ing Somelvara. . ,

The Nrt tar at naval i consists of eight chapters of which, 

the first four, deal with the Margi aspect and the remaining
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four are concerned with the De^i aspects. Some^vara1s name 

appears in both these areas, Hirst in Ch.IIs89 Jaya Serfapati 

mentions Some^vara* This occurs in connection with the total 

number of Hastas. Some^vara has discussed sixty-four hastas 

unlike Bharata and others who have explained sixty six hastas, 

but maintain that there are only sixty four hastas. Jaya- 

Seriapati offers an explanation as to how Some^vara solved 

this issue and managed to keep the total number of hastas to 

sixty four. He says, that since Lai it a corresponds to Ballava 

and Valita corresponds to lata, both Lalita and Valita have 

been excluded by Some^vara. Thus Somesvara has given twenty 

seven Nrtta hastas (unlike others who give twenty nine) and 

maintains the view of Bharata, that the total number of hastas 

is sixty four (though Bharata as mEeaatiianed earlier has 

listed sixty six hastas). This shows that Jaya Senapati has 

examined Hrtya VjLnoda in detail and has interpreted it in 

his own work.

Another place where Jaya Senapati mentions Some^vara, 

is while-describing the G-ondali dance, which is a De^i dance
ft »

form. According to him, this dance style was set junto proper 

form by Some^vara after having been captivated by the 

performance of a huntress (Bhilli), who sang and danced 

opposite his camp, during the Bhutamatrka festival.

There are other places in the Hrttaratriavall, where

1. 'rwxrtcfcr ffr I
flren QpT: 5

a. '1^1 -Ste p- <>* tK,s t^es,s’
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Jay a Senapati has drawn upon Somedvara anonymously. Most of

the material in the Nrtya Yinoda tfcut is not found in Bharata

has been noticed by Jaya Serapati. Ihese, he has incorporated 
\as additions as in the following cases i

After describing six lip movements as indicated by 

Bharata, Jaya Senapati in Oh.II: 43-5 has set forth four 

movements that were indicated by others (Matantaraihi). 

i’hese four lip movements are Ay at a, Recita, Udvrtta and 

Yikasi. All these rfbur have been mentioned by Some^vara and 

the descriptions of Ayata, Udvrtta and Yikasi are similar to 

his explanations. As mentioned earlier, Recita lip move­

ment is missing in the present text of the Urtya Yinoda.

But Some^vara*s description of Recita bas been mentioned by 

Ramakrishna Kavi in Bharatako^a which corresponds to Jaya- 

Senapatis description.

In Ch.IIs 55-7 of the Irttaratnavali eight movements of 

the Jaw have been explained. Ihey are Yyadhir, Calita, Lola, 

Slatha, Oalasamhata, Samhata, Sphurita and Yakra. Oalita and 
►xLatha are only alternate names for Pracala and sfithila- 

respectively, which are the. terms.used by Somesvara. She 

descriptions of Yyadhir and Oalita are missing in the Mrtta- 

ratnavali, whereas the descriptions of the other six jaw 

movements coincide with their corresponding movements found 
in Ifrtya Yinoda. Since neither Bharata nor ^arngadeva, have
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given the jaw movements, they must have been borrowed, from 

Somesvara.

In Ch.IIi 58-61 Jaya Senapati has described six movements 

of the tongue on the lines similar to Sarngadeva. It has 

already been mentioned vraile discussing barngadeva's indebted­

ness to Somesvara that Rjvi, Srkkahuga (Yakra in ITrtya Vino da) 

and Lola are the three tongue movements which appear to 

have been borrowed, from Somesvara. So here Somesvara’s 

influence may not be direct but probably through Sarngadeva.

In Ch.ll: 62-69 of Urttaratnavali five teeth movements
0

have been described. These five teeth movements are not 

mentioned an. the Latyasastra and it is the Urfcya Vino da

which mentions them. Except for Uisgkarsana, all the other
• * •

four teeth movements bear different nomenclature from the 

four corresponding teeth movements in Itrtya Vinoda. Thus, 

Garvana, Qtxedana, P'idana and Grahana are only alternate names 

for Ivlardana, Khandana, Eartana and Dharana that are mentioned 

by Somesvara. The usages for these are almost similar In 

both texts.

In Ch.II: 312-5 Jaya Senapati has given seven movements 

of the knees which correspond La name, to the seven knee 

movements described by Somesvara. These movements are not 

available in the Uatyasastra, and after Somesvara, it is 

Sarngadeva who mentions them. As a source of referaace for
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the knee movements therefore Somedvara's Wrtya Vino da must 

have keen useful to jSya Senapati.

After describing five movements of the Shanks on the 

basis of the Natyasastra, Jaya Sengpati goes further and 

describes another set of five shank movements that have been 

spoken of by others (Paraihi). Of these five shank movements 

mentioned in Ch.IIs 320-27 four have been spoken of by 

.^ome^vara in the Ertya Vinoda. Only in place of Some^vara's 

Paravrtta, Jaya Senapati !aas given Bitramita. Except for this 

discrepency, the other shank movements are similar to those 

of Irtya Vinoda.
c

Again in Oh.II; 339, the word (Pare) 'others' must be a 

reference by Jaya Senapati to Some^Vara. After having 

described the feet positions according to Bharata, he gives 

ten more feet movement according to the views of others. 

According to Some^vara there are nine feet movements, all 

of which have been incorporated by Jaya Senapati. Nija feet 

movement, is incorporated within the first five movements, 

^hus, except for Anguli Prsthaga and Talabati which are new 

additions, all the eight movenents in the second list, reflect 

Somesvara's influence.

Regarding the novements of the toes described in 

Oh.II; 338-340, Jaya Senapati has followed Somesvara's 

descriptions but has altered the names of Prasarita and
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Samlagna to Stabdha and Svabhavaya.

Jaya Senapati has consulted and used Some^vara's 

Hrtya Vinoda in his exposition of De^i also.All the 

twenty one Delhi stlianakas, twenty-six De^i earthly caris, 

sixteen Dell aerial caris and eighteen Utpluti Karanas 

dealt with by Somelvara, haye been incorporated by him. He 

even uses the word KapalaSparsnmKarana as rendered in the 

Mrtya Vinoda instead of Kapalacurana given by others. She 

above account indicates that Jaya Senapati has acknowledged 

Somesyara’s proficiency in both Margi and De^i. He appears 

to have studied the Urtya Yinoda in detail since he has 

incorporated a lot of information from it, specially for 

interpreting Bharata and rendering the subj ect of Margi 

more comprehensively on the one hand and for developing the 

subject of De^i on the other hand.

Basaya Bhupala

Basava lhu|iala (1684 A.D. to 1710 A.D.) alias Basappa 

Haik of the Kela^i dynasty, who ruled from Keladi over large 

parts of Karnataka is the author of the Sivatattvaratnakara. 
like the Manasollasa, the Sivatattvaratnakara is also an 

encyclopaedic work in Sanskrit, dealing with varied branches 

of knowledge. Here the author has mentioned that the work is 

written in answer to his son Somashekhara's request to learn 

all knowledge (Sarvavidya). It consists of hundred and eight
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Tarangasf ripples) or subsections distributed into nine ICallolas 

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 lirtya Yinoda, such as in Ch.IY522-3 describing 

Utsaha drsti, in Gh.V; 100 describing Avahitta hasta and in 

Cih.VI:66-7, 67-8, >6-7, 82-3, 83-4, 84-5 describing Samjada, 

Svastika, Ekapada, Samacuci, Yisamasuci and Khandasuci 

respectively. Besides these, most of the descriptions given 

by Basava Bhupala have been paraphrased from the Urtya Yinoda. 

lor instance the description of Pilrna cheek in Ch.IYs99, 

shows striking similarifjr with its description given by 
Somedvara. Regarding theRrtta hastas such as ArSlal^ataksl- 

mukkha, Nitamba, Ke^abandha, Lata, Paksavancita, Paksapradyo- 

taka, G-arudapaksa, Dandapaksa, Urdhvamandalin, Par^vammdalin,
I ^ i » • ‘ •» •«

Mustikasvastika and Nalinipadmako^a for which there are many 

divergent views, the opinions of Some^vara have been mentioned. 

Thus the reference to experts in hand movements (Hasta viS'e- 

shagnaihi) in Oh.Yi33 canbe attributed to Some^vara. Similarly, 

his views have been utilized by Basava Bhupala to describe the 

controversial Samyuta hastas such as Utsanga, Nisadha and 

G-ajadanta. The usages of the gLances based on SarTcari bhavas 

have been listed separately in Oh. IV: 46-61 of the diva tat tva 

Ratnakara. These usages are not mentioned in the Hatyasastra 

and it is probable that this idea and matter may have come down
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the usages given by him.

in 1

However, in t he entire work Basava Bhupala has never 

mentioned Somesvara by name. There should be a strong reason 

for it. It is probably because Basava Bhupala wanted to make 

himself known as a greater scholar than Somesfvara. But a 

comparison of the two works shows that Somesvara's Nrtya 

Yinoda is far superior -khanthe dance chapters of >3ivatattva
^ itfKieK

Batnakara.is only a minor reproduction of it.

There are other writers on dance and allied subjects 

who have acknowledged Somesvara as an authority on the dance 

and Inusic and this indicates that they must have made use of 

the iifrtya Yinoda. They are Saradatanya* author of BhavaprakSsaon, 

Kumhhakarztna author of Sangitaraja, Hammira, author of 
Srngarahara and Catura DamodarqJ author of Sangita Darpana.

To sum up, the Nrtya Yinoda had been an important 
source of reference for ^arngadeva, PSr^vadeva, Jaya Senapati 

and Basava Bhupala. Though, all these writers have based 

their works primarily on the Natyasastra of Bharata, it is 

Somesvara's Nrtya Vinoda which has provided the basis for 

post-Bharata innovations. Thus, Somesvara*s most important 

contribution is his treatment of the De^i material relating 

to Sthanakas, Caris and Utpluti Karan as, for wnich his Nrtya

“t" vide. E>kai-a.ta. Koia pp. viif,

5-b- pp- Ate, SU\ 2>k
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Vinoda is the earliest extant source. But his treatment of 

the Margi material should riot he .disregarded merely on the 

ground of the subject matter, being handed down by earlier 

texts, because even here, Somedvara has shown his versatility 

by incorporating some diverse traditions as well. It is 

because of these additional features, that the Ertya Yinoda 

had always been in the limelight and was considered by later 

writers as a work of merit.
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