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ABSTRACT

Mandakranta Bose Doctor of Philosophy
Somerville College Michaelmas Term, 1989

The Evolution of Classical Indian Dance Literature:

A Study of the Sanskritic Tradition

The most comprehensive view of the evolution of dancing in India is one
that is derived from Sanskrit textual sources. In the beginning of the tradition of
discourse on dancing, of which the earliest extant example is the Natyasastra of
Bharata Muni, dancing was regarded as a technique for adding the beauty of
abstract form to dramatic performances. An ancillary to drama rather than an
independent art, it carried no meaning and elicited no emotional response.
Gradually, however, its autonomy was recognized as also its communicative
power and it began to be discussed fully in treatises rather than in works on

drama or poetics—a clear sign of its growing importance in India’s cultural life.

Bharata’s description of the body movements in dancing and their
interrelationship not only provided the taxonomy for all subsequent authors on
dancing but much of the information on its actual technique. However, Bharata
described only what he considered to be artistically the most cultivated of all the
existing dance styles, leaving out regional and popular varieties. These styles,
similar in their basic technique to Bharata’s style but comprising new types of
movements and methods of composition, began to be included in later studies.

By the 16th century they came to occupy the central position in the accounts of



contemporary dancing and coalesced into a distinct tradition that has remained
essentially unchanged to the present time. Striking technical parallels relate

modern styles such as Kathak and Odissi to the later tradition rather than to

Bharata’s.

The textual evidence thus shows that dancing in India evolved by
assimilating new forms and techniques and by moving away from its early
dependency on drama. In the process it also widened its aesthetic scope beyond
decorative grace to encompass emotive communication. Beauty of form was

thus wedded to the matter of emotional content, resulting in the growth of a

complex art form.
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Chapter 1

THE LITERATURE OF DANCE

The literature of dance in India is vast, with a wealth of manuals and
theoretical treatises in Sanskrit dating back to the early Christian era. Although
the majority of these works have been available for a long time, systematic
research on them is a comparatively recent development. As a result, these
works have not been exhaustively mined for material relating to the evolution
of dancing. A number of authors in the early part of this century briefly noticed
dancing in course of discussing various aspects of drama and music, as for
example, D. R. Mankad in his The Types of Sanskrit Drama or Ananda
Coomaraswamy in The Mirror of Gesture , ! but it did not receive the same
degree of scholarly treatment that music and drama enjoyed. Some attempts
were indeed made to classify and describe the major types of classical dancing
in works such as those by Kay Ambrose, Faubton Bowers and Beryl de Zoete.?
But rigorous research into the art and its history came later with the work of
scholars such as V. Raghavan, K.M. Varma and Kapila Vatsyayan. A highly
analytical study of the basic concepts of the dance drawn from such texts was
that of K. M. Varma.3 In a number of articles on sarigita literature and in his
editions of the Smigaraprakasa and the Nrttaratndvali, V.Raghavan has shed

light upon aspects of dance as described in Sanskrit sources.?

| Mankad,1936; Coomaraswamy,1917.
2 Ambrose,1950; Bowers,1953; Zoete,1953.
3 Varma,1957.

4 Raghavan,1956; 1957; 1960; 1961; 1965; 1978.



The most extensive study so far of the non-specialist literature of dancing
is that of Kapila Vatsyayan who has examined the Vedas, Brahmanas,
Upanisads, epics, puranas, grammatical literature, lexicons, grhyasutra,
dharmasiitra, the Arthagastra, the Kamasiitra, Buddhist and Jaina texts and
kavya literature..5 On the basis of this extensive search Vatsyayan presents a
view of classical Indian dancing that is as analytical as it is informative. But
essential as her work is to the understanding of the place of dance in Indian
cultural history, her book does not offer a comprehensive survey of the
Sanskrit manuals on dancing, concentrating rather on works from the earliest
till the thirteenth century and selectively highlighting texts from the
seventeenth and eighteenth centuries to show the continuation of the
Natya$astra ’s tradition. Surprisingly, she leaves out Abhinavagupta’s
commentary on the Natyasastra. Nevertheless, her survey of the vast body of
early non-specialist literature forms a necessary complement to the account of

specialist dance manuals attempted in the present study.

A systematic and exhaustive study of all the available Sanskrit treatises
with a view to tracing the evolution of classical Indian dance concepts has not
been undertaken so far. Yet in their detailed descriptions and careful
commentaries these treatises offer us the fullest range of materials to
reconstruct the body of dance theory and technique from the earliest times.
Further, because these works span at least fifteen hundred years, they also mark
the stages in the growth of the art-form. They thus form the primary source of

the view presented here of classical Indian dancing.

S vatsyayan,1968; See also Bose,1970



References to dancing and dancers appear in the earliest literature of India
even before the dance became a subject of study in its own right. First
mentioned in the Vedas, dancing is referred to in a wide range of works,
including the puranas and works in such varied disciplines as arthasastra,
smrti§astra, alarhkarad§astra, © and in seminal works such as Panini’s writings
and the Kamasiitra . 7 Technical terms of dancing occur in many works that are
not specifically on dance or music, 8 suggesting that dancing was a well-known
and developed art in early Hindu society. That there were also manuals of
dancing in this early period is evident from Panini’s reference to the natasutras,
or guidelines for natas, by Silalin and Kr§asva.9 However, these are merely

passing references and offer no clear view of the nature of the dancing of the

time.

The earliest extant textual source for dancing is the Natyasastra of
Bharata Muni, which deals with dancing within the general area of the dramatic
arts. While it is possible that works on dancing existed before Bharata’s time,
none has survived, possibly because Bharata’s authoritative account made
previous ones redundant. The authority that the Natyasastra has exerted over
all subsequent works on dancing is due not only to its chronological priority but
also to the range of subjects it covers, from stage architecture to body

movements. Scholarly opinion differs as to the date of the work, generally

6 Arthasastra. 2.27.25; Manusmrti. 4. 64, 12.45; dance is discussed in a number of works on poetics,
starting with Dasaripaka in the tenth century down to Sahityadarpana of the fourteenth century.

7 Kamasiitra. 1.6,

8 Vidhurapandita Jataka. (according to Varadapande, 1975, pp. 29-34);Rdjaprasniya Sitra. 1. 23.;
Kuttanimatam, pp. 220-29; Karpiramanjari. Act L. 6, Act IIL. 14, Act 1V. 9,10; Malavikagnimitram.
Act. 1. prose following the prastavana; prose following verse 19; Ramavali. Act. 1. prose following
verse 5, 12, 16; Nagananda. Act. L. prose following verse 3.

Q Panini, Astadhydyr. 4.3.110-11.



placing it between the 2nd century B.C. and the 2nd century A.D.!0  Whether it
was the inspiration provided by Bharata’s scholarship or the heightened
popularity of dancing that inspired interest in dancing as a subject cannot be
known but the Natyasastra was followed by a considerable body of literature
on the subject. Sanskrit literature of the early Christian era has a great many
references to works that evidently described dance techniques. Most of these
works are lost but extensive quotations from many of them found in other

works indicate the wealth of the material.!!

In discussing dancing Bharata’s concern was with a style that he evidently
considered as one that formed the central and dominant tradition of the art in
his time.!2 In describing it he established a framework of classification and
description that all subsequent writers followed in principle, although in the
details of the actual body movements they sometimes differed. This tradition
of scholarship survived till the nineteenth century, after which no original
work in Sanskrit is known to have been written, and the works that have come

down since the eighteenth century are mostly in the vernaculars of the regions

10 Kane,1961. p. 47; Krishnamachariar,1974. p.852. It is difficult to determine the date of the
Nityasistra with any certainty. But it is likely that the NS. was written before the chapters on
dance in the Visnudharmottarapurina, since the latter—like all texts subsequent to the NS—
understands the term lasya to mean a form of dance, whereas Bharata considered it to be a dramatic
presentation. The portion on dance in the VDP. is believed to have been written around the fifth
century A.D. (see p. 12 fn.)

I'1" Almost all the manuals on dancing as well as the commentaries on the manuals quote from earlier
authorities. Abhinavagupta, Samgadeva, Kallinatha, Maharana Kumbha, Vedasiri are some of
the authors who quote extensively from earlier authors. One of the most often quoted sources is the
lost work of Kohala.

12 NS. 9.163-4; 25.116; 119, 123. Sculptural evidences from different regions of India beginning
from the first century A. D. gives us a good idea of how extensively the art had spread throughout
India. Among these the dance figures in the gates of the Sanchi Stupas,in the caves of Udayagiri
or in Amaravati are the early representatives of the tradition found in the Natyasastra. See
Vatsyayan,1968. pp. 262-332.



in which dancing flourished. Most of the Sanskrit works now extant were
written between the eleventh and the seventeenth centuries, and these, while
they follow the Natyasastra in the main in their accounts, often attempt to fit
into Bharata’s framework altogether new types of body movements
representing regional variations. One of the most important contributions to
the discussion of regional styles is that of the Sargitaratnakara. The texts that
followed it from the sixteenth to the eighteenth century drew heavily upon it,
although with their own variations. For instance, these later texts began more

and more to incorporate regional terms.

Interestingly enough, these later works show two shaping forces at work.
First, the framework of movement they describe is essentially that of the
Né_tyaﬁstra ; second, breaking away from the principal interest of that work,
they describe regional styles following the Sargitaratnakara.. Recognizing the
difference between these types of movements, the later authors term Bharata’s
tradition as marga, that is, the classical, and the later tradition as desi, that is,

provincial or regional.

Given that the early as well as the later works on dancing move within the
framework of description set up by Bharata, it is essential to examine that
framework closely. Yet, given also that by his own admission Bharata does not
deal with the many styles peripheral to his central tradition (NS. 9. 163-64), it is
equally essential to examine the later works thoroughly in order to understand
the evolution of the dance concepts in India, especially since, as will be argued in
this study, it is the later, regional tradition that has directly shaped the styles of

dancing we see in contemporary India.



The critical literature on dancing carries out two main tasks. In the first
place, the works identify and describe the body movements required in
dancing. Secondly, they also employ, though few discuss with clarity, certain
concepts about the nature and categories of dancing. On both levels
developments can be seen at various times and I am persuaded by the literature
to divide them into three periods. The first period is that which ends with
Abhinavagupta in the tenth century of the Christian era. Few works from this
period are extant but this scarcity is more than adequately met by the most
important of all works in the genre, the Natyasastra, with which the period
began. Appropriately, the end of this period is marked by yet another major
contribution to the discussion, Abhinavagupta’s commentary on the
Natyasastra. Also, some light on the art is thrown indirectly by references to it
in the literatures of alamkara and kavya, as also in the general prose works of
the era. At this time dance was mainly considered to be an auxiliary to drama.
The legend of its birth as recorded by Bharata suggests that 1t existed as an
independent art-form.'3 However, while dancing was indeed an independent

art-form, it is evident that it was considered chiefly as an art that lent beauty to a

dramatic performance.

Although we do not have too many works on dancing from this early
period, there is reason to believe that quite a few were actually written. Bharata
himself says that the material he does not cover in the Natyasastra will be dealt

with by Kohala in his study :
YA FIgAs] HICoAAl (NS. 37.18)

13wmsqﬁeqaﬁq=wmmml
CIEIE TV S LS I TARERARRE
qat;fﬁmwﬁnwramzﬁ—wmnNS4 13-14.



However, Kohala will explain [lit:do] the rest

through a supplementary treatise.

This work by Kohala, unfortunately lost, was evidently most authoritative, for
virtually every Sanskrit writer on dancing quotes from it or at least refers to it.
Also mentioned, though not to the same extent, are treatises by Bhattatota,
Bhattatandu, Sarikuka and Lollata, none of which has come down to us. Dattila
and Matanga are important wﬁters on music who are believed to have written

21 i”l nee

on dancing as well though their works again have not survived.

The second period spans the eleventh to the fifteenth century. It was in this
period that most of the extant works on dance and music were written and new
trends in dancing recorded. Dance began to be discussed in its own right rather
than as an adjunct to drama, just as music, both vocal and instrumental, was
being similarly regarded as an art that had an independent existence outside
dramatic performances. These two art-forms comprised a particular discipline
that came to be known as sangita, and since they were seen as complementary
arts, the manuals on that discipline dealt with both dance and vocal and
instrumental music, although the emphasis might vary. Indeed, the
Nrttaratnavali of Jaya Senapati is the only work from this period that is wholly
devoted to dance alone, and even this is very likely part of a larger project
covering music as well, for Jaya himself refers to the companion piece to the

work, his Gitaratnavali, '4

It was during this second period that a distinction began to be made by
writers on dancing between the marga and desi styles. The classical style was

acknowledged to be the one codified by Bharata in the Natyasastra and taken to

14 Raghavan,1965. Introduction, pp. 12,36; text, p. 172.



form the core of the entire tradition of the art. But it was also recognized at this
time that the many regional and popular styles were equally part of that
tradition and therefore needed to be recorded. Another major development
recorded 1in the texts from this period was the appearance of dance dramas.
These, discussed in a later chapter, were not simply dramas to which dancing
was added as an ornament as in an earlier age but an altogether new genre in

which dance permeated the whole form.

In the third period, beginning in the sixteenth century and ending in the
nineteenth, the texts record a further development of the tradition, and as we
shall see in the course of this study, it is the shape that dance took at this time
which we see today. In brief, the texts from this period testify to the growing
popularity of the dance, for not only is an increasing variety of regional forms
recorded in the manuals but a number of manuals in regional languages begin
to appear. In Andhra, in particular, dance flourished throughout this period, as
we find from Raghavan’s extensive account of the dance literature in Telugu.!>
Another region from which a number of texts came was Orissa, as noted in a
survey by D. N. Patnaik.!'® Dance manuals were produced also in the regional
languages of Manipur, Maharashtra and Tamil Nadu, and although no
systematic account of these texts has been made as yet, their existence attests as
much to the codification of the art as to the widespread interest in it. However,
while these works in the vernaculars provide a great deal of detailed
information about dances of the time, they show no development in the
fundamental concepts of dancing. The importance of these regional texts lies in

the information they give about regional dance forms, thus providing

15 Ibid., Introduction, pp. 18-34.
16 Patnaik,1971.



supplemental information unavailable from Sanskrit sources. However, for

the main body of the dance traditions of the time, the Sanskrit texts still remain

our most comprehensive source.

The chief of these, the Natyasastra , is believed to have been written not
later than the 2nd century A. D.!'7 The work deals with dramaturgy and the arts
allied to drama in thirty-seven chapters, of which those of interest to students of
dancing are chapters 4, 5, 8-12, 19, 21, 22, 25 and 31. The fourth chapter
discusses tandavavidhi, that is, the rules of tandava or dancing.'8 In this
chapter Bharata mentions five concepts that help to define the art of dancing.
These concepts, nrtta, tandava, abhinaya, pingﬁ'bandha and sukumaraprayoga,
are discussed in a separate chapter of the present study. Bharata’s interest in the
fourth chapter is centred on nrtta, that is, danciné devoid of meaningful content
and valued for the beauty of its form. He describes this dance style in detail,
giving the basic units of composite movements known as karanas, and the basic
choreographic sequences known as angaharas. In addition, he describes group
dances and mentions the use of body movements in acting without giving
details.'9 Bharata speaks of these movements as necessary parts of the

preliminaries of a dramatic presentation.

The fifth chapter of the Natyasastra continues the discussion of those
preliminaries. In the eighth to the twelfth chapter Bharata describes in detail
the movements of every part of the body down to the smallest, dividing them
into two classes, the anigas and the upangas, or major and minor parts of the

body. He shows how the different movements are combined into composite

17 Kane,1961. p. 47. The date has not been precisely set as yet. See note 10 above.
18 NS. 4.320.
19 NS. 4.279-283.



movements known as caris, mandalas, and sthanas that are in turn combined

into karanas, which again are put together to create angaharas.

The eighth chapter is devoted to the movements of the head, eyelids,
eyebrows, pupils, the nose, cheeks, lips, the chin, the mouth and the neck, while
the ninth is given to the movements of the hands, chest, sides, belly, waist,
thighs, shanks and the feet. Both chapters describe the use of these movements
in conveying meaning, but also included are hand-gestures meant for abstract
dancing rather than for acting. The tenth chapter describes caris, which are
movements using one leg and are used both in dance and drama. Similarly used
are sthanas, or postures, which form part of this chapter; examples of these
postures occur widely in temple sculpture. Bharata goes on to describe
mandalas, which are more complicated movements of the legs involving caris.
In addition to describing these movements Bharata speaks of the general
principles of effective exercise, vyayama, as well as aesthetic satisfaction,

sausthava.20 The eleventh chapter elaborates on mandalas, while the twelfth

describes gati, or gaits.

Although Bharata’s subject is nrtta, that is, dancing in its abstract form, in
this five chapter long section he explains the meaning attached to individual
body movements and thus recognizes by implication the possibility of
conveying meaning through dancing. Such uses of body movements for
enhancing dramatic expression is termed angikabhinaya by Bharata. That
dancing was in fact used for dramatic purposes is evident from other works on

dancing as well as from descriptions of play production.?!

20 NS . 10.92-94,97-103.
21 See Raghavabhatta’s commentary on Abhijndnasakuntala, ed.Kale 1902.



The nineteenth chapter considers the constituents of lasya, a dramatic
form that is created from delicate body movements and, in Bharata’s
conception, falls between dance and drama. Chapter twenty-one deals with
aharyabhinaya, that is, the use of costumes, stage properties and other external
aids which are essential both to dance and drama. An important concept of
presentation discussed in this chapter is the distinction between the lokadharmi

and natyadharmi modes of presentation, corresponding to natural and stylized

modes.

In chapter twenty-two Bharata takes up the general technique of
expression in acting, calling it samanyabhinaya, and gives directions for
expressing states of mind and responses to sensory experience, such as touching
or smelling. These movements are considered to be usually self-explanatory,
so that although they are codified into a discipline, they are not seen as stylized,
with special, symbolic meanings attached to them. The hand-gestures in this
category, for instance, are formed with the purpose of imitating objects. By
contrast, chapter twenty-five describes the special mode of citrabhinaya, in
which each movement carries a particular meaning specific to it. The thirty-
first chapter is partly on tala, or rhythm, but it also goes back to the subject of

lasya, describing the movements and the music required for each of its several

varieties.

As this survey shows, the framework within which Bharata describes
dancing is largely that of drama and his interest in discussing even nrtta appears
to lie in examining how it can beautify a dramatic presentation. While the
authors who came after him virtually copied his descriptions, they did not
continue this approach and in the later works we no longer find dancing treated

only as a supplement to drama.
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The treatise next to the Natyasastra. in time is the Visnudharmottara
Purana. It has been variously dated but the editor of the text places it between
the fifth and the seventh centuries,22 while Pingree assigns this part of the text
to the first half of the fifth century; Ludo Rocher has discussed the arguments
for the different dates in detail in his volume on the history of Purana
literature.23 The Visnudharmottara Purana deals with dancing in its third
section, chapters twenty to thirty-four. In chapter twenty, the first chapter of
the section, the author follows the Natyasastra in describing the abstract dance
form, nrtta, and in defining its function as one of beautifying a dramatic
presentation. But the author differs from Bharata in dividing dance into two
categories which he calls natya and lasya. He thus includes both natya and lasya
in the same genre, that of dance, which is a conceptual departure from Bharata.
This chapter also deals with the appropriate places for the performance of each
category, discussing aspects of the stage and the presentation of the
preliminaries. The discussion includes the characteristics of actors , the four
different types of abhinayas, namely, angika, vacika, sattvika and aharya, and
the names of all the complicated movements necessary for the composition of a
dance sequence. In addition, the author briefly touches upon the pindibandhas
or group dances mentioned by Bharata and goes on to describe vrtti, pravrtti and

siddhi, that is style, the means of application and the nature of competence.

The twenty-first chapter discusses sthanas or postures while lying down,
while the twenty-second deals with the sthanas assumed while sitting. The
focus of these two chapters seems to be on dramatic presentation. The twenty-

third chapter is devoted to postures meant for both men and women. The

22 ypP,1958, G.0.S. ed. P.Shah. vol. I. Introduction. pp.xxvi.
23 Rocher,1986. pp. 250-52.



twenty-fourth chapter lists the movements of the major limbs, the angas, along
with the meaning attached to each of them. The major limbs, according to this
text, are the head, the neck, the chest, the sides, the waist, the thighs, the shanks
and the feet. In conclusion the chapter defines the cari and the karana, the two
vital and complicated movements required in dancing. In the twenty-fifth
chapter the movements of the upangas or minor limbs are discussed, including
the glances that express rasa and sthayl and vyabhicaribhavas, the movements

of the pupils, eyebrows, nose, tongue and lips as well as the application of these

movements.

The twenty-sixth chapter describes three types of hand-gestures, those
made with one hand, those made with both—-along with the meanings they can
convey—and hand-gestures meant for dancing, which convey no meaning. The
twenty-seventh chapter is devoted to the explanation of different kinds of
abhinaya and the costumes and decorations necessary for a performance. The
twenty-eighth chapter deals with samanyabhinaya, giving general directions
for expressing different moods and responses to seeing, touching and smelling
objects. Although the author designates this chapter as a discussion of
samanyabhinaya, he includes citrabhinaya, that is, special presentations. In
fact, this chapter is a conflation of the contents of chapters twenty-two and
twenty-five of the Natyasistra and contains extensive quotations from it.24
The twenty-ninth chapter describes the gatis, that is, gaits, the thirtieth

discusses the nine rasas and the thirty-first the bhavas.

A new feature of the treatment of body movements that is added to the

discussion of body movements appears in the thirty-second chapter, which

24 NS. 22.81-5:VDP. 3.28. 2-4: NS. 25.2-8;VDP.3.28. 10-15.

13
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deals with what is termed rahasyamudras, that is, hand-gestures meant for
mystical and ritualistic purposes. Continuing the discussion in the thirty-third
chapter, the author lists more mudras, all meant for religious purposes, and calls
them mudrahastas,?5 and associates them with hymns to the gods and
goddesses.2® We must note that the word used in these chapters is not hasta but
mudrd, a term connoting religious practices. The use of the term mudra to
denote hand-gestures is found in no other text on dancing. In the medieval
period the term mudra was used in dance literature to mean a pleasing
appearance (NN. 36a; SDar. 7.107). However, in common usage today, all
hand-gestures used in dancing are called mudras and the more accurate term

hasta has gone out of use.

The thirty-fourth and final chapter on dancing is devoted to the legend of
the origin of dancing. Since the work is devoted to the worship of Visnu, it is
not surprising that its author should view Visnu as the propounder of the art of
dancing, but in every other text it is Siva who remains as the god who

introduced dancing to mankind.

Our next source of information is a commentary on the Natyasastra by
Abhinavagupta, who lived in Kashmir about the late tenth and early eleventh
century A.D.27 This commentary, known as the Abhinavabharati, follows the
Natyasastra chapter by chapter except for the seventh, the eighth, and the thirty-
third to thirty-seventh. It is available now as part of Ramakrishna Kavi’s
edition of the Natyasastra in the Gaekwad Oriental Series. The text is

unsatisfactory because of the corrupt state of the mss. from which this edition

25 vpP.3.33.123.
26 Ibid.3.33.124.
27 Krishnamachariar, 1974. p. 748.



(S

was prepared.28 Raghavan has suggested a number of emendations and
corrections,29 which are helpful not only to scholars but to dancers as well,
especially in reconstructing the karanas of Bharata as explained by
Abhinavagupta. For our present purposes the relevant sections are the

commentaries on those chapters of the Natyasastra that deal specifically with

dance and dramaturgy.

The importance of Abhinavagupta’s work can hardly be overstated. Since
a number of works on dancing that are known to have been written after
Bharata are now lost, it is difficult to follow the development of the technical
discussion of the art of dancing through the early period of its evolution.
Abhinavagupta’s commentary shows us the changes that took place in the
intervening period between his time and Bharata’s. In Abhinavagupta’s
commentary we find more terms representing concepts and categories of
dancing than there are in the Natyasastra, showirié that such terms and what
they represented had by this time passed into general use, as is also attested by
their use in other literature of the time.30 It is evident that by Abhinavagupta’s

time the dance had proliferated into many more forms than known by Bharata

28 Raghavan,1980 .p.171.

29 Ibid. pp. 171-92. Raghavan arrived at his emendations of Abhinavabharati by collating the text of
Abhinavabharati with that of Nrttaratnavall in course of preparing his critical edition of the latter
text. However, collating Abhinavagupta’s commentary with Sarigitaratnakara, which Raghvan does
only in a few instances, would lead to a firmer ground for emendations.

30 Abhinavagupta quotes Vis§akhila on lasya, Kohala on kdvya and old authorities on nrttakavya and
ragakivya, NS. Vol. 1. 1956, pp. 171-84; Dandin in his Kavyadarsa refers to chalika, 1asya and
samya. Kavyadarsa. 1. 39; Vararuci, Kalidasa, Harsa use 13sya, chalita, §amya, dvipadi, sangitaka
etc. in their plays, Ubhayabhisarika. pp 122-3,134, 141,142 ; Malavikagnimitra.  Act. 1. prose
following verse 19;Ratndvali. Act. . prose following verse 5,12,16; Rajasekhara in his
Karpiiramanjari uses carcarl, lasya and other technical terms related to this art-form Act. . 6;
111.14, IV. 9,10; Damodaragupta in hisKuttanimatam uses dvipadi 338, 858; carcari 881;
Jayantabhatta in his Agamadambaram describes a dance danced to a carcari song Act. II.



but it is also clear that Abhinavagupta views them as embodiments of the basic
concepts stated by Bharata, for he often cites instances of such new categories

of dancing to elucidate Bharata’s concepts.3!

For similar elucidations Abhinavagupta also quotes other authorities
extensively. Beside Bharata the most important early authority on dancing
seems to have been Kohala, whose work, occasionally referred to in the
Natyasastra, 32 is lost. It is through Abhinavagupta’s quotations from Kohala
that we can reconstruct some of the conceptual developments that were either
contemporaneous with Bharata or followed shortly after. Two other
authorities quoted by Abhinavagupta, Bhattatota and Utpaladeva, were
teachers from whom he gained his knowledge of dancing. Among other
authorities cited are Nandi, Rahula, Dattila, Narada, Matanga, Vi$akhila,
Kirtidhara, Udbhata, Lollata, Sarikuka, Bhattayantra and Rudrata, all of whom
wrote on music and dance. He uses these authorities critically, drawing upon
them for information that helps to elucidate Bharata’s sometimes cryptic
statements, but often rejecting their views when his own observations provide
evidence to the contrary. One of the most illuminating features of
Abhinavagupta’s work is his practice of citing different views on the same
movement . For instance, while explaining the ardhanikuttaka karana which
employes aficita of the hands, Sankuka’s description, which is different from
Bharata’s, is included.33 Abhinavagupta’s citation of the two authorities thus

shows us that this karana was performed in two different ways.

31 A.B.onthe NS. Vol.l. 1956. pp.171, 181.
32 For example:NS. 1. 26;NS. 37. 18.
33 A.B. onthe NS. Vol.I. 1956. p. 102.



From the range of Abhinavagupta’s discussion it is quite apparent that his
grasp of the subject was not only extraordinarily thorough but based on direct
experience of the art as it was practised in his time. For this reason he explains
the Natyasastra according to the concepts current in his own time. Whether
this represents Bharata’s thought accurately enough may be debatable, for we
have no evidence that the same concepts were prevalent in Bharata’s time. In
fact, the contrary may be true. For instance, Abhinavagupta speaks of minor
categories of drama, for which he uses the terms nrttakavya and ragakavya,34
which obviously mean, respectively, plays danced and plays sung. The concept
of minor dramas is absent in the Natyasastra, which makes no mention of
nrttakdavya and ragakavya. The reason Abhinavagupta mentions these new
developments is to explain the distinction Bharata draws between
sukumaraprayoga and tindava. Again, Abhinavagupta takes lasya to be a form
of dance and not of drama, unlike the Natyasastra, and his discussion of it
shows the evolution of the notion of lasya after Bharata’s time, as noted in the
discussion, in a later chapter, on the development of the concept of lasya
through later times. Bharata as elucidated by Abhinavagupta is, thus, not
necessarily Bharata himself, for Abhinavagupta not only expands Bharata but
interprets him in the light of what he himself knows of dancing. It is, therefore,
the evolving reality of the art rather than a description frozen in Bharata’s time

that is reflected in Abhinavagupta’s commentary.

The proliferation of concepts and categories after Bharata’s time revealed
by Abhinavagupta’s commentary is seen particularly clearly in his
classification and interpretation of nrtta, which also throws light upon the

development of dance in general. He classifies nrtta into seven categories:

34 Ibid. pp.175, 182.

17



Suddha, that is, pure or abstract dance, gitakddyabhinayonmukha, a dance that
expresses the meaning of a song, vadyatalanusari, a dance that follows
instrumental music and rhythm, uddhata, a vigorous dance, sukumara, a
delicate dance, masrnamisroddhata, a vigorous dance mixed with delicate
movements, and uddhatamisritamasrnanrtta, and a delicate dance mixed with
vigorous movements.35 Since many of these dances were expressive, they
required abhinaya or interpretative movements. Such dances, then, fall into
the category that later became known as nrtya.36 Although Abhinavagupta
does not use the term nrtya, presumably to be consistent with Bharata,37 who
speaks only of nrtta in the Natyasastra, Abhinavagupta’s descriptions testify to
the branching out of the art, as pointed out by K. M. Varma in his detailed

discussion of Abhinavagupta’s views on abhinaya and nrtta in detail. 38

Abhinavagupta provides the details of several dance forms that are
mentioned but not described in the Natyasastra . For instance, he describes
bhadrasana, one of the group dances termed pindibandha by Bharata but not
described by him (NS. 4. 290). Although Abhinavagupta does not use the term
bhadrasana, his description matches that found in a Jainasitra, the
Rajaprasniya, which includes bhadrasana in its description, in the twenty-third
sutra, of thirty-two varieties of natyavidhis, that is, the features of natya. These

thirty-two varieties have been discussed by the editor of the

35 Ibid. p.182.
36pR.1.9.

37 varma,1957. p21.
38 Ibid. pp. 15-22.
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Sanigitopanisatsaroddhara and by V. Raghavan in his study of the

Sriigaraprakasa. 39

The commentary on the fifth chapter expands Bharata’s description of the
preliminaries of*a dramatic performance and covers such topics as the use of
tala, vocal and instrumental music, and the arousal of the smgara and raudra
rasas in course of depictions of gods and goddesses.40 The commentaries on
the chapters on angikabhinaya, chapters nine to twelve of the Natyasastra
(chapter eight does not have any commentary), do not offer any additional
information, although Abhinavagupta’s comments help us to visualize the
body movements required. By contrast, the commentaries on aharyabhinaya,
samanyabhinaya and citrabhinaya (chapteré tweny-one, twenty-two and
twenty-five) provide details that help us to understand the technicalities of
stage presentation. Also treated at some length are Bharata’s remarks on lasya
in chapters nineteen and thirty-one; since Abhinavagupta’s interprétative
approach to lasya has attracted considerable controversy, it will be considered

in the discussion on lasya later in the present study.

One must remember that like any other commentary Abhinavagupta’s
commentar‘y is exegetical and absolute reliance on it may mislead attempts to
reconstruct the tradition as in Bharata’s time. This is particularly necessary to
bear in mind because much of the medieval literature of dancing, including the
infuential Sangitaratnakara, is entirely dependent on Abhinavagupta’s
commentary. As Raghavan says, ". . . the Sangitaratnakara follows

Abhinavagupta so closely that in many places it forms merely a metrical recast

39 sinagame 1954, pp. 55-6; Sanigitopanisatsiroddhdra 1961, ed. P. Shah. Introduction. pp. xvi.;
Raghavan,1963, pp. 572-73.
40 A.B..onthe NS. Vol.I. 1956. pp.207-59.



of the Abhinavabharati."4! Jaya Sendpati does the same in the discussion of the
marga dance in his Nrttaratnavali. So what is often taken today as the

influence of the Natyasdstra in these texts is in reality the influence of

Abhinavagupta.

Speaking of Abhinavagupta’s commentary Raghavan states that "its
importance to the student of the history of Natya and Sangita can not be
overemphasised.” Of particular significance is the fact that Abhinavagupta
was from Kashmir, for at that time the study of natya, in Raghavan’s
words,"had a renaissance in Kashmir in the time of J ayﬁpfc_la." This 1s borne out
by Kalhana, who refers in his R3jataranigini (iv. 420-84) to a temple
presentation of natya by courtesans. Jayapida, the king of Kashmir, fell in love
with one of them, Kamala, married her, brought her to Kashmir and made her
his queen. He was a patron of natya and asked his court-poet Udbhata to write a
commentary on the Natyasastra of Bharata. According to Raghavan,
"Udbhata’s commentary is the first and it inaugurated an era of vigorous study
of the Natyadastra. This period produced innumerable works and it closed with

the time of Abhinavagupta, after which the §astra began to flourish in Central

and South India."42

Abhinavagupta, who was a Saivaite dcarya, turned to dramaturgy and
poetics and studied under his first guru Bhattatota. He extensively quotes from
Bhattatota’s work the Kavyakautuka, which is lost, as is the bulk of the
literature of this early period that he uses. His work thus brings together the
scholarly thought of an entire age and gives us a picture of the evolution of the

art of dancing, although the picture is not as clear as we would have liked. Even

41 Raghavan,1980. p.171.
42 Ibid. pp. 101-3.
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though his commentary is illuminating in general, there are places where his
explanations are not enough to visualize the movements he describes. Since the
edited text is often corrupt, the task of understanding is even harder. The
movements are sometimes unclear and impossible to reproduce, as in the case
of the pindibandhas. However, as the single extant commentary on Bharata’s
seminal text, Abhinavagupta’s work has exerted great influence on subsequent
writers on dance and drama. His work came to be accorded the highest
authority and to be regarded as the standard work on the subjects, not only in
works on music and dancing but on alarmkara as well. Hemacandra in his
Kavyanusasana, Ramacandra and Gunacandra in their Natyadarpana, and
Kallindtha in his commentary on the Sarigitaratnakara continually refer to
Abhinavagupta. 43 The Sarigitaratnakara ’s chapter on dancing is based
entirely on it. Saradatanaya claims that he based his work Bhavaprakasa on
Abhinavabharati; 44 he did not, in fact, but that he should so claim only shows

how highly Abhinavagupta was regarded in the medieval period.

Two writers on dancing who are traditionally thought to have preceded
Abhinavagupta are Nandike$vara and Narada but the chronology is doubtful as
are the identities of the authors. The names Nandi and Narada are part of the
legendary history of dancing and it is possible that in some long past period
there were indeed sages by these names. Presumably, in an effort to gain
acceptance later authors passed off their own works under the names of these
legendary sages. Two works on dancing are traditionally attributed to

Nandike§vara, the Abhinayadarpana andthe Bharatarnava. The

43 KavyinusasanaH, 1938. chapter 8 ; Nifyadarpana, 1959, p.25; Sarigitaratnakara, Vol. IV. 1953
7.880,1062. Kalanidhi: Commentary on the SR. Vol. IV.1953, pp. 326.
44 Bhavaprakasana ,1968, pp. 82, 160, 194-5, 313.
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Sarigitamakaranda, a work on music and dance, is attributed to "Narada."

Other works have been attributed to "Narada.” but they may be by different

authors.45

M. Krishnamachariar and V. Raghavan have recorded various works
purported to be by "Nandi," 46 but only two of them, the Abhinayadarpana
and the Bharatarnava, both relevant to our present investigation, are available
in edited form. Nandike§vara has been mentioned by almost every writer on
music and dance and Nandi and Bharata have been mentioned side by side in the
Kavyamala edition of the Natyasastra.. According to Raghavan, "There is a
music work called Nandibharata, noticed by Rice in Mysore and Coorg
Catalogue."47 The Madras Catalogue too mentions one chapter of a work
entitled the Nandibharata and another work called the Bharatarthacandrika
with a Telugu commentary which takes the form of a conversation between
Parvati and Nandike§vara.48 His date has not been satisfactorily established so
far. In his edition of the Abhinayadarpana M. M. Ghosh placed Nandike§vara
between the fifth and the thirteenth centuries A.D.49 Nijenhuis has argued for

narrowing the date to the twelfth century A.D.50

45 Nijenhuis,1977. pp. 19-20.

46 Krishnamachariar,1974, pp. 825-27; Raghavan,1957, pp. 22-3.
47 Raghavan,1957. p. 22.

48 Ibid. p. 22.

49 Ghosh 1957, Introduction. p. 38.

50 Nijenhuis 1977. p.11. My own review would put him around twelfth/thirteenth century A.D. See p.
27 of this thesis. '
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Both the Abhinayadarpana and the Bharatarnava are believed to be by
Nandike§vara,5' but whether they were written by the same Nandikes§vara is
doubtful because the contents of the two are at odds with each other. Raghavan
states that the Abhinayadarpana is a summary of the Bharatamnava, literally,

the ocean of Bharata’s art,52 but this contention is not borne out by comparison

of the texts.

If the two works were by the same author, then one would expect them to
agree substantially and differ only in the extent of the information given, or in
their emphases, for it defies reason to suppose that the same author would give
contradictory versions of the same matter in two works without any
explanation. Yet the difference between the two works is substantial. While
they are on the same subject, they differ significantly in matters of detail. For
instance, there are 28 single-hand gestures in the Abhinayadarpana but 27 in
the Bharatarnava ; against the 13 double-hand gestures in the
Abhinayadarpana, the Bharatarnava gives 16; the nrttahastas (gestures used in
abstract dancing) in the Abhinayadarpana are 13 in number while in the
Bharatarnava they are 22. Not only are there differences in numbers but also in
the names, definitions and applications of the movements. Besides these
gestures, the Abhinayadarpana describes hastas denoting devas, avataras,
family, different castes and the nine planets. The Bharatarnava omits this

entire class of hastas and instead includes an altogether different set of hastas,

51 Raghavan,1957. p. 22. The edited version of ADar. (Ghosh. 1957) however, do not contain any

reference either to the name of the text or the author. The text is incomplete and as such no colophon is
found either.

52 Raghavan,1957. p.22.
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nanarthdyotakahastas, which convey a medley of meanings as the name

indicates. 53 The treatment of the drstis is different as well.

In describing the hand gesture meant to denote the planet Sani, one of the
navagrahahastas, the Abhinayadarpana prescribes the §ikhara and tristla
hand-gestures for the two hands while the Bharatirnava prescribes sandarnsa
and alapadma. Budhagraha of the Abhinayadarpana requires musti and pataka
while in the Bharatanava it requires mukula and sandarh$a. Such discrepancies
are common. Nandike§vara, the author of the Abhinayadarpana , takes eight
dar§anakarmas from the Natyasastra and describes them as eight drstis,
whereas Nandike$vara, the author of the Bharatarnava, follows the
Natyasastra’ s treatment of the drstis and describes thirty-six drstis that express
rasa and bhava, aesthetic pleasure and emotions. 54 Gatis or gaits in the
Abhinayadarpana are compared to animal and human gaits and described in
detail following Bharata.55 By contrast, in its description of the gaits the
Bharatarnava focuses on how they are employed in different kinds of
tandavas; the nature of the gaits too are different in this text. 56 The description
of tandava and lasya, divided into categories, that is given in the Bharatarnava
is found in no other text. The $mganatya and angahara mentioned in this text
are two new concepts found nowhere else, as we shall see in a later chapter. The
term §mgabhinaya is mentioned in the Nrttaratnavall and in the Nrtyadhyaya
but none of these authors describe them (NR. 2.112; Nr.Adh. 141). The caris of

the Abhinayadarpana and the Bharatirnava differ not only in their names but

53 ADar. 89-92, 172-75, 248-49; Bh. Ar. 1-4, 63-66, 93-96; ADar. 204-15, 216-30, 226-31, 231-44,
250-58; Bh. Ar. 587-640.

S4 ADar. 66-67; Bh.Ar. 235-40.
55 ADar. 309-10.

56 These are described as components of desi nityas, under desi tandavas, which, according to this text
are seven. Bh.Ar. 791-868.
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in their definitions as well.57 The movements of the feet are divided into four
types in the Abhinayadarpana, namely, mandala, utplavana, sthana and
bhramari. The Bharatarnava describes twenty-two movements of the feet
which are a mixture of Bharata’s pada(feet movements) and car, although the
Bharatarnava has a separate section on cari as well.58 Such discrepancies occur
throughout the texts and a comparison even as cursory as this calls into question

the assumption of the single authorship of the two works.

Furthermore, we may assign them to different periods. The contents of the
Abhinayadarpana place it in or close to the medieval period, for we find in it the
division of dance into three branches, natya, nrtta and nrtya, and this separation
did not come about till the medieval period when the Sarngitaratnakara created
the distinction. Also, the Abhinayadarpana views tandava and lasya as forms
of masculine and feminine dancing, which again was an approach taken not
before medieval times. As we shall see later in the detailed discussion of lasya,
it came to be taken as a dance form after Bharata wrote his Natyasastra and even
after the time of the Visnudharmottarapurana it continued to be so understood
The use of the term nrtya to denote a specific art-form came later still. Even
Abhinavagupta does not use the term nrtya, although it is likely that he
restricted himself to using only the term nrtta because in his task of interpreting
the Natyasastra he was bound by Bharata’s usage. In the Namaliriganusasana
of Amarasirha (10th century A.D.)59 we come across the term nrtya, but there
it is used as a synonym of natya rather than a signifier of an independent art

form. Since Amarasirhha’s date has not yet been established beyond question,

57 Bh. Ar. chapters 8-9, 11-14.
S8 Ibid. chapters 4 and 8.
59 vogel,1974. p.309.



his use of the term nrtya does not help us fix a date for the earliest occurrence of

the term except that it is likely to have been in use before Abhinavagupta who

came after Amarasimbha.

No text in the first period of the evolution of dancing seems to have dealt
with the nature of nrtya. Dhanafnjaya, who was a contemporary of
Abhinavagupta, was the first to recognize nrtya as a distinct category of dance
but he said nothing about its nature except that nrtya belongs to the marga
tradition and is bhavasraya, that is, it expresses emotions. The
Abhinayadarpana s fuller treatment of nrtya suggests a later date when the

concept had developed beyond Dhanafijaya and Abhinavagupta.

Even more persuasive an argument for placing the Abhinayadarpana in
the medieval period is that it contains material and expresses views that are
characteristic of that period. For example, it talks about the attainment of
moksa or liberation through the performance of the art. This view is
characteristics of musicological works from the medieval period, including the
Sarigitaratnikara and the Abhinayadarpana, as Katz points out.60 Since the
Sarigitaratnakara has been placed in the thirteenth century it is unlikely that the
Abhinayadarpana was composed much earlier. Furthermore, the concepts of
natya, nrtta, nrtya, tandava and lasya are introduced in a similar manner and
defined in the two works, the Sangitaratnakara and the Abhinayadarpana, and
there are verbal parallels as well.6! M. M. Ghosh believes that the
Sarigitaratnakara borrowed from the Abhinayadarpana but offers no

supporting evidence for his claim and it is impossible to determine which text is

60 Katz.,1987. Vol. I1.,commentary on the verses. 18-21.

61 The editor of the Sangitaratnkara has given a list of these parallels. See Adyar Library edition.
Vol. IV. 1953, pp. 585-87.
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the borrower and which the source. The movements of the pratyangas, that is,
the minor limbs, are not discussed in the early treatises, the Natyasastra and the
Visnudharmottarapurana being silent about them, but are included in medieval
works. Both the Abhinayadarpana and the Sargitaratndkara describe
pratyangas. They also describe bhramari as a separate category of movements,
which again is a medieval development. This close correspondence between
the two texts strongly argues for placing the Abhinayadarpana close in time to
the Sangitaratnakara (13th century A.D.), that is, some time in the early

medieval period.

We must, however, note that the similarity to the Sarigitaratnakara is not
the only distinctive characteristic of the Abhinayadarpana. In fact, it occupies
an unique position in the literature of classical dancing of India. The author,
unlike any other, is concerned exclusively with the performing arts as they
apply to dancing, specifically the forms of abhinaya identified by Bharata, with
the exception of vicika. While at least twenty-nine texts over a period of
eighteen centuries describe the art of dancing, only the Abhinayadarpana
concentrates entirely on angikabhinaya or the use of body movements in acting
and describes how such acting techniques is used in dancing. Judging by the
author’s concern for performance it seems likely that this text was meant as a
textbook for a dancer to learn the technique of mimetic dance. Interestingly
enough, that is how it is now used in the training regime of at least one classical
style of Indian dancing, Bharatanatyam, although the practitioners claim that
they are thereby following Bharata, after whom the style is named. In a number
of contemporary Bharatanatyam schools, each student has to learn by rote the
whole text of the Abhinayadarpana and perform the movements described in

it.



The text of the Abhinayadarpana, as it is available now, is quite short, with
only 324 verses. 62 The text begins with a benediction and short description of
the origins of drama, sings its praise, and goes on to describe the different kinds
of natana(dance), namely, natya, nrtta, nrtya. It then speaks of the qualities of
the audience, the stage, the performer, the kinkinis(ankle-bells), the prayer to
be danced. Then the author instructs the performer to begin the performance
with various stylized body movements. Next, he establishes the importance of
abhinaya and briefly discusses the characteristics of its four kinds. This whole
opening section takes up only forty verses and the rest are devoted to describing
the movements of the individual parts of the body, which, according to the
author, are of vital importance for a performance. That this discussion is meant
for dancers and actors is quite apparent for it includes descriptions of the
kinkinis or ankle bells. Very few texts describe kirkinis. Another unique
feature of this text is that although in describing the basic hand-gestures and the
eyes the author follows the Natyasastra, his treatment of the movements of the
feet comes from a tradition recorded in no other text. He also includes some

new gestures found in no other text.63

The edition in which the Bharatarnava is at present available has fifteen
chapters with 996 verses. To this the editor has added a pariSista, an appendix,
consisting of 251 verses from a manuscript fragment in the Bhandarkar
Oriental Research Institute.64 The reason for its inclusion is not clear, for while
the fragment bears the title Bharatarnava, there is no internal evidence

supporting this identification. Against the identification we must note that the

62 Ghosh,1957.

63 ADar. 1957. pp. 204-44. These include devahasta, dasavatarahasta, jitihasta and bandhavahasta.
64 Gairola,1978.
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material comes from a different school of dancing and does not belong to the
school which is represented in the Abhinayadarpana . To give only one
example, the appendix describes a dance sequence which it calls dlapacari
(Bh.Ar. Parisista 28-37); this sequence is the same as the mukhacali described
in the Nartananirnaya (NN. 40a-43a), the 16th century work by Pundarika

Vitthala, and has no parallel in any earlier work.

The beginning of the main text of the Bharatarnava is missing and the text
starts from the descriptions of single hand-gestures. The second chapter
describes double hand-gestures and the third the hand-gestures used specially
in dancing. The fourth chapter gives other varieties of single hand-gestures as
taught by Brhaspati. It also describes glances and movements of the head and
the feet, citing the views of other authorities as well. The fifth chapter describes
different postures. The sixth deals with the application of the postures and the
applications of combinations of hand gestures. Tala or rhythm is described in
the seventh chapter. The eighth chapter deals with carl. The ninth describes a
new kind of angahara, of seven types, which is described in no other text. At the
end of this chapter the author gives an unusual definition of angahara as the
opinion of the experts: ma%rmﬁﬁ‘grﬁ faxiaa | (Bh.Ar. 9. 584) --
angahara is prescribed as nrtta performed [lit: displayed] in the moming. The
tenth chapter again deals with more hand-gestures that express a variety of
meanings. The eleventh and twelfth chapters deal with yet another new form,
sriganatya, of which nine types are mentioned. This form, again, is described
in no other text. The thirteenth chapter describes seven lasyas and seven
tandavas, this being the only text to describe these divisions. The names of the
seven lasyas given here are found among the desi dance pieces described in the

Sangitaratnikara and the Nrttaratnavali. The description of the desi dance



prerani parallels the descriptions found in the Sarigitaratnakara and the
Nrttaratnavali. 65 The fourteenth chapter describes the use of tala, gati, karana
and carl in delineating Suddha and desi tandava, a type of tandava found only in
this text. The treatment of tala etc. is also entirely new since this text, instead of
merely naming the tilas required in dancing as other texts do, prescribes how
talas are to be used in actual dance sequences. The fifteenth chapter is on
puspanjali, the right manner of flower offerings, and other such matters
relating to presentation. The descriptions of all the movements includes their

meaning and application, ex<ept for the nrttahastas, which are not meant for

representational performance.

The appendix seems to be the beginning of a treatise since it opens by
prescribing the preliminaries to a performance, including the appropriate
arrangements for holding a performance, the manner in which singers should
make their entrances and the opening music should be played to tala, and the
kind of competence and training required in the musicians. General
instructions concerning movements come next. Instructions follow regarding
how the actual performance should begin, with citations from Kohala (Bh.Ar.
Parigista 37). The rest of this section deals with more hand-gestures, many of
them new and found neither in the Abhinayadarpana nor in any other tekt.
Two verses in the appendix match verses in the Abhinayadarpana , 6 and one

of them, on the division of dance into tandava and lasya, occurs also in the

Sarngitaratnakara.. 7

65 SR.7.1303-25; NR. 7. 34-58.
66 Bh.Ar. PariSista. 1-2; ADar.36-7, 247(repetition of 36)
67 Bh.Ar. Pariista. 38, 39; SR. 7. 28, 30.
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On the basis of its treatment of several topics,the Bharatarnava seems to be
of a later date than the Abhinayadarpana, and the appendix later still. Besides
the differences between the Abhinayadarpana and the Bharatarnava pointed
out earlier, we must also note that the Bharatarnava follows the practice of
describing dance pieces along with the gaits, rhythm, cari and karana and tila
recommended for them, which is typical of texts that are later even than the
Sangitaratnikara and the Nrttaratnavali. This inclusiveness of the description
became common in the literature produced from the sixteenth century
onwards. Moreover, some of the technical terms used in the Bharatarnava, as
well as in the so-called appendix, such as udupa, dhuvada, kuvada and sulu, are
terms that began to appear in the Sanskrit works on dancing around the

sixteenth century and not before.

Although the Abhinayadarpana and the Bharatarnava seem
unquestionably by two different authors and from different periods, the
Bharatarnava is as important as the the Abhinayadarpana as an instructional
manual although it is not so used now, nor do we know if it was ever so used.
Nonetheless, its importance as an excellent practical guide can not be denied. If
the Abhinayadarpana trains a dancer in the basic movements, the Bharatarnava
teaches a dancer to compose a dance piece. Both pursue the same purpose of
instructing practising artists and not merely of recording the art form of the
time. Since its own evidence places the Bharatarnava after the
Abhinayadarpana, it may be regarded as being complementary to the
Abhinayadarpana, and this may explain why the unfounded identification of

the two as by the same author has persisted for so long.

Another controversial text on music and dance is the Sargitamakaranda

by Narada. Narada, as we have noted above, is a mythical name which appears
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in almost all dance literature in Sanskrit. Narada appears in the literature of the
medieval period as well as in the early period, in the works of Bharata, Dattila,
Mataniga and Abhinavagupta.68 We have at least two Naradas, according to
Raghavan, one who wrote the Sarigitamakaranda and one who wrote the
Niradiya Siksa.69 Raghavan places the Niarada of the Sarigitamakaranda after
the seventh century since the text refers to Matrgupta, who is believed to have
lived around that time, but it does not specify any date for Matrgupta.?0
Nijenhuis suggests that this text was written after the Sarigitaratnikara. She
also says that this author is not the same as the author to whom the
Sarigitaratnikara refers.?! Another work, Catvarimsacchataraganiripana by a
certain "Nirada," has been placed in the 16th-17th century. 72 Svami
Prajfianananda says that there are four works by four different Naradas -- the
Naradiya Sik§§ (1st century A.D.), the Pancamasarasamhita (1440 A.D.), the
Sangitamakaranda (14th/15th century A.D) and the Raganiriipana (16th/17th
century A.D.)73 The editor of the Sargitamakaranda (1920), M. R. Telang,
places Niarada, the author of the Sarigitamakaranda between the 7th and the
11th centuries,’4 but this dating remains doubtful. The problem with fixing a
date for Narada is that it is a mythological name that appears in all the literature
of dance and music as an authority and there is more than one Narada. The
whole problem has been compounded by the fact that the edited version is a

corrupt text and one that describes a debased style recorded in no other text.

68 Matanga, BrhaddesT, 2;Lath,1978. p.48, 52, 557; NS. 5.32; A. B. on the NS. Vol. 1. 1956. p. 221.
69 Raghavan,1957. p. 23.

70 Ibid. p.23.

71 Nijenhuis. 1977. pp. 13-14.

72 Ibid. p.19.

73 Ibid. p.20; Prajiianananda,1963. p. 114,

74 Sangitamakaranda, 1920. Introduction. p. x.

32



The Sarigitamakaranda has two parts, one on music and the other on
dance, each divided into four sections. The whole text is obscure but the dance
portion is  the most difficult part of this generally difficult work to follow.
Many of the difficulties arise from the text as edited. It is hard to get a picture of
the tradition but the little we may glimpse shows a debased style.75 This seems
to be a desi tradition that was obviously not very highly regarded—possibly
because of its vulgar eroticism-since it appears in no other text. The first part of
the text is entirely on music. In the first section of the part on dance the author
discusses the dance-hall, the audience, the poet, the singer, types of learned
spectators, the chairman, the dance-teacher, the percussionist, the performer,
the flower-offering and the origin of the talas. The second section names the
makers of tala and describes the characteristics of 101 talas. The third section
gives a variety of information on tila, including the derivation of the word, the
essence of tila, the time, marga, desI and other such technicalities of music. The
fourth section is devoted to drums but also contains a short final subsection of
33 verses called natibhdvaniripanam which is devoted to dance. It describes
five double hand-gestures, five single hand-gestures, eight bhramaris, nine
head movements and four feet movements. The text concludes by referring to
33 natibhdvas, that is, emotional expressions appropriate for women, but does
not elaborate on them. None of the movements described in this text is found in
any other text. The technical terms do not match any term found in the existing
literature, except for two, cakrabhramarika and sama (pada), and even these

two are described differently.

7S g g faegmar gt e gat |
AT SEAMFH T FAHFIATY 1| SMak. 4.4.13.
[When] the hands hold the left breast it is known as samagaika {and
when the hands] touch the right breast to show the nipple it is kaivala.
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As for the date of the Sanigitamakaranda, there are a number of reasons
why it must be placed in the medieval period. The text describes dance as nrtya
which 1s a term found in use not before the time of Dhananjaya (10th century
A.D.),”® whose Dasariipaka was the first surviving work to define nrtya. The
concept of moksa, which we have already noted as a medieval concept, is
present in this text.”7 But the strongest reason to place it in the medieval period
is that it describes an entire style that falls outside the tradition described by
Bharata and his followers. This new style was part of the desi tradition and it
was only in the medieval period that the de§i type of dancing came to be
accepted as one that was worth recording. However, no precise dating of the
Sargitamakaranda has been possible because it contains no material
paralleling any other text by means of which terminal dates might be set.
However, the type of material it does contain allows the conjecture, supported

by at least one musicologist, 78 that it was not written before the

Sangitaratnakara.

The Dasariipaka of Dhanaiijaya , a work on dramaturgy, marks the
beginning of the second period. Although Abhinavagupta and Dhananjaya.
(924-995 A.D)79 were contemporaries, yet Dhananjaya must be placed in the
second period because in his work we find for the first time how certain
concepts had evolved beyond Bharata. The first period is dominated by the
concepts enunciated by Bharata, and these form the subject of Abhinavagupta.
It is true that Abhinavagupta interprets them in commenting upon the

Nityasastra and thereby develops them, thus indicating that the process of

76 Dasgupta,1962.Vol. 1. p. 550.

77 See p. 26 of the present thesis; SMak. 1.1. 24.
78 Nijenhuis, 1977. p.14.

79 Gerow,1977. p. 263.



evolution was under way, but the conceptual framework remains entirely that of
Bharata. It is in the Dasariipaka that we find the recognition of these new
categories and concepts defined for the first time. The most important of these

are represented by the terms nrtya, 1asya, marga and desi.

The Dasariipaka has four prakasas or sections. As the name suggests, the
work is on the ten types into which Bharata had divided dramatic literature, and
it analyzes their technical features, plot construction in particular. A systematic
and compact work, it replaced the Natyasastra for the later authors as a guide to
the technicalities of plays. The first chapter, which consists of 68 verses, starts
with a benediction and proceeds to offer short definitions of the terms natya,
nrtya, nrtta, marga, tandava and lasya. Here Dhananjaya takes nrtta and nrtya as
auxiliaries to drama and hence necessary to his study. After defining the terms
the author moves on to his main purpose, that of defining and describing natya
or drama. According to Dhananjaya, vastu, neta and rasa, that is, the subject
matter, the hero and the aesthetic affect, are the three matters of primary
importance and the rest of the first chapter is devoted to the discussion of vastu
in detail and of the structural components of a play. The second chapter, in 72
verses, describes the characters in a play, especially the hero, the heroine, their
qualities, the method of expressing various emotions etc. Vrttis or acting styles
and the use of language by different characters are also discussed in this chapter.
The third chapter, in 70 verses, deals with the varieties of rupakas or plays and
identifies 1asyangas as components of bhana, a major type of play. The fourth
chapter, in 87 verses, discusses the nine rasas or aesthetic affects, the eight
sthayibhavas or mental states, and the thirty-three vyabhicaribhavas or

transitory moods.
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The definitions of the terms nrtta, nrtya, tandava and Iasya in Dhanafijaya
mark a distinct stage in the evolution of the understanding of dance and drama.
Although Dhanafijaya does not elaborate on the concepts he defines, one of his
most important contributions is the distinction he draws between nrtta and nrtya:
: .. NTETHY <AH (DR. 1. 9.) -- nrtya is dependant on emotion . He
distinguishes nrtta from nrtya by saying : ﬂﬁ qTATITHIH (DR. 1. 9.)-- nrtta
depends on rhythm and tempo. He is thus the first extant writer to use the term
nrtya to denote mimetic dance and also dance-dramas. He further states that
nrtya belongs to the marga tradition and nrtta to the de§1.80 While this is a
significant departure from Bharata, Dhanafijaya remains anchored in Bharata’s
basic view that both nrtta and nrtya are auxiliaries to drama. Thus, in principle,
Dhanafijaya continues the tradition established by Bharata. Dhanafijaya further
identifies tandava and lasya as subcategories of both nrtta and nrtya, tindava

being a vigorous mode of dancing and lasya a delicate one.8'

To interpret nrtta as desi is a surprising view because nrtta is accorded the
status of marga in almost all works on dancing on the ground that Bharata
describes only nrtta and distinguishes it from the desi styles which, he expressly
says, do not form his subject.82 It is not till the thirteenth century that we find
another work, the Sangitaratnikara, calling nrtya a marga form of dancing. Still
later, in the seventeenth century came the Sangitadarpana,83 which was the
third and only other text to categorize nrtta and nrtya respectively as desi and
marga, repeating verses from the Sargitaratnikara. One of the most important

pieces of information we get from the Dasaripaka concerns bhdna, which is one

80 DR.1969.1.9-10.

81 DR. 1.10;1. 11,

82 o= g AM<FT T J AF1E UTT: |ET T:1 NS, 25.119.
83 DR.1.10.; SR.7.27.; SDar. 7. 94.
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of the ten major types into which drama is divided by Bharata, who calls it a one-
act play. But the Dasariipaka extends our understanding of the type by
attributing to it delicate movements and the arousal of §mgararasa. According
to the Dasarilpaka, such movements are employed in lasyangas which thereby
generate §rigararasa. Dhanafijaya further states that lasyangas are essential parts
of bhana.84 He does not specify the particular angas or features of lasya, and
the ten lasyangas he names match those found in the Natyasastra, except one,
dvigtidhaka, which is called dvimiidhaka in the Natyasastra, but this may be the
result of a scribal error in the Natyasastra.85 While Dhanafijaya follows the
Natyasastra in naming the lasyangas, he ventures in a new direction by relating

them to the bhana and thus placing this type of expressive movement in the

domain of drama.

The evidence of the Dasariipaka makes it clear that by the tenth century
§rngararasa (aesthetic pleasure of the erotic variety) and kaisikivrtti (graceful
style) have come to characterize lasyangas which have become standard parts of
bhana. This is confirmed by Abhinavagupta, who cites various authors
regarding the development of a certain bhana play.86 This feature was absent
from Bharata’s concept of bhana, and he specifically forbids the use of
kaisikivrtti.87 Dhanafijaya is silent on minor dramas, but Dhanika, the
commentator on the Dasariipaka, cites seven minor dramas, calling them

nrtyabhedas, without defining them.88

84 DR. 3.51-53.
85 DR. 3.52.
86 AB. onthe NS, Vol. 1.1956. p. 181. Abhinavagupta’s use of both bhana and bhanaka for this minor

type caused some confusion which continued through the entire literature on dance and drama.
87 NS. 18.8-9.

88 DR. 1969. p. 8. (Avaloka of Dhanika).



Apart from the information mentioned above, this text gives one other that
is quite vital to our understanding of the use of gesture language in drama.
Gestures obviously formed a very important technique for expressing meaning
in the performance of a play. Dhanafijaya mentions tripatakakara, the hands in
tripataka,to indicate janantika, an aside.89 That he does not take the trouble to
define the term indicates that the use of these gestures was common in his time

and therefore required no explanation.

The Dasariipaka reflects considerable changes in the discourse on dancing
since Bharata’s Natyasastra. Dhanafijaya’s strength lies particularly in the fact
that he composed a methodical account of the categories of dance and provided
clear, if brief, explanations. Prior to his work, much of the information
available, including what we find in Abhinavagupta, is fragmentary, existing as
quotations from lost works or from the general body of literature. Sometimes
the information comes in as passing remarks or views not clearly expressed. In
Dhanafijaya the concepts and the categories are set down and defined

unambiguously enough to suggest that their meanings had come to be generally

accepted.

Our next source is the Srigaraprakasa of Bhoja which is believed to be
from the eleventh century.90 As the name suggests, it is an exposition of
§mgararasa. The term §mgara here must be understood in the context of Bhoja’s
"new found theory of the one Rasa of Ahamkara, Abhimana or Smngara as well
as the lower §rigara of Rati."9! This text is a work in thirty-six chapters and

deals with both poetics and dramaturgy. As Raghavan points out, "Bhoja seems

89 DR. 1.65.
90 Raghavan,1956. p.29.
91 Raghavan,1978 p. 8.
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to be the first writer, whose work is available to us now, who embraced both
branches and wrote in the same work on both."92 It seems from the treatment of
the subject that Bhoja wanted to write a work similar to the Natyasastra. Like
Bharata, Bhoja discusses the characteristics of the Sanskrit language, but does so
even more elaborately than Bharata, although—surprisingly-Bhoja omits
prosody, which is closely related to poetics.93 However, he discusses
draméturgy in detail and his analysis of $rigira is unique, covering as it does the
types of §mgara and its expression in dramatic presentation. The range and

depth of the work has been noted by Raghavan who discusses its contents and

compares it with other works on the subject.94

The part of the work most relevant to our present study is Bhoja’s
discussion of the minor types of plays. In the eleventh chapter he describes
twenty-four types of drama and their structure which he terms as
preksyaprabandhas, that is, poetical compositions to be seen. These he divides
into two subcategories,one requiring vakyarthdbhinaya and the other
padarthabhinaya.95 Vakyarthabhinaya literally means expressing the meaning
of utterances, that is to say, the acting technique required for this type of drama
brings out the total meaning of the play. This is the kind that represents major
drama. Padarthabhinaya on the other hand is less demanding and calls for
expressing the meaning of the words (in a song) and these represent minor
dramas. Bhoja does not name the class of drama that requires padarthabhinaya;
however, he names and describes the twelve varieties within that class. These

descriptions show that these varieties are full of delicate and expressive

92 Ibid. 1963.p.9.

93 Ibid. p.9.

94 Ibid. The comparative study continues through the whole work of Raghavan.
95 The text of Smigdraprakisa, Vol. 11.1963. pp.461., 466.
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movements. If we go back to Dhanafijaya’s definition of nrtya, we find that he
defines nrtya as an art requiring padarthabhinaya (DR. 1.9). If we equate
padarthabhinaya with nrtya, which seems plausible, then we can say that Bhoja
viewed as varieties of nrtya the dramatic types-that require padarthabhinaya.
Dhanika in his Avaloka on the Dasarilpaka and Saraditanaya in his
Bhavaprakasana view these minor dramas as nrtyabhedas, that is, as various
types of nrtya.9¢ Later, Subharkara refers to these varieties as "nrtye
ratnanaksatramala.” 97 As these references show, these minor dramatic types
were known under many names. Later, however, they were categorized as
uparupakas by Vi§vanatha in the Szhityadarpana (fourteenth century A.D.)98
and we shall examine their relevance to dance in a later chapter. It is in that-

context that Bhoja’s views on the use of padarthabhinaya in preksyaprabandhas

are of particular significance.

The Natyadarpana of Ramacandra and Gunacandra is a treatise on
dramaturgy written in the twelfth century.99 As the name suggests, the text
reflects the characteristics of drama. After writing the main text the two authors
comment upon their own work to elucidate it. The work is in four chapters and
in the third chapter, while discussing angikabhinaya, the authors list by name the
movements of the different parts of the body as well as extended sequences and
compositions. Their method of listing the terms for movements is to select one

or two terms to indicate an entire class and then to state the number of

movements in that class, as for instance in: W:mﬁm&rﬂ-ﬁq;wﬁzz

96 DR. Avaloka. 1969. p.8; BhP. 1968, pp.255-68.
97 Sargitadimodara. 1960. pp. 79-80.

98 Sazhityadarpana. 1923. 6. 4-6.

99 Krishnamachariar,1974 . p. 643.



or EIEEUIRaHTIANSFEIT ZTHG and so on. 100 This list matches the list

given in the Natyasastra and we find that the division of limbs in this work into
anga and upanga is also a continuation of the tradition of the Natyasastra,
although the movements of the limbs are merely named, not described. While it
follows the Natyasastra, in many respects, it also provides additional
information. It virtually copies the Natyasastra in describing angikabhinaya,
but names two additional types of major dramas that are not found in the
Natyasastra, raising the number of major dramas to twelve. Again, the
description of bhana is different from that in the Natyasastra, and following the
tradition that developed after Bharata it includes §rgararasa and ten lasyangas
as features of bhana. One other major topic that this text introduces is a
discussion of the minor types of drama for which it does not have a class name
although it describes thirteen varieties of minor drama in detail. 10! The
Natyasastra, as we know, does not describe minor dramas. But that they existed
is evidenced by Abhinavagupta’s citations in the Abhinavabhirati and in
Dhanika’s Avaloka on the Dasaripaka.'02 Dhanika does not describe them.
Bhoja was the first to include and describe twelve varieties of minor dramas,
giving details, and the Natyadarpana was the next work to include them in the
category of drama. However, these dramatic types still lacked an accepted class-
name. Different names appear in different works, such as nrtyakavya and
rigakivya in the Abhinavabharati, nrtyabheda in the Avaloka of Dhanika,

geyariipaka in the Kavyanusasana of Hemacandra. Ramacandra and

100 Natyadarpana. 1959, pp.168-69.
101 1bid. pp. 190-92.

102 Abhinavagupta mentions ten such minor types. (AB. onthe NS. 1956. pp. 168-84.); Dhanika
mentions seven, 1969 (Avaloka on the DR. p. 8).
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Gunacandra simply categorize them as anyani rupakani, that is, other plays.'03
Even Saraditanaya, who, writing in the thirteenth century, gives the largest list,
consisting of twenty minor dramas, refers to them as nrtyabhedas. 104 Oddly
enough, much later Subharkara includes both riipakas and upariipakas under
nrtya (SDam. pp. 79, 80, 99). However, the description in the Natyadarpana has
lines almost identical with Bhoja’s description except that it adds one other
minor dramatic type, sattaka.'05 In a later chapter we shall discuss the

development of these minor types of plays as well as their nature.

From the inclusion of these minor types in the Avaloka of the Dasardpaka
and in the Srigdraprakasa,which is followed by all treatises on music, drama
and dance for several centuries, we learn that these minor types of dramas were
very popular and well developed during this second period of our study.

Obviously, they were also recognized by scholars as important enough to be

included in works on dramaturgy.

Another text of great interest from the twelfth century is Manasollasa by
Somesvara, also known as Abhilasitarthacintamani.'06 In its one hundred
chapters it deals with a variety of subjects that interest the royalty. A guide to
royal pastimes, this book has five parts, each cbntajning descriptions of twenty
vinodas or pastimes. The fourth part deals with dance and music in chapters
sixteen to eighteen. Three others are on vocal and instrumental music and dance
and the fifth is on miscellaneous matters. The part called nrtyavinoda has 457

verses, from 16.4. 949 to 16.4.1406. He introduces us to the subject first by

103 AB. onthe NS. Vol.L pp. 171, 175; . Avalokaon the DR. 1969. p. 8.; KAnu.H . 1938. 8.1.; ND. 1959.
p.190.

104 BhP. 1968. p.256.

105 ND. 1959. p. 190-92.
106 Manasollasa, G.0.S. edition, Vol. 1. 1958., p. vi.
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saying when dances should be performed: at every festive occasion, to celebrate
conquests, success in competitions and examinations as well as occasions of joy,
passion, pleasure and renouncement. Six varieties of dancing are described next
and then six types of nartakas. Nartaka here stands for performers in general
and includes nartaki(danseuse), nata(actor), nartaka(dancer), vaitalika(bard),
carana (wandering performer) and kollatika ( acrobat). He then describes body
movements, dividing them into anga, upanga and pratyanga. The division of the
minor limbs into two categories, upanga and pratyanga, is a new approach. The
Natyasastra divides the body into major and minor limbs and the term Bharata
uses for the minor limbs is upanga. This division is followed by

the Visnudharmottara Purana. But Some§vara introduces this further
subdivision of pratyangas. This division appears in almost all works on the
subject except for Natyadarpana which, as we have noted above, follows the
Natyasastra.'07 The movements of six angas, eight upangas and six pratyangas
are discussed in detail with the meaning and application explained. The one type
of movement to which meaning is not attributed is the nrttahasta, because these
movements are meant for adding beauty, not meaning. These are discussed in
verses 978-1306. Verses 1307- 78 are devoted to describing 21 sthanas and 26
caris, of which 16 are described. Verses 1379- 99 describe 18 karanas of the desi
variety, none of which 1s found in earlier works. He finishes this section by
saying that these should be performed either by a dancer or by the king himself
to please his beloved. But performance of the visama(acrobatic) and
vikata(comic) varieties of dancing should be avoided by the king since they
cannot generate Srngararasa. This suggests that generating $rngararasa was taken

to be a prerequisite for dance. The audience should be connoisseurs of dancing,

107 NS. 8.8; VDP. 3.24.65; ND. p.168.
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which should be performed inside the palace or a house, or in a pleasant

courtyard or a garden. Thus ends the section on dancing.

In the Manasollasa we find the recognition of four new categories that
developed after Bharata , namely, nrtya, 1dsya, marga and de$i. Nrtya was first
recognized as a distinct category of p'erformance in the Dasaripaka. The
Manasollasa takes the term to represent the whole art of dancing. It is also the
first text with a complete and sustained discussion on dancing which treats lasya
as a division of dancing. Somes§vara also divides dancing into the marga and
desi varieties, thus reflecting the growth of the two traditions. The other
important contribution of Somesvara is the introduction of the desi karanas,

eighteen in number and found in no other text.

However, Somesvara defines neither nrtya nor nrtta. The term nrtta occurs
only a few times in the text some of which might have been due to scribal errors
since the author does not seem to be concerned with nrtta except for using the
word to form the term nrttahasta. 108 The term he uses specifically for dancing
is nartana, which he divides into six types: natya (mimetic), lasya(delicate),
tandava(vigorous), visama(acrobatic), vikata(ludicrous) and laghu (light and
graceful). The inclusion of natya as a form of dancing is a continuation from the
Visnudharmottara Purana’s division of dancing, 09 and the use of the term
shows that it obviously had a wider meaning at this time than in later times. We

shall reserve its discussion for a later chapter.

A work from this period, but not dated with certainty, which deals with

drama is the Natakalaksanaratnakosa of Sagaranandin. From internal evidence

108 Manas. 16.4. 957 : 1138 ; 1150; 1238; 1262;1269-70; 1277; 1296.
109 vDP. 3.20.2.
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Raghavan suggests in his introduction to the translation of the text that
Sagaranandin’s date could not have been earlier than that of Abhinavagupta,
Dhanaftijaya or Bhoja, that is, not earlier than the thirteenth century, nor later
than that of Sﬁrad'étanaya.‘ 10 The text, as the name suggests, deals with the
definition and nature of nataka as well as other varieties of drama in the fullest
detail. The author devotes a substantial part of the text to minor dramatic types
but does not put them into a separate category. . He follows the tradition of the
Natyagastra in his approach to the major dramatic types and also in his
discussion of rasa; for example, following Bharata, he does not include

santarasa, which was a category introduced by Abhinavagupta.

One of the most important contributions of the Natakalaksanaratnakosa is
that it provides a systematic overview of the literature that preceded it. The same
task was undertaken, but not performed methodically, by Saradatanaya, whom
we shall discuss next. The survey in the Natakalaksanaratnakosa helps us to
understand the views of many earlier writers on many topics of Indian
dramaturgy. But Sagaranandin also has some noteworthy views of his own.! !
We may remember that Abhinavagupta did not deal with minor dramas in much
detail. Dhanafijaya paid no attention to them. Dhanika simply acknowledged
the existence of such types by naming some of them. Bhoja was the first author
to discuss the minor varieties of drama and to describe their characteristics,
although he did not treat major and minor dramas separately. Sagaranandin
gives us a clear picture of the technical aspects of the plays of his time, noting in

particular the technical language of the theatre: "The natakaparibhasa or stage

110 Raghavan’s Introduction to the translation of the Natakalaksanaratnakosa , Vol. II. 1960, p.7; S.
Chattopadhyaya, 1960, puts the lower limit of the date as the eleventh century (Introduction .
P.XXxll).

111 Natakalaksanaratakosa, 1960. Vol. I1. p.7.



jargon, the conventions, the technical terms and the mode of address peculiar to
drama, is another subject dealt with in NLRK (section 16) for which we are
indebted to it; the only other works devoting a separate section to this subject are
the Sahityasara of Sarve$vara and the Rasarnavasudhakara of
Singabhiipala."''2 That his interest lay in technical issues of a practical nature
is evident everywhere: "Towards another subject of similar historical nature, the
music and dance items of purvaranga, Sagaranandin adopts a more practical

attitude (1157-1158) which is repeated by Vi§vanatha in a more outspoken form

in his Sahityadarpana. "113

The list as well as the descriptions of minor types of drama given in this
text, seventeen in all, are similar to what we find in Saradatanaya’s discussion of
nrtyabhedas in his Bhavaprakasana. In a later chapter of the present study, in
which the development of concepts after Bharata is discussed, we shall see how

the minor types of plays developed.

The Natakalaksanaratnakosa follows the Natyasastra in all respects but
two. In the first place, as we have seen, it discusses minor dramatic types and not
only major types as Bharata does. Secondly, theNatakalaksanaratnakosa
deviates from the Natyasastra in prescribing lasyangas for the performance of
types of bhana. Bhana, a major dramatic type discussed in the Natyasastra, has
caused a great deal of confusion in the literature, from which
the Natakalaksanaratnakosa is by no means free. After Bharata, there developed
two minor dramatic types, bhanaka (often referred to as bhana) and bhanika.
These had developed from bhana, as the names indicate, and were similar to it

inasmuch as they were one-act plays. What mainly distinguished the two was

112 Ibid. p.8.
113 Ibid. p. 8.
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the application of kai$iki vrtti and the arousal of $rgararasa, both expressly
forbidden by Bharata. The Nitakalaksanaratnakosa, however, reflects the post-
Bharata development by including kaisiki vrtti and $mgararasa as features of
bhanaka and bhanika. Of greater interest to the present work is the fact that the
Natakalaksanaratnakosa prescribes the use of ten lasyangas in bhana- and
bhani.  The names and descriptions of the lasyangas remain virtually
unchanged from the Naityasastra, though the context is entirely different. The
Natakalaksanaratnakosa thus shows the dramatic use of the lasya type of

dancing that had evidently become part of the tradition.! !4

The Bhavaprakasana of Saradatanaya (1175 -1250 A.D.)!!S isa
compendium of poetics and dramaturgy based on all critical works written
before the author’s time, that is, the period starting with the Né;&as’éstra. The
author discusses different schools of literary criticism, sometimes accepting
other’s views and sometimes refuting them or giving his own views. The editor
of this text has traced Saradatanaya’s indebtedness to his predecessors in detail
in the introduction to the edition.! 6 The text contains ten adhikaras or
chapters, of which the first three are on bhava and rasa. The fourth and the fifth
are on the characters of the hero and heroine. Of relevance to dancing is a
discussion at the end of the fifth chapter on glances that ekpress rasa and bhava.
The sixth chapter discusses the relation between word and meaning. Chapters
seven to ten all contain material of immediate interest to us. The seventh chapter
is on natya which includes dance and music. The eighth chapter discusses major
and minor types of dramas, while the ninth chapter discusses in detail the minor

types, putting them into a separate category which the author calls nrtyabhedas.

114 NLRK. 2853-98 ; See also Bose, 1970,. p. 15.

I'15 Raghavan,1957, p. 28 ;BhP. 1968. G.O.S. ed. Introduction, pp. 72-77.
116 Ibid. pp. 63-71.
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The ninth chapter also includes a discussion on different types of kdvyas or
poetic compositions. The tenth and final chapter is of particular interest for it
explains the distinction between nrtta and nrtya and between mirga and desi.
The information on dance given in the previous chapters is summarized in the
tenth, which further describes the characteristics of various kinds of performers
and audiences. The chapter also covers a number of topics of general interest,
adds a few more words on music, rasa and bhava, alarhkara, and discusses

Bharatavarsa, the land, her languages and their use in a dramatic performance.

Although Saradatanaya is very informative, his treatment of his subjects
(particularly, drama and dance) is unsystematic. He often moves abruptly from
one topic to another and gives inconsistent information on the same topic at
different times, drawing - particularly- upon different sources or theories,
which, however, he does not adequately explain. As a result one has to scan the

entire text and correlate the scattered discussion to get a cogent overview of his

opinions.

An analysis of some topics in the chapters of our interest will clarify my
comment on his work. In the seventh chapter he introduces major dramatic
forms and puts other forms into a category that he calls nrtyabheda: ﬂ?’q‘;ﬁT
‘H';F{E\T SrSTTfeaTed: (Bhp. p. 181.), that is, [spectacles such as] dombi,
srigadita and so on are divisions of nrtya. He does not comment on their nature
in this context since his main interest at this point is the use of rasa and bhava in
these spectacles, in discussing which he follows Bhoja. The plays, called
rupakas, which are dependant on vakyarthabhinaya, literally, expressing the
meaning of the sentences, produce rasa and are SHTHATH TIATCHRT: that s,
they aim at bringing out the total meaning. The qeTTIMAATCHF  spectacles,

that is, the spectacles expressing the meaning of particular words, are dependant



on bhava. He further says that nrtya is dependent on emotion: VT, a view
shared by Dhanafijaya.!'7 About nrtta, however, Saradatanaya has his own
opinions. He believes that nrtta is dependant on rasa: ?1?1' TGS YA (Bhp. p.
181.). Not only is this view original to him, it contradicts Bharata’s view that , 7
W&?ﬁﬁ'ﬂﬁ&’ﬁ (NS. 4.263), that is, nrtta does not depend on any
meaning. Bharata further says that T fg§ T@Tqq wfr=<: ga<ia (NS, Vol I,
1956, p.271), that is, no meaning is expressed without [producing] any rasa.
Therefore, Saradatanaya’s definition of nrita seems to assume that it expresses

meaning and does not merely beautify a dramatic presentation. Accordingly,

nrtta can generate rasa.

Saradatanaya differs not only from Bharata but from all his predecessors
and contemporaries. In the Dasaripaka Dhananjaya views nrtta as dependant on
tala and laya, rhythm and tempo: ﬂﬁ ATAATHAH  (DR.1. 9) and recognizes
only nitya as an art-form expressing rasa: ATSH THTHTH (DR.1.9). Inthe

Sanigitasamayasara, Par§vadeva, another author who flourished around this time,

7.2). That n;tta is rasasraya is Saraditanaya’s own interpretation.

After introducing the dramatic forms in the seventh chapter Saraditanaya
elaborates on the preliminaries of dramatic performances which include music
and dance. In this part of the discussion he mainly follows Bharata .
Saraditanaya states that the definition of nrtta and nrtya are many and given by
various authors, which he will discuss later. He views these two art-forms as
auxiliary to drama that are used in the preliminaries of a play. In this context he

follows the tradition of Bharata.

117 Ibid. p.181.; DR. 1.9.
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In the eighth chapter he discusses ten major types of drama that depend on
rasa and twenty others that depend on bhava. He says that all the thirty varieties
are often referred to as riipakas.'!8 He discusses all the major types of drama,
including bhiana, in detail. He states that ten 1asyangas are used in bhana. After
describing the ten lasyangas, following Bharata, he describes four nrtyabhedas,
which he says other authorities discuss. These he includes in the same section on
bhana. Not minor types of drama, these nrtyabhedas are the four pindibandhas or
group dances described by Bharata in his fourth chapter and viewed by him as
parts of the preliminaries to a play. The descriptions of these four nrtyabhedas in
the Bhivaprakasana, however, are much more precise and easy to comprehend
compared to Bharata’s cryptic definition ( NS. 4. 290-91). The discussion ends
with instructions for training a dancer in these dances: ST TAT q(oweT
ﬁ'iﬁ'u'a(Bhp. p. 246.) -- the training is prescribed through bhadrasana and
yantra.! '9 The actions implied in these terms are hard to visualize through the
bare mention of the terms in this text as also in the Natyasastra and
the Visnudharmotttarapurina. Abhinavagupta and the R3japrasniya ,one of the
Jainasiitras, clarify the terms to some extent, as will be seen in a later chapter

where the conceptual development of the art of dance will be discussed in detail.

The ninth chapter of the Bhavaprakasana 1s devoted to the nrtyabhedas, that
is, the twenty minor varieties of drama mentioned in the seventh chapter. One
of these nrtyabhedas is what he calls bhana, which is different from the bhana

that is known as a major dramatic type. The use of the same term to name both

118 BhP. p.221.

1'19 2199 and T are two terms of which the actions are not very clear from the definition of
Bharata, and Saradatanaya has not explained them either. These seem to be formations of some
diagrams on the stage by a group of female dancers. Bharata also says that students need proper

guidance to be able to perform them. (NS. 4. 290-91). See pp.108-10 of this thesis for a discussion
on the pindibandhas.



major and minor types, each with a different definition, has caused a great deal
of confusion . This chapter gives a detailed description of each kind of these
nrtyabhedas with illustrations from literary works, some of which have
survived, like the Karpiramanjari of R3jasekhara, Vikramorvasiyam of
Kalidasa, Ratnavali of Harsa and others.!20 These are major sources for our

understanding of the development of dancing.

The last chapter, the tenth, is used to sum up what the author has dealt with

so far. He begins by saying : ST ATSHATT T WeT: g9 q9TYq: (Bhp.
p.284): the varieties of natya and nrtta has all been explained [by me]in an
appropriate manner. In the middle section of the chapter (pp. 295- 302) he

summarizes what had been said about dance and drama in the preceding

chapters, but adds new interpretations, and these have often confused the issues.

However, we shall try to clarify them as far as possible when we examine them

more closely in a later chapter.

The Sangitasamayasira of Par§vadeva is the second work devoted to
musicology during the second period of our study. This text discusses sangita,
that is, gita (vocal music), vadya (instrumental music) and nrtta and nrtya
(dance). Besides the Manasollasa, other works from the second period
discussed so far are works on dramaturgy and literary criticism. This 1s the
second work of the period to discuss music and dance as separate art-forms and

not as art-forms auxiliary to drama.

The date of the author is uncertain. According to Raghavan, Par§vadeva,
who was a Jaina writer, must have lived between 1165-1330 A. D. because he

refers to Bhoja (1010-1050 A.D), Somes$vara (about 1131 A.D.), Paramardi

120 ppp, pp. 238, 244, 269, etc.
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(about 1165 A.D.) and Sirhhabhiipala(about 1330 A.D.)!2! In the introduction
to his edition of Nrttaratnavali, Raghavan places Par§vadeva between
Paramardi and Jaya(1253 A.D.) !22 The Sarigitasamayasara was first edited in
1925 from one manuscript by T. Ganapati Shastri who does not suggest any date
for the author. This edition in the Trivandrum Sanskrit Series is often corrupt.
A second edition came out in 1977, prepared by Acarya Brihaspati and based on
the collation of more manuscripts as well as T. Ganapati Shastri’s edition.
Comparing the text with other relevant works, the editor places Par§vadeva
after Sarngadeva and in the later part of the thirteenth century. Par§vadeva is
similarly placed in the thirteenth century by M. Krishnamachariar.!23 From
what the Sarngitasamayasara has to say on the desi dances it seems likely that

Par§vadeva lived before Jaya in the later part of the twelfth or the earlier part of

the thirteenth century.!24

The two editions of the text differ in the organization of the text, but both
versions have essentially the same contents. Nijenhuis has described the content
of the work following the 1925 text,!25 one that has too many errors to be

reliable. I have followed the later edition in describing the text and its content.

The work is in nine chapters and for the most part it is devoted to vocal and
instrumental music. The seventh chapter and the last part of the eighth are of
interest to the study of dance. The author quotes frequently from older

authorities, such as Kohala (SSam. 1.39) and Matanga as well as Matanga’s

121 Raghavan,1956. p, 29.
122 Raghavan,1965.NR. Introduction. pp. 77-8.
123 Acarya Brihaspati,1977, Introduction. p. 21.; Krishnamachariar, 1974. p. 855.
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124 pargvadeva says that he will discuss all the deSyangas, the features of desi, which have not been discussed so

far by anyone(SSam. 7.194). As against the eighteen described by Par§vadeva, Jaya describes forty-six.

(§Sam.7.194-97; NR. 6.118-22.)
125 Nijenhuis, 1977. p. 13.



Brhaddesi without naming the author (SSam. 2.1). Among later authorities he

refers to Bhoja and Some§vara(SSam.1.3 ).

Beginning with the usual benediction, the first chapter discusses the
intricacies of vocal music, such as svara, miirchan3, jati, raga etc. of the marga or
classical tradition. We have already noted in the Dasariipaka that the term
marga is used to refer to the classical tradition. Sargitasamayasara ’s use of the
term in the same sense shows that it had by this time passed into common usage.
The second chapter is devoted to the desi or regional tradition. In the third
chapter the author expands on the theories of various aspects of music, such as
svara, alapa etc. The fourth chapter deals with ragas. The fifth discusses the
composition of vocal music and the sixth, instrumental music. The seventh
chapter 1s devoted entirely to dancing, which he refers to as nrtta, its definition
and the body movements required, in dealing with all of which it follows the
tradition established by Bharata. Like Bharata, Par§vadeva divi&es body parts
into two: anga and upanga. He counts all the movements of the different parts of
the body and the karanas and angaharas following Bharata but while describing
them he does not discuss the cari, sthina, karana or angahara from the Bharata
tradition but follows the desi tradition. He seems to take Bharata’s tradition as
nrtta and the des] tradition as nrtya. He describes the deSinrtyas which, according
to him, consist of perana, pekkhana, gundali and dandarasa.!26 He then
discusses the sthanas and caris needed for these desi dances. He uses the term
pila for carl, a term found in no other text. However, although the discussion
starts with the term pila, it ends with the term cari.'27 Next, the author

describes the utplutikaranas, also needed for the desi dances, other karanas with

126 §Sam. 7. 130-32.
127 §8am.7.157;7. 180.
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different de§isthanas, bhramaris,!28 and moves on to describing the angas or
features of desi dances, calling them desyangani. Jaya, as we shall see later,
combines these desi afigas and the angas of 1asya, and putting them into one
category calls them desi lasyas. After describing the de§i angas, Par§vadeva
describes the angas or parts of perana. Finally, he discusses the instrumental
music, drumming in particular, needed for four kinds of desi dances, namely,
perana, pekkhana, gundali and dandardsa. The requirements of a good dancer,
her physical appearance and the way she should be dressed are also described
towards the end of the seventh chapter. The eighth chapter discusses the tala or
rhythm and its varieties, both marga and desi. The ninth chapter discusses the
sitting arrangements, the qualifications of the audience, the poets, the singers,
the dancers, the qualities and faults of a singer, drummers and their qualities and
faults and those of the dancers of each type of desi dance. The author warns
against making dance and music subjects of gambling matches and ends the text

by saying that music brings liberation or moksa, a concept characteristic of the

medieval period. 129

One of the most influential works on music and dance from this period is
the Sargitaratnakara of Sarngadeva who lived in the thirteenth century under
the patronage of the Yadava king Singhana.!30 Followed by most of the
writers after Sarngadeva’s time, it is one of the most important sources or our
knowledge of music and dance because there is hardly any other work of the

time comparable to the Sarigitaratnikara in its methodical approach. The

128 pid. 7. 193-4. In the medieval period we find that bhramari has become an important movement in
the technique of dance while it is mentioned merely as a form of cari movement in the NS. This is
the first text to consider bhramari as a separate kind of dance movement with varieties within it.

129 Katz,1987,. commentary on the verses. 18-21.

130 Nijenhuis, 1977. p.12; SR. Vol. IV. tr. Raja and Burnier, 1976, Preface. p. vii.
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special strength of the work lies in the author’s clear exposition of both music
and dance. On music it remains a standard authority. On dancing Sarmgadeva
has less information to offer than his contemporary Jaya Senapati, but what he
offers is thoroughly systematic, presenting a clear picture of two traditions,

marga and desl.

The text is in seven chapters, of which the first six are on vocal and
instrumental music. The first chapter deals with nada (the sound), the second
with riga (musical mode), the third with prakirna (miscellaneous topics relating
to music), the fourth with prabandha (composition), the fifth with marga
(classical) and desi (regional) tala (rhythm), and the sixth with vadya (musical
instruments). The seventh chapter, on dance, is the one that is of interest to us. It
has 1678 verses and is an excellent source of our knowledge of both marga and
de§i traditions of dancing in the author’s time. In describing the marga tradition
he follows Bharata but he extends our knowledge significantly by giving for the
first time a systematic account of the desi tradition of dancing. Though the
Manasollisa and the Sangitasamayasara had previously introduced the desi
style into the traditional account of dancing, it is Samgadeva who systematizes
that account. In doing so he combines the material from the Natyasastra with
that from later works and presents a coherent view not found in previous works.
Although he follows Bharata in describing the movements of the body, he
differs from Bharata in dividing the limbs into three categories, anga, upanga
and pratyanga, and not only into anga and upanga. In this he follows the
Manasollasa. Although the limbs are divided into three categories, no new
movements are added to those in the Natyasastra. He follows Somesvara in
using the term nartana for dance, dividing nartana into three categories, natya,

nrtya and nrtta (SR. 7. 3). In narrating the legend about the origin of dance he
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again follows the Natyasastra, but differs from it in identifying tandava as
Siva’s dance and lisya as Parvati’s. According to Samgadeva, nrtta and nrtya
can both be of two kinds, tandava and lasya (SR. 7. 28). Tandava requires
uddhata (forceful) and lasya requires lalita (delicate) movements (SR. 7. 29-
30). Nrtta has three varieties, visama, vikata and laghu, identified respectively
as rope-dancing, a comic dance, and a dance based on easy karanas. Here
Sarmigadeva is repeating the classification found in the Manasollasa, except that
he uses the term nrtta, not nartana, as Somesvara does and that he defines them
somewhat differently. Sarngadeva’s description of cari, sthana, karana and
angahdras of the mirga type are as in the Natyasastra. But the desi caris, sthanas
and utplutikaranas are, of course, new, for Bharata does not record the desi
tradition. Some of the thirty-six utplutikaranas in the Sarngitaratnakara are the
same as those in the Manasollasa which lists eighteen karanas of the desi variety
(Manas. 16. 4. 1384-99). The Sarigitasamayasara describes eleven desi karanas
and mentions five bhramﬁs. Bhramaris are included among utplutikaranas by
Samgadeva. In the Natyasastra bhramari was the name of a cari, a not
particularly complicated revolving movement. Later, more than one bhramari
came into being, all of them being variations of whirling movements.
Gradually, these developed into so much more elaborate movements that they
came to be recognized as constituting a distinct class, the earliest work to so
consider them being Sargitasamayasara (7.193); the Abhinayadarpana (289-
98) too regards them as a distinct group. Their inclusion among the
utplutikaranas by Samgadeva shows that by his time bhramaris were so

developed and important that they had come to be regarded as a form of karanas.

After the description of the sthanas which include sitting and lying

postures that are appropriate to drama, the author discusses vrttis or styles of
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presentation and conventions. This is followed by a description of mandala
(combination of caris) and then of ten lasyangas of the desi variety. Jaya, who
was a contemporary of Sarngadeva, gives us a list of forty-six 1asyangas, and
Par§vadeva, who preceded both, gives us twenty desi anigas requiring similar
movements,' 3! but it is Sdrgadeva’s list of ten lasyangas that continued to be

reproduced by a number of later authors.

After describing the 13asyangas Sarngadeva explains the importance of
aesthetic beauty, lays down the rules of exercise, and describes the qualities and
faults of a performer (including a description of her make-up and costume), and
those of the teacher and the group of supporting performers. Then he describes
the sequential process of a performance, including the musical accompaniment,

in the pure mode or $uddhapaddhati(SR. 7. 1260-73).

Next described are gaundali and perani. These two dances seem to be the
most common pieces of dancing in the desi tradition, for they are found in
almost all the works from the Sarigitasamayasara in the twelfth/thirteenth
century down to the Sivatattvaratnakara in the early eighteenth century. Perani
in particular has had a long life, for literature from the Andhra Province records
it till the end of the nineteenth century and a number of present day dancers have
attempted to revive it.! 32 Its popularity in that region is also suggested by the
widespread use of one of the fast movements essential to it, gharghara, which
requires special movements of ankle bells. In the Nartananirnaya Pundarika
Vitthala (sixteenth century) remarks that gharghara was a distinctive feature of

the desi dances of the Dravida region (NN. 50a-b). The same movement is an

131 NR. 6.117-73; SSam. 7. 194-216.
132 NR.,1965, Introduction. p. 137-41;
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essential feature of today’s Kathak dancing !33 in which it is known as tatkar.

Gaundali dance certainly survived till the eighteenth century 134 but no current

incidence of it is known.

After describing these two dance pieces, Sarngadeva deals with the
qualifications of the acarya (the teacher), the nata (the actor), the nartaka (the
dancer), the vaitalika (a general entertainer), the carana (an expert in
understanding gharghara) and the kohlatika (a performer who specializes in
bhramari, rope-walking and dancing with a dagger). Next, he describes the
audience and the sitting arrangements. Finally, he discusses rasas (nine in
number), sthdayibhavas (thirty-three in number) and the definition of sattva (the

essence) and sattvikabhavas (eight in number). The chapter concludes with final

prayers.

The Sarigitaratnakara has a highly important supplement in the form of a
commentary on it called Kalanidhi and written in the fourteenth century by
Kallinatha. The commentator quotes from Kohala to expand Sargadeva’s
description of arm movements and adds an entire section on vartana, of which
thirty-one (SR. pp.105-10) are given, and another section on calaka, which are
fifty in number (SR. pp.111-24). Kallinatha quotes Kohala again with respect
to cari, adding a new cari called madhupacari, of which twenty-five are
described (SR. pp.313-17). Except for the Kalanidhi, the only texts that include

these caris are the Nrtyadhyadya of ASokamalla and the Nrtyaratnakosa of

133 Classical and Folk Dances of India, 1953, Part. III, pp. 25-27.
134 $TR. 6.3.15-16.
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Maharana Kumbha, which, however, use the term muc_lupacéﬁ for the same

movements. 35

Closely following upon the Sarigitaratnikara, the Nrttaratnavali by Jaya
Senapati was written in the thirteenth century A.D.!36 The authors were
contemporaries and as Raghavan points out, Jaya must have known of
Sargadeva’s work. But it is likely that Jaya makes no mention of Sirngadeva’s
work 137 because of the rivalry between the two neighbouring states, where
they lived. Whereas the Sarigitaratnakara is a text that deals with sangita, that is,
all three musical arts, namely, vocal and instrumental music, and dance, the
Nrttaratnavali concentrates on dancing. The Sangitaratnikara ’s single chapter
on dancing is a comprehensive study of dance but a concise one. By contrast, the
Nrttaratnavall devotes all eight chapters to dance and discusses vocal or

instrumental music only in the context of dance.

The Nrttaratnavali has eight chapters devoted entirely to dancing and
covers two traditions. The first four chapters of the text discuss the marga
tradition following the Natyasastra and the other four discuss the desi. The
tradition of Bharata is regarded as marga while the tradition comprising
regional and popular styles is called desi, the latter being a subject on which Jaya
is particularly informative. This is the only work that deals exclusively with
dance in such detail. The text has been critically edited by V. Raghavan who

gives a great deal of related information on the subject in his introduction. Of

135 Nr.Adh. 1080-1115, NRK. 2.3.1-37. NRK quotes Kohala after Kalanidhi, acknowledging the
source at the beginning of the chapter. The lines match those in the edition of the SR. 1953, pp. 313-
317.NRK calls them mudupa.

136 NR. 1965, Introduction. pp. 8-12.; Krishnamachariar,1974. p. 855.
137 NR. 1965, Introduction. pp. 73-4. Sarngadeva’s patron was the Yadava king while Jaya’s patron
was the Kakatiya king; these were the rulers of two neighbouring states in South India.



particular help is Raghavan’s comparison of Jaya’s work with the work of some

of his contemporaries in the field.

The first chapter begins with the customary Benediction, praising dance as
an art-form and defining natya. The four modes of abhinaya, i.e., angika, vacika,
aharya and sattvika, the six forms of dancing -- nrtta, nrtya, marga, de§i, tandava
and lasya -- are then discussed in detail. Chapter two deals with abhinaya. Since
angika abhinaya or body movements are the most relevant to dance, Jaya
describes in detail the movements of the major and minor limbs, six angas, six
pratyangas and six upangas. He also describes the hand-gestures in this chapter,
in course of which he quotes other authors, such as Abhinavagupta, Kirtidhara
and others.! 38 The third chapter is on caris (movements of one leg), sthianas
(postures), nydya (rules of performance), vyayama (exercise), sausthava
(grace), more sthanas and mandalas (combinations of caris). The fourth chapter
describes karanas (dance-units) and arnigaharas (sequences of dance-units) and
ends with recakas(extending movements of the neck, the hands, the waist and the
feet) mainly in the lines of the Natyasastra. In general, Jaya’s treatment of the

marga tradition is faithful to Bharata and is precise and systematic.

The second half of the text is devoted to the desl tradition, in dealing with
which the author is just as organized and informative as he is with marga. The
fifth chapter, which is the first on the desi tradition, starts by defining the term
desi. Desi sthinas, utplutikaranas (desi karanas) and bhramaris (pirouettes) are
described. We have already noted how bhramaris became popular and came to
be regarded as a separate category comprising several varieties. We may note

that one such variety, cakrabhramari, a fast pirouette, has survived as a

138 NR.2.182.;2.183.;2.214.;2.265; 2.275. Jaya refers frequently to a" muni,” which seems to
indicate Bharata,NR. 2. 4,202, 213, 215, 273.
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distinctive feature of the Kathak style. A variation of the movement appears
also in the Manipuri style which employs slow revolving movements, but
bhramaris are no longer important in other classical styles of dancing in India
today.!39 In this chapter, the fifth, the author refers to his other work, the

Gitaratnavali, which has not come down to us.

The sixth chapter deals with movements of the feet. These desipadas, as
they are called in this work, are often described as de§i caris in the later texts.
Ciris are the movements of one leg which necessarily include foot movements
as well but caris and padas are always treated as separate movements in the
Bharata tradition. Jaya has a separate section on desi caris, describing carls not
found in works preceding his. His descriptions of desi patamanis (foot
movements) are his own as well.'40 From the descriptions of the desipadas,
patamanis and caris one can say that padas involve simple floor contacts of the
feet; patamanis involve striking the ground with the feet and caris involve
movements of one leg extended. He then describes forty-six varieties of desi
lasyangas which include the desi lasyangas described in the Sargitaratnakara

and the des1 angas found in the Sangitasamayasara. Gatis or gaits are described

next.

The seventh chapter discusses auspicious dates for beginning dance lessons
(the term he uses here is nrtya), the characteristics of the stage and some general
discussion on presentation, the time and location of dance performances, the
worship of Ganesa, methods of practice, the qualifications desirable in a dancer,

dance costume, hand-gestures for practice and the accompanying vocal and

139 The Kathak movement comparable to the cakrabhramari is called cakkar. See p. .213 of the present thesis.
140 Raghavan,1965. p. 174. fn.



instrumental music. The chapter then concentrates on describing individual
dance pieces, calling them desinrtta. These include perani, pekkhana, siida,
rasaka, carcari, natyarasaka, §ivapriya, cintu, kanduka, bhandiki, ghatisani,
carana, bahurlipa, kollata and gaundali. Of these, we come across only a few in
the Sargitaratnakara and the Sarigitasamayasara. Most of these occur later in the
Nrttaratnakosa.'4! The chapter concludes with the description of the stage, its
types and shapes, the audience and the presiding dignitary. The eighth and final
chapter provides more information regarding presentation in general, the
recital, the appropriate time for its presentation, the arrival of the chief guest and
the welcome accorded the king, other members of the audience, the qualities
required in a dancer, her costume, the orchestra, the sitting arrangements, the
entrance of a dancer, the use of three curtains on the stage and their removal.!42

The chapter ends with advice on honouring the dancer, the musicians and the

poet.

Although it may seem that the author has not made any significant
contribution while dealing with the marga tradition since he follows Bharata,
this is not true. The description of each karana of the marga tradition is unique.
This happens to be the first of the very few texts which describe karanas along
with caris, hand-gestures and foot movements in such a way that by following
the directions a karana can be reproduced. Not only does Jaya elaborate on the
actual performance of the karanas, he quotes the views of earlier writers, which

1s helpful in tracing the evolution of dance. In a later chapter we shall discuss his

41 See p.81 of this thesis.

1'42 This feature of using and removing the curtains held by performers other than the dancer is still

very much in use in various dance styles of the South India. Kathakali, the classical dance style of
Kerala is the most important example.

62



63

treatment of the karanas and de$i dances, in which context his contribution is
particularly important.

The Sz'ihityadarpapa of Vi§vanatha, written in the fourteenth century, is the
last treatisé/:}rgc;;f{l;é second period to be considered here. A work
that deals also with dramaturgy,'43 the Sahityadarpana is one of the most
illuminating works on poetics. According to Gerow, "With Vi§vanatha, the
period of poetics beginning with Mammata, marked by a concern to regularize

and codify alamhkaravidya as a §istra, may be said to have reached its

conclusion." Gerow views this text as the "second best known Indian poetic

text." 144

As the name suggests, the work is meant to be a mirror of literature, that is,' a
work on literary theory. The text is divided into ten chapters: 1) the nature of
kavya (a poetic composition), 1i) vakya (a sentence), ii1) rasa and bhava
(aesthetic affect and emotional expression), iv) dhvani (sound), v) vyanjana
(rhetorical expression), vi) dr§yakavya (a poetic composition to be seen), vii)
dosa (the defects of a kdvya), viii) guna (the qualities of a kavya), ix) riti (style)
and x) alarhkara (poetics). Of these ten, the sixth chapter, which is concerned
with dr§yakavya, is of interest to us. Vi§vanatha divides kavya into two groups,
dr§ya and $ravya, that is, poetic compositions to be seen and poetic compositions
to be heard. The dr§yakavyas are divided into two categories again, riipaka and
upariipaka. Ripakas are said to be of ten types, which is a division inherited
from Bharata. However, Vi§vanatha considers lasyangas as parts of bhana like

other writers who associate lasyangas with bhana.

143 Dasgupta,l947, Vol. L. p. 566.
144 Gerow, 1977. pp. 281, 283.



A major contribution of Visvanitha is that he gives a class name to minor
types of rupakas, which he calls upariipakas, a term that became standard in the
works of the authors after him and continues to be used by Sanskrit scholars.
These upariipakas are eighteen in number, containing dancing, and they are
described in detail.'45 Since they comprise a major genre relevant to the study

of dancing, we shall reserve them for detailed study in a later chapter.

The Sarigitopanisatsaroddhdra is a treatise on music and dance written in
the fourteenth century (1350 A.D.) by the Jaina writer Sudhakalasa. The writer
says that it is an abridged version of his previous larger work Sargitopanist,
written in 1324 A.D.146 No copy of it is known to exist. The abridged version
does not record anything new, or anything that has not already been said by
Sarngadeva or Jaya who preceded Sudhikalasa by about a hundred years. Nor
does the author give any information on the development of the art that must
have taken place during these hundred years. The Sangitopanisatsaroddhara is
not concerned with two traditions, marga and de$i. Surprisingly, the author does
not even seem to recognize the development of the separate traditions of marga
and desi dance. He mostly repeats the information gathered till his time by his

predecessors, with a few minor variations. . Nevertheless, the text is useful as an

organized and succinct report.

The work is in six chapters, the first four of which are on gita or vocal
music and its technicalities, on tala or rhythm, and on the origin of vadya or
musical instruments. The fifth and the sixth are devoted to dancing and these are

the two chapters which are of interest to us. In the fifth chapter, which contains

145 SD. 6.3-312.
146 Sangitopanisatsiroddhira.1961. Introduction. p.v.; See also the text. SUS. 6. 152.
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141 verses, the author begins with the praise of Jinapati. The term he uses for
dance is nrtya (SUS. 5. 2.). After a few verses, giving the legend of the origin of
dance, the author defines three varieties of an art-form consisting of nrtta, nrtya
and natya. The author derives the term nrtya from the root nrt and defines the art
as gatrasya viksepah, i.e. , movements of the body.!47 According to him, nrtta is
danced by men, nrtya by women, while natya is nataka, performed by both men
and women. He considers both lasya and tandava to be forms of nrtya and says
that 1asya originated from Gaurl (=Parvati) and tindava from Rudra (=Siva).
Lasya is sukumara or delicate while tandava, he says, has the qualities of
visama.!48 Evidently, visama had a different connotation for Sudhakalasa, for
he views visama as "difficult or vigorous" movements as opposed to
Sarmgadeva’s view of visama as an "acrobatic" style that included such
performances as rope-walking. Jaya, however, connects visama with tandava
while referring to visamatindava as a feature of a desi dance called perani,

although he does not explain its nature.!49

The rest of the fifth chapter is devoted to describing the movements of the
limbs, which are divided into anga, upanga and pratyanga, as is customary in the
texts of the medieval period. Sudhakalasa does not say anything about their
application and ends the chapter with a description of six sthanas. However, his
treatment of two classes of movements, movements of the feet and the postures,
differs from that of other texts. Padas, or the positions of the feet, and
padakarmas, or the actions of the feet, are described separately in this text in

contrast both with the Natyasastra and the Sargitaratnakara, which describe

147 sUs.s. 6.
148 SUS. 5.10.
149 §R.7.31; NR.7.63.
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positions as well as movements of the feet under one category called pada.!SO
Further, Sudhakalasa treats sthanas and sthanakas as separate categories of
postures which no other writer does. According to him, sthanas are postures
meant for women while sthanakas are postures meant for men. He adds no new

postures, although his descriptions of the movements vary in details from other

accounts. !51

The sixth chapter mainly defines karanas and angaharas. Karanas,
according to Sudhakalasa, are components of lasyangas and nrtya. He lists one
hundred and eight karanas but actually describes one hundred and five. In some
details the karanas occasionally differ from those found in the Natyasastra and
the works that followed it, including the Sangiraratnikara. Some have different
names and movements.'52 The number of the angaharas is the same as in the
Natyasastra but some names are different,!>3 although what these new
angahdras were cannot be ascertained, for they are described neither in this work
nor in any other. That Sudhakalada was recording contemporary traditions is
apparent from his treatment of the bhramaris, which he puts in a group of six.
Most of them have the same names as in the Sarngitaratnakara, with a few
variations.'54 We have already noticed in the earlier treatises that bhramari had
developed from a simple cdri movement to a separate category which included a

variety of whirling movements. The Sarigitasamayasira was the first text to

150 SUS. 5.126-34.

ST SUS. 5.135-40.

152 gus. 6. 2.; 6. 6-111; Karanas such as ardhasiici, alata for instance use different cdris in the
tradition described the Natyasdstra and the Sarigitaratnakara. See Bose,1970. pp. 108-35 ; Karanas,
such as, uruslista and katirecita etc. are new. These may have come from a different tradition.

153 SUS. 6.115-19. Haripriya, alipallava, bhujangatrasta, jayadarpa, vilasanmada and mahodvrtta are
new names but since they are not described we do not know what they were like. They are
described in no other text.

154 SUS. 6.120-22.



collect them into one group. It places them between the descriptions of the
utplutikaranas (karanas involving leaps and recognized as desikaranas) and the
desi angas (features of desi).!55 The Sangitaratnikara describes seven
bharamaris which it places with the utplutikaranas, while the Nrttaratnavali
treats them separately as a group of thirteen variations.!56 The
Sangitopanisatsaroddhara also treats them separately from the utpluti or

desikaranas. After the bhramaris caris are named but not described.

Concluding the descriptions of the dance movements and their sequences
at this point, the author makes an interesting remark. He states that theory and
practice are as important to a dancer as they are to a theorist. He then passes on to
nartakabhasa and nrtyabhavas, that is, special languages and expressions, and
provides examples from the western part of India where he lived.!57 The
paddhati or presentation technique is described next. At the end, the text
follows the contemporary practice of other works by providing the usual
description of the presiding digintary, the audience, the vaggeyakara!S8 (a
musician who also composes music ) and the gandharvaranjaka (knowledgeable
in a variety of music and thus an entertaining performer). The text comes to an
end with a final prayer and the verse stating that it 1s an abridged version of the

author’s larger work, the Sarigitopanisat.

The Sarigitacandra is a work containing 2168 verses by Suklapandita,

also known as Vipradasa. He has been placed in the fourteenth century by the

155 There are five such bhramaris. SSam. 7. 193.

156 SR.7.755.;7.775-82; NR. 5. 83-105.

157 SUS. 6. 129-32. See Bose,1970. p. 4.

158 SUS. 6. 143. The editor has chosen vafimayakaraka to refer to a composer musician. The word for

this type of musician found in other texts is vaggeyakaraka. (SR. 7. 347; NR.8. 29.). One of the MSS.
of the SUS. reads gaggeyakiraka, a possible scribal error.
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editor of the currently available editign who follows Ramakrishna Kavi. Kavi
believes that Kumbhakarna based his work on the Sargitacandra 159 But it is
hard to say for certain who quoted from whom since the traditions recorded by
the two authors seem to have come more or less from the same period. No
evidence, internal or external, is available regarding the author’s date or land of
origin. The single manuscript in which the text exists does name the author but
not at the beginning or the end, which are the sections where the author’s
particulars usually appear. The lack of such information may be due to the

evidently unsatisfactory state of the manuscript which seems to have a number

of scribal errors unemended in the current edition.! 60

The text begins with a benediction and recounts the origin of the
natyaveda. It then lists the proposed subjects of discussion, and gives the rules
for building the dance-hall, performing the puja, and describes the
qualifications of the presiding person and the audience. The author then
explains the conduct of the pirvaranga or the preliminaries following the
Natyasastra and mentions the four abhinayas and the four vrttis. This
introductory section ends at verse 388. From the next verse, verse 389, the
author begins to describe nrtya which he takes to represent the entire art of
dance. He divides nrtya into two, marganrtya which expresses rasa, and
natyanrtya, which expresses bhava (389-94). He next describes natural and
stylized movements and then a third variety of nrtya, calling it desiya nrtya. All
three varieties of nrtya can again be divided into tandava and lasya (395-410).
Visama, vikata and laghu are then referred to as varieties of nrtta, a term not used

so far (411-13). The author then moves on to describe movements of the major

159 Sarigitacandra. Introduction. p. viii.
160 For instance, kolkatika is not emended to the correct form. SC.2. 107.
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and minor limbs, which cover verses 414-1046. In describing the movements of
the body he follows the Natyasastra, but in his list of hand-gestures he adds a few
new gestures that fall outside the Natyasastra. These he takes from other

sources, which he does not, however, consider reliable. He recommends the
appropriate dress and make-up for the dancer but gives no details (853-4). To

this list of body movements he adds a new one, a movement of the soles of the

feet (1024-25).

After describing the movements of the limbs, he describes the sthanas or
postures(1047-1149), which he calls essential to dance since a dance begins with
a posture and proceeds to a carl. The sthanas include postures meant for men and
women, postures for lying and sitting, all of which may be of both marga and
des] varieties. Caris of the marga and desi varieties are described next in verses
1150-1272. Karanas of the marga and des§] varieties are described in verses
1273- 1517, followed by mandalas in verses 1518-80. Movements in the marga

tradition are described after Bharata.

Four types of nyaya or rules for depicting battle-scenes are discussed next
in 1581- 98, a topic that seems to be the author’s own contribution. Angahara
comes next (1596-1709), followed by descriptions of the four recakas (1710-
16). Then the author discusses how the performer may represent the nine rasas
(1717- 1936) and the forty-one bhavas (1937- 2027). The description of the
dance teacher and the preceptor comes next (2028- 32), followed by the rules of
practice(2033-40). In verses 2041-57 the author identifies the qualities
required in a performer as well as her possible strengths and shortcomings. This

is followed by a description of the dancer’s ornaments (2058-69).
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In the next section the author discusses the desi forms, beginning with ten
lasyasngas (2070-96). While he mainly follows the Sarigitaratnakara here, he
adds three new types of rekhd (2097-99). This is followed by a description of the
perani dance (2100-2102), after which the author again discusses (2103-2114)
the characteristics of various performers as well as others connected with
performances, such as, a nata (actor), a nartaka (dancer), a vaitalika (critic and
entertainer), a cdrana ( musician), a kolkatika (correctly, a kohlatika, an
acrobatic dancer) and the troupe. He then discusses the techniques, respectively,
of a §uddha or pure performance (2116-2128), and the perani and gaundali,
which are dances in the desi style (2129-2165). The text ends by saying in verse

2166 that dance is an erotic art, an observation made by no other writer.

The work differs from its contemporaries in regarding dance merely as an
art auxiliary to drama and in ignoring music. This is surprising because by the
time this work was written, dance had already developed into a separate art form
that made use of vocal and instrumental music and was no longer merely one of
the components of a dramatic performance. Vipradasa’s treatment of dance as a
part of the plirvaranga of a drama is closer to the position taken in the
Natyasastra. However, the division of the limbs into three categories and the
description of desi dancing are signs of the medieval approach to dancing in

which Vipradasa is a follower of Sarngadeva.

A major work of the medieval period, which originated in eastern India,
is the Sargitadimodara by Subharikara. The editors of the text believe that the
author lived sometime in the fifteenth century in Bengal. Nijenhuis suggests

that the author may have lived sometime in the early part of the sixteenth
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century.!6! That he influenced an extensive body of musical literature through
several centuries, particularly in Bengal and Orissa, has been established.!62

He was quoted by Bhavananda Thakur, author of Sadarpakandarpa, by
Ghanasyamadasa, author of Bhaktiratnikara, by Ramgopal Das, author of
Rasakalpavalli and by Purusottamamisra, author of Sargitanardyana, all from
the eastern region.!63 Such was its popularity that not only was it studied by
these Vaisnava author from Bengal but, as Nijenhuis tells us, it was even
translated into Persian. She also points out the importance of the
anthropomorphic images of the ragas that appear in the dhyanaslokas on ragas in

this text. It is on these images that the ragamala miniature paintings are

based.! 64

Although the Sargitadimodara is principally a work on music and dance,
it includes substantial discussions on drama as well. It has five chapters, the first
of which is on bhava or emotional expression. The second describes the nayaka
or the hero, the nayika or the heroine, the sakhi or the friend of the heroine, and
then explains the meaning of nada or sound and gita or vocal music. The third
chapter 1s an exposition of the intricacies of the grammar of vocal music, which
includes svara, raga, and tala among other subjects. The fourth chapter describes
vadya, nrtya and natya. The fifth chapter is devoted partly to more technicalities

of music and partly to rasa or aesthetic affect.

For our purpose the fourth chapter is the important one, where the author

describes dancing under two headings, anngahara and nrtya. Angahara, in this

161 Sarigitadimodara,1960. Introduction. p. 15; Nijenhuis. 1977. p.18.

162 Nijenhuis,1977. p.19.
163 SDam.1960. Introduction. p. 15. Katz,1987. Introduction. p. i.

164 Nijenhuis,1977. p. 19.
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context, is defined as angaviksepa, movements of the body. Under this heading
the author includes angikabhinaya because it means acting by using the
movements of the limbs. The limbs are divided into major and minor limbs,
anga, upanga and pratyanga. The author then names the sthanas or postures, the
caris or movements executed with one leg, the karanas or the coordinated
movements of the hands and the feet(dance units), mandalas or the combination
of caris, and angaharas or sequences of dance units. These are described after
Bharata!65 but Subharikara adds one more class of movements to his list. This
category, visama alaga, consists of difficult movements and does not belong to
the styles described by Bharata and his followers. Subharikara mentions
thirteen such movements.!66 He states that nrtya is desi or regional and it has
two subdivisions called tandava and lasya. Tandava is purinrtya,that is, danced
by men, and ldsya is strinrtya, that is, danced by women. Following the usual
practice in most medieval texts, the Sarngitadamodara subdivides tandava into
perani and bahurupa and describes them briefly. But the corresponding

subdivision of lasya into churita and yauvata, again discussed briefly, is a new

feature introduced by the Sarigitadimodara.! 67

The author then moves on to describing natya, which includes the major
and minor types of drama. While describing the preliminary parts of natya, the
author again speaks of nrtya as it is performed for the ritual of flower offerings,
specifying for it the performance of mandali, which involves lasyangas as
well.'68 The term mandali is very likely a scribal error for gundali or gaundali,

for the particular dance described in the Sarigitadimodara as mandali is similar

165 SDam. p.61-68. cf. NS. chapters 8-12.
166 SDam. p. 69-70.

167 Ibid. p. 69.

168 Ibid. p.73.
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to the gundali or gaundali described in most medieval works on dancing.!69 The
author mentions twenty-seven riipakas and upariipakas, major and minor types
of dramas. He classifies them under the heading nrtye naksatramala, the garland
of stars in nrtya, and describes them in detail. The lasyangas are described in
detail, as is bhana, one of the major types of drama. Subhankara’s treatment of
bhana agrees with that of the authors who came after Bharata rather than with
that of Bharata himself and includes lasyangas as one of the features of

bhana.! 70 However, in describing the ten ripakas he follows Bharata. Seven of
the seventeen minor types of dramas, that is, uparupakas, described in this text
employ dancing. All seventeen are described in detail. The concluding verse of

the fourth chapter before the closing prayer again refers to all these dramatic

types as nrtye ratnanaksatramala.!7!

Besides Sarigitadimodara Subharikara wrote two other treatises, the
Samganasara, an unedited manuscript mentioned in the catalogue of the Asiatic
Society of Bengal and the Hastamuktavali, '72 which adds to the discussion in
the Sarigitadimodara. In the section of the Sarigitadimodara in which the

author lists hand-gestures he directs the reader to the Hastamuktavali for a fuller

discussion (SDam. p.63).

As its title indicates, the Hastamuktavali deals only with hand-gestures.
Nijenhuis is not altogether accurate in thinking that this text contains

dancing,'73 for it describes hand-gestures that are applicable both to dance and

169 See Bose,1970 . p. 185. fn. 57. The dancer was called a gundali and her dance was gaundali, but
often the dance is also called gundali.

170 SDam. pp. 79; 85-7.

P71 SDam. pp.79,91-6,99.

172 Neog,1952-59.

173 Nijenhuis, 1977. p. 19.
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drama. Beginning with a few verses of benediction the author states the subject
of his discussion, which is hasta, that is, gestures of the hands. The number and
the names of the gestures mentioned in his Sangitadimodara match the material
here, while the actual descriptions and the application of the gestures in general
match the discussion in the Natyasastra. According to the author, there are
thirty single and fourteen double hand gestures that signify words as well as
emotions. The author then describes twenty-seven nrttahastas, hand gestures
meant for dancing, which express no meaning. This text was obviously quite
popular since a certain Raghava Raya acknowledges that his Hastaratnavall is
based on the Hastamuktavali, The Bodleian Library has a copy of Hastaratnavali
which seems to be a virtual copy of the Hastamuktavali insofar as the portions on
the single and double hand gestures are concerned.! 74 However, Raghava
Riaya’s contribution, as Mahe§var Neog notes, lies in his explanation of the
applications of the gestures.!7S The applications of the hand-gestures
described in the Hastamuktavall are very elaborate, which shows that the hand-

gestures had become so important that it was necessary to write a separate work

on these alone.

Another important work from this period is what is known as the
Nrtyadhydya of ASokamalla, which is part of a larger work. The edition
currently available has been prepared from a single manuscript which lacks the
beginning and the colophon of the text.!76 Because of the missing colophon the
actual title of the work is not known, and the title by which it 1s known,

Nrtyadhyiya, was given by the editor. Fortunately, the author’s name is known

174 See Bose, 1964. pp. 57-87 for the discussion of Hastaramavali, 1970. p. 6.; 47-67.
175 Neog,1952-59.
176 Nrtyadhydya,1963. Introduction. pp. 9-10.



from his own references to himself in the text.!?7 The editor has placed the
author 1n the fourteenth century A.D.'78 and comparisons with other works,
known to be from the fourteenth/fifteenth centuries supports this view. For
instance, most of the de§I lasyangas, thirty-seven in all, described in the
Nrtyadhyaya are also found in the section on de§i arigas in the
Sangitasamayasara, and among the de§ilasyas of the Nrttaratnavali. The
Sangitaratnakara describes fewer lasyangas but they too are found in the list of
desi lasyangas in the Nrtyadhydya. Furthermore, a number of lines in the
Nrtyadhyaya closely match lines in the Sarigitaratnakara.!'7® The Nrtyadhyaya
has a reference to the commentary of Sirhhabhiipala on the Sarigitaratnakara
(Nr.Adh. verse.695) which, as the editor points out, places the author after
Simmhabhiipala, who is believed to have lived in the fourteenth century. The
Nrtyaratnakosa and the Nrtyadhyaya both quote the same prakrt verse while
describing the marga lasyangas although neither author mentions the other.
They may both have quoted from the same source. We cannot determine
whether Maharana Kumbha, who wrote the Nrtyaratnakosa and lived in the
fifteenth century, was before or after A§okamalla. However, the internal
evidence strongly suggests that A§okamalla came after ParSvadeva,

Sarngadeva, Jaya and Sirhhabhiipala.

The Nrtyadhyiya consists of 1611 verses, with the beginning and the end
of the text missing. Although the beginning is missing, the contents reflect the
desi tradition of dance recorded in the Sangitaratnakara and the Nrttaratnavali .

The text starts with the hand gestures followed by the movements of the major

177 Ibid.: verses. 695, 707, 1272.
178 Nr.Adh.,1963. Introduction. p. 10.

179 Ibid, verses: 1513-65; SSam. 7. 194-216; SR. 7. 1206-15; NR. 6. 117-73; Nr. Adh.verse: 1301; SR..7. 745.
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and minor limbs, that is, anga, upanga and pratyanga. These take up 614 verses
and resemble the descriptions in the Sarigitaratnakara and the Nrttaratnavall.
Verses 615 to 707 describe vicitrabhinaya (various ways of acting), dividing the
contents into bhavabhinaya (emotional expression) and indriyabhinaya
(expressing through the sense organs). These seem to be summarized versions
of the chapters in the Natyasastra(NS. chs. 22 and 25) on simanyabhinaya and
citrabhinaya. Verses 708 to 753 describe thirty-six vartanas or arm movements,
of which twenty-five are claimed to be derived from Hanuman and the other
eleven from other authors. The first twenty-five are similar to the arm
movements described in Kallinatha’s commentary on the Sarigitaratnakara (SR.
Vol. IV.pp. 105-10) where Kallinatha cites Kohala as his source. These are also
found in the Nrtyaratnakosa. Calanas or calakas, another type of arm movement,
are fifty-five in ﬁumber and described from verses 754 to 862. The first fifty are
similar to what we find in Kallinatha (SR.Vol. IV. pp. 111-23). Sthanas or
postures are described next, from verses 863 to 948, which include postures
meant for men (six) and women(eight), reclining postures(six) and desi sthanas
(twentythree). The desi and marga varieties of caris, one hundred and eleven in
all, including twenty-five mudupacaris, are described in verses 949 to 1115.
The same descriptions of the mudupacaris are found in Kallinatha’s
commentary on the Sargitaratnakara where the term given is
madhupacari(SR.Vol. IV.pp. 313-17). In verses 1116 to 1305 the author
describes one hundred and eight karanas after Bharata. Verses 1306 to 1342
describe twenty-seven desi karanas. The text has a lacuna at this point but the
editor has supplied us with descriptions of the other eleven desi karanas (Nr.
Adh. pp. 138-39), taking them from the Bharatakosa. The descriptions of the
first few angaharas are also missing , which the editor has supplied from the

Sangitaratnakara (SR.7.789-808; Nr. Adh. pp. 140-41.). Verses 1343 to 1415
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describe the rest of the angaharas, thirty-two in all. In the next five verses, 1416-
1420 , the author talks about the musical accompaniment for the angaharas.
Four recakas are described next in verses 1421 to 1426. Twenty mandalas are
described next in 1427 to 1486. Verses 1487 to 1512 describe marga lasyangas
while verses 1513 to 1565 describe 37 desilasyangas. The text ends with
descriptions of the closing movements known as kalasas which are covered 1n
verses 1566 to 1611. The last variety of kaldsa is missing from the text but the
editor has supplied the missing part the description of the last variety of kalasa

from the Nrtyaratnakosa (Nr. Adh. pp. 172-73; NRK. 4.1.83-5).180

This is one of the few texts to refer to §mgabhinaya (Nr.Adh. verse. 141).
The Bhartarnava has one whole chapter on §rigabhinaya (chapter 12). The
Nrttaratnavali also refers to §mga in passing while describing the application of
the kartarimukha hand (NR. 2.112.) but offers no detail. Kalasa is another
movement which is described in the Nrtyadhyaya in detail, the only other text
that describes them in similar detail being the Nrtyaratnakosa. Kaldsas are not
defined but this term is in use today in Kathakali as a concluding part; the same

function is indicated by Kallinatha’s explanation of the term.!8]

The Nrtyaratnakosa of Maharana Kumbha can be taken as the last work of
the second period. It is part of a larger work, the Sangitaraja, which closely
follows the Sargitaratnikara. According to Nijenhuis, who gives an account of
the work in her monograph, "The large work comprising 16,000 verses is

divided into five chapters on: 1. pathya (recitation), 2. gita (vocal music), 3.

180 An exhaustive discussion of the last three movements have already been noted by the present
researcher. See. Bose,1970. pp. 167-83.
181 SR. Vol. IV. .p. 381., commentary on verse 1292: FTHA A gy feeay: |



vadya, 4. nrtya and 5. rasa."'82 Maharana Kumbha, who was a scholar king of
the fifteenth century, is generally acknowledged as the author and the case for
this attribution has been made at length by the editor of the text.'83 The same

attribution appear in both Raghavan and Nijenhuis but Kunhan Raja believes the

author to be Kialasena.!84

The fourth chapter, which is on nrtya, is divided into four ullasas or parts,
each consisting of four pariksanas or sections. Each section starts with a
benedictory verse. The first section of the first part, in 811 verses, discusses a
variety of subjects and concludes with a description of the movements of angas
or major limbs. Beginning with the benediction, the first 123 verses describe the
origin of the §astra of nitya, the rules of building the performance-hall, the
qualifications of the person presiding and the audience. Also discussed are the
preliminaries to the performance, which are described in detail following the
Natyasastra . The author then defines natya, nrtya and nrtta (verses 124-170).
Natya, according to him, is to be understood as abhinaya, ATEAATINAAH

-

(NRK.1.1.128), nrtya as rasa, 7cq9sa" o & J:(NRK.1.1.128) and nrtta

consists of the combination of karanas and angaharas, %<l Iﬁ'&l(?ﬂﬂf{iﬂﬂ
(NRK.1.1.129). Verses 171 to 212 describe pindibandhas or group dances,
which are performed by sixteen female dancers as part of the preliminaries.
More details about the preliminaries are given in verses 213 to 276. The terms
nrtya, and nrtta are explained in verses 277 to 286, nrtya being identified as the
mirga style and nrtta as de§i. Lasya and tandava, and visama, vikata and laghu as

varieties of tandava, are described in verses 287 to 296. Samanyabhinaya or the

1 82 Nijenhuis,1977. p.16-18.

183 Nrtyaratnakosa,Vol. I1. 1968. pp. 2-5.
184 Raghavan,1960. pp. 11-12; Nijenhuis,1977. p. 16; NRK. Vol. II. 1968. Introduction. pp. 2-5.
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general style of acting comes next (verses 297-315), followed by citrabhinaya
which means a special acting style (verses 316-18), aharyibhinaya or the use of
costume, make-up and stage-properties (verses 319-25), vrttis or styles (326-
31) and sattvikabhava or the representation of emotions(verses 332-433). The
rest of the verses are devoted to angikabhinaya or the movements of the body
(434-811). The author repeats the same verses in many places in the same
chapter (285-86. repeated in 448, 287-92 repeated in 459-64). Although the
author has followed the Sargitaratnakara in listing the angas or the major
limbs, he adds a new one, which is dhammilla or braid (502-4). The dramatic
applications of the movements of the angas or major limbs are also described.
Some additional hand-gestures are also described, the source of most of which is
identified as the Brhaddesi. They are also found in the Sarigitaratnakara, which,
however, acknowledges them as borrowed from an unidentified
source(SR.7.284-5; NRK.1.1.513-15; 755). The Nrtyaratnakosa uses the term
nrtyahasta and not nrttahasta for hand-gestures employed in dancing, which

include three new hand-gestures (NRK. 1.1.774-8) found in no other text.

The second section of the first part discusses in 89 verses nine pratyangas
or minor limbs. It includes vartanas or the movements of arms, which the author
acknowledges as taken from the Kalanidhi, Kallinatha’s commentary on the
Sangitaratnakara (NRK. 1.2.27.). The third section of the first part, consisting of
159 verses, is on upangas, another division of minor limbs, which are said to be
twelve. The fourth and final section of the first part, consisting of 43 verses, is
on aharyabhinaya or costume, make-up and stage properties. The first twenty
eight verses discuss dharyabhinaya but the rest deal with various actions and

positions of the hands, namely, pracara, karana, karma, ksetra(NRK. 1.4. 29-42).
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The second part begins its first section, of 92 verses, with a benediction,
which is followed by a description of the sthanakas or postures, which include
marga and desi types of postures meant for men and women, for sitting and
reclining. The second section of the second part, in 63 verses, is on marga cari.
The third section of this part, in 61 verses, is on desl. An appendix of 37 verses to
this section, which, according to the author, quotes from the Kalanidhi, gives
descriptions of the movements of recakas, that is, oscillating movements, and
the mudupa or desi caris. 185 The fourth section, consisting of 62 verses, is on

mandala or the combination of caris. All of these descriptions so far, follow the

Sangitaratnikara in the main.

The third part begins its first section, which consists of 188 verses, with a
set of three benedictory verses, after which karanas or dance-units are described,
according to the author, after Bharata.(NRK.3.1.2.). The author refers to this set
of karanas as suddha (literally, pure) karanas, by which he means the marga
variety. The second section of the third part describes the desi variety of karanas
in 51 verses that include descriptions of nine bhramaris. This section has an
appendix of 23 verses attached to it, describing thirteen more bhramaris which
the author says he has taken from Anandasaiijivana (NRK. Vol. IL. p. 169-72).
The third section of the third part discusses angaharas in 106 verses and at the
end of the section the author states that the angaharas are meant specifically for
the preliminaries to a play (NRK. 3.3. 103-5). In the last verse of this section
(NRK. 3.3. 106) Kumbhia gives directions for the application of four arngaharas,
directions that had never appeared before in any previous work. The fourth

section of this part describes in 8 verses the recakas or oscillating movements.

185 Mudupacir is the same as madhupacari. NRK. pp. 134-38; SR. pp. 313-17; Nr. Adh. pp.108-12.
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The fourth part starts its first section, of 85 verses, with a long
benediction, which is followed by detailed discussions of four vrttis or styles and
six kalasas (dance movements with which a performance concludes) with
twenty-two sub-varieties . There are 7 more verses appended to this section
giving the definitions of an upadhyaya (instructor), an acarya (preceptor), a nata
(actor), a nartaka (dancer) and a vaitalika (a critic who is knowledgeable in
music and can amuse the audience). The second section is in 52 verse.s. In this
the author discusses different presentation techniques and rules, then describes a
dance called perani, and ends with the definition of a kohlatika, that is, a
performer who is able to perform acrobatic movements. The third section of
this part has 193 verses, the first 85 of which describe the lasyangas, of the
marga variety (twelve in number)_as well as the desi (thirty-six in number). In
verses 86-105 the author discusses different gatis or gaits, in describing which
he says he is following Bharata. This is followed by a description of the desi
nrtyabhedas in verses 106-123. The term nrtyabheda is used by Dhanika and
Saradatanaya to denote minor dramas that require dancing.'86 But Kumbha
uses it to mean dancing. Of the six nrtyabhedas described in this text, Sivapriya
comes from the Nrttaratnavali, which describes it as a desi dance. It occurs in no
other text. Dohaka is also a new name which is not mentioned in any other text.
The rest are described in all other texts that discuss minor dramas. 187 Verses
124-128 discuss the technical language used by the dancers. Four features of
desinrtyas are described next, followed by desigitanrtyavidhi which describes
six varieties of regional dances following specific talas and the music
appropriate to them, along with general directions for such presentations in

verses 129-144.

186 See pp.171-73 of this thesis.
187 The nrtyabhedas are Sivapriya, rasaka, natyardsaka, dandarasaka, carcari and dohaka. NRK.106-123.
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From the above discussion it seems that this author divides the minor
dramas that employed dance and expressive dance of the desi variety into two
different categories, respectively, desi nrtyabheda and deSinrtya, the latter being
a category used by what he calls "other" authorities. The rest of the verses are on
the nine rasas and their expression through body movements. The fourth and the
final section of the fourth and last part of the treatise has 88 verses. In this
section the author attempts to define the ideal performer, explains the aesthetic
concept known as rekha or the lines of body movements that enhance beauty,
enumerates the qualities and faults of a performer, discusses make-up, different
schools of performing artists, their qualities and faults, the Suddhapaddhati or
the pure way of presentation, the gaundalividhi or the regional variation called

gaundali, explains how instructions are given to performers and ends with a

final prayer.

The beginning of the third period in the evolution of the concept of dance
is marked by the Nartananirnaya of Pundarika Vitthala who lived in the late
sixteenth to the early seventeenth century.!88 Till Maharana Kumbha’s
Nrtyaratnakosa the major division perceived in the art of dancing by scholars
were marga and de§i, the high classical style and the regional or popular styles.
The Nartananirnaya marks a major conceptual departure by dividing dance

primarily by structural principle into two divisions, namely, bandha, or styles

188 Krishnamachariar, 1974. p. 865. This text remained unedited and unpublished until recently. Dr. S.
Satyanarayana brought out an edition in early 1987 in Kannada script prepared from one full and
four fragmentary MSS. A detailed account of the fourth chapter of the text appears in the present
writer’s B.litt dissertation (Oxford,1964) and her book on classical Indian dancing (1970). A
critical edition from 15 MSS. is under preparation by the present writer. References to the 4th
chapter of the text in the present study are to the India Office Library, London manuscript (MS.
5197). References to other chapters are to the Asiatic Society, Calcutta MS.(MS. IIL. D.5) and to
the Jaipur Khasmahal Library MS.(MS. 6885).



that rigidly adhered to set rules of composition, and anibandha, styles that did
not do so and allowed innovations by the dancer. Many of the works on dancing
written after the Nartananirnaya still followed the approach of the Natyasastra
as found in the Sargitaratnakara but the Nartananirnaya’s approach to

categories of dancing became part of their conceptual framework.

Pundarika Vitthala is believed to have come from southern India and
later he became a court poet in the courts of Man Singh of J aipﬁr and his brother
Madho Singh. He wrote several texts on music under the patronage of these
rulers but still later moved on to Akbar’s court. His three works on music, the
Sadragacandrodaya, the Rigamali and the Rigamanjar1 are well-known. He is
believed to have written two more texts on music, the Raganarayana and the
Sangitavrttaratnakara. He also wrote a lexicon named the

Sighrabodhininimamala and a treatise called the Ditikarmaprakasa on the

characters of the heroine and the hero.!89

The Nartananirnaya was written in the sixteenth century to please the
emperor Akbar, according to Pundrika’s statement at the end of the text.! 90
Like most works before it, the Nartananimaya discusses the various types of
acting, namely, dharyabhinaya, sattvikabhinaya and angikabhinaya, and in
doing so it follows the Natyasastra as interpreted in the Sarngitaratnakara.
However, instead of following the usual practice of reproducing the
Natyasastra’s(and in the case of later texts, the Sangitaratnakara’s rendering of
the Natyasastra’s material) descriptions of the 108 karanas and the 32 angaharas

created by combining them, the Nartananirnaya selects only 16 of the karanas as

189 Krishnamachariar, 1974. p. 865; Raghavan, 1960. pp. 15-16.
190 seTrE=aY YETh T |
FATHE TZAHS el 39 §& VI || (Nartananirpaya. 53b).
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those needed in bandhanrtya, of which it describes several varieties. The text
then proceeds to describe the distinctive features of the various kinds of
anibandhanrtya. From these descriptions of dance compositions there emerge
striking similarities with the classical dance styles of the present time, as
demonstrated in a later chapter of the present study. This text may thus be

regarded as the missing link between the older and present day traditions of

classical Indian dancing.

At the beginning of the first chapter, the author declares his plan to write

on five topics, namely, tala or rhythm, vadya or instrumental music, gita or vocal

music, nartana or dance and natya or drama.!9! However, he never wrote the
fifth chapter, that on natya, nor gave any reason for the omission, leaving the
treatise with four chapters, the last of which is the one on dance.!92 The text
begins with a set of 34 verses, written in a variety of metres, in praise of Akbar
and his ancestors.!93 The first chapter, consisting of 259 verses, is on rhythm,

the second, in 116 verses, is on drums and the third, in 579 verses, is on vocal

music. The fourth chapter, the largest one, has 916 verses that deal with dancing.

This chapter starts by defining nartana, a term used by the author to mean dance.
Nartana is divided into nitya, nrtya and nrtta, of which the last is again divided
into three, visama, vikata and laghu. All the types are defined and the author
reproduces.in the first ten verses the Sangitaratnikara ’s view that nrtya and
nrtta may both have varieties of tandava and lasya. In verses 11 to 206 abhinaya
is discussed, with the sattvika, aharya and angika types of abhinaya described in

detail but not vicika as it is not employed in nartana. Citrabhinaya is then

191 Nartananirnaya. 1a (CalcuttaMS.).

192 Nartananirnaya. 53b (London.MS.).
193 Jaipur.MS. contains this part. The Kannada edition, based on only one full and four fragmentary

manuscript does not contain this part.
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described in verses 207 to 238. The author does not divide the movements of the
limbs into the movements of anga, upanga or pratyanga but in verses 239 to 244,
where he lists his topics of discussion, he mentions the movements of the parts of
the body which, in his view, are of importance. These include the movements of
the head, the eyes, the eyebrows, the arms, the hand-gestures and other actions of
the hands, the waist and the feet. It also discusses the function of the colour of the
face. The list further includes more complicated movements generated from the
combination of the movements of the parts of the body, such as the sthanas or
postures, caris or the movements of one leg, karanas or dance-units and recakas
or oscillating movements. Also in the list are the dance-hall, the characteristics
of a good dancer, rekha or the lines created by the movements of the body, the
lasyangas or features of lasya, sausthava or standing without any movement,
citrakalasa or concluding movement, mudra or natural grace, pramana or
harmony, the audience, the person presiding, sitting arrangements, the troupe of
musicians, the flute, the entrance of a dancer and various dance-sequences. The
actual discussions of these topics is in verses 245 to 656. Most of the material
comes either from the Natyasastra or the Sargitaratnakara. The original matter
that the author contributes to our knowledge comes after this when he begins to
describe the opening dance item, the dancer’s entrance into the stage. This is
where he divides nrtta into two categories, bandha and anibandha. Under
bandhanrtta he puts mukhacali, urupa, dhuvada, vidulagava, sabdacali (later
discussed as $abdanrtta), §abdaprabandha, svaramantha, gitaprabandha, cindu,
dharu and dhruvapada. Their descriptions in verses 668 to 874 show them to be
highly structured dance pieces.'94 A group of five bhramaris is also discussed

(794 to 98) between the discussions on vidulagava and $abdanrtta.

194 See Bose,1970. pp. 149-161. for detail.
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Next, anibandha dance is discussed in verses 875 to 898 with its forms
given, namely, namavali, yati, different neris, kaivartana, muri, talariipaka,
gundila, kamala, natajanuka, mandi, mudupa, murandari, kudupa, tiryakarana,
lavani and vatu. These have fewer details compared to the discussion of the
bandhanrttas. At the end of these descriptions the author refers to these
sequences as anibandha uriipas, evidently using the term uriipa to denote a
broad category of dance. Uriipa is described only in two works, in this text and
in a later work, the Sargitamakaranda of Vedastri.'95 Finally, Pundarika
Vitthala ends the work with two more dance sequences, jakkadi and rasa,which
he includes under anibandha dance (875 to 912). Throughout these descriptions
the terms nrtta and nrtya are used interchangeably. The last four verses of the

text are in praise of the patron and contain a final prayer.

The Rasakaumudi of Srikantha is another text from the third period. The
author was a contemporary and student of Pundarika !96 and was a court poet of
Satrusalya (Jam Sattarsal of Navanagar near Dvaraka) who lived in the late
sixteenth and the early seventeenth centuries.!97 He refers to Pundarika as his
teacher whom he follows in defining music.!98 The editor of the text thinks
that Srikantha, like his teacher, was originally from the South and moved to
western India.'99 The Rasakaumudi is a work in ten chapters divided into two
parts, pirva and uttarakhanda, each consisting of five chapters. The first part

deals with vocal and instrumental music and dance, the second with drama, rasa,

195 In some of the copies of the manuscripts of this text the term uriipa is spelt as urupa or udupa.
196 sfiwg fagasaed qETRTS XHATI
sYHUSAT=aq FTH AR 1| RK. 4. 96.
197 Rasakaumudi;1963. G.O.S. ed. 143. Introduction. pp. 8-9.
198 Ibid. p. 8. RK. 4. 80.
199 RK. Introduction, p. 8.
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the seasons and the proper conduct of a king. The first chapter, in 91 verses,
deals with general matters pertaining to music. The second, in 219 verses,
explains the nature of riga and the technicalities of making and playing the vina.
The third chapter consists of 150 verses discussing further intricacies of vocal
music. The fourth chapter, in 190 verses, discusses vadya or musical

instruments, with details borrowed extensively from the Nartananirnaya.

Chapter five is the part that holds our interest most since it deals with
dancing. Consisting of 356 verses, this is the longest chapter. Beginning with
verses in praise of Krsna, the author relates the origin of natya following the
Sarngitaratnakara. This is followed by a déscription of the stage, and of the initial
presentation by the principal dancer and others. The author recommends the
arabhati style of presentation for the initial part of the performance. Dancers
from different regions are described next, followed by angikabhinaya or the use
of body movements in acting, which include the movements of the head, the
hands and the feet. The author lists the number of movements prescribed for the
minor limbs without giving any details. He mentions ten divisions of natya but
calls only the first variety natya. The ten divisions of ndtya that he mentions are
natya, nrtya, nrtta, tindava, lasya, visama, vikata, laghu, perani and gaundali. He
describes four kinds of abhinayas and then reproduces verbatim verses from the
Nartananirnaya that give general instructions on acting, for which Pundarika
had drawn upon the discussion on samanyabhinaya in the Natyasastra (chapter
22). 200 Before describing any dance-sequence, Srikantha describes the
essence or prana of a nrtya (nrtya here stands for the art of dance). Next,
puspaiijali or the flower-offering on the stage, the rules of exercise, make-up,

and presentation techniques are described, followed by the definitions of 108

200 RK. 5.145-161; NN. 3b-12a.



karanas. The author then presents a list of caris, mandalas and sthinas, adding
that there can be many more varieties of karanas, angahara, cari and mandala.
Then he proceeds to describe utplutikaranas, angaharas, caris, recakas, sthinas,
mandalas and lasyangas. In describing lasyangas he follows the Nartananirnaya.
He divides gatis or gaits into three different types, uttama, madhyama and
adhama and refers to the use of three tempos. Thus ends the chapter on dancing
and the first part of the text, in which he keeps referring to Bharata as the

authority followed.

The sixth chapter is very short, consisting of 5 verses and, as the editor of
the text points out, it serves as a connecting link between the first and the second
parts of the text with a benedictory verse and an introduction to the subject of the
next chapter, which is rasa. The seventh chapter, in 26 verses, 1s devoted to the
discussion of the nine rasas. The author discusses $rigararasa, giving its varieties
in detail and pays less attention to the other rasas. The eighth chapter, in 31
verses, begins with a discussion on how to enhance the beauty of a woman in
sixteen different ways. This he refers to as §rngaravarnana. It includes taking a
bath, putting on make-up, wearing jewellery, dressing and giving the finishing
touch by chewing on a betel leaf (in order to redden the lips). The author adds
shrewdness to the list of qualities necessary in a good performer and instructs the
performer to use appropriate emotional expressions. The ninth chapter
describes the six seasons in 59 verses after justifying the inclusion of this subject.
According to the author, the seasons should be enjoyed and the joy of the seasons
can be expressed through different costumes worn to represent different
seasons. The tenth and last chapter has 48 verses and deals with royal conduct

and the daily programme of a king. The reason given for including this subject 1s
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that a king should know and enjoy the art of dancing. The chapter and the text
end with a final prayer.

The contribution of Srikantha to dance scholarship is not substantial in
terms of the definitions and categories of dance that he presents, nor of the
descriptions of body movements. His chief contribution lies in his discussion of
the concept of prana, or the essence of a performance, which sums up what a

dancer should aim at while performing. The ten pranas are listed in the

following couplet:

@ = et $7 wH gite g 4|
Sy frHyT a= Md ed qTO FWEET: I (RK. 5. 162.)

The line, the steadiness, the swiftness, the pirouettes,

the glances, the desirous [smile], the pleasing [appearance],

the intellect, the speech and the song constitute the

ten vital spiritsof a nrtya.
It is interesting to note that the fourth essential prana is bhramari, which by this
time must have become a movement of such vital importance in dance that it was
exalted to the status of a prana. It is unfortunate that Srikantha leaves it

undiscussed, especially as he is the first author to speak of prana.

Srikantha’s other contribution is his detailed instructions for make-up
and stage presentation, his approach to both subjects being original. Regarding

the second, for instance, he says:

WIEqHTY YT ATed qEATRT FEARL: |
QY FLTQ qUT ATETAG AT AT 1l (RK. 5. 183)



Just as [the way] a garland maker makes a
garland with the help of flowers a performer [literally,
the skilled one] should act in the same way with [the
movements of] the major and minor limbs and
[expressions of] rasa etc.
The work also has the virtue of being a systematic and organized approach to the
subject. However, as we have noted in summarizing the work, it is a derivative

piece of writing, the author relying heavily on Pundarika for the most part.

The Sarigitadarpana of Damodara is a work on music and dance. He is
believed to have been a descendant of Kallinatha, the commentator on the
Sangitaratnakara. Damodara was a poet at Jahangir ’s court, which places him in
the seventeenth century.20! A complete manuscript is known to exist in the
Bibliotheque Nationale of Paris; a fragment containing three chapters on
instrumental music, thythm and dancing is in the Bodleian Library at Oxford.
202 The readings of the two manuscripts are virtually the same. One edition of
the full text, an unsatisfactory one, as Riaghavan points out, was brought out in
1952 by the Saraswati Mahal Library of Tanjore. Nijenhuis ascribes the work to
Haribhatta, who was indeed , as reported by Raghavan, the author of a work
called the Sangitadarpana.203 The two works are almost identical, which
permits the conjecture that either Haribhatta and Damodara were one and the
same person, or Haribhatta "made his own version of Damodara’s work."204

According to Raghavan, the Tanjore edition is from the manuscript that bears

201 Krishnamachariar,1974. p.866.

202 See Bose,1964. pp.16-18; 1970. p. S. Sarigtadarpana of Damodara, Bibliotheque Nationale. Paris.
MS.No. 771; Bodleian Library, Oxford, MS. No. Mill. 47.d.

203 Raghavan,1960. pp. 20-21 ; Nijenhuis,1977. p. 27.

204 Raghavan,1960. p. 21.
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the name of Haribhatta. Generally speaking, the Sargitadarpana is ascribed to
Damodara by most scholars, including Raghavan. Comparison between the

chapter on dancing of the edited version with that of the Bodleian MS. show that

the two are identical.

The Paris manuscript has seven chapters while the manuscript examined
by Raghavan is said to have six. The edited text of the Sarigitadarpana has seven
chapters,205 the first on svara or the science and philosophy of sound, the
second on raga or musical modes, the third on prakirna or miscellaneous
technicalities of music, the fourth on prabandha or composition, the fifth on
vadya or instrumental music, the sixth on tala or rhythm and the seventh on nrtya
or dancing. The first chapter'has 150 verses and starts with a benediction and
proceeds to define the term sangita to explain its division into marga and desi.
The origins of raga or musical mode, nada or sound and other technical
intricacies of vocal music are discussed, and the chapter ends with a verse that
lists seven birds and animals that represent the seven musical notes. The same
verse is also found in the Nartananirnaya.206 The second chapter (verses 151-
289) begins with a verse defining raga, which is found in the Sangitaratnikara
and the Nartananirnaya. This chapter describes the anthropomorphic images of
the ragas and raginis as well as their structures. Krisnamachariar and Raghavan
state that Damodara borrowed his anthropomorphic description of musical
modes from Somanatha’s Ragavibodha.207 Chapter three (verses 290-352)
discusses a variety of subjects, including alapa, the use of the voice, the qualities

of a singer and the characteristics of a musical composition. The fourth chapter

205 Raghavan reports six chapters and the chapter on tila is missing from his list. 1960, p 21. Paris MS.
has seven chapters.

206 SDar.1. 150; cf. NN, 20a. There are a number of verses which seem to be quoted from the Nartananimaya.
207 Raghavan,1960. p. 21; Krishnamachariar,1974. p.866.



(verses 353-531) discusses the details of musical composition. The fifth chapter
(verses 532-615) is on vadya or instrumental music and describes the vina and
other stringed instruments, different kinds of flutes, their characteristic sounds,
the compositions appropriate to them, drums and so on. Here the author again
quotes extensively from the Nartananirnaya, though he does not name it as his
source. The sixth chapter is on tala. In verses 616-798 it defines the term tala,
explains its derivation, and describes ten pranas, marga tilas and, finally, desi
talas. At the end of this section appears a description of 120 talas, of which the
source is the Sargitaratnakara . This is followed by another set of 103 talas
described according to other authorities (pp. 149-70). In the section that

follows, other technicalities of talas are described.

The final and seventh chapter, in 282 verses, 1s the one on dancing. The
chapter begins with a benediction followed by a detailed description of the
opening dance called mukhacali which is very similar to the mukhacali
described in Nartananimaya 1n greater detail. That the descriptions in the two
works come from the same tradition is shown by the fact that the song to be
illustrated by hand-gestures is the same in both the texts. Next, verse 53 lists ten
types of dancing but does so confusingly. The verse identifies natya, nrtya,
tandava, nrtta and lasya as types of nartana. It then divides nrtya into five types,
namely, visama, vikata, laghu, perani and gondali (a variant form of the word
gaundali), which are desi forms. This division might thus seem to indicate that
nartana is the general class name and that nrtya is a subdivision. But the verse
concludes by stating that all ten types mentioned are types of nrtya. Evidently,

then, the text is using the terms nartana and nrtya interchangeably in this verse.

Verses 54-93 describe bhava, rasa, mukharaga, the four types of

abhinaya, and explains the meaning of lokadharmi or natural and natyadharmi
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or stylized presentations.- Verses 94-96 define nrtya and nrtta. Here, nrtya is
considered to be a marga style which portrays emotions through body
movements. Nrtta, on the other hand, is based on tala and laya and expresses no
meaning. Verses 97-103 list the movements of anga, upanga and pratyanga,
followed in verses 104-11 by definitions of rekha (the imaginary lines described
by the body in motion), pramana (harmony), and the ten pranas (the vitalizing
power of performance) to be instilled into a dance by the dancer. Prana is
discussed, as we have seen, also in the Rasakaumudr. Gatis are described from
verses 112-23 in the manner of the Nartananirnaya. Tandava and lasya are
defined with quotations from the Sargitaratnikara in verses 124-25. The author
views them as dances for men and women respectively. In verses 126-30
mukharagas or the colour of the face, nandi or the opening verse and the
characteristics of an actor are described. The rest of verses 131-282 describe
dance pieces. Most of these descriptions are taken from the Nartananirnaya.
The author then describes yatinrtya, Sabdacali, udupas, dhruvadas, Sabdanrtya,
camatkdranrtta, $abdanrtta, gitanrtya, svarabhinaya, svaramanthanrtya,
stidanrtya, dhruvagitanrtya, one after the other, classifying them under the
suddha or pure dance style (verses 131-240). DeSinrtyas are described next,
which include cindu, kattari (dhart is a variety of this type) and vaipota (verses
241-61). Finally, bandhanrtya, kalpanrtya, jakkarl, perani and gondali are
described (verses 261-82).

While it is evident that there is no original material on dancing in the
Sangitadarpana either in terms of information or interpretation, the work is
valuable as an illustration of an approach to dancing that began with the
Nartananirnaya. As shown above, the author follows the Nartananirnaya as well

as the Rasakaumudi, which itself borrowed the views of the Nartananirnaya, in
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showing a growing interest in such aesthetic elements as rekha, pramana and
prana. Generally speaking, then, we find from the Nartananirnaya onwards a

great stress laid on the responsibility of the dancer for creating the artistic effect.

Sarigitanardyana is a seventeenth century text by Purusottama Misra, a
poet at the court of Gajapati Narayanadeva of Orissa.208 The work is in four
chapters and deals with music and dance. Chapter one (546 verses), called
gitanirnaya, is devoted to the technicalities of vocal music, such as nada, $ruti,
svara, grama, raga, gi’ta and tala. The second chapter, vadyanirnaya (131 verses),
discusses vadya or instrumental music. The third chapter, natyanirnaya, in 828
verses, deals with natya or mimetic art, which includes dancing. The fourth
chapter (verses unnumbered, pp.176-200), §uddhaprabandhodaharana, is on
prabandha or composition. The first edition of the text was brought out by the
Sangit Natak Academy of Orissa in 1966. A scholarly edition of only the
musicological parts of the text has been recently prepared by Jonathan Katz but
not yet published. There is no satisfactory edition of the part on dancing.
However, the edition prepared in Orissa gives us a fair idea of the contents of

that part.

The third chapter, on dance and mimetic art, begins by relating the origin
of the natyaveda. Similar verses are also found in the Abhinayadarpana
(SN.3.2,3; ADar.2, 3.). Next, the author divides nartana into natya, nrtya and
nrtta and defines them, citing various authorities. He then defines marga and
desi along the lines of the Sargitaratnakara and also refers to the views of
Kohala ( 3.3-11). As examples the author names twenty marga-natyas, which

include ten ripakas and ten other varieties of dramatic presentation, for which

208 Katz,1987. Introduction, p. iii -vi.



no class-name is given.209 Sixteen varieties of de$inatyas are given as those
identified by Dattila.2'0 Twelve names of desinrttas are given next, some of
which are the same as types of marganatya and deéindtya.2!'! The names of ten
marganatyas (excluding riipakas), sixteen desindtyas and twelve deinrttas are
cited as found in various texts as examples of minor dramas (3.12-20). The
names of the desinrttas are those of the nrtyabhedas in the Avaloka of Dhanika,
in the Bhavaprakdsa and in the Sarigitadimodara.2'2 The use of the term nrtta
in this context in the Sargitandrdyana seems to be a scribal error. Not only do the
varieties mentioned above appear in the category of nrtya in other texts, but the
Sangitanardyana itself recognizes nrtta as a different branch, as we see only a
few verses later where the types of nrtta are discussed along the lines of the
Sangitaratnkara. Although Purusottama borrows frequently from others, the
classification of the dramatic arts into three categories is entirely his own, as is

his mention of so many dramatic types, which we find in no other work.

Tandava and lasya are next defined and described as two types of nrtta.
Two kinds of tindava, prerani and bahuriipa , and two kinds of lasya, sphurita
and yauvata, are discussed in detail (3. 21-28). Nirtta is then described, with its
three varieties, visama, vikata and laghu (3.29-30). Tandava and lasya are
designated as dances for men and women following the Sargitadimodara

(3.31; SDam. p.69). A new set of natyas, known as prakaranatyas are mentioned

209 Ten varieties of marganatyas, not included in the riipakas, are Natikd, Prakaranika, Bhanik3,
Hasikd, Viyogini, Dimika, Utsahavati, Citra, Jugupsitd and Vicitra. SN. 3. 14-15.

210 Sixteen varieties of de§indtyas are Sattaka, Trotaka, Gosthi, Vrndaka, Silpaka, Preksana,
Sarhlapaka (sallapaka?), HalliSa, Rasaka, Ullapyaka, Srigadita, Nﬁgyarﬁsaka, Durmalli,
Prasthana, Kavya and Lasika. SN.3. 15-18.
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Ulmuki(Bhilluki), Tumbika are cited as the twelve de§inrttas. SN.3. 18-20.
212 DR.1969. p.8; Bhp. 1968. pp. 255-69 ; SDam. 1960, pp. 91-96.
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next and their names are given as kasthd, jakadi (same as the jakkadi mentioned
in the Nartanirnaya ), §avara, kurafiji and mattavali. These are in fact dance
pieces, of which only jakadi was recorded by earlier authors. After describing
these dances the author refers to them as desinrtya (3. 31-36), of which a
definition is then given (3.37). We may note that this author records two kinds

of desi dances, namely, desinrtta and desinrtya.

The author then describes the natyasala or the dance-hall and the sitting
arrangements for the audience (3. 38-52). The qualifications desirable in
spectators are enumerated (3. 53-61). The author then describes the talents and
defects of performers, particularly the principal dancers, reviewing dancers
from different regions. Then he describes how the training of a dancer begins(3.
62-83). He notes the work of the teacher and mentions the use of the curtain.(3.
84-90). Four types of abhinayas are also mentioned. The type of abhinaya
known as aharya or the use of costume, make-up and stage accessories is
described at great length (3. 90-175). The languages used for different
characters in a play and the forms of addressing one another are then described
(3.176-201). The author also suggests names for characters which will express
their distinctive traits (3. 202-13). Vrttis or styles of presentation come next (3.
214-19). The author says that since sandhi, bindu, pataka etc. (terms that mark
the structural divisions of a play) and the plirvaranga (the preliminaries to a
play) are not relevant for nartana or dancing, he will not even mention them (3.
220). This suggests that the use of nartana or dance in the piirvaranga of a play
was no longer of vital importance when this text was written . Instead, the art of
dance must have been very much a part of the total presentation of sangita, that
is, a comprehensive recital of vocal and instrumental music and dance. The

interdependence of dance and music can be seen from the early medieval period



and as we analyse the texts it becomes much more apparent that in the later

medieval period there was no need for any author to describe sangita primarily

as a part of a dramatic presentation.

The author proceeds with the characteristics of the best, mediocre and
worst performers. The method for entering the stage follows, which this text
borrows line for liﬁe from the Sarngitaratnakara and the Nartananirnaya.2'3
The actions that are to be avoided on stage are specified next. The ideal time for
the presentation of a natya is then mentioned.2'4 The author adds that the
spectator has to remember to encourage the dancer by showing his appreciation,
otherwise many misfortunes may befall him (3. 221-255). Angikabhinaya is
then described in detail (3. 255-728) with the divisions of limbs into anga,
upanga and pratyanga. Next, the author identifies five features of nrtya, namely,
sthanaka, cari, karana, mandala and angahara, and he does so, as he himself says,
by following the path shown by Bharata. Sthana is then defined and its different
types are described with the names of 52 marga and desi sthanas given but no
details ( 3. 731-43). Cari is then defined and two lines are quoted from the
Sanigitadamodara and the Sargitaratnikara.2'S The names of 32 marga and 54
desi caris are given without any description (3. 744-64) but with a passing
reference to Bharata. Karanas are explained next, Sargadeva being cited as the
source and the names of 108 karanas are given (3. 765-82). The author
prescribes the talapuspaputa karana for the worship at the beginning of the
performance and the gangdvatarana karana as part of the benediction with

which a performance should conclude (3. 784-5). The names of thirty-six

213 §N.3.235-8; SR. 7. 1260-63; NN. 40a.

214 Nitya in this context refers to dance, a common practice of the writers on dancing through its
history which can be seen in naming the style Bharatmatyam of to-day.

215 §N.3.745; SDam. p. 64; SN.3.783-4; SR.7. 748-9.
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utpluti or desi karanas are given next (3. 786- 92). Seven bhramaris are included
in the list of utplutikaranas as in the Sargitaratnakara.2!6 Next, in verses 793-
96, thirty-two kalasakaranas are mentioned. Kalasas occur in other works but
are never thought of as karanas, which is a very different way of looking at these
movements and unique to this text.2!7 The author then defines mandala and
lists twenty varieties, quoting lines from the Sarngitadamodara (3. 797-801;
SDam.p. 67). The author describes angaharas next (3. 802-17), quoting lines
from Sarngadeva and Subharkara.2'8 Recakas are then described in detail.

The chapter ends with verses, again from Damodara, prescribing methods of
practice, eating light food etc.2'9 The author finally talks about nyaya or the use

of appropriate movements and ends his discussion out of concern for the length

of the text.

The new information given by this author relates to the different varieties
of marga and desindtya, desinrtta (3.12-20), five varieties of prakaranatya, also
known as desinrtya (3.31-36), and kalasakarana (3. 793-96). Although he
devotes a large number of verses to descriptions, the information does not add
much to the knowledge we have already gathered from other texts insofar as the

movements of the limbs are concerned.

The next work on our list is the Sarigitamakaranda of Vedasitiri which was
written in the early seventeenth century. From Raghavan’s account, written in
1932-33 (repr. 1956,1957, 1960, 1961), it appears that the only extant part is the

chapter on dancing, which has several prakaranas or sections. Raghavan reports

216 §N.3.791-2; SR.7.755.

217 Kalisas are described in detail in the Nrtyddhydya and in the Nrtyaratnakosa. Nr.Adh. 1570-1613;
NRK.4.1.37-85.

218 §N.3.797-8; SDam. p.67; SN.3.804; SR.7.791; SN. 3. 808; SDam. p. 68.
219 SN. 3.823; SDam. p. 66.
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that on examining the manuscripts he found that the chapter on dance discussed
rasadrstis, gatis, carls, hastas, various dances and lastly rasas. He also mentions
that Sahaji, father of the Maratha leader Sivaji, was Vedasiiri’s patron.220
Krishnamachariar repeats this information but adds that Vedasiiri was the son of
Anantz; and a grandson of Damodara, author of the Sargitadarpana.22! The text
was edited by K.V. Vasudeva Shastri and published in several parts in the
Journal of the Saraswati Mahal Library, Tanjore in volumes VI.3; X. 1; X.2 and
X.3 and XII during 1955 and 1957.

Of these, only some parts have been available to me. The first section
available (.X.2) starts from verse 65 and describes the sixth gati, mrgi. This
description 1s different from any discussion of gati that we have come across so
far. The author treats each gati like a dance sequence and describes the gati with
all its components of movements. For instance, while describing the mrgi gati
the author gives all the movements necessary for its presentation, such as the
appropriate karana, sthana, carl, the hand-gestures, the head movements and
glances. The rest of the gatis are described in the same way. In all he describes
the eleven gatis that, he says, are recognized by schools of dancing. This is
followed by a description of two calakas of the arms, laharicakra and
nirajitapadma (the names are new) that are necessary for mandalasthanaka. At
the end of this section the author describes the abhinaya or miming of a verse in
the same way that Pundarika Vitthala in Nartananirnaya has described the
abhinaya of a §loka,222 each word of which is to be expressed by an appropriate

hand-gesture. This first prakarana or section ends with a description of the

220 Raghavan,1961. p. 21-23.
221 Krishnamachariar,1974. p.867.
222 See Nartananirnaya. 42b.



mukhacali or the opening dance-sequence. The first description of mukhacali in
the dance literature occurs in the Nartananirnaya. The second prakarana of the
Sarigitamakaranda describes the angaharas which are to be performed in the
preliminaries of a play. According to the author, this dance requires twelve

karanas, which are described in detail.223 The rest of this section is devoted to

the description of the angaharas.

In the next prakarana the author says that after performing the
angaharanartana, udupa in laksmitila is to be performed and describes in detail
the dance along with the required tala. Next to be described is the dance called
namavali which, according to the author, is taken from Kohala’s description. A
closer source, however, is Pundarika’s Nartananirnaya. Namavali can be
performed in four, five or six khandas or units of talas, each of which is
described in the Sargitamakaranda with its appropriate rhythmic syllables, for
which the Sarigftadazpapa is cited as the source. Next comes §abdacali nrtta,
followed by the dances termed neris. A new dance sequence called hastaneri, not
found in any other text, is described. This dance requires twenty-four kinds of
hand-gestures, ten varieties of sthanas, six types of carls, various movements of
the different parts of the body and different gatis done in a slow tempo and to
aditala. The author begins to describe the twenty-four hand gestures required
for this dance. Unfortunately, the edited text to which I had access breaks off

after the description of the seventh hand-gesture.

223 Twelve karanas are vaiSakharecita,vrécika, vrscikakuttita, dksiptaka, cakramandala, uromandala,
avarta, kuficita, dolapada, vivrta, vinivrtta and katicchinna. Interestingly, although these karanas
are from the list found in the Bharata tradition, they are different from the group of sixteen
described in the Nartananirnaya. Obviously, the style that is described in the Sarigitamakaranda is
different from the style described in the Nartananirnaya. NN. 32b-33b.
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Although the whole text has not been available to me, the portions
examined here are sufficient to show that the author’s approach to his subject
was unusually full in the detailed instructions he gives for the actual
performance of dance movements. He seems to have been interested mainly in
the structure of dance compositions as combinations of smaller movements. He
describes these movements step by step, and includes with each movement the

appropriate rhythm and tempo

Yet another seventeenth century work that deals with, among other
subjects, music and dance is the Sivatattvaratniakara. The author was Basavardja,
a king who reigned between 1684-1710 A.D. The text has been edited by
Narayanaswamy Sastry in three volumes and in the introduction to the first
volume H. Deverappa tells us that Basavardja’s kingdom was known as Keladi
which stretched across "the whole coast of Kanara from Goa in the North to

Cannanore in the South as also parts of the Shimoga district of Mysore.224

The text consists of nine kallolas or sections with several tarangas or
subsections each. Altogether a hundred and one such subsections cover a
variety of subjects. Dance is described in the sixth chapter in several tarangas or
subsections numbering 3-6 while music is described in 7-9. The third taranga of
the sixth chapter has 56 verses, the fourth has 114, the fifth has 101 and the 6th

and final taranga, the one that is most relevant to our study, has 100 verses.

The third taranga of the sixth chapter begins with a definition of dance for
which the author uses the term natana (6.3.1) and which he equates with both
nrtta and natya (6.3.5; 6.3.7.). Here he explains the nature of dance, writes in

praise of the art, relates its origin and discusses verbal acting. Natya and nrtta are

224 Sjivatattvaratnikara,1964. Vol. 1. Introduction . p. ii.



continually used interchangeably (6.3.5-9). Next, marganrtta is described,
divided into tandava and lasya, followed by a description of desinrtta. Then the
author describes the seating arrangements for the king, the queen, and the
rajavilasinis or women of the royal court. Next he provides a traditional
description of the characteristics of the nartaka and nartaki or the male and
female dancers (6.3. 9-33), but adds a personal note to it by stating that the
nartakis who come from Lata, Gurjara, Saurastra and Maharastra are the best
(uttama), presumably in terms of competence, while the dancers from the
central and northern regions are mediocre (madhyama). The worst (adhama)
dancers, according to him, come from Karnata, Dravida and Andhra (6.3.
33).225 The author then discusses at length the appearance and the qualities of a
nartaki (6.3. 34-39). Next he describes how to begin a performance by bowing
to Siva (6.3. 40-45), and gives the number of the drummers needed, naming the
different drums as hudukka, kahala, karada, cancu ( 6.3.45-48). For initiating
the performance the author recommends a set of six ragas, beginning with Sri or
Dhruvi and following up with Sri, Madhyama, Nata,Karnatagolaka and
Chayanata (6.3.48-50). In the same subsection the terms for the movements of
anga, upanga and pratyanga are mentioned, as are the sthanas, caris, mandalas,
padas, angahdras and recakas. Departing from the usual practice of dance
manuals, the author also includes in this section a brief discussion of the method
of teaching dancing. All of these the author promises to discuss in the following

sections (6.3.50-56).

225 This seems surprising in view of the widespread cultivation of the art, which can be inferred from the

fact that at least from the medieval period a number of manuals were produced from the south and

were still being produced when this text was written. Further, we find references to highly developed

dance styles from those regions. See Raghavan,1965. Introduction. pp. 18-34.
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The fourth taranga deals with the movements of the head and its parts in
114 verses. The fifth taranga describes, in 101 verses, hand-gestures and the
movements of the arms and prescribes their applications . Unlike other works,
the Sivatattvaratnkara first describes the nrttahastas or the hand-gestures
specially meant for dancing, and then describes the others, that is, the single and
double hand-gestures. The sixth taraniga discusses the rest of the major and
minor limbs ( 6.6.1-43), finishing with the movements of the feet and moves on
to describing sthanas ( 6.6.43-85). In discussing the movements of the limbs the
author mostly follows the Natyasistraand Sargitaratnakara. The author
mentions desi sthanas as they appear in the Sarigitaratnikara but does not
describe them. Caris and mandalas are discussed next but no desi varieties
(6.6.86-99) are given. The author at this point expresses concern about the
length of his work and says that there are 108 karanas but does not name them.
However, he states that 16 of these karanas are better known than the others; we
may recall that in the Nartananirnaya, Pundarika describes a set of 16 karanas
that constitute bandhanrtta (6.6.100; NN. 32b). Whether the 16 karanas
considered by Basavaraja as the most prominent were the same as the karanas
required for bandhanrtta cannot be known but the coincidence is worth noting.
As we shall see in a later chapter, the bandhanrtta described in the
Nartananirnaya is very likely closely related to the style now known as Odissi. If
indeed the 16 karanas selected by Basavaraja were elements of bandhanrtta, then
there is reason to believe that this style was practiced in Western as well as

Eastern India at the time this author wrote.

The Sangitasirasanigraha is a late work by a "Bengali Vaisnava lyric poet

and composer Narahari Cakravarti, alias Ghana§yamadasa” who lived in the
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early nineteenth century.226 It is in six chapters which deal mostly with music,
and as Nijenhuis points out, it is a compilation of materials drawn from older
works on music from the eastern part of India, mainly from Orissa and Bengal.
The text offers very little to add to our information on the concept or
descriptions of movements or sequences. But it does show that informed

interest in certain dance styles continued from the medieval times till the early

nineteenth century in Eastern India .

The chapters deal with the following subjects: vocal music, instrumental
music, dance and drama, body movements, language and metre. Of these,
chapters 3 and 4 are of interest to us. The third chapter (pp. 63-69) starts with a
benediction, relates the origin of natyaveda, which the author refers to as the
fifth veda, and mentions the division of nartana (dance) into natya, nrtya and
nrita. These terms as well as marga and desi are explained with quotations from
Kohala. Ten marganatyas, sixteen desindtyas and twelve nrtyas are mentioned,
the information being taken from the Sarigitandrdyana227 Nrtta is divided into
the usual three categories, namely, visama, vikata and laghu. Tandava and lasya,
which the author says can be both nrtta and nrtya, are discussed in detail along
with their varieties. Tandava and lasya are referred to as dances for men and
women respectively. Tandava has two varieties, prerani and bahurtipa, and lasya
has sphurita 228 and yauvata; these are taken from the Sarigitadimodara. The
author quotes from the Sangitadimodara, Sangitakaumudi and the Sargitasira
to describe these dances. He gives a list of dance pieces from the late medieval

period, which includes kastha, jakadi, $abda, karafiji and mattavalinrtya. These

226 Nijenhuis, 1977. p. 35; Katz,1987. Introduction. pp. xxii-xiii.

227 §N.3.12-20; SSir.Sam. .pp.63-69.
228 SDam. has churita. p. 69.
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again are from the Sarigitanardyana.229 Jakadi and $abdanrtya are found in
other texts as well.230 In describing dance movements the author mainly
follows the Sargitadimodara and the Sarigitaratnakara. He quotes from
Kaumudi ( i.e., Sanigitakaumudi) to say that different regions have different

varieties of nrtya according to the taste of the particular region.23!

The fourth chapter (pp. 70-90) discusses angahara, by which the author
means angas, upangas and pratyangas, or the major and minor limbs. In this he
follows the Sarigitadimodara.232 The applications of some of these
movements are also described. The author finishes the chapter by mentioning

the five components of a dance which are sthanaka, cari, karana, mandala and

angahara; the term angahara, in this context, stands for the basic dance sequence.

He does not discuss them in detail since he is concerned about the length of the

work.

No survey of Sanskrit treatises on dancing can hope to be entirely
comprehensive since most of the works written for the earlier period of the
development of the art are lost. As the present survey has indicated, the lost
work by Kohala was clearly an extraordinarily authoritative source on which
contemporaries as well as later writers continued to draw. The medieval period
has fared better, for most of the treatises written in that period are extant and
most are available in modern editions. In the later period a number of manuals
were produced, some in Sanskrit and some in the vernacular languages, many of

which are still unedited and available only as manuscripts scattered through

229 §N. 3.31-36; SSarSam. .pp.63-69.

230 NN. 47b-48a(sabdanrtta),53a(Jakkadi); SDar.7. 268-71(Jakkadi); SMakV. ch.2,
231 $N.3.37.

232 §§arSam. .pp.70-90.; SDam. .pp. 61-9.
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libraries all over India and a few in libraries outside India. Raghavan has
described some of these manuals on dancing in his survey of sangita literature in

Sanskrit, and some vernacular works in the introduction to his edition of the

Nrttaratnavali233

The present survey covers the majority of Sanskrit works that directly
deal with dancing, leaving out only those from the late period (16th -17th
century) that fail to provide new information or to show any originality of
approach. Also omitted, for fear of needless duplication, are certain eighteenth
century texts that have been exhaustively described by Kapila Vatsyayan. Her
survey, as earlier mentioned, may be used to great advantage to complement the
present survey. 234 The present survey has also left out works in regional
languages since they do not form part of the Sanskrit tradition that is the subject
of this study. But the considerable number of these vernacular dance manuals
produced in the late medieval times and through the nineteenth century in
Andhra, Tamilnadu, Kerala, Orissa, Bengal and Manipur attest to the

importance and popularity of the art. 235

The relevance of dance treatises 1s not limited to dance historians and

critics but extends to the actual dancers. At the present time, practitioners of

233 Raghavan,1956-61; NR.1965. Introduction. pp. 18-34.

234 Vatsyayan,1968. has used the Natyasistra of Bharata, the Abhinayadarpana of Nandike§vara, the
Sarigitaramakara of Sarngadeva, the Sargitamakaranda of Vedasiiri, the Natyasastrasamgraha of
Govindicarya, the Hastalaksanadipikda (followed by the Kathdkali dancers), the Hastamukt3vali of
Subhankara(followed by the Manipuri dancers) and the Balaramabharata of Balaraima Varmi
(followed by the Mohinidttam dancers) to compare the theories offered. p.32-37. The present

researcher has given an account of the Natyasastrasamgraha in her earlier study of 1964, 1970. This
text is left out from the present study. The Hastalaksanadipika and the Balaramabharata are left out

since Dr. Vatsiayayan’s book provides the details of their content.

235 Patnaik,1971; Classical and Folk Dances of India, 1963. part. i. ’Bharatanatyam’, p. 29; part. ii.
’Kathakali’, p. 10; part. iv. ’Odissi’, p.20; part. v. "Manipuri’, p.39.
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each of the modern styles claim to have their own manuals which they follow,
some written in Sanskrit some in the languages of the regions where they
originated. The Bharatanatyam dancers follow the text of the Abhinayadarpana
of Nandike$vara for learning the movements of the body, Odissi dancers seem to
follow the Abhinayacandrika of Mahe§vara Mahapatra, Kathak dancers refer to
Nartanasarvasva as their guidebook (though no copy of it has been found so far),
and Kathdkali and Mohiniattam dancers follow—among other manuals-the
Balaramabharatam as their guidebook.236 This reliance of dancers on the §astra
of dancing is a product of the tradition of discourse established in the Sanskrit

treatises, which has resulted in simultaneously providing theoretical exposition

and practical guidance.

The literature of dancing surveyed here is important as the major
repository of information but more important still as the only record and the
only measure of the changes through which dancing has evolved in India. In
terms both of techniques and concepts we see the phenomenon of steady change
in the art and it is only by studying the treatises in their chronological sequence
that we may trace the details of that evolution. The present survey thus forms the
necessary background to the study undertaken here of the particular features and
underlying principles of classical Indian dancing. To understand these features
and principles, this study will closely examine the terms, relating to both
concepts and techniques, found in the texts of the subject, which are charted

below.

236 The sources for the various styles are as follows. Kathak: 'Kathak’,Vatsyayan,1956. pp. 74-88,
and ’Bharater Sastriya Nrtyakala’ ,Kothari,1987. p. 60; Mohiniattam: *Mohiniaattam’,Rele,1981.
pp. 69-70; Kathakali: *The Tradition: ABrief Historical Survey’, Khokar ,1963, pt. I, p. 10; Odissi:
’A Glimpse Into Odissi Dance’, Misra.,1981. p. .90; Bharatanatyam: 'Sastra and Prayoga: The Use
of Abhinayadarpana’, Bose, 1988.



Work

Natyasastra

Visnudharmottara Purana

Abhinavabharati
Dasariipaka
Srrigaraprakasa
Natyadarpana

Manasollasa
Né;ak?ak;aparatnako@
Bhavaprakasana
Sarngitasamayasara
Sarigitaratnikara
Nrttaratnavall
Abhinayadarpana
Sarigitamakaranda

Sahityadarpana

Sangitopanisatsiroddhira

Sarigitacandra
Sangitadamodara
Hastamuktavall
Nrtyadhyaya
Nrtyaratnakosa
Bharatarnava
Nartananirnaya

Rasakaumudi

Date(approximate)

2nd/ 3rd c. A. D.

Author

Bharata

5th c. A. D.(section on dance)

10th-11th c. A.D.
10th c. A.D.
11th c. A.D.
12th c. A.D.

12th c. A.D.
12th/13th ¢c. A.D.

around13th c. A.D.

12th-13th ¢c. A.D.
13thc. A.D
13thc. A.D

around13th c. A.D.

13th/14th c. A.D.
14th c. A.D.

14th c. A.D.
14/15th c. A.D.
15th c. A.D.

15th c. A.D.
14th/15th c. A.D.
15th c. A.D.

16th c. A.D.
16th-17th c. A.D.
16th-17th c. A.D.

Abhinavagupta
Dhananjaya
Bhoja
Ramacandra
and Gunacandra
Somes$vara
Sagaranandin
Saradatanaya
Par§vadeva
Samgadeva
Jaya Senapati
Nandike$vara

Narada

Visvanatha Kaviraja

Sudhakalasa
Vipradasa

Subharkara
Subhankara

Asokamalla

Maharana Kumbha

Nandike$vara

Pundarika Vitthala

Srikantha
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Sangitadarpana
Sarigitanarayana
Sangitamakaranda
Sivatattvaratnakara

Sarigitasarasamgraha

17th c. A.D.
17th c. A.D.
17th c. A.D.
17th/18th c. A.D.
19th c. A.D.

Damodara
Pursottamamisra
Vedasirn
Basavar3ja

GhanaSyamadasa
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Chapter 2

THE NATYASASTRA AND THE CONCEPT OF DANCE

The Natyasastra of Bharata is the earliest source of our knowledge of
Indian dancing. So profound has been its influence on all subsequent works on
the subject that not one of the many treatises on dancing has attempted to
describe dancing without borrowing substantially from the Natyasastra. That
the impact of the Nityasastra is so deep and permanent is due to the fact that it
combines theory and practice, formulating concepts of dance as it describes its
technique. These concepts must be clésely examined since they have remained

central to all discussions on dancing.

These concepts may be set in the context of Bharata’s comprehensive view
of drama, dance and music by noting the place that Bharata accords these arts in
the social structure. According to him, the drama is the fifth Veda, which was

created by Brahma for those castes that did not have access to the Vedas proper:

T JTeqagIsd ST LI |

JEATY GOTIR 3€ =9 raavoreq |l
gaafeafa. . . . . (NS. 1. 12-13)
The Vedas [lit: the use of this Veda ] are not to
be heard by [lit:in] the Sudra castes. Therefore
[please] create another Veda, the fifth, meant

for all the varnas. "Let it be thus," [said].

Bharata calls this fifth Veda the natyaveda: natyakhyam pancamam vedam. . .
(NS. 1. 15).

110



R

Dance is seen by Bharata as an introduction to dramatic performance. It
was Siva, he says,who prescribed the addition of dance to the preliminaries of a

dramatic performance in order to add beauty to it.

TATHIE TG ! FEATHRTAY AT |
AR TR @I (s waw |

T T fEEEaT g ® TEegarq | (NS. 4.13 -14)
Recollected by me, this nrtta, [fit for}dancing

in the evening [is] adomed with angaharas

made with various karanas. Apply them in an

appropriate manner in the practice of the

preliminaries of this [drama].

Although references to dancers and dance are scattered through early
literature,2 it was Bharata who first treated dance systematically, defining it as
an art-form which consisted of beautiful movements of the body performed to
rhythm and to vocal or instrumental music or to both, and which may be mimetic
or purely decorative. This definition rests upon five major terms: nrtta, taindava,
pindibandha,abhinaya and sukumaraprayoga. Although most of these are
familiar terms, the concepts behind them have been obscured by time and often
by confusing commentary. To understand the tradition of art described by

Bharata, one must clarify the concepts.

Bharata’s most significant statements on dance occur in the fourth chapter

of the Natyasastra, which is devoted entirely to this subject. Dance, we are told,

' The term appears as nrtya in the G. O. S edition of the NS. which seems to have been a scribal error.
See Bose 1970, p.8.; Varma 1957, p.21. Kaisi edition has nrtta which supports this view.
2 See Bose,1970, pp. 1-4.
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was created for beauty’s sake: T Fg e ;ﬁf Qaﬁ%rﬂ' |3 The terms he

uses for this dance are two--nrtta and tandava:

T HT AFETH [qoSa=reada = 1|

AT WIEQT SATEUSS {9 J<T |

JaTTe fg aa: gvaw mesrveEwt=a:

TAGANT: & : § 089 (T &Fa: | (NS, 4. 259-61)
Recakas, angahdras and the pindibandhas were

created by god [Siva] and given to the sage

Tandu. That method of dancing which was then

created by him [=Tandu]accompanied by

appropriate songs and drums, is known as

Tandava .

Taken as a karmadharaya samasa, the compound nrttaprayoga in the last
line of this passage equates tandava with nrtta. Nrtta is described as an art-form
which is beautified with angaharas made of various karanas. He then describes
these karanas and angahiras in detail: FEIATEIHATINT T FU ‘Ta'q | -- the
coordinated movement of the hands and feet makes the karana of a dance.4 A
karana is the basic unit of dancing and the movements that constitute karanas are
clearly prescribed. A combination of karanas, numbering six to nine, makes an
anngahara, which can be described as a basic dance-sequence.5 Bharata states that
such sequences beautify a dramatic performance when they are included in the
pirvaranga or preliminaries, which can be presented with or without dance.

When there is no dance but songs are sung, a purvaranga is known as Suddha or

3 NS. 4.264.
4 NS. 4.30
S NS. 4.33.



pure . The kind that has dancing in it is called citra or mixed.® In this fourth
chapter Bharata deals with the citra type of purvaranga. In the same chapter
Bharata says that sthanas, caris and nrttahastas prescribed in the discussion of
vydyama or exercise (in the chapters on angikabhinaya—chapters eight to twelve)
should be applied to akarana.” Sthanas are the basic postures or stances in a
dance.8 Caris are movements executed with one leg: THITETETL T: &7

IO WEFAT 19 The different gestures of hands meant solely for the use in
nrtta are known as nrttahastas : FXOT q TYTFAAT ARIgET faw:1 - ina
karana nrttahastas are to be applied in particular.'0 Bharata describes these
karanas and angaharas in detail and then describes another movement called
recaka . Recakas, defined as the basic movements of the feet, hips, hands and
neck, seem to be quite fundamental to dancing, for.Bharata has included them in
his chapter on dance.!! He states his view clearly about the nature of nrtta by

saying that angaharas, recakas and pindibandhas done together in an appropriate

manner form nrtta (NS. 4. 259-61).

After listing and discussing the constituent movements of dancing, Bharata
returns to the structure of the purvaranga as a whole. Here he introduces another
term, pindibandha. Pindibandhas are group dances that constitute a distinct
phase of the preliminaries following the introductory dancing and they are of
four types: pindi, lat3, §mkhald, and bhedyaka. The purpose of these dances is to

invoke the blessings of the gods. Bharata relates how, after disrupting Daksas’s

6 NS. 4.15-16.
7 NS. 4.169 -71.

8 NS does not define sthina as such but from the descriptions of the sthanas in chapter ten of the NS the
movement can be understood. (NS. 10. 50-71).

9NS$.10.3.

10NS..9.210.

1TNS.4.248-49.
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sacrifice ceremony, Mahe§vara danced in the evening with angaharas set to
rhythm and tempo. Evidently, Bharata is taking it for granted that Siva was
accompanied in his dancing by his followers, and that this performance created a
number of group dances or pindibandhas, for Bharata goes on to say that Siva’s
ganas or disciples, such as Nandi and Bhadramukha, saw the pindibandhas and
named the variations of one type of pindibandha known as pindi , that is, a cluster.
They named each variation of the cluster after a god or a goddess. These pindis,
named in this way by Siva’s disciples, are then listed by Bharata who adds that
other pindis should be similarly named after other gods or goddesses.
Emphasizing the mythological status of Tandu as the archetypal dancer among
mortals, Bharata tells us that recaka, angahara and pindibandhas were created and
given to Tandu and it was thus that with songs and drums the art of dance was

created. While describing the performance of tandava he again elaborates on

pindis, ' 2

The presentation of the preliminaries seems to be an elaborate performance
which calls for, beside the singers and drummers, one principal female dancer
and a group of other female dancers. The group of dancers is required to enter
and dance in a variety of formations which are known as pindibandhas . Such
formation dancing is prescribed only for female dancers and considered
appropriate only for this particular part of the entire stage presentation.
Pindibandhas are dedicated to different gods who are denoted by their emblems,
which are represented by the formations created by the dancers. In addition, the
dancers form into ritualistic diagrams. Bharata states that in order to be able to

create such formations in an appropriate manner, these dancers require careful

12 NS. 4. 279-91.
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and thorough training.'3 Pindibandhas thus have a religious purpose in the
main and that Bharata should include them as necessary parts of the stage-

presentation adds to our understanding of the function of dancing as an art.

Elaborating on the pindibandhas, Bharata says that different yonis,
bhadrasana and yantra are to be applied in composing pindibandhas. The use of
the first two means the formation of auspicious diagrams. Yantra is a term for
mystical diagrams in tantric and Buddhist usage. If we take the word in that sense
then it fits in with yoni and bhadrasana as the name of a figure formed by a group
of dancers. Raghavan , however, takes yantra to mean mechanical aids in his
discussion of the upartipakas of the Jaina tradition. The editor of the
Sangitopanisatsaroddhara gives a list of thirty-two varieties of dance dramas
which includes bhadrasana. These are from the Jainasiitra named Rijaprasniya,
as noted also by Raghavan. Following this text, Raghavan has described this
bhadrasana as the "execution of rows or garland-like formations made up of
groups resembling moon, sun, swans, stars, pearls, gems and so on."!4 In

Abhinavagupta’s commentary we find references to a swan-like formation.'S

Bharata divides pindibandha into four classes:
frvdmT fauge=T s@: geEraaT:
ot T S ST S |
froStarus favssTg ToF: FEferT waq |
ATAIIAGT o AAT G WTF: T | (NS. 4. 287-89)
The practice of pindis can be of four types:
pindi, §mkhalikd, latabandha and bhedyaka

I3NS. 4.252-59;4.287-91,
1'4 Raghavan 1963, pp. 572- 74. See also SUS.,1961, Introduction,xvi-xvii.
IS AB.on NS. 1956,Vol. 1,p.191.
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Pindibandha is [lit:from ] a roundish mass,
§rkhalika is [like a]cluster, lata is entwined
[lit., bound] in a net and bhedyaka 1s known to

be [performed with] nrtta.

The precise nature of the formations is not easy to understand from this
passage. Abhinavagupta has a fairly long commentary on it which is not much
clearer.!® V. Righavan in his introduction to Nrttaratnaval 1 has suggested a
better reading of the edited version of the commentary on pindibandhas found in
Ramakrishna Kavi’s edition of the Natyasastra to get a sense of the formations of

these group dances. The passage in Kavi’s edition 1s:

Raghavan emends it thus:

AGHIGIY: Y U9 fqudia=y:, I9arar av
TFATagFRAgIaad, faedar a1 geagaufeRaareantadad |
ToH: T IARTIeRar=d: TAAAVdIsas]| qarsfy
FFafesaq fafaar weq gedafasdraT

AT HTAIEATIISAE. . . . . 17

-] -]

16 Ibid. 191.
17 Ibid. 191; NR.1965, Introduction. pp.143.



Raghavan has attempted to explain the characteristics of pindibandhas while
discussing the rasaka type of upariipaka, although the category of upariipaka
did not exist in Bharata’s time. In his study of Srrigaraprakasa, he has discussed
pindibandhas again as elements of rasaka, nityarasaka and lasya.'8 However,
this does not throw any more light on the nature of pindibandhas and all we can
say 1s that these were group dances which were used in the citra type of
purvaranga. But as we shall find later in the course of discussing the minor
types of drama such as ragakavyas, nrttakavyas, nrtyabhedas and uparipakas,
these group dances formed a major part of dramatic presentation for centuries.

Even today some of them survive, as for instance in the rasa dance of western

India and in Kathak and Manipuri.

In describing nrtta, tandava and pindibandha Bharata is concerned with
the process of dancing as described in terms of the physical structure of
movements. Our understanding of the process is augmented by two other

concepts that deal with the affective quality of the art, namely, sukumaraprayoga

and abhinaya .

The concept of sukumaraprayoga is invoked in the context of Siva’s
dance. According to the legend cited by Bharata, Siva’s dance, which comprises
angahdras and recakas, inspires Parvati who demonstrates a different way of

dancing by employing graceful and delicate movements:

THHIFRITH qca~ a1eq UFIH |
FEFARIGN AR 99 qIadi® | (NS, 4. 249-50)

18 $r.P. 1963, pp. 563; 588-89.
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On seeing Sarkara dancing with recakas and
anigaharas and on seeing Parvati dancing with

delicacy. . .

Beyond the use of the adjective sukumara Bharata does not provide any
clue to the nature of Parvati’s dance and goes on to describe the whole sequence
of the dance that is included in the piirvaranga along with drumming, singing
etc. Abhinavagupta is not much help either. All he says is that since Sankara’s
dance lacked grace, Parvati demonstrated that quality by giving a performance
that was characterized by delicate movements.!S This implies that Parvati’s
dance falls into a separate category. However, Parvati’s dance is different not
because she uses movements different from those of Siva, but because she uses

the same movements more delicately. The difference is thus stylistic not

substantive.

The significance of sukumaraprayoga is not entirely clear in this passage.
Later on in his discourse Bharata does offer some explanation of sukumara when

he says:

ETEANR FATT T FIHEAGA: |

qowd FHATK (€ TFRIGEHTH 1l (NS. 4. 303)
The conversation, which is generated from the
passion between a man and a woman is known

as sukumara which arises from the erotic

sentiment.

19 AB.on NS.1956,Vol. 1., p.164.



Such a sentiment, he says, can be represented in a performance by applying
the angaharas shown by Parvati: Wﬁm ‘Fﬁﬁ'a?[ | -- which 1s to
be applied with delicate arigaharas created by the goddess (=Parvati)20 The
emphasis here is on the affective function of sukumara. Necessarily, then, by
relating sukumara to dancing Bharata is shifting conceptual areas, from the
structure to the function—at least one function—of dancing. By itself Bharata’s
statement does not clarify the nature of the application. Abhinavagupta tries to
clarify the nature of sukumara by giving some examples from the ragakavyas
which later, in the medieval period, came to be known as upariipakas or minor
types of drama. From the examples of the ragakavyas given by Abhinavagupta
one may say that these required graceful and delicate movements. He further
cites some angaharas which employ less vigorous movements as examples of
delicate angaharas2! but no other detail can be found. If one tries out these so
called angaharas, thé delicate nature of the movements can be perceived,
although it is difficult to fully understand through verbal description an art-
form which relies entirely on visual experience for its effect. That is why
sukumaraprayoga and its nature gave rise to a great deal of confusion in the later
texts concerning what constituted the delicacy of movements. In a later chapter

this confusion has been discussed in detail.

The other concept that relates to the quality rather than the structure of
dance is the vital one of abhinaya. The term denotes the method of expressing

ideas through gestures and is explained in the Natyasastra as:

I HIATAT JoALHAT: Fd: | (NS. 4. 261.)

20NS.4.312.
21 AB.on NS$.1956, Vol. 1. p.201.
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Abhinaya is created to understand the
meaning [lit:when the meaning is aimed at] [of

the kavyal.

Abhinaya is explained by Bharata not only as a particular mode of
performance but also as a distinct phase of stage-presentation. We have seen how
in the preliminaries the angaharas are performed at first and then the
pindibandhas. To perform the angaharas the main nartaki enters and dances with

pure karanas. She then performs abhinayato a song without the accompaniment

of drums:

ARG N ST T a1 T qISG | (NS. 4. 276)

Where a song is to be acted drumming should

not be applied.

She first performs nrtta and then abhinaya, after which she makes an exit.
Then female dancers enter and make different group formations. Bharata says
that until the pindis are formed, paryastaka (i.e., body movements that do not
express ideas) is performed by these dancers. 22 Bharata describes in the fullest
detail the entire sequence of this performance of the preliminaries with songs,
instrumental music, tala etc. He then clarifies his concept of nrtta, tandava and

abhinaya.

At this point Bharata attempts to address questions asked by the sages who
seem puzzled when they find that nrtta has no connection either with the total
meaning of the accompanying songs, nor even with the meaning of individual

words or sentences. Why then was nrtta created?

22 Ibid. p.188: FWAAIFAIEMFFafy: wda: |
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T MAATIE== T Irgaeq W ||
FEATY T & . . (NS. 4. 262-63)
[Nrtta] does not have any connection with the
meaning of the song nor does it express the
meaning of the [words] that are [lit:to be] said.
Why is nrtta created?

To this Bharata’s answer is that nrtta does not convey any meaning but produces

beauty.23

Bharata’s statement, however, leaves unanswered the question whether
nrtta has any function of communication. Here we are confronting a basic
problem of art, that of its semantic purpose. David Smith has tried to give an
answer to this question posed by the sages while discussing tandava in his study
of Haravijayam. He views nrtta as a superior art-form that does not look for any
purpose: "The dance does not imitate anything in real life, but is a self-subsistent
creation free from any practical aim. It is the natural expression, through the
movements of the limbs, of a given state of mind. . .. Even if Siva dances
abhinaya, mimetic dance, there are still no grounds for enquiry into the meaning
of this dance, since dancing Siva is all there really is."24 In support of this point

of view Smith quotes the following verse:

FOTTFR . afqei:
gEeTg W ! g qemar
frad ST iaTeRAy favt !

AL ST JEW: || (Haravijayam. 6. 180)

23 NS.4.263-64.
24 Smith,David. 1985, p. 250.



O beneficent Siva !

every night you dance

with the whole range of karanas and angaharas,
yet, O Lord!

there is nothing for you to imitate

but yourself

for you pervade, you are, the entire universe.25

Given the self-subsistent nature of Siva that Smith points out, the question
of meaning (or the lack of it) seems beside the point. However, the question of
purpose still remains. In fact, Bharata attributes purpose to nrtta. This is clear in
the distinction he draws between the dance as demonstrated, respectively, by
Siva and Parvati. The dance taught by Siva to Tandu, that is, tandava, aims at
devastuti, that is, praise-offerings to the gods. It does so because dancing of this
type creates beauty of form and is like any other beautiful object, such as flowers,
that are offered to the gods. Thus, tandava has purpose but no meaning because it

is not conceived by Bharata as a vehicle of feelings or emotions.

Emotional signification seems to be the business of the dance
demonstrated by Parvati. The respective functions of the two styles are quite

explicitly stated :
SAEIATITFT ISy J WaT |
) A . & A [ a ) [ l
o] T T SqRETSaH |
AR EI A [Ad&qq Taeaq 1| (NS, 4.312)

25 Jbid. p..251.
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Whatever part [of a play, i.e. piirvaranga] is for
praising gods, that [one] should perform with
the vigorous angaharas created by Mahe§vara,
while a song related to erotic sentiment
involving [lit:depending on Jman and woman
should be performed with the angaharas

created by Devi.

Against the exclusively religious function of tandava, Bharata attributes
to Parvati’s dance the function of human communication. As we go from Siva’s
dance to Parvati’s, we go from the metaphysical to the material and from the
religious to the secular. Although Bharata never specifically discusses the
secular use of dance, his concept of sukumaraprayoga sets Parvati’s kind of
dancing in a non-religious context where W PRI --the
application of delicate (movements) generates the erotic sentiment(NS.4.269).
This does open up the possibility of the secular use of nrtta which is seen in the
references to application of delicate movements in the dramatic literature of all
periods. The concept of sukumaraprayoga also opens up the possibility of
dramatic communication and thereby relates dance movements to acting or

abhinaya.

In speaking of dancing while discussing purvaranga Bharata prescribes
two styles of presentation: uddhata and lalita. Uddhata angaharas are used for
devastuti in a plirvaranga. Again in a pirvaranga, the feelings between a man
and woman can be depicted through lalita or delicate movements. This
distinction between the styles that are appropriate, respectively, to the portrayal

of gods and the depiction of human beings in love 1s again drawn in the fifth



chapter which describes the purvaranga of a dramatic performance. There

Bharata says:

YERE THRUT=AT aRfaar |
A==y Fer=Tdfa #ifdar 1 (NS 5.27)
Can is known to manifest §mgara [rasa]

and mahdcian is known to manifest

raudra [rasa].

It is important to bear in mind that Bharata places the entire discussion on

vigorous dancing in the context of the plirvararniga, not in that of drama proper.

As the following discussion shows, the nature of abhinaya pertaining to the dance

in the purvaranga may seem confusing if the uddhata and lalita styles are
extended to drama proper. As Abhinavagupta explains,uddhata, which is the
style of Siva, obviously indicates vigorous dancing with forceful éﬁgahéras
while lalita is the style of Parvati and is characterized by delicate angaharas26
Uddhata is used in devastuti and lalita is used in presenting love scenes.

The classification of dance into uddhata and lalita also suggests a
distinction between masculine and feminine modes of expression, first because
of their physical characteristics and second, because of their creation,
respectively, by a male and a female deity. Though Bharata does not explicitly
correlate uddhata with manly actions or lalita with feminine moods, the
correlation seems implied in the use of the terms themselves and has been
recognized by later authors, following the lead of Abhinavagupta. As an
example of taindava Abhinavagupta cites a minor dramatic form in which the

action is performed by a masculine figure, whereas for the lalita style he cites a

26 AB. on NS. 1956,Vol. 1. p. 201.
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dramatic form in which the corresponding figure is feminine. The association of
uddhata and lalita with, respectively, masculine and feminine qualities is evident,
though it is stated somewhat obliquely, specially in the case of the uddhata style.
Explaining that tandava is usually directed at devastuti and expressed through
uddhata anigaharas, Abhinavagupta refers to their use in bhanakas (or bhanas, as
he later calls them), which, according to him, are ragakavyas. In support of his
view he cites the cirantanas, that is, traditional authorities, according to whom
avataras such as Nrsirhha (the man-lion incarnation of Visnu) and the Boar are
signified by uddhata angaharas. To illustrate sukumara Abhinavagupta refers to
dombika, a minor dramatic form which shows how a woman performs the

actions of flattering a king.27

Bhinaka and dombika later came to be known as types of nrtyabhedas or
uparupakas, minor dramatic types28 in which the emphasis is on body
movemei{ts. Whether Bharata himself had actual dramas such as these in mind is
doubtful. In the first place, he is speaking of dancing as part not of the drama
proper but of the citra type of pirvaranga. In the second place, it is not known
whether there were any such types as bhanaka or dombika in Bharata’s time, for
in his discussion of dramatic types he does not include them, nor indeed the class

of upariipakas to which they belonged.

The genre that Bharata discusses is riipaka, that is, major dramatic types.
One such type is bhana. Because of the similarity of the terms bhana and
bhanaka, one might be led, as Abhinavagupta was, to assume the use of uddhata
angahdras in bhana. But this seems highly unlikely. Bhana is a play acted by a

single character. The actor can either present his own feelings or those of others

27 Ibid. pp.80-81.
28 DR. 1969, p.8; BhP. 1930, p. 255.
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by conversing with imaginary persons with suitable movements. The character
considered by Bharata as appropriate for this kind of play is that of a vita, a knave,
or a dhiirta, a rogue.29 It is hard to believe that Bharata is thinking of bhana as
the proper place for the use of uddhata angaharas, which he considers suitable for
devastuti. If bhanakas employed the uddhata style as mentioned by
Abhinavagupta, such a use was evidently a later development for which the
Natyasastra provides no basis. Dombika is nowhere mentioned in the
Natyasastra. It would seem that by Abhinavagupta’s time the uddhata and lalita
styles referred to genres not included in Bharata’s own framework of discussion.
However, because of a confusing statement in a later chapter of the Natyasastra,

it is possible to assume mistakenly that Bharata authorizes the use of uddhata and
laljta in bhana.30 In that chapter Bharata describes the types of lasya which
involve delicate and expressive movements and quite often use nrtta as well.
Here Bharata compares lasya with bhana. The similarity lies in the fact that both
forms use one character. But the types of lasya as described by Bharata are not
such as to accommodate a character like the vita, 3! and there is no justification
for equating lasya with bhana or for attributing to bhana the same qualities of
abhinaya. A fuller discussion of the term lasyais reserved for a later chapter but
at this point we may note that this mainly involved female performers who often
expressed their feelings with delicate and meaningful body movements and
sometimes performed pure nrtta as well. What is important here is that lasya
possessed qualities of both dance and drama. Abhinaya was, therefore, specially

appropriate to it.

29 NS.18.108-10.
30 NS.19.117- 18.
31NS. 19.121-35.
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What, then, was abhinaya thought to be? The use of the term abhinaya 1s
of vital importance in the Natyasastra, which covers several ideas under the term.
In the fourth chapter he uses abhinaya32 to indicate expressive movements of the
body in the preliminaries of a play. Abhinaya is performed to a song where
drumming is specifically prohibited. Tandava, that is, nrtta is performed to the
beat of drums while abhinaya is done to express the meaning of the songs. Both
are used in the preliminaries.33 Beyond this Bharata does not deal with the

nature of abhinaya in the fourth chapter.

After the discussion of nrtta Bharata discusses the performance of
pirvaranga in full detail in the rest of the fourth and in the fifth chapter. In the
sixth and the seventh chapters the subject is rasa and bhava —aesthetic affect and
sentiment. The next five chapters are devoted to abhinaya. In his eighth chapter

he defines abhinaya and describes its nature. Abhinaya, he says, can be of four

kinds:

arfg=r arfaFr=a gregrd: qrfasedr |

Faea AT fawrrsqT afEifaa: 1 (NS, 8. 10)
O brahmins ! Angika, vicika, aharya and
sattvika—these are known to be the four

abhinayas.

Reminding the reader that sattvika has already been discussed in the chapter on
bhava, here he takes up angika.34 He devotes five chapters to these body

movements (angikabhinaya). Every movement of each part of the body that can

32 NS. 4. 261;276; 283;294; 297; 300; 316.
33 NS.4. 276-77;300.
34 NS.8.11.
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be moved to beautify or express or do both is codified here. These show the

emphasis given to the body movements at the time when this text was written.

From Bharata’s treatment of the topics one can perhaps say that he is
thinking of creating beauty in a stage-presentation as of primary importance.
That is why he discusses nrtta first because it creates §obha or beauty and thus
captures the mind of the audience. The next important issue in his mind is the
arousal of feelings, emotions, aesthetic pleasure and affect. Accordingly, rasa
and bhava are the subjects of the succeeding chapters. How are emotions and
aesthetic pleasure recreated and communicated ? Bharata answers, through the
movements of the body, through glances, hand-gestures etc. He describes in
minute detail the movements of the smallest parts of the body, such as the upper
lip, lower lip, eyelid, etc., all of which can express feelings. It is hard to believe
that these movements can express any feelings by themselves but once they are
put together they may indeed form a harmonious whole to enhance
communication. However, the most expressive of all are the movements of the
hands and the glances, according to Bharata, and he devotes most of his
discussion of angika to them.35 The entire literature on this art-form has
followed Bharata in this. Although most of these movements are used to express
meaning he does not forget about nrtta here. He devotes a section of hand-
gestures reserved specially for abstract nrtta. He describes sthanas and caris

which rre components of the karanas and therefore of the angaharas as well.

Angikabhinaya, according to Bharata, can be of three kinds: §irira,
mukhaja and cestakrta—that is, by means of the limbs, the face and the movements

of the entire body.36 He also refers to §akha, nrtta and ankura as components of

35 NS. chapters 8 & 9.
36 NS.8.12.
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angikabhinaya.37 By §akha he refers to angika, which he does not elaborate
upon. Abhinavagupta does not have any commentary on the topic. It seems that
the term §akha here refers to gesticulation that expresses meaning. Samgadeva,
the most influential author on dance and music of the medieval period, supports
this view.38 Nrtta is again defined as creating beauty with the movements of the
body, these movements being structured into karana and angahara. Finally, the
term ankura, that is, pantomiming through gestures, is mentioned as the other
component.39 Concerning that abhinaya which is created through facial
movements Bharata discusses in detail the movements of the different parts of
the face as well as the application of these movements in expressing feelings.
Next he discusses the movements of the parts of the rest of the body. Among
these, hand-movements are the most important. By moving the fingers in
specific ways the meaning of words as well as emotions can be expressed and the
movements and their application are discussed in detail. At the end of the

discussion of nrttahastas, that is, the hand-movements meant for nrtta, he adds a

verse:
ﬂi‘l\SIERHHdI‘\I T qriorfradamd: |
TEVAAGHITIT FLOTT T 1 (NS, 9.219)
In nrtta and in abhinaya, karanas should be
applied with hands [moving] in vartana along
with [the movements] of the face, the eyebrows
and the eyes.

37 N$.8.15.

38SR.7.35-8.

39 Ghosh. 1951, p. 152.



To nrtta, then, Bharata is adding the features of abhinaya, not in order to express
meaning but to beautify the production. He directs the performer to use the same
kinds of movements in both nrtta and abhinaya. In abhinaya, facial action will
express emotion while in nrtta it will enhance beauty. That the technique of
abhinaya 1s used for both purposes is asserted also in the discussion on
hastapracara in the ninth chapter, which deals with angikabhinaya. Bharata calls
the hastas, which are elements of abhinaya, natyanrttasamasrayah: dependent on
natya and nrtta.40 The association of abhinaya elements with natya indicates that
they express emotion, while their association with nrtta indicates that they serve
the needs of that art-form, that is, the creation of beauty by means of movements.
Bharata is thus saying that abhinaya i§ of different types in different art-forms.
Abhinayain a ndtya or a drama includes vacika or verbal expression while the
abhinaya in the pirvaranga does not: abhinaya in the piirvaranga is done with
specific body movements to express the meaning of the song as it is being sung by
the singers. Abhinaya is, then, primarily a technique of using body movements to
express meaning though as noted above, it may also be used to enhance the beauty

of nrtta. The term abhinaya is defined by Bharata as:

ﬁ c\(‘ 1 ﬁ T ﬁ 7 = (‘ﬁ = I
TET TN AT JEHTRINAT: S 1 (NS 8.7.)
The root nin is preceded by abhi in the sense of

towards. Abhinayais so called because it

brings [forward] the presentation.

As we have seen, abhinaya can be of four kinds, angika, vacika, aharya and

sattvika.4! The abhinaya in the preliminaries does not require vacika on the part

40 NS. 9. 181.
41 NS.8.10.

130



131

of the dancer. So in that context the word abhinayais used without reference to

the vacika element. Vacika in the piirvaranga is done by the singer not the dancer.

It seems that in the evolution of dancing abhinaya played a central role as
the bridge between nitya and nrtta. As we have seen above, Bharata recommends
the use of abhinaya not only in ndtya but also in nrtta. He treats natya and nrtta as
different but complementary art-forms, natya being used as a term
encompassing a larger area of presentation. In the early period, it seems, natya
included abhinaya, which was of four kinds, and angika with its stylized
movements was a necessary part of natya. Nrtta was a separate art-form
employed to beautify the piirvaranga of a drama. But it is doubtful whether nrtta
was ever used in a play towards the development of a theme. However, this is an
entirely different issue which is beyond the scope of the present investigation.
All we can say is that the concept of abhinaya provided a wide scope for

interpretation and speculation in expressing new ideas.

It seems likely that it was due to the versatility of abhinaya that an entirely
new art came into being, although it did so after Bharata’s time. This was nrtya,
which evolved out of the synthesis of nrtta and natya. This mimetic dance form is
not mentioned by Bharata, nor by his immediate follower, the author of
Visnudharmottara Purana.42 By this time the term lasya came into use as one
variety of nrtta, which indicates that the delicate and graceful style of dance
developed soon after the Natyasastra was written, since this is found in the
Visnudharmottara Purana. But the absence of the term nrtya suggests that
mimetic dance developed even later. We may note that the term natya was used

as a synonym of nrtya in Amarakosa and other works. 43 In modern times we

42 vDP.3.20. 1.
43 Amarakosa.1808. p. 42.
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Chapter 3

LASYA: A DRAMATIC ART

In the critical literature of the performing arts of classical India, there is
some confusion about what is meant by the term lasya. It is usually regarded
today as a feminine dance described by Bharata in the Natyasastra. ' There is,
however, no authority for this view in the Natyasastra which, on the contrary,

compares lasya with bhana, that is, a form of drama:

FeaT-afq AregfauragTia g ATehiaaniiT |
serfafrgarts g wror SewEearta

AT qaeaTed faed @FamEge = |
+TFEASY FIATEER (e @+ 2(NS .19.117-18)
In the practice of lasya,there are other elements
[lit: limbs]that are suitable for nataka. But when
they have emerged from it, they, like the bhana,
are to be performed by one person. Lasya is known
to have a form similar to that of bhana and 1t is to be
acted by one person. As in prakarana, its plot
[lit:the function] is a conjectured one which relates

to praising and a variety of emotions.

| Chattopadhyaya, 1978, p. 56; Lath, 1978, p. 32.
2 "gHTuragy Wﬁ’l’ﬁ?{ﬁ " This reading in the G.O.S. edition seems very obscure. The Kasi

edition gives a better reading: "FHIUAGEIHTY HEIAYHR".. . which was also independently suggested
by Mr. Sanderson.The last two lines are found in the G.O.S. and the Kasi editions of the Natyasastra;

the Kavyamaila edition does not have them, nor does Abhinavagupta have any commentary on them. I
have followed the reading of the Kasi edition in translating this line. However, the readings still
remain unsatisfactory.
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The emphasis here is on the dramatic quality of 1asya. It can be divided into parts
that lend themselves to dramatic representation and constitute dramatic action.
More than just a performing style, lasya is compared in this passage to such
dramatic genres as nataka, bhana and prakarana. Its association with dancing is

not evident from this passage, nor its identity —later taken for granted—as a

feminine art.

The dramatic quality attributed by Bharata to lasya excludes it from his
definition of tandava, which is Bharata’s term for dance because it was Tandu
who received the art of dancing from Siva. As we have noticed in the previous
chapter, tandava is created, Bharata says, by the application of nrtta: m:
q@' q: § qrveqd Ifd THA: (NS. 4. 261); here nrttaprayoga is taken as a
karmadh3raya samasa. By this definition nothing that falls outside the category

of tandava, that is, nrtta, could be called a dance.

If 1asya is comparable to nataka, bhana and prakarana, then it cannot be a

component of nrtta which is defined by Bharata as an art that caries no meaning:
A

FA=AT T GoIY HIST~TATES | (NS, 4. 263)
Here, it is said that dance does not require any

[representationalmeaning.
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That Bharata regarded lasya as a dramatic art becomes even clearer from his

description of the ten forms of lasya that he mentions:3

Taqd fegqaresmE= qeTfresT |
Teos Ae = dyared fomese
Wmﬁmwaan
wmﬁvamﬁﬂmawu
A AEETTA TS e ¥ |
mumﬁqaqwagmmau
T AfegeT g ToaTE feurar |
wEATAaaaTst feaqursy ag=ad |
HATHTATID qF FarqIIEatoad |
FygTRaT =7 farmEsgaf=Ea
g fafaurtt &g = =7 |
ST {97 T T TIIfve |
g=8cH: § fa9qr a7 I=rauTEar: |
fea: fray gesw gfr fafmsrfog o
ATTSZIAEIIE FHITAS AT |
ATeY qREvTaTed faestafa &aw
mﬁmﬂ—aﬁwrrﬁwu
Faadad g §mas qum
ﬂ'@?ﬁi’ﬂ@ﬁi@?ﬂml
g s s
SHHIHS_faerTeasaqeay |
fafex: wiFadv= gerEfatatay
FIIYATEA S AT |
Ww%awﬁmvﬁﬁw Il (NS. 19. 121 -35)

Geyapada, sthitapathya, 3sina, puspagandik3,

pracchedaka, trimudhaka, saindhava,

3 In his edition of the Natysastra, Rimakrsna Kavi includes two extra types of lasya on the strength of
Abhinavagupta’s commentary. In view of Bharata’s categorical statement that the number is ten, the
addition seems to be an interpolation.
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dvimiidhaka, uttamottamaka and
uktapratyukta -- these ten features characterise
lasya.

Where the male singers, being seated in the
seats sing dryly being supported by stringed
instruments and drums, it is known as
geyapada.

Where a separated woman, her body burning
with the fire of love, remains withdrawn and
reads Prakrt [verses], it is sthitapathya.

When [a woman] éits, without  any musical
instrument around her, without stretching out
her body and is overcome with anxiety and
sorrow, it is Asina.

Where songs are sung in different metres,
where geya [the composition to be sung] is
dependent on gana [the regional style, as
opposed to traditional gandharva style 4]
abounding in manly movements, it is
puspagandika.

That is known as Pracchedaka in which women,
although wronged by lovers, are attached to
their lovers, being struck by the moonlight [in

love].

4 Lath, 1978, pp. 1834; SR. 4.3.
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Trimudhaka is a natya [performed by women]
composed of gentle and tender words, adorned
with even metres and abounding in manly
emotions.

Where a person has failed to keep a tryst, recites
Prakrt to the accompaniment of karanas, it is
Saindhavaka.

Where a song is presented with mukha and
pratimukha [exposition and progression] [sung)]
in a series of caturasrapada adhering to bhava
and rasa and arriving at a different meaning, it

is known as dvimidhaka.

Uttamottamaka is known to be dependant on
many rasas [expressed through ] a variety of
§lokas and is adorned with [feminine
movements], such as hela and hava.
Uktapratyukta is derived from anger or
pleasure and [often] contains words of censure.
It [should also] contain a variety of expressive

songs.

From these descriptions it seems that lasya was the representation of brief
segments of dramatic action which called for the expression of the softer
emotions. The dramatic nature of lasya is further attested by Bharata’s remark in

a later chapter:

TRATATE AR EATTPHTIEATSET | (NS, 31. 333)
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Since it is playful [ from the verbal root las] it is
called lasya. It is based on the emotions of both

men and women.

Yet, against Bharata’s explicit statements, later authors categorized lasya
as a feminine dance. The first work to include lasya under dancing was
the Visnudharmottara Purana, which, of the works that deal with dancing, seems

to be chronologically the closest to the Natyasastra. This text states:

T q fefad M= aressrearsd §27 1 (VDP. 3.20.2.)
Nrtta, always depending on natya and lasya, is
known to be of two types.

This classification seems debatable in a work that follows the Natyasastra
so faithfully. Since nrtta is agreed to be a dance form devoid of meaning,> it is a
contradiction in principle to include in it natya and lasya, which are specifically
characterized by Bharata as containing plot elements. Evidently, by the time the
Visnudharmottara Purana was written, lasya had acquired a strong association
with dancing. In part, the reason for this may be found in the N.?I.tyas’éz'st:rz;zc Bharata

states,

TTHRTHEIRAT TAN 1 A

GEARIANA g1 99 qEdg | (NS . 4. 249-50.)
Seeing Sarikara dancing with recakas and

angaharas and seeing Parvati dancing with

delicate movements.

5 NS, 4.263.
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Sukumaraprayoga indicates the use of less strenuous angaharas as opposed to the
vigorous movements of Siva. By associating Parvati with delicate movements,
this passage provides authority for correlating feminine grace with a delicate
style of dancing, although it does not call that style 1asya. The association

between femininity and delicate movements is further reinforced by a later

VEISsE:

RIEEE RS ARG IS TR IE DGl

T YHRTEAA T ST

SAFATFEI MY TAAY || (NS. 4.311-12)
Whatever part [of a play, i.e., plrvaranga] is for
praising gods, that [one] should perform with

the vigorous angaharas created by Mahes$vara,
while a song related to erotic sentiment

involving [lit:depending on] man and woman
should be performed with the angaharas

created by Devi.

Abhinavagupta explains this passage as follows:

....... IgaRfa | R TTRaT: | 7 §IAaR ARTaTIT: |
...... A RIT | FATqEd A =TT | A7 & Fq&7 a9 15T |

(Abhinavagupta on the Natyasastra, G.O.S. ed.,Voll, p.201)
......... By uddhata [=energetic] is meant mainly by[the use of
karanas such as] vidyudbhranta or garudapluta. The
reasoning here is that these are employed by Mahe§vara. ....

By lalita [=delicate] is meant done by [karanas such as]
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talapuspaputa, lina and nitamba. The reasoning here is that

these are created by Devi [Parvati].

While commenting ontandava and its connection with devastuti,
Abhinavagupta says that whenever tandava is mentioned, /isya has to be
understood implicitly as its complement in the art of dance. To explain this
complementarity and as a comparable instance he cites the maxim of
MEAFS-aTd in which the correlation between the cow and the bull is derived

from the the logic of associative inference:

JUeAtHiq & Ta=ad| ATEANRA Fi=TaT Taetaa-grad ga<id|

(NS.G.O.S. ed.,1956,Vol. I, p. 180)
Tandava is said to refer to [lit:to be] all nrtta (=dancing). By
proximity the word lasya is taken as in the maxim of

gobalivarda.

Commenting on MEI9eraTd the Mimarsakosa says,

TMHTET S19e TFY 34T N9eAT Joaea g agt aarase
FIIEATIAILET  GRATHI| (Mim3rhsikosa. p. 1617)

Bring a cow and bring a bull as well -- here, although by using
the word ’go’ alone, the implication of ’balivarda’ is achieved
[yet] the effectiveness of the word ’balivarda’ [consists] in

indicating uncontrollability.

Even though the entire phrase gobalivarda is needed for emphasis, the word go
suffices on its own to express the totality of meaning. By analogy with this
formula of reasoning, any reference to taindava may be taken to include lasya as
well. In the complementary relationship thus formed, tandava represents

virility and energy while lasya represents delicacy and grace. Given such
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characteristics, the categorization of tandava and lasya as masculine and
feminine, respectively, is not surprising. It is on this basis that Abhinavagupta
takes lasya as a style of dance. As the evidence of the Visnudharmottara Purana
suggests, after Bharata’s time the term lasya had generally come to mean a
feminine style of dancing and Abhinavagupta was interpreting the Natyasastra
to provide support for current usage. The association of Parvati with lasya is thus

an outcome of her use of delicate angaharas in the legend given in the Népyas‘z'z‘stra."

The same view is repeated by other early writers. Nandike§vara reports in
his Abhinayadarpana that lasya was taught by Parvati.? Whether he was the
first author to ascribe ldsya specifically to Parvati cannot be ascertained since
the date of the Abhinayadarpana has not been put prior to Abhinavagutpta’s
commentary on the Natyasastra. Nandike§vara may well have borrowed the
idea from the existing literature on the subject. He has little to offer in the way of
description or analysis, for he stops at including lasya in a brief review of natya,
nrtta and nrtya, and stating merely that it was an art demonstrated by Parvati.8
TheSargitamakaranda of Narada talks about lasyangas, elements of lasya, in
connection with the qualities required in a dancer but does not describe the nature

of these lasyangas. ¢

Among the early writers on alarhkara$astra, Dandin  specifically
mentions lasya as a form of dance.'0 Kalidasa, Bhavabhuti and Harsadeva have

used lasyangas,that is, elements of lasyas in their dramas. Abhinavagupta has

6 Ibid. 4.249-50.
7 ADar. 4.

8 Ibid. 5.

9 SMak. 2. 1. 54.
10K.A. 1.39.
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cited them in  his commentary on lasyangas. '! Another early text, the
Dasarupaka of Dhanafijaya, calls lasya one of the two major classes of dance
styles, the other being tandava.!2 These works show that soon after the writing of
the Natyasastra tandava and lasya came to be associated with masculine and
feminine qualities, respectively, and with male and female dancers, a

segregation that never appears in the Natyasastra.

That lasya was commonly recognized in the early period as an art lending
feminine grace to stage actions is attested by the general literature of the period.
Damodaragupta in his Kuttanimatam identifies 13sya as a form of movement
related to a female performer, calling it strilasya.!'3 R3jasekhara in his
Karpiiramanijari refers to ldsya without describing its nature.'4 Although it was
so widely known, 1asya was never described in detail until much later. As we
have seen, even Abhinavagupta does not provide descriptions. He refers to lasya
while commenting on lasyangas in the nineteenth chapter and also while
discussing tala in the thirty-first chapter, the taladhyaya, refers to the style of
lasya; but does not tell us what this 1asya was like except that it used delicate

movements.

In the medieval period lasya continued to be discussed, and discussed at
some length, but whether it should be regarded as dance or drama remains
unsolved. One of the principal writers on aesthetics, Bhoja categorizes lasya as a

variety of nartanaka, an uparipaka, which uses graceful and delicate movements

1} Abhinavagupta on the NS. 1954, Vol. III. pp. 75-77.
2 DR.1.9-10.
'3 Kuttanimatam. 853. Damodaragupta lived in the eighth century. See Krishnamachariar, 1974, p.353.

!4 Karpdramanjari. 4. 10. Rijasekhara is believed to have lived in the last quarter of the ninth and the
first quarter of the tenth century. See Poddar1974, p. 174.
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to express bhava (emotions).'>S The other three in this category are identified by

Bhoja as §amya, chalika and dvipadi:

qF GRIIIHAY AfAqTd i Tqa F |

TG T gaaTie | (SrP. Vol. 11, p. 425)
Where in an assembly, a female dancer performs

[in] a graceful tempo to act out the meaning of the

word, it is nartanaka [which comprises] §amy3,

lasya, chalika and dvipadi etc.

Here the association between lasya and drama seems strongly suggested. At the
same time, Bhoja continues like others before him to emphasize the graceful
quality of Iasya inherent in the erotic sentiment, stating, fce
ARFTRETAATATEIH -~ It is [called] lasya because it deals mainly with
Srngdrarasa [=erotic sentiment]. Since he also categorizes lﬁsyé as a form of
dr§ya composition, another form being tandava, he is apparently attributing to it
the qualities both of dance and drama. Its suitability as a vehicle of dramatic
communication is further indicated in the §abdalamkara section of Bhoja ’s
Sarasvatikanthabharana ,where he divides compositions into preksya (to be
viewed) and $ravya (to be heard). Preksya is subdivided into lasya, tandava,
chalika, $amya, hallisaka and rasaka, while lasya is defined as one containing
mainly §mgararasa.!® The dramatic nature of lasya is recognized by Bhoja also
in his comments on pindibandhas. In the Smigdraprakasa he calls them necessary
parts of the rasaka and natyarasaka types of upariipakas rather than of lasya. !/

Here Bhoja seems to be following traditional thinking; Abhinavagupta quotes

'S Smigdraprakasa 1963,Vol. IL p. 425.
16 S.KA. 1969, pp.262 - 63.
17 $r.P.1963,Vol. II. p.425-26.
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Kohala and the cirantanas, that is, ancient authorities,!8 to explain that these

twonrtya types of upariipakas contained both delicate and vigorous nrtta

movements but he mentions lasya nowhere in the context.

The tradition of regarding lasya as a dance form is maintained in a major
work on music and dancing from the next century, the Manasollasa of
Some§vara, which views lasya as a dance consisting of angaharas, specifically
lalita angaharas.'9 But this work provides no further information. A much
fuller discussion appears in the Bhavaprakdsana of Saraditanaya, which
discusses dramaturgy and allied arts. This compendium of critical works,
extending from that of Bharata down to the writings of Ksemendra in the
eleventh century, was written before theSargitaratnakara and
the Nrttaratnavali. Saradatanaya’s treatment of lasya is rather confusing. He

defines lasya as a dance composed of delicate angaharas:

S SN S S S S S
I Eareh i MfadT qeaT=q=ad | (BhP. p. 296)
That is known as lasya in which the style is

kai§iki, [where] there is a song and which is

composed of [lit: being done by] graceful

angaharas done to delicate layas.

According to him,l3sya is of four types, namely, smikhal3, lata, pindi, and bhedyaka:

FFATTERT A1 fraaY Srerg=aq |
TERFATAATIUSIHe: Eqrea e | (BhP. p.297)

18NS .1956,Vol. I, p. 181-2.
19 Minas. 16.4.962 - 63.
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What is delicately applied is called lasya, which
can be of four varieties--§rkhal3, latd, pindi
and bhedyaka .

Saradatanaya goes on to enumerate further sub-divisions and describe the

actual movements of these four types. These types, though not the identical

terms, are taken from the Natyasastra :

fovdmT fage=e =@ g

faost it S SAraHIsy qIF:1 (NS, 4. 287 - 88)
The ways [of forming] pindis are known to be

four: pindi, §rnkhalik3, latabandha and

bhedyaka.

Saraditanaya’s attempt, unsupported by the Natyasastra , to include these
movements under lasya is inconsistent with his own statement earlier in the

treatise:

AGLIANTR] R o |

HIHRTR T TR FEAST HA: |
frvdtaryrs ToHTE qqiaTE T #9049 I (BAP. p.
246) Here, other experts have described four
nrtyabhedas [such as] gulma, $mkhalita, lata and
bhedyaka. . . . Some say that pindibandha and

gulma are synonymous.
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In this passage Saradatanaya clearly identifies pindibandhas as dramatic
types, for nrtyabhedas are varieties of dramatic action. It is possible that he took

lasya primarily as a dramatic art, for he states on the authority of Kohala that:

FIGATISTHTHTIRE WO JET0TH |
ATEQTFIARTT ... .. | (BhP. p. 245)
The characteristics of bhana are described by
experts [such as ]JKohala and others as being

arrived at by ten lasyangas. . . ..

By telling us that lasya forms part of the presentation of bhana,
Saradatanaya is again placing lasya in the context of dramatic art. As

subdivisions of that art, pindibandhas would necessarily be dramatic pieces.

One of the first manuals on dancing to describe lasya in detail is the
Nrttaratndvali of Jaya Sendpati. In the first chapter of the first section of the

book he defines nrtta and says that:

TEATUSaHeT gURAS feuT q: |

FHFAR TAE WITIRH{GAH 1| (NR.1. 1.56)
By the distinction between tandava and lasya
this [dance] is again of two types. The first of

the two is delicate and the other is energetic.

He then goes on to describe the parts of lasya as they appear in the
Natyasastra. These lasyangas, according to him, are elements of traditional
forms of dance (marga). In expressing this opinion he is obviously not

following Bharata, whose emphasis is on the dramatic nature of lasya. The first
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section of the Nrttaratnavali deals with marga and the second with de§l. In the
second section the author deals with desilasya, that is, the regional variations of
lasya. He lists forty-six such desilasyas.20 Since these movements employ only

angika, not vacika abhinaya, they may be categorized as dance movements.

The Sarngitaratnikara of Samgadeva defines lasya as a delicate dance that

stimulates erotic sentiments:

AT J GFARTE AHCeasaHaq | (SR. 7.30)
Lasya has delicate features [lit: limbs] and

arouses erotic [sentiments].

But Samgadeva does not treat the subject in full, discussing only desi
lasyangas, that is, only the local or regional varieties of lasya. He follows the
Naityasastra and Abhinavagupta’s commentary in discussing and defining
angika abhinaya, that is, movements of the afiga and upanga, car, sthana,
mandala, karana and angahara, but omitting from his discussion the forms of
lasya described by Bharata. This seems perfectly justifiable since those forms
were specified by Bharata as dramatic actions, not dance movements.
Samgadeva seems to be the first author to realize that the elements of lasyas
described by Bharata are meant for dramatic actions. The desi lasyangas he
describes in detail are ten and they are dance movements requiring tala
(=rhythm) etc. Simgadeva and Jiya were contemporaries, but Sangitaratnakara
was written before the Nntaratnévalf, and as V. K. Raghavan points out, there 1s
internal evidence that Jiya knew about the existence of theSarigitaratnikara

when he wrote his text.2! However, that does not minimize the importance of

20NR. 6.117-73.
21 NR. Introduction. pp. 73-77.
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Jaya’s work, which deals with dance in even greater detail than Samgadeva’s,
giving us a fuller picture of the desi tradition, although in the later literature after

the fifteenth century on dance we find the influence of Samgadeva, not Jaya.

The meaning of lasya has been further clouded by the use of the term
lasyanga in several of the texts that came after the Natyasastra. The term was
never used by Bharata in the Natyasistra. Abhinavagupta did so in his
commentary on the Natyasastra but he used it not to mean a class of movements
distinct from lasya but simply in the sense of the different components of lasya.
That the word lasyanga was no more than a derivative of [the word] lasya is clear
from Abhinavagupta’s commentary.22 It is worth noting that the
Natakalaksanaratnakosa of Sagaranandin, the only work that faithfully follows
the Natyasastra directly ra‘ther than Abhinavagupta’s commentary in
describing the type of lasya, does not use the term lasyanga.23 We must also
remember that Bharata’s discussion of lasya and its angas forms part of his
description of the elements of a dramatic composition rather than a dance. This is
a categorization also followed, among the later writers, by Vi§vanatha who, in his
Sahityadarpana , includes the angas of lasya among the elements of dramatic

representations, such as sandhi etc., just as Bharata did.24

However, the term lasyanga found general acceptance among the later
authors, most of whom view lasya and lasyanga as different classes of
movements, drawing a distinction that has caused some confusion. The
confusion is worst in the Bhavaprakasana, which reproduces in chapter eight the

same ten movements described in the Natyasastra as parts of lasya, Later,

22 Abhinavagupta on the NS. 1954,Vol. II1,19. 117 - 135,
23 NLRK. pp. 270- 76.
24 §D.6.270
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however, in chapter ten, the Bhavaprakasana divides dancing into tandava and
lasya, going on to enumerate four types of lasya, two of which--smkhala and
bhedyaka --are divided each into ten lasyangas, which are the same ten

movements previously specified as lasya in chapter eight. 25

We have noted before that Sarigitaratnakara defines lasya as a dance that
arouses erotic sentiments. It also describes ten forms of dancing, calling them

lasyangas but not equating them with lasya:

ATERTE T IhaT 3vqT ey f4g: |
FId FiaaTE T AYL JTRATEGLF, |
ATfagd ATIAA STAI=L 9T |
qIENE FiSTTGAT THIGT A7
AT |7 WEAGREA9TAT ATfast Haq |
Wrtf%mﬁ?ﬁwmauqn
W@Twmml
FUIgaagd AgedAE@aaar: |
Wﬁwwww1
ﬁm#rﬁwaﬁﬁwwﬁw
aﬁawﬁmﬁw mgt_ﬁslnr;u
HaF: Fzrmﬁwwm’mwmn
T RAIGAT FHTCRTATH I R:
mmwﬁ'ﬁrﬁmn
WMWW |

(SR. 7.1207- 15)
These are ten lasyangas in the desi [style]

regarded by those who are knowledgeable in

25 Bh.P. p.297.



desl. [They are] delicate, playful, attractive and
[adorned]with tala and lasya [rhythm and
gracel].

Cili is the simultaneous movement of the feet,
hips, thighs and arms. It should be neither done
too fast nor too slow, and [should be] full of
oblique movements done in tila.

The same action performed in a quick tempo,
mainly facing the front, is known as calibada.
Ladhi is known to be the simultaneous
horizontal movements of the hips and arms
which is soft and gracefui.

Stka is a rhythmic movement full of hava
[feminine gestures], of the ears shining with
dangling earings and performed either slowly
or quickly.

Urongana is known as a graceful and oblique
movement, slow or fast, of the shoulders and
the breasts.

Dhasaka is the graceful and rhythmic
downward movement of the breast.

Angahara is the successive bending of the two
halves of the body, slowly and gracefully to
tala, and in the likeness of a bow, so says the
confident one [i.e., Sarngadeva].

Oyaraka is a slightly oblique and downward

movement of the head.
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Vihasi is a smile full of the sentiment of love
different from a trained one. It has an
extremely subtle and novel charm.

Mana is known [to be performed] to songs etc.

set to raga in the sthaya tempo.

These movements do not constitute 1asya as Bharata understood the term,
for the Sarigitaratnikara classifies them as de§i forms, that is, popular or
regional as opposed to marga or refined classical forms, while the Natyasistra
bypasses the whole subject of desi forms. It is evident that scholarly opinion,
presumably following performing practice, had changed considerably since the
time of Bharata. An important point established by the description of lasya
movements in Sarigitaratnakara is that by the time that work was written, lasya
had definitely come to mean dancing and had a defined form. It is also evident

that lasyangas had come to be regarded as desi forms.

Par§vadeva in his Sangitasamayasara gives us a list of nineteen de§yangas
which, from their description, seem to be the same kind of movements as the
lasyangas given in theSangitaratnakara. This is supported by the fact that Jaya
lists forty-six de§I lasyas, . which are similar in character to those described in
theSarigitaratnakara, although only ten of them match Samgadeva’s list. The
nineteen mentioned by Par§vadeva and the ten lasyangas of the Sarigitaratnikara
are all included in Jaya’s list of forty-six de$i lasyangas. Par§vadeva is earlier
than Jaya,26 and it is possible that the latter has taken similar movements from
the Sarigitasamayasira and theSarigitaratnakara and combined them into one

category, calling them lasyangas of the desI variety and adding others. In a

26 See NR. 1965, Introduction. pp. 79- 80.
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similar way, theNrtyadhydaya of ASokamalla and the Nrttaratnakosa of Maharana
Kumbha give lists of thirty-six deﬁ_lﬁsyﬁﬁgas, again a combination of the
deS§yangas and the lasyangas described respectively by Par§vadeva and
Samgadeva. Subhankara ’s Sangitadimodara describes the ten categories of
movements included under Iasya in the Natyasastra, but calls them lasyangas
which, according to the author, are necessary to bhana.27 Subharkara later
defines lasya as: F’ﬂ'ﬂ?q ml 28 -- feminine dancing is known as lasya
-- which he calls a de§i form of dancing. When we examine the dance-sequences
described by the medieval authors, those who came after Kumbha, we again find

the use of these desi lasyangas.

On reviewing these texts it seems that from the time of the
Bhavaprakasana lasya and lasyanga begin to be considered as two different
types. These later texts also state that lasyangas form a part of bhana. But this
position is not entirely satisfactory. Bharata, as we have seen above, says that
lasya is suitable for dramatic performances. In that connection he refers to
bhana, a type of drama which is performed by only one person. Lasya is similar
to it because this too is done by one person. But mere similarity does not mean
that bhana may include any form of lasya. Bharata never claims anything of the
sort when describes bhana in chapter nineteen of the Natyasastra. 2° On the

other hand, Bharata specifically says that kaisiki vrtti should not be applied to

bhana:

IqgfewTg sgranm wion: gga fem: |
HfFfagaTT TIodarfT I 1 (NS.18. 8-9)

27 spam. p.73-4.
28 1bid. pp.69.
29 NS.18.108-10.
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Utsrstikanka, vyayoga, bhana, prahasana and
dima --these ripas are to be performed without

the kaisikivrtti [the delicate and graceful style].

This excludes delicate movements from bhana. Since both 1asya and bhina
involve one performer, and since in the Natyasastra the §lokas about 1asya occur
Just after the passage on bhana, some relation between lasya and bhana may be
conjectured. But no relationship is actually established by Bharata. The
proximity of the §lokas in the Natyasastra was probably the reason why later

authors were led to think that lasya or its angas were auxiliary to bhana.

In his commentary on bhana, Abhinavagupta states that bhanas are
chronicles of prostitutes and men who live by their wits.30 But the Natyasastra
does not mention any such thing. Later treatises, however, seem to accept
Abhinavagupta’s view. They may have also tried to connect bhana with lasyanga
because a lasyanga, being a delicate movement, might pertain to the arts as they
were practised by prostitutes. The Dasariipaka prescribes vira and §mgararasa
for bhana.3! The Bhavaprakasana mentions Kohala’s view and says that bhana
should only have §mgararasa.32 The Natyadarpana of Rimacandra and
Gunacandra states that §mgara should be predominant in bhana.33 The
Natakalaksanaratnakosa does not say that the various forms of lisya are
necessary to bhana, though according to it bhana can also be performed by a

woman; when it is so performed, arigaharas must be used. In this text, the

30 Abhinavagupta on the NS., 1954. Vol. III. 18. 109 -10.
31 DR.3.45.

32 Bh.P. .p.245.

33 ND.p.127.
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description of ten lasyangas follows its account of bhana, because a lasyanga,

like a bhana, is performed by a single actor.34

The history of lasya makes the evolution of the performing arts of India
particularly complex. As we have seen in the survey made above, the term lasya
is never used in the Natyasastra to denote dancing of any kind. Instead, that text
accords lasya the same status as a performing art as it gives to bhana, although it
does not equate them. For later authors, by contrast, 1asya is a style of dancing
distinguished by its feminine qualities, while tandava appears in their works as a
virile style embodying masculine qualities. This recognition of lasya as an
independent style of dancing and its separation from tandava is not found in the
Natyasastra. Since it is generally true that all the later works on dance and drama
are descended from the Natyasastra, it may be claimed that the original meaning
to be attached to the term Iasya is the one given in the Natyasastra. The
recognition of lasya as an independent style might, therefore, have come about in
the following way: Bharata’s description of lasya movements shows them to be
delicate and graceful; elsewhere in the text he mentions that Parvati adorned her
dance with "sukumaraprayoga,” that is, with delicate grace.35 When the
Sarigitaratnikdra or the Abhinayadarpana ascribed lasya to Parvati, they did so,
presumably, because of the delicacy and grace of her movements, and gave it the
status of proper dance, a status not conferred by Bharata himself. The association
of erot.c sentiments with 1asya may thus be seen as a result of its association with
Parvati. It was evidently because of that association and also because of its
essentially gentle grace, that lasya was considered to be suitable for female

performers. Tandava, on the other hand, appears from all descriptions to be a

34 NLRK. pp.270-71.
35 NS. 4.250.
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strenuous, physically demanding style of dancing. That is why it seemed to call

for male performers.

But, again, such a division of labour is not authorized by the Natyasastra.
Whenever Bharata talks about a dancer, he uses the feminine noun nartaki.36
He could, then , hardly exclude female dancers from performing tandava, the
form of dancing on which he focuses his attention. Iconographic support for this
may be found in the Cidambaram temple sculptures depicting the compositions
described in the Natyasastra.37 Bharata states that uddhata or vigorous
angaharas are suitable for devastuti, or praise-offerings to gods, while lalita, or
graceful angaharas are best suited to the depiction of erotic sentiments.38 This
distinction may have given later authors yet another reason for correlating
tanndava and lasya respectively with men and women. Lasya, however, does not
necessarily involve erotic sentiments and can also be used in devastuti.39
Abhinavagupta supports this view when he says that lasya is meant to please the
gods or kings. 40 In the context, therefore, of the earliest source of the Indian
tradition of the performing arts, it seems likely that any allocation of tandava and

lasya separately to men and women would be a matter of convenience rather than

of principle.

The evidence of the Natyasastra clarifies the meaning of lasya i two
important ways. First, lasya —as originally practised - was neither nrtta, the pure
form of dancing, nor was it bhana. Instead, it was an art form possessing qualities

of both and was a wholly independent art bridging dance and drama. Secondly,

36 NS.4.278-83.

37 Naidu,V.,Naidu, S. and Pantulu, V.R. ,1971.
38NS. 4.268-69 and 4. 311-12.

39 NS. 4.302.

404 B.on the NS. 1956,Vol.1.4.268, .p. 181.
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Chapter 4

NRTYA AND UPARUPAKA

In the last two chapters we have seen how dance was conceived in the
literature of the earliest period, especially in the Natyasastra. It is important to
bear 1n mind that Bharata describes dance mainly in the context of the
preliminaries of a play. He also recommends the use of the karanas (components
of nrtta) in the body of the drama , for scenes of battle or for gaits which he
mentions only once(NS. 4. 56). Finally he describes the karanas , but does not
specify which karanas are to be used for which purpose. However, in his
commentary on the Natyasastra Abhinavagupta correlates some of the karanas
with particular dramatic characters (AB.Vol.I. p.206). Bharata’s own interests
seem to have been in the broader principles of stage presentations, which

included elements of dance.

Bharata classifies dancing by using comparatively few terms. These were,
as we have seen in Chapter 2, nrtta, tandava, abhinaya, pindibandha and
sukumaraprayoga. Nrtta and tandava are used synonymously to mean abstract
dance, that is, compositions of movements that please the senses but carry no
meaning (NS. 4. 261). Abhinaya, in the context of the preliminaries of a play, is
the art of miming the meaning of a song through gestures and body
movements(NS. 4. 283). Pindibandhas are group dances forming different
emblems to represent different gods for the purpose of showing reverence to
them (NS.4. 252-59; 4. 287-90). Sukumaraprayoga is the graceful and delicate

way of presenting dance movements (NS.4. 250). To these terms he adds lasya,



which he applies to a form of dramatic art. However, as we have seen in Chapter

3, the meaning of lasya became much more complex after Bharata’s time.

That this growing complexity was not restricted to the understanding only
of lasya but extended to the whole art of dancing is shown by the persistent
attempts to expand its classification by adding new terms to its conceptual
vocabulary. With the Natyasastra as its starting point, the discourse on dancing
began to widen its scope and soon after the Natyasistra, new terms that
represented a proliferating conceptual classification began to appear in dramatic
as well as other literature.! The literature of the early period uses these terms
extensively, but later, in the medieval period, most of these terms were absorbed
in more general terms that represented broader concepts. To set the later, broader
terms in their historical context , it is necessary first to consider the earlier terms,
although the focus of the present chapter will be on the two terms into which they

were assimilated, namely, nrtya and uparipaka.

These terms do not appear prior to the literature of the medieval period.
That does not, of course, mean that the art forms represented by these terms were
not known before the medieval period, but rather that they were not important or
popular enough to be the subject of serious discussion. For instance, the
existence of regional varieties of dancing is acknowledged by Bharata (NS. 9.
164) but they are not described. In order to understand the evolution of these
terms we must also examine other terms referring to various art forms involving
dancing that appear in the early literature. These other terms are never defined in
any work but the concepts they conveyed may be usually conjectured from the

content of the discussion if we consider the contexts in which they appear. The

! Milavikagnimitra, Vikramorvasiya of Kalidasa,Ratnavali of Harsa,Kuttanimata of Diamodaragupta;
Arthasastra of Kautilya are some of the texts of importance to use such terms.
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descriptions are often cryptic and brief but in the absence of any detailed
discussion, we may try to form a picture from whatever information we have

before we proceed with the major terms, that is, nrtya and upariipaka.

We may begin with a set of eight terms which were known in the early
period but whose related concepts came to be absorbed by the more general
categories known as nrtya and upariipaka in the early medieval period. These
terms are dvipadi, §amy3, risaka, skandhaka, chalika, carcari, lisya and
safigitaka. One of these terms that remained in use is 1asya, which, as we have
noted already, was treated as a separate, special category because it denoted both
movements that conveyed meaning and those that did not. Rasaka is another
term which survives to this day but is now identified as a group dance mostly
connected with religious festivals in different regions of India and depicts
episodes dealing with Krsna, Radha and the gopis. To begin with, each of these
eight terms had different connotations in different works but generally speaking
they signified dance presentations. D. R. Mankad, in his study of drama, has
discussed these terms.2 Except for sangitaka, V. Raghavan has discussed the
occurrence of these terms in various types of literature. He has also described the
characteristics of the dances represented by these terms while discussing minor
plays in his study of the Smigaraprakasa of Bhoja.3 A.K. Warder has also
discussed them at great length, giving instances from different texts in which
they occur.4 As such, the occurrence of these terms will be dealt with very briefly
in the present study to understand the evolution of the concepts, but not discussed

in detail, in order to avoid the duplication of the same information. These terms,

2 Mankad, 1936, pp. 91-144,
3 Raghavan, 1963, pp. 545-74.
4 Warder,1972,Vol. I. pp.138-68.
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mentioned above, mostly refer to short dance pieces with an emphasis on
portraying an emotion (bhava) or sometimes even creating an aesthetic affect
(rasa).> As we shall find, they were mostly used in the kdvya and alarhkira

literature although references are found in other literature as well but hardly ever

defined.

Dvipadi literally means a composition of two metres or two verses. In
Bhamaha’s K3vyalamkara this term represents a dramatic presentation:
abhineyartham (KAlam.1.24). However, in other literature the term appears to
have different meanings. For instance, in the Vikromorvasiya of Kilidasa , it is
taken as a graceful body movement. In Act IV, Citralekha moves about in
dvipadika while looking at different directions and getting up from a reclining
position (Act.IV. prose following verse 1,5 and 7). The directions are: EEIILES
feufesar fewisas=g (after entering looks in all directions by means of
dvipadi); ¥R fgufesar femsasa (afterwards looks in all directions by
means of dvipadi) and feuferaicarg fr.7aew (after getting up by means of
dvipadi and sighing) & Each of these stage directions is followed by a verse. It is
perhaps the presence of verse passages that has prompted Raghavan to take
dvipadika as a laya’ But again in the same page we find that the stage direction
says: feafesar IEHINCIECIRE R CE i QTE@H| (afterwards looking in all
directions by means of dvipadi and sighing with tears ). A prose line follows
which -lso refers to body movements. In his commentary on the Malatimadhava

Jagaddhara refers to Madhava’s entrance in dvipadika as described in the text:

aa: gfaofa guTfRfasesqY ATy (then Madhava enters in the manner

S Raghavan, 1978, pp. 539.
© Vikromorvasiya, Velankar ed. 1961.,pp. 61, 65, 66.
7 Raghavan 1963, pp. 560.
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indicated) and Jagaddhara comments: ATHITA W £ fgafeswar (Madhava here
enters in dvipadi'kai),B which indicates a slow movement (THAHRAHH ..).
Raghavabhatta takes dvipadika as a laya or tempo: HY... fEaHTAT AN (here
. .. dvipadi is a division of tempo).9 Raghavan says that "from the laya to the
song and from the song to the dance, the name Dvipadi has had its semantic
extension.”"'0  Warder refers to dvipadikhanda as a sub-variety of dvipadi and
cites Harsa’s Ratnavali where two actresses are directed to act and sing a
dvipadikhanda.!! Bhoja in his Srigaraprakasa refers to dvipadi as one of the
features of nartanaka, a minor drama W&Fﬁ‘l’l’ﬂm TEAYE, that is, a
composition which is to be seen and which expresses the meaning of the
words).!2 The Sangitaratnakara refers to dvipadi as a musical composition and
the Natyadarpana takes it as a metre. Dvipadi is also taken as a laya in the
Kuttanimata.'3 According to K. S. Upadhyaya, dvipadi is still used in
yaksagina, one of the folk dance-dramas of Andhra!4 Raghavan also refers to a
dvipadik3a metre and a dvipadikd song still current in Telugu and in Tamil.'>
Therefore, it seems that although Bhamaha defines it as a dramatic presentation,
in later times it was identified with musical composition, metre and tempo, to
which a delicate dance was sometimes performed. Sarrigadeva in his
Sangitaratnikara defines dvipadi as a musical composition sung to karuna tala

(SR.4.213-19). Pundarika in his Nartananirnaya merely follows Samgadeva in

SawfawwgR § sTfufa<mawTAd |
sqaTaiTed ey Awar fgafsst T8: 1 Bhandarkar edition 1876., p.36.
9Raghavabhatta’s commentary on Abhijiidnasakuntal3, Kale edition 1902, p. 8.
' ORaghavan, 1963, pp. S61.
|| Ratndvali Shastri edition,1978, p.6; Warder Vol.I. 1972, p.153.
2Raghavan 1963., pp. 555.
13SR. 4. 232-41; ND. 1959, p. 191; Kuttanimata, Kavyamala ed.Vol. III. 338, 858.
14 Upadhyaya, Sangeet Natak,No.11. .p.39.
I SRaghavan, 1963,pp. 561.
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defining dvipadi(NN. 39b). We do not find any instances of dvipadi as a drama

or a dance in the late medieval literature.

Another term from early times is §amya, which literally means a stick. In
the Natyasastra §amya is described as a time-beat (NS.31.36-7). The
Hrdayamgama on the Kavyadarsa of Dandin describes a dance so named, which
involves the use of a coloured stick (Hrdayamgama on the Kavyadarsa. 1. 39). It
developed as a group dance which can be identified with dandarasaka (rasa dance
with coloured sticks). Dandarasaka is still practised in Gujarat. Bhamaha refers
to $amya as a form to be acted (abhineyartha) and Dandin as one to be seen
(preksyartha).'® Bhoja describes it as a 1asya in one instance(SrP.1963,Vol.Il.
p.283) and later as a feature of the nartanaka type of minor drama
(SrP.1963,Vol.IL p.425). In the latter instance lisya and §amy3 both appear as
features of nartanaka The authors of the Natyadarpana refer to §amya as a
lasyanrtta pertaining to the kinnaras (ﬁf-ﬂ?ﬁ'ﬂ'ﬁ' AqTEg ;ﬁ' IHT ND. 1959,
p.191). Raghavan has cited many instances from the Natyasastra, the Amarakosa
and the Ramayana as evidence that the term means a time-beat, an opinion in
which Warder concurs.!? Inthe Sangitaratnakara §amya is used as a time-beat
(SR.5.6; 9). Lath quotes Dattila and says that §$amya was a concept central to the
gandharva tala'8 Except for Bhamaha then, §amya is not described by any other
writer primarily as a dramatic presentation and Dandin merely mentions it as a
visual presentation. However, in later times the writers followed the
interpretation of the Natyasistra and in the medieval literature on sangita Samya

1s described as a tala.

|6 Kavyalarkara . 1. 24; Kavyadarsa. 1.39.
I"’Raghavan 1963, pp. 561. Warder, Vol. II. 1974, p.152.
1'8Lath 1978, p.101;Dattilam 1930,110.



The definition of rasaka first appears in Bhamaha who lists it as a dramatic
presentation. It is generally described as an elaborate dance in a variety of early
literature. Dandin does not mention the term. Kohala (quoted in the
commentary on Haravijaya),'9 describes it as a play. Abhinavagupta quotes
authorities who treat it primarily as a dance which is performed by a number of
women and is full of a variety of rhythm and tempo. Since he states this while
describing nrttatmakaprabandhas, rigakavyas and giyamanariipakas,20 it may
not be unreasonable to claim that he himself did not think of rasaka exclusively as
a dance but as a dramatic composition presented through music and dance
movements. A similar term used by Abhinavagupta is rasakarnka (an example
being the Radhavipralambha by Bhejjala),2! which refers to a play in a regional
language dealing with Krsna and Radha. Rasaka, according to Bhoja, is a
TR OTcHF G&AYE= or minor drama (SrP. Vol.IL. p.425-26) and Bhoja
says that in rasaka, pindibandhas or group dances forming different patterns
were performed. In his Sarasvatikanthabharana and Smigaraprakasa Bhoja says
that hallisaka becomes rasaka when danced to definite talas 22. This definition
makes rasaka primarily a dance. The Natakalaksanaratnakosa (NLRK. 3205-9)
describes rasaka as a one-act play using a variety of languages and five characters
etc. This text calls for delicate and forceful emotions
(masrnodittabhavabhisitam) for rasaka but does not mention any tala and laya.
It seems that Sdgaranandin, the author of the Natakalaksanaratnakosa, takes it

primarily as a drama. Pundarika in his Nartananirnaya describes rasaka as a

| SCommentary on Haravijayam. XVIL. p.108.; Warder Vol. II. 1974, p.145.
20NS. Vol.1.1956,p.181.

21NS. Vol. 1111954, p. 63, 72.

225KA. p. 264; SrP. Vol. I1. p. 283.; Raghavan, 1963, p.562.
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composition composed of rasatala and has four different varieties(NN. A Soc.

MS. 46b).

Rasaka is an important term which appears to have come down from an
early period and it represents a dance-drama or a dance with dramatic overtones.
In two of the present-day classical styles of India, Manipuri and Kathak, it is still
a major part of the repertoire. In folk-dances in several regions of India rasa
continues to be performed in some form or other. Gujarat, Tamilnad and

Andhra, for instance, have their individual regional versions of rasa.

Skandhaka appears as a dramatic presentation in Bhamaha who describes
it as abhineyartha (KAlam..1.24.). However, Dandin refers to it as a metre
(KA.1. 37). Very little information can be gathered about this "beydnd the fact
that it is the Prakrit name for the metre aryagiti, a form of ganachandas (musical
’bar,”metre)"23 It seems to have been used for a performance that included songs

and dances. Warder describes it as a single musical strophe used in Maharastri. 24

Chalika or chalita appears in Kalidasa’s Malavikagnimitra as a.dance
composition that forms part of a drama (... Bfqq A8 ATSHH....Act. Lprose
following the prastavana). Malavika dances to a song in prakrt expressing the
emotion of love.25 Dandin refers to this form as a preksyartha kavya(KA.1. 39).
Somadeva in his Kathasaritsagara describes chalita as a dance performed by
Rambhai in heaven (KSS. Vol.IIl. ii1. 20). Bhoja describes it as a part of the minor
dramatic type called nartanaka and states that it creates both vira and §mgararasa

through the use of both tindava and 13sya movements (SKA.p. 263; SrP..Vol.Il.

23 Warder Vol. I1. 1954, pp.153.
24 Ibid. p.176.

2'-"-Ka]gayavema,the commentator on Malavikagnimitra explains it as a piece based on chala or deceit.
Raghavan 1963. p.556.



p. 283). The Hrdayarigamd on the Kavyadarsa follows Katayavema (Raghavan
1963, p.556) in interpreting chalika but adds that instrumental music is a feature
of chalika (Hrdayamgama on KA.1.39.). In the Bh3vaprakisana it is described as
an element of preksanaka, a minor dramatic type (BhP. p.263.). Raghavan takes
chalika to be the correct older form of the term (Raghavan, 1963, p.557). A
similar variant of the term occurs in the Harivamsa (Il.chapters 88, 89, 93) which
mentions chilikya. Chapter eighty-nine is called chalikyakrida and relates how
at the request of Krsna and Balarama apsarases dance to vocal and instrumental
music (Harivamsa.ll. 89.5). The dancers use gestures and dance rasa
(Harivamsall. 89.24, 30) singing songs in different local dialects and keeping
rhythm by the beats of the palms and wearing regional costumes. The songs are
devoted to the Krsna story. Chalikya is also referred to as a song (Harivamsa.Il.
89.67). There are more instances of such uses of the term chalikya.2®6 The
authors of the Nityadarpana refer to chalita delineating vira, §mgara and
raudrarasa (ND.1959, p.191). Warder in his study of minor dramas describes
chalika as a form containing four strophe, called vastu 27 However, the
descriptions in the relevant literature do not warrant the view that chalika was
taken as a minor drama; rather, it was considered to be a performance featuring

songs and delicate body movements that created rasa.

Carcéﬁ is yet another term that appears in a variety of meanings in
differezt texts. In a number of dramas it appears in stage directions that seem to
indicate body movements as well as singing. In the Vikramorvasiya of Kilidasa,
for instance, a stage direction indicates: Faa%ar fafe=a (thinking with

[movements in] carcari) and a prose passage follows which represents what the

261bid. pp.556-58.
27Warder. Vol. 1.1972., p. 151. SqSTI5A B, ... Malavikagnimitra,Karmakar. ed. 1950, p. 22.

165



166

king is supposed to say while sitting. From this position he gets up and again the
stage direction gives: HA~IL 9 (afterwards carcar), and a verse follows
which is either to be recited or sung, with some body movements.28 In the
Ratnavali (Act L pp. 4, 5-6) carcari appears in a spring festival as a piece of music
with a dance performed to suit it.29 The Karpiiramarjari of R3jasekhara
describes carcari as a dance (Karpiramanjari.4.9). The Kuvalayamala of
Udyotana does the same.30 Bhoja equates carcari with natyarasaka and describes
it as a dance performed in springtime in which dancers perform in pairs and
groups (SrP. Vol.IL. p. 425-27). The Bhavaprakasana follows Bhoja (Bhp. pp.
264-66). Damodaragupta of Kuttanimata speaks of carcari performed in a
spring festival (886) and later refers to it as a song (904). Raghavan describes
carcari as a laya and later, following Bhoja, he equates carcari with

natyarasaka.3! Ajay Mitra S3stri has given an extensive account of carcari, its
meaning and incidence in various places. He equates it with staff-dance and calli
dance (merry making in general).32 Calli or cilli appears in Abhinavagupta’s
commentary and in Hemacandra’s work but its nature is not clear from those
references. The confusion regarding the term carcari is further compounded
later by its use in sangita literature as a tala.33 However, from the various
references and discussions mentioned here one can perhaps conclude that carcari
was taken as a song performed during festive occasions, particularly in spring,

when not only music but dance was often performed as well.

28 Vikramorvasiya, Velankar ed.1961, Act. IV.p.67; Ramavali., 1978,Act L. p. 5-6.
29Prabha on Ratnavali, 1978,describes it as a song (Act. L. pp. 22, 30.).
30WarderVol.. 1972., p.147.

31Raghavan, 1963, p.562-65.

32§astri 1975, p. 160.

33SR.5.241; 5. 266.
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Lasya is a term that appears in the earlier literature in very many different
connotations, as we have seen in the extensive discussion in Chapter Three. But it
may be briefly noted again in the present context that initially the term 13sya
signified a general rather than a specific class of movements, movements that
were associated with emotion and delicacy. Among the eight terms discussed
here, this is the only one that developed into a distinct category and was not
absorbed in either nrtya or upartipaka. Lasya,as we have noted before, appeared
in the Natyasastra as a delicate movement used in dramatic presentation, and
later became identified as a dance presentation, delicate, graceful and at times

erotic as well, which has survived as a major feature of dancing till the present

time.

Sangitaka, the last term of this group, seems to refer to a mimetic dance.
However, when Vararuci refers to sangitaka he means a dramatic presentation
involving dance, music and acting performed during the spring festival: WTaq[
AU Wa- AEA9AdT HeATES §ids TYTREHMHIAHTA (in acting out

the sangitaka named Madaniridhana with appropriate rasa in the house of Lord

Nardyana ) (Ubhayabhisarika , 1959,3. 9; pp. 122-23) and FHHIYL=ED  HaA
RR(Ad ATH EARATAAGeTT (the sangitaka named Purandaravijaya is to

be enacted in the 'house of Purandara of Kusumapura) (Ubhayabhisarika 28.7;
p.134). In both instances the author seems to have taken sangitaka as a dance-
drama. But in two other instances the term sangitaka may have been used by the
same author to mean a song or a mimetic dance but the passages are not clear
enough to indicate what the author specifically meant by the term.
(Ubhayabhisarika..28.7; pp.134, 141.). In the Malavikagnimitra of Kalidasa
safigitaka is used as a dance-piece:....qilji' Ei"ﬁm....(the sangitaka begun...)

(Malavikagnimitra 1950, p. 24) and a verse follows, to the accompaniment of
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which Malavika performs. It seems that Malavika sang and mimed to that verse.
In Harsa’s Ratnavall (Act.l. after verse 5) and in Stidraka’s Mrcchakatika
(Act.Lafter verse 8) we find the use of sanigitaka, which in these instances seems
to mean mimetic dancing. According to Katz, "The post Natyasastra term itself
suggests a concerted form. The word sangitaka mentioned in the
Ubhayabhisarika of Vararuci and once in Ratn3vali was a form of music in
which all three elements were present. It is possible that the term sangita came
into use alongside or even after this theatrical form."34 From the early medieval
period, in the sangita literature, the term sangita is defined as composed of three
arts: gita, vadya and nrtta and nrtya, that is, vocal and instrumental music and
dance.35 It is possible that the sangitaka mentioned by Vararuci was not a full-
fledged drama but a long piece with song and dance as part of it which required
the performer to mime a story. Since we do not have any instance of sangitaka as
a dramatic presentation other than Vararuci’s unclear references, Katz’s view
seems justified. Mankad takes it as a dramatic presentation.36 Both Warder and

Raghavan are silent on this. But as we have seen, the nature of this presentation is

not at all clear.

From the early medieval period onwards, six out of these eight terms
disappeared from the literature of dance, with the exception of lasya and rasaka.
It is worth considering briefly what happened to them. These eight terms, which
appear in a variety of works, seem to represent performances using body
movements set to rthythm and tempo but such performances had an additional

feature in common, that of miming emotions or stories, which made them

34 Katz 87, Vol. II.,note on verse 22. p. 9.
35SR.1.21.

36Mankad 1936, p.35.
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different from Bharata’s nrtta. They were presumably different also from
abhinaya even in the plrvaranga as Bharata describes it, because they followed
rhythmic beats as opposed to the abhinaya portion of the piirvaranga, which

could not have been set to rhythm since Bharata prohibited musical

accompaniment for it (NS. 4.276).

It is likely that the performances denoted by the terms discussed above
were developments after Bharata. It is important to remember that for Bharata
nrtta was the only art form that depended upon both body movements and tala
and laya, and that nrtta was expressly defined by Bharata as a non-
representational art. Yet later we find an art called nrtya which, like nrtta,
depends upon body movements and tala and laya, but has meaning attached to the
movements. No doubt it was to fit this art into Bharata’s conception of the
performing arts that Kohala (if we place him after Bharata) added the following
account, reported by Abhinavagupta, of the origin of nrtya:

FREATAT T TPATHRATRT AR 1T |
MaaifeaqiATe qfeasay fias |
FHFRIHAY Haaaevs T asaaiq |
ATCTIRUNAEAS 39 Aoy JTveay |

(A.B.on NS.Vol.1.p.180)
In time past,while Sambhu was dancing in
the evening, Narada sang immersed in
devotion, a song about [Siva’s] victory over
Tripura, and setting his mind in the song
He[= Siva] mimed it [i.e. the content of the

song]. Being pleased [with this He] asked,



Tandu, my boy! Please add this tandava to

acting as described in the Natya[sastra].

These eight terms, dvipadi, §amy3, rasaka, skandhaka, chalika, carcari,
lasya and sangitaka, appear mostly as art forms used in a drama, not as a part of
purvaranga, but as a way of graceful presentation in the main body of the drama.
That the stage direction calls for the use of rhythm, tempo and presumably songs
with body movements in various situations indicates that the use of abhinaya and
nrtta blended together as a new kind of presentation element became part of a
dramatic performance. The terms chalika, §amy3, dvipadi, skandhaka and
carcarl seem to be associated more with tempo, song etc., while rasaka, as found
in early works, began as a dance-drama and later on, in medieval texts became
identified as a dance and is still performed as a dance in various parts of India.
Lasya, the graceful dramatic presentation of Bharata, later became identified as a
graceful and delicate style of dance. Lasya came to be used generally to denote all
forms of performance which were particularly known for their delicacy and
grace. Such forms included many that had been earlier denoted by the eight
terms discussed here. The term saﬁg_i'taka seems gradually to have become
established as the term sangita which represented the three allied arts of vocal and
instrumental music and dance taken together. This happened in medieval times
and this term was no longer used in the narrower sense of a dance-drama or

dramz~c presentation.

As Raghavan sees it, the terms which were associated entirely with laya,
metre etc. gradually became associated with songs and then with dances, which

were set to those songs.37 But the graceful movements of dance were later

37Raghavan 1963, p.561.
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denoted only by the term lasya. From the tenth century onwards nrtya38 appears
in the literature first as a term for minor drama and then, from the thirteenth
century, as mimetic dance 39 Since nrtya can have two variations, lasya and
tandava, if a dance has qualities of 1asya and/or nrtya, that is, delicate and/ or
mimetic features, any other term was unnecessary to express them and the terms
carcarl, chalika, §amya , dvipadi and skandhaka became obsolete in the dance
literature but remained in the literature of music. Rasaka remained a variety of
group dance. It is interesting to note that when the terms lasya and nrtya start to
appear in the dance literature, carcari, chalita, §amy3 , dvipadi and skandhaka are

no longer found in association with dancing.

The growing importance of the broad genre known as nrtya is first seen in
the Dasaripaka of Dhanafjaya in the tenth century. Dhanafjaya describes nrtya
as:. . WIS <Y ....nrtya is dependent on emotion (DR.1. 9). But then he adds
that it represents padarthabhinaya, that is, nrtya calls for acting the meaning of
words(DR.1. 9). What, then, did the term nrtya exactly mean in the DaSariipaka ?
Dhanika, the commentator on the Dasariipaka mentions seven nrtyabhedas:
dombi, $rigadita, bhana, bhani, prasthana, risaka and kavya (DR p. 8.), all of
which are known from other texts to be minor types of drama. Since they are
taken to be varieties of nrtya by Dhanika, nrtya was evidently taken as a minor
dramatic art by Dhananjaya as interpreted by Dhanika. Abhinavagupta never
uses the term nrtya. Bhoja does not use nrtya but he divides preksyaprabandhas
(compositions to be seen) into two types. One is vakyarthabhinayatmaka (i. e,
one that expresses the meaning of an entire sentence) and the other is

padarthabhinayitmaka (i. €., one that expresses the meaning of a word)

38DR.1.9.
39SR.7.26-7.
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(SrP.Vol.Il. pp.461, 466). According to Dhanafijaya nrtya is padarthabhinaya
(DR. 1.9) which is bhavasraya (DR. 1.9) and riipaka is rasasraya (DR. 1.7).
Dhanika, in his commentary, adds that riipakas are vakyarthabhinaya (DR. p.3).
Bharata explains: Wm i (NS. Vollp. 287). Vakya has a
broader scope inasmuchas it is a compound of many bhavas, while
padarthabhinaya is a representation of only one bhava. The nrtyabhedas listed in

Dhanika appear in the list of twelve padarthabhinayitmaka preksyaprabandhas.

Dhanafijaya’s use of the term nrtya as a minor dramatic type is supported
by Saradatanaya’s use of a derivative word, nrtyabheda, to signify types of minor
dramas that he classifies under padarthabhinayatmaka riipakas (BhP. 255). He
also refers to them as the other ripakas,that is, other types of drama. The same use
also occurs in the Natyadarpana (R7aT=g1q T FIHTI-1959, pp. 190-92). The
list of rupakas in the Natyadarpana matches the list given by Bhoja.

Sagaranandin, another author who discusses minor dramas, has no name for the
class but gives the same names of the individual types. Nrtya and natya are used
synonymously in the Amarakosa, which shows that at some point in the
development of the performing arts in India nrtya was equated with natya
(Colebrooke, 1808, p. 42). The association continues today in the terms

Bharatanatyam and Mohiniattam (’attam’ being the Tamil for the Sanskrit

natya).

It was not till the 13th century that the term nrtya came to be dissociated
from natya and to be used exclusively for the art of dancing. The first work to
define nrtya categorically as dance was the Sari gitaratnikara (SR. 7.26-7). From
that time on the sangita literature also divides dancing into two types, nrtta and
nrtya, the former being abstract dancing and the latter mimetic dancing (SR.

7.26-28). By the 14th century the sister arts of dance and drama had become



clearly separated as different genres and dance was no longer considered a kind
of minor drama. The term used from this time on for minor dramatic types was
uparupaka, a term first used by Vi§vanatha (SD. 6.6). The later medieval texts all

followed Samgadeva in using nrtya for mimetic dance and Vi§vanitha in using

uparupaka for drama.

We may now proceed to discuss the term nrtya as it appears in sangita
literature. We have already noted that in alarhkara literature, influential authors
such as Dhanafijaya, Dhanika and Saradatanaya use the term nrtya to mean minor
types of drama. Another author, Bhoja, does not use the term nrtya at all, but it is
clear that he does recognize a dramatic type of performing art as a definite
category which expresses meaning. He draws a distinction between two types of
preksyaprabandhas (compositions to be seen) by designating one as
vakyarthabhinayatmaka (acting that brings out the sense of entire sentences) and
padarthabhinayatmaka (acting that brings out the sense of words). Bhoja’s
concept of this second type of composition parallels Dhananjaya’s definition of
nrtya as an art that employs padarthabhinaya. Further, Bhoja lists the same
nrtyabhedas that we find in Dhanika and Saradatanaya, thus tacitly endorsing the

categorization of nrtya as a dramatic type.

Among works on dance and music Manasollasa is the first to mention nrtya,
which forms the title of an entire section called Nrtyavinoda. The author,
Somegvara, uses the terms nrtya and nartana synonymously (16.4.950) and
includes ndtya among the six varieties of nartana (16.4.959-60). Stating: qreg
FurigsaTiY ﬂ?q FEAUHIIH: 1 shall now describe nrtya with its

characteristics(16.4.950), Some§vara describes nartana as:
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: : .- - S a9 |
fawe |fq Mi<se 709 ) TSTFTA | (Manas.16.4.959-60)
Nartaka(na) is said to be of six kinds: natya, lasya,

tandava, laghava, visama and vikata.
Throughout this work he uses nrtya a’s a generic term for dancing.

The sense of nrtya is more restricted in SSam, which seems to take nrtya as
a desi or regional form of dancing (SSam. 7.130-32), although it gives no precise
definition. The first definition of nrtya came from Samgadeva, according to
whom nrtya is one of three divisions of nartana, a term that he uses in the general
sense of stage presentation. Here he differs from Some$vara in taking nartana as
the broader term, not nrtya, which he considers to be one of the divisions of
nartana, the other two being natya and nrtta (SR. 7.2-3). He states that natya is
both vakyarthabhinayatmaka and padarthabhinayatmaka, although it employs
all four types of abhinaya, and that it creates rasa and bhava (SR. 7.33-4). Nrtyais
defined as body movements that express emotion: ﬂTFﬁTl‘fﬁ'*lﬁ'\(? CICICE]
g aq | ﬁ?’-‘l’ that is nrtya which expresses emotion by miming through
body movements... (SR. 7.26-7). It is interesting too that about the same time
Jaya, the author of Nrttaratnavali, defines nrtya as bhavasraya and
padarthabhinayatmaka (NR.1.50) and cites examples of nrtya as: -'fLT
CSIIEGII TTq.. (NR.1.52) nrtya is [represented by ]§rigadita etc. As in the
Sangitaratnkara, here the emphasis on bhava and padarthabhinaya suggests that
at this stage nrtya was viewed as a mode of dramatic expression distinguished by
singing and dancing, although it was no longer thought of as a category of drama.
From this time on, almost all the works that are concerned with music consider

nrtya primarily as a form of dancing. The only exception is the Sangitadimodara

which at one point classifies as nrtya all twenty-seven types of drama recognized
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by it(SDam. p. 79). However, when the author defines the minor dramatic types,
he calls them uparipakas rather than nrtya. Moreover, when he comes to describe
dance movements, he classifies them under angahara and nrtya, taking nrtya as
regional dance forms. SUS gives an unusual definition of nrtya by identifying it
as a dance danced only by women (SUS. 5.8), although the author uses the term as
a generic label for the art of dancing (SUS. 5 & 6). In the Sarigitacandra, again,
nrtya is taken to represent the art of dancing in general (SC.389). Similarly,
Maharana Kumbha in his Nrtyaratnakosa discusses nrtya as a form of dancing
and refers to it as a marga form although he does not define it (NRK.1.1.291).
Moreover, he uses the term nrtyabheda to indicate different varieties of
dance(NRK.1.1.466; 4.3.106). We may recall that nrtyabheda was earlier used
by Dhanika and Saraditanaya to denote minor types of drama. The change in the
meaning of nrtyabheda thus shows that by Maharana Kumbha’s time nrtya had
come to be identified as a form of dancing. It would seem that to begin with nrtya
was regarded as part of a dramatic presentation, but later nrtya moved away from
the domain of drama, and though it retained its mimetic character, it no longer

employed speech and evolved into a dance form.

Closely associated with nrtya is the term upariipaka, which is a category of
major significance in dance literature. We have already noted that the term came
into existence fairly late, at the very end of the §astric tradition of alarhkara. In
these 'ater works it denotes certain types of drama but it is not clear precisely
which types. Bharata himself deals only with the major types of drama. But the
modern text of the Natyasastra contains a reference to a treatise that Kohala was
supposed to be writing, which presumably covered grounds untrodden by

Bharata.40 That these included the minor types of drama left out of his

40 NS 36.65 (Kasi), NS 37.18. (GOS), NS 37.18.(Kavyamala).
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description by Bharata is evident from the commentary of Abhinavagupta who
mentions these types under various class names when speaking of Kohala.
Abhinavagupta further cites other authorities who evidently dealt with the minor

types of drama4! Since we have none of these texts, we have no knowledge of

the dramatic types they discussed.

Bhamaha was the earliest writer of alarhkara literature to name some of
the types of stage presentation that had dramatic overtones. As already pointed
out, although these types (dvipadi, §amya, rasaka and skandhaka) are stated to be
abhineyartha, that is, to be acted and in that sense similar to major drama, they are
not even types of minor drama but mimetic dance pieces. Dandin, the next writer
on alarhkara, defines the terms lasya, chalika and §amya as preksyartha (i.e.,
meant to be seen), which again seems to indicate that these were mimetic dances,
although neither Bhamaha nor Dandin describe the dances. The minor dramatic
types are first named by Abhinavagupta, who quotes various authorities to list
the names as well as their characteristics. He lists ten types in all: dombika,
bhana, prasthana, sidgaka, bhanika, prerana, raimakrida, hallisaka, rasaka (these
being taken from older authorities) and kavya (from Kohala). Even from
Abhinavagupta’s brief discussion of these types it is evident that they were short
dramatic pieces that presented emotional situations by means of miming short
stories and required at least one, sometimes several female dancers, their dances
being set to particular tala and laya. In some of these presentations male

performers also took part.

Abhinavagupta was not the only writer to refer to these types of stage

presentations. Vaitsyayana (believed to be from the 3rd century A.D.)42 in his

41NS Vol. 1, pp. 171, 181, 182
42 3rd c. A.D., Warder. Vol. 1. 1972, p. 11.



Kamasiitra mentions hallisaka, nityardsaka, preksanaka and gosthi.43 Kumirila
(believed to have lived between 590-650 A.D.) 44 in his Tantravartika mentions
dvipadi and rasaka.45 Since both Vitsydyana and Kumarila pre-date
Abhinavagupta,the latter’s references show a continuing tradition of minor
dramatic types, although we have no detailed characteristics since neither
V'zitsyz'lyana nor Kumarila elaborate on them. The Agnipurana 46 lists 27 such
varieties of dramatic presentation but does not give them a class name. From the
names given we can identify the first ten as belonging to the class of riipakas or
major dramatic types. The other seventeen are minor dramas (AP .338.2-4). All
of these are presumably the abhineya kavyas mentioned in the preceding chapter
(AP. 337.1, 39) but they are not defined anywhere. The avaloka on DR by
Dhanika mentions seven nrtyabhedas (DR. p.8). But Dhanika does not explain
what they are. Abhinavagupta’s brief discussion of ten minor dramatic types
remains the only descriptive account of these little known forms till the time of
Bhoja, from whom we get a fuller picture. He lists twelve types. He further
mentions dombalika (SrP.Vol. II, p. 182), which may be the same as the dombika
mentioned in the Abhinavabhidrati (Raghavan, 1963, p. 567). The Natyadarpana
describes fourteen such types, calling them other kinds of riipakas. The

descriptions here follow Bhoja’s.

A different approach is taken by Hemacandra, who places minor dramas
under the class geya (KAnu. H pp.327-29). In this he is closely followed by
Vigbhata (KAnu.V.p.18). In his commentary on his own work Vagbhata uses

the term geyariipaka as the class name. Both the authors quote the

43KS.; 1.6, p.310; 11.10.25, p.154.
44Krishnamachariar 1974, p. 618

45 Tantravartika, Chowkhamba edition. p. 279.
46 De, 1960, p. 99
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Abhinavabharati for the views of the cirantanas and they quote Bhoja’s lines on
gosthi, Their lists include $rigadita, which is defined in the following lines

apparently added for that purpose:

g iR FATEAT I0g: W A I |
JUTHTH = F&q 14 #rfad  aq |

(KAnu. H..p.446;K.Anu. V. p.18.)
That geya in which a virtuous woman
describes the qualities of her husband and
censures him as well in front of her friend, is

known as $rigadita..

NLRK lists fifteen minor types of drama and describes them briefly (pp.
126-34). The author includes two types called natika and totaka which, however,
he does not place in any particular category. Saraditanaya provides the longest
list by far of minor dramatic types, all twenty of which he describes (Bhp. p. 255).
SD lists eighteen, calling them upariipakas and describing them in detail.(SD.
6.6.).

The nature of upartpakas, their names and number have been discussed by
several modern scholars. Mankad made the first detailed study of minor types of
drama that involved dancing, comparing their characteristics in tabular form.47
However, he had insufficient data and occasionally arrived at observations that
have since proven to be incorrect. In the present study a table based on additional
material is provided which , it is hoped, will help to identify the forms that were
of dramatic nature and employed either body movements only or both body

movements and speech as in drama proper. The former were the types that

47Mankad 1936, pp. 129-31.



eventually became known as mimetic dances and, from the time of Samgadeva,

were designated as nrtya. The minor types of drama proper were distinguished

from these nrtya forms by being termed uparipakas.

Besides Mankad two other modern scholars have dealt with upartipakas
extensively. V. Raghavan has discussed them at several places,48 most
exhaustively in his study of Bhoja’s Srigaraprakasa. Bhoja lists twelve types of
major dramas, of which two, natika and sattaka, are regarded as minor types by
other early writers. Raghavan’s discussion of upariipakas includes the twelve
minor types termed qITYTIAGTCH® S&A9E=" by Bhoja. In course of his

discussion Raghavan also cites the views of other writers on these types.

The other important work in which minor types of drama are studied is by
Warder (Warder, 1972,pp. 137-68). He takes each type of minor drama and
dance mentioned in the works on poetics and lists what the different authorities
have said about it, thus offering an invaluable compendium of the material
available in alarhkdra literature. It is, therefore, unnecessary to duplicate here the
information given by him. However, since Warder restricts himself to alarkara
literature for descriptions of the types, it is necessary to draw material from
dance and music manuals. This has been attempted here in two parts. First, the
references to minor dramatic types in all relevant sources—from both alarnkara
and musicological literature-have been tabulated, with the sources arranged
chronologically. Second, the descriptions of each type as they appear in the
sources have been summarized, noting in particular the major differences if any.
This survey will thus help in discovering how the understanding of the minor

dramatic types evolved through time.

48 Raghavan,1964-5, 1966-7, pp. 31-54; 1963, pp. 545-74.
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Before going on to the descriptions of these types, which included musical
plays, dance dramas, dramatic dances and mimetic dances, we may briefly note the
many terms used by the early authors for this branch of dramatic presentation,
which often confuse because of their variety. Abhinavagupta uses the following
terms in the Abhinavabharati: ragakavya (NS.Vol. I, pp. 172, 174,181,182),
nrtyakavya (pp.175, 177), rigadar§aniya (p.172), giyamanariipaka
(pp.171,175,176, 180) and nrtyapradhanaragakavya ( p.180). Dhanika uses the
term nrtyabheda for minor dramatic presentations (DR.. p.8), Saradatanaya at first
refers to them as nrtyabhedas (BhP. p.181, 255)but later as riipakas (BhP. p. 221) .
Bhoja calls them padarthabhinayatmaka preksyaprabandhas (SrP.Vol.Il, ch.xi, pp.
422-27). Both Vagbhata and Hemacandra refer to them as geya (K.AnuH. pp.327-
29;K.AnuV. p.18). Ramacandra and Gunacandra call them simply the other
rupakas (ND. 1959,p.190). Sagaranandin lists the types without placing them
under any class (NLRK. pp.126-34,113-14) and Vi$§vanatha calls all of them
uparupakas (SD .6.6).

MINOR DRAMATIC TYPES
Source Types

Abhinavagupta dombik3, bhana, prasthana, sidgaka, bhanika, prerana, rimakrida,

hallisaka, rasaka and kdavya.(ABon NS. Vol. I. p.171,181-2).

Vitsyayana hallisaka,natyarasaka, preksanaka, gosthi (Kamasatra. I1.10. 25.
p-154;1. 6.p.310).

Kumarila dvipadi, rasaka (Tantravartika. p. 279).

Bhamaha dvipadi, rasaka, §amya, skandhaka (KAlam.1. 24).
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Dandin Iasya, chalita, $amya (K.A.1. 39).

Agnipurana trotaka, natika, sattaka, §ilpaka, karna, durmallika, prasthana,
bhanikd, bhani, gosthi, hallisaka, kavya, $rigadina(ta),

natyarasaka, rasaka, ullapyaka, prenkhana.(AP. 338.2-4).

Dhanika dombi, $rigadita, bhana, bhani, prasthdna, rasaka, kavya (DR. p.8).

Bhoja §rigadita, durmilitd, prasthana, kdvya(citrakdavya), bhina

($uddha, citra, samkirna), bhanik3, gosthi, hallisaka, nartanaka,
preksanaka, rasaka, natyardsaka.(SrP.Vol. IL. p.282).

Ramacandra and  sattaka, $rigadita, durmilitd, prasthana, gosthi, hallisaka, nartanaka,
Gunacandra preksanaka, rasaka, natyarasaka, kdavya, bhanaka, bhanika.(ND.
1959, pp.190-92).

Hemacandra dombikd, bhina, prasthana, §inga, bhanika, prerana, raimakrida,

hallisaka, rasaka, gosthi, $rigadita.(KAnu.H.p.327-29).

Vagbhata dombik3, bhana, prasthana, bhanik3, prerana, §ingaka, ramakrida,
hallisaka, §rigadita, rasaka, gosthi.(KAnu.V. p.18).

Sagaranandin gosthi, sarhldpa, §ilpaka, prasthana, kdvya, halliSaka, $rigadita,
bhanika, bhani, durmallik3, preksanaka, sattaka, rasaka,
natyarasaka, ullapyaka.(NLRK.pp.126-34;3026-16).

Saraditanaya totaka, natika, gosthi, sallapa, §ilpaka, dombi, §rigadita, bhana,
bhini, prasthina, kavya, preksanaka, natyarasaka, rasaka,
ullopyaka, halli$a, durmallik3, kalpavalli, mallika, parijataka.
(BhP. p. 255).
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Vivanitha natikd, trotaka, gosthi, sattaka, natyarasaka, prasthdanaka, ullapya,
kavya, prenkhana, rasaka, sarhlapaka, §rigadita, §ilpaka, vilasik3,
durmallikd, prakarani, halliSa, bhanika.(SD. 6.6).

Subharikara natikd, preksana, totaka, §ataka, gosthi, sarhlapa, §ilpa, bhani,
hallisa, rasaka, ullapaka, §rigadita, prasthana, natyarasaka,
durmallika, lasika, kavya.(SDam.p. 79-80).

In performing most of the mmor types listed above the style of

presentation employed is that known as kaisikivrtti which Bharata defines in the

following verse:

HT a E\ﬁ

- SIS AT g |
FTHITTRTIYTIT

qr it FRHETEIRT 1 (NS, 20. 54-55)
That which 1s graceful, varied with special costume and
make-up, performed by [lit:added with] women,
which [contains ] a lot of dance and song [and is]
prominently manifested in the enjoyment of passion is

known as kaiSikivrtti.

This suggests that when a dramatic type calls for kaiSikivrtti it also requires
singing and dancing. But the descriptions in the texts show that not all minor
dramatic types could be called musical plays that used dancing, nor did they use
all the features of kaiSikivrtti. The features of these types are summarized here
from the sources; only those sources have been mentioned that either give the

representative view or markedly differ from other sources.
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Secondary or minor dramatic types

1. Ullapyaka: This term is variantly spelt ullapaka, ullopyaka, ullapya etc.
It is first mentioned in the Agnipurdna as a minor drama. But, as Warder
points out, it is taken in the NS as a kind of song (NS. Vol. IV, ch. 31.194,
221) and Abhinavagupta does not connect it with a musical play (Warder,
1972,p.165). Sagaranandin states that it includes songs, the hasya, §rgara
and karuna rasas, a three-act structure and is similar to $ilpaka:
Devimahadevam.(NLRK. 3213-16). BAhP. has a definition similar to the
NLRK, citing the Giandharvanirnaya, and gives two examples of the type,
Devimahidevam, and Udattakufjaramh (BhP. p.266). SDam. gives a
similar definition but emphasizes the need for a great number of songs

(p.95). From this it would seem that by Subhankara’s time the type had

evolved into a ragakavya.

2. Kalpavalli: This is described in the BhP. (p. 268) as a form that arouses
the §mgara and hasya rasas, has an exalted hero and a supporting hero
(udattaniyaka and pithamarda upandyaka). The situation it portrays is
that of the heroine waiting for the hero or going to meet the hero. It is
characterized by the use of dvipadikhanda, rathyatdla, vasakatila, three
layas, ten lasyas and sandhis. The example given of this form is
Manikyavallika.

3. Kama: Agnipurana (338.3) is the only text to mention the name but
gives no description.

4. Kavya: Abhinavagupta quotes Kohala (NS.Vol. I, p.182) on
rigakavya or kdvya and treats it separately, distinguishing from other

types of minor dramas that are basically mimetic dance pieces (NSVol. 1,
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p.181). According to Abhinavagupta, a kdvya should be presented in a
variety of tempi to the accompaniment of ragas and should have a well-
constructed plot, as exemplified by Raghavavijaya or Maricavadha,
which are performed, respectively, to the thakka and kakubha ragas.
Dhanika includes kdvya in his list of nrtyabhedas, which suggests that he
associated it with music and dance although he does not define it. Bhoja
refers to kdvya and citrakavya in his list of minor plays. He differs from
Abhinavagupta in stating that kavya is set to one raga but citrakavya to
several. Bhoja also gives technical details regarding the tala and matra of
the ragas. The same information is repeated in the Natyadarpana
(ND1959,p. 192). Sagaranandin of the NLRK suggests more technical
details of tila, vrtti, rasa and sandhi in this minor play and cites
Utkanthitamadhavam as an example(NLRK.3151). The author of the
BhP. gives the longest description of kavya. The description is similar to
that by Sigaranandin but mentions in addition the use of dvipadikhanda
and, occasionally, of lasya, as seen in Gaudavijaya. Another work
mentioned in the same context is Sugrivakelana, which exemplifies a
variant of the type, one that has a brilliant hero, a young heroine and
employs joyful speeches (BhP.pp. 262-3). The author also includes 1n his
description of risaka two lines from Bhoja’s definition of kavya (BhP. p.
265). Vi§vanitha prescribes lasya and $mgararasa for kavya, which he
considers to be a type of one-act play in which khandamitra, dvipadi and
bhagnatila should be used but not the arabhativrtti. An example is
Yadavodaya (SD. 6.284-85). Subhankara’s description is similar to
Vi§vanatha’s(SDam.p. 96).
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5. Gosthi: This does not appear in Abhinavagupta’s account, nor in
Dhanika’s. Bhoja was the first writer to include it in his list of minor
dramas. According to him, the purpose of gosthi is to show the young
Krsna sporting with cowherds and milkmaids (SrP.Vol. II, p. 468). This
view is repeated in the ND (1959, p. 191). The author of the NLRK calls
gosthi a one-act play that lacks garbha and avamar§asandhi and is
performed in the kai$ikivrtti (NLRK 3026-27). Saradatanaya’s
description is quite elaborate: gosthi is a one-act play, it is performed in
the kaisikivrtti, and it celebrates the deeds of Krsna, particularly his killing
of demons (BhP.p. 256). A similar definition is given by the SD, which
mentions the one-act structure, kaisikivrtti and $rngararasa (SD. 6. 274-
75). Kaisikivrtti is mentioned also in the SDam ( p. 93). All of these
accounts agree that these performances involve a number of performers

both male and female and employ numerous songs and dances.

6. Dombi, dombika: Abhinavagupta refers to this type as a nrtyakavya
more than once (NS.Vol.l, pp.166,180,181, to cite a few). According to
the ancient authorities he quotes, it is a dramatic dance composition in
four scenes, intended to please the king (NS.Vol.Lpp.175,181,188).
Abhinavagupta gives two examples: Gunamala and Cidamani
(NS.Vol.Lpp.171,175; Vol. IV. p. 271). The BhP. (p. 257-58) repeats AB
.as do Hemacandra and Vagbhata (KAnuH. pp.327-29;KAnuV p.18) and
Dhanika mentions the type without providing much information. Warder

has a detailed discussion on dombi (Warder, 1972, pp.156-7).

7. Totaka, trotaka: This is a variety of nataka ( NLRK. 2766,BhP.238;
$D.6.273). Although this is not a musical piece, nor a dance type, and

although the writers do not prescribe dance and music for it, the example
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they give of the form is Vikramorvasiya, which does include dance and
music. The Agnipurana includes the form in its list of dramatic types (AP.

338.2) and SDam. describes it as a primarily verbal drama (SDam p. 92).

8. Durmallika, durmilita: This is mentioned in AP (338. 2), SrP (Vol. II, p. 282)
ND (p. 214), NLRK (3187), SD (6. 303) and SDam (p. 69). Thisis a
humorous play in four acts which employs kaisikivrtti. The story involves
a ’stolen love’ and a deceitful female messenger whose function is
interpreted by Raghavan as blackmail. According to Raghavan this is a
vulgar performance. No author has cited any example. The reason,
according to Warder, may be that this kind of performance did not attract
scholarly attention. Raghavan and Warder discuss this form in detail

(Raghavan, 1963, p. 547; Warder, 1972, Vol. I, pp. 142-3).

9. Nartanaka: ~ This seems to be a mimetic dance in which the dancer mimes,
through graceful movements, the meaning of the words of a song.
According to the Sriigdraprakdsa, it has four varieties, namely, §amya,
lasya, chalika and dvipadi (SrP Vol. II, p.425; Raghavan, 1963, pp.555-
56). The same description is repeated in the Natyadarpana.(1959, p.191).
Raghavan calls it a nautch dance (Raghavan, 1963, p. 555).

10. Natika: This is similar to nataka and employs songs and dances (AB.
on the NS. 1956,Vol.l. p. 436). Examples can be taken from all periods,
such as Pratijiidyaugandhdrayana, Ratnavali (SD. 6.269-72, AP.338.2,
BhP. p. 243-4, SDam. p. 91). A variant form of the term is nati, which
appears in the list of twelve ripakas in ND (1959, p. 7).

11. Natyarasaka: This is mentioned in the Agnipurana and describedSr.P,

which is followed by ND. Saradatanaya, Sagaranandin, and Vi§vanatha
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treat it as a one-act play. According to Bhoja natyarasaka is also known as
carcarl. Nityarasaka is described as a springtime dance performed by a
group of female dancers (Raghavan, 1963, pp. 562-67), requiring
formation dancing or pindibandhas. Warder points out that Bhoja may
have confused rasaka and natyarasaka: "he inserts the description of the
natyarasaka into the middle of that of the rasaka, but this may be the result
of manuscript corruption” (Warder 1972, p.146). The term natyarasaka
suggests some kind of dramatic content but the description shows it as a
dance form. BAP. has a long description ( pp. 263-65) following Bhoja
which includes formation dancing or pindibandhas. It also gives carcari as
an alternative name for the type. Ramacandra and Gunacandra describe it
as a dance danced by women to the raga vasanta (ND.1959, p. 192)
Sagaranandin says that this form employs a number of lasyangas and a
variety of rhythm and tempo, as for instance in the composition Vilasavati
(NLRK.3210-12). Vi§vanatha similarly suggests the use of ten lasyangas
and a variety of rhythm and tempo (SD. 6. 277-9), as in Narmavati and
Vilisavati, SDam. follows the definition of SD. (SDam. pp. 95-6).

12. Parijataka, parijatalata: This is a one-act play mentioned only by
Saradatanaya ( BhP. p. 268) who says that it requires a number of female
dancers and the performance of dandarasaka, citing as example of the
type Gangatararigika. Warder thinks there may have been some
confusion between parijataka and dandarasaka.

13. Prakaraniki, prakarani: This is a species of prakarana (AB. on the
NS.Vol. 11, p. 436). No examples are given or found. ND., which is
followed by SD.( 6.306), says that it is similar to natika but the hero should
be as in prakarana, including the form in its list of ripakas ( ND. 1959, p. 7).
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14. Prasthdanaka: This type is characterized by descriptive gestures. It is in two
acts divided into four scenes. It mainly uses delicate movements, with
occasional vigorous passages, such as the gait of an elephant, which stands
for the idea of journeying abroad (NS. Vol. I. pp. 166, 181). It is listed in
the AP. Abhinavagupta, Dhanika, Bhoja, Ramacandra and Gunacandra,
Hemacandra, Vagbhata (who like Hemacandra simply reproduces
Abhinavagupta), Sagaranandin, Saraditanaya, Vi§vanitha and
Subharkara. In their detailed descriptions of the form Abhinavagupta and
Bhoja mention apasara, that is, exit, as one of its features. ND. defines
apasdra as interludes between dances (p. 191). BhP. defines it as a musical
performance set to rhythm and tempo and performed in kaisikivrtti (p.
262). As example it mentions Srrigaratilaka SD suggests rhythm, tempo
and both kai$ikivrtti and bharativrtti (6. 280-81). SDam ’s definition is
similar to SD.’s (SDam. p. 95). NLRK says that it requires many rhythm
and tempo arrangements (NLRK. 3147-50). Both Raghavan and Warder
have extensive discussions on this type (Raghavan, 1963, pp. 548-49;
Warder 1972, pp. 160-61).

15. Preksanaka, prefikhanaka: The term preksanaka appears in Bhasa’s
Bailacarita and, as Warder points out, may simply mean drama (Warder,
1972, p. 139). The Kamasiitra refers to it as a one-act play (KS. 2.10.25).
The AP mentions prefikhana. No similar term appears in the AB, but
Bhoja, Ramacandra and Gunacandra, Sagaranandin, Saradatanaya and
Vi§vanitha all list this type. Bhoja says that spectacles such as the
immolation of Eros are characteristic of such presentations, and this view
is repeated in ND (1959, p. 191). SD states that all the vrttis are to be used
in this type which it calls prefikhana (6. 286-87). SD.’s description
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follows that of Sagaranandin (NLRK .3192-7) and both texts cite
Balivadha as an example. BhP. has a confused view because it uses the
account of nartanaka in Bhoja to define preksanaka (p.263). SDam
describes the type as a play that uses all vernaculars but §aurasent in the
main (p. 92). The type is discussed in detail by Raghavan and Warder
(Raghavan, 1963, p. 561; Warder, 1972, p. 144).

16. Prerana: This a one-act play featuring comic action and characters.
Abhinavagupta describes it as full of laughter and riddles
(AB.NS.1956,Vol. 1. pp. 172, 181). Among writers on alarhkara
Abhinavagupta alone discusses it but in sangita literature prerana (or its
variants, perana or perani) appears in almost every work as a form dancing
(SR. 7.46, 1316-25; NR. 7. 34-58; SSam. 7. 217-22). The form is
discussed in both Mankad and Warder (Mankad 1936, p.127-28; Warder
1972, p.144). It will be discussed in detail later in the present study in
course of examining the dance forms that developed from the time of the

SR through the medieval period.

17. Bhana, bhanaka: This term represents both a major and a minor
dramatic type. The term has caused considerable confusion in the
literature of dance and drama. Its importance to the understanding of the
evolution of dancing lies in the fact that though it is a type of drama it
employs bold, vigorous body movements and instrumental music. As a
minor dramatic type it first appears in the AB. (NS. 1956, Vol.1p.181)
which distinguishes it from the bhana that appears in the list of major
dramatic types.The major type is a satirical monologue but the minor type
is a presentation that calls for vigorous body movements (NS.1956,Vol. L.

p.181) and a great deal of instrumental music (NS 1956,Vol. L. p.166)
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with irregular beats. Bhoja has a long discussion on this type (Raghavan
1963, pp. 451-54) which he divides into three varieties, namely, §uddha,
sankirna and citra. According to him it requires dancing. ND closely
follows Bhoja and like Bhoja states that it is difficult to perform (ND p.
191). It is said to be of three varieties: uddhata, lalita, and lalitoddhata.
BhP.’s description of the minor type known as bhana is very long, running
from page 258 to 262. It says that lasyangas form part of bhanaka. Later in
the text (p. 266), Abhinavagupta’s definition of the term is given in the
middle of discussing risaka. Abhinavagupta’s definition is reproduced
also by Hemacandra and Vagbhata. Dhanika offers no definition. A
variety of bhinaka is known as nandimali (BhP, p.261, SrP. II. 424-5).
Both Raghavan and Warder have substantial discussions on Bhﬁna
(Raghavan, 1963, pp. 551-54; Warder 1972, pp.158-59). A detailed study

has been made by S. S. Janaki in her dissertation .

18. Bhanika: Bhanik3 is mentioned in AB, AP, Snigiraprakasa,
Nityadarpana, Kavyanusasana (of Hemacandra), Kavyanusasana (of
Vagbhata), Natakalaksanaratnakosa and Sahityadarpana. Abhinavagupta
refers to the enactment of balakrida (presumably of Krsna) in bhanika
(NS.1956,Vol. L. p. 181). Bhoja says that bhanika is similar to bhana but
that the movements are delicate (SrP.Vol II, p.467). Saradatanaya
~onsiders lasyangas as necessary in bhanika as in bhana and states that the
minor dramatic type known as bhana has the features of bhanartipaka, of
which Vindvatis an example (BhP. p. 262). NLRK prescribes both
bharati and kaisikivrtti for bhanika (3160-63). SD gives a similar account
of the type and cites Kimadatta as an example (6. 308-13). Both Vagbhata

and Hemacandra follow Abhinavagupta and quote him. Raghavan and
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Warder discuss the type in detail (Raghavan, 1963. pp. 551-5; Warder,
1972, Vol.l. pp.159-60).

19. Bhant: . This type is mentioned the AP, the avaloka of Dhanika,
NLRK, and BhP. Inthe APand NLRK both bhani and bhanika are
discussed. AP offers no definition of bhani but NLRK distinguishes it
from bhanika by saying that bhani contains lasyangas and arouses
§rigararasa, offering as example Vinavati (NLRK 3184-6).
Saraditanaya lists bhani as one of the nrtyabhedas (BhP.p. 255) but in
describing it he equates it with bhanika (p. 262). Subhankara
(SDam.p.94) follows NLRK and BhP.

20. Mallika: This is mentioned only by Saraditanaya (BhP. pp. 267-8)
who identifies it as the same as manikulya, which is a mystery story. The
description is not very clear but seems similar to that of durmallika. It
includes a jester or parasite among its character s and is in two acts. Warder

discusses it in some detail (Warder, 1972, Vol. L.pp.144-5).

21. Ramaikrida: Abhinavagupta briefly discusses this type which is
characterized by the description of the seasons (NS.Vol. I, p. 181). BhP,
the Kavyanusasana of Hemacandra (KAnu.H.p. 327-29) and the
Kavyanusasana of Vagbhata (KAnu.V. p. 18) mention this type of minor
drama, BhP. repeating a line from its discussion on rasaka (p. 266). No

other text mentions ramakrida.

22. Rasaka: Rasaka is mentioned in almost every early text. It is found in
Abhinavagupta, Kumarila, Bhamaha, Dhanika, Bhoja, Ramacandra and
Gunacandra, Hemacandra, Vagbhata and appears in the AP, NLRK, BhP,
SD, and SDam. As noted earlier in the present study (pp. 162-63), it 1s



treated both as a drama and as a dance in the literature. Abhinavagupta
identifies it as a dramatic dance (NS. Vol. Lp. 181). Kumadrila, Bhimaha,
Dhanika and the AP offer no definition. According to Bhoja hallisaka
becomes rasa when it is performed to certain defined talas (SrP.Vol. 11, p.

283). In his detailed discussion he states that pindibandhas or group

dances are a feature of this type and describes them (SrP.Vol. II, pp 425-6).

Evidently, Bhoja sees it primarily as a dance, although he places it under
padarthabhinayatmaka preksyaprabandhas. Ramacandra and
Gunacandra follow Bhoja (ND.1959,p. 191). Hemacandra and Vagbhata
quote Abhinavagupta’s view. The Harivamsa has references to rasa
(2.89.67; 93.24). NLRK’ s definition implies the importance of verbal
acting(sakalabhasavibhasasobhitam) but does not include dance or music
(3205-9). As example it cites Madanikakamika. BhP.gives a highly
confusing description (pp. 265-66). Saraditanaya reproduces
Abhinavagupta’s quotation from the cirantanas in the middle of his own
definition. From the discussion in SD it seems that rasaka is a minor
drama characterized by verbal acting but employing singing and dancing
as well (6. 288-90). SDam. follows SD but adds that the type is also
known as the kridarasaka of the gopis ( SDam. p. 95). Both Warder and
Raghavan have long discussions on rasaka that attempt to resolve the
confusion in the texts (Raghavan, 1963, pp.561-67; Warder, 1972,

,

pp.145,148).

The dance called dandarasaka perhaps evolved out of §amya, as Warder
has suggested (Warder, 1972, p. 152). It is a group dance performed with
sticks, as we find in Karpiframanjari (4.10-11). This is a feature of

parijataka as described in BhP. (p. 268), which suggests that dandarasaka
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and parijataka are one and the same. However, BhP. later (p. 297) equates
rasaka with lata, a variety of 1asya, and divides rasaka into three classes,
dandarasaka, mandalarasaka, and natyarasaka. A sangita text, SSam.,
describes it as a dance that requires various talavadyas and is performed
with sticks (SSam.6. 240-45). NR. describes rasaka primarily as a
pindibandha, (7. 84-97); natyardsaka as mime to a song (7. 100) and
dandarasaka as a group dance performed with coloured sticks(.7.101-7).
All three are described as deSinrttas danced to music. The Nartananirnaya
describes rasa and dandardsa in the similar manner putting them under the
anibandha category of desi dancing (NN.53a). This type of performance
has survived into our times, especially in Gujarat. Raghavan has discussed

rasaka in detail (Raghavan, 1963, pp. 561-2).

23. Vira: Bodhdyana (Bhagavadajjukiya.1925,p. 4.) mentions this but
offers no definition. BhAP. (p. 241) refers to a form of nataka it calls nrtyacara
(vara being an alternative reading). Abhinavagupta mentions natyadhara
(NS.Vol. I1I, p.172), which, Warder suggests, may be a scribal error. He
conjectures that vara was an ancient and obsolete type of drama which was
not recorded by later writers (Warder, 1972, Vol. 1. p.141). None of the |

available references is clear enough to indicate the nature of vara.

24. Vilasika: This appears only in the SD which describes it as employing
ten lasyangas and arousing §rmgararasa. This type was evidently also
known as vinayika (SD. 6. 301-2, p.106, comm.). In his discussion of
vilasika (Warder, 1972,pp.162-3) Warder derives the term from lasika,
which he considers to be an alternate form of 1asya. He further states that

lasika, which appears in the Alamkarasamgraha of Amrtananda, is the
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same as the bhani of Sdgaranandin. In SDam. lasika has the same meaning

as vilasika mentioned in SD (SDam. p.96).

25. Srigadita: This term appears in the AP and in Dhanika, Bhoja,
Ramacandra, Hemacandra, Vagbhata, Saradatanaya, Vi§vanitha and
Subharikara, but the AP and Dhanika do not describe it. Bhoja says that it
depicts through songs and recitations the state of separation in love. ND
follows Bhoja (1959,p. 191) as do SDam. (p. 95) and NLRK except that
NLRK says that the performance involves mainly verbal acting and does
not call for songs, an example being Kridirasatala (NLRK.3157-59).
BhP. agrees that $rigadita should mainly employ verbal acting but
recommends some singing and lalita movements ( p. 258). SD gives a
definition similar to Bhoja’s but adds that the presentation should
frequently use the word "$ri". The example given is again Kridarasatala..
Raghavan compares $rigadita with the Tamil kuruvafici and with the

varnam and padam of Bharatanatyam (Raghavan, 1963, pp. 546-7).

26. Silpaka: This term appears in AP, NLRK, BhP., SD and SDam.
NLRK says that it consists of four vrttis and twenty-seven angas ( NLRK
3029-46). BhP ( p.257) and SD (6. 296-300) agree with NLRK” s
description. All of them cite Kanakdvatimadhava as an example.

Subharikara follows them (SDam. p. 94).

27. Sidgaka, Singaka: This type is termed sidgaka by Abhinavagupta
(NS.Vol. 1, p. 181), and $ingaka by Hemacandra (KAnuH.p.327) and
Vigbhata (KAnuV. p.18), but has the same definition in all three.
Abhinavagupta says that it is a musical play full of songs
("glyamanariipaka” -NS.Vol. L. p.166) and that although it is a delicate
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form, it makes extensive use of vigorous movements. He later quotes the
cirantanas (NS.Vol. I. p.181) who describe it as a delicate form. The type
described as §rigadita by Bhoja seems to be similar to sidgaka.
Hemacandra refers to $rigadita and §ingaka (a variant spelling of sidgaka)
as different types but defines §ingaka similarly as Bhoja’s $rigadita.
Abhinavagupta’s definition of sidgaka is quoted in BAP. (p. 266) to form
the definition of §ilpaka, although a few pages earlier BhP. describes
§ilpaka as in NLRK (BhP. p. 257; NLRK 3029-46). Raghavan compares
sidgaka with §rigadita (Raghavan,1963,pp. 546-7). Warder has a long
discussion (Warder, 1972,pp. 161-62) on the possible connection between

this and other types of minor drama.

28. Sataka, sattaka: This is mentioned in the AP, in Hemacandra, NLRK, BhP.,
SD and SDam. Hemacandra, who includes it in the class of riipakas, says
that it is performed in prakrta and is similar to a natika (KAnuH. p.317).
The NLRK recommends kaiSikivrtti for this type which it calls similar to
natika, citing as example Karpiiramanjari (NLRK. 3198-3204).
Karpiiramarijari uses §ataka, the prakrt form of the term. Saraditanaya
agrees that the type is similar to natika but does not include it in the list of
minor dramas or recommend kai§ikivrtti (BhP.p. 244). Both NLRK and
Saradatanaya suggest the use of prakrt. SD agrees with BhP. and cites
Karpiiramaiijari as an example (6. 276-7). The edited text of SDam.
refers to §ataka ( pp. 79, 92-3) as a type of minor drama and defines it in the
same way as sattaka, which is found in BhP. and SD. This text also gives
(SDam. p. 93) §ataka as a reading from the India Office Library
manuscript , which suggests that the two terms are alternate spellings of

the same term. The term is listed by Bhoja as a riipaka (SrP.Vol. II, pp.
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421-22) and is so defined by him. In Karpidramadjari (Act IV, 10-11)
there is a description of the dance called dandardsa which is introduced by
the stage direction "tatah pravi$ati carcari." This suggests that while
S§ataka was not a dance drama, it used dance and music.- Except for NLRK
no text prescribes kaisikivrtti as such but the common view that the type
resembles natika implies the use of songs and dances as found in

Karpiiramaiijari

29. Sallapa, sarhlapa: NLRK, BhP, SD and SDam. describe this as a minor
drama that does not use the kai$iki and bharati vrttis. NLRK suggests the
sattvati and arabhati vrttis as essential to the type (NLRK 3028). BhP.
gives a similar definition at greater length (p. 256). SD (6. 291-92) agrees
with NLRK and BhP., as does SDam. (p. 93). The example cited by NLRK,
SD and SDam. is Mayakapalika.

30. HalliSaka, hallisaka: This is a group dance resembling rasaka and is
mentioned by Vatsyayana (KS. p.154, 11.10.25), by Bhasa in the Balacarita
(Act 3), and in AP (338.3), Harivamnsa (89.68),AB. (NS. Vol. Lp. 181),
SrP (Vol. I, p. 425), ND (1959,p. 191), Hemacandra (KAnuH.p.327),
Vagbhata (KAnuV. p.18), NLRK (3154-6), BhP. (pp. 266-7), SD (6.
307), and SDam (p. 94). Abhinavagupta describes it as a dance and places
it under musical or dance dramas. SrP. considers it to be a minor dramatic
type but defines it after AB., which is quoted by Hemacandra and
Vagbhata. ND. reproduces Bhoja’s account (ND. 1959, p. 191). NLRK
follows Abhmavagupta and Bhoja and cites Keliraivataka as an example
(NLRK 3154-6). The same example is given by BhP which treats
halli§aka at some length, calling it a dramatic type that employs geyalasya

and some of the technical features of drama. The technical features of



drama are mentioned also by SD, which gives a shorter account, stating
that the type calls for kai§ikivrtti and the use of a variety of rhythm and
tempo. The example given is again Keliraivataka. Raghavan (1963, pp.

554-5) and Warder (1972, pp.139,152) have long discussions on the type.

These, then, are the thirty types of minor dramatic performances which
came to be known as upariipakas and which we find in alarhkara literature as well
as related works. Some of these types involve dance and music, and these are
found in the works on sargita that begin to appear around the 13th century. Of
these, only those are relevant to the present study that employ dancing, some
being primarily dance forms while some are dance dramas. Minor dramatic
types may thus be classified into three broad categories: first, those that use no
music or dance; second, those that use music and dance; third, those that are
primarily dance dramas, or musical plays, or dance performances. In the first
category we may include the following: durmallika, preksanaka, mallika,
prerana 49 §ilpaka and samlapa. The second category includes the following:
natik3d, trotaka, kalpavalli, prakarana and sattaka. The third category has two
subdivisions: musical plays and dance dramas. As noted above, the texts mention
the following types of musical plays: kivya, prasthinaka, rimakrida (this may
be included in the first type but its definition is not clear), ullapyaka and sidgaka.
The other sub-category, that of dance drama, includes the following: gosthi,
dombi, .nartanaka, natyarasaka, parijataka, vara, vilasika, bhanaka, bhanika,
bhani, rasaka and hallisaka. Of these, the following may be considered as a
separate group, for they are exclusively dance compositions: gosthi, dombi,

rasaka, natyarasaka and hallisaka. To this group belongs one of the few surviving

49 This term later came to denote a different spectacle; see p. 189 of this thesis.
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forms from this period, namely, rasaka or rasa, which is still practised in Gujarat

and Manipur.

The use of the term upariipaka thus reflects a gradually coalescing view of
those forms of performing arts that required body movements that were
aesthetically pleasing as well as representational. In other words, these forms
possessed characteristics of both dance and drama, though some were more
dance than drama and some the other way about. As our survey here shows, till
the early medieval period there was a great variety of such forms, not always
clearly distinguished from one another and even when so distinguished, not
greatly differing from one another. With the passage of time it became evident
that these forms fell into two broad divisions, both mimetic in nature but one
achieving its effect primarily by the significance of body movements, the other
by their form, one emphasizing the verbal representation of events and character,
the other appealing to the senses through physical action. Art forms of the first
kind were considered to belong to a sub-category of drama proper, hence the
term uparipaka, while the other forms were placed under nrtya, or mimetic
dance. Thus the development of the two broad categories marked a progressively
clearer conception of the characteristics of dance as well as drama. It also meant
that the classification of the performing arts was simplified, whereby the class
names used earlier, except for 1asya, became part of the terminology of music

rather than of drama.

The attempt to classify categories was, however, not restricted to the use of
the terms nrtya and upariipaka. A similar trend towards definitive classification
may be seen also in the attempt to distinguish the tradition of dancing described

first by Bharata from the later, more broad-based and popular forms of the art.
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Chapter 5

BANDHA AND ANIBANDHA

During the period that started with Some$vara in the eleventh century and
ended with Maharana Kumbha in the fifteenth, that is, the second period of the
evolution of the concept of dance, we find that the thought of these authors
focused on the division of dance into two traditions, a division that was firmly
entrenched by the end of this period. One tradition was termed marga, and
regarded as the central tradition established by Bharata, and the other desi, the
tradition which represented local and popular forms of dancing and which
Bharata left out of his account. In this second period the most influential of all
the authors was Sarigadeva who discussed de§i and continued to influence the

authors in the third period of development.

In the third period, however, we find another development -- a different
kind of categorization of dancing. At least one author,Pundarika Vitthala , draws
our attention to another major development while describing dance traditions of
different regions of his time.! In his work on dancing and dramaturgy, the
Nartananirnaya , written in the sixteenth century, he does not merely divide
dance into the two traditions, but gives a full account of the desi tradition,
presenting material he evidently collected from different regions, showing the

varieties of dancing that existed in his time. Quite often these descriptions offer

1 Pundarika Vitthala is better known in the field of music and although his work on dancing,
theNartananimaya, has been known by name, neither a critical edition nor a critical study of this
work has been done so far. An account of its content has been given by the present writer in her B. Litt.
thesis and her book. Bose,1964. 1970.



full identifications of different styles. Information is given about which part of
India the particular style came from, what language was used in the
accompanying songs, and, at times, modes of presentation. By comparing his
accounts of those styles with the styles practised today, it is possible to establish
links between these styles. This text thus offers us a major breakthrough in
understanding both the evolution and the continuity of the art of dance because it

enables us to reconstruct the styles prevalent at a transitional period in the

cultural history of India.

One important contribution of the Nartananirnaya is the evidence we may
draw from it to establish firmly the time of the origin of two major styles of
India today, namely, Kathak and Odissi. There has always been some
controversy about the evolution of these two styles. Dance historians in general
are agreed that while the roots of Kathak go back to ancient Hindu culture, its
present form is derived from dancing styles imported by Mughal rulers. There is
no doubt that Kathak did absorb some Persian influence, but the case for that
influence is overstated. This can be easily seen by comparing the detailed
descriptions found in the Nartananirnaya - = with the movements of Kathak.
The style described in the Nartananirnaya is, of course, not termed Kathak, a
name that came into use much later, but the descriptions clearly show it to be the

same as what we know today as Kathak.

The same historical perspective is lent by the Nartananirnaya to the Odissi
style. Odissi was in oblivion for a long time. Even during the renaissance of the
dance, when Bharatanityam was rediscovered and hailed as the true core of the
authentic tradition of the art, Odissi remained unknown to the general public and

even to many dancers and dance scholars. When eventually Odissi began to be
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performed in the early 1950s, its authenticity was called into question, some
critics suggesting that it had been concocted by some interested performing
artists ‘of Orissa.2 But the Nartananiraya provides incontrovertible proof that as
a distinct style Odissi goes back at least four centuries, although it was not then
known as Odissi, a name that came into use much later, just as we find in the case
of Kathak. Pundarika ’s discussion of these and other styles show a high degree
of correspondence with present-day styles. The Nartananirnaya thus marks a

definite terminal point in the ancestry of today’s classical Indian dancing.

The historic importance of the Nartananirnaya has remained
unacknowledged for two reasons: first, Pundarika has been traditionally known
as an expert in music rather than dancing; secondly and surprisingly, most of the
other texts of this third period, although written after the Nartananirnaya, have
followed the Sangitaratnakara in the main. As a result, the detailed information

available in Nartananirnaya has remained unexamined.3

Before we examine the technical details of the styles described in the
Nartananirnaya, we must consider the categorization attempted in it.
Throughout the history and evolution of dancing, its literature has been given to
categorizing the art in many ways. Many of the categories used at one time or
another seem of doubtful use since they overlap with others or are not distinct
enough to be taken as individual categories. It is for this reason, no doubt, that
most of such categories have disappeared from accepted usage and have no
relevance to the art as it is practised today. However, the readiness of the authors

of Sanskrit dance manuals to formulate categories indicates a sustained attempt
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2 Bose, N."Odissi Dance today and its Exponents” Classical and Folk Dances of India, part,iv. 'Odissi,’ p. 51.

3 A critical edition is under preparation by the present writer.



to systematize the study of dancing by classifying its forms. One such attempt of
particular historical significance is seen in the use of the terms bandha and

anibandha. Applied to dancing, these terms appear first in the Nartananirnaya.

The author describes the two categories thus:

- -\e\’ A "ﬁ’ﬂmﬁ
Ff R ST Il (NN.40a)
Nrtta can be of two kinds: bandha and
anibandha. Bandhanrtta is structured with
gati etc. while anibandha comes from

following no rule.

How these categories came into existence must be considered in the
context of how dancing and its literature evolved. As we have seen in the
previous chapters, in the earliest works the categories are few; it is in the later
works that categories begin to multiply. The Natyasastra of Bharata, the first
and most influential of the texts on dance, drama and music, does not divide
dancing into any categories. Bharata recorded only one kind of dancing: nrtta,
the kind that later came to be known as marga or classical. He mentions the
existence of popular, regional dance forms, forms later categorized as desi. S
Bharata obviously did not find them important enough to be included in his
treatise. For several centuries after Bharata, manuals on music and dancing were
virtual copies of the Natyasastra and described nothing that was substantially

new. However, as time went on, the manuals began to extend their accounts to

4 Textual references are to the India Office Library Manuscript, London,unless otherwise noted.
SNS. 9.163- 64.
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include new forms and techniques of dancing. The texts began to include the desi
style as an individual, descriptive category around the seventh and eighth
centuries A.D. The Brhadde §i by Matanga, written in the eighth century,® was
the first text to deal with the desi style in the field of music.? In the field of dance
too desi styles began to be mentioned around this time. And although Somes$vara
of the eleventh century was the first writer to give us a brief account of the desi
style it is not until we arrive at the Sarigitaratnakara by Samgadeva that we find a
systematic study of both marga and desi dance styles as separate categories 8 The
Sarigitamakaranda, which also gives an account of one de§i style, may have been
earlier but with a corrupt and undependably edited text we hardly get a picture
clear enough to identify that style as a separate desi style. However, from the
description that it gives it seems likely that the style was a regional one that was

practiced by prostitutes.d

A further subdivision occurred later when the terms bandha and
anibandha were applied to types of dancing. Parallel terms with similar
meanings but different forms--nibaddha and anibaddha-- had already been in
use in music to denote two parts of a musical composition, or prabandha . While
both parts followed certain rules of structure and of development, anibaddha
was comparatively loose in its structure since it was free of the regimen of tala.
By contrast, baddha was more rigorously constructed, bound as it was by the
constrz:ning patterns of tala. These musical terms were first used in the

Natyasastra :

6 Katz, 1983, p. 59.
7 FaEeTe:  fafqufaseear |
Mad QRT3 IfMFad || (Brhaddesi 13.)
8SR. 7.26-7;749-50; 1207; 1278.
9 SMak. 4.
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frarg srfaag = 49 9 fauT s 1 (NS32. 28)
Nibaddha and anibaddha can be of two kinds.

Later the Brhaddesi and the Sangitaratnakara used them and the

distinction was clearly drawn in both:

fragriragTs At fefat 7
AT Gy 7 @ T A g 1| (Brhaddest. 14)
This marga is said to be of two kinds, namely,

nibaddha and anibaddha. That which is

structured by alapa (?) etc.is called marga.

¢ UG fagahnfiad |

AT I R TR g (AT Il (SR. 4. 5)
Nibaddha is known by being structured with
dhatus and [other] elements. Anibaddha is so

called because it is not structured with alapti.

The distinction between nibaddha andanibaddha clearly represents one of
the important principles by which ways of composing music may be
differentiated. It is to this categorization that we owe the term alapa, which still
carries the connotation of free improvisation within the given framework of a

raga.

Almost 1500 years after these terms came into use in music, Pundarika
Vitthala’s work on dancing applied the terms bandha and anibandha to

dancing,'0 attempting to draw a distinction between categories of dancing that

10Bose, 1970. p. 5.



reflected the spirit of the distinction made in music, though the terms did not

exactly correspond in form or meaning to those used in music.

Before examining Pundarika Vitthala’s use of these terms it is necessary
to note that the bulk of his work was in music. It is, therefore, not surprising that
when he tried to distinguish categories of dancing by using as the differentiating
principle the degree of improvisation permissible, he should have borrowed
terms from his primary expertise, even though the parallel was not exact and the
forms of the words were different.! ! It would seem that this is the sense in which
this distinction came to be understood after Pundarika, for the only substantial
work on dancing to be written after the Nartananirnaya, the Sangitadarpana by

Damodara, repeats the usage and reproduces the discussion of the terms as in

Pundarika’s work.!2

Pundarika uses the terms unambiguously. Bandhanrttas are set pieces with
every movement in their structured sequences clearly specified for the dancer.
Given such detailed descriptions, a dancer trained in the appropriate style of
dancing could reconstruct a composition perfectly, executing all the movements
down to the minutest detail in precisely the sequence prescribed. The band}fgmtas
are, then, fully structured compositions that the dancer is required to reproduce
unaltered, with no variations, no straying from the set choreography. Herein lies

the significance of the term bandha, that is, a "closed” composition.

N g7 foar T T8« TrfFaw+71 (NN. 4oa).
fragrfragys amifsd fafaa ®q: | (Brhaddesi 14)
fragwfeg ag fur fmfad a8:1(SR. 4. 9)

12 Damodara is believed to have been a court poet of Jahangir, which places him in the 17th century; see
Krishnamachariar,repr. New Delhi, 1974, p. 806.
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By contrast, anibandhanrttas are flexible in both form and content within
broadly specified frameworks of aesthetic purpose. TheNartananimaya does
not describe any of the anibandhanrttas in sufficient detail to allow us to
reconstruct a full composition. What then was this anibandhanrtta ? On the basis
of the scanty descriptions in Nartananirnaya, anibandhanrttas seem to be short
dance-sequences, using which a dancer can choreograph her own piece. Thus,
they have the same function in the dancer’s choreographic design as the karanas
of the marga tradition. But their structural principle is entirely different from
that of karanas in that they are entirely flexible as to their components and
structure while karanas are of course rigidly set structures. The Nartananirnaya
does not give details about the movements constituting the anibandhanrttas but

only discusses the movements in broad, general terms.

It would seem that the anibandhanrttas were unlike any other dance pieces
described in the literature before the Nartananirnaya. Did they then represent a
new, hitherto unrecorded style of dancing that differed from other post-marga
styles in being still uncodified and therefore allowing the dancer a far greater
measure of freedom? Was the author trying to create for this new style a new
category since it could not be fitted into any other, inasmuch as even the
relatively new, des styles adhered to the accepted principle of prescriptive
design and this new style did not? Evidently, the author was recording two
different classes of dancing, the distinction between which demanded the use of
two different terms. This hypothesis, and perhaps only this would explain the use
of the terms bandha and anibandha and clarify their meaning as categories,
bandhanrttas denoting dances for which there already were prescribed rules, and

anibandhanrttas denoting dances for which there were none.
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That this is more than mere speculation is suggested by the history of
dancing. We find that a new style of dance, still unnamed but later to be known as
Kathak, was indeed taking shape at this time, and that this style placed a greater
emphasis on creating dances within the general structure of movements than on
following a set regimen of technical details. This new style offered a new

approach to dancing and appeared on the dance scene precisely at the time when

the Nartananirnaya was written.

On its part the Nartananirnaya describes several entirely new dances, all of
them de$1 and all previously unreported, although it follows the
Sangitaratnakara in describing some other deéi dances. When we look closely at
the technique of the dance described under the anibandha category, we begin to
see certain striking similarities with the technique of Kathak. One cannot say
that the style described in the Narananirnaya matches Kathak in every detail, but

one may certainly view that style as the precursor to Kathak.

The historical context of the Nartananirnaya makes this connection highly
plausible. The text was part of the same cultural world of the Mughal court that
nurtured Kathak. Indeed, the colophon states that the work was written by

Pundarika Vitthala for the delectation of the Emperor Akbar, the Mughal ruler :

FRATTIETT AT FCAEH T |

FATHE TgAHS Ggal 229 Td@ AT 1l (NN. 53b)
In [this] world this simple sangita is created
[with] a lot of varieties in order to please the

king Akbar. May it please the heart of the good-

hearted ones.
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By Akbar’s time the ideals and techniques of Persian art were firmly
entrenched in the cultural life of India, co-existing with varied native traditions.
Pundarika declares that along with the regional styles of dancing he is

describing the dance of the yavanas , in this case, the Persians:

TS {afgd amicd St waT |

SIECIEHE RIS CUIRIE eI e

I M TFhsTEe JaAHIATT | (NN. 53a)
That dance is known as jakkadi which is devoid

of effort and action. The song sung by the
experts from Persia using udgraha, svaras etc.
and vernacular is known as jakkadi which is the

favourite of the yavanas.

Since modern scholars believe that Kathak is influenced by Persian dance-
forms, Pundarika’s statement provides a strong argument to trace the ancestry
of Kathak to the style he describes. TheNartananimaya seems, thus, to be the
proper textual source for Kathak. This claim becomes stronger still on

examining points of technique, as I shall shortly attempt.

Two arguments help to validate the hypothesis that Pundarika Vitthala
devised the anibandha category to classify the kinds of dances that eventually
evolved as Kathak. First, what we now call Kathak represented in its early days
a new principle of design, because as a style largely moulded by the Persian
influence it was certainly outside the framework provided by Bharata. Thus,
even though it could be viewed as a regional or desi form, it had to be

distinguished by being put into a special category.



Secondly, the similarities between the techniques of Kathak and
anibandhanrttas are most suggestive. Unlike other styles, Kathak does not
prescribe in detail the movements it employs. This does not mean that Kathak
does not use the movements that we find in other styles. It uses all the minor
movements prescribed for the different parts of the body in the Natyasastra just
as the other styles do. But unlike the other styles Kathak does not have set
compositions consisting of body movements, which are to be rigidly followed by
the dancer. In Kathak, for instance, descriptions of dances do not identify
particular constituent movements by name; rather, the descriptions identify
general types of movements. The parallel with the anibandhanrttas found in the
Nartananirnaya is obvious. Even a brief comparison of the respective techniques

and requirements of Kathak and anibandhanrtta underscores the parallel.

The Nartananirnaya has four chapters, one each on rhythm, drum, song
and dance. In the chapter on rhythm, when the author specifies the talas
appropriate to the dance he describes, the technical terms that he uses, sadhanas in
particular, match those used in Kathak today and listed by Nirmala Joshi in her
article, "Technical terms pertaining to Dance in general and used in Kathak."!3
These terms, which Joshi calls pranas, or the life of talas, are almost identical
with the different sadhanas mentioned in the chapter on tala in the
Nartananirnaya. For instance, in Kathak , yati or the rhythmic arrrangement of
the tempo is divided into five categories, sama, srotagata, gopucchika, pipilika
and mrdangi. TheNartananirnaya lists the same types of yatis similar in every

detail, although it includes a sixth type, kharjurika . Another term, kuvada, used

I'3 Joshi, 1963."Technical terms pertaining to Dance in general and used in Kathak." Classical and Folk
Dances of India, part. iii. ’Kathak,’ p. 8-9.
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in Kathak to denote the climax of a complex rhythmic pattern is also found in the

Nartananirnaya.

This similanity offers good reason to believe that the style described in the
Nartananirnaya was something very much like Kathak, since it required musical
elements similar to those needed for Kathak. The argument becomes even more
persuasive when we examine the specifics of the dance technique. But first let us

briefly consider the typical characteristics of Kathak as known today.

A major characteristic of Kathak is that although like other forms of
classical dancing it follows the same b_asic rules for the movements of the
individual parts of the body, it expects the dancer to find his or her individual
way to elaborate those movements within certain aesthetic condition given. A
good example may be taken from Maya Rao’s article, "The Hastas in Kathak™:
"In Kathak the body as a whole is visualised as the prime medium of expression.

. . . For instance, if the dancer intends to represent the moon, not only will his
hands show the Ardha-chandra Hasta, but his body will also bend in an arch to
suggest the idea of a crescent moon."'4 The same approach to elaborating and
dramatizing basic movements is found in the Nartananirnaya. The description of
a dance called lavani includes an almost identical movement in which the dancer

bends her body from her waist in ardhacandra :
gauTe foqd o Ffegemam=aH iy |
FEII T FTY WTHAATIIN T&T 1| (NN. 52b-53a)

[When]the performer stands in samapada

with her waist bent in [the shape of] half-

14 Rao, 1963."Hastas in Kathak." Classical and Folk Dances of India, part. iii. 'Kathak,’ p. 45.
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moon and she rotates her body [lit : upper part

from her waist], it is lavani.

The description of nimavali, an anibandhanrtya, strongly supports the

contention that in this kind of dancing only a general guideline was provided for

the dancer:

gorivgae fafeariageey |

drafeugied FaaraaA=ad |

ATATAATATHE AASTHAAAIGIH | (NN. 51b-52a)
Created with proper abhinaya, beautified with
various gaits and distinguishing between tivati

and graha [which are] filled with laya and tala,

this namavalinrtya, which is pleasing to people
should be danced.

This description, which gives the dancer broad, general directions rather
than detailed, specific instructions, is typical of Kathak, in which the dancer is
similarly guided. The striking feature of such a description is its lack of detail;
but that is precisely the feature that makes the dance form flexible and permits
the dancer the freedom to make éreative choices in building an individual

choreography.

Maya Rao also mentions a composition by Shambhu Maharaj, called
"rang-manch ka tukra,” which is performed to invoke the blessings of the
presiding deity of the stage. Rao finds striking resemblance between this

composition and the invocatory dance described in the Sangitadarpana. 'S As a

1S mbid
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matter of fact, the dance first appeared in the Nartananirnaya, from which the

Sangitadarpana has merely copied the description.

Two of the most distinctive movements of Kathak are chakkars and
tatkars. A chakkar is a rapidly spinning movement while a tatkar means to stamp
on the ground with one foot or both, and marking the rhythm with ankle bells.
Chakkar can be identified as the c. akrabhramari mentioned in the

Nartananirnaya, which describes it as a spinning movement:

THWATCHRIGUEGSTE TH9g WA | (NN, 47b)
Cakrabhramari [is performed] by spinning
[lit: moving round] like a wheel in the middle

of khandasicl.

It is true that the bhramaris were known long before the time of the
Nartananirnaya--Bharata refers to them -- but they were not given the
prominence that they receive in the Nartananirnaya. Revolving movements are
of course integral to all dance styles, but in classical styles other than Kathak the
movements are never fast enough, nor sustained enough to achieve the aesthetic
form that a chakkar creates in Kathak. It is the speed of revolution that sets it
apart and it is precisely this element of fast spinning, comparable to that of the
pirouette, that we find in the description of chakrabhramaris in the

Nartananirnaya.

In its discussion of revolving movements the Nartananirnaya also

describes tirapabhramari:

facawdr frds gt @fAeTq 93 | (NN 47b)



[Revolving] obliquely with both the legs after

crossing them is tirapabhramari.
A similar movement termed as tirapa is found in Kathak as well. 16

As for the tatkar, it clearly corresponds with the gharghara, of which
details are given in both Nartananirnaya and Sargitaratnikara. It was first
mentioned in Sarigitaratndkara as a feature of the desi dance called perani. A
reference to it is also made in the Nrttaratnavali, which refers to this movement
as a feature of the desi dance named prerana but gives no detail. In

the Nartananirnaya it is a part of cindunrtta which is identified as a dance from the

south.

39t arfasenen fagiReafndiad | (NN, 49a)
The de$i [dance] from the country of the

Dravidas is known as cindu.

The Sarigitaratnakara gives the distinctive feature of gharghara as:

T THERTETS dgfaeaa<y Ad: 1l (SR. 7. 1304)

Of these, gharghara is known to be the special

practice in making the sound of ankle-bells.

The action is further clarified in the Nartananirnaya:

77 fafFofteeEgfae=xr 7@ | (NN. 50a)

16 Vyas, 1963. "The Background of Kathak" Classical and Folk Dances of India, part. iii. ’Kathak,’ p. 6.
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Where striking [the ground] to make [lit:
with] the sound of the ankle bells [is done] it

is known as gharghara.

Six varieties of ghargharas are described in the Sargitaratnakara and the
Nartananimaya. These descriptions show that ghargharas closely resemble the

tatkars practised by Kathak dancers.!?

Two more examples will strengthen the relationship between Kathak and
anibandhanrtta. TheNartananimaya abounds in descriptions of anibandhanrtta

that fit Kathak. A particularly persuasive example is the following:

TEANTEET T a7 T gars=ee |
FATASRTIR ATgR A farwad |l
faear=e ameatafatEy |
FIHATHYRT T WA

SHEAR RE DR E B CHEDNEC G
TSR g I=Tcd et 7aq |
;TSI EaTHTYAT |

g Md IFFSIGT IATTAIGIITH 1| (NN.52b-53a)
Where the song is [sung by the dancer] in the

language of the yavana, holding her veil,
[words] uttered with kalla etc. and gajara etc.!8

and beautified with ahanga, the dance should be

17NN. 4. 842- 49, Kalyanpurkar,1963. "The Techniques of Kathak" Classical and Folk Dances of India,
part. iii. ’Kathak,” pp. 25-27.

18 The technical terms are not clear here. They do not occur in any other text. Musicolgists could not
throw any light on it either.
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performed being adorned with various three
layas. When [this] dance is performed with soft
movements adorned by bhramaris , where the
kriya (keeping time with hands) is done with
sounded beat in accordance with the difference
between dhruva and §amya, that dance, which
is devoid of effort and action, is known as
jakkadi . The song sung by the experts from
Persia using udgraha ,svaras etc. and
vernacular is known as jakkadi which is the

favourite of the yavanas.

This 1s an almost exact description of the ghungat gat, one of the best known

compositions in Kathak, '9 as shown by the drawings of kathak movements

provided here.

The Nartananirnaya describes a certain anibandhanrtta as follows:

FiaATSIIAT 77 qGATSTSHA 9 |
qaqTg SfgHrae fafeagaar=Ra |

THI: FHIGHR I<qq TS A9 | (NN. 52b)
Where [the dancer] contracts her toes [lit: one
of her toes] with the big toe extended, shakes
her shank after extending it with various quick
[movements] and with ghargharis [that is,

tinkling her ankle bells]it is known as kudupa.

19 Ra0,1963. "The Hastas in Kathak" Classical and Folk Dances of India, part. iii. "Kathak,’ p. 47.
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Precisely this action can be recognized today in Kathak when the dancer beats a

fast tattoo on the ground to create rhythmic sounds with her ankle-bells.

The correspondence between Kathak and anibandhanrtta is important not
only for discovering the roots of Kathak but also for understanding the value that
came to be attached to improvisation in medieval times. In contrast with the
prescriptive nature of the descriptions found in the earlier texts, those in
the Nartananirnaya and its contemporaries allow the dancer more structural
flexibility while retaining the basic movements described by Bharata and his
successors. This difference in the approach to choreography is most strikingly
shown in the use of the contrasted categories, bandha and anibandha. The
descriptions of the anibandhanrttas give us a general sense of the choreography
but leaves the specific movements largely to the discretion of the dancer. In
contrast, Pundarika Vitthala describes the bandhanrttas exhaustively, specifying
every movement required as well as the sequence of the movements. Allowing--
indeed encouraging--the dancer to choreograph parts of a recital according to

personal choice was a new approach to dancing.

There can be little doubt that the categories bandha and anibandha mark a
historical point in the evolution of Indian dancing at which established traditions
and new forms existed side by side. The bandha category encompassed the styles
that had been firmly defined and codified by long usage. Other styles, still fluid
and evolving, were placed within the anibandha category. With the passing of
time, as all styles lost their unfamiliarity and became more firmly entrenched in
the corpus of Indian dancing, the distinction between the categories faded,

eventually making them obsolete. However, the term bandha is still in use in a



very limited way and later in this chapter we shall examine the dances to which it
is applied.

The term anibandhanrtta has gone entirely out of use. Why it has
disappeared from the vocabulary of dancing while the term bandha still has a
limited use needs to be considered. Undoubtedly, the main reason is historical, as
explained above, but there may also be a reason related to the very nature of
dancing as an art form. We noted earlier that both in music and dancing similar
categories, anibaddha in music and anibandha in dancing, were formulated to
denote forms that allowed the artist wide choices and architectonic individuality
within broad guidelines. Such a form is entirely appropriate for music, which
permits--indeed demands--a vast range of permutations of notes and improvised
structures. That is why the anibaddha category has survived in music as has the

term itself, though in popular use it is known as aldpa.

But dancing is an art in which, once certain structural guidelines are
accepted, the dancer cannot have anything like the degree of freedom in
composing a dance that a musician has with a musical composition. A dancer
may still show her creativeness in a composition by combining different sets of
movements in a variety of Qays or by exploring the emotional content of the
composition but not with the degree of freedom that a singer or an
instrumentalist enjoys. The concept of anibandha in dance, therefore, can not be
equated with anibaddha in music. The creativity of a dancer is shown on an
entirely different level. The frameworks of music and dance are so different that
a parallel categorization is not possible. Hence the term anibandha became
redundant in the field of dance and we find the term neither in theory nor in

practice any longer.
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When the term anibandha disappeared from the theory and practice of
dance, the need for its converse, the category bandha, became meaningless. In
most styles of dancing the term bandha is no longer found. Nevertheless, there
are two present-day styles in which this term is used. These are Odissi and
Manipuri. In Manipuri the term has very little significance and according to one
of the most eminent teachers of this style, guru Bipin Singh, bandha is just
another dance-sequence in the Manipuri repertoire, which calls for greater
technical virtuosity than other sequences. Odissi is the only style today in which
practising artists still use the term to mean a separate category of dance
sequences. These follow the strictest possible rules of movements, sometimes

producing acrobatic postures.

When we compare the bandhanrtta found in the Nartananirnaya with the
bandhanrtta as practised in the Odissi style, we find striking similarities. The
bandhanrtta of theNartananirnaya requires combinations created out of a base of

sixteen karanas or short dance sequences;20 the bandhanrtta of Odissi requires

seventeen.2 !

In Orissa the bandhanrttas have been kept alive only by the gotipuas
(goti=one, pua=putra) or boy-dancers attached to some of the temples, whose
numbers are rapidly dwindling. The few who are taught bandhanrtta start their
extrémely rigorous training at the age of seven and perform till they are eighteen,
after which their muscles no longer remain flexible enough to be able to do such
acrobatic movements. The gotipuas are dressed as girls and perform in religious

festivals, though not inside the temples. These dances are generally quite

20 NN. 4. 529-550.
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acrobatic. The most famous Odissi guru of the present time, Kelucharan
Mahapatra, is one of the very few living artists trained as a gotipua. When in the
course of an interview with the present author he was shown line drawings of the
bandhanrttas described in theNartananirnaya , Kelucharanji confirmed that these
were indeed the sequences he was taught. According to him, these dances are
physically so difficult that girls are not trained in them and that they are seldom
performed even by men, the more acrobatic of the dances being performed now
mainly by the Chau dancers of Mayurbhanj in Orissa. The difficulty inherent in
these dances was further confirmed - - by another leading dancer of the Odissi

style, Rani Kamaa,who said that as a female she was not trained in the

bandhanrtta by her guru.

The line drawings reproduced here will illustrate the close similarity of
the bandhanrtta of theNartananirnaya with the bandhanrtta of the Odissi style.
These drawings show remarkable similarities in the standing postures of the
figures with the basic standing postures prescribed in the Odissi style: chauka and
tribhangi in Odissi are comparable to vai§ikha-sthana and agratalasaficara-pada
shown by these figures from the Nartananirnaya . Some of the acrobatic
postures are still in use: dandapaksam, lalatatilakam and niSumbhitam and

several others are found both in Odissi and in Chau.

To the evidence taken from bandhanrtta I may add three particularly
telling examples of correspondence between Odissi and the movements
described in the Nartananirnaya . The text describes the use of hand gestures to
express seven principal musical notes. Each note, according to the author, is a
correlative of a bird or an animal, which is represented by hand gestures, as the

following passage explains:



U L IGEATIKIE I e £ EI et P

N N

T 9 TSI FATG=A<AAT N (NN, 20b)22

Peacock, rainbird, goat, heron, cuckoo, frog

and elephant are the seven (notes starting with)
sadja etc that should be recited in order.
[AT=HYT: peacock; I=FTdH: rainbird;
M=V goat; HT=%1=A: heron; IT= FlTH:
cuckoo; &lT:Q?{T: frog and =TT elephant.).

Secondly, there is a dance called batunrtta, a particularly difficult dance in
the repertory of Odissi, that involves both non-representational dance and
mimetic dance. In theNartananirnaya we come across the description of a dance
called batu. Although it is a brief description, one can see how difficult it is. It
can not be a mere coincidence that the same term should not only occur both in
the Nartananirnaya and in Odissi but designate dances involving similarly

difficult poses. The brief description in theNartananirnaya is as follows:

STVt e O AT AUSHTRL: I
AWYSS AATEEQT T WHOHTHA |

FaTat aEfega: g@AvSHag ThA: || (NN. 53a)
When the performer revolves touching the
ground either with both the knees or with both
the legs describing a circle[while her] back is
bent [backwards] with her hands in lata then it
is known as batu [and its] movement is like

[moving] in the orbit of the sun.

22 Reference to this verse is to the Ms. in the Asiatic Society Library Manuscript, Calcutta.
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This description, insufficient as it is, corresponds to the pattern of
movements in the batu dance of Odissi. Further evidence is provided by the

following description of a bandhanrtta in Nartananimaya, a karananen:

THAE: TNY6: FEAHITAATAT: |

T TEASTAT JUSTE qAfaaTiaa™ |

fererwT=t aaTEmTaRTH frgferae
SEICSSEIEER I RIEIRE E L E k2

AT FIOROT: FATG FATIHA: |

Feaeite feafda AR ForgE: 11 (NN. 43b-44a)
[The dancer dances] in jhampatala in gopucchayati.
One of her hands is in alapallava. Par§vajanu,
urdhvajanu, dandapaksa, talavilasita, vidyudbhranta,
candravarta, niSumbhita, lalatatilaka and latavr§cika:
where these nine karanas are performed one after the
other facing the left and then the right in order and
she finishes off standing in the 3lidha sthana, it is

Karananeri.

This sequence is one of the twelve firupas described in the Nartananirnaya.
Urupas are sequences formed with the karanas prescribed for bandhanrtta and are
danced to specified varieties of yati, tila and laya. Specific sthana, cari and hand
gestures characterize them. Using these twelve lirupas a dancer can reconstruct a
composition as described in theNartananimaya ,which will not be far from what
we see being performed by artists today. In Odissi we do find similar
compositions. Such close correspondences are now proving to be of particular

interest to many dancers and teachers who are trying to reconstruct older dance
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Chapter 6

THE DESI TRADITION

The desi tradition was first recorded in detail by Some$vara in his
Manasollasa. As a separate, distinct tradition desi is mentioned earlier in the
Dagariipaka but no details are given there. Earlier still, Bharata recognized in his
Natyasastra the existence of regional variations but he neither described them
nor referred to them as belonging to a separate tradition called de$i.! Inthe
entire period between the Natyasastra and the Manasollasa we come across only
one other manual on dancing, the Visnudharmottara Purana , and this too does
not record or refer to any desi tradition. Similarly, Abhinavagupta is silent about
the desi tradition. As we have noted earlier in the third and fourth chapters of the
present study, many works of the classical period, from manuals to literary
compositions, refer to a number of mimetic dances but no detailed description of

a dance presentation ever appears in any of these works.

This picture changes around the eleventh and twelfth centuries when
scholars begin to include the desi tradition along with the older tradition in their
manuals on dancing. With the growth of the popularity of dancing and the
inclusion of the de$l as a tradition in the early medieval literature on poetics and
musicology, that is, between the tenth and the fifteenth centuries, a number of
manuals appear on the subject when art was flourishing 1n all of its branches, in

music, dance, sculpture, architecture and painting. This interest in recording the

INS.9.163-4

224



225

later styles of dancing continued through the succeeding centuries into the

nineteenth.

The description of the regional tradition differs from the marga tradition
in two ways: first, by putting its emphasis on the style of presentation rather than
on the content of the composition, and second, by concentrating on the use of
more acrobatic movements. As for the content, in structuring a dance piece the
desi tradition had very little to offer that was new. Marga and de§i cannot,
therefore, be judged to be exclusive of one another in terms of their components.
They should rather be seen as different stylistic approaches that grew through
time into separate traditions of the same basic art form. This relationship is

clearly seen in the descriptions of the two traditions in the dance manuals of the

medieval period.

In the first manual of this period, the Manasollasa (early 12th century), the
des1 tradition is described only briefly, but a fuller picture appears a century later
in the Sangitasamayasara. An even more elaborate description of de§i appears
still later, in the Sarigitaratnakara, which was written in the late thirteenth
century. The Nrttaratnavali, which came a few years after the Sarigitaratnakara
and which deals only with dance, provides the most elaborate description of both
the marga or classical and the desi or regional traditions of dancing. These four
texts give us the first introduction to the desi dance tfadition. The desi dance they
describe is based on the framework of the tradition of Bharata, which is
constructed first by laying down the groundwork of dance compositions with
smaller movements and gradually progressing to build up the whole
composition by forming small units consisting of individual movements and
moving on to the large units of a composition. In desi, this basic method of

constructing a composition did not change, nor—generally speaking—did the
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stock of body movements, but the larger units of movements included more
varieties of smaller movements in the desi tradition and these varieties of smaller
movements were more acrobatic in general. Structurally, this is what changed in

the appearance of a desi dance, as we shall find in the four early works mentioned

above.

To begin with, these four texts will be examined to trace the progression in
the content, in the styles of presentation, and in the treatment of the subject by the
authors who wrote on de§i. With the exception of the Bharatarmava ,the later texts
of this period more or less follow the same pattern. Not all the manuals on desi
record a full dance presentation. The Manasolldsa, for instance, does not give us
any description of a composed dance piece. The Sarigitasamayasara is the first
text to describe desi dance pieces. Its descriptions of the dances include
references to music, thythm, tempo and styles of presentation but no detailed
description of individual movements. This textintroduces a new class of features
of the presentation, calling them elements of de$i, which are absent in the Bharata
tradition. The later texts also describe this new element in their description of the
desi tradition. The Sarigitaratnikara describes dances in a similar manner with
further details of the musical accompaniment. The Nrttaratnavali ’s more
elaborate descriptions have more information on the technical details of
presentation but not on individual movements and it repeats the emphasis on the
musical accompaniment along with the rhythm and tempo employed. The
component movements of a composition, however, hardly ever appear in the
descriptions of the desi tradition found in this period of our study. The task of
comparing the movements constituting the marga and de$i styles is thus a

difficult one.



This difficulty is further compounded by the fact that not all the details of
the marga style are known. By the early medieval period the tradition recorded
by Bharata, was established and recognized as marga, a term first used by
Dhananjaya to distinguish between two traditions. Beside Bharata’s account of
the older tradition we have the only other extant record in the Visnudharmottara
Purana. In contrast, regional styles, termed as des$i, have been recorded by a
number of authors who give us a varied picture of the desi styles. These authors
also describe the marga tradition but in doing so merely follow the Natyasastra.
The earliest record of a dance presentation appears in the fourth chapter of the
Natyasastra which forms the prelimina;y part of a dramatic presentation, that is,
the part in which the gods are invoked. It includes nrtta and abhinaya.
Unfortunately, even Bharata does not give detailed descriptions of the
movements to be employed in the presentation, nor does he record any specific
rhythm and tempo to be used in this presentation. Nevertheless, the basic
difference between the descriptions of the presentations of the two traditions, I
believe, becomes apparent when we closely compare them. Bharata describes the
structure of the presentation but is silent about the presentation technique or
specific music. Also, he speaks only briefly on the aesthetic aspects of a
presentation. On the contrary, discussing these seems to be a growing concern of

the writers on de§l.

To understand Bharata’s view of dancing we shall first examine how he
describes the presentation in the fourth chapter of the Natyasastra, a
performance meant for the offering of flowers, that is, puspanjali, at the
beginning of a play in order to please and invoke the gods. This presentation
involves both abstract dance movements (that is, non-mimetic movements) with

drum accompaniment, and mimetic action set to songs. Bharata describes no
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presentation that is constituted exclusively of the abstract movements known as
karanas and angaharas. In describing this preliminary presentation he does not
specify the names of movements to be employed. The only specific name given
by Bharata is that of a posture, vai§akha sthana , mentioned in this context as the
opening posture of this presentation.2 He does not specify any music for the
presentation as do the works on de$i while describing the dance presentations.
Bharata leaves the actual choreography of a dance piece as well as the
accompanying music to the imagination of a dancer or a choreographer. The
presentation is described in the following manner: a female dancer performs
nrtta to the playing of drums, offers flowers, moves around, bows to the gods and
mimes the meaning of a song without the accompaniment of drums. After this,
she goes out and a group of dancers enter and perform various formations
resembling the emblems of various gods, after which they make their exit. The
main dancer enters again and repeats her performance of nrtta and abhinaya and
exits. The others again enter in the same manner as before and repeat their dance.
Their performance is devoid of miming.3 All of this is repeated again. The entire
presentation is a repetition of nrtta and abhinaya by one female dancer followed
by the performance of nrtta by a group of female dancers.4 This presentation
seems to be similar to what we see in the varnam of the Bharatanatyam style of
today except for the part played by the group of dancers.S5 However, since the
description of puspanjali lacks specific instructions for the movements or the

music, we do not know which movements constituted the nrtta portion, nor do

2 vaigakha sthana happens to be the basic posture of the Odissi style of today.

3 Paryastaka or abhinayasiinya (non-representational) dance is recommended. NS. 4. 280; AB.
1956,Vol. 1. p. 188.

4 NS.4.272-291.

S Padma Subrahmaniyam, the noted performer and scholar of the Bharatanatyam style is experimenting
with Bharatanatyam danced by groups of dancers.
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we have any idea of the specific music or rhythm used. All that we can say is that
it seems to indicate that a scope for improvisation was permitted within the
prescribed framework even in Bharata’s time but, as we shall see when we
examine the desi tradition, such improvisation was acceptable here in a more

restricted sense than in the desi tradition.

The analysis of the contents of the dance presentations described in the
later texts seems to indicate that the dancers had greater freedom to improvise,
because they were allowed to begin improvising at an earlier stage of
composition than in the marga tradition. Apart from this greater freedom, the
emphasis on one other aspect of presentation gradually becomes more and more
apparent. Not only do these authors of the early medieval period often
emphasize the mimetic aspect of the presentation, they also describe the
accompanying songs and music, often even specifying the tala. The overall
presentation technique, especially its aesthetic aspects, seems to be of greater
concern for the writers on desi. This approach is different from the way Bharata
describes dancing. When we take a closer look at the specific dance pieces
described in the later texts it seems that those who developed regional variations
based their repertoire on the movements recorded in the Natyasastra. but
combined the movements in their own ways rather than in a set pattern when
forming dance units (or karanas) and dance-sequences (or angaharas). Bharata
gave directions that guided the dancer to the stage of the formation of the basic
dance-units as well as the basic dance-sequences. His approach permitted the
dancer only the permutation and combination of a number of the basic dance-
sequences. Creativity was based on the use of such groups of basic dance
sequences. However, while describing the presentation mentioned above,

Bharata does not specify any dance unit, movement or sequence except for the
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introductory posture of the performance. The presentation is neither described
as a dance piece nor is it described as a mimed piece but as a combination of both.
Nor does Bharata offer any detailed guidelines to the aesthetic qualities of the
presentation, which are of far greater concern to the later authors of the early
medieval period. Their interest in these qualities is seen, for instance, in their use
of a variety of terms to describe this aspect of presentations, whereby they
attempt to specify the aestheic impact. Bharata does mention sausthava or grace
and pramana or harmony in a presentation, but he devotes little time to it. By
contrast, the later authors emphasize the aesthetics of a presentation and the

greater number of terms they use testifies to the rise of a more elaborate set of

ideas in the field.6

We may now attempt to examine these later texts chronologically to see
the evolution of dance-movements in the tradition as recorded by the writers on
desi. The Manasolldsa, the earliest text on de§i, shows us that it follows the basic
framework laid down by Bharata and this seems to be an accepted pattern
through the entire history of the writings on dancing. Although Some§vara’s
description of the desi tradition is comparatively brief, his contribution in
defining the parts of the body is important. To the existing division of the body
into angas and the upangas, he adds one more division, the pratyangas. We find
that after this text appeared, all the authors of the medieval period, except for
Par§vadeva in his Sarigitasamayasira and Ramacandra and Gunacandra in their
 Natyadarpana, began to describe the body parts under these three divisions.
However, this was only a reclassification: it did not materially change the
movements. The movements of the smaller body parts, previously known as the

upangas, now came to be placed under two categories, the upangas and the

6 See Bose 1970, pp. 165-66.
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pratyangas, while the category of major limbs, the angas, remained unaltered.
The descriptions of the smaller units of movements by Some§vara show us that
new movements were added to the same class-name found in the Natyasastra. but
under des$i heading. For instance, in describing the basic movements of cari and

sthana, the later authors added more varieties to the tradition recorded by

Bharata.

Can we not say, then, that these later authors merely added to the tradition
of Bharata rather than branching out from it? In what way did they differ then
and why was the tradition they described termed de§i ? The answer is that the
difference was on the emphasis: the desi tradition differed from the tradition of
Bharata because the desi dances involved more leaping and acrobatic movements
and the writers describing them insisted on greater attention to aesthetic
qualities. No new categories were created for these acrobatic movements,
although new—one might say enhanced—varieties of sthanas, caris and even a few
karanas of the desi type involving leaps and acrobatic movements appeared in the
Manasollasa. The writers on de$i dances remained content with the established

class-names for such movements, namely, sthanas, caris and karanas.

The texts of our period seem to have been mainly interested in recording
the movements of the parts of the body and their smaller units in course of
describing the new regional varieties. The descriptions of the de$I cari, sthana
and mandala occur in all the later texts but the basic dance-units or karanas of the
desi variety are not. As for the angaharas or basic dance-sequences of the desi
variety, they are described only in the Bharatarnava, being absent in the other
texts even when a composed dance-piece is described with the accompanying
music. However, this approach of not describing the dance movements in a

choreographed piece is not much different from what we find in the description



of the puspafijali of Bharata. Still, the consistent absence of descriptions of the
entire set of angaharas in the desi tradition tells us that the regional varieties may
not have used the angaharas recorded in the Natyasastra. Instead, the desi
tradition grew in a different direction where the choreography depended less on

set units of movements taken from Bharata’s tradition.

The interest in acrobatic compositions that characterized the de§i tradition
grew through time. We find that in later medieval times the authors attempted to
describe dance pieces that often required new combinations of smaller
movements to produce new varieties of dance-units or karanas, often involving
leaps and acrobatic movements. Such dance-units are called de$i karanas, or
quite often; utplutikaranas, a name that indicates that they involve leaps. The
Manasollasa, the Sangitasamayasdra, the Sarigitaratnikara and the
Nrttaratnavali, all describe these des$i karanas. However, the Manasollasa

descnibes only a few, whereas the later texts record a great many more.

The distinctive features of the des$i varieties of movements involving
jumps and acrobatic movements become clear when the movements described in
these texts are examined. To begin with, we shall take a few instances from the
Manasollasa of Some§vara to describe them and compare them with the tradition
of Bharata. Some§vara describes the de§i karana named enapluta where the
dancer jumps and performs siici in the air (Manas.16.4.1396-97). Again, in the
desi aficita karana the dancer stands in sama and then jumps straight up
(Manas.16.4.1384), and in the des$i antarilaga karana the dancer jumps while
arching her back and keeping her head between her shanks (Manas. 16. 4. 1388).
In the tradition of Bharata there are some difficult and acrobatic karanas like
gangavatarana where the feet are raised with the soles turned up and the hands

turned down in tripataka while the head is bent. The whole body rests on the
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hands (NS. 4. 168-69). Or, we may take the vidyudbhrinta karana, where one
foot is moved in an arc backward and then extended and arched to touch the head
and the dancer revolves. (NS. 4. 125-26). Thus, some acrobatic karanas can be
cited from the Natyasastra but few karanas in it involve such difficult
movements. Besides, they seldom involve leaps which seems to be the most
important feature of the de§i. On the other hand, the de$i karanas always contain
acrobatic and leaping movements. Even in the descriptions of the sthanas and
caris we find that the desi varieties use more jumps and acrobatic movements

compared to those in Bharata’s tradition.?

We must also note that the Manasollasa is concerned only with the basic
movements and a few de$i karanas, that is, the components of larger dance units
and not with dances in their entirety. Because its interest lies in recording the
smaller units of movement, it describes the desi varieties of sthana, can and

karana. But large compositions of any kind using these movements are not its

concern.

It is not until the Sangitasamayasara of the fourteenth century that we find
any description of a complete dance. This text not only describes specific dance
pieces but adds a number of new movements of the carl, the sthina and the
karanas of the desI variety, all of which involve complicated leaping
movements.8 In the beginning of his chapter on dancing, the author Par§vadeva
mentions two kinds of presentation, nrtta and niatya. He states that he is going to
describe only angika or body movements, a class of movements that is of
particular relevance for nrtta. When he finishes describing these movements he

proceeds to describe modes of presentation and finally to fully composed dance

7 Ibid. chapters five and six.
8 §Sam.7.126-92.
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pieces. Such pieces he calls de§inrtya and not deéinrtta. The four complete
compositions which he describes, calling them deSinrtyas, are perana, pekkhana,
gundali and dandardsa (SSam. 7.132; 7. 217-47). Perana may be the same as the
prerana described by Abhinavagupta but it is hard to get a full picture of latter
from his cryptic description, and hence it is difficult to be certain that the two
were the same. It is likely that Abhinavagupta’s prerana was not a dance proper
but it may well have developed as a dance by the time when Par§vadeva recorded
it. Abhinavagupta quotes the cirantanas on a type of minor drama involving
dance and music which was named prerana and which he describes as a farcical
play, full of riddles. The perana of Par§vadeva calls for five components, which
are nrtta, kaivara, gharghara, vagada and gita. He describes nrtta as consisting of
lasya and tandava, which are based on rhythm and tempo. This definition is
different from previous definitions of nrtta found in the Natyasastra and in the
Visnudharmottara Purana . Nevertheless, the basic idea of nrtta does not seem to
be different. Kaivara is praising the king by praising his ancestors. Gharghara is
stamping the ground with the feet in ankle bells to mark the rhythm. Vagada is
the miming of farcical or ludicrous characters.9 Finally, gita, the last feature of
perana (the term gita here is used as a technical feature peculiar to prerana, very
likely a set musical piece), denotes a song sung according to the rules of a pure or
mixed raga, complete with dlapa (SSam. 7.217.-22). The details of the
instrumental music to accompany are also given with the rhythm and time-beat

specified(SSam. 7.223-25).

The other two dances, pekkhana and gundali, are the most commonly
described in all the texts dealing with de§i. They are described along with

accompanying songs and instrumental music, rhythm and time-beat (SSam.

9 This feature resembles prerana described in the Abhinava Bharati. (NS. Vol. 1. .p.181).
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7.225-36). These songs can be of three types '0 and all of them can be applied to

the two above mentioned dances.

No song is prescribed for the last desinrtya described, called dandarasa, but
the instrumental music along with the rhythm and tempo and the number of
dancers dancing with sticks are mentioned (SSam. 7.240-47). The first three
dance pieces described by Par§vadeva call for abstract movements mixed with
mimetic movements. Pekkhana and gaundali are described with accompanying
vocal and instrumental music. The fourth dance, dandarasa, requires no miming
but is likely to draw upon some Krsna legend, as we gather from the later texts on
dancing as well as from other literature. Dandarasa and its connection with the
Krsna story cycle has been discussed in a previous chapter while discussing the
minor dramatic types that are discussed mainly in the works on poetics.!!
However, the Sangitasamayasara is silent about dandarasa’s connection with
Krsna. The association of Krsna with dandarasa may have developed later when

stories of Krsna became popular in the western regions of India.

The Sarigitasamayasara adds a vital piece of information to the
description of the de§i tradition when it lists what it calls the nineteen angas or
elements of de§i. These elements are not physical components but modes of
presentation particular to the desi style. This emphasis upon the mode of
presentation shows the basic difference between the writers on desi and Bharata
(and his immediate followers) in their respective approaches to dancing. Even
though Bharata describes body movements in detail in the context of

angikabhinaya (that is, using the body in acting), he never discusses the manner

10 These are Suddha (pure), citra (varied) and salaga (based on pure, chayalaga>silaga) SSam. 7. 229-
34,

"1 See pp. 163, 192-93 of this thesis.



of performing the movements. By contrast, the description of the de$i angas in

the Sarigitasamayasara shows the reader the qualities that characterize the

movements.

The terms used by Par§vadeva are mostly in the regional languages and not
in Sanskrit. Most of them refer to delicate modes. These nineteen angas of des,
according to Par§vadeva, are the following: mukharasa (facial appearance
created by make-up, garlands and dress), sausthava (grace produced by proper
and erect stance), lali (charm), bhdva (expression), tiikali(swinging movement in
rhythm), anumana (miming while moving in specific gatis), pramina
(harmo_ny), jhanka (moving the body, which is raised to the left and to the right),
reva ( the head and the corners of the eyes moved in emotion), surekhatva
(dancing without ludicrous movements), afga (performance of tandava), ananga
(performance not dependant on tandava), dhala (expressing emotion by a female
dancer), dhillayi(delicate and relaxed slow movement or a standing relaxed
posture), namani '2 (bending down with ease even while performing difficult
movements), kittu (moving the arms and the breasts delicately in rhythm),
tarahara (quick movements of the breasts, the motion reaching upto the arms),
ullasa (the body moved upwards following the instrumental music) and finally
sthapana (the final stance producing beauty, grace and creating a symmetry of
lines with difficult movements). Par§vadeva remarks that both natya and nrtta
depend entirely on sausthava, without which beauty cannot be created (SSam. 7.
199-200). He also states that delicate movements are dependent specially on two

features, lali and bhava, that is, charm and expression (SSam. 7. 208).

12 Tavani in the Trivandrum edition of the SSam. 6. 208.
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Bharata is not entirely silent on the manner of presentation but his
treatment does not emphasize it as a technical requirement. When he uses the two
terms, sausthava and pramana (NS.10.94), he takes them as general qualities of
presentation rather than as the technical aspects of a presentation. The closest
successor to the Natyasastrais the Visnudharmottara Purana, which does not
mention aesthetic qualities. Even Some§vara is silent about such qualities of
presentation. Par§vadeva, however, brings them to the forefront when he calls

them de$yangas or features of desi.

The same emphasis on presentation appears in the text that comes next, the
Sangitaratnikara by Samgadeva. It does not use the term desyanga but describes
ten des$i lasyangas, that is, features of desi lasya, namely, delicate modes of
presentation, sometimes abstract and sometimes mimetic. These are different
from the lasyangas of the Bharata tradition, regarding which Samgadeva is
silent. Lasyangas of the Bharata tradition, as we have mentioned earlier in
chapter 3, are part of dramatic presentations and as such are not relevant in the
context of dance.!3 These lasyangas of Bharata are quite different from the
nineteen des1 angas described in the Sarigitasamayasara, from the ten desi
lasyangas described in the Sangitaratnikara, or from the forty-six desi lasyas in

the Nrttaratnavali,

The diversity of the accounts of these movements shows that although the
desi tradition depended upon the body movements mentioned by Bharata and
other early authors, in some cases the desi tradition also added to the stock by
considerably elaborating upon the basic movements described by Bharata. A

case in point is the Sangitasamayasira.’s inclusion of five bhramaris or revolving

13 See pp. 135-137 of this thesis.
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movements as a separate set of movements, which is a new addition to the dance
tradition. Bharata’s tradition described a bhramarl merely as a variety of car,
which is a revolving movement performed with one leg. It seems that from the
time when Sarigitasamayasara recorded bhramari as a separate set of movements,
they gained major importance and became a common feature of the de$l
tradition. However, the Sargitasamayasara does not describe the five bhramaris
that its author mentions (SSam. 7.193-4). The Sangitaratnakara is the first text
to describe the movements of bhramaris in detail. It is apparent that in the styles
from the south bhramaris were important features, hence their being recorded in
the Sarigitaratnakara , in the Nrttaratnavali and in the Nartananirnaya '4 In
today’s Indian styles, however, the styles that have retained bhramaris are those
from the north, Kathak and Manipuri, although these styles delineate bhramaris
in two different ways. Kathak has spinning movements while Manipuri has

slower, revolving movements which involves covering larger space.!S

Samgadeva’s account, again, shows how the de$i tradition was being
expanded, though on the groundwork of Bharata’s tradition. Besides describing
the bhramaris and de§i lasyangas, Samgadeva also distinguishes between two
traditions of presentation, one consisting of what he calls the Suddhapaddhati or
pure method, and the other consisting of two de$i forms named perani and
gaundali. By the time Samgadeva wrote his text, these two dances seem to have
been established in the traditions of de$i and they remained part of the desi

technique from the beginning of the history of de$i dancing till the eighteenth

14 SR.7.775-82 : NR.S. 83-99; NN. 47b.

'S Chakkars or spinning movements are vital to the kathak style (Kalyanpurkar,1963. .p. 24).and
revolving movements are vital to cdli, the basic dance of the Manipuri style.(Chatterjee, 1978., p.
226).
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century, as evident in the literature of dancing. '6 Sarngadeva, like Someg$vara
and Par§vadeva, describes the movements of the parts of the body following
Bharata. But he adds more varieties of de§i caris, sthanas and karanas to the

existing lists in the two former writers on de$§i. He records nine bhramars and

includes them in his list of desi karanas.

Apart from making these additions, Sarmgadeva demonstrates a strong
concern for the overall qualities of presentation, which is expressed by his

interest in rekha, defined by him in the following lines:

TR d9w afd |
Frafeafaaigrad T&T THifaar I (SR. 7. 1216)

Rekha is said to be the attractive position of the
body [when there is a] the harmonious
combination of the movements of parts of the

body such as the head, the eyes and the hands.

According to Sarmgadeva, then, rekhi is the composite image of the lines

inscribed on the mind’s eye by the movements of the body at any given moment.

In addition to his interest in rekha he was also aware of the need for yet
another intangible quality, one that was known as the sausthava of a presentation,

about which he says:

FE ATTEAT T FAAGIAC TAY |

1'® Gundali and perani appear in all the texts, starting with the Sarigitasamayasara and ending with the
Sangitasirasarigraha. In my recent research trip to India I was informed that in Andhra Guru
Vempati Cinnasatyam of the Kuchipudi style is trying to revive perani, which, according to him,
never really died out.
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I G G T TS Haq 1l (SR. 7. 1037)

Where the waist, the knee are kept in straight
[line], the elbows, the shoulders, the head are held
straight, the chest is raised and the body rests in
sanna [=resting in a natural position], that is

sausthava.

It is clear from Samgadeva’s writing that by his time it was customary for
theorists of dancing to speak of two separate traditions of dancing, for he speaks
of the "pure" method of dancing and the desi method. As we have seen, this
distinction is also recognized by Dhanafijaya, Par§vadeva and Sarngadeva’s
contemporary, Jaya Senapati. The contrast between the two as he understands
them is evident from his description of a dance in the pure mode and two in the
de$i. The pure dance he describes is the same puspafijali or flower offering that
we find in Bharata. Like Bharata he starts with the arrangement of the stage and
the description of the most important person among the spectators. However,
unlike the puspanjali Bharata describes, which is performed alternately by a
single dancer and a group of dancers and which requires both nrtta and abhinaya,
Sarmgadeva’s puspafijali involves only one dancer. The initial posture
recommended for the dance by Samgadeva is samapada (vais§akha sth@na in
Bharata) which, incidentally, is the initial stance of the Bharatanatyam style
today. 'Like Bharata, Samgadeva does not offer any more details of the body
movements required but says that all three kinds of nartanas NELEL I G A
should be applied in this presentation (SR.7.1269). Samgadeva is more
interested in the technical details of the musical accompaniment, music being his
chief interest, and he says that the accompaniment for puspanjali follows the

classical tradition (SR. 7. 1260-73).The musical composition that accompanies



the presentation is described in full detail. The puspafijali of Sarngadeva seems
to have come from a tradition which may have evolved out of what Bharata had

recorded in his Natyas3stra but is certainly different from it.

Of the two desi styles that Samgadeva places in a category distinct from
the Suddhapaddhati or pure method, gaundali is described first. This dance seems
to be a presentation involving the delicate lasyangas and is performed by a single
dancer. Following the approach of his predecessors in the medieval period,
Samgadeva gives details of the accompanying vocal and instrumental music,
complete with specific names of ragas and talas, but gives no details of the dance
technique. He tells us that this dance can be performed in two different ways:
either the dancer may dance to a song sung by a singer, or she may herself sing
while dancing. This seems to be a graceful dance from the Karnataka region. The
emphasis here is on the lasyangas and the accompanying vocal and instrumental
music which is described in great detail. The use of the desi 1asyanga named
mana in sthaya tdala (SR. 7.1215; 1288)!7 is specifically recommended here. The
presentation resembles the puspanjali of the Bharata tradition in the alternate use
of song and instrumental music but gaundali is danced by a single performer, not
by a group. The performance ends with the playing of drums. It is suggested that
the performer should stand still in a pose resembling a painting after ending the
presentation with the concluding movement. The term for the concluding
movement is kaldsa. This movement, which gained greater importance in the
later texts, '8 first appears in this text. It is of major importance in the kathakali

style of Kerala today, which uses this term to indicate the same movement. The

17 See pp. 149, 151 of the thesis. The description does not give us any idea about the movements apart
from the fact that it is supposed to be a delicate movement.
'8 NRK.4.1.37-85 ; Nr.Adh. 1566-1611
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presentation of this style of gaundali must have gained tremendous popularity at
the time of Samgadeva, because although he treats the entire subject of dance in a
single concise chapter, only one of the seven that make up the text, he devotes as
many as twenty-eight verses to gaundali. The rest of the text deals at length with

music, that being his main interest (SR. 7.1273-1301).

The other de$i style described by Samgadeva is Perani. This is danced by a
male performer as is apparent from the description of the performer’s make-up.
His head is shaven, with only a tuft of hair left at the top and he is supposed to
smear ash over his body. The Sarigitasamayasara, where this dance appears for
the first time, is silent about the make-up. But the five features of the perani
dance are similar in both texts. However, some of the technical terms used for
these features seem have been Sanskritized by Samgadeva. The five features
identified in the Sangitaratnikara are: gharghara (stamping the ground with the
feet with ankle bells on) visama( karanas involving leaps; nrtta in SSam),
bhavasraya (imitation of comical things;!'9 vagada in SSam.), kavicara
(description of the hero of high character; kaivara in SSam), and gita (refers to
silaga20 songs suitable for gaundali) (SR. 7.1301-16). After describing the
make-up for a dancer, the author describes the style of perani dancing. One of the
purposes of this dance, danced by a clean shaven male performer, seems to be to
produce laughter, although the dancer’s use of difficult dance steps and
movements may suggest less comical intentions as well. As in describing the
other two styles, Samgadeva gives full details of the accompanying vocal and
instrumental music, along with the rhythm and tempo in which they are to be

performed.

1Q This is where we find a trace of similarity between the perani described in the later texts with
prerana described in the Abhinavabharati.
20 Songs are supposed to be of three types: Suddha,citra and salaga.



The interesting point to note here is that although the style perani seems to
be a development of the prerana of Abhinavagupta, it is listed as a form of minor
musical drama in the Abhinavabharati, whereas Par§vadeva and Samgadeva
describe it in their chapters on dancing. Perani is treated by these two authors as a
mimetic dance (the word dance should be emphasized here) that uses a great deal
of vocal and instrumental music of the de§i variety, and all the later texts follow
in their footsteps in describing perani, as they also do in describing gaundali. It is
not surprising that considerable emphasis is laid on the accompanying music in
describing the styles and that the authors give such full technical details of the
music. Both Par§vadeva and Samgadeva are primarily interested in music, and
dance is included in their discussion because the whole art of sangita includes

vocal and instrumental music as well as dance.

The next text to be considered,the Nrttaratnavall by Jaya, is almost
contemporaneous with Samgadeva’s Sangitaratnikara.2! Since Jaya’s work is
entirely on dance and gives an elaborate description of both classical and
regional styles , we get a fuller picture of the traditions in existence in that period.
Jaya describes the entire tradition of Bharata following the Natyasastra, which
demonstrates the continuing interest in that tradition. However, Jaya’s greater
contribution lies in his elaborate description of the desi tradition, which includes
not only fifteen desi nrtyas but more movements of the feet, more caris, sthanas
and karanas than in previous texts, as well as nine bhramaris and forty-six lasyas
of the de§l variety. The fifteen de§inrtyas include gondali,prerani, prerikhana,
rasaka, carcari, natyarasaka, dandarasaka, $ivapriya, cindu, kanduka,22 bhandika,

ghatisani, carana, bahuriipa and kaullata. Of these fifteen, prerana, rasaka,

21 See p. 59 of this thesis.
22 A dance item found in Mohiniattam of Kerala.
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carcari, natyarasaka and dandarasaka are described in the earlier works as dance-

dramas or minor dramas that involve music and dance. These are identified as

dances by Jaya in Nrttaratnavall.

The forty six desl lasyas listed by Jaya include, as we have noted in chapter
1 of the present study, the desi angas of Par§vadeva and the de§i lasyangas of
Sarngadeva.23 The angas and lasyangas of the desi variety are styles of
presentation rather than specific movements which may either be vigorous or
delicate. Following are the de$i angas described by Jaya.24 Sausthava (grace,
described in SSam.as a de$i anga and in the Natyas3stra and Sarngtitaratnikara as
overall presentation technique), sthapana (standing posture in a graceful line
(=rekha) with a pleasant expression), rekha (moving the body along a graceful
line), dala (moving the body simulating a drop of water on the edge of a lotus leaf
being moved by a slow breeze), cili (a delicate, slow and simultaneous-
movement of the feet, hands, waist and the thighs)25 calavali (the same action
done at front to a faster tempo), lali (oblique movement of the minor limbs done
to rhythm and metre which is delicate and playful, it is also described as a
beautiful movement generated from music and creating pleasure), trkani
(moving the head following the rhythm and tempo with a pleasant expression of
the face),26 ullasa (a quick movement in rhythm in slow and fast tempo while
expressing emotion), sukalasa (a harmonious blend of vocal and instrumental
music with dance in between performed by an expenienced dancer), urongana (a

slow or quick and graceful movement of the shoulders and the breasts to the

23 See p. 61 of this thesis.

24 The terms are not literally translated here; rather the actions denoted are briefly described.

25 The term cali is used in modern Manipuri style to indicate a similar movement which is one of the
basic movements of that style.

26 An important feature of the Bharatanityam style.
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front, back, up and down, done in succession), bhava ( a dance danced to the song
and instrumental music in rhythm and then the dancer stops quickly in a joyful
manner), tharahara (the quick quivering and playful motion of the breasts, which
flows up to the arms), kittu ( the arms, the breasts and the waist are pulsated in
rhythm with delicacy), desikara (regional varieties of nrtya which are not rustic),
nijapana ( an easy nrtya which is performed with graceful body movements to
please the audience and in it, glances follow the hand movements), dillayi( same
as dhillayi of SSam; full of emotion, feminine charms such as hel3, full of poise,
relaxed and charming), lavani (namani or navani in the recent edition of SSam.
and tavani in the earlier edition of SSam ; 27 easy bending of the body even in
difficult positions), gitavadyata (following in tempo the vocal and instrumental
music),28 abhinaya (miming with body movements the meaning of a song
expressing emotions), laya (the tempo changes to two new ones and the female
dancer quickly and beautifully whirls around), komalika (the limbs are
delicately moved round in vartana with the play of tempo and an abundance of
display of emotion is recommended), oyara (the features of nrtya are achieved
and the beautiful movements of the female dancer grow faster in rhythm), aniki
(the dancer dances flawlessly in the rhythm and tempo of the song and
instrumental music), angahara ( delicate and amorous bending of both sides of
the body in rhythm and tempo), manodharma (a dance that does not follow the
prescribed rules, yet is attractive and captivating with movements of hands and
other p’arts of the body), anga ( a piece of nrtta that uses lasya movements),
ananga (a dance danced in tandava), vivartana ( karanas, bhramaris, carls are
performed following the instrumental music), jhanka (with the body raised the

dancer makes whirling movements to the sides and to the front), mukharasa

27 SSam.7.196;7.211 (1977 ed.); SSam. 6. 208. (1920 ed.).
28 Riaghavan takes this as two separate aigas but this does not seem to be right. (NR. p. 193 text).



(pleasant facial expression with make-up on), theva (emotion expressed through
the outer comers of the eyes), vihasi (a smiling face like a lotus), dhasaka
(graceful lowering of the breasts with tremulous dance movements from time to
time following the instrumental music), tala ( the dancer follows both easy and
difficult patas or syllables of the music), vitala (difficult caris, patas etc are done
delicately), rasavrtti (sambhoga or union and vipralambha or separation are
delineated by the female dancer through appropriate movements), masmata
(erotic sentiment or rasa is expressed through nrttahastas and snigdha drsti, that
is, a gentle glance), anumana (nrtta is performed following the vocal and
instrumental music and the vacillating mind is expressed through the movement
of one eyebrow), pramana (the harmonious blend of dance, song and
instrumental music), larnghita (the movements follow the features of lasya and
they are characterized by small leaps with rest in between), ammsagati (the dancer
presents extracts of dance pieces through different exercises and other dance
movements), susandhi ( the dancer moves from one kind of rhythmic movement
to another of kind of movement without the sense of disjunction), padapata (the
pataksaras or the syllables of drumming is recited by the female dancer while
marking the beat lightly with the feet), gatistha (the nrtta is full of features from
the marga and desi tradition done to the rhythm of drums and instrumental
music), candana ( an experienced dancer dances appropriately to the music with
or without songs and stops, dancing in poise, and stays still like a picture). Of
these, lali and bhava seem in a general way to be important features of the overall
presentation found both in the Sarigitasamayasdra and in the Nrttaratn3vali. The
importance of sausthava continues to be stressed in these texts as indeed in all the

manuals since the time of the Natyasastra.
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Of the fifteen dance compositions described in the Nrttaratnavali we have
already discussed gondali or gaundali, prerani or perani, prenkhana or pekkhana,
rasaka, carcarl, natyarasaka and dandarasaka, all of which are viewed in the
literature prior to the Nrttaratnavali either as minor dramas or as dances.29 The
following eight dances are new, found for the first time in the Nrttaratnavali:
Sivapriya, kanduka, cindu, bhandika, ghatisani, carana, bahuriipa and kollata. In
his introduction to the Nrttaratnivall. Raghavan has discussed all fifteen dances
in full, comparing them with the dance descriptions in the Sargitasamayasara
and the Sarigitaratnkara.30 Here I shall briefly touch only upon the salient
points in the descriptions of the eight new dance pieces, for the descriptions of the
other seven add little to the accounts in‘ the other texts, and although the
Nrttaratnavali does elaborate upon the musical accompaniment, it prescribes no

specific movements.

As the name suggests, the desi dance called §ivapriya is a $aivite dance.
Drums, cymbals and musical instruments are played with this group- dance. The
dancers smear their body with ashes and put on necklaces of the rudraksa beads
favoured by Siva. This dance calls for lasyangas which the dancers perform

eéither by forming two lines facing each other, or in a circle (NR. 7. 108-12).

The next desi dance described is cindu or cintu (NR. 7.113-16). This
comes from the South and the accompanying song is in the Dravida language. As
Jaya points out, the main characteristics of this dance are swaying movements
called kittu (NR. 7.115). This dance uses ciri and lasyangas and the author
stresses the importance of sukalasa or the harmonious blend of the music and

dance for it (NR. 7.116). Raghavan points out that this dance was recorded in the

29 See pp. 168-69, 197, 239 of this thesis.
30 Raghavan, 1965, Introduction, pp. 134-53



Sangitadarpana of Damodara and the Sarigitacintimani of Vema. He also
mentions that this continued to be a popular dance until at least 1935 when it was
banned by legislation on account of what was considered to be its obscene
character.3! We also find it in the Nartananimaya of Pundarika Vitthala, which

describes several varieties of cindunrtta.32

The dance named kanduka is still found in the repertoire of Mohiniattam
of Kerala. This involves playing with a ball. As Raghavan points out, it is found
in the Svapnavasavadatta and in the Dasakumaracarita. He describes in detail the
dance found in those books 33 Jaya describes it as a group dance in which the
dancers form lotus-like figures, wavy lines, and other formations, all executed to
rhythms played on instruments. A metal or wooden ball is used by a group of
female dancers, who perform lasyangas and carls to begin this composition like a

game but develop it into a dance (NR. 7.117-24).

Next comes the Bhandika nrtta which is a dance of the clowns who imitate
the sounds of animals and their gaits. They make funny sounds and they also
simulate the movements of lame persons, dwarfs and children. It is supposed to

provide comic relief to enliven dull moments (NR. 7.125-28).

The name of the next dance is not very clear, as Raghavan points out, since
the text refers to ghatisani and the colophon to ghatisiéri. He also mentions that
the accompanying drum ghatisa or ghatasa or ghadasa is a variety of hudukk3.34
This is described as a dance for female dancers but a male dancer sometime

performs it. The dancer is a candali who plays the drum, holding it on her

31 Ibid.,.p.148

32 NN. 49a-50b.

33 Raghavan, 1965, Introduction, pp. 149-50.
34 bid., p.150.
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shoulder while singing caryapadas in a sweet voice. This also is a §aivite dance,
dedicated to Siva, the god of hunters, in the form of a kirata. Other singers and

players of musical instruments surround the dancer (NR. 7.129-33).

Carana nrtta, the next dance described by Jaya, involves circular
movements. Raghavan says that it is a style found mostly in Gujarat.35 This is
danced to a dohaka song and seems to be similar to the dohaka-nrtta described by
Mahdrana Kumbha in his Nrttaratnakosa 36 This dance uses both delicate and

forceful movements with appropriate bhramaris and hand-gestures (NR. 7.134-
36).

The dance bahuripa is described at great length (NR. 7.137-46). This
dance is found in a number of latertexts. Raghavan has made a note of the texts
that describe this dance and commented that this is still found in certain parts of
India. The texts that describe this dance are the Sargitamakaranda of Veda, the
Sangitasara of Vidyaranya, the Sarigitaddmodara of Subharikara,the
Sarigitandrayana of Purusottamami$ra and the Sarigitakaumudi as quoted in the
Sarigitandrdyana 37 This dance shows a variety of characters from different
places (=loka) which makes it a popular presentation. Jaya refers to it as a natya
performed by a group of dancers where the main performer is versatile and
capable of speaking different languages. This also includes some unbecoming
actions and speeches towards the end of the performance. Raghavan refers to
similar performances found in the Andhra and Tamil regions.38 In the eastern

part of India, in Bihar, a similar presentation during daytime used to be very

35 Ibid, p.151. This is found in the folk dance named garba in Gujarat. Similar revolving movements
form part of the group dance of the Manipur style.

36 NRK. 4.3.120-22.

37 Raghavan,1965, Introduction, pp. 149-50; Text..p. .225.

38 Ibid.,Introduction,. pp. 153.
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common till the late forties, in which one character would come and perform a
mime imitating various characters and their speeches and voices. These modern
presentations can hardly be described as dances but the bahuriipa of Jaya seems to
have contained both dance and dramatic elements. The texts originating in
eastern India, such as the Sargitadimodara and the Sarigitasarasarmgraha call

bahuriipa a variety of tindava dance without describing its characteristics.39

The last desi dance described by Jaya is kollata which is a pure acrobatic
performance on a rope and involves swinging, wheeling round, etc. This is also
performed on swords. This dance is full of leaping movements which are done to
the accompaniment of drums, trumpets and cymbals(NR. 7.137-46).
Sarigadeva’s kohlatika seems to be similar to this dance (SR. 7.1330-1).
Raghavan refers to some of the dances still prevailing in the South that can be

matched with this type of acrobatic performance.40

Two other works on sangita from the early medieval period, the
Abhinayadarpana and the Sargitamakaranda , do not describe any complete
dance but they do describe some movements. The Abhinayadarpana describes
seven bhramaris and five leaping movements, calling them utplavanas (ADar.
282-98). It also adds a number of new hand-gestures, caris, mandalas and gaits.
The Sarigitamakaranda ,as we have noted in chapter 1, describes some
movements employed in a debased tradition of desi that appears in no other
work. 'It does not describe any complete dance piece but describes eight
bhramaris (SMak. 2. 4.), of which only one has a name in common with
bhramaris in other texts but not the description. The names of the rest of the

bhramaris do not appear in any desi tradition recorded in any other text.

39 SDam. p. 69; SSirSam. 63-69.
40 Raghavan,1965, Introduction, pp. 153.



The Bharatirnava of Nandike$vara (a controversial 4! and not
satisfactorily identified figure) is in a way the most significant text of the
medieval period, which not only offering another new desi tradition but also
being the only text to explain with the greatest possible detail the specific terms
for movements needed for each dance-sequence along with its accompanying
music and rhythm. The author takes the components of larger dance-units, which
make up a total composition, and analyzes them systematically by giving their
definitions, their divisions, the sthianas, caris and karanas they need, and finally
the tala required. He introduces a new set of angaharas, nine in all: lalita,
vikrama, karunika, vicitra, vikala, bhima, vikrta, ugratara, §antija. Each of these
angahdras have several sub-varieties : lalita can be of five kinds, vikrama of
three, karunika of four and vicitra, vikala, bhima, vik;ta , ugratara and $§antija can
all be of two kinds. The five varieties of lalita use different types of postures and
three use a swaying movement termed suli. Specific glances and hand-gestures
are also prescribed. For vikrama angaharas specific hand-gestures, glances, feet-
movements and mandalas are given. Different types of karunika afigaharas are
also described with specific hand-gestures, glances and feet movements. This
angahara is characterized by the facial expression of karuna or compassion. The
second type of this variety calls for suli. Vicitra afigaharas are described with
specific hand-gestures, glances and feet movements but nothing is said about
facial expression. The other five afigaharas are also described in a manner similar
to vicitra. As Nandike§vara himself claims, afigaharas are defined, following
Bharata, as combinations of karanas . But he also quotes another view which calls
angahara a dance to be performed in the morning (Bh.Ar. 9. 583-85). These

angahdras do not appear in any other text. His descriptions of §mganatya, another

41 See chapter 1 of the present thesis.
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new category of sequence, also offers great detail. This dance-sequence is
described by the author as a combination of two ciris, one angahdra and three
sthanas. The caris are selected from both the groups of aerial (=3ki$a) and
ground (=bhauma) caris. S;'r'lganﬁgya can be of nine kinds; they are described but
not named. In the first §mganatya the movements are delineated in the following
order: samapreksanacari is performed, followed by lalita angahira and
samapada bhiimicarl. Samapreksanacar is followed by dyatasthana, lalita
angahara by avahitthasthana and samapada bhiimicari by a§vakranta sthana (Bh.
Ar. 11. 643-45). The second §rmganitya begins with sarika car followed by
vikrama anigahdra and casagati carl. Sarika car is followed by motita sthana,
vikrama angahara by vinivrttasthiana and cadsagaticari by aindrasthiana (Bh. Ar.
11. 645-47). The third $mganatya is constituted of agraplutdcari, karunika
angahara and sthitivartacarl. Candikasthana follows agrapluticari,
vaisnavasthana follows karunika angahara and samapadasthana follows
sthitivarta bhiimicarl (Bh. Ar. 11. 648-49). The fourth §riganatya starts with
vidyullilicari followed by vicitra angahdra and vicyava bhiimicar.
Vais§akhasthana follows vidyudlilacari, mandala sthdna follows vicitra angahira
and ilidhasthana follows vicyava bhiimicarl (Bh. Ar.11. 650-52). The fifth
§rigandtya is characterized by khadgabandha can, vikala angahdra and urudvrtta
bhiimicari. The khadgabandha carl requires pratyalidha sthana, samapadasthana
in vikala angahdra and svastikasthdna in urudvrttd carl (Bh. Ar.11. 652-54). The
sixth $mganitya is constituted of rekhibandha cari, bhima angahara and addita
bhiimiciri. Rekhibandhi can requires vardhamanasthina, bhima angahara
requires nandiyasthina and additd carl requires parsnipidasthana (Bh. Ar.11.
655-56). The seventh §mganitya is characterized by luthitollalita car, vikrta
angahdra and vakrabandha bhiimicari. Ekapar§vasthdna is done in luthitollalita

carl, ekajanukasthana is done in vikrta angahara and parivrttasthana is done in
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vakrabandhd bhiimicari(Bh. Ar.11. 657-59). The eighth $mgandtya is
characterized by kundaldvartaka cari, ugratara angahara and janita bhiimicarl.
Prsthottanatala sthanaka follows kundalavartaka cari, ekapadasthana follows
ugra angahdra and brahmasthana follows janita can (Bh. Ar.11. 660-62). The
ninth and the final §mganatya requires vicitra carl, §antaja angahara and utsandita
bhiimicari. Vicitra cari is followed by vaisnava sthina, §antaja angahira is
followed by $aiva sthana and utsandita bhiimicarl is followed by garudasthana

(Bh. Ar.11. 662-64). The names of the angaharas do not come from Bharata’s
tradition.

In the next chapter of this text the author describes in detail the specific
talas required for these §mganatyas as well as specific hand-gestures used in each
particular sthana. These are specifically meant for the sthanas to be used in the
Smganatya (Bh. Ar. 12). In the thirteenth chapter seven different lasyas and
seven different tandavas are described in detail. Some of the names of lasyas are
found in the Sarigitaratnakara and the Nrttaratnavali either as de§i lasya or as
desi dance.42 But the tandavas are not found in any other text. The seven pure
tandavas are daksinabhramana, vimabhramana, lilibhramana,
bhujarigabhramana, vidyudbhramana, latabhramana and drdhvatandava. These
form part of pure natya and they use six different gatis which are mayiira,
rijaharhsa, krsnasara, gaja, simha and $uka. In these tandavas karanas and caris
are performed after the gatis. The author specifies the names of five caris
appropriate for five specific karanas. The author claims that these follow

Bharata’s tradition (Bh. Ar. 13. 712-25).

42 Bh.Ar. 13: 732-3SR. 7.1206-1216; 7.1273-1302; 7.1303-1325; NR. 6. 117-173; 7.34-150.



The desi tandava described in this text again has five different varieties,
namely, nikuncita, kuficita, akuncita, par§vakuificita and ardhakuficita, and they
use five specific gatis, five specific caris and five specific karanas. The seven
lasyas are described next, the use of which are supposed to enhance the beauty of
carl. They can be both pure or desi. They are named as §uddha, desi, preran (this
is categorized as a variety of tindava in most texts), prefikhana, kundali, dandika
and kalaSa (Bh. Ar. 13. 732-33). We have already come across prerana (perani or
prerana in other texts), prefikhana (prefikhana or preksana in other texts), kundali
(gundali, gondali or gaundali in other texts) and dandika (also described as
dandalasya in the same text; dandarasa in other texts). The definitions given here

match those in previous sources. Kala$alasya is the only new variety which is

described along with karana, car and the rhythm. The author then discusses the -

specific carls and karanas meant for these lasyas and the gods ascribed to each of
them. Specific gatis, carls, karanas and talas applicable to the seven varieties of
pure tindavas and five varieties of de$i tindavas are dealt with in the next chapter
(Bh.Ar.14.770-870). At this point the author again takes up the lasyas and
describes the specific sthanas, cars, karanas and talas applicable to them
(Bh.Ar.14.871-93). Finally, in the whole of the last chapter the author describes
the presentation of flower-offering, the puspanjali (Bh.Ar.15.894-996). This is
the only full composition that the author describes. He refers to two types of
puspanjali, one meant for the gods, which is termed daivika and one for human
beings, which is known as manusa. In the former type traditional dancing
follows the puspaijali and in the latter mukhacali follows puspafijali. The
worshipping of different gods and semi-divine beings are prescribed for this
presentation. He goes on to describe specific sthanas, specific flowers and
specific karanas meant for each god, procedures of invoking gods, of offering

flowers, of specific sides for offering flowers to each god. Then the main
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presentation follows. Caccatputa or dhruva tala is prescribed. The dance starts
with the recitation of the syllables: ta thai to nam, which is called alpariti when
done fast. This is the most detailed description of a puspafijali found in any of the
texts studied here. Since parts of this text, as found and edited, are missing, we
have no way of knowing whether the author had also described the Bharata
tradition in the earlier part of his text. He mentions all the names of karanas from
Bharata’s tradition, which make up the dance sequences but does not describe the

karanas. He is silent also about modes of presentation.

The Sarigitopanisatsaroddhara lists eight bhramaris but gives no
descriptions, nor does it mention any dance-piece. The author merely lists the
movements required as in Bharata’s tradition. He does not concern himself with
the technique of presentation. The Sarigitacandra of Vipradasa follows the
Sargitaratndkara by including the nine bhramaris in its list of the de§i karanas
and describing them after the Sargitaratnakara. The author’s descriptions of
pure and desi styles of dancing (perani and gondali) as well as - his concept of
rekha with reference to the aesthetics of presentation follow Samgadeva’s
treatment of the subjects. Although his descriptions of the styles are quite

elaborate, he does not contribute anything new to our knowledge.

The next sangita text is the Sarigitadimodara, which includes dance as part
of dramatic presentations. This text gives us a new class of movements, calling it
visamﬁ alaga or leaping movement which are seven in number. The author
describes nine lasyangas, most of which are found in Samgadeva, but two of the
names are from the lists of de$l angas in Par§vadeva and desi lasyas in Jaya
(SDam. p. 74-5). He gives brief descriptions of four desi dances, putting them
under two categories: tandava and lasya, each consisting of two dances. In the

tandava category he includes perani and bahuriipa and in the lasya category he
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gives two new names: churita and yauvata. He treats gundali separately and in
detail. Referring to it as a dance originating in the land of Karnata, he says that it
is full of lasyangas and that delicate as well as forceful movements are performed
by a single female dancer who sings the accompanying song herself and offers
flowers on the stage. Basically, this description matches the previous

descriptions of the dance found in the literature of this period(SDam. pp. 69;73).

The Nrtyadhydya of A§okamalla is the earliest text to describe the desi
dance movement named kalasa. The author also refers to §rmgabhinaya (Nr.Adh.
141; the only other text beside the Bharatirnava and the Nrttaratnavali to do so)
and describes thirty-seven de$i lasyangas in detail, following the
Sarigitaratnikara as well as the Nrttaratnavali. These lasyangas are, as we have
already noted, considered to be modes of presentation. But the author does not
describe full dance-compositions. We have already come across kalasa in the
Sangitaratnikara and, following it, in the Sangitacandra. Kalasa was described
merely as a concluding movement in those two texts. In the Nrtyadhyaya we find
that a whole class of movements named kalasa, of several varieties, has
developed by the time this text was written. Kalasa, according to the author, has
six varieties: vidyut, khadga, mrga, baka, plava and harhsa, each consisting of
several sub-varieties which the author describes in forty-six verses (Nr.Adh.

-:1566-1611).

The Nrtyaratnakosa of Maharana Kumbha, which is the last representative
text of the period, describes nine bhramaris, including them in his list of fifty-one
desi karanas following the Sarigitaratnakara’ s lead. Kumbha describes an
additional thirteen bhramaris, following another text, the Anandasafijivana
(NRK.Vol.IL. pp 165-72). These thirteen bhramaris are revolving movements

that are found in no other text. The treatment of these movements is unusual here,
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for they involve leaps while they hardly ever do so in other accounts. Another
important movement that this text elaborates upon is that called kalasa. It seems
that when the Nrtyadhyaya and the Nrttaratnakosa were written, kalasa, or the
concluding movement was considered an important feature of presentation and
that its varieties were proliferating. Like the Nrtyadhyaya, Nrttaratnakosa
describes six kalasas and their twenty-two sub-varieties(NRK.Vol.Il. pp.187-
92). In discussing the desi dances, the author devotes most of his attention to the
perani dance but his discussion does not yield any new information. This
suggests that this particular dance had become so well established through the
preceding three or four centuries that there was hardly any change in its structure
(NRK.Vol.IL. pp 195-98). The list of 1asyangas includes the marga as well as the
desi tradition. The author seems to have followed a tradition of marga which
adds two more lasyangas to the original ten. Except for a few, 43 his thirty-seven
lasyangas of the desilvariety are the same as those found in the Nrtyadhyaya, with
minor changes in the terms caused perhaps by scribal errors or dialectal
differences (NRK.Vol.IL pp. 202-9). The author describes six de$i dances,
calling them nrtyabhedas (a term used by writers on poetics to mean minor
dramas employing dance and music),44 as follows: S§ivapriya, rasaka,
natyarasaka, dandardsaka, carcarl and dohaka. All these varieties appear in other
texts. Sivapriya and dohaka, already discussed above, are only described in this
text and in the Nrttaratnavall. The rest are common to most of the texts that
contain material on de$i dance. The detailed descriptions of the dances do not
give us any new information . The author refers to another opinion that

prescribes the use of specific talas for de§inrtyas, seven in number, namely,

43 Larhghita and sruva in Nr.Adh. 1546; 1558 are not found in NRK; vilarhvitam in NRK. vol. I1. p..208.
is not found in Nr.Adh.

44 See.pp. 172-73 of the present thesis.



dhruva, manthaka, riipaka, addatila,yati, pratitila and ekatali and four features in
a desinrtya: $ruti, gita, kaldsa and tdla The author describes these seven desi
dances according to the use of different alapas and talas. These dances are often
described with specific hand-gestures and tempo(NRK. Vol.II. pp.212-13). In
describing the deSinrtyavidhi, the author directs the dancer to move around the
stage with feminine grace(=hava), holding her veil with her left hand and placing
both hands in pataka(NRK. 4.3.132). This is a distinctive feature of the
Kuchipudi style of dancing of Andhra. Following the method of Samgadeva, the
author describes the pure style and the desi style of gaundali at great length and

the descriptions concentrate on the musical aspect of the presentation (NRK.

VolIl. pp. 225-28).

Our next period of study begins with the Nartananirnaya, by Pundarika,
which describes desi dances at great length. From this time on, we find that the
emphasis in the manuals falls rather on the particulars of the dances described
than on the musical elements accompanying them. In Nartananimaya the first
half of the discussion on dancing follows the Natyas§astra in describing the body
movements and the Sarigitaratnakara in describing specific lasyangas and modes
of presentation. Perhaps the author’s greatest contribution, fully examined in
chapter 5, lies in the categorization of dancing into bandha and anibandha which
he takes as, respectively, rule-bound and relatively free compositions.45 If we
analyze the descriptions, it becomes evident that the author is aware not only of
the theoretical aspects of the art of dancing but the application of specific dance-
movements as well. The dances in the bandha category are discussed in greater

detail than those of the anibandha class. Since these dances have been already

45 See pp. 202-206 of this thesis. For details, see Bose,1970, pp.149-61.
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described elsewhere in detail by the present writer,46 only a few will be

described here to elucidate the degree to which the movements are defined in the

text.

The bandhanrttas can be of eleven kinds: mukhacili, uriipa, dhuvada,
vidulagava, §abdacili, §abdaprabandha, svaramantha, gitaprabandha, cindu,
dharu and dhruvapada. Of these only cindu is described in the Nrttaratnavali but
none of its varieties. Mukhacali is mentioned in the Bharatarnava but no
description is given there. Pundarika describes the invocatory dance, mukhacili,
involving puspanjali, specifying in great detail the required hand-gestures,
recakas, sthana, gatis, caris, names of talas and modes of movements. Although
it is possible to reconstruct this dance following the description, surprisingly—
unlike other authors of the early medieval period-Pundarika does not specify the
tala or any music for mukhacali (NN.40a-43a). The definition of the bandhanrtta
named uriipa tells us that it is characterized by yati, tala, laya, sthana, cari and
hasta. It has twelve varieties which are also described in detail, with specific
movements identified, including karanas(NN.43a-45b). One such variety called
pure neri is described in the following way: this dance is danced in a slow tempo
to rasatala where the dancer stands in caturasra. She performs rathacakra with
the appropriate gati and her hands are in pataka. Her movements are slow and to
the left and to the right. This dance is featured with rekha and sausthava. She
performs bahyabhramari and concludes in caturasra (NN. 43a-b). Dhuvadas are
described next. Twelve varieties of dhuvadas are characterized by bhramaris at
the beginning and at the end with lagas (jumps) and bhujangatrasita car is
prescribed for the conclusion(NN.45b-46b). In vidulagavas, sixteen in number,

lagas are performed by revolving once or twice with sullis (Swaying movements)

46 See Bose,1970 .pp.150-64 for details.



and jumps at the end(NN.46b-47b). Five bhramaris are also described, which
seems to be a required feature of this dance(NN. 47b). In §abdanrtya the rhythm-
keeper recites syllables and the dancer performs with appropriate hand-gestures,
feet movements, expressing emotion and keeping rhythm with the feet (NN.47b-
48a). Svarabhinaya is the miming of the seven notes of the scale with appropriate
hand-gestures, glances, sthanas, head-movements and karanas (NN. 48a-b).
Besides specific movements, svaramanthanrtya refers to music and rhythm

(NN.48b-49a). Gitanrtya refers to types of songs to which specific movements
are performed to express the meaning of the songs (NN. 49b).

Next the author starts describing dances which he specifically mentions as
originating from the south. The first of its kind is cindu, originating in the land of
the Dravida, which is of six kinds. Unlike the previous bandhanrttas, in
describing each variety of cindu the author concentrates on the accompanying
music and rhythm rather than on specific movements. At the end, he names the
specific caris, sthanas and modes of presentation used in all the cindus (NN. 49b).
The pure style of cindu is described in the following way: the accompanying
song of this dance is composed in the language of the Dravidas. The composition
includes udgraha and dhruvapada but does not contain melapa and abhoga(NN.
49b-50a). Another bandha dance from the south, dharu, is described in detail
with its two varieties (NN. 50b-51a).47 The dhruvapadanrtya is the last in the list
of the -andha dances in the Nartananirnaya.(NN. 51b).48

The anibandha dances are described in two parts, the first consisting of

twenty-one anibandha uriipas and the second of two anibandhanrtyas. The

47 Dharu is still practised in Andhra. See p. 223 of this thesis.
48 See Bose,1970.pp.160-61.for detail.
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descriptions mainly concern rhythm and tempo. As we have noted earlier,49 this
1S not surprising since the emphasis in this style of dancing is on the overall
presentation rather than on specific movements. In the list of anibandha dances
the author includes namavali, yati, neri, slanganeri, sarhkirnaneri, bhavaneri,
nadaneri, kaivartana, murii, rattamuri, talariipa, gundila, kamala, mandi,
mudupa, purandari, kudupa, tiryakarana, lavani and vatuka. The neri of the
anibandha type is danced to aditala and in slow tempo and a variety of gatis are
delineated in it (NN. 52a). One of the two anibandhanrtyas comes from Persia
and the other is rasa, which includes the form called dandarasa(NN. 53a-b).50
Risa is the only dance recorded by Pundarika which seems to have continued

over centuries and is found even today in at least two regions of India, Gujarat

and Manipur.

The Rasakaumudi of Srikantha,the next text that describes desi, mentions
ten varieties of natya, and calls the first natya. Of the rest, gaundali and perani are
considered desi by all the authors who write on de§i. Nrtya, nrtta, tindava, lasya,
visama, vikata and laghu are named in other texts as varieties of the art of dance
but not as de$i dances as in this text. The descriptions of perani and gaundali offer
us no new material. The author’s concern for aesthetics is noteworthy,
particularly the concept of prana or essence, which has already been discussed in
the chapter 1. The Sarigitadarpana of Damodara describes several desi dance
pieces following the Nartananirnaya. The author also follows the categorization
of bandha and anibandha offered by Pundarika. His list of dances is the same as

found in the Nartananirnaya but he adds some new dance pieces. His list

49 See.p. 211 of this thesis.

50 The Persian dance, jakkadi is described in the previous chapter, pp. 215-16. The description of rasa
offers no new material.
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includes mukhacili, yatinrtya, §abdacili, udipa, dhruvada, laganrtya, $abdanrtya,
sidanrtya, vivartananrtya, camatkaranrtya, gitanrtya, svarmanthanrtya,
dhruvangtfa, manthanrtya, riipakanrtya, trtiyanrtya, addatilanrtya and ekatalinrtya
(SDar. 7.3-7; 8-234). He gives a separate list of the des$i dances, which includes
cindu, vaipota, bandha, kalpanrtya, jakkarl, desikattari, perani and gaundali
(SDar. 7.235-82). The description of mukhacali follows the pattern of the
Nartananirnaya ’s description with a few minor changes in detailS' (SDar. 7.8-
52). The following description of one dance named kalpanrtya from the list of
desinrtyas will show the kind of directions given to the dancer for her
performance: the dancer is asked to use appropriate karanas and sthanakas, the
choice of which depends on the dancer. It is usually performed to kalpatila
(SDar. 7.265-67). Other dances are also described in a similar manner. In
discussing the aesthetic element the author follows both Pundarika and

Srikantha, the emphasis being on rekhd, pramana and prana.

The Sarigitandrdyana of Purusottama Misra is another text that gives us
some instances of desl dances. The author follows the Sargitadimodara
extensively and his list and descriptions of tandava and lasya with their
respective varieties, perani and bahurupa, and sphurita and yauvata, are
described after that text. He gives two sets of examples of twenty marganatyas
and sixteen de§inatyas which include major and minor dramatic presentations,
including musical plays and dance-dramas as cited by other authors. We have
already mentioned in chapter 1 (p. 87) that the prakaranatya category to which
the author refers are new. This is also described as deSinrtya and the type is
briefly described. Of its five varieties, kastha, jakadi, §avara, kurafiji and

mattavali, only jakadi(same as jakkadi) is found in other texts. The description of

51 See Bose 1970, p.152. for details.
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kasthanrtya reminds us of dandarasa. In this dance, eight female dancers,
described as gopanaris, dance in circles of svastika with eight (imaginary)
Krsnas. Jakadi, according to this text, is a dance in which the dancer gets
intoxicated and dances to songs in the languages of Turaska with their hands
holding peacock tails. In §avaranrtya the dancers dance while singing in their
own language. A group of female dancers dressed as §avaris and adorned with
clusters of gufija dance to the songs sung in their own language in kuraiiji.
Mattavali is a dance of the Turaskas pretending to be intoxicated (SNar. 3. 31-
35). The author mentions that different dances originate in different regions and
are performed to songs sung in the languages that the dancers prefer. He adds
another new feature to his study of dance by describing six kalasas with their
thirty-two varieties, calling them karanas. This classification is similar to the
divisions found in the Nrtyadhyaya and the Nrtyaratnakosa (SNar. 3. 793-96).
But this text offers more sub varieties in number compared to the list of twenty-

two kalasas given in the Nrtyadhyaya and the Nrtyaratnakosa (Nr.Adh. 1566-
1611; NRK. Vol. ILpp.187-192).

The approach of Vedasiiri in his Sarigitamakaranda , a text which was not
available to me in full, takes yet another direction. This author describes gati in a
different way, prescribing not only specific movements of sthana, car, hasta, §ira
and drsti but karanas as well, which is a new approach, as pointed out in the first
chapte~, (p. 91). It is clear from this author’s discussion that gatis were most
definitely performed elaborately and for a long span of time to give a composite
image of the gait of a particular bird, animal or human being. This text also
describes in great detail an opening dance-sequence, mukhacali, after the pattern
described in the Nartananimaya and in the Sangitadarpana, which follows the

Nartananirnaya. As we have shown with examples in the chapter 1,
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Sarigitamakaranda describes some dances that are found in the Nartananirnaya
and in the Sarigitadarpana, but the author cites Kohala and the Sangitadarpana as
his sources (p.92). However, the descriptions are more elaborate in respect of the

movements as well as the syllables recited to keep the rhythm in a dance

performance.

The Sivatattvaratnakara of Bisavarija does not describe any dance but
recognizes a class of dance termed de§inrtta. The author’s selection of sixteen
karanas as the most important ones in the traditional list of hundred and eight
karanas may be influenced by the opinion of Pundarika who also gives a list of
sixteen karanas required for the bandhanrttas that he describes (NN. 32b; STR.
6.6.100). The last text of the period is the Sargitasarasamgraha of
GhanaSyamadasa which originated in eastern India and records the dances which
were prevalent there at his time and which seem to have continued since
Subharikara wrote his Sangitadimodara. The Sangitasarasamgraha, which has
nothing original to offer, seems to have followed the Sarigitandriyana closely in
describing tandava with two of its varieties, perani and bahuriipa, and lasya with
two of its varieties, sphurita and yauvata, which is a practice continuing from the
Sangitadimodara (SDam. p. 69;SN. 3.12-20; SSar.Sam. pp.63-69). The
division of performances into marganatyas, de§inatyas and deSinrtyas comes
from the Sargitandrdyana. The list of five desi dances, kastha, jakadi, $abda,
karafiji and mattdvali is again from the Sargitandrdyana except for §abda. The
Sarigitanardyana has §avara instead and the two dances are different (SN. 3.31-

36; SSar.Sam . pp.63-69).

The reason why our study of the desi dances begins in the early medieval
period is that no work on desi is available from an earlier period. Our survey of

the texts reveals that there were several approaches to the subject by authors,
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which varied according to their primary concerns. Beginning with
Abhinavagupta, Dhanafijaya, Bhoja, Ramacandra and Gunacandra,
Sagaranandin, Saradatanaya and Vi§vanitha, most of the writers who wrote on
poetics and dramaturgy and who included the regional varieties of performances
treated dance as a part of dramatic presentation. The earlier writers on poetics
before Abhinavagupta, such as Dandin or Bhamaha, also refer to dramatic
performances. While they were not interested in dealing with modes of
presentations they mention certain types of performances which are categorized

as mimes (by Bhamaha) and as visual presentations (by Dandin).

To be distinguished from these ‘writers was another group of writers who
were primarily interested in music, most of whom belonged tb the early
medieval period. They emphasized in their descriptions of individual dance-
pieces the accompanying music and rhythm but prescribed hardly any specific
movement. A new concern also developed in this period, a concern for modes of
presentation and the aesthetics of presentation. Most important among these
writers are Par§vadeva, Samgadeva and Jiya. Towards the end of the early
medieval period and in the late medieval peniod the approach to describing the
dances changed. The descriptions began to include specific dance-movements
and the interest in describing the accompanying music waned. So specific are
some of these texts that they may be taken as manuals of dancing. The best
examples are the Abhinayadarpana, the Bharatarnava and the
Sangitamakaranda of Vedastri, but many others contain precise directions to be
followed by practising dancers. One complete dance sequence, mukhacali, is
described in the Nartananirnaya in such detail that the description may be taken

as practical instruction.
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Chapter 7

CONCLUSION

The recorded history of the dance in India began at a time when the dance
was viewed as a developed art with an already established body of technique
underpinned by aesthetic principles and hallowed by a legendary origin. In the
Natyasastra Bharata presented a tradition so fully formed that it was followed
faithfully by the early writers on dancing who also accepted Bharata’s selection
of a particular dance style as the core of the tradition. However, in the scholarly
conception of the art there was some uncertainty with regard to the place of
dancing in the framework of the performing arts. Bharata considered dancing to
be exclusively the art of body movements pleasing to the senses. But from fairly
early times we find the recognition that there was more to dance than the beauty
of form and that it could also be an art that had mimetic action for its content.
This recognition was to lead to substantial changes in the understanding of the

dance and to an enhancement of Bharata’s conception of the art.

In Bharata’s view, dancing, for which he uses the term nrtta, is a non-
representational art. In its relationship to drama it is seen as a subsidiary art, a
decorative aid that lends beauty, not meaning, to a dramatic performance. But in
the later texts dancing emerges as a more complex art form, one of whose
branches is representational, or nrtya, and in this sense it is a paralle] to drama,
not a subsidiary to it. This shift in the understanding of dancing shows that the
techniques of dancing and acting came to be regarded as complementing one

another within the framework of nrtya and suggests that as dance evolved, it was
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nrtya that developed the more vigorously. The dance manuals thus show how
the concept of dance widened to include-and indeed emphasize-the variety of

mimetic purposes to which dance was put.

In addition, the view of the dance tradition handed down by Bharata also
widened owing to the need for accommodating stylistic variations. Our survey
of the literature of dance indicates that Bharata’s account represented only a
small part of the total body of dance styles of the time. When, therefore, these
styles became prominent enough after Bharata, particularly in medieval times,
that 1s, from about the eleventh century onwards, they had to be included in
descriptions of dancing. Such a widening of frontiers meant a great increment
of technical description in the texts. In contrast with the Natyasastra, the later

texts offer fuller details even while they fit these details within the framework
established by Bharata.

However, the distinction between the Natyasastra and the later texts is not
merely one of detail. Of greater significance is the fact that unlike the
Natyasastra, the later texts recognize different styles. These they distinguish
from the one described by Bharata, to which they accord the distinction of being
the main path or marga tradition of dancing. But this idealization of Bharata’s
tradition cannot obscure the fact that the later texts concern themselves more
and more with other styles, whose technique and structural principles are
sufficiently different from the style described by Bharata-as discussed in
chapters 3 to 6-to place them in a tradition different from Bharata’s. The
evidence of the texts shows that through the ages the emphasis of the discourse
on dancing shifted away from Bharata’s marga tradition to the tradition that
later grew up on the basis of styles known generically as de§i. Eventually,

through this the later tradition gradually replaced the older.
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The augmentation of the technique of dancing was not the only
significant sign of the evolution of dancing. Equally—if not more-important
were changes in the concept of the aesthetic purposes to which bodily motion
was to be put, and of the role of the dancer in the creative process of dancing. In
contrast with the bare descriptions of body movements in early texts, such as the
Natyasastra and the Visnudharmottara Purina, medieval texts, such as the
Sarigitasamayasara, the Sangitaratnakara and the Nrttaratnavali , emphasize the
purpose of achieving through bodily motion certain imaginative effects, such as
that of simulating the quiver of a drop of water on a lotus leaf, or the trembling
of a flame. This emphasis on the communication objectives of dance

movements was a major step in the evolution of dance concepts.

At the same time there began the tradition of allowing the dancer
considerable latitude-indeed encouraging her—in the employment of body
movements to create compositions that best achieve the mimetic and aesthetic
ends of the performance. Again, this was a major departure from the tradition of
requiring the dancer rigorously to follow the prescriptions for set compositions.
This development was marked by the emergence of the categories of bandha and
anibandha, that is, rule-bound and flexible regimens of dancing. The
opportunities that this approach provided for artistic innovation within a secure
technical framework undoubtedly contributed to the continuing vitality of the
dance 2nd was responsible for its increasing popularity through the period, as

attested by the proliferation of discussions on dancing.

The works on dancing studied here thus show how Indian dancing
evolved through a process of accretion and assimilation. The Natyasistra sets
out the principles and describes the technique of the established dance style of its

time, but while it does acknowledge the existence of regional and popular dance
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forms, it does not describe them, presumably because they were not developed
enough or sophisticated enough to be regarded as distinct styles. Whether this
neglect was general or limited to Bharata cannot be discovered, for no relevant
work by other early authors, such as Kohala, Dattila or Matanga, is extant. But
the fact that no description, however brief, of regional and popular forms

appears in any literary source suggests that they could not have been of any great

importance in this early period.

In the medieval period, however, regional and popular forms became part
of the general discourse on dancing. It was at that stage that a clear distinction
betwegn the older tradition described by Bharata and the newly emerging styles
began to be made, a distinction marked by the use of the term marga for the old
style and desi for the new. It was in this period that rapid developments took
place in dancing, as evidenced by the wealth of material on new styles and the
proliferation of works on dancing. The first record of the desi style appears in
the Manasollasa of Some§vara who describes a few desi karanas. Soon after,
Par§vadeva records some des$i dances in his Sarigitasamayasara . But the first
full as well as systematic account of desi dancing appears in the thirteenth
century in the Sargitaratakara of Samgadeva, which was almost immediately
followed by a similar but more elaborate treatment of the subject in the
Nrttaratnavali of Jaya Sendpati. Later, in the sixteenth century, Pundarika
Vitthala in his Nartananirnaya records the emergence of still newer styles, many
of which are identifiable with dance styles now practised in India. This text
marks a watershed in the literature of the dance in India; for with it the inclusion
of the desi dance sequences becomes a standard feature of dance manuals.
Instead of merely reiterating Bharata’s description, as the early texts do, the later

texts record the dances of their own time. For instance,the Nartananirnaya,



which was from the -~ Mughal period, describes a style which it says was
practised by Persian dancers; from its description we can identify this style as
the present day kathak, and from other historic sources we know that this style
was indeed imported to India by Persian court dancers in the Mughal era. Styles
such as this were not part of the tradition derived from Bharata and the
heightened emphasis on these styles shows the very considerable expansion that
the dance in India underwent from about the eleventh century to the

seventeenth, absorbing within its fold new styles. The emergence of such styles
as subjects of serious study in works such as the Manasollisa , the
Sangitaratnakara , and the Nartananiraya suggests that by this time the newer

dances had assumed an importance that was equal to if not greater than that of

the dance described by Bharata.

But we must also bear in mind that the importance of the Natyasastra
remains unparalleled, not only because it set the pattern of the entire discourse
on the performing arts but because it recorded the basic range of the body
movements that constitute dancing. Even though the later styles varied
considerably from the older in the composition of dance figures and
choreography, they tended to utilize most of the basic movements found in-
Bharata. Through all the diversity and proliferation of dance forms the

continuity of the art is thus clearly maintained.

The collation of the techniques of dancing found in textual sources
demonstrates how the dance in India evolved through the continuation of old
styles and the rise of new styles. Our study of technique also shows that present
day classical dancing in India is grounded more directly in the tradition
recorded in the later dance manuals, especially the Nartananimaya , than in the

older tradition of the Natyasastra. This suggests that those styles which had a
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GLOSSARY OF SELECTED TECHNICAL TERMS

-

pantomiming through gesture

major limb, feature; a feature of desilasya (q.v.)
sequence of dance units; a feature of desilasya (q.v.)

a foot movement

a desi (q.v.), cari (q.v.)

a neck movement; an arm movement; a foot movement; a
karana (q.v.); an utplutikarana (q.v.)

a whirling movement

a tala (q.v.)

a bandha (q.v.),dance

a bhiimicari (q.v.)

a feature of de$ilasya (q.v.)

loosely constructed in comparison to nibaddha (q.v.)(as
applied to a song)

freer composition in comparison to rigidly structured (as
applied to a dance)

a pure dance with scope for improvisation

a mimetic dance with scope for improvisation

a feature of de§ilasya (q.v.)

a feature of desilasya (q.v.)

an utplutikarana (q.v.)

exit; dance interludes in a play

acting, miming; a feature of desilasya (q.v.)

a de$itandava (q.v.)

a karana or dance unit

a single-hand gesture

a karana or dance unit

the manual on poetics

a single-hand gesture
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a single-hand gesture

a technical feature of drama

a margasthana or a standing posture of traditional variety
a margasthana or a standing pdsture of traditional variety
a leaping movement

a mandala (q.v.); a marga (q.v.) karana (q.v.); a deSikarana
(qQ.v.)

a can (q.v.)

a feature of deSilasya (q.v.)

AT

a cin (q.v.), performed in the air

a desitandava (q.v.)

a karana or dance unit

related to body

a teacher who is conversant with both theory and practice
a Tamil word for drama

a desi (q.v.) tala (q.v.)

part of a musical composition

a desi(q.v.) sthana (q.v.)

a vigorous style of presentation

exposition

the opening dance in the de$i (q.v.) tradition

a desi (q.v.) karana or dance-unit

a margasthana or a standing posture of traditional variety
a karana or dance unit

a feature of ldsya (q.v.)(in the Bharata tradition)

a musical element (?)

dress, make-up and stage accessories

g

a feature of lasya (q.v.) (in the Bharata tradition)



Sad
[ <

SEESEET
SUTY
JUTeATq
SATCAL

NG

a desi (q.v.).angahdra (q.v.)
same as above
a class of desi (q.v.) dance( of the bandha (q.v.) variety),
same as uripa (q.v.)
a feature of lasya (q.v.)(in the Bharata tradition)
leaping movements
a desI (q.v.) karana (q.v.)
a marganatya (q.v.) (of the desi (q.v.) variety)
a car (q.v.)
a major dramatic type
part of a musical composition
forceful
a delicate dance mixed with forceful movements
minor drama
minor limb
a teacher
a bhiimicari (q.v.)
same as udupa (q.v.)
same as udupa (q.v.)
a feature of desilasya (q.v.)
a karana or dance unit
a de§inrtta (q.v.), same as bhilluki (q.v.)
a minor dramatic type
a feature of desilasya (q.v.)
same as ullapyaka

S

a karana or dance unit
a Suddha or pure (non-representational)tandava (q.v.)

q

a desisthana (q.v.)
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a bandha (q.v.) dance
a de§isthana (q.v.)

a deSisthana (q.v.)

an utplutikarana (q.v.)

q

a desisthana (q.v.)

a

a feature of de$ilasya (q.v.)
a classical dance style from Orissa

L

a raga (q.v.)

a karana or dance-unit; a desi (q.v.).dance,

a desi (q.v.) dance

a classical dance style from North India

a classical dance style from Kerala

a defi (q.v.) dance; a similar dance item is found in
Mohiniattam of Kerala

an anibandha (q.v.) dance

a single-hand gesture

a desi (q.v.) dance

a drum

a basic dance-unit (coordinated movement of the hands and
feet)

a special movement of the hand

a bandhanrtta (q.v.)

a minor drama

a musical mode

a special movement of the leg
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a special movement of the hand

a desilasya (q.v.)

a concluding movement

a class of karana (q.v.)

a desi (q.v.) tala; a desi (q.v.) dance

a bandha (q.v.) dance

a minor drama

a musical element(?)

a feature of perani (q.v.) dance, same as kaivara (q.v.)
a de§i (q.v.) angahara (q.v.)

a poetic composition; a desi (q.v.) dance of prakaranitya
(q.v.) variety; a minor drama

a de§i (q.v.) dance of prakdranatya (q.v.) variety
a drum

ankle bell

a feature of desilasya (q.v.)

a desitandava (q.v.). a karana or dance-unit

an anibandha (q.v.) dance

a de§i (q.v.) can (q.v.)

a desilasya (q.v.); same as gundali (q.v.)

musical ensemble

a de$i (q.v.) dance (of prakdrandtya (q.v.) variety)
a desi (q.v.) dance

a gait simulating the gait of a deer

a graceful style of presentation

an anibandha (q.v.) dance

a feature of perani (q.v.), same as kavicara (q.v.)
a double-hand gesture

a feature of de§ilasya

a de§i (q.v.) dance

an acrobatic dancer

same as above

same as above

same as kollata
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keeping the time with hands

&

position of the hand

q

a kalasa (q.v.)

a de$l (q.v.), carl (q.v.)
a foot movememt

a pattern of rhythm

T

a karana or dance-unit

a gait simulating the gait of an elephant
a musical element (?)

gait

a feature of desilasya (q.v.)
an entertaining performer

a technical feature of drama
a folk dance from Gujarat

a m?}gasthz'ma (q.v.)

a karana or dance-unit

a song sung in regional style
(a song) in the classical mode
vocal music

*ﬁmﬁm a dance that mimes the meaning of a song

a bandha (q.v.) dance

a bandha (q.v.)dance

a feature of desilasya (q.v.)
musical play

a desi (q.v.), dance
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a variety of anibandha (q.v.) dance

a group dance (a variety of pindibandha)(q.v.), a variety of
nrtyabheda (q.v.).

a boy dancer of Orissa

same as gundali (q.v.)

a deSinitya (q.v.); a minor drama

a pattern of rhythm

same as gundali (q.v.)

(a play) to be sung

a feature of lasya (q.v.)(in the Bharata tradition)

a play to be sung

a feature of music, the note on which the music begins
a group of tones

a drum

same as above

same as above

a desi (q.v.) dance

same as above

to stamp on the ground marking the rhythm with anklebells

q

a drum

a spinning movement, (a feature of Kathak)

a karana or dance-unit

a spinning movement

a tila of the older tradition

a feature of de§i lasya

a de€i (q.v.), sthana (q.v.)

a kind of measure; a double-hand gesture; a standing posture
same as above
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a quartet

a karana or dance-unit

a bandha (q.v.) dance

a song; a tala or rhythm; a desi (q.v.) dance

a feature of de§ilasya (q.v.)

a dance by a female performer playing a drum called
hudukka (q.v.)

a wandering performer; a musician; an expert in the music of
ankle bells; a des1 (q.v.)dance

the movement of one leg

a feature of de$ilasya (q.v.); the basic dance of the Manipuri
style

a feature of deéilasya (q.v.)

a movement of the arms

a can

a desi (q.v.)dance

a bandha (q.v.) dance originating in the land of Dravida
varied; a des$i dance

a marganatya or mimetic dance of the regional variety
concluding movement of a special type

a minor dramatic type

a special mode of presentation

same as calli (q.v.)

movements of the entire body

the basic standing pose of the Odissi style, a square posture

L°)

a song, a mimetic dance

same as above

a musical mode

same as chalika (q.v.)

a variety of lasya (q.v.); a desi (q.v.)dance
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a regional dance from the eastern part of India
~ |

a Persian dance categorized as anibandha (q.v.) dance, a
prakaranatya (q.v.)

same as above

an aside

a can (q.v.)

a deéi (q.v.) karana (q.v.)

same as jakkadi (q.v.)

a melodic type

a marganatya (q.v.)

L3

a feature of de$ilasya (q.v.)
a dei tala or regional rthythm

[

a raga (q.v.)
)

a feature of desilasya (q.v.)
1

a feature of desilasya (q.v.)

a major dramatic type

a marganatya (q.v.)

a feature of de§ilasya (q.v.), same as dhillayi (q.v.)
a deéinrtta (q.v.)
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a minor drama, a dance-drama
same as above
same as above

a karana or dance-unit, same as dolapada (q.v.)
<

a feature of deSilasya (q.v.)
da

movements of ankle bells ( a feature of Kathak)

a feature of desilasya (q.v.), same as tharahara (q.v.)

a feature of de§ilasya (q.v.)

a karana or dance unit

a karana or dance unit

a feature of desilasya (q.v.), same as navani, lavani or namani
nrtta or dance in the Bharata tradition; later taken to mean a
vigorous dance

rhythmic system or cycle

an ambandhanrtta (q.v.)

a revolving movement

an anibandhanrtta (q.v.)

a technical feature of music

a feature of desilasya (q.v.)

a desinrtta (q.v.)

a bandha (q.v.)dance

a feature of desilasya (q.v.)

a minor drama; same as trotaka (q.v.)

a feature of lasya (q.v.)(in the Bharata tradition), same as
trimudhaka (q.v.)

a single-hand gesture

a standing posture in the Odissi style, breaking the line of the
body into three
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same as trigidhaka (q.v.)
a hand gesture

a minor drama; a desindtya (q.v.), same as totaka (q.v.)
q
a feature of desilasya (q.v.), same as tarahara (q.v.)

<

a Suddha or pure (non-representational) variety of tandava

(q.v.)

a karana or dance-unit

a desinrtta (q.v.)

a desilasya (q.v.)

same as above

a deéinrtya (q.v.)

the dance of the devadisis of Tamilnidu

a minor dramatic type of de$l (q.v.)variety; a deSinrtta (q.v.)
a minor dramatic type

same as above

regional

a desi (q.v.) dance

a feature of desilasya (q.v.)

a dramatic presentation of the regional variety
an abstract dance of the regional variety

a mimetic dance of the regional variety
graceful dance of regional variety

a feature of desi (q.v.) dance

a feature of lasya (in the Bharata tradition)
same as above

a metre; a song consisting of two verses; a mimetic dance
a poetic composition to be seen

a karana or dance-unit, same as dolapada (q.v.)
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a desi(q.v.)dance

q

a special way of braiding hair

a bandhanrtta (q.v.) from Andhra region

a feature of desilasya (q.v.)

a musical element

a feature of desilasya (q.v.), same as dillayi (q.v.)

a Suddha (non-mimetic) dance; a bandhanrtta (q.v.)
pictoriay(lerses presenting anthropomorphic images of the
musical modes

a feature of music; a tala (q.v.); a song-piece

a pure(non-mimetic) nrtta (q.v.), danced to a dhruva/q.v)
song

a bandhanrtta (q.v, danced to a dhruvapada song

araga (q.v.)

same as dhivada (q.v.)

T

an actor

dancing

guidelines for actors

emotional expression appropriate for women
an anibandha (q.v) dance

an anibandhanrtta (q.v.)

a sthana (q.v.)

a variety of bhanaka (q.v.)

a feature of de§ilasya (q.v.), same as navani, lavani or tavani
a male dancer

the special language of dancers

a female dancer

dancing
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a minor drama

a feature of desilasya (q.v) same as namani, lavani or tavani
araga(q.v)

a major dramatic type

a minor drama; a marganatya (q.v.)

same as above

drama (often used as n;‘(ya(q. v) in the manuals)
an expressive dance

stylized (movement)

a desi{q.v) dance; a minor drama; a desi natya (q.v.)
an opening verse

sound

an anibandha (q.v) dance

a desitandava (q.v.)

a feature of desilasya (q.v.)

a karana or dance-unit

rigorously constructed (applied to music)
a karana or dance-unit

a calaka or a special movement of the hand
an anibandhanrtta (q.v.)

a non-representational dance
dance-drama

a form of drama

musical play with dance as its main feature
same nrttacara

hand gesture for dance

a mimetic dance

dance drama

a special expression used by dancers
dance-drama

rules
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q

a single-hand gesture

miming the meaning of words

an angahara (q.v.); an non-representational dance-sequence
a de$isthana (q.v.)

syllables uttered with drumming or dancing to keep the
rhythm

striking the ground with the feet

syllables of drumming

footwork

a feature of de$ilasya (q.v.)

a desitandava (q.v.)

a karana or dance-unit

a de§isthana (q.v.)

a minor dramatic type

same as above

the movement of one leg, generally known as carl (q.v.)
a group dance in a cluster

group dances that form auspicious figures on the stage
a pattern of rhythm

an anibandha (q.v) dance

a feature of lasya (q.v) (in the Bharata tradition)

a flower-offering to the gods with dance and music
the preliminaries to a play

a sthana (q.v.)

a dei (q.v) dance

a desi (g.v) dance; also a variety of tindava (q.v.)

same as above

a major dramatic form

a minor dramatic type; a marganatya (q.v.)

same as above

a deinrtya (q.v.)



miscellaneous; performance practice (Nienhuis,1977. p-38).
a movement of the hand

a feature of lasya (q.v) (in the Bharata tradition)

atala (q.v.)

progression

minor limb

a margasthana or a standing posture of the tradtional variety
a musical composition

harmony; a feature of desilisya (q.v.)

the means of application

a desi (q.v) dance; a minor drama

a major dramatic type

a minor drama; same as pekkhar_la(q.v) , a de§i(q.v) dance
same as above

a composition to be seen

a desi (q.v) dance, same as pekkhana and preksana; a desilasya
(q.v.).

a de$i{q.v) dance; a minor drama

a desilasya (q.v.)

a kalasa (q.v.)

a kalasa (q.v.)

an anibandhanrtta (q.v.); a dance item of Odissi style
structured, same as nibaddha (q.v.)

a set, structured and abstract dance in the dei(q.v) tradition
a set, structured and mimetic dance in the desi (q.v) tradition;
a dance-piece called bandhanrtya (q.v.)

a desi(q.v) dance

a feature of perani (q.v) dance; same as bhavasraya

a revolving movement

a structural division in a play; a point marking the sudden
development of secondary incidents
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‘IT

a classical dance style from Tamilnad

a group dance forming an auspicious figure

a major dramatic type

a minor dramatic type

a minor dramatic type

same as above

a de$i(q.v)dance

an expression of emotions; a feature of deSyanga (q.v.)
an anibandha (q.v) dance

dependant on emotional expression, a feature of perani (q.v)
dance; same as vagada (q.v.)

a desi (q.v) dance

a deéinrtta (q.v.); same as ulmuki (q.v.)

a desi (q.v) angahara (q.v.)

a karana or dance-unit

a $uddha or non-representational tandava (q.v.)

a can (q.v.), performed while touching the ground

a group dance (a variety of pindibandha (q.v.))

a pirouette; a spinning, revolving or whirling movement

q

a bandha (q.v.) dance

a classical dance style from Manipur

a bandha (q.v.) dance

atala (q.v.)

the combination of carl (q.v.) movements

a margasthana or a standing posture of traditional variety
a variety of rasa (q.v.) dance

an anibandhanrtta (q.v.),(a variety of desi (q.v.) dance)
a prakaranitya (q.v.), (a desindtya (q.v.))



adesi (q.v.) can (q.v.), described by Kohala who is quoted
by Kallinitha in the commentary on the Sarigitaratnakara
a musical mode

a feature of desilasya (q.v.)

same as mana (q.v.)

a gait simulating the gait of a peacock

a minor drama

a feature of de$ilasya (q.v.)

a vigorous dance mixed with delicate movements

a forceful canl (q.v.). movement

a karana or dance-unit

adesi (q.v.) dance, same as gundali (q.v.)

a musical measure

classical or traditional

a traditional dramatic presentation; a regional variety of
dance found in the Sarigitandrdyana and the
Sangitasdrasamgraha

an abstract classical dance

a mimetic dance of the classical variety that generates rasa
(q.v.)

a hand gesture

exposition

the opening dance

pertaining to facial expression and movement

a feature of deéilasya (q.v.)

colouring of the face according to the character and the
mood

an anibandhanrtta (q.v.),(a variety of desi (q.v.) dance)
same as madhupacan (q.v.),but quoted by Kumbha as
mudupacari (q.v.)

natural grace; hand gesture for religious ritual

an anibandhanrtta (q.v.),(a variety of desi (q.v.) dance)
an anibandhanrtta (q.v.),(a variety of desi (q.v.) dance)
a hand gesture
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the ascent and descent of svara (q.v.)

a kalasa (q.v.)

a gait like a deer

a pattern of rhythm

part of a musical composition

a margasthana or standing posture of traditional variety

T

a folk-dance from Andhra

a pattern of rhythm; a tala (q.v.); an anibandha (q.v.),dance
an mimetic dance of the desi (q.v.),variety

an auspicious diagram (?); mechanical device

an auspicious diagram from by a group of dancers

a variety of de§ilasya (q.v.), dance

<

an anibandha dance

a can

aesthetic affect

a glance generating rasa (q.v.)

a feature of desilasya (q.v.)

a mystical hand gesture

musical mode; melodic pattern

musical play

musical play to be seen

women of royal court

a gait simulating the gait of a swan

a minor drama

a desi (q.v.) dance; a minor (dance) drama; an
anibandhanrtta (q.v.)

same as above

a play about Krsna and Radha in a regional language



a desinrtta (q.v.)

major drama; a bandha (q.v.) dance

the imaginary lines described by the body in motion ; a
feature of desilisya (q.v.)

a desi(q.v.) car (q.v.)

a movement that involve streching

a feature of desilasya (q.v.)

o

a dance using minor karanas (q.v.); a natya (q.v.)

a feature of de§ilasya (q.v.)

a feature of de$ilasya (q.v.)

a group dance (a variety of pindibandha (q.v.))

a pure (non-representational) tandava (q.v.)

a karana or dance-unit

tempo; a feature of desilasya (q.v.)

a karana or dance-unit

a feature of desilasya (q.v.)

delicate; a de§i (q.v.) angahdra (q.v.)

a mixture of graceful and vigorous movements

a feature of de§ilasya (q.v.), same as navani, namani or tavani
a calaka (q.v.),(movement of the hand)

leaping movements

a bandhanrtya (q.v.)

dancing with delicate movements

an anibandhanrtta (q.v.)(a variety of desi (q.v.)dance)
a minor drama; a de$inatya (q.v.); a de§inrtta (q.v.)
originally a dramatic art, later treated as a delicate dance
style

a feature of lasya (q.v.)

a karana or dance-unit

a pure (non-representational) tandava (q.v.)

the realistic convention of performance

291



a desi (q.v.) can (q.v.)
T

a bhiimican (q.v.)
movement of the chest

an item in Bharatanatyam which is a combination of mimetic

and non-mimetic movements

movement of the arms

a desi (q.v.) sthana (q.v.)

subject matter

miming the meaning of an entire sentence
a composer musician

verbal

a pure (non-representational) tandava (q.v.)
a minor dramatic type

comic dance

a de§1 (q.v.) angahdra (q.v.)

a des$i (q.v.). angahdra (q.v.)

a desi (q.v.) angahara (q.v.)

a de§i (q.v.) angahara (q.v.)

a marganatya (q.v.)

various ways of acting

a can (q.v.)

a variety of bandhanrtta (q.v.)

a feature of desilasya (q.v.)

a deéinrtta (q.v.)

a kalasa (q.v.)

a pure (non-representational) tandava (q.v.)
a karana or dance-unit

a desi (q.v.) car (q.v.)

a karana (q.v.); a desi (q.v.) sthana (q.v.)
a marganatya (q.v.)

a feature of desilasya (q.v.)
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a karana or dance-unit

a minor drama

a feature of desilasya (q.v.); a bandhanrtya (q.v.)

a karana or dance-unit

an acrobatic dance

a difficult tandava (q.v.) dance

difficult dance movements involving jumps

a feature of desilasya (q.v.)

a stringed instrument

style

vocal ensemble

a karana or dance-unit

a karana or dance-unit

a deSinitya (q.v.)

a bard; a general entertainer, a critic who is knowledgeable in
music

a desinrtya (q.v.) of the bandha (q.v.) variety

a karana or dance-unit

a margasthana or standing posture of traditional variety
a margasthana or standing posture of traditional variety
rhetorical expression

transitory mood

miming the meaning of a sentence

excercise

a major dramatic type

T

a de$i (q.v.) dance

a bandhanrtta of the des] tradition accompanied by the
utterance of musical syllables

same as above

a mimetic de§i (q.v.) dance to the utterance of syllables or
notes; a bandhanrtya (q.v.)



a mimetic bandha (q.v.),dance of de$i (q.v.) variety

a time beat; a mimetic group dance where dancers dance with
sticks 1n hands; a dramatic presentation

body movement expressing meaning

a minor dramatic type; same as sattaka (q.v.)

a desi (q.v.) angahara (q.v.)

same as above

the use of body movements; one of the three components of
angikabhinaya (q.v.)

a prakaranitya (q.v.),(a variety of desi (q.v.) dance)

a hand gesture

a minor dramatic type

a minor drama; a desinitya (q.v.)

a deSinrtta (q.v.)

a desi (q.v.) dance

a gait simulating the gait of a parrot

presentation of a pure (traditional) technique as conceived in
the de§ tradition

a group dance (a variety of pindibandha (q.v.))

same as above

in the context of dance refers to erotic movement

an erotic dramatic presentation of a regional variety

a mimetic movement containing erotic elements

erotic

poetic compositon to be heard

a musical mode

a minor drama, a de$inatya (q.v.)

L1

a minor drama
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an anibandha@. v.) dance

vocal and instrumental music and dance

a mimetic dance

an upariipaka or minor drama; a desi @ v.)nﬁgya@. v}); same as
sataka(q. v).

expression (in the context of dance)

a hand gesture

the juncture of a play (structural element of a play)
a double hand gesture

a foot movement; a margasthana or standing posture of
traditional variety

a deéi(q. v)bhiimicari(g. v.).

a pattern of rhythm

a deéi@. v.) cﬁﬁ@. v) . |

an upariipaka or minor drama; a deﬁnigya@. v.) ,‘
same as above

expressive

methods of practice

natural expression

a cin'@. V).

music based on pure form

an anibandha(q. v.Jdance

a gait simulating the gait of a lion

a feature of desilasya(q. v.).

delicate

the graceful application of dance movements

a feature of degilasya(q. v) -

a feature of desilasyaq. v).

a feature of desilasya(q. v.) .

a bandha@. v Jdance
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a foot movement

movement simulating a flame

a feature of lz'lsya<q. v)(in the Bharata tradition)
grace, skill; an erect stance; a deéIlisya(q. v.) ,

a metre; a mimetic presentation

posture

same as above; posture meant for men

a feature of deéﬂﬁsya(q. v.).

permanent mood

a feature of lﬁsya(q. vXin the Bharata tradition)

a cariq. v.). ’

an aflgahira(q. v.).

a soft glance

a pattern of rhythm; a desilasya (q v) :

a feature of desilasya(q. v).

a pattern of rhythm

a musical note

a bandha dance in which musical notes are mimed
a mimetic bandhan;'tta(q. v), of the des‘i(q. v)variety
a double-hand gesture, a stha?ma(q. v.)

L

a desi@. v)nﬁtya(q. v); a desi dance; a minor drama
same as above

hand-gesture

a deéi@. v.)dance

a desi(g. v)nrtta@ V).

a kaladsa or concluding movement

feminine movements

a mirganﬁgya(q. v) (described as part of the deﬁ@.
v)repertoire)

feminine movements

a drum
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