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Abstract

The Natyasastra of Bharata has immense capacity to guide us
throughout centuries in past and future. The path of referring this text for
classical dance is vivid through efficiency in Sanskrit language. This
research study has tried to revive various Caris through Grammatical and
Sociolinguistic references and ancient colloquial usages in Sanskrit.

Practical precision in Caris is compared with the ancient sculptures
of Karanas obtainable at Kopeshwar temple, Khidrapur, Maharashtra
from 7" Century. Practical corrections in the Hasta Mudras are a need of
the time to remove confusions and immovability interleaved in
Bharatanatyam. This research study has incorporated some corrections in

the light of language.
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CHAPTER- 1

Introduction

Introduction, Research Problems and Objectives

1.1 Statement of the Research
Impact of Natyasastra on classical dance in the light of language.
This research topic is manifested due to some noted differences in classical dance and maxims
in Natyasastra.

There are 7 types of classical dances performed in India named Odissy, Satriya,
Chau, Kudiattam, Kathakali, Kuchipudi and Bharatanatyam. Theses dances are performed in
Mandala Sthanam. Natyasastra states mandala sthanam as a basic stance to perform Dance.
All these classical dances claim to be originated from Natyasastra and accept Natyasastra as
their original text, though most of the times they are dependent on Prakarana Granthas like
Abhinaya Darpanam of Nandikeshwara from 11" Century. Dance streams have found
separated themselves from Natyasastra due to less Sanskrit knowledge. Natyasastra’s
Paribhasha i.e A rule or maxim which teaches proper interpretations or applications of other
rules, was lost around 9" Century.

Natyasatra reads many important practical problems faced by Natas while choreographing
dance drama or performance. Various mudras, stances and movements are not identified in
current classical word bank. A problem occurs when it comes to standards of Rasanubhiiti.
Experiential levels expected by Bharata in Natyasastra are remained apart in current
performances. Students of classical dance are mostly dependent on the text from 11th century
and onwards. Translations which are referred to read Natyasastra are unable to provide right
information for Nrutta Patha of various classical dances. This research refers to three major
problems as follows;

A] A gap between original text of Natyasastra and current classical dance.

B] Difficulty in revival of aesthetic values concerned with classical dance.

C] A problem in Re-establishment of ancient habit of referring Nagyasastra.



1.2 Objectives of the Research.

a) To analyze Mudras, Caris and Karanas of Natyasastra for current classical dance.

b) To develop approach of learning Sanskrit language to evaluate dos and don’ts in
classical performance.

¢) To provide solution to difficulty faced in revival of aesthetic values concerned with
classical dance.

d) Re-establishing ancient habit of referring Natyasastra.

1.3 Significance of proposed Research Study

Sanskrit language has its own nature and capacity to support language of Sastra
survived for centuries. In current classical dance Mudras and movements have Sanskrit names.
Many types of Adavus are practiced as original classical dance movements. These Adavus are
practically a part of Vyayam Vidhanam in Natyasastra. These are the exercises to improve the
capacity of muscles and limbs to perform ideal classical movements i.e. Caris. In ancient India
Abhinaya was imbibed with classical movements called Karanas. All the Karanas, Khandas,
and Mandalas were performed in Abhinaya and Nrtta both. In Sanskrit Karikas, descriptions
are different from current understanding of Caris.

With due respect to all the researchers and Dr. Padma Subramanyam, this research
has its focus on Sanskrit words, grammar and their connections to interlinked Adhyayas in
Natyasastra. For e.g. Mudrabhinaya is interlinked with Gati Pracara of 12th Adhyaya. This
research study is significant for the purpose of reviving original movements by comparing them
with sculptures from 7th century.

1.4 Aims and objectives of proposed research study

Proposed research study aims on finding out typical ancient movements mentioned
in Natyasastra which lost the execution in current performances. Caris performed in 1962 in
Bharata Nrttyandm, ddvavus performed in current classical dance have definite link with
Khandas and mandalas in Natyasastra. Sanskrit language plays important role to establishing
lost links in mudras, Caris and advavus. Karanas are dependent on Caris defined in Sanskrit
in Natyasastra. In the period of first Prakaran Grantha like Abhinaya darpana, there occurred
a big gap in Sanskrit definition and practical performance. This research aims to revive Nrtta

part to improve the flow of classical dance like Bharatanatyam.



to explain some definite movements in Natyasastra. Abhinava Gupta also is seen
quoting different follower and their opinion in his commentary.
The hypothesis to this research is "In the light of Sanskrit language there are many associations

to be established from Natyasastra with classical dance to revive the flow in dance."”

1.4 Research Trailblazers

e Link between Sanskrit definitions in Natyasastra and their impact on Adavus

Impact of mudras in Natyasastra on mudras currently followed in classical dance.

Socio-linguistic references in Natyasastra and their impact on current understanding

of definitions.

References of grammar in Natyasastra.

Words taken in a different meaning in current classical dance.

Words not used in current classical dance practice.

Lingual links having impact on understanding Natyasastra.

Difficult explanation in Natyasastra abandoned after 10th century.

1.5 Hypothesis of the proposed Research Study

As Sanskrit language lost its regular usage in Indian society, it had its impact on
the level of understanding Sastras and creations of Prakarana Granthas. Due to dominance of
Prakrita languages, original text became difficult to understand and Prakarana Granthas came
up to affect the combination of learners. When Sanskrit was in use commonly amongst Naas,
then it was definitely easy to follow instructions from the text including meanings between the
lines.

This is experienced in the field of Vyakarana Sastra, Nayay Sastra and Mimansa
also.

Due to Sanskrit’s flow and lively usage, Vakyartha was followed easily by the
students. About Natyasastra Vakyartha was broken up at the time of Abhinava Gupta who was

requested by the performers



1.6 Research Design
This research study includes collection of references from Natyasastra. Analysis

and interpretation of these references establish various links between interrelated topics.
General steps to be followed,

e Listing lost meanings.

e Listing lost words

e Listing socio linguistic mudras

e Listing of lingual links

e Listing of relative sculptures

e Concluding and finalizing patterns of Nrtta in the light of Sanskrit language.

1.7 Research Methodology

Researcher technically executes, compares and interprets some of the movements
defined in Nagyasastra referring sculptures from Kopeshwara temple Maharashtra. (7th
century.)
This is a practical as well as textual study of technical movements in classical dance. Researcher

being expert in Bharatanatyam finds out links between text and performance.

1.8 Research Approach

Researcher positively tries to fill up gap in classical dance and Natyasastra with
due respect to all the researchers till date. Researcher having command on Sanskrit language
gives importance to daily usage of Sanskrit to understand essence of words and meanings in
Natyasastra. Command on Sanskrit language and classical dance for more than 20 years helps

researcher to understand sculptures and textual definitions to find out origin from Natyasastra.

1.9 Scope and Limitations
This research study refer to Adhyayas related to Nrtta and Natya part of
performance. Researcher also refers to cultural and grammatical references to find out lingual

links.



This research is limited to Caris, Karanas, mudras and Gati Prachaoras as defined

in Natyasastra. This study is limited to classical dance with more focus on Bharatanatyam and

Bharatanrtyam. In the field of dance this research study has scope in finding out Karanas,

Angaharas and Mandalas through revived definitions of Caris.

1.10 Chapter wise Plan
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Chapter 1 — Introduction

Chapter 2 — Review of the literature

Chapter 3 — Research Methodology

Chapter 4 — Analysis and interpretations

Introduction to Natyasastra and Analysis of glimpses of Sanskrit grammar in
Natyasastra.

Analysis of complicated explanations of performance in the text and common
utility of the text.

Analytical study of references proving status of Sastra in Natyasastra.
Analysis of Socio linguistic references in Natyasastra with due consideration of
hand gestures and expressions.

Analysis of Lingual links between Audience and performers.

Analysis of meanings differed from practical performance.

Analysis of words not used in current classical performance.

Analysis of Cari Prakaranam 3/ oo,

Analysis of Karana Prakaranam % Seom,

Modern relevance of some Adhydyas in Natyasastra.

Chapter 5 — Findings.

Natyasastra has been referred for centuries by various scholars of India and abroad.

Researcher tends to find more facts on the basis of Sanskrit life, well utilised Sanskrit language,

its spoken aspects, and approach developed through Sanskrit usage. Sanskrit communication

in researcher’s life has made her eager to find meanings and deep intensions in statements of



Natyasastra related to classical dance. Natyasastra’s impact on classical dance is vivid but still
bears ample of space to find out new facts.

To expand the horizons of the study of Natyasastra in the field of classical dance,
there needs to set a habit of Sanskrit language study. Sanskrit Dhdru Pathas and Kosas have

important role in defining Nr#fa movements in classical dance which includes non-translatable

words.




CHAPTER 2

Review of literature

Study of Natyasastra has guided performing art from many centuries behind.

A short survey of modern studies will state the importance of chosen study.

Students of Natyasastra are seen to be always keen to revive some facts to
include in current performances concerned with Drama. Some of them have also shown
concern with Dance, as in 1962 Dr. Padmasubramanyam researched and guided for

performing Karanas, It revived a trend of looking towards Natyasastra as a reference.

Sanskrit world has experienced studious ventures with the influence of
English translations in the field of performance. It was a same year 1962 when G.H.
Tarlekar from Pune presented a study on Natyasastra with special reference to Sanskrit
Drama in performance. It referred to traditional style of Drama performance with

reference of Kudiyattam.

Literary and cultural study of Natyasastra presented by Joglekar Samrita
from Indore in 1971 has referred to ancient culture reflected in some chapters

of Natyasastra for example worship of Gods and various rituals in Chapter 3.

In 1976 Bhargava Aruna Darbhanga Rajasthan presented a study of

Natyavrttis from the point of Rasa. It referred to Ancient Drama with dominant Rasa.

In 1977 Shukla Rabindra Kumar from Ranchi did a study of Characters of

Bharatendu as a dramatist with reference of Sanskrit and Natyasastra.

In 1978 Jha Rameshwar presented a study on Natyavrttis again more

critically by the aspect of construction of Drama.

In 1979 Singh Inder Mohan, Suagar Studied Bhasa in the light

of Natyasastra, might be for the first time after Bhasanatakachakram discovered.

In 1980 Manju Gupta, Panjab presented comparitive study on

Abhinavabharatt and Avloka commentary. It referred to dramaturgical principles.



Another cultural study of Natyasastra is by Badwe Rekha Saugar 1980,

where rituals and life style in ancient times is discussed.

In 1982 Singh Urmila, Kanpur, presented a Literary study on

Lalitamadhavam of Riipagosvami1 with reference of Natyasastra.

In1983Rastogi Rekha, Meerat, did study on Auditorium in the works
of Natyasastra. Set up and rules stated about Auditorium are discussed here. In the same
year study on Anargharaghava from the angle of Natyasastra was done by Singh
Hemalata, Avadh. All the acts in Drama are discussed in the frame of rules in

o Natyasastra’s second Chapter.

Study of Mudraraksasa was also done in 1984 by Prakash Chandra, Avadh.
Dramaturgical principles studied and influenced the Study of Sanskrit Dramas in this

period.

In 1987 a study was done on Sanskrit Dramas till 14" Century with the
reference of interdependent influences and cultural inspirations by Prem Kumari,

Panjab.

In 1993 Singh Usha presented a study on Principles of Natyasasta. Here

Characteristics of applicable regulations were critically discussed.

In 1998 a study was completed by Kaushik Rajpal, Kurukshetra, on various
Verbs in Sanskrit in Natyasastra. This is first presented research about Sanskrit
Language used in of Natyasastra. Researcher noted this approach of language study for

finding out impact on classical Dance.

In 2000 another comparative study was carried on considering Oriental and

Western Vikaras with reference of Natyasastra by Kumari Pratibha, Darbhanga.

Some studies in progress have also given direction to decide the topic of
this research where language of Natyasastra is considered as a main ingredient to get
clear hints about minute and detailed changes occurred in last many centuries in current
classical dance. There are elements of misunderstandings which promoted researcher
to consider Sanskrit language as a lively and vibrant language at the time of creation of
Natyasastra. Consideration of natural life in Sanskrit Language has helped researcher

to take path of interdependent links to understand various Chapters in the text.



Researcher realises to analyse or find out impact of text on classical
dance in the light of language. In the history of classical dance along with texts has
always experienced a gap between Sanskrit Scholars and experts in classical dance.
Many a times dancers were not Sanskrit scholars or Sanskrit scholars were not classical

dance exponents.

Researcher is inspired to fill up the gap being exponent of dance, Sanskrit

speaker preferring life in Sanskrit and student of Paninian Grammar.




CHAPTER -3
Research Methodology

In the study of Natyasastra, there are two languages functioning with the
expectation of proficiency to understand all the doctrines in detail. Those two languages
are Language of Dance (i.e. Mudras and Caris) and language of text (i.e. Sanskrit). One
has to consider nature of Sanskrit language to understand references and complicated
explanations, peeping out of vast documentation.

Natyasastra has 37 Adhyayas, which are interdependent for references to
set up a true communication with the author. Method for this research is descriptive and
comparative Description of the text is expected by identifying interwoven references
within the text. Avoiding diversions occurring due to references out of text has played
very important role in focusing on the structure of interdependent frames of Adhyayas.
For E.g. Fourth Adhydya in Natyasastra is understood only after a study of 10"
Adhyaya. A thorough study of 10" Adhyaya i.e. Carividhanam and 11" Adhyaya
Mandalavidhana with the references of 12" Adhyaya portraying Gatipracara.
Adhyayas 10%, 11" and 12" are understood by practical learning of 9" Adhyaya
including Angabhinya and 8" Adhyaya including Upariga Vidhanam. To link all these
Adhyayas in the light of Sanskrit language one needs to have command on grammar of
Sanskrit language as well as movements in classical dance.Basic unit of Nritta is
Cari.In current classical dance Adavus i.e. Vyayama, are taught. Caris are executed to
some extent but not identified. To understand definitions of Caris Sanskrit text is to be
read by the reference of basic roots, nouns and their behaviour.

By listing glimpses of grammar in Natyasastra, we understand nature of
Sanskrit language used by Bharata in 200 BC.

To proceed towards fulfilling this research study, following problems are taken into

consideration depending on hypothesis.

1) Natyasastra was studied and referred as a guide by performers in ancient India.
There is a gap between text and performers for many centuries.

2) Nritta and Nritya are changed in their execution due to misapprehensions of
definitions of Caris, Gatipracdara, Sthanakas and Asanas in classical dance.

3) Intention of Shastrakara is not understood due to less study of Sanskrit language.
While studying Natyasdastra we come across many complicated explanations of

Dance movements and gestures, those are rarely linked with current classical

10



dance. After reading translations, there remains a part of text not understood
without internal acquaintances.

4) Common utility of Sanskrit Language in ancient times is one of the reasons
behind complicated explanations.

5) There are some definite axioms which are lost due to time lapse.

6) There are some socio linguistic references to understand various mudras in
proper manner. Natyasastra has documentation of various rules and regulations
for the performance of Dasharipakas, Mandalas, Anigahdrasa, and Tandava

Nrtta.

7) There are some definite lingual links between audience and performers as well
as Shastrakara and readers.

Thus considering glimpses of grammar, socio linguistic references, lingual
links between audience and performers, complicated and difficult explanations are
identified and understood. Glimpses of grammar in Natyasastra might work as a tool
to understand contemporary style of documenting guidelines. .

Natya needed status of Sastra at the time of Bharata because versatile life of

performers constantly created threat of foreign adoption to Natyam.

In this method of research, by the description of glimpses of grammar, language
of Natyasastra is found out to be identical of other epics and texts related to different
schools of thought. Then the words differed in meaning became needful to be listed.
Some words are identified as completely out of usage in the field of classical dance.
Both the lists became useful in discriptions.

At the level of practical performance of Caris and Mudras in classical dance,
description of definitions became difficult to link with current movements in dance, so
lingual links were used to identify the actions. For e.g. 'Prsthato’ word is used for
rearmost side of one self. It is not used for ‘from the back’ though it is grammatically
correct. This lingual link helped in understanding Nupurapadika Cari.

Some Adhyayas not connected to Nrtta part are also refered to identify words
surviving with same meaning for centuries in the field of classical dance. Names of
Rasas and Bhava survived without minute differences due to vivid social experience.
Concepts like Devata, Vyabhichari Bhava, Pooja, Havanam and Mandapa etc.
remained intact because of their reference in other schools of thought. These references
helped to get link about differed practical practises of performance which were not

surviving in other texts or schools of thought. Methods of Nrtfa changed unfathomably

11



because of broken traditions and obstruction in practical use of Sanskrit Language.
Method of understanding Nrtta part is dependent on glimpses in current performance
and usage of Sanskrit nouns, roots and their forms both. For e.g. meaning of word
Katichinnam is understood by Bharata’s way of using verbs and glimpses of Odissi
classical dance.

Sculptures are a major source of comparing Sanskrit explanations from text to
understand Nrtta. Kopeshwar Temple at Khidrapur, Maharashtra from 7% century is
referred in this research. Temples from Bhuvaneshwara, Odisa are also referred for
some readings of Nrtta. For e.g. Oldest carving of Facial expression with Nritta is
identified in Bhujangatrasita Cari in the temple of Khidrapur.

Intact traditions in temples and rituals also played major role in bridging the gap
between illustrations in the text and practical procedure. For e.g. Rendering Puspanjali
and performing namaskara is understood by any Indian. Word Tretagnistha is
understood by the place of Tretagni (according to directions) in Yajnasala.

Words left out from usage are considered and listed to understand pattern of
loosing words from the usage. Word Kutapa is not used in current performance. Word
Krsrah for Khichari is also not used today. In the explanation of Pathya word
Curnapada is used, which is also applicable in Nrtta for small steps. This aspect of
Bharata’s language is understood only by usage of Sanskrit in communication. Bharata
has fixed contextual reference for the usage of language which has to be revived to
understand his illustrations in Sanskrit.

Methodology for this research is dependent on word to word meanings in Sanskrit
as a language alive or in a flow. For e.g. while deriving process of Sakatasya Cari
meaning of word Sakata and Asya is dominantly considered.

Sanskrit roots are refered for names of Mudras and Caris. For e.g. Veyava Cari is
understood by the root Cyava. Ulbarnau hastau are understood by root ulba.

Methods followed for this research rest on following three facets.

1. Syntax, words, forms of the words, roots and socio linguistic effect on language.
2. Practical performances of Nritta in Bharatanatyam, Odisi, Chau,
MayuraBhanji, Gottipoa, Satriya and Kudiattam.
3. Sculptures from oldest carved temple. Kopeshwar.
Analysis and interpretations are completed by the context of Rasapariposa and flow in

performance of Nritta.

12



CHAPTER- 4

Analysis and Interpretations.

4.1 Introduction to Nagyasastra and Analysis of Glimpses of Sanskrit

Grammar in Nagyasastra.

Natyasastra is an ancient documentation providing authentic information about
drama including ancient art forms and literature. Sanskrit language of this text is of post
Vedic literature. Study of this text became limited in 10" Century. Technicality in the
text became none referred and artists started referring commentaries and related
literature in 11" Century. Explanations of various movements remained unfathomable
and Nrtta and Nritya part changed its style in suitable manner dropping out important
gestures and movements. This might demonstrate the separation of various art traditions
from Sanskrit language so it becomes important to analyse cognition of learned artists
and language used by Bharat for technical explanations.

In this chapter researcher is keen to refer glimpses of grammar in Nagyasastra
for the study of Abhijata Sanskrit language of Napyasastra. The referred text of
Natyasastra was as it is present in 15 century AD and text itself states that all the Munis
asked various questions to Bharata about how Natya has occurred on Bhiirloka. Bharata
gives reference of ‘anuvansah Slokah® i.e.Traditional shlokas received from
generations down to quote as a proof for some statements.

Bharata refers that Natyasastra is too old and originated before Puranas
and he has this school of knowledge from Siva. Sam is specified by ‘Panini’ in
Astadhyayr dated two hundred BC. Panini said that Vyakarana Sastram has come to
him from his ancestors and mentions names of previous dcaryas. The Sanskrit language
followed or was in usage from ancient literature till 5 A.D. is same in its style and
grammar.

When Bharata refers grammar in Natyasastra it dipicts a popular trend of
explaining grammar considered for a particular usage. Paniniyan grammar looks well
established amongst all the Natas to understand given explanations time to time with
grammatical concepts like Dhatuh, Pratyayah and various forms in the text.
Considering these grammatical explanations one could understand the behaviour of

Sanskrit language in ancient society reflected in Natyasastra. Concepts given in

13



Natyasastra were common and followed regularly in society, which helped common
people to understand classics through Nagyam.

Bharata created Natyasastra. Natyam was flourished as big old tradition,
well established as a breath of society; when Bharata needed documentation of
Anuvansah Slokah with his own explanations and concept presentations. It becomes
researchable because of glimpses of grammar identified in the text. Documentation
about Natya fulfilled authenticity of Sdstra by discussing grammatical references.

Sanskrit language’s word bank was vast and creative. It survived according
to Pradesa i.e. Region. People followed this language analytically with all other dialects
and Prakrta languages at the time. Language of Natyasastra resembles to the language
of Ramayana, Mahabharata, Purana, and ancient dramas written by Bhdsa and
Kalidasa.

Following references are listed and analysed to understand studious world of

Natyashastra experienced by contemporary artists.
(Verse n0.7.27') Here in the sentence Bhii Dhatu given by the reference of

Dhatu Patha as ‘Bhii Iti Karane® Bhii and Pratyaya ‘Kta’, creates Bhavitd and it means
Krtam i.e. work completed. Bharata talks about Dhdatu Patha and meanings of Bhii.
immediately after giving meaning; he states that it is famous in the world also. After
giving the regular meaning, Bharata discusses the meaning expected in the text.
Bhavitam is in the text by the meaning of Vyapti by Rasa and Gandha. In drama
everything was felt like fragrance or test. Before giving traditional Slokas for reference,
Bharata explains meaning of Bhii to be specific to avoid regional meanings of the words
in Sanskrit. By stating expected meanings Bharata has given direction to understand
meanings of Slokas. As Bharata gives grammatical explanations and selects one of the
meaning of Dhatu for his textual explanations it clarifies status and establishment of
Sanskrit language in the field of performance, appreciation, and Sastras. It also
demonstrates that authenticity of meaning always explained through grammar

commonly studied by all learned artists.
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(Verse no. 8.6%, 8.73, 14.4%) In this paragraph, Vacikabhinaya is defined.
Bharata has explained characteristics of Vacikabhinaya, dependent on Sanskrit
language. Words operate in five ways, Samasa, Taddhita, Sandhi, Vacana, and Vibhakti.
Words are also divided into four types those are Nama, akhyata, Upsarga and Nipata.
In this verse, Bharata has given clear reference of Abhijata Sanskrit. If one has
command on Sanskrit language, he could become expert in Vacikabhinaya in Natya.
Natyasastra comprises all the concepts of grammar narrated by Panini or acaryas
before Panini.

(Verse no. 14.6°) In this verse, Bharata has given Ariga i.e. parts of Sanskrit
Pathyam. Vyanjana is alphabet. Swara is vowel. Sandhi is joint of words, Vibhakti is
form of words. Nama is noun, akhyata is verb, Upsarga is prefix, Nipata is indeclinable
and Taddhita is noun derived from noun. Through these all parts and Samasa i.e.
Compound word and with various verbs Sanskrit language in Nagyam is equipped.

(Verse no. 14.7°) Grammatical information denoted in these verses show
the literacy in Sanskrit of the people and performers in the field of Nagya.
Interdependence of all the Sdstras is actively in use in Natyashatsra. Nata is expected
to be expert in Sanskrit and its grammar.

(Verse no. 14.97) When Swaras and Vyanjanas are introduced in this

Adhyaya, those are given according to their pronunciation that is called as Matrkah.

Alphabet’s pronunciation places in mouth are specifically used for making Varga as

Ka, Kha, Ga, Gha, Na. The same system is explained in Astadhyayi of Panini which
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shows popularity of Varpa Vyavasthd when Natya needed some Sastra for stability.
Gradually in all the verses in this Adhyaya various places of pronunciation and all the
classifications are explained. These verses are so simple and comfortable to remind that
any Nata would become small knowledge bank of grammar. Divisions like Ghosa-
Aghosa, Mrudu-Kathora, and Alpaprana-Mahaprana are explained meaningfully.

(Verse no. 14.24%) In this verse, whole Vyanjana Vyavastha is concluded
and it is explained that Sabda is created by these parts. In verse no. 14.25 also it is
stated that previous acaryas gave characteristics of word along with Samasa. Bharata
states that it would be explained again chapter vise.

(Verse no. 14.31°) In this verse 1% quarter is inserted i.e. Praksipta and 2"
quarter gives characteristic of akhyata verb. Bharata has defined, word which comes
with Nama has singular, duel and plural but doesn’t have person as 1% person, 2" person
etc. This word is called as verb. The method of explaining grammatical concept is
totally different in Natyasastra than other grammar texts. Natas are already well versed
in Sanskrit and grammar. They are habitual to the Vakyartha i.e. Discussions in the
texts.

Here some concepts are taken for granted. Though definitions are given
time to time. These definitions are interdependent, providing every information. But it
is none understandable by ignorant about grammar. In the definitions of Upasarga, it
is stated that providing meaning of Pratipadikas to all Dhdatus different from their own
meanings is called as Upasarga. It means meaning of noun which cannot be attached
to any Dhdatu will be attached through Upasarga. For e.g. Gacchati Dhatu gets meaning
of Upasarga and Pratigacchati verb is created which carries meaning of Prati as going
back. This reference of grammar gives us authentic information about studies
completed by Natas before referring Natyashatsra.

(Verse no. 14.36'9) In this verse Bharata has given definition of Vibhakti. It
is stated that a unit by which Dhatu, Linga and Pada are separated due to different
meanings is Vibhakti. So use of Vibhakti was well known by readers of this Sastra. All
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the variations of the meanings are dependent on Vibhakti. This is taken as an axiom.
One who uses Sanskrit language often can use these types of instructions as a guideline
for his performance.

(Verse no. 14.37'") In this verse a very simple definition of Sandhi is given.
“A unit which joins two words that is called as Sandhi.” A person who had heard
Sanskrit language and used it most of the times can understand this type of definitions
though it looks simple, it needs habit of textual study.

(Verse no. 14.39'2) This verse is Praksipta where Samasa is told as of 6
types. Here definition of Samdsa was not expected by Bharata still it has come through
insertion. Here Samasa is called as Luptavibhaktikam and it is of six types. This verse
is referred to understand pattern of interpretation.

(Verse no. 14.40'3) By this definition of word, “Meaningful words are
called as Padabandha.” “Padabandhas are divided into two types, Nibaddha Padam
and Ciarnapadam.”

(Verse no. 14.41'%) “Nibaddha Padam and Cirnapadam both are with
Vibhakti and I would give characteristics of Cirnapadam now.” Says Bharata.

Thus in this verse Bharata gives definition of Cirnapadam the word which
is not Nibaddham i.e. not bound with definite number of letters. The group of letters
with expected meanings is Cirnapadam. While Nibaddhapadam is according to metres
and with definite count of the decided letters. Before explaining Chanda for Padya in
Natya Bharata has given information about Padabandha.

(Verse no. 14.46') Bharata states Chanda as important part of Nafya where
three types of Vrttas are expected. Words put together through many Vrtas make
Padabandha so “Chanda is considered as body of Sabda.” No word is without Chanda
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and no Chanda exists without Sabda. This reference is listed for understanding Bharta’s
style of interpretation.

(Verse no. 14.'%) After explaining many Vrttas, methods of Chandovidhana
are given. Putting letters together, using cut at the end of the meaning, making one Pada,
using letters, putting vowels and letters according to Vrfta is the method of using
Chanda. This documentation though looks useful, it is impossible to be used by the
person “who has not studied Chandasastra.” One who creates Kavya for Natya, is
expected to be a learned person with the knowledge of grammar and Chandasdastra by
tradition. Bharata summarises facts for experts to expect the same be connected with
the field of Drama.

By considering 14" Adhyaya, the holistic approach towards Kavya and
language is understood. Bharata gives importance to grammar before explaining Vrttas
and Chandas.The Varna Vicara is also discussed for experts and not for strangers.

(Verse no. 16.124'7) In 16™ Adhyaya Kavyalaksanam is explained. After
explaining Varna Vyavstha, Vrtta Vidhanam, and CandoVidhana in 14" and 15
Adhyaya, Bharata gives many examples of Kavya in 17" Adhyaya. While explaining
Kavya Laksana, Bharata once again refers to Hraswa, Dirgha and Pluta. He also states
that these Swardas are used according to Bhava and Rasa in Kavya. After explaining
Kavya Laksana, Bharata explains about Pathygunah in 17" Adhyaya. Due to
explanation of Chanda and Vrtta, Sanskrit Pathyam is understood easily. In Bhasa
Vidhanam Prakrtapathya Laksanam is also discussed. Bharata has his unique style of
interlinking adhyayas and one has to refer multiple adhyas at a time to understand
expected norms in the field of performance.

(Verse no. 17.108'%) While explaining Pathyaguna Bharata has explained
four types of Varnas and two types of Kaku sounds. Udatta, Anudatta, Swarita and

Kampita are four types of Varnas. Sakanksa and Nirakanksa Kaku i.e. Sakanksam, are

with high pitch, its place is Kantha and Ura. Nirakanskha is with sound in lower pitch

which comes from Sira. It is always in Mandrasaptaka. Kaku types explain meanings
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and they are deeply connected with Rasa and Bhdva. Pronunciation of Swarita and
Uddtta Varna is done with Vilambita, Dipta and Mandra Kaku. So Swara, Varna and
Kaku operate all together in Pathyam perfectly to express Bhava and Rasa.

Here it is clear that practical use of Swara, Varna and Kaku is important to

understand what Bharata is explaining about Pathyaguna in 17" Adhyaya. By the

discussion from Swara, Varna and Kaku Vidhana, it is seen that Natyasastra operated
as a guide to performing artists. Active user of Pathyam in Natyam could understand
the explanation.

(Verse no. 22.63'%) In this verse while explaining Samanya Abhinaya,

Wagabhinaya is counted as an important unit of Samanya Abhinaya. Bharata has stated

that in the communication on stage, each character is supported through Wagabhinaya.

When present tense is used like Karomi, Gacchami,it is to be considered Pratyaksa.
(Verse no. 22.64%%) When communication is in ¥ Lakara like Karisyami,

Gamisyami then it is called as Bhavisyatkala i.e. Future tense Paroksa i.e. which is not
in front of you.
(Verse no. 22.65%") In this verse Bharata calls past tense as Vrttakalaha.

And that is also called as Paroksa for e.g. Hatah, Jitah. Bhagnah all these forms are
with 8T suffix i.e. 6.

(Verse no. 22.67%2 and 22.68%3) 22.67 and 22.68 both the Slokas are
repeating the facts given in 22.63 and 22.64. It might be the hint of Praksipta where the
same topic is repeated and Sloka is inserted.

Total 25 references are listed in this chapter. These grammatical references

prove that discussing grammatical concepts with Natas and explaining new concepts
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through the help of grammar connected with Paninivan sutras, was a common practice

observed amongst performers.

Bharata has explained or quoted grammatical rules too casually as if
Sanskrit language was known by all the Natas with Paniniyan Sanskrit grammar.
Natyasastra had impact on larger territory in Bharatavarsa. Where it was necessarily
important to provide grammatical reasons, rules or norms of Sdstra to the people
performing in geographically and climatically different states with vivid differences in
day to day lifestyle and languages.

Natyasastra had to provide a big canvas for each and every type of dance
style with contrast aharyabhinaya and body languages. Sanskrit language might have

been common and a thread of one cultural fabric.
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4.2 Analysis of Complicated Explanations of Performance in the Text and
Common Utility of the Text.

This topic is derived from the hypothesis that common usage of the text
with due references leaded textual writings towards complicated explanations. When
references are taken for granted and things are explained, then the writings become
more complex. The Slokas referred as Anuvansah Slokah tend to contrast at some places
if not referred in the light of pre requisites always existed with all the Natas in ancient
times and today we might not have them. Common utility makes things more dependent
on maxims. A required set of information always exists on the canvas on which Slokas
are sequenced.

This Sub chapter will list out these complex explanations and discuss them
with the intension of finding out pre requisites.

(Verse no. 12.60?*) In this verse, Bharata has explained the walking style in
surprise and in happiness. He has also stated that one should refer expressions on face
while walking and one may change the expression according to Rasa in same walking
style. It means Vismaya and Harsa are two Vyabhicari Bhavas supporting all types of
Rasas following same Gatipracara with different facial expressions. The reference of
Rasadhyaya for Gatipracara is important link to understand that Natyasdstra is written
as a regular guide for Natas. In performance one may get confused due to instructions
in Rasadhydya, that is 6" Adhyaya and in Gatipracara, that is 12% Adhyaya about
walking style of various characters. Natural behaviour in society might not be followed
on stage to keep Abhinaya Natydharmi. Bharata has given important instructions
regarding movements in Dwadasadhyaya..

(Verse no. 12.90%°) In 12" Adhyaya, Bharata explains movement of chariot.
He explains to keep rider in front with horse rein in hands and various parts of chariot
are shown by other dancers. Different types of vehicles should be shown by this way
and this Gati is explained in very short verse by assuming information known by Natas
(in Vaisakhasthanam). Due to this previous reference, it is understood that making
chariot on stage is like Pindibandha or Yantra It was common and explained in 4%

Adhyaya. This referential behaviour of text is a proof of being guide for performers. In
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Gotipowa dance in Orissa, these types of chariots are shown by Gotipowas. Gotipowa
dance is famous for its group synchronization and Jyesthabhinaya. (The Abhinaya,
which is not in detailed Sattvika Bhava.) We get many other examples of these types of
referential explanations.

(Verse no. 105%%, 106%7) In Akasagamana Gati Bharata explains all types of
movements in sky, water, and river and on tree or on different buildings while climbing
and moving. In these verses, sequentially each verse is important to understand next
verse but numbers are given to first quarter of each verse as a concluding quarter. For
e.g. 1% quarter of verse 106 is actually 2" quarter of 105 according to meaning in Baroda
edition. In verse 105 states acting of getting into the river by sucividdha, Apakranta,
and Parsvakranta Caris. Bharata controls the activity by saying ‘Anena Eva Vidhanena'.
All these movements should be performed in miming without using any apparatus, for
that Bharata uses word ‘Sajnyamatrena’. In next verse ‘Kasmatyte Iti Prokte’ it says
that, by the question ‘without what’, one cannot show something, for e.g. One should
show elephant by holding Arnkusa in hand, one should have horse rein in hand to show
the horse, and one should show big chariot by holding many rinses in hand. So these
gestures become important and the Caris followed are repeated.

To understand the instructions, Caris and hand gestures are to be known.
This guide was in regular use of Natas knowing all dance practices and having
command on Sanskrit language. People edited Baroda edition were language experts
but might be uninformed by Caris and gestures in dance. So they might have numbered
verses as they are seen. This part of the text is different in Kasi edition, where the Gatis
are explained by giving interconnected references of Caris and gestures. The similar
issue is discussed in 4.4 also under the topic of socio linguistic impact.

(Verse no. 12.252%%) In Dwadasa Adhyaya Gatipracara is explained
according to characters to be performed in Natya. All the different styles of walking of
Natas and Nartaki according to the time and happenings. This Adhyaya is different from

Baroda edition in Kashi edition. A popular language used amongst Natds is
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conceptually used to explain the style of walking in battlefield in this Adhydya. These
styles change according to characters and their nature discussed in chapter 4.4. Some
socio linguistic impacts are identified in this Adhyaya, which is the topic of 4.4. Here in
this Adhydaya, relation between Kala, Tala, and Laya is explained. This documentation
of Gatipracara has played important role in the classical performance due to changing
nature of walking styles and style of movement according to different geographical
locations, it has a connection with different Vyttis like Arabhati. Thus interrelated and
complicated explanations were understandable by Natas and Acaryas due to axioms and
common utility.

(Verse no. 13.3?°) In Trayodasa Adhaya Bharata has discussed about
various sections of Natya mandapa i.e. Kaksavibhaga. On stage patterns of showing
different cities, houses, gardens, rivers, and Asramas, even some jungles are explained.
This method is called as Kaksavibhaga. Characters discuss amongst them about the
place and act accordingly to depict the place they are standing in. They walk around the
stage and project where they have come. This verse is referred to understand pattern of
giving instructions.

(Verse no. 13.8%%) One should decide the place to be shown, it might be
inside or outside, too near or far as needed in the situation. Some places are explained
through Nepathya and some are projected through Abhinaya. The percentage of
showing places by Abhinaya depends on the skill of Nata or individual capacity to
express through various gestures. The place may be projected by Pusta means
cardboards and various cuttings, but in good Natya, Nata’s expressions are considered
important than Nepathya created around him. Bharata has defined the weightage of
Pusta and Abhinaya. In this verse, Bharata has used Vidhilin forms to give instructions
to be followed without fail.

(Verse no. 13.15%") Bharata has given whole Adhyaya to give instructions
for Kaksavibhdga because it is dependent on the usage of stage with clear understanding

and reach as Natyasastra was in hand guide. It might be said for dominant tactics of
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dramatists reached to us till today, the language used for instructions was in common
use of Natas.

(Verse no. 25.813%) While explaining Bhavabhinaya Bharata has guided to
show Vibhavas and Anubhavas to express Bhava for Rasanishpatti. Bharata has
explained how to use Mrgasirsa for showing tunnel, house, many houses, people having
curse on them and people fainted due to fever. These names are explained in next verse.
In this verse, Bharata has given positions of Mrgasirsa Mudra. One should throw and
spread out hands up to join them together to show the cover. This Mrgasirsa should be
held downwards with elbows spread out. This complicated explanation is a hint of
Sanskrit knowledge of readers while using this text as their in hand guide. Utility of
Sanskrit language is proven through these types of explanations.

In this chapter, total nine references are considered. These references show
that there are definite axioms survive behind any explanation and also the knowledge
of ancient Indian culture. Some explanations had become complicated only because of
unidentified axioms and ignorance of Sanskrit language. It might be that common utility
of guide lines become dependent on pre requisites. While explaining some Caris or
Mandalas. Ayata Mandala i.e. Basic half sit posture is taken for granted and movements
are explained. It is realised that a person gets locked while performing Nr#fa if it is not
in half sit posture in various sequences. Thus guideline given by Bharata is dependent
on a common knowledge bank thriving in the ancient society. Researcher is keen to see

all the chapters through this perception to follow the method of research.
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4.3 Analytical Study of References Facilitating Status of Sastra in
Natyasastra.

Performances being performed in the temples in ancient times were
dominant source of tightening social fabric through entertainment. It was a tool of social
awareness. Any society needs a platform to express its ups and downs to maintain its
balance and preserve the heritage. Stage for performance was a culminating point of all
the expressions with silver line of entertainment.

Things are defined when there is some chance in potent for variation.
According to social happenings and individual perception, variations in Natyam were
unavoidable. Ancient performers tried to limit the variations by defining the methods.
A researchers needs to find out basic need or Indian nature of establishing methods in
every field.

Referring Natyasastra to find out reason behind its construction, survival
and referring pattern for performance, facilitates understanding the interdependence of
all the Adhyayas. The language of text has inbuilt syntax of dictating various methods
though it is always suggesting time bound reference of practical traditions too. Each
Adhyaya provides us Vidhanam means do’s, don’ts and how’s of the performance.
Following two points lead researcher to refer all the Adhyayas and their interconnected
influences though only Classical Dance is focused.

e Natyasastra was studied and referred in the form of a guide by performers in
Ancient India.
e Possibility of revival of the reference if language barrier is removed.

A hypothesis on which this chapter intends to discuss an issue of current
performance in Classical Dance is, all the Nafas in ancient India always used
Natyasastra as their in hand manual to perform. From the first Adhydya, there are signs
of regular guidance. A type of language used for instructions also gives hints for the
same.

Any ancient text surviving for centuries and reached us through usage
though it be some part of it, there are chances of being such a text as a most useful
reference in daily routine in ancient times. This chapter tends to list out and discuss

these types of examples where in we get proofs of the text as a guide in hand. The
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hypotheses to be dependant at first step is “it was time’s need to have Sastra to
monitor the performance’ or Natas themselves needed a knowledge bank to refer
while performing.

(Verse no. 1.153%) Bharata gives complete background of creating Natya
Veda and also tells us about receiving Natyasastra from Brahma and making it available
to first hundred selective disciples. Vedas were available to know about the universe
and human life but remained inaccessible to a large part of human race. Natya Veda
became a source of imparting knowledge of universe and human life but in a different
entertaining way, that was Natya. It was with various schools of knowledge. It was also
inspiring to all the art forms on the earth.

In first Adhyaya Bharata wanted to state history behind creation of Natya
that is Nagyotpatti. This is a systematic documentation of happenings. It might be a need
of time to document the origin of Natya in words. It is documented that which ancestors
or Munis learnt Natya from Bharata for the first time. The names are documented to
specify the schools restricting others to claim the school and disturb the methods.
Currently we get certain Gotras like Sandilya’ stated by people in India found in the
list from Natyasastra.

In second Adhydya, Munis ask Bharata to explain about the Yajnya onstage
before the performance.

The purpose of this Adhyaya itself is to explain and document various
rituals performed on stage. As Munis are asking about rituals, it might be derived that
most of the rituals were forgotten, unknown, or not clear. Performers needed some
definite guidance from Bharata and it was documented. It is reflected through verses
that some text was needful at the time. We get list of the references where the text is
practically operating as a daily manual for Natas.

e Natyasastra was a practical guide to all the performers.

Searching out the hints giving clear idea of performers referring
Natyasastra in their preparations repeatedly depends on knowledge of Dance and
Sanskrit language both. In 1% Century A.D., it was the time when currently referred text

was existed through many small teachings in the society through first Sisyas of Bharata.
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The text might be the result of want of some uniformity amongst performer’s teams and
process of performance.

(Verse no. 2.2°%) Here in second Adhyaya all the sages ask Bharata to guide
them about performance. They ask rituals and worships on stage to be performed by the
people in future. The clear intention is of getting future guideline. The social situations
or life of performers might be imagined through this request as Natas or performers
were confused to some extent about the ritualistic activities before Natya started on
stage.

Natya was imbibed in day to day routine of the society. Many versions
were in existence about how to start practically the drama on stage. When we come
across such type of communication in the text, the text doesn't remain mere a type of
historical documentation. In verse number 1.6 Bharata starts explaining about the
establishment of a theatre, architecture and to be performed Pija. The word used Yojya
is a potential participle stating the meaning of “should” and word Prayatnatah gives
conformation to the intense deliberation. It tends us to think of performer’s ignorance
about the importance of stated rituals. The background in which the text has occurred
is the need of some systematic formalization. We get the hint of this expected uniformity
and active theatre, vibrant performers with their spontaneity.

(Verse no. 2.6°, 2.7°¢ In this verse, it is stated that by looking at current
Preksagrrham, Viswakarma a supreme architect has recommended three types of
theatres to follow as a Sastra. It means there were many types of theatres in existence
used by expert performers. This might be the time of versatile experiences in the
performances which needed some restrictions to avoid flaws and fallacies observed.
Vikrstah, Caturasrahand Tryasrah were the recommended types of theatres by Sastra.
The reason behind following these types is also stated clearly that sound of prose and
poetry both become in tune. In Madhyama, physically operative stage for human beings,

sound of prose was comfortably reachable. Gods operate through minds so Vikrstam is
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a type of theatre used by gods. As stated in first Adhyaya, Tripuraddaha was a Dima
performed amongst the mountains and streams of Himalayas.

(Verse no. 2.11") Tryasra is a type of theatre given lower status and stated
as good for common people, being very small. In next verse also, it is said that
characteristics and measurements stated by Viswakarma are applicable to all the theatres
in use. In 2.12, the word Taccaiwa is used to emphasise the importance of following
Sastra. This word also gives the hint towards usage of various types of theatres in
practice. These trial and error ways of performing Natya were the cause behind
providing fixed guideline to the Natyavedaprayokta.

(Verse no. 2.122, 2.22%) In this verse also as stated above, gods were said
to be operating differently than humans. Expressions of emotions and moods on
physical level is of human nature. Here the attempts of copying performance of
Tripuradaha and Amrtamanthan Samawakara might be the reason behind clearance of
difference between gods and humans. Practically as natural energy sources operate and
artificial energy sources operate with definite difference. Here humans are clearly
guided to follow their limitations and not to copy gods, might be various energy forms
in the nature.

(Verse no. 2.23*) The emotions expressed by Gods are incomparable with
human beings as Bharata states in this verse. He also states that he would explain the
characteristic of theatre to be used by humans. In the background of this verse we clearly
get an idea that some performers were in confusion about copying or enacting new types
of performances. Bharata gradually explains small things like Rajjuswaripam carefully.
Further he explains about Rarngagrham and Rangasirsam (wings), Mandapanivesanam
comes to Bhittikarma that is setting up the walls.

(Verse no. 2.43%) As the foundation is laid down according to suitable time,

walls are to be built up. After building walls, pillars are to be set up. Setting pillars and
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raising (Utthapanam) them vertically, are two different processes without any confusion.
Four types of pillars are explained Brahmana, Ksatriya Stambhah, Vaisyastambhah
and Sudrastambhah. As the roles of all these Varnas were vivid and practically used in
day to day conversations, roles of pillars were also identified and given names
accordingly. While raising each Stambha instructions are given to distribute good meals
to all the Dvijas and the king. This depicts that Natas living with Pancama Veda that is
Natyam were fabricated well in the social structure though their role in society was of
entertainment. Bharata looks too particular about co-relating each activity about Natya
with society. As Stambha if shaking after Utthapanam will cause tremendous damage
during invasion. So performers of Natya are given responsibility of protecting their
country and their army too. Natyacarya is supposed to serve meals to Purohita and
king.

(Verse no. 2.50") Especially for Brahmanastambha as mentioned before,
Khicadi whitish blue in colour, a food of Dwija was to be offered and also garlands of
white flowers were expected to be offered.

When big tasks are taken for entertainment in the society, most of the times
small activities, less important people or people with minimal role in the task are tend
to be forgotten as we see haphazard in our film industry today. No small things or small
performers are paid heed to. Bharata understanding this phenomena in social structure
makes everything organised and systematized, to not to fail in the purpose of Abhyudaya
i.e. Material prosperity through entertainment.

(Verse no. 2.57%) As mentioned above, happenings like invasions are taken
in to consideration while putting the pillars of the theatre. Calanam, Valanam, and
defects might occur while putting the pillars. It is instructed that Stambhds should be
raised avoiding these defects. In this verse theatre has got the importance of a temple or
a palace. Natyaveda dwelled with such an importance in society that creating

Natyamandapa was a kind of a social celebration.
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(Verse no. 2.68') Here stage is stated to be created by knowing all the
methods in a perfect manner. Central platform is to be made up with six pillars. Number
of wooden pillars is specified because there might be some variety in existence. When
there are many options available, naturally rules are made in particular. The process is
explained such as a record for dos and don’ts for new comers. Sequence creating
different parts of the theatre is also frozen as if there might be some other way in
existence. King, Natyacarya, Purohitas, and artists themselves were involved in the
process of creating Natyagrha. Rituals are so particularly explained and Mantras are
given. All these aspects prove that this text was operating as a regular guide to create
new theatre.

(Verse no. 2.69%) Two doors are recommended for makeup room and also
particularly told to smear it with black soil. Here the word Prayatnatah emphasises the
colour recommended in verse. Apart from considering soil availability black soil is
recommended for Nepathyagrham as it should not be seen through stage. Today also
we see that wings are always black. When a bunch of important informations for
practical use are impossible to transfer through persons, a text becomes benchmark of
the field. Natyasastra is a text providing details about the performance which are not
possible to come forward through oral instructions. Though Natyacaryas were keen to
guide their students through practical experiences, it was not possible to maintain
detailing intact without text.

(Verse no. 2.80°) Any corner or any extra door should not block another
door in front. Natyamandapa should be like a Mandapa made up of stones.

(Verse no. 2.86%) all the walls should be plastered by potash. It should look
clean from all the sides as well. Then Kiitapa (group of musicians) will sound well.
Here the techniques of sound engineering are explained. Small tips to control voice

module are easily documented while explaining architectural aspects.
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(Verse no. 2.102') This is another example of a guideline which is
forgettable without a document. In 7ryasra theatre which is triangular in shape one
might get confused about the stage in squire but that is clarified by the word Evasya
which emphasises that stage is also triangular.

(Verse no. 3.23%) Place on stage for Gods to perform Pija. It is defined by
two diagonally upward lines which created compartment that is Kaksya Vibhagah. One
should keep all Devatas in this section and worship them before the performance.

(Verse no. 3.37%) The food to be offered at the time of Pija is also
recommended as Madhuparka to Brahma, Payasam for Saraswati and Modaka to Siva,
Visnu, and Indra. The reason behind specifying food to be offered must be due to variety
of food preferred by all the Natas performing on stage. Their habits should not disturb
the rituals on stage so Devatas (energy units) are satisfied well to achieve success in the
performance. These verses are useful to understand Bharata’s method of instruction. It
helps to understand other Adhyaya related to dance which have some contradictions
about meanings and execution.

(Verse 3.46*) All these gods should be offered by Bali that is food
preferable to them with devotion. This ritual will be explained with Mantras to be
recited. In this verse we can get clear idea that all the offerings with food were called as
Bali and all the Mantras also given separately for each god. This is a solid proof of
being Natyasastra as a daily manual to be used by Natydacaryas as all types of Mantras
are given to recite. Each god is praised and requested to accept the food offered to him.

(Verse no. 3.72° and 3.77°) A big mud pot with full of water and some gold
inside should be kept at the centre of the stage. A flag considered as a Jarjara a god of

protection or destroyer of each evil and hurdle which might occur during the
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performance. This god is created by all the powerful gods by the purpose of
Vighnanasanam that is to kill an evil. Here the word Sarvamevam is a hint to derive
conclusion that rituals were considered important before the performance and the text
was in regular use while performing them. It is also said that one should request Jarjara
to destroy evils after performing given Vidhi i.e. Rituals.

(Verse no. 3.82") Thus performing Piija to Jarjara and offering Bali, one
should perform Homa pronouncing Mantras. Here also word Evam gives a sense of
guideline providing information about do’s and don’ts.

(Verse no. 3.88%) After Homa is performed Natyacarya should break the pot
deliberately. If it is broken then considered auspicious.

(Verse no. 3.97%) this is a reference where it is clearly dictated that one
should not allow audience in without performing worship to Rargadevata. While
providing information and giving instructions, Bharata always informs about his
interaction with Brahma as well as Siva. He gives historical evidences for his statements

and intends to control Natyacaryas to follow him as to nil the bad effects of improper

performances taking place around. He uses the word “Td=f¥:” in the verse 3/95 to state

that whenever the Natya was performed without worshiping gods on stage, it brought
evil to the king and performance was destroyed. One can observe the need of the time
and importance of bringing all the performers on one platform of Sastra or a uniform
bunch of approaches, rules, and regulations. One can also say that Natyasastra is a
mirror of the world of performance at the time.

(Verse no. 4.1%) Bharata says that after performing all these given rituals he
asked god brahma for his instructions for the performance was to be presented.

(Verse no. 4.10%) We performed Pirvaranga first and then performed

Trpuradaha named Dima. Here Bharata calls all the Natyacarya Munis as
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Dvijasattamah which depicts importance of Munis who were eager to know instructions
by Bharata. As Bharata performed this in front of Siva as per Brahma’s instruction, Siva
said that he has also remembered Nrttam with different Karanas and Angaharas. He
also told Bharata to use those in Purvararnga as per convenience and beauty. He called
Tandu to teach these to Bharata which were called as Tandava.

(Verse no. 4.19') Bharata says to Munis that whichever Arigaharas are told
by Tandu, he would tell those Arngaharas with joining movements, stable form of
Angahara and Paryastakaha i.e. repeated actions before meeting Angahara ie. a
posture with stable hands, Sthira Hasta.

This verse is very important reference to understand difference between
Angaharas, Karanas, and Paryastakas. Explanation of these verses prove the need of
documentation of the differences as performances kept changing according to
Manovikara i.e variations in mind.

(Verse no. 4.282) These Angaharas are performed with Karanas. 1 will
explain those Arngaharas and usages of legs and hands as expected by performer.

This is most important part of documentation by Bharata as visuals are
becoming complete by words in all the verses. This is an important evidence of need of
language efficiency and common usage of Sanskrit to refer text for performance.

(Verse no. 4.29%) 1 will explain all the Angaharas with Karanas because
Angaharas are made up of Karanas. This verse by the view of performance states that
there must be commonly known and practiced steps explained but needed conceptual
clarity by Munis. This might be the time when Nrtta was in use with many schools but
with less clarity in concepts. The documentation was too important to avoid school wise
differences and contrast opinions about Nrtta.

(Verse no. 4.30%) I will explain them by name and active steps. In Nrttya
combination of hand gestures and leg movement is Karana. Here in this verse word

Nrttya is used which is separate than only Nrtta. Nrtya is a combination of Nrtta and
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Abhinaya so Karana was an Nrtta part of Nrtya. In modern classical performances most
of the times Abhinaya is performed only in one Sthanam. Use of Karana according to
emotions has been forgotten and it is to be revived through deep study of body language
in different emotions. By this verse it is understood that different definitions were to be
known by Munis or Natyacaryas, so verses of Natyasastra were an authentic reference
for them. Immediately in next verse, Bharata gives definition of Nrtta Matrka which
gives clarity about combinations of expressions with movements and postures.

(Verse no. 4.31" and 4.32? ) Two Karanas make one Matrka. All Matrkas
in number of two, three, or four create different steps. By three Matrkas Kalapakam is
created, by four Matrrkas Anghara will be created, and by more than four Matrkas
Mandalakam is performed. Five is odd number so five Karanas will make up
Sanghataka which is not identified by Matrkas.

(Verse no. 4.343) 1 will tell usage of hands and legs, first one is
Talapuspaputam, second is Vartitam and then Valitoru. Further Bharata gives all the
names of 108 Karanas. These names became so important because this documentation
itself minimized the number of versions created in different schools in different
geographical conditions. We can identify various combinations in folk dances of
various regions but Shastra draws very fine line between folk and classical expression
of dance. Bharata has contributed to sharpen this line through the documentation by
following aesthetic sense connected with vital force in Human body.

(Verse no. 4.55%) 1 have told 108 names of Karanas. Contemporary to
Bharata there might be some confusion in versions of Karanas in operations so it
became needful to explain and document them in detail.

(Verse no. 4.57°) Acaryas should use these Karanas frequently according
to the plot of the Drama. Mostly left hand should be kept near chest while performing

Karanas. Here the word ‘mostly’ is used specifically to mention that sometimes the left
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hand is not kept near the chest and it is busy in performing Abhinaya Mudra. These type
of tips are always a part of daily referred guide.
(Verse no. 4.59' and 4.60?) in this verse while giving definition of Matrka,
Bharata has specified difference between Matrkas and Nrtta Matrkas. Bharata has also
given the definition of Arngasausthavam which is sometimes mistaken and there came
some bend in front in Tanjavur style. The reason behind these types of differences in
opinion is less knowledge of Sanskrit expression. KatiKarnasama is a rule identified
only in classical dance. Once it is not followed, a dance becomes outer i.e. Bahya.
(Verse no. 4.270% and 4.290%) Bharata has systematized group dance by
sorting out group formations in four types, those are Pindi, Srnkhalika, Latabandha and
Bhedyaka. Pindi is one character depicted by many dancers coming together with
different gestures. For e.g. Mahalaksmi is shown with many hands showing different
equipments at a time. Srnkhalika is nrtta that creates chain of different gestures one
after another. When hands are tied up together and a kind of net is created that is called
as Lata and Bhedyaka is a movement in which each dancer comes out of Synkhalika or
Pindi with different steps separately. Lata, Srnkhalika or Pindi is dismantled by
Bhedyaka. In the Nrrtta performance, in the beginning PindiBandha is shown. When
Pindibandha is changed to other formation, Srnkhalika is performed. In the middle of
the performance Lata Bandha is shown and at the end of the performance or in a long
performance Bhedyaka is performed. This pattern given by Bharata is also seen in some
folk dances in a group. For e.g. Folk dance from Chattisgadha or Gondi dance from
Madhya Pradesh. In classical performance, everything is more precise and aesthetically
rich. Bharata achieved status of Sastra to the text through precise instructions to
maintain aesthetic value of classical dance due to experimental nature of Indian classical
world. It was a right time to systematize all the rules to maintain status of the

performance. This is one of the evidences of the occurring need of the status of Sasrta.
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Bharata has given three types of basic units for making Pindi 13is Yantram
21d is Bhadrasanam and third is Siksa yoga. When many dancers together standing one
behind another depict some figure and a kind of movement is on-going, then it is called
as Yantram. For e.g. A goddess is sitting in Ratha, the chariot horses, wheels, weapons
and Catram is shown at a time and that chariot keeps moving on stage. When the Pindi
is frozen and no movement is shown then that is called as Bhadrasanam.

(Verse no. 4.291") Bharata promises to explain methods of creating poetry with
Chandas i.e. meters. This reference is to understand Bharatas way of introduction before
explaining some concept.

In fifth Adhyaya, Munis ask Bharata to explain Pirvaranga in detail.

(Verse no. 5.55%) Padabhaga means small parts of Pirvaranga.

By the word Kala, 7 types of Talas and. 3 Kalas are to be understood. When
one round of 7ala' is completed, that is called as Kala. Pravarta is rotation of
performances.

Before Natya, a performance is presented for preparation. It is called as
Piarvaranga. Pratyahdra, Avataranam, arambha, asravana, Vaktrapani, Parighattana,
Sanghotana, and Margasaritam these are the parts of Piarvaranga.

Piarvaranga Vidhi is elaborated by explaining its parts to establish a system
common for all. Characteristics of Pirvaranga are different from Nagya. Verses in fifth
Adhyaya are informative. Information available in practical life of dramatists was
systematically documented.

(Verse no. 7.6%) In 7" Adhyaya, Bharata has explained Bhavas as they are the
reason behind Natyotpatti. Bhava is transformed into Rasa through Natya with Vibhava
and Anubhava expressed. Bharata explains that Vibhava and Anubhdva both are famous
human life. They are dependent on nature of social communication. He says that to
avoid lengthy elaboration, he would not explain Vibhavas and Anubhavas. In 7.6

Vibhdava and Anubhdvas are said to be Lokaswabhdvasansiddha. They are dependent
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on the nature of social expressions common in day to day life. So Abhinaya is always
developed through social norms established in particular time span and locality. This
reference is a proof of social status of Drama. It also informs about importance of
entertainment in ancient society.

(Verse no. 7.7") Sthayi Bhavas are eight and Vyabhicari Bhavas are thirty
three. Eight are Sattvika Bhavas. From these Rasas are manifested. The meaning of
Bhava is expressed through heart, where Rasa is experienced. It is just like a dry wood
captured by fire immediately. Bhavas are in tuned with heart so they spread out and
experienced in human body.

(Verse no. 7.8%) Sthayi Bhavas have become leaders because of their
capacity to include other Bhavas. All the other Bhavas are dependent on Sthayi Bhavas
due to their very own characteristics. The example is given of a king or a Guru where
all become dependent. All types of Bhavas are included in Sthayi Bhavas>.

The ancient Indian nature of expressing emotions has prospered through the
culture established. Some expressions of emotions are intact for centuries and some
expressions are dependent on specific time. All the Vibhavas and Anubhavas are
dependent on Indian culture. While explaining Anubhavas, Vyabhicari Bhavas, and
Vibhavas, There exists an axiom of knowing Indian culture. Bharata has put system
amongst all the expressions of the emotions by analysing emotions through their
characteristics. This analysis has avoided confusion between emotions and shades of
emotions. Effects of emotions are also considered as important ingredient in the
expression and its presentation.

(Verse no. 7.8%) To explain Sthayibhava and its role, example of king or
Guru is given as work of king’s ministers and soldiers is pronounced by the name of

king. Sthayibhava is supported by Vibhava, Anubhava, and Vyabhicaribhava, then
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Sthayibhava gets transformed in particular Rasa. So Sthayibhava is most important
ingredient for Rasa, then gradually all the eight Sthayibhavas are explained with their
Vibavas and Anubhavas. 33 Vyabhicaribhavas are explained later on. Bharata has
achieved status of Sastrakara due to this deep analysis of Rasa and Bhava relationship.
Bharata has found out the inbuilt system operating in Natyam of transforming Bhava
into Rasa. Realisation of Rasotpatti gives clarity to Natyaprayokta i.e. one who makes
drama, Nata. These deep insights about Rasa Pravrrtti i.e. Creation of Rasa, have given
status of Paricamaveda to Natyasastra. The time span in which Natyasdastras topics are
discussed is the time of great performances, dramas, and patronage to performing arts
in temples. Some rules and regulations were well established in society about Natya and
it was developed to the extent that people were capable of analysing purpose of Natya.
This well-developed society deeply rooted in devotion and vibrant due to experience of
Sriigara Rasa had supported and given strong platform to Bharata to refer Sargraha,
Anuvansah Sloka and traditional coatings to write down a book for guidance for the
related field. Rasanispatti had given too much of importance due to creative and
expressive life in common. As rightly stated by Kalidasa Natyam was not only
Manoranjana i.e. Entertainment but also Samaradhan i.e. Conciliation for all types of
people in society.

In this time period Greek drama had developed towards tragedy because of
giving too much importance to Manoranjana while in Bharatavarsa, Natya has
developed towards Samaradhanam i.e. Sadhana towards Moksa. All the non-
materialistic values had got great influence on Nafyam and social life of audience and
Natas. So every now and then Bharata has given reason behind good performance is
Parlaukika which talks about Sivaloka, Swarloka and Moksa.

(Verse no. 13.34") Here in this verse Bharata has given the reference of gods
(Divyas or Manusya Loka) by taking for granted that audience and Natas have common
experience about Deva from Diva or heaven and Manusa Loka is different from Devioka.
Concept of Lokds is seen vivid amongst Natas as if it was a common phenomenon for
all. Even it is instructed that one should not show Animisatvam of gods (i.e. Devas do
not shut their eyes any of the time) should not be shown on stage because Abhinaya is

always performed according to human behaviour.
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Bharata concludes with an opinion that Bhdva and Rasa both are dependent
on one’s Drsti (eye movement and expressions through eyes.)

(Verse no. 13.37') in this verse Bharata has given orders of performance
and their characteristics. Those are called as Pravrtti. These are four; Avanti, Dksinattya,
Pancali and Oundramagadhi. In different regions dressing styles, language and
behavioural patterns are different Vr#tis and these Vrttis are projected by four Pravrttis.
Four Pravrttis will express four Vrttis i.e. styles; Bharati, Sattvati, Kousiki and arabhatt
Pravrttis create Natyam to depict Vrttis. Daksinatya Pravrtti will show Kousiki Vrtti.
Pancalr will show Sattvati and arabhati Vrrtti. Avanti Pravrtti will show Sattvati and
Kousiki will show Oundramagadhi Pravyrtti. This relation between Pravrtti and Vrytti
is instructed by assuming different nature of different people from one and the same
culture.

(Verse no. 13.40%, 13.433, 13.50* and 13.55°) Here in this verse Bharata
states that Pravrttis are traditional in different regions and Vrttis are of characters and
one should select those characters in particular Vr#ti and show them through traditional
Pravptti which already exists. For example; wherever Pancali Pravrtti is well
established, there characters should be in Sattvati and arabhati Vrtti. In Himalayas and
beyond Doab region Pancali Pravrtti is established, there Sattvati and arabhati Vrtti
will be in characters which is with less songs and fast aggressive movements. Bharata
had to document these orders for the guidance of performers as some behavioural traits
might disturb the order and have effect on Rasa.

(Verse no. 13.58°) In this verse it is stated that Pravrttis are executed in two

types. One is Sukumara and another is aviddha. Aviddha style includes loud Arngaharas
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with Prahdaras (hitting actions), Yuddha (battle), Indrajala (magic) and Pustanepathya
(big sets of cardboards). In this type of performance there are male characters. Female
characters are very less. Sattvati and arabhati Vrttis are followed. This loud nature of
drama is called as aviddham. From Dasarupakas Dima, Samvakara, Vyayoga and
lhamrga Natakas are included in aviddha, Bharata listed these facts to avoid confusion
might be noticed in the field of performance at the time.

(Verse no. 13.60") In all the @viddha dramas characters are performed by
Uddhata Purusah i.e. arrogant men like Daitya, Danav, and Raksasah.

When the performance is presented by Manavas which includes Prakaran,
Arnkanatakam, Bhana, and Vithyankam.It is called as Sukumara Prayoga. Bharata has
given this division according to Lokswabhava (nature of local people). In modern days
Mohiniatam can give glimpses of Sukumara Prayoga. Chau dance in modern days
includes Pustanepathya and Prahara Yuddha is an example of aviddha Prayoga.

(Verse no. 13.632) by these instructions one may understand the important
role of Natyasastra in the performing world. The documentation of nature of Natya was
so important that Natykarta could find out style of his performance according to region
and its impact on stage. Satriya dance in Orissa is of Sattvati Vrtti, which
includes aviddha Angaharas with Utspandhita Cari, askandhita Padah and Janitacari.

(Verse no. 13.68%) in this verse Bharata has related age with dressing,
dressing with movement and movement with text or song and song with the Abhinaya.
When these all are tuned together then performance may get the essence of
Samaradhanam. Bharata has defined on stage behaviour, which has maintained
aesthetic value of classical drama. All these explanations are referred repeatedly before
10" Century. It was a time in 10" Century that Abhinava Gupta had to write
commentary and explain Bharata’s expectations about drama.

(Verse no. 13.69%) Nature of drama is divided into various types by Bharata.

1% is Lokadharmi and another is Natyadharmi. In Lokadharmi drama people’s casual
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behaviour in daily life is followed as it is on stage without presenting any type of
Angalila. In contrast to Lokadharmi Natyadharmi includes Lilangahara Abhinaya i.e.
acting including beautiful movements of Anigaharas. Swaralankara and Sattvika Bhava.

As in practical a painting of dried tree is enjoyed and appreciated happily
than actual a type of tree in front. Thus behaviour in true life may not be enjoyed some
times which is enjoyed by Natyadharmi performance on stage. Bharata knows this
essence of enjoyment and entertainment and sticks to the point while writing about
Dharmi in Trayodasadhyaya. In classical performance, this Dharmi became important.
Good combination of Lokadharmi and Natyadharmi could create impressive
presentations on stage.

(Verse no. 13.74 ') after explaining Dharmi, Bharata has elaborated
Natyadharmi for a performance of famous characters with great influence in society, on
stage. In Natyam famous character might not be impressive if Natvadharmi Abhinaya
is not followed, for e.g. Bhima enacted in drama with Nagyadharmi Prayoga becomes
impressive killing Dusydsanah and enacted in Lokadharmi in casual stance may not be
appreciable.

Bharata has guided through this Adhyaya for maintaining impressive style
of Natyaprayoga helping regularly to decide and identify hairline difference between
Lokadharmi and Natyadharmi.

(Verse no. 13.79?) In this verse Bharata has explained appearance on stage
carved with different Nrtya steps for e.g. Gajakriditam. It is more enjoyable than
original acting or copying of elephant. In Kathakali performance Rama in green colour
on stage with heavy dress up looks impressive. Dharmi attracts audience to learn from
the character more than an individual in real life.

(Verse no. 13.80°, 13.84%) Natural emotions of each character are presented

by meaning full Abhinaya. When Abhinaya is decorated with movements following
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aesthetic sense then this Abhinaya becomes Natyadharmi. For e.g. When Saraswati is
built up in character on stage with her Aharyabhinaya, facial expressions, walking style
and Sattvikabhinaya. A sheer appearance of Devi creates awesome reactions amongst
audience with the sense of respect achieved by Natydharmi Abhinaya. So rightly 13
Adhyaya is named as Dharmavyanjakah by Bharata. In this Adhyaya all the information
about Angabhinaya is completed and Bharata turns toward Vacikabhinaya. This inbuilt
pattern gives hint that Natyasastra was in hand guide for all the masters and Natas
performing onstage.

(Verse no. 14.2") In this verse, importance of language in Nazya is explained
by giving example of human body. As Nrtta is considered hair of Natya body i.e.
Natyakesah. Language is considered as whole body of Nagya. So it is clear that Natya
may not be complete without language i.e. Pathyam. Pathyam is in two languages.
Sanskrit as well as Prakrta.

(Verse no. 14.32) all the Sastras have their real form through language;
practically it is a literature which elaborates Sastras. Nothing could be made up beyond
language. Language in itself is a tool of any manifestation. Nama, akhyata, Nipata,
Upasarga, Samasa, Sandhi, Vacana, and Vibhakti all these are units of Vacikabhinaya.

Bharata has given definition of language and Véacikabhinaya. He has given
the hint about efforts to be taken. Languages used in Natya were Sanskrit and Prakrta.In
later centuries, Sanskrit remained in the limit of verses, Padyabhdga. In Bharata’s
contemporary Natyam, Natas spoke in Sanskrit. All the versions of classical dance had
impact of Sanskrit language. Classical dance considered as hair of Natya which
enhanced beauty of Natya. Each type of Abhinaya though it be Satvika, language played
important role in performance occasionally given grammatical explanations in
Natyasastra inform the common utility of Sanskrit language as Natyasdastra was
operating like in hand guide. The references of grammatical explanations are discussed
in4.1.

(Verse no. 16.1713)In Sodasodhyaya Bharata has discussed characteristics

of Kavya. These characteristics, projections and methods of adorning, make Kavya
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interesting, enjoyable, and capable of giving experience of Rasa. Ideal Kavya is meant
for Natyaprastuti. Natya may not be presentable without good literature. Bharata has
given all the characteristics and guided for making good and popular Kavya, interesting
for all. The need of listing out these characteristics shows that there were many types in
literature. Though the main plot of drama was derived from Ramayana or Mahabharata
and Puranas, it was important to decide standards of literature and its onstage
dramatization. So Bharata created Adhyaya named Kavyalaksana, 16" Adhyaya.

(Verse no. 17.1") Here with reference of 16™ Adhyaya, Bharata has stated
that he has given guideline on Sanskrit language usage. Now he would discuss about
Prakrit language usage in Natya. The importance given to Sanskrit language is carried
on for Prakrit language also. It shows multilingual nature of society in Bharatavarsa in
ancient times. He has stated further that only if Sanskara on pronunciation is removed
then it is possible to get Prakrit languages in various forms. He gave three forms of
Prakrit language those are Samana Sabda same word, Vibhrasta i.e.Corrupted word
and Desigata i.e. A word changed according to region. This analysis of Prakrit language
has proven that Natas were well-versed in Sanskrit and Prakrit both.

(Verse no. 17.18?) In this verse Bharata has concluded by stating that till
now all the independent Varnas are explained behaviourally and now Sanyuktavarnds
are to be explained. To explain impact of Prakrta on Sanyuktavarnds in Sanskrit,
Bharata needed separate Adhyaya. To explain characteristics of Prakrit language and
its derivation from Sanskrit, he gave examples in following verses. Bharata expected
from Natya Prayoktd an understanding of regional differences of language and
following them to not to disconnect rapport between audience and performers. If Natas
know the regional impact on language, they might follow regional pronunciation and
make the drama popular. This perspective of creating Adhyaya for the topic, reflects the
travelling nature of dramatists. Natas travelled all over Bharatavarsa as a drama
company and performed in various territories without any hardship. All the references
of the plot of the drama were dependent. They were same for whole of Bharatavarsa

due to unanimity of the culture.
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(Verse no. 17.21") In this verse Bharata has stated behaviour of Prakrit
pronunciation. Which Varnas are converted into which are discussed. The version of
Tubhyam has become Tujhyam also survives today in Marathi language. References of
this linguistic changes are identified today also. Bharata made instructions out of the
behaviour and made Natas capable of performing drama in any which part of
Bharatavarsa. The linguistic authenticity of this instructions proves that Natyasastra
remained in hand guide for Natas for more than seven centuries. When the connection
between Sanskrit usage and common man was broken the time came where all other
Prakarana Granthas of Natyasastra were created. Abhinava Gupta himself has
presented many examples of forgotten techniques and differences of opinions in his
commentary. Researcher here is only concerned with the time of Natyasastra and its
impact.

(Verse no. 17.25?) in this verse any Varna changed to mix pronunciation as
Brahma becomes Bramha. Brhaspati becomes Bharspati. Yaksa becomes Jakkha.
Yajnya becomes Janna and Varna ‘Ka’ should be kept without combining it with any
other Varpa with clear pronunciation. Thus Prakrta and Sanskrit Pathyam is followed.
These linguistic rules are documented and expected to be followed with good
understanding. Bharata has highlighted changing nature of Prakrta language and
documented the list of changes from Sanskrit to Prakrta. For guidance of performers in
coming centuries. Obviously this was in hand guide for Natas while working in the field
of Natya.

(Verse no. 17.26%) After explaining use of Sanskrit and Prakrta in Natya,
Bharata explains Desabhasa usage in Naogya. Bharata explains Desabhdsa usage in
Dasarapaka. Here Desabhdsa is divided into four types i.e. Atibhasa, aryabhdsa,
Jatibhasa and Yogyaantari Bhasa.Atibhdsa. Bhasa is for Devas, aryabhasa is for kings,
Jatibhasa is for common people in Bharatvarsa and Yogyantari Bhasa is for domestic

and wild animals or language of all birds. Thus languages are expected for Natyadharmi.
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These observations about languages and their usage in Natyam are documented for
guidance of standardized Prayoga.

(Verse no. 17.112") While explaining Pathyalankara six types are given i.e.
Ucca in Taraswara, Dipta is Taraswara but used in Krodha or velour. Mandra means
a sound from chest used in difficult times like fainting, injury, and secret discussion.
Nica means from the chest but Mandratah. It is used in irritating situation, in some
disease and in pale situations. Drtam is from throat, speedily used in fear, fever, and
cool atmosphere due to irritation. Vilambita is from throat which is Tanumandra, used
in Karuna and Srungdra Rasa in worry and in chronic disease. All six Alasnkdras of
Pathyam are documented for guidance in Sanskrit or Prakrta Pathyas. All these types
of dialogue deliveries might have been popular in contemporary performances
Bharatavarsa. Bharata identified the need of documentation of traditional Slokas from
Sangrah. Bharata gives Sangrah, Karika and Niruktam topic wise to make the text more
authentic. Traditional Slokas are called as anuvansah Slokah, (from Sangrah Karikas
by previous Acaryas).

(Verse no. 17.1152) Here in this verse Ucca, Dipta,Drta and Kaku
Pathyalankaras are explained by stating situations for use.

(Verse no. 17.1303) After explaining Pathyalankaras with their usage,
Kakus are executed by combinations of Ucca, Dipta, and Mandra with Nica, Druta, and
Vilambita. And then six Angas are explained. Those are Vicceda, Arpana, Visarga,
Anubandha, Dipana, and Prasaman. Vicceda is a small pause. Arpana is sweet voice
influencing atmosphere. Visarga is making some statement. Anubandha means small
breathing or pause between two words. Dipana means increasing Swara with three
levels. Prasamana is Swaras with high pitch dissolved by descending order.

Thus six Kaku Angas are important in Rasagata Prayoga. Bharata has

documented these Arigas which are not only given for guidance but also for new learners.
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After explaining these Arnga’s usage according to Rasas, Bharata explains Virama i.e.
Pause and its importance.

(Verse no. 17.132") In this statement, it is specified that Virama or pause is
taken after completing the intention of statement or meaning of the statement and not
because of end of the metre. Generally, pause is taken according to metre but in Natya
when Pathya is to be very effective, one should take pause to convey the meaning and
not by the metre. This instruction is important lingual link discussed in 4.2 to understand
the type of rich dialogue delivery in Natya as Bharata clearly states that pause is a
meaningful substance. In Natya, pause speaks more than words if importance is to
Rasanisapatti. Due to these instructions, 17"A4dhydya has become important for
Natyaprayoktad. (Director)

(Verse no. 18.1?) In this verse, Bharata has announced that he would explain
names of Dasaripakas and their operations in the performance. Here Dasaripaka
might be a common concept taken for granted amongst Natas and Natyaprayokta.

(Verse no. 18.4°%) In this verse four Vrttis, Kousiki, arabhatt, Sattvati and
Bharati are explained as Matrkas of all the Kavyas. From these all Vyttis, Prayoga has
created Vrtti. Dasarupakas are born from Matrkas.

(Verse no. 18.13%) In this verse, Bharata has explained a way of reading
Nataka, rich and appreciable. He says it happens by Binduvistarat by elaborating Bindu.
Binduvistara is a concept where some incident is taken as a starting point and it is in the
reference till the end of Natakam.

(Verse no. 18.19%) This verse is Praksipta. Definition of Arnka is explained
as an exit of all the character on stage. Arikas may be in number 10 or 15. This verse
doesn’t explain real nature of Arka. It gives a hint that the point of exit is the end of
Arka. It doesn’t happen in many Natakas. Sometimes in spite of the exit, it is not an end

of an Anka but a change of a scene.
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(Verse no. 18.20") In this verse, what should be Pratyaksam i.e. On the stage
in Aska, is stated. Here Krodha, Prasada, Soka, Sapotsargah, provoking or running
away, possibility of Adbhuta Darsana and so on are instructed as to be enacted on stage.
Whatever is listed in Pratyaksaja is related to some famous character and known story
with sequential effective happenings.Bharata saw the need of these instructions to avoid
irritating presentations on stage.

(Verse no. 18.21?) In this verse happenings in one day are to be shown in
Anka and Anka should be in line of Arthabija. Thus Bharata has given many hints about
Anka where common norms might be identified which are popular amongst
Natyacaryas. Bharata has explained Natakam through various hints and expectations.

(Verse no. 18.25%) Verse number 18.24 is Praksipta and states that many
happenings should not take place in one Arka. It is clearly explained that one should
understand time of the day with Ksana, ayama and Muhiirta and all should be divided
without leaving a single. Why Bharata has given too much importance to time
management is that many a times Arkas are uneven by their happenings and length.
Natakam cannot take place without Anka but unevenness in Arkas might create
Rasabhanga, which has been taken care by Bharata in his guidelines. These guidelines
are useful for many centuries though performing arts has situational impact on it.
Researcher has referred this Praksipta Sloka as a reference to map the need of
systematic guidance in the field of Natya.

(Verse no. 18.26%) In Arka post sunset happenings not fit with other scenes
are to be performed in Pravesakas by Ankacceda i.e. cutting of Arka in between for
another small scene. Bharata has balanced speed of Natakam by providing Pravesaka
as a part of Nataka. As Bharata has suggested Pravesaka, This might be a need of
systematization of Nataka. When various performances in various temples took place

at a time.
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(Verse no. 18.27") This verse is Praksipta. If someone is travelling to nearby
place in urgency, it should be shown in short through Ankacceda and Pravesaka. This
verse is referred to understand Bharata’s perception towards time management in
Natakam.

(Verse no. 18.282) In this verse, Arika and Pravesaka both are differentiated.
In Anka Nayaka (play) of the play appears while and when all the dependents and their
stories will make up Pravesaka. Parijanas will have some dialogue in Pravesaka for
the progress of the plot of the story. This segregation has proven to be a cause of
Rasapariposa in Natakam. It must have been difficult to progress in the story many a
times due to too many happenings at a time. When Nataka is stuck up in some situations
without progress a small interactions amongst servants may help to avoid some scenes
and to get further hints. Pravesaka is possible to be identified in today’s films also.

(Verse no. 18.29%)This verse is inserted later on as suddenly it has started
explaining about Prakarana that there should be ten Ankas in Prakarana Natakam.
Researcher has referred this Sloka to specify the importance of Bharata’s practical tips
documented to assure high standards of Natakas.

(Verse no. 18.314) Here in this verse where to perform Ankacced is
explained. By cutting of Arka, one can show one month or one year but it should not be
beyond one year. This reference states the need of restrictions on presentations.

(Verse no. 18.33%) This is an important reference where Bharata has guided
to use Pravesaka as an instrument to save time by giving information about story.
Parijanas discuss about some happenings supporting main plot. This Pravesaka is
recommended to be in two Arkas. Bharata has made Pravesaka an instrument of good
direction. It has added value to aesthetic sense of onstage performance. One cannot

imagine any Nataka without Pravesaka though the characters and story is famous and
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known before in Nataka. To catch hold of audience Pravesaka has always proven to be
curiosity evoking and maintaining the flow of story.

(Verse no. 18.35") When time changes in story or some extraordinary has
happened, Pravesaka might create suspense about the story, or if it gives some meaning,
it might give many meanings at a time. This given guideline is an essence of Bharata’s
sense of responsibility towards aesthetics in making or deriving principals to follow
further more centuries of him.

(Verse no. 18.382) In this verse; war, loss of kingship, death, and
confinement of city are listed as not to be shown on stage in Arika and they are explained
through dialogues in Pravesaka. Happenings which are impossible to present on stage
and might lead to Rasabhanga are said not to be shown. By the word, ‘Na Samvidheyani’
Bharata has put obligations to Natyacaryas who might have tried to show these things
on stage.

(Verse no. 18.39% and 18.40*) The meaning of both these verses form
sequentially one statement, where in passive voice, it is suggested that what
Natyatatvajnya should follow. It is suggested that one should characterize famous and
successful hero according to Rasa in Anka, Pravesaka, or Nataka. One should not show
assassination, Sandhi, capture or Migration on stage. Bharata tends to suggest these
points for Rasapariposa, it is predictable that there might be some contrast behaviour
in drama which was to be set in the limit. Though this instruction is followed for many
centuries Kicakavadha, Dussasanavadha by Bhima and Pitanavadha is shown through
Natyadharmi Abhinaya on stage. If there are exceptions about any rule then there might
be contradictions exist. For e.g. In DusSdasanavadha Bibhatsa Rasa is nourished
gradually as Bhima turns out to be wild and drinks blood from Dussasana’s oozing
chest. In verse 18.40 it is explained by the word Yatharasam i.e. As per Rasa.
Instructions given in most of the Slokas prove that text of Natyasdstra had become a

needful manual to follow due to extraordinary performances. In the competition of
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showing extraordinary acts on stage, dramatists must have crossed the line of Sistacara
i.e. Social norms.

Depicting things clearly on stage had not been considered very intelligent
but in right direction by the help of Sandhi and Pravesaka Natyakarta might be more
impressive by avoiding some incidences on stage.

(Verse no. 18.44") In this verse Bharata says that he has explained and
announced characteristics of Nafakam in compact words methodologically and now he
would explain Prakarana according to characteristics.

(Verse no. 18.46) In this verse Bharata has given characteristics of
Prakarana Nataka that is a Kavya which is not created by Rusis, but by a common
person. A literature with extra ordinary characteristics, the plot of the story is developed.

When Bharata had given these types of instructions Dasaripakas were well
established and popular amongst all types of audiences. The division of all these
Riipakas came to hair line difference. Bharata had to define them again practically to
divide them not by hair line but with clear evidences. The division of Dasaripakas had
become very important to maintain the aesthetic sense of drama and even to get benefits
out of social impressions of Dasariipakas. It is considered in Indian ancient schools of
thought that Samasti means society has its own mind operating through with certain
impressions created by its instruments of entertainment.

(Verse no. 18.49%) Here Prakarana is defined as depiction of story related
to common man and not about ideal hero, biography of any noble character or any
kingship. Stories of common man are used for Rasaswada through Prakarana which
gave confidence to Bahyajana i.e. People out of influential circle in the society.

(Verse no. 18.54%) this is a reference where Viskambhaka is compared with
Pravesaka in Nataka. Viskambhaka takes place in Prakarana and performed by
Madhyama Purusa i.e. a character which has medium status in society and not by
servants around noble characters. Viskambhaka is performed in Sanskrit and gives

important hints about happenings in Prakarana. When Viskambhaka is compared with
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Pravesaka, it is a clear hint of establishment of Dasariipakas in common audience. As
it is discussed before, when Bharata started Sastravidhanam, Dasariipaka was very
common and established part of performances in routine.

(Verse mno. 18.55 ') Bharata has also explained Suddha and
Sankirnaviskambhaka. One which is Suddha means pure with medium characters. In
Sankirna, it is combined with Nica and Madhyama characters both.

Thus, Viskambhakavidhana gives us good information about reasons
behind the need of creating Sdstra in the field of performing arts.

(Verse no. 18.59% and 18.60%) After Viskambhaka, Bharata gives definition
of Natika. Natika includes king, queen and there messengers with all the servants. In
previous verse Natika is said to be Bahunrttagitapathya i.e. includes lot of Nrtta and
Gita and dialogues. When Bharata talks about language. It is unavoidably Sanskrit
which shows how Sanskrit was considered well known.

(Verse no. 18.63%) In this verse Samavakara a type of Dasaripakas is
explained to be in three acts. The plot of the Samavakara drama is based on Devasura
story and hero of the drama is famous character. All happenings in this plot are for three
times. Some treachery is for three times. Some unrest is for three times and romantic
scenes are also for three times. Bharata has stated this decision by observing that
happenings more than three times may create Rasabhanga so these ups and downs of
emotions are to be controlled by giving numbers for planning. Bharata was keen to limit
this type of Purana dramatization as there was no end to Devasura Sangrama and
tension on stage may cause some negative impact on audience. So Bharata gave
recommendation through the frame of Sastra as it was to be followed by all the learned
performers.

(Verse no. 18.64°) In this verse also Bharata has given time limit that is 18

Nadikas for performing Samavakara.
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(Verse no. 18.65") In this verse Arika is stated to be performed within 12
Nadikas. Anka was to be included Prahasana, Vidrava i.e. Unrest, Kapata i.e.
Treachery, Vithika i.e. Happenings on the street This recommendations have given
guideline to dramatists where these unlimited happenings of Devasurvivada could be
presented, performed, and marked as a drama on stage.

(Verse no. 18.66) Second act of Samavakara is stated to be of four Nadikas
and third act should be of concluding story completed within two Nadikas. This verse
shows that standardising performances regarding Devasurasangrama, was a need of a
time to protect the purpose of Yasa through drama. If drama is not for Yasa i.e. Success
and only for enjoyment then it should be proven to be Asastriya. This line between
Sastriya and Asastriya was darkened by Bharata through definitions made available for
dramatists. These are the proofs of the need of achieving status of Sastra to the rules
and protocols followed in the field of performance.

We also get the hints about social life in Bharata’s time where life without
Natya was unimaginable. Performance had become inevitable part of social life where
the frame of Sastra was even more unavoidable for Sastrakaras.

(Verse no. 18.67°) In this verse Nadi is told as a measurement of time which

is half of one Muhirta and this Pramana should be followed in acts as per
recommendation. Here Bharata has used ff&ferg@T by the meaning of should and this

shows the compulsion for the rules stated in this verse.

(Verse no. 18.68%) In the big water pot small copper cup is kept with small
hole and gradually a cup is filled up with water and sinks down to the bottom. This was
a measurement process of Muhiirta and Bharata has stated it to follow sequentially.
Bharata doesn’t even forget to use the word Sastrokta to make it more precise. This is
a clear hint to know how recommendations of Sastra were needful in the field of

performance.
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(Verse no. 18.70") Three types of unrest or apatti is stated in this verse. War,
Jalasamplava i.e. Flood, Vayusambhrama i.e. Cyclone, Agnisambhrama i.e. Fire
disaster, Gajendrasambhrama i.e. Elephant loses its control and creates some disaster
and Nagaroparodhajo i.e. Countrymen are against king and create some revolt or
disaster. These three types of unrests are recommended and said to be effective on stage.
In today’s movies also these types of disasters are dramatized to build up the plot of the
story. This shows that all the spontaneous and natural needs of drama were included in
the frame of Sastra. This might be derived that Bharata had revised well established
protocols as rules to be followed.

(Verse no. 18.71%) Same as a Vidrava, Kapata is also recommended in three
types counted as Daivavasa, Paraprayukta, and Sukhadukhotpattikrta. Daivavasa i.e.
Due to destiny, Paraprayukta, i.e. Applied by bad people and a Sukhdukhotpattikrta i.e.
created through some joy or misery.

(Verse no. 18.76) In this verse, Bharata has recommended Uspika and
Gayatri type of soft Vruttas to be used in Samavakara. These Vrttas are with twist to
which he calls Bandhakutila. So for poets also Bharata has given a frame of Sastra. This
verse is a proof of Bharata’s venture to standardize the field of performance as well as
related literature.

(Verse no. 18.84%) In this verse, Bharata has stated how Dima has to be
performed when the plot of the story is already known and famous. Nayaka is Udatta
and famous and six Rasas are followed in four acts. In all the Dasriapakas, Dima is a
type of Drama where a famous ancient character which already dwells in the minds of
people is depicted in aesthetically rich manner. In following verses, Bharata has even
recommended Vrttis like arabhati and Satvati. When Vritis are recommended, the basic
nature or Swabhava is recommended or prescribed. Whole of performing art’s field
developed later on, in a prescribed manner. Which enriched culture of Bharatavarsa in

ancient times. In current classical performances, when these prescriptions are not
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followed a threat of Rasabhanga is always exists in large. Classical dance or singing
didn’t remain a part of day to day life of common man is an effect of breaking the
protocols recommended in Natyasastra by Bharata.

(Verse no. 19.138") In 19 Adhyaya a part of drama, ‘Sandhi’ is explained.
The progress of plot of the story is developed through various Sandhis. These types of
Sandhis are five.

(Verse no. 19.1422) in this verse Bharata has stated that Naraka is a
reflection of society. Things which are common through Sukha and Duhkha in society
are depicted in Nataka.

(Verse no. 19.143%) To define Natya, Bharata states clearly that there exists
no knowledge, not an art or not a school of thoughts if not presented in drama. Evry part
of human life was enriched by Natya. Natya had become a casual and common
experience for the society. This verse is an example of a style followed by Bharata to
standardize and stabilize Natya in its effective form.

(Verse no. 19.144%) Thus the basic nature of life in this world at various
stages is depicted in Nagya through Angabhinaya etc. So it is called as Natya. Here the
definition of Natya is completed and it was accepted and incorporated with the purpose
of Natya.

(Verse no. 19.145%) Gods, knowledgeable sages, and brave kings, life of all
these dominant characters from Purana is shown in Nataka as how their life has been.
Bharata calls it Purvavruttam so might be said that drama or Natya was history brought
to life. Definition of Nafya by this way has taken complete form to survive for centuries

in the field of Sastra.
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(Verse no. 20.12") In 20" Adhyaya Bharata has stated creation of Vrttis
named as Vretivikalpah. While fighting with Madhukaitabha, Visnu challenged those
Asuras with loud demonstration of power where facial expressions were clear without
any confusion so Satvati Vrtti was created. Bharata has given this verse to explain how
Satvati Vrtti was created. Bharata has connected definitions with Visnu and got
authenticity to the record to be maintained in future. These references have given limit
to Vrtti by specifying its Swabhava.

(Verse no. 20.13%) When Vispu performed various Angaharas and tide
Sikhdpds’a, then Kousiki Vrtti was created. Kousiki Vrtti was with various Angaharas
and loud beautiful movements. The verse has given basic nature of Kousiki. Bharata has
given oldest reference to Vrtti from Puranas to prove that Sastra of Natya had ancient
and rich background.

(Verse no. 20.14%) Bharata has given origin of arabhati Vrtti which is from
different Caris for battles. When fight becomes beautiful and attractive, arabhati Vyritt
is identified. By this reference all the Caris are meant to be used for Niyuddha Krama.

(Verse no. 20.174%) All the Devas praised Visnu when Madhu and Kaitabha
both were killed with beautiful Niyuddha Krama. This was made up of Caris and Caris
were observed by all the Devas.

(Verse no. 20.18°) In this verse devas announced Visnu's beautiful
Niyuddha Krama as Nyaya. All the Nyayas were used for Sastra Moksa and Niyuddha.
Thus Bharata has mentioned Nrtta and Nrttya as creation of Visnu for the use of whole
world. In ancient times this was a common practice to connect every act with Mahavisnu
or Siva. These concepts did not remain abstract for the people in Bharatavarsa. In

Paniniyan grammar also Sivasutrajalam is referred to be created by Siva being authentic.
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(Verse no. 20.44') Four types of Satvati Vrttis are given in this verse
Uthapaka one which provoks fight, Parivartaka where different meanings are derived
when words are with double meaning. San/lapaka where insulting words used before
Niyuddha and Sanghdatyaka where conspiracy is made up to divide and fight. Bharata
has explained types of Sattvati to systematized Niyuddha on stage.

(Verse no. 20.522) In this verse, Bharata states that he is open to give
characteristics of Kousiki Vrttr as he has finished defining Sattvati Vrtti. Bharata has
always given conclusions and introduction to fulfil requirements of Visaya in creation
of Sastra.

(Verse no. 20.53%) While explaining characteristics of Kousiki Vrtti, Bharata
has called it colourful with lot of Nrtta and Gita to refresh Srﬁgdm, its execution. He
has also mentioned that this Vrti includes important role of woman character.

(Verse no. 20.55%) In this verse characteristics of Kausiki tvrtti are given.
This vrtti includes versatile presentation of language expertise. It has all the emotions
like happiness, sorrow, anger, and romance with loud and attractive manner. Bharata
has restricted Kausiki Vrtti for amusement, enjoyment, and appreciation to experience
Srigara Rasa. By the view of Sastrakara definitions and all the fine lines of
differentiation should be clear to achieve effective Natya.

(Verse no. 20.63°) In this verse Bharata is announcing completion of the
explanation of Kousiki Vrtti and starts explanation of arabhati. Bharata has bifurcated
all the Vrttis to define their nature in Nafya to systematize performing arts. In the
beginning itself Bharata has announced Arabhati as Uddhata Rasa means all the
aggressive Rasas from Navarasas are selectively presented in arabhati Vrtti. He has
explained in verse number 20.64 that arabhati has different conspiracies, cunningness,

treachery, lying and arrogance due to ego.
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(Verse no. 20.65') Bharata has stated that collapse of big sets, loud jumps,
sharp hitting, some magical happenings, and heavy battles are always shown in arabhati
Vrtti. Bharata has named and specified a loud nature of arabhati by considering
avoidance of Rasa Bhanga. If all the Vrttis are not separated, it may happen that some
characteristics are disturbing Rasa Pariposa and situational grasping of Natya. Natya
has achieved its glory through this clear bifurcation documented.

(Verse no. 20.73%) While explaining Sattvati Vrtti, Bharata has specified
Kousiki again to highlight the difference. Kousiki includes Hasya and Srigara i.e.
Romance but Sattvati involves Vira and Adbhuta i.e. Courage, vigour and surprise. This
Rasa Samasraya has considered very important by Bharata to systematically protect
Natya from inappropriate and harmful acts on stage.

(Verse no. 20.74%) Bharata explains Bharatt Vrtti and specifies dominance
of Rasas in Bharati Vrtti. Those are Bibhatsa and Karuna i.e. Disgust and compassion.
Same like other Vrttis, one dominant Rasa like Roudra and Bhayanaka i.e. Anger and
fear, play important role in arabhati Vrtti. This division of Rasas with various Vrttis has
become strong foundation of Natyasastra.

(Verse no. 20.75 ) Bharata has defined all the Vretis with their
characteristics to specify in practical performance. Nafya cannot occur from one single
rasa. It is an appreciable combination of different Rasas at a time to bind Bhavas
implacably with different JVr#tis and Pravrttis all together in the purpose of
Samaradhana. To highlight this thought or underline the concept, verse 20.75 has been
inserted later on. It has done nothing but repeated the thought presented in previous

VErSES.
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(Verse no. 20.77") Bharata has stated Abhinaya according to Vrttis and it is
in three types Vacika i.e. Language, angika i.e.Body language and Sattvika i.e.
Emotional expressions. Further he announces to explain aharya Abhinaya i.e. on stage
sets and dress up of actor. This division of Abhinaya has helped to make it more
meaningful reachable and spontaneous. When some creation has bloomed from a solid
platform, it is beneficial for self and society both. Without systematizing Abhinaya it
may remain only for entertainment and amusement. This states that Natya without frame
of Sastra has potential to harm the real life. For example; Greek dramatists started
enjoying misery through tragedy in drama. Bharata’s perception is vivid through this
analysis and division of Abhinaya.

(Verse no. 21.77%) Here a dress up is called as Arga Racana including
makeup. By the word Tatvatah Bharata has emphasized importance of Sdstra or school
of knowledge. By the word Kartavya Bharata has highlighted the expectations
unavoidable for effective performance. In this verse Bharata has promised to define
dress up of male characters in Natya.

(Verse no. 21.83%) In Aharya Abhinaya Bharata has given importance to
colours on face and dress up. He stats that red and yellow colours mixed together will
give Gaura Varna i.e. Saffron colour. He has mentioned basic colours, mixture of two
colours and other Upavarnas i.e. Mixtures of various basic colours. This colour
recommendation or division has provided hint of cultural influence on drama and
characters in it. Colours are not to be used by one’s own choice but by expected mood
to be created. This urge to give solid base to aharya Abhinaya a reason behind
documentation.

(Verse no. 21.84%) Bharata has given information about Upavarnas, many

in number. Dominant colour’s quantity in the combination is of one part. A mixture of
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same quantity has dominant colour as one part. Bharata has given this information as a
guideline to get perfect shade of the face colours.

(Verse no. 21.85") One should not mix up blue colour to achieve dominance
of all other colours. Bharata has given this suggestion by knowing behaviour of blue
colour. Blue colour brings minute difference in shades. So he recommends four parts of
different colours with one part of blue. This information proves Natyasastra operating
as a regular guide.

(Verse no. 21.862 and 21.87%) By these two verses Bharata has given
guideline for combinations of various colours and stated it by the word ‘Kuryat’, the
importance of colouring the faces. One should not have his own face or personality on
stage. It should be wiped out by colouring according to the character to be played. This
approach of Natyasastra is most important for Rasanispatti as Nata should merge
himself with the character given to act on. This characteristic is followed in Kudiattam,
Kathakali, Chau dance, and Yaksa Ganam in modern days also. Other classical dances
like Kathaka doesn’t have this approach to merge Natas personality in the character to
be played.

(Verse no. 21.88%) Bharata says in this verse that Nata should abandon his
own colour and feature by hiding it through different colours and clothes. Then the
appearance is called as Natyadharma Pravrrtta i.e. One which has occurred through
protocols on stage. If Natas personality is identified then Abhinaya doesn’t become
Natyadharmi and creates Rasabhanga i.e. Hurdle in appreciation of acting or drama. By
discussing about appearance of performer, Bharata has given a frame to creative side of
acting. Here the dominance of Sastrakara is identified. Bharata had located need of
Systematization of the performance. Sastra Pravrtti i.e. Creation of the tradition of a
school of knowledge, is considered as an effect of flourished popular use of the
concerned field. Socially matured domains are considered to be reason behind a creation

of some Sastra. For e.g. When Sanskrit language was widely spoken in Bharatavarsa
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and achieved socially matured state then documentation of Vyakarana Sastra became
needful and systematically completed by Panini.

(Verse no. 21.89') After explaining use of colours and dress Bharata has
given example of rebirth. It is said that Nafa should be prepared in the character as if
one spirit changes body by leaving previous one. This is an important example of an
axiom. Concept of rebirth is taken for granted as it was well established in social life.
Bharata needed to give this example to clarify character building with its fullest sense.

(Verse no. 21.118?) In the topic of character building, Bharata has explained
Smasrukarma i.e. Designs of beard. Natas who are enacting characters in romantic
nature should be with designed beard. Bharata need fully gave details of makeup. It
means, it was not acceptable to vary the style of makeup according to changing
influences in society. Detailed instructions are always given when there are possibilities
of variations. This gives the hint of life in Bharatavarsa as globally reachable and
Bharata had to restrict the behaviour on stage according to cultural life of Bharatavarsa.
Adoption of foreign makeup style might have been possible to make it vulnerable and
identified to be controlled through some guideline. Instructions which might be counted
in common sense are also documented in Natyasastra, is a hint of foreign influence.

(Verse no. 21.119°) In this verse Bharata has stated the use of black beard.
It is recommended for the people with intention of completing their oath taken, people
in sorrow and people following penance.

(Verse no. 21.120%) In this verse Bharata has completed his instructions
regarding designs of beard and he announces to explain different types of dress ups
according to performances. This documentation was needful to stop the vulnerability in
dress up on stage. Due to this approach of Sastra most of the dresses in classical dance
are intact 80 percent from last five thousand years. Different styles of wearing Sati and

Vesti are in use today also.
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(Verse no. 21.122") Bharata has bifurcated dress ups according to moods.
These types are white dress up, dull or grey dress up as to show muffled clothes and
colourful clothes.

(Verse no. 22.1?) While explaining Samanya Abhinaya, Bharata calls it
Vaganga Satvajam i.e.Facial expressions with language as well as body language.
Bharata states that Natya is dependent on Satvika Abhinaya i.e. Facial expressions of
emotions. Maturity in body language, facial expressions with the use of eyes, cheeks,
chin etc. Upangas, give status and glory to Natya. So for Nata practicing Samanya
Abhinaya is most important.

(Verse no. 22.6°) Bharata has explained interdependence of body,
expressions, emotions, body language, and tone of the speech, in this verse. The basic
emotion rests in whole of body and expression of emotion occur.

. Through expressions of emotion bodily gestures and postures are followed
and according to gestures tone of language is used. Sattva, Bhava, Hava, and Hela are
basic units to fulfil Abhinaya. Bharata has stated these details to keep Abhinaya on more
subtle levels.

(Verse no. 22.7%) Bharata has stated that Hela, Hava, and Bhava are created
because of each other and as separated from Satva i.e. emotional expressions in totality,
those reside naturally in human body. Bharata has specified gestures, emotions, and
tones of language as natural parts of human life. As Bharata explains natural existence
of human body, He explains all the basics of acting to create and percolate the same
emotion amongst audience by performer or actor. This guideline has stopped actors
from adopting weird foreign and unnatural expressions on stage.

(Verse no. 22.8%) In this verse Bharata has defined Bhava according to its

basic work. Makeup, dialogues, and expressions are used to express poet’s emotions i.e.
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Bhava. Definition of Bhdava has the potential of creating appreciation of Kavya.
Expressing inner most emotions and making them enjoyable is a difficult task made
easy by Bharata’s guidelines.

(Verse no. 22.73") In this verse definition of Samanya Abhinaya i.e. acting
in totality, is explained. Balanced combination of usage of head movements, hand
gestures, postures, and usages of chest, calf, and thighs are called as Samanya Abhinaya.
Bharata specifies by this definition that only facial expressions may not be counted as
acting. Usage of whole body with Natya Dharmi impact is most important on stage.

(Verse no. 22.78%) Bharata has announced Natya in two parts in this verse.
Bahya and Abhyantara i.e. Outsider and insider. One which includes all the
characteristics recommended in Sastra is called as insider and one which is out of
recommended characteristics is called as outsider. This sharp discrimination reflects the
existence of a type of performance which is without traditional obligations and without
care of Rasa Nispatti. There might existed dramas performed only for amusement
without contributing to personal and social Samaradhana. To ban all these types of
dramas, Bharata has stated them as Bahya as those might be harmful to Bharatavarsas
cultural ethos. Bharata has documented all the characteristics of effective Drama and
counted all the followers as insiders.

(Verse no. 22.80%) In this verse Bharata has highlighted the importance of
the guidance of dcdrya. People who are not guided by dcaryas and abandoned by Sastra,
use foreign techniques. They don’t follow the techniques traditionally adopted and
inculcated by acaryas. While documenting subtle characteristics of drama Bharata
knows that only documentation cannot preserve the tradition without dcarya
Parampara. In modern days this has practically happened with Bharatanatyam. By not
following dcaryiki Kriya i.e. Techniques followed by dcarya through tradition,
Bharatanatyam has lost its beauty and potential of character building. For e.g.
Apakranta Kramou is one Karana which is documented in Karana Prankarana where

movement of one leg is explained, but movement of another leg on which Nata stands
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is not given. This leg is in Natajanighah which we get through the reference of other
definitions. Without guidance of Acarya some performers forgot Natajangha and stood
on straight leg which wiped out beauty of that Karana. Importance and constancy of
Natajangha is only understood by the guidance of Acarya. This has even happened in
Abhinaya Darpanam by Nandikeswara in 11" century where text is not understood
without guidance of Acarya.

(Verse no. 22.81") In this verse Bharata has documented the technique of
expressing abstract concepts like Ripa i.e. Form, Rasa i.e. Taste, Gandha i.e. Smell,
Sabda i.e. Sound and Sparsa i.e. Touch. Bharata also states that Bhdva is most capable
to be used in acting for expressing experience of five senses.

(Verse no. 22.88?) Bharata has explained state of mind depicted in Abhinaya.
He has divided Bhava into three types. Liked, unlike and neutral. As all the senses are
alive due to mind, all the expressions are dependent on the state of mind. Bharata has
underlined importance of mind to guide Natas to work on Abhinaya deeply with the
understanding the behaviour of the mind.

(Verse no. 22.92%) When state of mind is neutral, it is possible to express
Bhava. Bharata has guided not to go contrast like pendulum according to state of mind.
These guidance is helpful in Siksmabhinaya where natural expressions of Jugupsa is
different than Natyadharmi expressions of Jugupsa.

(Verse no. 22.96%) Bharata has connected Natyashastra with Dharmasastra
or Darsnas and he takes Indian philosophy as his canvas to document guidelines for
Natya. In this verse, Bharata has explained four Purusarthas; Dharma i.e. Ethics, Artha
i.e. Prosperity, Kama i.e. Wish of union and Moksa i.e. Freedom of soul. Bharata clearly
states that all the Purusarthas are urges of human beings. A human being tends to wish
four Purusasrthas naturally. He calls it as a wish of dharma, wish of Artha, a wish of

fulfilling wishes and a wish of being free. In this verse Bharata has defined Kama.
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Kama as a wish to have union with opposite gender. Bharata has attempted to limit
romance on stage by giving a frame of Purusarthas to the performance.

(Verse no. 22.98") Bharata has defined Syigara rasa in this verse where
union of opposite genders with love treated beautifully is called as Sriigara Rasa. When
Srigararasa is treated with certain aesthetic manner it becomes auspicious. This might
have been the time where union of opposite gender was started to be considered as
ASubha. It was a clear influence of ignorance about true purpose of life. In this verse
Bharata has called Sy7igara rasa as an auspicious thing when treated well. Bharata has
abandoned influence of unnatural perception towards Srigdra by explaining
characteristic of Srrigara with the reference of philosophy in Bharatavarsa.

(Verse no. 22.992?) This reference is taken by researcher to clarify the
approach of the contemporary society when Bharata documented Natyasastra. All the
people wish to have amusement. Women with different characteristics are the root of
happiness. With the intention to entertain people along with guidance, one has to depict
different characteristics in drama. To depict life with Shrrigara rasa one has to enact
women with different characters. Bharata has connected drama with real life through
this explanation which is an unavoidable guidance for all the Natas.

(Verse no. 22.1513%) It was important to guide performers for on stage
shragara rasanispatti. It was very delicate task to depict Kamatantra on stage with
impact on real life without making it ugly. It must have been the experience of Bharata
that Srrigara rasa not treated well on stage might convey a massage of Srrigara being
ASubha i.e. Inauspicious. This thought was foreign to Bharatavarsa. To stop this foreign
approach from influencing drama in Bharatavarsa, Bharata has explained Upacara i.e.
Treatment of Syagara creating Rasanispatti. This is an important hint of mature
development of Kama enacted on stage.

Though Bharata has explained status of Syrigara in Natyasastra, due to less
knowledge of Sanskrit, foreign influence has made Bharatandatyam vulnerable to

remove Srrigdra rasa from performance considering it Asubha. Unfortunately, Syrgdra
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Rasa is almost absent in today’s classical performance. It has lost its capacity of the
management of Kamatantra in social life and India as deprived of healthy education of
sex life. India is suffering due to loss of ethnic approach towards sex life explained in
Natyasastra.

(Verse no. 22.191") While explaining types of women and their nature,
Bharata has stated two types, abhyantara i.e. Women from inner circle and Bahya i.e.
Women considered outsiders. The third type given by Bharata is Krtasauca Nari i.e.
one who has left life of prostitute and accepted married life. These all types of characters
are built up on stage in Natya to create Rasanispatti. Natya was meant for healthy social
life with personal upliftment. Natya was a source of life management where emotional
needs of society were fulfilled and all the emotions were developed towards matured
state. Bharata has helped by documenting expected protocols for Natas, to tighten the
fabric of stable society.

(Verse no. 22.1562) In this verse Bharata has explained the treatment given
by king to women in Kamatantra. King treated all types of women like Kulaja or Vesya
in same manner. The social status of women was maintained by the king through his
behaviour. In ancient society, what might be acceptable is not understandable in today’s
social life. Bharata is keen to systematize Kamatantra and he is not ready to accept
Sriigara as Asubha which might be a foreign thought.

(Verse no. 22.2113) Bharata has given eight types of Nayikas eager to get
love of their beloved. By characterizing these Nayikas, Bharata has achieved an
instrument to nourish Syrigararasa. These types of Nayikas are, Vasakasajja i.e. One
who is waiting for her beloved watching from window. Virahotkanthitah i.e. One who
is separated from her beloved from long time. Swadhinabhartrka i.e. a lady who has got
her beloved with her without any hurdle. Kalahanatarita i.e. One who has a fight with

her beloved in panic and angry. Remaining types are resumed in next verse.
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(Verse no. 22.212") Khandita is a lady with broken heart because of some
other relation of her beloved. Vipralabdha i.e. One who has got her beloved with her.
Prosita Bhartrka i.e. a lady who’s beloved is travelling from long time and away from
home. Abhisarika i.e. a lady who is ready to walk at night from jungle to see her beloved
facing many difficulties. All these Nayikas are useful in Rasapariposa in Natya.
Emotions followed and expressed in these characters are universal and relevant in any
time span. These definitions reduced the vulnerability of performance.

(Verse no. 24.16 2) Bharata has given four types of Nayakas for
characterizing in Natya. Their nature is said to be Madhyam i.e. Medium and Uttama
i.e. Superior. There are also vivid characteristics listed for their character building on
stage.

(Verse no. 24.173) Dhiroddhata i.e. a hero with loud, arrogant, and
aggressive behaviour. Dhiralalita i.e. a man with romantic and playful nature.
Dhiroddatta i.e. a man with higher goals with great achievements. Dhiraprasanta i.e. a
character with noble nature with courage. These Nayakas are said to be perfect for
Rasapariposa in Natya. A behaviour which is attractive to opposite gender is considered
while characterizing Heroes and heroines in Natya.

In the chapter 4.3, total 150 references are listed. These references give
instructions about perfect Natya. There are rules and regulations to bring Natya into a
frame which is all time acceptable and impressive. Definitions are provided to have
control on the expressive aspect of Natya. Bharata gives references of Sangraha or
Anuvansah Slokah to prove authenticity of his statements. It might be concluded that
Bharata’s time was a perfect time to propagate guidelines for Natas and acharyas to
preserve aesthetic value of performing art. Researcher is keen to list out these references
for further research study while stretching out meaning from rare and unused words,

Dhatus, and forms in various Karikas.
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4.4 Analysis of Socio Linguistic References in Natyasastra with due
Consideration of Hand Gestures and Expressions.

Various social units differ in their lingual behaviour. Nrttya is also a
language with social influence. A tool of communication has a definite effect on social
norms, protocols, traditions, and trends. We get many examples of socio linguistic
nature in Natyasastra. This chapter needs to list out and discuss those example by the
view of understanding Bharata’s opinions in the time frame of Natyasastra, social
structure at the time (3™ century B.C.) and common language in use when Natya was
on its zeal. Language of performance changed according to social status of the character
having impact on instructions documented by Bharata. To find out true execution of all
the gestures and movements in performance, following references are to be considered.

In ninth Adhyaya, single hand gestures are explained and stated
whereabouts of usage. Many a times there are explanations given about gestures provide
us examples of the body language thriving in the society at the time. Different social
units are suggested to be presented by different types of gestures and expression. Same
type of emotion is expected to be shown by different gestures by different units of the
society. Characters are defined to be presented according to social norms followed by
common people. These socio linguistic facts vivid in Nagya are being noted and
discussed from ninth chapter. Characters changed their language of Natya according to
social status. For e.g. Kangula Hasta usages are explained in verse No. 9.90 of 4.5.

(Verse no. 7.2") Utsaha is one of the Sthayibhavas. In this emotion stability
of mind, power, courage and vigour are considered as Vibhdava to express or enact. This
is mentioned as Uttama Prakrti i.e. seen amongst noble people having status in society.
If some good character is to be built up on stage ‘Utsaha’ is one of the expressions in
his behaviour. This is an example of socio linguistic impact on Abhinaya in Natya and
in Natyasastra. Bharata has considered Prakrta important to decide the character’s
language of dance on stage. Audience appreciate Natya when they could see the mirror
image of social fabrics in Natya and assimilate themselves with the characters and enjoy

the happenings to reach Rasa Nispati.
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(Verse no. 7.22') Bhaya is a Sthayibhava survives in each and every human
being. Sthayibhava is transformed into Rasa combining itself with Vibhava, Anubhava,
and Vyabhicari Bhava. Abhinaya of fear or acting of fear is used for character building.
Most of the times characters are women or ordinary person. If some good character is
built up but also shown with fear then the impact of character might be minimal. So it
is clearly recommended, that Sthayibhava Bhaya (Image no. 4. 1) is only for women and
ordinary (people with lower status) people. It is stated that all the Sthayibhavas though
identified in all the human beings, they are to be used for specific characters like women.
This socio linguistic impact on Natya becomes important to increase rapport between
audience and performers.

(Verse no. 7.262) Jugupsa is a Sthayibhava explained to be used for women
characters and bad characters. An emotion ‘disgust’ (Image no. 4.2) is used in the
Abhinaya of women character and villain. Language used in Abhinaya is dependent on
behavioural understanding of society as a whole. Social behaviour which decides
Abhinaya of character on stage according to social class or status, this might be a socio
linguistic impact.

(Verse no. 7.28%) While explaining Sthayibhava acting of being stunned
Nirveda (Image no. 4.3) due to some shock is performed for women character, for
character with lower status and villains. Most of them were expressed by ordinary
characters on stage and not by noble characters due to social impact where body
language and language is changed according to social status.

(Verse no. 7.33%) This Sthayibhava is born amongst characters of lower

social status and women as they depicted doubt (Sansaya) (Image no. 4.4) on stage.
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This Sthayibhava is enacted to build up the character reflecting social life, experienced
by audience in common.

(Verse no. 7.40") Onstage Abhinaya (Image no. 4.5) is recommended to be
as per social norm established amongst local people according to their behaviour.
Character with noble nature could sleep, laugh, and sing on stage, character with middle
level could use bad words on stage and characters with lower status could always cry
on stage. When these norms are followed Abhinaya achieves subtle levels of connection
with audience. For example in Bhdsanatakacakram Siutradhara is an ordinary person to
sing and laugh on stage, Vidisaka is a character with middle status uses slang language.
In Mrcchakatikam Sakdra a character with lowest status cries on stage.

(Verse no. 7.42?) In this verse behaviour of Madhyama Prakrti is explained.
Eyes are not stable at all, hand gestures are dull, and odd, walking style is not straight
with stumbling showing less confidence.

(Verse no. 7.433) A character depicting person with lowest status. This
character always finds himself in uncomfortable situations, forgets everything, never
walks properly, coughs again and again, and spits on stage any time. Here social
behaviour is reflected and spiting is attached to Adhama Prakrti which is seen and
identified in modern life also. The study of socio linguistic impact and even rules of
Natyasastra make the picture vivid that Nagya was a part of daily life of ancient people
which is denoted by Bharata to guide Natas through Natyasastra. Most of the times
character building is dependent on expertise of Natas in observing people and their
habits. Bharata had given importance to all these socio linguistic behavioural traits and
clearly stated rules to be followed for many centuries all together including present life.
Due to this perception Bharata could recommend a Sastra to be followed for centuries
relevant in modern world also.

Capabilities of Natas are definitely increased due to this socio linguistic

guidance. They are not only dependent on Loukika observations. Abhinaya has been
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with stable characteristics till today only due to this type of frame made available in the
field of performance.

(Verse no. 7.43" and 9.90%) As researcher refers to socio semantic aspects of
Hasta Mudras, Which played important part in the Abhinaya, Kangula Hasta is taken
first for this kind of understanding as it is specially used by women characters. Different
unripened small fruits are shown by Kangula Hasta Mudra (Image no. 4.6). Reactions
given due to anger by women are shown by this Mudra by throwing fingers out. Here it
seems that women used to do the gestures in common which are explained. A reflection
of general social behaviour on expression is being identified in the language of Nrttya.
Reactions due to anger by different entities in society were different and too vivid in the
language of Mudras.

(Verse no. 9.92%) This gesture is to be used in denial, who’s, you, not and
speechlessness these words are depicted by this gesture. Women should point out or
state themselves by this gesture. Here it is considerable that potential form is used in
the verse to emphasize the usage.

By Alapallava Hasta softness of feminine behaviour in society is depicted.
(Image no. 4.7)

(Verse no. 9.107%) Hansapaksa Mudra (Image no. 4.8) is used for giving
water, resting on cheeks and at the time of @camana and accepting food by some Vipra,
Hansapaksa gesture is used in Abhinaya as well as in Nrtta for Recita. When
Hansapaksa is recommended for Brahmanas, it depicts social behaviour of Brahmanas
who were always engaged in Brahmopdasana. Rituals like dcamana are considered

common to explain the gesture which shows socio linguistic impact.
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(Verse no. 9.109', 9.1122, 9.113%) Harnsapaksa Hasta is used for showing sorrow and
in holding chin according to Rasa. It is kept between breasts to show feminine delicacy.
This behaviour is identified in modern life also. As ladies naturally follow gestures
mentioned in this verse.

(Verse no. 9.128%,9.1295, 9.130%) Here A#jali Hasta is explained to be used
near chest, near forehead and head. When bowing down to gods, it is to be kept on head.
While bowing down to Guru, it is to be kept on forehead and for common people, it
should be kept in front of chest. At the end it is mentioned that it is not fixed while
bowing down to any lady. This is very important socio linguistic reference. The relation
is considered dominant while using A#jali Hasta to bow down to women. Women are
sometimes like mother, sometimes like Guru or sometimes like friend. So Anjali Hasta
and its place is stated Aniyata.

When Arjali Hasta (Image no. 4.9) is changed to Kapotaka. Its Karma is
changed according to social relation or recognition. It is used to show humbleness or
only to wish Namaste or to talk humbly to one's own Guru. When it is shook near chest,
it is meant for fear or cold especially for women.

(Verse no. 9.1317, 9.132%) In this verse Kapotaka Hasta (Image no. 4.10) is
explained to be used to show humbleness while talking to Guru. It is also used in cold,
fear by women characters putting it near chest. Impact of social status on Hastas is vivid

here as language of hand gestures is used differently for different social status. When a
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character is upset, Kapotahasta is used. All three verses 9.131 And 9.132 are connected
and they are dependent on each other to complete the gesture.

(Verse no. 9.135") Second quarter of 9.135 Swastika Hasta is defined where
Arala Hastas are crossed. This Arala Hasta is called as Striprayojitau i.e. used by
women with wrists crossed. When Swastika is removed or opened then seasons, earth
and big water flow is shown.

(Verse no. 9.1407) In this verse Utsarnga Hasta is explained and Utsarnga is
made up from Arala. In current classical dance according to Abhinaya Darpana Utsang
is formed by Hansapaksa. This difference of meaning is referred in chapter 4.5 where
meanings are different for same words from Natyasastra. In Nagyasastra Ustanga is
performed by Arala and it is used to show anger by women. When this hand is joint and
folded together, it depicts jealousy. In this verse due to women’s social status Utsanga
Hasta is recommended.

(Verse no. 9.161%) In this verse methods of Hastabhinaya are explained and
it is recommended that one should understand symbols, social fabrics and then take
decision through logic to perform. This shows that socio linguistic symbolism was most
important in dance and it had impact on learned Acaryas also.

(Verse no. 9.163*) Bharata states in this verse that he has listed all the gestures
here but if there are some other gestures in social behaviour then those should be used
with freedom with the reference of Rasa and Bhava. This verse shows that socio
linguistic impact was an important factor to decide and use language of gestures in
classical dance.

(Verse no. 9.164°) One should use gestures according to region, time, right
meaning, and usage of kings and ladies. In methods of using gestures, it is specified that

one should act by following deferent activities, symbols and logic. In Natya no hand
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gesture is useless while acting. Gestures which are dominant in social behaviour should
be used as per wish. Here it is clear that socio linguistic impact may not be avoided in
performance.

(Verse no. 9.170") Hand movements with hand gestures are to be expressed
through eye movements, eyebrow movements, and colour of the face. Emotions
expressed in Abhinaya, are to be expressed according to understanding of audience.
Rapport between Audience and performers is always dependent on gestures which are
common in usage but Natyadharmi Abhinaya on stage is most recommended with
combination. For e.g. Vomiting shown on stage is nearer to common expression but
with Nagyadharmi expression. The sense of bridging the gap between off stage and on
stage behaviour has made classical dance more beautiful, adorable, and understandable.
Gestures which are lost in modern social life are vivid in ancient classical dance. Some
gestures are same for all types of societies though it be European. Some gestures are
only in use or identified in Bharatvarsa. Communicating through Hasta Mudras was
very common aspect in ancient India like daily Yoga practices, Pija Vidhi, and Yajnya
Vidhi. All these included different Mudras with Yogic impact on human body. For e. g.
Vayumudrd in yoga is same as Bhramaramudrd in dance. Hansasya mudra. is near to
Jjnyana mudrd in yoga. Sinhamukha Mudrd is near to Apana Mudra in yoga. This
similarities in yogic Mudrds and dance depict common understanding of classical
performance. Thus socio linguistic references are positively helpful in understanding
Natyasastra better.

Bharata gives detailed explanations about gestures and their methods. They
are changeable according to social hierarchy and status.

(Verse no. 9.1712, 1723) Gestures of noble people should be performed
around forehead. People who are with medium status should perform gestures around

chest and people with lower status or sadder should have gestures beneath chest.

| I3 SR TR FATE T |
YT et a2t 1 9.170 1l

2 Tl W I TR BRAT = gHae |
T FHRIETSIATshTa=oT 11 9.171 1
3 AT 4 AT AATCETATNT: |
FTENET A EHHTHENTAT: 11 9.172 11

73



(Verse no. 9.173") People who are Jyestha i.e. senior should move hands in
small scale. People with medium age or medium status should move hands in medium
distance. People who are Adhama means low in character should move their hands in
loud manner with spreading them out. The character building in classical dance is
dependent on gestures, facial expressions, and body language. On stage behaviour of a
character becomes well organized and very specific because Abhinaya Vidhih is
discussed by Bharata in Natyasastra. This is very important socio linguistic reference
to understand ancient society and its artistic behaviour. Natysastra plays important role
in this manner as behavioural differentiation is not so perfectly followed in today’s
classical performance. Though the social scenario is changed, Yogic and Yajnika culture
is less in practice. These socio linguistic references give us various hints to make
classical dance more enjoyable and understandable.

Less understanding and more fascination about classical dance has reduced
dance to just a performance without enjoyable feeling and common connection.
Gestures, languages in dance play most important role in Rasanispati which might not
be identified most of the times in modern society. To establish a clear deep relation
between classical performers and common audience, Bharata’s socio linguistic tips play
important role. Revival of understanding level of classical dance in our society is
dependent on these subtle aspects in Natya.

(Verse no. 9.174%) People with noble character and people with medium
status should follow hand gestures depicting its characteristics. People with low status
should follow hand gestures according to common man's nature or it is a common
gesture in society. For e.g. Vidisaka shows a lady by touching nose while some king
shows a lady by Khatakamukha Hasta.

(Verse no. 9.175%) In other than contemporary situation, one might use
contrast gestures according to his wisdom. There are some situations which are same
for all the times, where hand gestures cannot depict intensity. So Abhinaya must be

Satvsamasrayet i.e. dependent on facial expressions and movements of Uparngas. By
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these verses it is clear that socio linguistic influence on Hasta Mudras made Natyam
more reachable to audience. Appreciation of any performed drama was dependent on
understanding of these socio linguistic influences.

(Verse no. 12.9') The distance between two feet should be counted by once
own foot. That is called as 7ala. And for gods and kings this distance is of four 7alas.
People with medium status should keep distance of two Talas and people with lower
status and ladies should keep distance of one 7ala. As the distance is explained, the
speed is also explained according to socio linguistic impact. Noble people should walk
fast in four Kalas, people with medium status should walk in two Kalas, and people
with lower class should follow Ekakala. This verse shows that walking styles on stage
were dependent on socio linguistic facts.

(Verse no. 12.10%) the speed is of three types that are Sthitam, Madhyam,
and Drtam. Catuskala is a lowest speed which is called as Sthitam. Dwikala is a speed
called as Madhyama and Ekakala means Drtam.

(Verse no. 12.113, 12.13*) Noble people should walk slowly in vigour.
Medium people should walk in medium speed. Fast speed is recommended for lower
class. All these three speeds should be performed according to Satvika Abhinaya.This
management of speed is called as Laya. Kala, Tala. Three of them should be used
according to Sattvika Abhinaya.

(Verse no. 12.122°) After understanding methods of Gati, Gati Pracara is
discussed. Walking speed is explained according to status of the character. When stage
is to be covered a character surrounded by medium and lower character, should go in
Catuskala i.e. very slowly. He again can shift to Dhrtam or Ekakalam. Bharata states

that Nata should be changing speed in a group.
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(Verse no. 12.23") Characters like Monsters, Daitya, Danava, Yaksa, King,
Snake, and Raksasa should walk in Catustala distance i.e. two feet. Here distance and
speed both are mentioned with good combination.

(Verse no. 12.24%) All the Devas from heaven should follow Madhyama
Gati. Arrogant character should follow speed like gods.

(Verse no. 12.25%) When Bharata is explaining distance between feet, speed
of walking and rhythm of walking, the sages ask question regarding king’s style. As a
human being, king might not follow god’s style. By this question, it is understandable
that language or body language had definite impact of social status in Natya. It is clear
that no contrast behaviour was expected in drama as contemporary social life was
mirrored in Nagya.

Various entities in society used body language according to their status.
Walking, talking and gestures though Natyadharmi were followed by original
characters in society.

(Verse no. 12.26*)Bharata answers all sages that there are three types of
Prakytis Divya, Divyamanusi, and Manusi. Nrttakriya and Natyam both are dependent
on these Prakrutis. King’s prakrti is Divya Manusi following all the gods in Natyam,

so following devas is not a mistake.

(Verse no. 12.27 to 12.31°) In Avasthantara, three of the Prakrtis change

their Gati according to Uttama, Adhama, and Madhyam. Avasthantara i.e. physical
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change occurred due to some incidence. For e.g. Fever, hunger, drain of penance, fear,
surprise and curiosity. All these emotions are enacted differently by different Prakrtis
and Uttama, Adhama and Madhyama characters. Due to physical condition Gati is
changed. For e.g. in Syngara Rasa, Gati changes according to physical conditions and
emotions.

(Verse no. 12.38 and 12.39)! In this verse, Vikalagati is mentioned for wild
animals and criminals. A style followed by noble people should not be given to people
with medium status and style of Madhyamas should not be given to Nica characters.
The common response in society for certain physical and emotional experiences itself
is recommended for on stage acting. Nrttya was Natyadharmi in on stage performances.
It expected to be connected to languages used amongst common people. Language of
hand gestures, language of Abhinaya, language of body movements, and language of
Nrtta had definite socio linguistic impact.

(Verse no. 12.63?) Here in this verse Adyardhika Cari is recommended for
ladies and lower class people for Abhinaya of surprise. At the same time surprise is
enacted by noble people by using tears in eyes with vigour. The same emotion is shown
by different Sattvika Abhinayas according to social hierarchy.

(Verse no. 12.65%) People with medium status are also suggested to avoid
Sousthavam and measurement of Tala and Kala. One should not follow loud walk when
grief is enacted. His walk is in small steps without distance.

(Verse no. 12.66%) In this verse example of a person is given. A person

should not follow loud walk having intention of assassinating a close friend.
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(Verse no. 12.68") In cold and rain, one should walk in small steps. In same
situation women should enact shivering with closed hands and legs. The acting changes
amongst women and other Natds. This Gati is recommend in Bhayanaka and
Sitabhinaya.

(Verse no. 12.712) In this verse women and lower cast people will act fear
by shaking head and putting small steps to run with shivering body and dry lips.

(Verse no. 12.723, 12.74%, 12.76°) By listening shouting and looking at wild
animals, women should follow Edka Kriditam in small steps. Same Cari is used by
common businessmen and secretaries of the state where Gatih is according to their own
nature. These situational instructions are following socio linguistic norms.

(Verse no. 12.79%) All the Brahmins, sages following penance, Yatis, and
Sramanas should walk in Atikrantacari. This detailed explanation is given for
separating characters according to their social status. Their rights and responsibilities
make them act accordingly as audience are considered to be keen about body language
used on stage. Bharata dictates principals in the beginning to follow and further provides
details about acting and building characters. This socio linguistic impact has caused
Bharata to explain details about body language through expressions and Caris. By the
reference of 4.3 this is also an example of Natyasdstra being in hand guide to all the
Natas in second and forth BC.

12" Adhyaya has many socio linguistic references in Baroda edition but
Kashi edition gives different verses in 12" Adhyaya. Movements explained in Baroda
edition are common to understand and use. They show the influence of Lokanatya. Any

untrained Natas also could perform movements which are explained in Gati Pracara.

1 37T FRARRT: i SHEvaEay |
Tuigher g TTNTor A =g W 11 12.68 1
2 EfoTt FHTIENTOT = A A Feaarord: |

e = 33 e = PR 112,71 11

3 IEERRAT T qreiy e |
FaYUTIE S et g R 1l 12.72 |1

4 e 7 forepet E1 e 7 forghet W

TN ST e O e eshal 1| 12.74 1
S TUTHATTAGERTIT W FsTe |

TSt et = I eS| 12.76 1
6 SAfcTshT=l: TTarwT fEaTerTamrar: |

AT AT = A A JU R 1 12.79

78



For e.g. one should follow Cirnapadam while walking. This difference might have
occurred in different copies used in different regions in ancient times.

(Verse no. 12.109, 12.110)! In Gati Pracara there are different movements
explained for showing chariot. For getting out of the chariot or getting in, travelling and
flying in the sky. Each and every movement explained according to characters. All the
activities on stage are according to social status of the character.

(Verse no. 12.112?) In the verse 109, movements of snake are explained and
this sloka gets completed in the next verse’s 1 quarter i.e. 12.110. If a regular verse
number is considered from Baroda edition, one cannot get any guideline regarding
snake’s movement. The same thing happens with 12.110, suddenly Vitas movement or
walking is explained. As the 1% quarter of verse 12.111 is taken into consideration, the
clear meaning of Vita’s walks on stage is complete. If the verse 12.110 is taken as it is,
it creates a joke, as Vita is suddenly dancing in the Parswakranta Cari and Swastikcari.
In verse number 12.111 hand gestures of Vita are explained. He keeps moving
Khatakavardhamana is clear in 1% quarter of verse no. 12.112. This problem continues
till the end of the Adhyaya so the researcher takes all the references as 1% quarter of the
verse is always actually a 2" quarter of the verse. We do not identify this problem in
Kashi edition where verses are totally different and they are more connected to
Natyadharmi Abhinaya which is difficult to follow and doesn’t have impact of
Lokadharmi movements followed by uneducated Nata. Researcher is keen to study and
refer both of the editions and specify the references as it is. This may cause to
identification of irrelevant topics coming across in 12" Adhyaya of Baroda edition. A
classical dancer knowing Sanskrit could understand contrast explanations which are not
connected to performance or topic in flow.

(Verse no. 12.113%) In this verse Gati of young Kancukiya is explained by

the measurement of Ardhatala with frozen straight legs. He should walk as if walking
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in the mud. This verse is also complete by the first quarter of verse number 114 in
Baroda edition.

(Verse no. 12.114, 12.115)' Someone thin diseased or exhausted due to

penance has Gati in slow steps called as Manda Padakrama. For Tapaswi, body
language changes according to social status in a separate explanation. All the types of
Gatis are connected with socio linguistic body language. It should be identified
promptly on stage.
(Verse no. 12.142, 12.1432) In this verse, Bhava is prescribed to be same as a kind of
Brahmana is characterized. One should follow any Bhava by understanding Prakrti.
This Gati Pracara should be divided according to different situations and nature of
character.

(Verse no. 12.142, 12.143) in this verse, people from lower class like Ceta
should follow Gati dependent on privileges experienced in social life. This shows that
in Natyam, body language explained social status of the character just like a language.
This was followed in classical performance which is not very clearly denoted in today’s
classical performances. The body language stated in Natyasastra accomplishes the
needs of character building to its optimal possibility.

(Verse no. 12.1483, 12.150) In this verse a character Sakara is shown to be
agitated always, so his Gati is said to be Cancaladehika. The same explanation is given
by the word Curnapada in verse number 12.150. All the Cetas are also in a hurry
always walk in odd manner with cloths not in proper place. Their glances are stated to
be Ardhavicarini that is half closed. Sakara and Ceta are the characters with lower
status in society so their body language is shown according to their confused language.

In this verse Vilokanaparagati is stated for people with lower status. Here

Jati is referred as Swabhava that is one’s own nature because Ceta’s son is not Cefa and
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Sakara’s son is not Sakara. So this is not a concept referred with modern cast for sure.
Jati is always referred as one’s own nature or a behavioural trait. Vilokarnparagati i.e.
turning eyes constantly here and there showing no stability of thoughts.

(Verse no. 12.151 and 12.152") In this verse it is stated that there are
different Jatis amongst Mlecca people, those are Pulinda, Sabara etc. These people will
hide themselves from the world around due to their disconnection. Mleccas are socially
secluded people. Here also the verse number 12.151 is completed by the first quarter of
12.152. Verse number 150 is completed by the 1% quarter of 151. So people with lower
Jati should walk hiding themselves. Movements of Pulinda and Sabara people are
dependent on their regions so here socio linguistic impact has mixed with regional
impact also.

This verse is completed by 1% quarter of 133. It states that all the birds’ wild
animals should move according to their nature, Jati that is Milaswabhava.

(Verse no. 12.153% and 12.59%) Here Bharata clearly informs that whatever
he has not explain here should be taken from particular the social order and now he
would state women’s movements.

After giving so many instructions regarding Gati Pracara, Bharata has
given freedom to observe social behaviour of the people and adopt the movement
needful in Natya. Bharata has restricted on stage movements by dividing Abhinaya in
Natyadharmi and Lokadharmi. So it is automatically recommended that one should
follow gati Pracara taken from Loka by Natyadharmi bearing.

(Verse no. 12.160%) in this verse three types of standing postures are
explained for women. Ayatam, Avahittam and Aswakrantam. (Image no. 4.13),(Image

no. 4.14)
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(Verse no. 12.163', 12.168, and 12.169?) By the word Paksasthitoparaha
Avahittasthanam a standing posture of women is explained. When leg is kept on the
distance of one Tala to the side then ayata Sthana takes place.

From 2™ quarter of 12.163 till 13t quarter of 12.165 two Slokas are inserted
later on. Otherwise definition of ayata Sthanam is completed in first quarter of 12.163.
Before 12.164 also one quarter is inserted or Praksipta so it creates confusion
about ayata Sthanam. The meaning of Paksasthito Aparaha is the leg which is partially
kept on the floor. Again 2" quarter of 12.167 and 1% quarter of 12.168 is Praksipta and
creates confusion about Avahitthasthanam.

In these two verses Avahitthasthanam is defined where Vicalita Tryasra
means diagonally kept, so one leg is in front on 7ryasra position and another is
Samapada at the distance of one Tala. This Sthanam is Avahittham where one hand is
Latakhya and another is kept on the thigh. Here Vicalita Tryasra Pada is important
word giving clarity about actual position recommended for movement. Lingual links
from these verse are discussed in chapter 4.5. To recognize socio linguistic impact, one
can see the use of these standing postures which give clear idea about lady’s body
language in real and also on stage. ayatasthanam is performed in Irsodbhava Kopa i.e.
Anger due to jealousy. Avahitthasthanam is used while waiting and in the expression of
Srngara Rasa.

(Verse no. 12.185%) In this verse the step of Khedanam is explained i.e.
putting every foot with a fall. Walking style of young women is explained. Here young
women’s body language has to be different than normal i.e. Thumka in Hindi.

(Verse no. 12.91 to 12.93) In this verse Bharata has stated movements of
noble people with upward movements of the limbs and foot movement is also decorative.
Body language of noble people in verse no. 192 stated as different from ladies and lower
sadder people. Where all the half completed actions are recommended for

Madhyama,Uttama, and Nica person. Movement of child is also explained where there
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is no proper control and even any measurement. We can understand by these verses that
character building was always dependent on walking style of the person affected by his
social role.

(Verse no. 12.194") Third type of people, those are with neutral gender
should follow feminine style. Here one can easily identify that for many centuries
walking style of neutral people has remained same naturally as it is recommended in
Natyasastra. This shows socio linguistic impact in Natyashatsra.

(Verse no. 12.198?) In this verse a women can act for male character through
dressing speaking and walking like. Here is the reference that ladies performed male
characters as male performed female characters. By these commendations Abhinaya is
described and it became clear that Abhinaya follows socio linguistic impact on stage.

(Verse no. 12.99 to 12.202)% 12.199 And 12.200, these two verses are
Praksipta and information provided through these verses is not authentic. In verse
12.201 also it is stated that all the Uddhata means loud and heavy Angaharas, Caris
and Mandalas should not be performed by ladies. This opinion itself is inserted later on
as the norms changed in the society, it gradually affected Natyasastra text, and some
instructions are inserted. Researcher refers these verses to understand operative and
social connection of the text.

(Verse no. 12.203%) In this verse asana Vidhi is explained i.e. sitting
postures. Sitting postures explained in 203 is Viskambhitam i.e. two legs are Ancita and
one leg is spread away little bit by reclining on the asana. In 204 and 205 also. In the

state of worry, head is reclined and hands are giving support to the chin. These postures
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are explained as queens should follow exclusive body language in all types of situations
on stage. There is not much difference between king’s and queen’s sitting postures.

(Verse no. 12.205 and 12.206)' At the time of sorrow, curiosity, loss of
mind or in the state of confusion, one should spread away hands with no control and
rest them to the sides, this explanation shows that king’s Viskambhitam is taken for
granted to illustrate movements of hands.

(Verse no. 12.208?) In this verse the sitting posture Utkatikam Sthanam is
explained. In this posture Sfika means backside of the thigh i.e.buttocks and Parshni i.e.
heel should come together while sitting in Utkatikam. This Sthana is used in Japa,
Sandhya and Dhyana. This sitting posture is called as full sit in modern classical dance.

(Verse no. 12.209%) In Viskambhitam one knee is put on the floor and this
posture is used for requesting beloved person or at the time of performing home. Thus
Viskambhitam and Utkatikam are two types to be used generally by male and female
characters.

(Verse no. 12.216%) after explaining Viskambhitam and Utkatikam suddenly
types of chairs are explained to be given to people according to their social status. To
the prince or head of the army Mundasana is recommended. Mundasana is a type of
chair where some face is carved. For Dwijati i.e. Brahmana should be given wooden
chair and prince should sit on the chair of Kutha i.e. cane. Thus after explaining sitting
postures in dance, types of chairs are explained. This is an important reference of socio
linguistic impact as Nrtta asana and Vidhi is confused or mixed up with different types
of chairs and mats recommended according to social status. The word dsana is a point
of confusion where dance postures are to be discussed, there different things to be used
on stage are discussed which might have been included in Chitrabhinaya that is 25

Adhyaya. This is an impact of social life with less Sanskrit usage.
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(Verse no. 12.218") In this verse it is stated that queens should be given
throne. All the ladies should be given Mundasana i.e. a chair with some face carved,
Minister’s wife should be given Vetrasanam i.e. chair of the cane. Thus categorically
people with different social status were given fixed chairs to sit.

(Verse no. 12.2252) In this verse it is stated that, people with same status
should be given same chairs. People with medium status should be given medium seat.
Amongst the extra people, when more extras are included then people with lower status
should get seat on the floor. Thus social status has impact on Nagyam as if it is aharya
Abhinaya.

(Verse no. 12.226°) In front of Upadhyaya Kings and Guriis, other should
sit on the floor or should take wooden chairs.

After asanavidhi, in 17" Adhyaya Varna Viparyaya is discussed to identify
socio linguistic impact.

(Verse no. 17.14, 17.15)* in 17" Adhyaya Bhasavidhana and Kakuswarupa
is given. It means usage of language in different pitch. In this verse how the
pronunciation is changed due to regional impact is explained. In Prakrtam language
Dhakara changes to Dhatva and everywhere n becomes n. These types of changes of
Varnas discussed in detailed.

(Verse no. 17.28%) In this verse language difference is highlighted between
Devas and kings. Devas are supposed to use Ati Bhasa and Bhubhujam i.e. kings are
supposed to use arya Bhasa. Difterent Prakrtis speak different languages and it has
definite impact of social role. There are four types of languages in Dasarupakam those
are Sanskrit or Prakrta. One is Ati-Bhasa 2" is arya-Bhasa 3" is Jati-Bhasa and last

one is Yonyanatari-Bhasa.
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In Baroda edition in verse no. 28 Yonyantari-Bhasd is misprinted as
Yogyantari. These languages are called as Desa-Bhdsa those are changing according to
different regions.

(Verse no. 17.29') In this verse arya Bhasa is said to be Sanskara Pathya
Sanyukta i.e. with rules and regulations. Different Jatibhasas are also used in
Dasaritpakaprayoga which clears the representation of onstage performance in
different types of languages. It shows that character building was always dependent on
a type of language. This is an important socio linguistic impact vivid for centuries. In
the verse number 30 Yonyantari Bhasa is also explained which is said to be originated
from domestic and wild animals. Use of Mlecca Sabda is also denoted. The same
reference is discussed in chapter 6. Where the lingual links between audience and Natas
is taken into consideration.

(Verse no. 17.32) As Prakrta language and Sanskrit language is dependent
on four Varnas. It is also said that for Dhirodatta character Prakrtam is used and for
Salalita character again Prakrta is used and for both Dhirodatta and Dhirprasant,
Sanskrit is used. So both the languages are expected to be used.It is also said that Nayaka
and heroes should use Prakrta due to some Karanvyapadesa i.e. due to some reason.

(Verse no. 17.37%) In this verse Prakrta is recommended to be used for
ladies, lower social class, and people with neutral gender. Verse number 17.37 and
17.38 both are discussed as a reference in chapterd.6. For Parivrajakas, Munis,
Srotriyas and noble people, Sanskrit language is recommended. Thus social status
decided language life of drama which was meant to be multilingual towards Rasasvada.
So socio linguistics had become very important to establish right impression on
audience.

(Verse no. 17.51%) Seven types of languages are recommended in drama.
Magadhi, Avantija, Praccya, Souraseni, Ardhamagadhi, Balhika and Daksinattya. As

languages are stated according to social status, these are according to different regions.
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For e.g. People from east use Balhika Bhasa and Khasas use Swadesaja. That might be
Khasi language.

(Verse no. 17.52") Soldiers and influential citizens should use Daksinatya
language. There are three categories by which languages are decided. Class, region, and
nature of the character. Nature of the character was expressed through various dialects.
Bharata has recommended these protocols according to his observations of various
Natas.

(Verse no. 17.53 and 17.57%) This verse is Praksipta i.e. inserted later on
where Dramila, Barbara, Kirata, and andhra Jatis are banned to use Kavya in Sanskrit.
It is clear that Sanskrit Kavya is used with other languages in combination depending
on situations. So it might be confusing to ban any type of character from using Sanskrit
Kavya. Here Bhasa means Sanskrit as it is referred in Mahabhasyam by Patanjali.

(Verse no. 17.63%) In this verse it is concluded that whatever has not
explained should be taken from Loka by learned people. As every Sastra in
Bharatavarsa follows the principal that ‘Lokah Eva Pramanam’. Here also Bharata has
given freedom in Bhdsavidhanama. He has stated freedom of Usage of language and
also restricted it by using word Budhaih. It means only learned people can observe Loka
and work on Bhasavidhanam.

(Verse no. 17.65%) This is very important reference to project socio
linguistic impact on Natya Prayoga where addressing of characters in communicative
situations are given. Addressing is dependent on Uttama, Madhyam and Nica characters.
It is according to Saman i.e. Equal status, Utkrstha i.e.higher status and Hina i.e. lower
status in comparison. Addressing is recommended by hierarchy. All these combinations

are important to create and build characters with effect towards Rasanispatti.
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(Verse no. 17.70') It is an example of addressing amongst Samana
characters, addressing between higher and lower characters, and addressing between
lower with higher characters. Brahmana should call Saciva as Amattya and other lower
characters should call Saciva as arya. Here lower characters will not announce the post
of higher character and this would maintain the social impact on drama as social
reflections are important links between audience and dramatist as discussed in 4.6.
Addressing plays very important part in communication when socio linguistic impact is
considered.

(Verse no. 17.71%) People with same status should call each other by their
own names and people with lower status should call the name of higher character with
the reference of his family.

(Verse no. 17.73%) Scholarly person should be called as Bhava. The person
who is scholar but from lower cadre is to be called as Marsaka and not Bhava. People
with same status should call each other Vayasya and person with lower cadre should be
called as Hum, Hwo, or Hande. Thus addressing by understanding one’s eminence is
stated important by Bharata to maintain harmony between social life and life depicted
in drama.

(Verse no. 17.74%) In this verse Suta and Rathi both the characters are
specifically mentioned and Suta should call Rathi as Ayusman. Any sage is called as
Sadhu and in next verse, it is stated that superior should call lower as Bhadramukha.
Thus addressing in communication i.e. Namabhidhana Vidhi is documented by Bharata
expecting to be followed for many centuries. To avoid vast explanation all the names
are not explained here to clarify socio linguistic impact operated in Nafya and
documented by Bharata in Natyasastra.

(Verse no. 17.96°) 1%t quarter of this verse is Praksipta where Kapalikas are

to be named by the starting of word Ghanta. For example Ghantakarnah, Ghantalah
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but this is not the part of original Natyasatstra.lt is only refered to get the idea of social
impact. In second quarter, people with vigour should be named by Souryodatta names.
For example Sirasena. Common feature located from society is reflected in
Natyasastra and also in Natya for following centuries.

(Verse no. 17.97') In this verse, all the ladies from king’s palace are
recommended to be named as Srivijaya, Vijayalaksmi, with the word ‘Vijaya. All the
prostitutes are also named with the ending Datta, Mitra, and Sena for example Vasava
Datta, Sanghamitra, and Vasantasena. Though it is documented in Bhasanatakacakra,
Vasavadatta is a popular queen’s character with high status. Bhasanatakacakra is older
text than current available text of Natyasdstra and one can get many references from
Natakas by Bhasa to understand about Natya survived before Natyasastra’s currently
available text.

(Verse no. 17.99%) Here Bharata states that noble people’s name should be
with Gambhira i.e. with deep meaning. As their Karma will become according to their
name. This type of trend is also seen in real social life which might be noted to be
reflected in Nagya. Bharata has devoted more than thirty Shloks for Namabhidhanam. it
means it was a time’s need to document the method of nomenclature in Dasaripaka.

(Verse no. 17.100°) Thus names should be given according to social status
and Karma to all the remaining characters though of women or men.

(Verse no. 17.1484) When current available text of Natyasastra was
documented. It was the time where ladies spoke Prakrta more than Sanskrit. This
Asanskrita Pathya is identified in all the Natakas.Before C.E.nature of Prakrta
pronunciation was different than Sanskrit so it is documented by Bharata that all the
pauses in speaking should be same as Sanskrit in Asanskrita. Thus Bharata has given

controlled path to Prakrta usage in drama by identifying nature of Prakrta language as
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a vulnerable language. Thus Bhasavidhanam has become important Adhyaya in
Natyasastra as per study of linguistic impact.

(Verse no. 20.26") Four Vrttis; Bharati, Satvati, Kousiki and arabhati are
stated by Bharata. Bharati Vrtti is explained as Purusa Pradhana. 1t is said that when
Madhu and Kaitabha fought with Visnu by blaming words in loud manner then this
Bharati Vrtti was created. This Vrtti is said to be as ‘Vakpradhana’ and ‘Stri Varjita’.
Where language is protuberant and absence of women is important. Natas follow this
by pronouncing their name again and again in loud manner. Here social language life is
reflected in Natya. One gets clear idea about contemporary society where women didn’t
speak loudly to fight and blame others in Sanskrit also. This is a socio linguistic
reference to know about language used in Natya by most reachable manner.

Thus in Nagyasastra socio linguistic impact is seen and language used by
the characters is according to established social status or different norms.

(Verse no. 17.76?) In 12th Adhyaya of Natyasastra, Aharya Abhianaya is
explained. Aharya Abhianaya was also kind of language, communicating constantly in
Natya with audience. Here in this verse, dress up for ladies is explained as per regional
impact and as per situational bearing Bharata states that he has explained women’s dress
up in different minutes and he would explain men’s dress up again. As it is said
Vesabhasa is important aspect of Natya, Bharata has segregated Vesa as reflection of
contemporary society.

(Verse no. 21.953) In this verse 2" quarter of verse number 21.95 is
completed with the first quarter of verse number 21.96. And it is said that behaviour,
age, and nature should be considered in Natya. For dress up one should prepare his form
for performance in Natya which is dependent on Desha i.e. Region, Jati i.e. Role and
Vaya I.E. age. This is a socio linguistic impact identified on Nagyasastra.

(Verse no. 21.96*)As it is explained in first quarter of this verse, Arigaracana

is according to region, Jati, and age, In 2" quarter Deva, Yaksa and Apsards are said to
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be of Gourvarna i.e. saffron colour. Colours and dress up both spoke the language and
well recognized in the society, where Natya played major role in social wellbeing.

(Verse no. 21.101") As it is said that different Dwipas on the planet are
separated by their colour and they should be shown colourfully in glorious manner
dazzling like a Gold. Here people following different Varnas in Jambii Dvipa should be
shown with glorifying golden colour.

(Verse no. 21.105%) In this verse kings are said to be of Padmavarna i.e.
Lotus colour or with Gour i.e. Saffron colour. And Sydma i.e. Faint blue colour. All the
people with happiness in Martya Lokas should be shown in saffron colour by learned
performers. Thus use of colours while characterising human being is stated.

Though Gour Varna is considered as white or near white in later centuries. It was
saffron colour in Natyasastra.

(Verse no. 21.1083) the colour of the face and Ariga should be according to
region, Jati and armeccha i.e own wish, Here Bharata gives guideline with enough space
to be followed and doesn’t allow Natyakarta to avoid socio linguistic impact.

(Verse no. 21.109%) In this verse the word Prthivyuddesasansrayam has
played very important role. Prthivyuddeasa i.e. person takes birth in Martya Loka or
Prthvi for some definite cause. According to this cause; region, social status i.e. Jati and
Karma is decided. By understanding this aspect one should prepare the individual in
Natyaprayoga. Both Sreyasa and Preyasa i.e. Loukika and Paraloukika are taken into
consideration in Natya or performing art. The stage appearance of Nata for character
building is always complete by its lhaloukika and Paraloukika Karma. So regions, Jatis
and Karma are exclusively dependent on character’s Martya and Paraloukika life.

Reflection of Indian philosophy is identified in the text proving socio lingual impact.
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(Verse no. 21.110") Bharata has recommended colours of the characters
giving importance to the region so he states that Kirata, Barbar, andhra, Dravid, Kasi
and Kosala, Pulinda and Daksinattya are most of the times in 4sita colour i.e. Blackish.

(Verse no. 21.1112) all the Sakas, Yavanas, Palhavas and Balhikas should
be coloured in saffron who all are from north.

(Verse no. 21.1133) Bharata has stated colours according to Varna
Vyavastha. He states that Brahman and Ksatriya both are in saffron colour, Vaisya and
Sudra both are in Syama colour i.e. bluish. Language of colours is considered as
important in communication which gives clear idea about body language existed
contemporary to Bharata.

(Verse no. 21.114%) Mukha, Anga, and Upanga all are coloured according
to protocols. Beard and moustache is kept according to Desa, Kala and age. Kala is time
where Rutu or season is essential.

(Verse no. 21.125°) Citravesaha is a colourful dress. Bharata has
recommended three types of dressings, one is white, and another is colourful and third
is malina i.e. Grey. Devas, Danavas, Yaksas, Gandharvas, Uragas, Raksasas, Kings
and Karkasas are recommended colourful dresses. Colouring of face and Anga-Upanga
is also matched with dress up. Principally this type of makeup is followed today in
Kathakali as well as Kudiattam. In Chau dance also this type of dressing is followed
and it has clear impact of ancient socio linguistics.

(Verse no. 21.127%) Vrddha, Brahman, businessmen, sages, Kancukiya,
warrior, Vaisya, and local people are recommended dress up in white. This social norm
of white colour is seen all over India for many centuries and also in current scenario. So

the same is reflected in Nagya.
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(Verse no. 21.137") In this verse Bharata has concluded Vastra Vidhi by
saying, it should be according to Desa, Jati and Vaya. Dependent on Uttama, Adhama
and Madhyama characters. Ladies and kings should follow this Vastra Vidhi in Nataka.
Indian society has flourished for centuries and life style has not changed but
supplementary with modern life today. This language has affected Aharya Abhinaya in
Natya, as 2000 years old style tags are surviving today also.

(Verse no. 21.139 2 ) Mukutaprayoga is exclusive and important
characteristic of dress up in Bharatavarsa. Each and every character is recommended
to wear Mukuta i.e. headgear by Bharata in Nataka. All the Divyas and Manusas are
definitely recommended one or the other type of Mukuta according to Desa, Jati and
age. Here Jati is definitely a role in social life and not a cast by birth. According to basic
nature of human beings, their behaviour in society decided their responsibilities and
Jatis survived. For e.g. Vidusaka, a character in Nataka has born in Brahmin family but
unsuccessful to be a Brahmin, so he has become helper of some influential personality.

(Verse no. 25.46%) In Citrabinaya while explaining Bhavabhinaya, Bharata
explains Bhava, Vibhava and Anubhdva, which is said to be enacted by Purushah as
well as Striyah. Here word Athapi gives hint that there is some difference in Abhinaya
by Purusa and Abhinaya by Nati i.e. Actress. Though Vibhdava and Anubhava both are
same for male and female, its expressions are different according to socio linguistic
impact.

(Verse no. 25.47*%) For male character, Vaishnava Sthanam is recommended
and for female character ayatam or Avahittham Sthanam is recommended. By the word
Swabhavatah, Bharata has given clarity about natural behaviour. Body language of men
and women in society is reflected in Nataka.

(Verse no. 25.49°) Male character will act on in Angabhinaya with vigour

and loud movements, while female character will act on soft Angaharas with small

| TIAY S SRSEAISTT: |
SAHTGHHLA! B0 O = 1 21.137
2 FT UTITRRENTY heied AT |

Tt AT = eSS 1 21.139 1
3 Ug WTE AW arEg ey i |
TERIA: RTSHITHRY a1l 25.46 1

4 AT @I i g dwrE |

S aAraTe a1 HT HE @HE: 1| 25.47 1l
5 AT JEET e |

93



movements. Here the difference in the words Vicestita and Cestita has deep meaning as
Vi’ prefix is meant for Visesena i.e. highlighted. Thus male movements are loud and
female movements are not loud. Here one extra ordinary hint is given by Bharata that
Bhavabhinaya includeds movements of Angaharas. So each time while expressing or
speaking, stances are changed and movements are continued. For e.g. When Bhima calls
Dussasana for fighting, he expresses it with backward and forward movements and
different stances all together. In Kiratarjuniyam by Bharavi, when Droupadi scolds
Dharmardja, her Bhava is depicted with different movements and stances.

(Verse no. 25.50") In this verse, hand gestures, leg movements and other
body movements for women are said to be Lalitah. Those are soft and attractive. While
for male characters movements are Uddhata means aggressive and loud.

(Verse no. 25.512) In this verse Bharata has clearly repeated by the word
Pruthak i.e. different. According to Rasa and Bhava male and female Bhavabhinaya is
totally different. Thus socio linguistic impact survives in Bhavabhinaya in Satvati Vytti
also.

(Verse no. 25.55%) In this verse, Abhinaya is dependent on social norms of
expressions. CibukousSthaprakampanat this word depicts effect of anger on facial
movements, which is common in social behaviour. This Abhinaya is Natyadharami but
has impact of regular expressions in Indian social behaviour. By the word ‘Bhrkuti
Karanena’, Bharata has cleared that regular expressions are to be made loud and slow
in movements in Natyadharmi Abhinaya in Natya. In anger, eyebrows may raise
naturally once or twice but in Natyam eyebrows movement is performed slowly and in
a loud manner. Same thing follows in next verse that is Mounen Anguli Bhangena.
Anguli Bhanga i.e. knuckle cracks to express anxiety. It is an exclusive body language
in Bharatavarsa. This may be socio linguistic impression on Natya which is an

important social expression of anger.
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(Verse no. 25.56'") Removing all the ornaments is another expression of
anger especially seen in Indian culture. Not wearing ornaments is always counted as
kind of expression. In anger and jealousy both  Bharata has
recommended ayatasthanam?.

(Verse no. 25.27%) In this verse Bharata has stated expression of grief,
where breathing speed is increased and one becomes thoughtful with the head down.
Male character should show grief by the help of Akasavacanam. Akasavacanam i.e.
some statements are heard from unknown person in the sky. Here a common expression
is adopted by Bharata in grief, looking down with worry this common behaviour is itself
highlighted with loud movements and body language reflected in society.

(Verse no. 25.58%) Ladies should show grief by fast breathing, crying,
falling down, hitting ground and by hitting one’s own head. This behaviour is not very
different from behaviour in Loka. Though it is performed in ayatasthanam, there is a
clear impact of body language in society.

(Verse no. 25.59%) Crying due to happiness, craving, and jealousy should be
performed for only ladies and characters with lower status. This is also a socio linguistic
impact where crying is a common expression followed on stage.

(Verse no. 25.60°) Male characters should act on fear by showing aggressive
strength and vigour. This character also shows confusion and throws of his weapon..

(Verse no. 25.627) Behaviour of male character and female character is
totally different as a reflection of social behaviour. Female character should act on fear

by shouting loudly, searching for beloved, and hugging to beloved person. Bharata has
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depicted this Abhinaya with the reference of women’s social behaviour. There are no
expressional instructions to make it Natyadharmi. This is a clear socio linguistic impact
on Natya found out in Natyasastra.

(Verse no. 25.66') When women act on emotions of male, it should not be
same like male character. Nati should follow feminine stance while showing male
emotions also. Bharata has expected different Karanas in feminine manner though that
Bhava is of male character. Here the word Prayatnatah emphasizes Lasya Abhinaya as
it is discussed is 5th Adhyaya in Shankara Nrttya.

(Verse no. 25.114?) In this verse Bharata has clearly stated that Bhava
should be acted according to status of the character. Bhava of Uttama Prakrti should
not be used in Madhyama Prakrti and Madhyama Prakyti’s Bhava should not be used
for Nica Prakrti i.e. Characters in lower status.

(Verse no. 25.1153) This bifurcation of Bhavabhinaya is justified
by atmacesta, as Bhava imitates from different characters in different manner and
continues in Natya with its own colour. So special Bhavas are shown by Sattvika
Abhinaya while common Bhdavas are shown as per Loka means in Lokabhinaya. Here
the aesthetic sense of Natya is protected by the combination of Natyadharmi and

Lokadharmi Abhinaya.

47 references are listed in this chapter which are stating socio linguistic
influences deciding style of performance in Natyasastra. Here important words like
Nicasatva, Uttama, and Madhyama are important words deciding style of using Mudras
and various stances. Thus references are important to establishing communication in
character building. When a character is a mature personality, hand gestures are
controlled and in low speed. Their appearance on stage is also specified by their walking
style. Instructions listed through these references are very useful in modern classical

performance, where main dancer face a problem of feminine movements. There are
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definite solution on maintenance of male behaviour while performing Caris of Nrtta
Patha. Today’s classical dance is seriously separated from these instructions so
character building has become difficult task dependent on oral explanation. Ample of
space is also given by Bharata to the dancer through these instructions.

Adhama Prakrti is another word considerable to understand importance of
communication established through socio linguistic references. While Natyasastra was
operating as a guide of performers, the communication between text and reader is also
becomes clear by all the socio linguistic references.

Same mudra is recommended to be used differently by character depending
on its social status. In this research study these references have helped researcher to

understand relation between Caris and Gatipracara.
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4.5 Analysis and Interpretations of Lingual Links between Audience and
Performers as well as Performer and Author.

Any art form appreciated by mass is understood first by the lay man under
the influence of its own word bank. Natya was a cohesion in diversity because
entertainment and knowledge through all the interests was available to the people on
one plat form. Not only the language was common amongst audience and performers
but also the word bank was common. In Natyasastra we get types of words which were
a lingual link between audience and performers. Sastrakara and performers also had
their own word bank to discuss the topics in detail.

Circumstances explained in Natyasastra are understood only by the people
of same cultural and social back ground. There are some axioms functional behind every
logic or information in text. This Chapter gives thought to these lingual links between
audience and performers. Bharata and actors operate with the strong references and
axioms in the process of guidance. These maxims are identified to understand Caris and
Mudras in their true sense.

(Verse no. 1.118') in first Adhyaya, Natyam is stated to show life
happenings of gods, demons, kings, family of the king and enlightened Rsis. Here the
concepts of Deva, Asura, Brahmarsi are common in the society as every drama might
be planed accordingly depending on these notions operating as axioms. A new axiom is
stated in this verse that Nagyam is meant for showing life episodes of particular entities
of the society.

(Verse no. 1.126%) whoever will perform Pijja as per rituals stated and
observed as getting auspicious wealth and enjoying the heaven. Here Swarga Loka is
mentioned as well as known concept amongst all. It is mentioned in verse 1. 118 and in
1.119 that Natyam depicts stories and nature of these Lokas. Concept of Loka is very
important link between Audience and performers. Mention of Martyaloka is understood
without any specification. One who performs drama without performing Pizja goes to

Tiryag Yoni i.e. bad life. Sahadaivataihi is a reference of various gods supporting Natya.

| TAHTHEROT o TAH Py

FRISTOT = foRr e garaeeieH |1 1.118 1

2 JATIATY RS F%g YTt IR |

T A YA WrTereh o et 1 1.126 1

98



Each and every support of Mandapa is also affected by various gods. We can get the
clear clue about social axioms which were common amongst audience and performers.

(Verse no. 2.55%) in this verse Swastipunyahghosa was well known and
common in practice that no explanation is given. At the base of every pillar gold is to
be poured. As pillar was considered to be supported by various gods so golden base was
considered most important for its long life. All the pillars were named as Brahman,
KSatriya, Vaisya, and Sudra. There is no single comprehensive explanation about these
names of pillars. In same Adhyaya Rohini Naksatram is also mentioned for
Stambhasthapana. Acharya who was supposed to be in a leading role of building pillars
should observe fast for 3 days and at the time of sunrise the task should be performed.
Treating every Sthamba as living being was common practice in society contemporary
to Natyasastra.Prominence to all the rituals gives clear idea of the society which
experiences unseen energy and vibrations constantly. Rituals had become equipment to
operate and remove flaws of different vibrations. (Verse no. 3.98)*

The units which are worshipped in Rarigamandapa are tend to worship you,
they respect you as they get respected, so by any which way with all the efforts, one
should perform worship of the stage. Here in this verse all the non-living things are
believed to be responsive to living being’s emotions. In next verse it is stated that fire
which is worshipped well with mantra will not burn as much as non-worshipped fire.
Here 'Prabhanjanasamiritah Agnih' means mantra Agnih is proven to be common
concept and dominant lingual link to understand the text in any which time span.

(Verse no. 3.99 And 3.100°) thus Rarigadaivatapijanam is explained in
trtiva Adhyaya and researchers tend to get many lingual links between audience and
performers without losing concrete reference. These links have helped us to understand
colloquial links used by Natas to reach out to the audience, even Natyashdatsra has used

these types of links to reach out to performers as a guide. Active performer always took
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Natyasastra as his guideline as discussed in 4.1. Sanskrit language was well known
amongst audience and Natas which made the documentation easy, meaningful, and
survived for centuries as a milestone.

Natyashatsra gives references of Slokds where even the contemporary
concepts are common, proving utility of Sanskrit in 1% century and before.

(Verse no. 4.319%) in this verse purpose of human life is considered to be
known by common people, so Sastrakara could count Visuddhi and Siva Loka in the
list of benefits. These concepts are lingual links to develop rapport with audience.
According to Abhinava Gupta, Caritam and Cestita means performed .Caritam is
derived from Cara and Tandava is a dance performed by Siva. This verse states
Tandava Laksanam and it is understood by given lingual link that one should follow
Cestita of Siva.

(Verse no. 5.171) in this verse the concept of Tiryag yoni is repeated as it is
given in 4.3 chapter. This type of repeated usage gives hint about axioms considered
before documenting Natyasastra.

(Verse no. 5.94 and 5.95)7 By one or two hands in Catura Mudra positioned
circularly are used to show thoughtful discussion, consulting, inferring logically and
shyness or embarrassment. Here recommences the reference of feminine behaviour.
This usage is a mirror of social language used regularly to depict inner abstract
expression of thoughts. Audience though without knowledge of gestures in dance could
understand and feel the communication on stage due to lingual links in the language of
classical dance.

Catura Hasta is used to carry, to be humble, to state a rule, to show
expertise, to show eagerness of a child and to state conspiracy. Catura Hasta is also
used to depict sentence, correctness, restriction, truth, and calmness. Here the language
of gestures for child is stated separately. Children are always enthusiastic and

spontaneous which is to be shown differently.
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(Verse no. 9.97%) a playful act towards love, favourite things, memory,
intelligence and emotions are shown by Catura Hasta. Forgiving and supporting are
also shown by Catura Hasta. A sign to give a hint, Romance, Enquiring, intimacy and
hygiene are shown through Catura Hasta. These are very important examples to know
how subtle relational expressions in social behaviour were shown by Catura Hasta.
Thus mudras have become lingual link in the enactments.

(Verse no. 9.98°) Cleverness, sweetness, respectful behaviour, softness,
pleasure, and good character are enacted by Catura Hasta. Question, a topic for
discussion, Dress up, soft Shawl and something little are depicted through Catura
Hasta. The language used in classical dance was understood by social references. In
this verse we get very important example of the social impact on the language of mudras
as intelligence and sweetness both are depicted by the use of Catura Hasta. Asking
welfare to each other was also enacted by Catura Mudra. The swings, placing and
touches performed by Catura Hasta are capable of changing into contrast meaning.

(Verse no. 9.99'%) in this verse, poverty and prosperity both are shown by
same Hasta mudra and meaning is dependent on lip movements, chin movements, neck
movements, head movements, eye movements, nose movements and facial expressions.
The mudra which will show merits will also show non virtuous behaviour.

Poverty, prosperity, love, virtues, non-virtuous things, young age, house,
wife, and different colours are shown by Catura Hasta.

(Verse no. 9.101'") it is stated in verse 9.100 that yellow colour is shown by
the circular movements of Catura Hasta. Same thing happens with Bhramara Hasta.

(Verse no. 9.103'%) Bhramara Hasta is used in intimidation by words or
saying insulting words to someone, speech of small child, hurry, 7ala and while giving

conviction Bhramara Hasta is used. Here in Kasi version of Nagyasastra Balalapa is
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written as Balalapa. Here meaning changes to dominating statement. Kasi version may
be considered appropriate as aggressive words are shown by Bhramara Hasta like
Nirbhartsana.

Layman understood one Mudra for different situations and meanings as
Upanga usage is supporting Hasta Mudra. Due to social impact, one particular Mudra
could become sufficient to state meanings in different situations with different words
stating contrast meanings. This social impact on mudra language is a lingual link.

(Verse no. 9.122'3) Tamraciila has been converted to Tamraciida in
Abhinaya Darpanam. Names of fingers while explaining mudras are given without
explaining. This is a lingual link as names for fingers were common amongst all.
Tamraciida hasta is used for Viswasane, Sighradhye and Balalapa

(Verse no. 12.8'%) the distance between legs should be two and half Tala
and when leg is to be thrown up in the air it should be according to one's decision. Here
Tala means one feet. Thus measurements of feet changes according to performer.
Textual explanation uses colloquial word taken for granted to be understood. This
measurement of 7ala was popularly used measurement by a common man also. In this,
Adhyayakala is another measurement of rhythm which is counted as Dwikala and
Catuskala. The concept of Laya for speed in walking or Nrtta is specifically explained
by the word commonly used in society. Newly studying Nata was possibly acquainted
with all these words without defining them by particular reference of Sastra. Sthitam,
Madhyama, and Drtam were stated as types of Laya. Here this might be realised that
though the prakrtita language was dominant in society, concepts like Drtam were
popularly in use in Sanskrit, so it has not become compulsory to give detailed definition
of Laya. It states that information documented in Natyashatsra was for understanding
the methods i.e. Vidhi.

(Verse no. 12.25'9) in this verse three types of Prakrtis are explained;

Divya, Divyamanusi, and Manusi. Divyamanusi Natya Nrtta Kriya is recommended for

the king while Manusi Kriya is called as Lokavidita i.e. Known by common people. As
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king was considered as Devansa means the reproduction of Devine. The kings were
knowledgeable through Veda and Adhyatma. So it wasn't considered wrong to follow
Divyagati. This chapter explains Gati for Utam Prakrti, Adhama Prakyti, and
Madhyama Prakyti. The concept of Kala is also explained for Nica Prakrti. The words
which are used here to explain Gati Prakara i.e. Speed of various steps, are common
lingual link.
(Verse no. 17.2) in 17th Adhyaya topic of Bhasa Vidhanam is discussed when Natya
included Prakrta language. Multiple languages were used on stage according to
geographic location. Common spoken language was used in some part of Natya by some
characters. Here in 17th adhyaya, Prakrta Patha is stated as important as Sanskrit Patha.
Prakrta language established connection with local colloquial atmosphere and Sanskrit
language established connection with local authenticity of various documentations.

The least of pronunciation change from Sanskrit to Prakrta is mentioned in
Natyasastra to follow. So in above verse the Prakrta Pathya is said to be without
Sanskara and it is with different changes in Varnds that is called as Avasthantaram. The
patterns of these changes are documented which is in line with modern linguistics. The
name of 17" Adhyaya is Bhasa Vidhanam Kakuswarupanca. This Kaku differences i.e.
pitch of the voice. By mentioning these patterns of changes Natyasastra gives certain
guidelines to Natdas to understand behaviour of various characters. This shows that there
was a definite process of depending on lingual links between audience and performers.
Natya is appreciated only when it is understood by the last unit of the society. Natya
was not only meant for king’s family but also for working habitants migrated from some
other part of Bharatvarsam. In 1st century Natyasastras text was operated as in hand
guide, while Nagyasastra was considered as Veda (1.106) it included documentation for
further many centuries. Pathayam is divided into three types. Samanusabdam i.e. as it
is taken from Sanskrit. Vibrastam i.e. changed due to pronunciation and Desigatam i.e.
Avasthantara which takes place due to local language influence.

(Verse no. 17.3) in this verse instruction is given for Prakrta Pathya in
Natya. This Prakrta Pathya is of three types; Samana Sabda, Vibhrasta and Desigata.
This reference shows that how Prakrta Pathya was dependent on knowledge of Sanskrit.
Types of Prakrta Pathyas are made up through comparison with Sanskrit. Word Saman
Sabd is derived from the fact that each language was compared with Sanskrit. Word
Vibhrasta i.e corrupt word, is also used by the reference of Sanskrit word Desigatam

i.e. Localised elaborates that Prakrta was restricted to some Desa and Sanskrit language
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was beyond territories. Desigatam means the word which has got regional impact. It
states that whenever Sanskrit language has got regional impact it has become Prakrta.
All these standards of language usage are dependent on Sanskrit language. The person
expected to read Natyasdastra was learned or well versed in Sanskrit.

(Verse no. 17.5'%) Consonants which are merged into another consonant or
vowel or stay absent in the word, are called Vibhrasta. For e.g. it is explained in 17.11
verse Ch becomes sh. Kila becomes Kira and Khalu becomes Khu. There are many
examples of Kira in Marathi language.This word is identified in Dnyaneswari.. As word
Taddga has converted into Talava in Marathi, this relation between Sanskrit and
Prakrta language is always considered in all the enactments which were public oriented,
in or before Bharata’s time. One gets many examples of Vibhrastvarna in
Mruchakatikam by Bhasa. As each entity of society could enjoy Natyam with the
acquaintance of Sanskrit and Prakrta both. So it might be derived that common lingual
links were in existence due to balanced knowledge of Prakrta and Sanskrit both.

(Verse no. 17.6)'7 in this verse, Bharata stated that now onwards he would
explain behaviour of the Varnas according to nature of Prakrta language. In Nrttya,
Sahitya was considered very important. It was always selected up to the mark of
understanding levels of audience. The deep understanding of the behaviour of the
language helped performers and audience in Rasanubhava. Not only by the Varna'’s
behaviour but also through social concepts and established lingual links, Bharata
explains classical concepts through examples from common social life. In the 6th
Adhyaya, Bharata gives examples of Sat rasa i.e. six tests, from actual human life for
explaining concept of rasa in Natya. He calls sensible and balanced audience as
Sumanasa Purusa. If the mind is in balanced state, language of dance as well as Sahitya
is understood and enjoyed well. Bharata himself doesn't avoid this lingual link while
writing different Adhyayas of Natyashatsra. Concept of Rasa has survived or identified
through long many centuries till today also. The identification of Rasanispatti would
have been lost due to changes in social norms but there are some axioms followed by

Bharata which made the concept familiar till now.
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(Verse no. 17.11") in this verse example of Desigatam Avasthantaram is
given as Kila becomes Kira and Khalu becomes Khu. This two words Kira and Khu are

identified in long many centuries in Marahati Prakrta language also. It is also said in

this verse that ¥ changes to . As today also ¥ has changed into ® in Hindi. ® is same

in many northern languages also. Same thing has happened with Sari which is changed

to Chati in today's Marathi.
(Verse no. 17.16)? 9 changes to % and # may be derived from Mrtaha also

and Mrgaha also. Here the loose fabric of Prakrta language is considered for the
establishment of permanent lingual link.

(Verse no. 17.30%) a language which is having many words from Mlecch Bhasa was
used according to nature of pronunciation in Bharatavarsa. For e.g. Alexander was said
as Aleksendra. Milind was said in Mlecch Bhdsa as Menander. Language domestic and
wild animals and Language of birds are established in Natyam in its Natyadharmi
version. All these languages were understood in Natya by audience as they had definite
reference of colloquial usage.

(Verse no. 17.31, 17.33, 17.34)* Here it is stated that Prakrtam is used due
to poverty, illiteracy and Yadrccha (one's wish).Incidental reasons are also considered
behind the use of Prakrt language. The observations from society had definite reflection
on the language in Natya. Bharata has included this nature of social life while
documenting instructions.

(Verse no. 17.35%) it is clearly stated that one cannot use Sanskrit language

in Natya for arrogant character due to richness and characters collapsed in poverty
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though one wishes so. Social status of Sanskrit language was identically connected to
nobleness and it is reflected in text providing regulations. This is an example of lingual
link between hearers and Shastrakara i.e. Author of a school of thought

(Verse no. 17.36") Good people but uneducated should not use Sanskrit.
People who have become mock devotees and Sramantapasvibhiksu should use Prakrta
language. Ladies, lower cast people and neutral people should use Prakrta language.
All these guidelines are an effect of a lingual link between readers and creator of a text.

(Verse no. 17.39?) Artists, Ganika, and King should use Sanskrit as per the
need of time. Bharata gives freedom to use Sanskrit as per the need of situation. Due to
social norms. Haunted, mentally retarded, cunning, and immature personalities were not
allowed to speak in Sanskrit on stage. At the same time it was stated that noble people
and also being devotees should speak in Sanskrit. The setup on stage integrated social
picture and it was totally dependent on audience’s perception. In 17" Adhyaya Bharata
has given freedom to use Desbhasa.

The story in Kavyam used for drama is said to be Nanadessamuthitam i.e.
originated in different territories. By this reference it might be derived that combination
of Sanskrit and Prakrta was understood in various parts of Bharatvarsa. This Adhyaya
gives seven names of languages. Those are Magadhi, Avantija, Prdchya, Sourseni,
Ardhmdagadhi, Balhika, and Daksindtya. These all seven languages were used in
combination with Sanskrit according to the character in Natya.

(Verse no. 17.42, 14.43, and 17.44)° Sanskrit language as a medium of all
the art forms and easy in all types of usages, should be used for entertainment of all the
Lokas. 1t was also recommended amongst prostitutes for entertainment of kings. To

understand and present all types of art forms, artists are suggested to use Sanskrit in
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drama. It is stated that Sanskrit is followed by all the Lokas because it is well refined by
Grammar, used by heavenly fairies, and also used by all gods. By this verse one can
understand the status of Sanskrit language when Natyasastra was documented as an
authentic text in the field of performance.

(Verse no. 17.49") it is specified that usage of Sanskrit was unavoidable due
to its versatile and synthetic capacity of handling all the creative art forms. All the artists
always spoke in Sanskrit though at a time many languages were effectively used in
ancient drama. As it is said that Sanskrit is easy to understand by all types of societies
even for kings, this might be derived that a measure link between all the languages was
Sanskrit because Sanskrit was refined through advanced Grammar and it was out of
regional impact. So regional languages changed time to time but Sanskrit was steadily
used all over Bharatvars. This gives idea about ancient society depicted in mythology,
Puranas, Mahabharata, and Ramayana. The textual language of Natyasastra is same
of Mahabharat, Purona and common usage in all dramas. All the performers were keen
to use Sanskrit competitively with all the regional languages at a time. Lower characters
in drama like Sakara, Abhira, Candala, Sabara, Dramila and Andhraja used Vibhasa
which was nothing but badly pronounced Sanskrit. A bad version of Sanskrit created
impression of roughness.

Abhir, Sakar, Candal, Dramil, and andhraj inhabitants in jungles are shown
to be speaking in Vibhasa. Vibhasa might be said as bad Sanskrit or Sanskrit with bad
pronunciation. At a time all these languages were given to different characters in one
drama.

(Verse no. 17.50%) Kings were supposed to use Magadhi language which
was spoken in his inner palace in personal interactions. All the noble people, managers,
and prince were used Ardhmagdhi. This is an important lingual link that king used
Magadhi language in his personal life and followed Sanskrit in his formal appearance
in his court. Prince was supposed to speak in Ardhmdgadhi. This versatile usage of

languages shows polyglot ability of the audience reflected in Natya.
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(Verse no. 17.52") in this verse it is stated that all the citizens and soldiers
and gods used daksinatya language. People from Udici means east were supposed to
speak in Balhik. Khasa people used their regional language.

Languages like Praci, Surseni, Balhika, Daksinatya, Magadhi, Ardhmagdhi,
Sakarbhasa, and Candali are recommended for different types of people. Each character
was built up not only by his appearance, behaviour, or expressions but also by type of
languages he used. Different types of languages played very important role in Bharata’s
drama as all the idioms or dialogues usually used in society were present in drama on
stage. All the performers were expert in linguistic fabric existed in ancient society. This
language bond between Natas and Preksakas gave compact foundation to performing
art’s world.

(Verse no. 17.54, 17.55 and 17.63)? In this verse it is stated that he has
recommended usage of several languages and still whatever I haven't specified should
be taken from Loka by learned people. Even after discussing many types of characters
with different types of languages, Bharata has kept the space for choice to decide any
language used in society. As in Grammar, 'Lokah Eva Pramanam’ is a statement
followed, Bharata also gives significance to Loka i.e. Contemporary society. The
question might occur that if Lokah is to be considered authentic ‘what is the use of any
school's documentation?’” The answer is hidden beneath. Any Sastra though giving
space to its user or follower, gives solid foundation for the choice to be made. So though
the Roman language spoken at the time by Alexander’s soldiers in Bharatvarsa, it didn't
enter into drama only because of Bharata’s solid groundwork complete. Natakam
remained out of foreign impact though all the kings were having good overseas relations
with Greece, Rome, and Egypt. Bharata has discussed vernaculars as well as regional
impacts while discussing about languages in use. Due to geographical conditions

differences in elocutions are true today also. The same was having clear impact on
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Natakam. This polyglot drama was understood and cherished by audience which gives
us indication about aptitude of the mass.

(Verse no. 17.68") In this verse it is stated that a Bramhan should be
addressed as Arya, king should be addressed as Mahardja,teacher should be called
Upadhyaya and any old person should be called as 7ata. In some following verses also
the types of addressing other person are given. This important lingual link between
spectators and artistes helped to build up definite characters in Nagyam. Addressing has
got too much importance in Natyasastra as introduction of the character didn’t remain
dependent dominantly on Aharya Abhinaya or Nepathya.

(Verse no. 17.76?) in this verse, it is clearly specified that one should address
any character by the trend which is set in contemporary society. It is stated that one
should be called according to his work, his skills, his knowledge, or his Jati. Nataka
should have those names accordingly. Here, Sastra gives clue about a link between
audiences and performers without which understanding Nafyam was not possible. If this
addressing is changed unexpectedly it would be considered as a joke. This conditioning
is always seen creating jokes in Sanskrit dramas. This edition of Natysastra was
available as it is in 3™ century B.C., where we get Sanskrit dramas written in 4" century
B.C. This dramas are reflecting all the norms stated in Natysastra which shows that this
edition might be older than considered today.

(Verse no. 17.84%) Bharata states that what male characters should address
while talking to each other is stated and He would explain addressing of women in
Nataka. This gives us indication that social protocols were most important in Nataka,
even Sastra never denied influence of Lokd in the documentation. Same thing is
considered in Vyakaran Sastra where well recognised catchphrase is “Lokaha Eva
Pramanam.” Why this was to be documented and recommended in Sastra? This
question promotes researcher to think about social relations in first B.C. Here Karyam,
Bhasyah these types of words are giving hint of ‘should be pattern’. It means somewhere

due to regional and Prakrta impact addressing might have changed, which might not be
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acceptable by the hierarchy in society. In further verses, queen should be called Bhatini
or Swamini especially by servants in the palace, is stated.

(Verse no. 17.92") here in this verse a kind of status carried by Ganikas is
clear. It is stated that their mother should be called as ‘A¢fe’. Common people apart from
king should call their wife as ‘ Priye’ which is not recommended for king. This reference
is a strong lingual link between society and performers. This is also a socio linguistic
impact which is discussed in 4.4.

(Verse no. 17.932) Sarth Vahas were significant personalities of social life
in ancient India. Sarth Vah used to have Sarthas and their guild had one leader called
as Purodha. These Purodhas were well known amongst common people and their status
was high in social structure. Purodha should call his wife as arye is stated in this verse.
Instructions are given to Kavi that he should follow the norms in his writings.

This socio linguistic impact is discussed in 4.4 by the view of socio
linguistics.

(Verse no. 17.106%) in this verse Bharata is talking about Kakuswarabheda
or the pitch of dialogues. It is explained where there are usages of head, throat, and chest.
When the person is too far, one should call by using head. When the person is not too
near, one should use his throat to call and for nearby person, one should call or make a
sound through chest. This social behaviour is adopted in Natya as a lingual link between
actor and viewers.

(Verse no. 17.109%) this prose part of Natyasastra is most important to
explain usage of Varna, Swara, and Kaku Bheda. Concepts like Udata, Anudata,
Swarita, Kaku are most utilized words and it is a common link between Sastrakar and
Natas. One who refers Natyasatra is well prepared with the reference about the
discussion. Conditions like Sakansam and Nirakanksam are understood without

definition given.
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(Verse no. 17.110") in this verse Aniiyuktarthakam and Niyuktartham two
concepts are explained. A sentence is pronounced without meaning and Niyuktartham
is sentence with meaning. The sentence said without meaning is expressive exclamation
pronounced Sakanksa i.e. with aspiration. Niyuktartham is a sentence with meaning
pronounced Nirakanksam i.e.Without aspiration. In the next verse also six
Varnalankaras are explained which are Ucha i.e. loud, Dipta i.e. harsh, Mandra i.e.
heavy sound, Nica i.e. lower sound, Drta i.e. fast, and Vilambita i.e. sustained sound.
This discussion about Sabdalnkara takes place with various lingual links understood
only by the person performing on stage. All these Alankaras are connected with various
Rasas in traditional Slokds,where in rare Sanskrit Dhdtus i.e. roots are used elaborating
common utility of the language as discussed in 4.1. 17" Adhyaya unavoidably becomes
difficult if someone is not in the reference of performance as well as Sanskrit language.

(Verse no. 17.112 And 18.5)? in this verse four Vrutis explained. Those are
Satvati, Kousiki, arbhati, and Bharati. Kavybandha changes and gets regional impact
due to differences in these Vrutis. The example is given of Swara as Swara gets village’s
impact because of Jati and Sruti.

In this explanation Sruti and Jati both are important lingual links to
understand the text.

(Verse no. 18.6%) in this verse it is stated that Sadja and Madhyama are
called as Purnaswara.Gramau i.e. popular amongst Gramina people. By giving this
example of Swara, Bharata has explained two types of Kavyabandhas as those are
including all the Vrutis or those are created from all the Vrutis. Those two Kavya
Bandhas are Prakarana and Nataka. Both types of Kavya Bandhas are created from
Satvati, Kousiki, Bharati, and arabhati Vruti. So here it is clear that Gramau Swara
means common Swaras where all Swaras can be dependent. As said in 18.5 due to Jati
and Sruti all the Swaras have come together on common platform. It might be stated as

all the Swaras are dependent on Sadja and Madhyama.

| yirgehTeh AT ARt i |
frgeaTef g TR FReRte ag=ad 11 17. 110 1
2 3= Sy Ay A e |

G gAAERI AL F Fae T 0 17, 112 1
ST gfaf¥rda @R arHEHETr: |

FT JUT Jrads: FeFawn Far f§ 1l 18.5 1
3 et qUieEd & g AT 9 wgHeAHt |
TAgITa-oTst srerat a0 [ 11 18.6 11

111



Prakarana Kavya Bandha and Nataka Kavya Bandha provide same
platform to all the Vrutis together. By this reference we may understand that person who
is getting guidance from Natysastra is a learned person who knows Swara Vidnyanam
properly. It also gives the proof that Natysastra was an in hand guide for performing
artists, experts and Acaryas as it is discussed in 4.3.

(Verse no. 18.14') in this verse definition of Asnka is given and it is stated
that this is an old traditional word used in Natyam. One which enhances meaning by
Rasa and Bhava, is called as Arnka. Many types of happenings get together in Arnka and
take the plot further through various Rasas and Bhavas.

(Verse no. 18.16%) after giving definition of Arika the characteristics are
explained to understand or identify Anka. Wherever the plot of the story progresses with
the meaning and it is completed, wherever seeds of further happenings are given and
wherever some endeavours are remaining and attached to current happenings that is
called as Arka. Here three words are important Bija, Binduh, and Arthah. These units
are responsible for the progress of the plot of the story and they are observed in
synchronization in Arka. When some guidance is expected from Natyasdastra, one
should understand concepts used in this verse. So this reference of lingual link has
become important.

(Verse no. 18.183) in this verse it is stated that all the characters of
Natakda are operating through many Rasas then Anka takes place. One should
understand the Anka for various Rasas depicted through many characters.

(Verse no. 18.19%) this verse is inserted later i.e. Praksipta. But it states
that when all the characters are leaving the stage due to some or the other reason that
should be known as Anka. This is the guidance to identify Ankas practically when the
Nataka is prepared.
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(Verse no. 18.34') in this verse, usage of Prakrta Bhasa is explained.
Prakyta usage is to be followed according to performance. This usage is not followed
by Utam, Maddhyama characters. In Prakarana also it is not considered good and also
not brought into practice. The freedom is given to use Prakrta language, where it is not
expected normally.

When performance is more audience oriented and needs to reach out by the
local references, then some use of Prakrta language is allowed by going out of etiquette.
Performers are giving importance to colloquial connection with the audience on stage.
This shows that Natyasastra provided and guided for freedom in procedures.

(Verse no. 18.362) when Nataka or Prakarana is performed and plot is
expanded, one should shorten it by Pravesaka or Sandhi,where hints are given of some
happenings without performing on stage. When emotional interaction is going on
Cirnapadam is to be used. The definition of Curn Padam and Nibaddha Padam is given
in 14" Adhyaya where Nibaddha Padam is with Candovidhanam. One which is
according to meaning and not bound in Canda is called as Cirnapadam. When too
many emotional interactions are going according to word’s meaning, Yati is taken but
not according to Canda but meaning. Extraordinary use of Cirnapadam is also stated
to be harmful to the performance. Bharata has stated these facts by understanding
extraordinary use of Curnpadam in many Natakas. Here the usage Prayogasya Khedah
might be common lingual link between readers and Sastrakara.

(Verse no. 18.42%) in Kavyabandha, one should follow Gopuchagram and
keep all the Udata Bhavas behind. Here Bharata has taken care of Nibaddha Padam
means Candobaddha Kavyam where Gopuchagram is concluding. Gopuchagram is a
concept where number of letters go on decreasing, in the manner of tale of cow. It is
used for Kavya and also Curnapadam. Gopucagra is a lingual link to understand type

of Kavya and Jati.
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(Verse no. 18.45") in Nataka, real historically famous characters are taken
to set the plot while in Prakarana Kavi creates new characters by his own creativity.
Here the autpattikam is a common word taken for granted amongst reader and Writer.
In Prakarana, plot of story is also imaginary i.e. Autpatikam and no historical character
is built up.

(Verse no. 18.47%) in this verse similarity between Nataka and Prakarana
is stated. Vastusarira i.e. plot of the story and Vrutibheda is four types of Vrutis, both
are used in Prakarana same like Nataka with all the characteristics and in all the
Sandhis. So it might be understood that in Nataka Divya Caritam i.e. Great characters
from history, is built up and in Prakarana some common person comes as a Nayaka of
the story. Audience enjoying performances was acquainted with definitions of Natakam
and Prakaranam etc. Through lingual links.

(Verse no. 18.53%) in this verse it is stated that if Vesayuvati and Kulastri
come together by some reason, one should follow Suddha Bhasacara at the time. This
shows that Sanskrit Pathyam was used to make the situation comfortable.Using Sanskrit
for creating comfort might have been social norm.

(Verse no. 18.72%) while explaining Samawakara, where devas and Asuras
are main characters, Bharata has explained three types of Srurigaras. Dharma Srurgara,
Artha Srurigara and Kama Srurgara. Srurigdra rasa was considered as a king of all the
Rasas. Four Purusarthas; dharma, Artha, Kama, and moksha have become foremost
lingual link between Sastrakara, Natas and audience by the life principals followed by
all the people in Bharatavarsa. It became possible to explain Syrigdra and its types
according to Purusarthas because of these links.

(Verse no. 18.73%) after explaining types of Srrigara, Bharata has given

definition of Syrigara that is Dharmaprapaka which achieves dharma. This concept of
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Dharmasrngara is understood only by the person who is following concept of
Varnasrama Dharma.

(Verse no. 18.74'") while giving definition of Arthasrrgara concept of
Arthartha Ratihi is understood by the person knowing cultural background and social
hierarchy in ancient Indian society. In next verse, also Kamasrngara has become prime
lingual link to understand Natya.

Thus in Dasaripa Vidhanam, which is Astadasodhyaya of Natyasastra,
Dasartipakas are understood and defined because of conventional lingual links for
thousands of years. Researcher is keen to highlight these links where language plays
key role in the tradition of Natya and its Sastra.

(Verse no. 19.134%) Sandhinirupanam is Ekonvinsyodhyaya of Natyasastra.
After explaining five types of Sandhis, while explaining Lasya Anga Bharata has given
ten types of Lasya Angds. These are Geyapadam i.e. songs without instruments,
Sthitapathyam i.e. Giving beats by hands using five figures to speak out syllables in
standing position, dsinam i.e. Sitting at one place and expressing sorrow and worry
without instruments, Puspagandika i.e. Male character is enacted by women and jokes
are created through songs, Pracedakam i.e. Romance with beloved in moonlight,
Trimiidham i.e. Using compound with same meter in sound alphabets and male
character is depicted, Saindhava i.e. Karanas are performed well, not following
protocols by using Prakrita language, Dvimudhakam i.e. Answers are given with Rasa
and Bhava with dual meanings, Uktapratyuktam i.e. With insulting words showing
anger or happiness with songs of different meanings. While explaining
Utamotamankam it is said to be inclusion of many Rasas together with various Slokas
and decorated with many Helas and Havas. Colloquial communicative gestures which
are known by common people were used. Hela is loud sound made to get the attention
and Hava is a gesture in regular use amongst laymen. By this reference researcher has
observed local gestures worked as a lingual link between audience and performers. One
reference of this is followed in Abhinaya Darpanam by Nandikeswara in 11" century

that is Galahastarthakepi Ca. One of the usage stated of Ardhacandra Hasta.
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(Verse no. 20.2") in this verse form of Vishnu, Acyuta is stated to be in
Nagaparyanka i.e. Bed of Sesnaga. This reference of Vishnu must have been very
common to be taken for explaining origin of Vrutis. Visnu’s fight with Madhu and
Kaitabha is referred from Visnupurana and it is taken for granted as a cultural link
affecting language to reach out to audience.

(Verse no. 20.9%) in this verse, Vishnu said to Brahma that while talking
with Madhu and Kaitabha, language used by him would be called as Bharativruti. He
has fought with various types of loud and violent words by the purpose of creating
Bharativruti which is Vakya Bhuistha i.e. made up of many sentences.

(Verse no. 20.19%) after stating four types of Vrutis and their origin Vishnu
states that he has explained all the Nyayas, dsraya of all the Angaharas would be used
to perform battle. After this verse there is one Praksipta verse which explains the
meaning of Nyaya that is Nandacari Samasrayah used for battle and Sastravimoksa. The
popular stances in battles were called as Nyayas used most of the times in arabhati Vruti.
A battle needs stance is one of the maxims as a lingual link in Natyasastra used to
explain the concept of Nyayas and arabhati Vruti.

(Verse no. 20.25%) this verse gives reference of each Vruti from Veda.
Bharati is from Rugveda, Satvati is from Yajurveda, Kousiki is from Samaveda,
and arabhati is from Atharvaveda. While explaining this, Vedas are taken for granted
as if they are known by each unit of the society. These are lingual links between readers
and author.

(Verse no. 20.27°) four types of Bhartati Vrutis are given in this verse

Prarocana, Mukham, Vithi, and Prahasan.
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(Verse no. 20.30") in this verse introduction of the drama is defined. In
the amukha or Prastavana there are conversations amongst Sutradhara and Nati,
Vidusaka, or Paripaswaka.This conversation includes versatile sentences and

(Verse no. 20.31 And 20.33%) amukha again has five Angas. Those are
Udghatyaka, Kathodghatah, Prayogadisaya, Pravrutaka, and Avalgita. All these names
themselves have information about what should happen in which Anga for e.g.
Kathotghataha, by the reference of Sutradhara’s discussion, character enters the stage
and story starts.

(Verse no. 20.35%) in this verse Vakyam and Vakhyartha both are counted
as reference for any character’s entry on stage. This is a common link understood by

audience to experience Natya.

(Verse no. 20.36%) this verse stats Prayogatisaya i.e. within a scene
Sutradhara creates another new scene to allow new characters to enter the stage. This
Prayogatisaya is not possible without command on the language.

(Verse no. 20.37°) in this verse Kalapravruti i.e Time bound changes in
atmosphere, is illustrated. This is a lingual link between seeker and guide. This
Pravrtakam is one of the Anga of amukha. It establishes link between Nata and audience.

(Verse no. 20.42°) in this verse, while explaining Satvati Vruti originated
from Yajurveda. It is called as Satvadhikarayukta. Satvati Vreuti is said to be of
Satvaguna i.e. Facial expressions of emotions like happiness and sadness are along with

Vacikabhianya, Angabhinaya, and various Nydyas. This Satvati Vruti is dominantly
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observed in Kudiatam at present. The word like Satva Guna is important lingual link in
Sastra for the guidance of performers.

(Verse no. 20.66") this verse is explaining arabhati Vruti. Bharata has stated
it as Sadgunyasamarabdha i.e. starts due to six Gunas i.e. Characteristics, of a fighter.
It includes various efforts like aggressiveness, escaping for one’s own benefits or loss.
Here Sadguna is a lingual link to understand Sastrakdara. We do not understand the
intention of Sastrakara without knowing Sadguna.

(Verse no. 20.67%) Sanksiptak, Avapata, Vastuthapana, and Sampheta
are four types of arabhati Vrutis. Here Vastuthapanam i.e. Reminding things or stories
in the scene of confrontation and battle. Sanksiptak i.e. Weapons and things of card
boards are used in the scene of battle. Avapata i.e. various characters enter the stage and
take exit at a time. Characters said to be fallen on stage in hurry. Sampheta i.e. providing
hints about future through dialogues. For e,g, Jatayu threatened Ravana for his future.

(Verse no. 21.81%) in this verse combinations of colours are mentioned
by traditional names like Pandu Varnah and Padmavarna. These names are understood
due to utility of language on both sides. Here the word ‘Samayogaha’ is an important
lingual link between Sastrakar and Natas survived for many centuries. After this verse
the name comes Gouravarna which is a mixture of red and yellow. This meaning of
Gouravarna is seen to be changed in last many centuries and Gouravarna has used for
whitish shade. And due to definition Devaha Gouraha people started thinking that all
the Devas are white. Actually it was Kesara Varna. This is a lost lingual link between
audience and performers. The concept of Varna and Upvarna is taken for granted and
explained. Here it is to be noted that white colour is called as Sitavarna.

(Verse no. 21.91%) this verse is connected with previous verse where it is
stated that Nata has coloured and dressed himself according to the character and gets
into the character he is playing. Those may be Deva, Danava, Gandharva, and Yaksa.

Raksasa or Pannaga. It means due to dressing and colouring of the face Nata is not
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identified. He merges his identity into the character. Here the words like Danava,
Gandharva, Yaksa, and Raksasa are factually well known to the people and this was a
lingual link. To understand the intention of Bharata, this link is important.

(Verse no. 21.92") in this verse Jivabandha is a lingual link to understand
the text. Because of this second quarter stating Str7 Bhava. 21.92 is Praksipta. To get
the meaning of Jiva Bhandh, all the Mountains, Rivers and oceans are considered as
Jiva Bandhas and that is stated in Praksipta quarter.

(Verse no. 21.932) 1 line of verse number 21.92 is directly connected to
the second quarter of 21.93. Two quarters are inserted between, later on which repeats
the fact. Practically in the 2™ line of 21.93 Prasada, Yantra, Carma, Varma, and
Dhwaja are counted in the name of Pranisadnyaha. Different weapons are also counted
under Pranisadnyaha. By the impact of time, the lingual link Pranisadnyaha had lost
its complete meaning so one gets two lines of insertion in the text. By this example we
can understand importance of lingual links to maintain the reference of the text with
practical performance. By this approach, if this type of lingual links are identified,
totally different information might be recovered through the text.

(Verse no. 21.94%) in this verse it is clearly stated that all the weapons might
take human form due to some reason for particular time but they are counted as
Apraninah i.e. non-living beings. This thing is referred by the word Karanopetaha
Saririnaha i.e. who takes bodily appearance due to particular reason. So Pranisadnyaha
is very important usage as a link between performers and Sastrakara.

Here mistakes in plural forms in verse and wrong identification of the
gender of mountains and oceans have identified two quarters as inserted. It also depicts
less knowledge of Sanskrit not matching with the Bharata’s writings.

(Verse no. 21.99%) in this verse Narayana, Nara, Nagaha and Vasuki are in

Syama colour and Daitya, Danava, Raksas, Guhyaka and Nagas are also Syama in their
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colour. Here Daityas, Danvas, and Raksasas are totally different from each other.This
is important lingual link that difference between these entities was known by performers.

(Verse no. 21.100%) in this verse Pisacha, Jala and akasa are said to be dsita
that is not white or black. And people from six Dwipas are said to be with blackish
golden colours. Here 2" line of verse number 21.100 is completed with 1% line of verse
number 21.101. Dwipa is very important word known for centuries as a land in the
ocean like Australia. Word Jambudwipa has also survived for thousands of years and
this lingual link has helped to maintain the practical reference.

(Verse no. 21.1122) in this verse people named by their territories and they
are told to be made Syama. All the names of different regions are intact from centuries.
Names themselves have become lingual link between Sastrakara and Natas. Whoever
referred this text in any which century, he had got the reference from different regions
to understand different characters.

In the chapter 4.3 all the references give clear hint about Natyasastra being
in hand guide for all the performers in all over Bharatavarsha. When some text was
available in 3rd century B.C. this text might have been an authentic documentation of
well-established Sastra of Natya. We get a type of reference in discussion that
Anuvansaha Slokas or some statements taken from Sangraha. Same type of Sangraha
named text was available in the field of Sanskrit grammar as referring Sangrahe Uktam.’
When any bank of rules survives from centuries in use and it is documented for the sake
of maintaining understanding level of the reader from any which region, then the text
includes various links from colloquial language which are same amongst textual
references and social life.

Sastrakara Bharata had used these types of lingual links to be connected
with Acaryas all over Bharatavarsa and all the performers used lingual links to get
connected with their audience. A word bank used by Natas was always in common use
of audience also. All the references collected in this chapter by researcher provide clear

idea about the language and usages of ancient times before Bharata and post Bharata.
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In current classical performances lingual links from Natyasastra are identified and those

play important role to revive the ethos of ancient dance.
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4.6 Analysis and Interpretation of List of Meanings Differed from Practical
Performance.

For something which is forgotten in current classical performance and a
possibility of finding difference due to different performing patterns from ancient times,
This chapter will focus on words explaining these patterns, in the light of Sanskrit.
Being not used in daily conversation for centuries, some words in Sanskrit with their
contemporary meanings differ from ancient meanings. This has created confusion
amongst Mudras. E.g. Padmakosa and Urnanabha were confused with each other and
Urnanabha is no more in use. (Image no. 4.15 and 4.16)

"Four instruments including flute, Vind, Mrdanga and Tala i.e. Bell, form
a group of musicians called as Kiitapam. In modern performances this is called as
Vadyavrnda, and Kiitapa word is not used any more.

(Verse no. 4.2807) all the words like Paryastaka and Pindi are used rarely
and for specific form. Bhedyaka and Srkhala Pindi are not named as Pindi. Pindi is
mentioned by English word Tableau and generally used for showing gods and
goddesses. As these original concepts are revived, their types would be also in use and
known.

(Verse no. 14.2813%) Upohanam or Upavahanam both the words are used in
Natyasastra but they are not used in today’s classical dance. Suskaksaram Upohanam
means some words are pronounced without music in the beginning to enter the stage
and then song starts. In modern classical dance Upohanam is confused with Jati. In
current classical dance @sarita is called as tuning and asarita word is not used at all.
Each time in live performance some round is allotted for tuning of all the instruments
which are probably affected by climate and usage. In current performances this time is
taken in the beginning but not called as asarita Vidhi due to less Sanskrit knowledge.

(Verse no. 4.283%) First asarita is called as Kanistha asarita and second

one is called as Dvitiya asaritam. Song used in asaritam is enacted and also showed by
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Nrtta. Showing some Abhinaya with Nrtta is used today in BharataNatyam, where
some Khandacapu or Misracapu is followed by foot work and hand gestures are same
like Abhinaya. This style was one of the types of Nrtta where there was only Nrtta on
song without Abhinaya. Here Nrtta Hastas played very important role is Natyasastra.
This type of Nrtta on song is identified in folk dance today, while it is followed rarely
in classical performance. So Abhinaya repeated with Nrtta remained in only one form
that is combination of Jati and Abhinaya. When different Angaharas are performed on
some songs those are Nrtta without Abhinaya. In ancient times Angaharas were also
used for emotional expressions. Some glimpses of this type of performance are
identified in Kudittam.

(Verse no. 5.6') in this verse while explaining Pirvaranga Bharata gives
word Padabhagah. Padabhagah is a part of presentation. There are various sections of
Parvaranga which are called as Padabhdagah. Bharata has also stated word Kalah, those
are Tala Kalah. Seven types of Talas. Tala takes place by its number of Matras in one
quarter. A type of Talakala depends on number of beats and those are of seven types.

(Verse no. 5.102) Settlement of all the instruments was carried out
systematically, when Panivibhaga i.e. a group of people giving Tala on hands, Matched
the pitch all together with others. This is called as Sanghotana Vidhih. English word
‘tuning’ is dominant in this field for all these methods. Margasaritam is a word which
is used for pitch setting of Tabla i.e. Dardura and asaritam is a process where Kalas
and instruments are set together matching the pitch. Dancers are also included in this
process to match their tunes.

(Verse no. 5.12%) in the process of Piirvaranga Bharata has instructed to
match all the Kutapas together. When curtain is closed Sanghotana, Parighatana,
Margasaritam, and asaritam is completed. When curtain is opened Nrttapathya is

matched with Kutapa. Nrttapathya is a Jati which is pronounced for Nrtta.
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(Verse no. 5.14") after performing Tandava some song is explained through
Abhinaya this is called as Utthapanam. Here Rangadwaram is a short hint presented
about Ripaka which is to be performed. Parivartanam is a Namskara, performed to all
the directions i.e. Dik Devatas.

(Verse no. 5.152) Cari is a presentation in Syiigara Rasa explaining some
biography through praising in various Angaharas and Nrtta Caris. In short it is some
Stotra with a praise of Mahddevi. In Mahdcari dominance of Raudrarasa with the
praising of Bhagawan in Uddhata Mandalas and Angahara. All the Stotras which are
considered in the form of Sahitya to sing in modern days, actually refer to Mahacari
and Cari performed daily in the temples. Stotras were only meant for deities and not
for kings. This is an evidence of dance performers not coming to the King’s court but
remained in the temples and kings went to temples for occasional performances.

(Verse no. 5.17°) Settling of Kutapa is called as Pratyahara i.e. Singers join
and get settled. This word Pratyahara is not used in current classical performance.

(Verse no. 5.18%) Songs which are sung in the beginning, those are called
as arambha and when atodyas are tuned that is called as asravana Vidhih. Mydangam
is smeared with floor and some instrument of percussion are smeared with ink. Before
this a@shravana i.e. to make it to listen, is performed.

(Verse no. 5.19%) when all the instruments are matched with 7ala given by

hands, this process is called as Vaktrapani and after Vaktrapani all the Tantri Vadyas

are connected with other instruments that is called as Parighattana. A settlement of

Vaktrapani with Kalas is called as Sanghotana Vidhi.
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(Verse no. 5.22') there is some introduction which is performed with
Abhinaya by Nandi Pathakah that is called as Utthapanam.

(Verse no. 5.28%) Here Vidiisaka, Sutradhara and Pariparswaka three of
them chit chat together is called as Trigatam. This process is identified in modern

performance but not named as Trigatam.

(Verse no. 5.29%) by referring small part of Kavya with specific intention,

some discussion is presented, it is called as Prarocana. This word is not used in modern
performance.

(Verse no. 5.32 and 5.43)* A song which sung for Devastuti i.e. praising of
god with perfect Tala is called as Nirgitam. Nirgitam is made up of Bahirgitam because
of annoyed Danavas. All the meaningful words were removed from Nirgitam. Only
Guru and Laghu Varnas pronounced together without any meaning. This Bahirgatam
is very popular in modern Bharatanatyam, Satriya and Kucipudi but not identified as
Bahirgatam. The changed form of Nirgitam from Devastuti to Varnoccara made it
Bahirgitam.

(Verse no. 8.18°%) this verse is from Uparnga Vidhanam where Sirobhinaya
i.e. Head movements in expressions are explained. These movements are thirteen where
Nihancitam and Ancitam words are not used in current definitions due to absence of
knowledge of Sanskrit. Both the words are explained in subchapter 4.6.

(Verse no. 8.249) in this verse Vidhutam Siraha is said to be used in cold,
fever, irritation, and doziness due to drinking. Vidhhutam is not mentioned in Abhinaya

Darpanam as it is very subtly separate from Dhutam. If Dhutam is controlled and
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performed with speed, it becomes Vidhutam. This word is derived from the root ¢ for

. The difference between Kampitam and Dhutam is very important in Abhinaya of

Bhava. In expression of emotions, hair line differences are highlighted and denoted with
separate movements. Bharata has documented this minute differentiation, so
Suksmabhinaya is understandable. Word Akampitam_is also not used in later texts, as
its difference with Kampitam is not highlighted.

(Verse no. 8.28') here the definition of Avadhutam_is given. The head is
bowed down once i.e. Adhah Sakrta aksiptam. Here the word daksiptam is used for
different movements of hands, legs, and waist. dksipta is one of the Caris and
here aksiptam is used for head movement. Sakrta means only once. This movement is
used in message giving and depicting loss or mistakes.

(Verse no. 8.29?) in this verse Ancitam i.e. Movement of head, is explained.
In this definition, word Avanatam is most important which is not used anywhere else.
Parswa Natam is a side bending where the loss of control is shown. This movement is
used in showing disease, faint, arrogance, worry, and holding of chin. The chin is held
in worry and chin is held in some expression, where neck bending is important.
Avadhutam is not taught specifically but followed in performance.

(Verse no. 8.30%) as mentioned before Nihancitam is not in use or not
mentioned, as some other Lokabhinaya might be punctuated for Nihancitam. This head
movement is specially meant for ladies. In this definition Kuncitam Bhrlatam is
mentioned while explaining aksipta head movement. Here the word Manak means little,
it means eyebrows are shrunk and shoulders are lifted up and even touched near head.
Here the word Avasaktam i.e. Attached and Ansam i.e. Shoulders, both are important.
The word Nihancitansakutam is explained in the chapter 4.6.

(Verse no. 8.31%) in this verse usage of Nihancitam is explained, it is used
in arrogance, ego, pretention, shocking moments, attractive movements, in proud

moments and while shouting.
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(Verse no. 8.42") in this verse, last four glances are explained from 36
glances. The word akekara is not used in current classical dance. akekara is a glance
where eye corners are shrunk, eyes are closed partially, and eyeballs are shrunk
frequently. This glance is used in Sancari Bhava where insulting other person or
observing very small object is performed. This akekara word is not used commonly
and counted as Lokabhinaya.

(Verse no. 8.138?) in this verse Ostha Viniyogas are explained. Those are
Vivartanam i.e. moving lips to the side, Kampanam i.e. Lips are shaken while trembling,
Visarga i.e. Lips are folded out and stretched, Viniguhanam i.e. rolling both lips inside.
Sandaustakam i.e. Lip bite, Samudgam i.e. Lips are lifted up. In this list, movement of
Sandaustakam 1is counted as Lokabhinaya which is in Lokadharmi Abhinaya i.e.
observed and adopted from Loka and not from classical definitions. So this
Sandaustakam is not used by all in current performances.

(Verse no. 8.148%) Second Carana of 8.144 and first Carana of 8.145
comprises one Sloka, here all the chin movements are explained. In this verse names
are given for chin movements, Kuttanam i.e. moving chin up and down frequently
because Kuttanam is also used for Siro Kuttanam, Hasta Kuttanam, Pada Kuttanam.
Wherever the repetitive movement is told Kutfanam or Kuttitam words are used.
Because of less use of colloquial Sanskrit Kutfanam is confused with banging. When
something is banged on the floor or on some surface it is said to be aviddham but
confused with Kuttanam. In next verse, it is explained that Kuttanam Dantasangharsah
means in cold, shaking of the chin is Kutfanam. Here Cukkitam is also not used
commonly as it is jaw dropping and counted in Lokadharmi Abhinaya. All the Cibuka
Kriyas i.e. Chin movements are not taught systematically because of less understanding
of Sanskrit language. There are many examples like asya karma, Nasa Karma like

Vikunita in verse number 8.127, not understood and lost from the syllabus of classical
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dance. Vikunita is shrunk nose mentioned in Nasa karma and asya karma. It is ignored
and practically created ignorance about detailing expected in Abhinaya in ancient times.

8t Adhyaya i.e. Upangavidhanam is ignored and most important chapter
from Natyasastra to be revised and included in classical dance syllabus in modern days.

(Verse no. 9.25) ! in this verse words Parivahitam and adhutam are
explained. Here in the word Parivahitam, root & is important. Vahitam denotes lifting
and carrying, so head is lifted to sides one by one. This Parivahitam is performed by
dropping down the head on shoulders which doesn’t go with the meaning of the root
Vah. If the head is dropping down towards shoulder then one should get the words uftd,
sig: etc. But these words are absent. Word Vahitam plays important role in deciding
the movement. While explaining adhutam word Tiryak i.e. Diagonal is important.

When head is diagonally lifted, it is called as @dhutam. Thus the meaning
of Udwahitam is to be considered with Tiryak to understand adhutam. This head
movement is performed currently but not taught basically to the students as if it is a part
of Lokabhinaya. Because of less Sanskrit knowledge many definitions are dropped or
forgotten down the line in many centuries to make Natyasdastra more difficult to
understand and follow.

(Verse no. 9.57)2 (Verse No. 9.59) 3 In these verses, Sikhara Hasta is
explained by the help of Mustihasta. Instruction is given just to raise the thumb. From
Sikhar Kpitha is created by closing first finger around thumb. This explanation is
dependent on the word Dvyangushthakanipeedita.

Hansvaktra and Hansasy both are same as Vaktra and Asya both mean
Mukha. But this meaning changed later on due to less Sanskrit knowledge and
Samdansa started being called as Hansasya. Khatakakhya in Natyashastra, started
being called as Katakamukha, which is actually a different Mudra.

In verse 9.64% Katakamukhah is given and it is stated that it is made up

from Kapittahahasta. In verse no 9.65 Sicimukha Hasta is given and it is stated that it
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is created from Khatakamukhah. Here in these verses Khatakamukhahasta is explained
but in current Mudras Khatakakhya is called as Khatakamukha. From Khatakamukha
Hasta, if Pradesini stretched straight, then Siicimukha is created. By moving only first
finger, it was said to be used for showing Kutilagati, Patakamanjiri and Karnaculika,
all the vibrating items. This freedom to vibrate fingers in Mudras is lost after 11"
century in Bharatanatyam. This usage of fingers is seen in Kudiattam dominantly.
Distance created from Sanskrit language has increased ignorance about the detailed use
of all the Mudras.

(Verse no. 9.89)! Kangula Hasta (Image 4.6) is explained by the help of
word Sandansha and Pradesini. Here Sandansha has come to us through tradition
forgetting actual touch of first finger and thumb with the bend at the centre of the palm
i.e. Abhugnatalamadhyastha. Word Tretagnishtha was not understood or skipped
through usages and Kargula hasta changed.

In the definition of Hansavaktram the word Tretagnistha is taken to explain
a gesture which is called as Khatakamukha in modern Bharatanatyam. Word tretagni
means bottom of thumb before tip. When any finger is rested from the bottom to before
tip of the thumb, it is called as Tretagnistha. In Natyasastra Khatakamukha Hasta is
defined by the help of Kapittha Hasta.

(Verse no. 9.101) ? In this verse, Bhramara hasta is explained. In later
centuries word Sandansha was not considered and taken for granted as Tretagnistha
affecting Bhramara Hasta for Centuries. First finger is also confused with rolling in for
just bending. Original Bhramara Hast survived in Chakyara Dance form but changed
in Bharatanatyam damaging aesthetic sense. (Image no. 4.17 and 4.18)

(Verse no. 9.104) 3 Mudra Hansvaktra given in this verse is also called as
Khatakakhya (image 4.19 and 19/2) in Natyasastra. The difference occurred from 11
century onwards where Hansavaktra Mudra is called Khatakamukhah in Abhinaya

Darpanam by Nandikeswara.
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The verse no 103 is similar to verse no 123 as 1st line of both the verses is
one and the same. Here Tamraciilkara is explained and usages are stated.

(Verse No. 9.110) ! As Tretagnistha word is not considered while
understanding Hastas. Word Vaktram is also not considered and original Hansasya is
confused with Samdansha. Here word Vaktram, Mukham and asyam three are used by
one meaning being synonyms but while defining hastas these words are not taken as
synonyms but independent Hastas. Hansavaktram is sometimes called as Hansasya and
confusion occurred. Current Hansasya Hasta is originally Sandanshah.

(Verse No. 9.117) 2 Mukula Hasta is explained by the help of Hansamukha
that is one and the same Hansasya or Hansavaktra explained in Natyasastra. Thus
synonyms were not identified as synonyms and affected understanding of the text.
Abhinayadarpana written in 11% century had this impact of distance from Sanskrit
words and their common social use. In current Hansasya which is originally Sandansha,
the word abhugnatalamadhyastha is not considered at all. Word abhugna means a bend
and Talamadhyastha means central part of the palm. To understand usage of words in
ancient time we can understand words like Khataka and Khatakamukha, Sikhara and
Sikharakhya. Sometimes in other chapters Khatakahasta is also mentioned as
Khatakakhya.

(Verse no. 9.231°) after explaining Hastakaranam ten types of Bahu

Prakaras, five types of Urah i.e. Movement of chest, are explained. Bharata has

explained Udvahitam Urah, One which is carried up i.e. called as chest up. This
Udvahitam Urah is used in Sakatasya Cari where the sitting posture is similar to
chariot riding. Udvahitam used for Sirobhed also and it is used for chest movements
also. When head is Udvahitam and carried up, it is called as Udvahitam. Currently in
Sakazdsya Cari it is mistaken that Udvahitam Urah means head is also to be lifted.

This mistake is followed in Sakatasya Karanam showed in Image. (Image no. 4.20)
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(Verse no. 9.57 and 9.58") after stating Urokarma Bharata is explaining
Janghakarma in 9% Adhyaya. Here nine types of Jargha movements are explained.
Here meaning of Jangha is taken by mistake as a thigh which is to be taken as
Minakhandah i.e. Calf of leg. Calf is called as Jarnghd in Ramaraksa also. One of the
popular Kavaca, traditionally written by Budhakousika. All the movements of calf are
explained from verse 9.257 where Natam is important movement useful in Vaisakha
Sthanam or ayatamandalam. 1t is called as half sit in current classical dance. This is
Natam Janghakarma. This word Natam is not used in current classical dance or used
only for bending from the waist. Though this regular bending in colloquial Sanskrit is
Natam, it is specially allotted for the movement of calf in Natyasastra. Here also second
line of 9.257 along with first line of 9.258 becomes one Sloka which is rarely identified
and meanings are differed.

(Verse no. 9.259 and 260?) as first quarter of 9.259 along with second
Carana of 9.260 make one Sloka where the definition of Natam is explained to be
performed by folding of knees. These mistaken counting of quarters have created
confusion about Caris both Bhoumdcari and akasiki Cari. Due to this confusion we get
one of the Praksipta Carana after verse number 9.260. Where it is differentiating
Natam and Ksiptam both. In Sakatasya Cari as Urokarma or chest movement is told as
Udvahitam, in Sirobheda also it is Udvahitam and in Janghakarma also a type of
movement is Udvahita. This shows that Sanskrit word Udvahitam is explained process
treated as a name by mistake and definitions became difficult to understand.

In next verse 9.262 Bharata has given example of Vidiisaka Parikrama
where the movement of calf avartitam is performed by Vidisaka.

(Verse no. 9.263%) in Janghakarma Natam is used in Mandala Sthanam or

any type of Sthanam dsanam and Gatihi.
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(Verse no. 9.264") in this verse calf moment is explained for Udvahitam
i.e. Lifting calf up. It is used in banging foot and walking. Parivrttam i.e. Calf turned
around. This calf movement is used in Tandava etc. Bharata stats that these are total
five movements of calf and he would explain movements of leg.

(Verse no. 9.265%) in this verse five types of leg movements are explained
these are Udghattitah,Sama, Agratalasancara, Ancita and Kuncita.

(Verse no. 9.266%) in the verse 9. 266, the word Agratala and Padatalagra
are confused with each other. In this verse also second Carana of 9. 266 is with first
Carana of 267. This one Sloka has given the definition of Udghattitah. This Udghattita
Pada is used in today’s Adavu and repeated for Vyayama and it is called as
Kudittametadvu. Udghattita is also used by one leg but in current performance, it is
forgotten and most of the times both the legs are used. Udghattita (Image 4.21)
movement includes Padatalagra i.e.front foot, on which leg is rested and then heel is
banged on the floor. In Agratala Sancara which is defined in the verse 9.273 and 9.274.
One walks on front foot. (Image - 4.30)

(Verse no. 9.267%) in 267 it is recommended that Udghattita movement may
be used in Karana once or more than once.

(Verse no. 9.268%) in this verse Samapada is defined and word used
Swabhavaracite Bhiimou. This word Swabhavaracita is locative case is Sati Saptami
and Bhumau is Adhikarana Saptami. When performer is in natural stance, this

Samapdda is used in Swabhavabhinaya i.e. acting in natural bearing. (Image no. 4.22)
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(Verse no. 9.259') in this verse it is specified that Samapada is to be used
for basic Abhinaya and for different Karanas also.
(Verse no. 9.2702) in this verse it stated that Samapada is used in

Padarecitam.

9.271 here when heel is taken inside and toe is outside this foot movement

is called as Tryasrapadah. This type of Pada is not mentioned in the list of five in the
verse number 265. So Tryasryapada is though important but it is not counted in major
five foot movements. This Tryasrya Pada is used in ayata Mandalam,
Vaisakhasthanam and in Asvakranta also. In verse number 270 and verse number 272
same definition of Tryasryapada is repeated and these Slokds might be inserted i.e.
Praksipta.

(Verse no. 9.271%) in this verse the first word Tyaktwa is with Pathabheda
Krtva. when Samapada is left then Aswakranta is performed and Tryasrya Pada is used
when some communication is through showing some weakness. Aswakranta and
Tryasrya Pada both the positions are performed by leaving Samapdda. So Tyaktwa is
right word to be taken for meaning. This difference questioned in Baroda edition due
to Padthabheda occurred. Distance between performers and Sanskrit, got indicated by
this Pathabheda.

Samapada is called as Sthanasansraya i.e. a stance which is taken as a basic
position before performing any other. By the help of Samapada, Sthanas have become
easy to explain. These standing postures are used in dialogues.

(Verse no. 9.272%) in Samapada when one leg is twisted with the heel inside
then it is called as Tryashrya Pada. (Image no. 4.13)

(Verse no. 9.273 and 9.274°) this verse comprises the second Carana of

9.274 and first Carana of 9-275 comprises the use of front foot i.e. Agratala Sancara,
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this usage includes Todanam, Nikuttana i.e. Movement in the air. Most of the times
Nikuttana is confused with banging. Sthitanisumbhanam and Bhumitadana is banging
on the floor. Bhramana for all circular movements. Viksepa is throwing a leg outside.
Vividha Recaka i.e. all the circular movements in the air by leg. Parsnikrta agamanam
i.e. walking style where the foot is lifted up and put forward resting on the heel. This
walking style is called as Parsnikrta agamanam. By this explanation the foot Agratala
Sancara denotes all types of leg lifting movements and it becomes vivid that how this
foot movement is most important in all the Caris. (Image no. 4.24) (Image no. 4.25)

(Verse no. 9.275") In this verse, definition of Ancitapada is given. This
Ancitapada is commonly used in current classical dance with the same name. When the
heel is rested on the floor and toe is up, this foot is called as Ancita.

Ancita Pada is used while walking on heel, turning around, banging on the
floor, in different circular movements. (Image no. 4.26)

(Verse no. 9.2772) In this verse Bharata has given definition of
Kuncitapada where the heel is lifted and fingers are shrunk. Mid of the foot is also
shrunk and this foot is called as Kuncitapada. Kuncitapada is used on the floor in the
air or while resting on other leg also. In modern days Kuncitapada is only thought as it
is rested on the floor. But Kuncitapada is also used in various Bhramaris, Apakranta
Karanam or Addita Cari . Kuncitapada lifted up in air is not counted as Kuncitapada,
so confusion remains about different Karanas. This reservation of meaning has
separated dance from text and Karanas are mistaken.

Usage of Kuncitapada is explained. It is used in loud walk, general turning
or turning while lifting the leg up. Kuncitapdada is also used for Atikrantakam which is
not performed clearly in Adavus. (Image no. 4.27)

(Verse no. 9.278 and 9.2793) this verse gives definition of Sucipdda which

is not listed in major five types of Padas. This Sucipdda is rested on the floor with heel
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up and thumb straight touching the floor. This Sucipada is separately defined as it
should not be replaced by Kuncitapada. Most of the times Sucipada is considered as
Kuncitapada and not counted separately, as Kuncitapada is also sometimes rested on
the floor. In next verse 9.280, only one Carana is existed, which explains Kuncitapada
i.e. Nrtta and Nupurakarana. Second Carana of this verse might be missing as next

three verses are complete with explanation of coordination between Padakarana i.e.

Foot movement, calf movement and movement of thigh. Due to this coordination, basic

stance of Bharatanatyam i.e. half sit is fulfilled and developed. If this coordination is
not explained Aramandi i.e. half sit may not be achieved. (Image no. 4.28)
10" Adhyaya: Cari Vidhanam.

(Verse no. 10.2 and 10.04)! this verse is from Dasamodhyaya which
includes Cari Vidhanam and Vyayama Vidhanam. Movement by one leg is called as
Cari and two different Caris could be performed with two legs i.e. Karanam. When
Cari is repeated to both the sides and performed with hands then it becomes Vyayama.
This Vydayama is performed in three speeds i.e. Kalas, with certain foot work with
particular Tala. When Karanas are combined with each other, that combination is
called as Khanda and by including three or four Khandas it is called as Mandalam.
Whole of 11" Adhyaya is devoted for Mandalavidhanam.

In modern classical dance Vyayama in Nrtta is identified
with adavu. adavus are performed same to both the sides each and every time which
gives good exercise and practise to dancer. But after enough preparation of muscles
through adavus, one should start performing Khanda which is a combination of
Karands and then should go towards Mandala. All these steps after adavus are lost and
rarely identified in Pandanallura style of Bharatandtyam, in Kucipudi, in Satriya dance,

in Odisy dance and more vividly in Gotipoa and Chau dance. Revival of Mandalas and
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even Angaharas is a major task in which identification and analysis of differed
meanings of the words in the text is needful.

(Verse no. 10.5") in this verse, importance of Caris is explained Nrttam
takes place because of Cari. It is performed due to Caris. Caris are used in applying
weapons. Caris are famous in Yuddha i.e. Battle. In further verses Caris are explained
in two types. Bhaumdacari and Akasiki Cari.

(Verse no. 10.16)2 in list of Caris 3™ Cari is named as Sakatdasya. This
verse gives definition of Sakatasya Cari. Meaning of word Sakatdsya means a stance

in which one should sit on the Sakata or in the Ratha. Word Nisannangaha denotes

sitting postures without TERFITSTHT TR (Ref. Verse 12.208) i.e. Joining of heels

and buttocks.

(Verse no. 10.19) * Viccyava is identified in all the dance forms like
Sattrriya, Kuchipudi etc. (Image no. 4.29) (Image no. 4.30)

(Verse no. 10.22) * Urudvrtta, this is a Cari identified in pandanallura
Bharatanatyam style of classical dance without this name which matches with sloka.

(Verse no. 10.23)° Addita Cari is explained in subchapter number 4.7.1
This Cari is clearly seen in Satriya style of dance but not identified by this name.
(Image no. 4.31) (Ref. Verse 9.273)

(Verse no. 10.25)® Janita Cari is explained in sub chapter number 4.7.1
this is a normal walk followed in all the dance forms without identifying by this name.

(Verse no. 10.27, 10.28 and 10.58)7 In this verse, six standing positions or

postures are given. Those are Vaisnava Sthanam, Samapdada, Vaisakh Sthanam,
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Mandala Sthanam, Pratyalidha Sthanam and alidha Sthanam. In this
explanation Mandal Sthanam is a half sit followed in modern classical dance. (Image
no. 4.32)

Baroda edition

(Verse no. 12.161 and 12.162") in this verse definition of ayata Sthanam is
explained where left leg is in Samapada, right leg is in Tryasrapada at the distance of
one Tala and chest is straight with chin up. One hand is Lata Hasta while another is
rested near the waist, this posture is called as ayatam. Sometimes ayata Sthanam is
confused with half sit that is called as Mandala Sthanam or Natam Sthanam. Currently
all the adavus are performed in Mandala Sthanam and when naturally some Abhinaya
is to be performed, three types of Sthanas were followed by Nati. This Sthanam is
basically in the stance of Natam which is half sit. Here ‘Swabhavatah’ word depicts
easy stance of Samapada because of which waist is slanted to left and right leg naturally
becomes Natajanu i.e. bent knee. This ayata Sthanam is different than Avahittham. In
Avahittha Sthanam there is distance in Samapada and Tryasra Pada is of one Tala.
Tala means measurement of one foot according to the person who performs. (Image no.
4.33)
Baroda edition

(Verse no. 12.168 and 12.169)2 in three Slokas definition of Avahitta
Sthanam is given by both the sides, right and left. It is mentioned that there is distance

of one Tala in two feet. (Image no. 4.34)
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Kasi edition

(Verse no. 12.173") the definition of Avahitham Sthanam in Kasi edition is
in some different words. Here word Viracita means moved little and replaced by
Paksasthitah i.e. partially touch.

G
Baroda edition

(Verse no. 12.172?%) in Asvakranta, one leg is in Samapada and another is
said to be Agratalancita i.e. Ancita followed by Agratalancita i.e. Ancita followed by
Agratala movements. Another leg is sometimes banged in Siici and sometimes banged
in Aviddha that is flat feet.

G,

Currently this movement is identified in Pandanallura style in
Bharatanatyam while it is removed from Kalaksetra style in Bharatanatyam.
Kasi edition,

(Verse no. 12.175%) in Kasi edition, we identify these three definitions
repeated in three Slokas to not to lead any misunderstanding about this Gati. (Image no.
4.35)

(Verse no. 21.80%) Karandava colour is said to be a mixture of white and
blue creates sky colour which is not understood as Karandava in modern usage.
Karandava i.e. duck. White duck has some bluish shade, but Karandava might be
confused with white mixed with any colour. In 21% Adhyaya, Aharya Abhinaya is
explained. Ormaments for women and colours are mentioned for human characters.

(Verse no. 21.140°) Mukuta is a word used for all types of head gears in

Natyasastra. Parswagata i.e. to one side of the head. Mastakin i.e. fixed and totally
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enveloping the head. Kiritin i.e. one which is made up of metal and fixed from the
forehead. These Mukutas were used for kings as well as Deva, Gandharva, Yaksa,
Pannaga, Raksasa and Nara. Currently meaning of Mukutam is reduced to crown of
metal which was actually used for all types of head covers in Natyasastra.

There are total 78 references listed in this chapter where meanings of words
are different from classical performances. There is a definite source to find out more
words which will clarify practical movements and concepts in classical dance. In this
chapter words are compared with Kashi Edition and Baroda edition. Because of this list
some Caris have become more vivid about their movements. Mattalli, Samotsarita
Mattalli, Sakazdsya Cari, Urudhvrtta Cari, Janita Cari and Addita Cari are revised and
movements are clarified. This list has also helped to understand some sthanakas like
Avahittham and Vaisnava Sthanam. In current classical dance, Vaisnava Sthanam is not
identified saperatly from Avahittham as the distance between feet is mentioned by 7ala

measurement.
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4.7 Analysis and Interpretation of Words not used in Current Classical
Performance.

Researcher is keen to identify impact of Natyasastra on current classical
performances where some part of ancient performance is surviving with small glimpses
identified by different names. All the classical Saujnyas from Natyasastra are in
practice by 20% but named in a different way due to lack of Sanskrit knowledge. If
Sanskrit names are considered by the perspective of morphology then Nrtta Caris are
easy to identify, but Sanskrit language remained textual and lost its connection with the
performance for some centuries to leave the original text aside. In this chapter various
words from Nagyasastra with their meanings and movements are identified and
explained to find out differences between those names and movements and names in
current Bharatandatyam with due respect to Dr. Padma Subramanyam and her research
approach. Dr. Padma Subramanyam had taken due efforts in 1962 to 1970 to connect
Bharatanatyam to ancient aesthetics and it has become possible to revive the
movements in Nyptta again with the textual references along with compatible
understanding of lively Sanskrit language. As Sanskrit language was considered as a
dead language, it was not spoken by mass along with its basic nature of expression.
Sanskrit language is revived from 1982 to be used by a large quantity of people with
lively experience of textual connections. This revolutionary revival of Sanskrit has
given better understanding of concepts explained with textual references. Cari in
Bharatanatyam or other classical dances, explained in Natyasastra are understood
through language usage and sculptures to discover original capacity of Rasanispatti
through dance performance.

1) Nrtta Matrka T3 9iqept 4.31

Basic foot movements are called as Caris and Caris compose Karana.
Karanas include hand movements also. Leg movements and hand movements are
combined to make Karana. Two Karanas together make Nrtta Matrka. Two, three, or
four Matrkas performed together make Arngaharas and Mandalas.Angaharas are Sthira
hasta i.e. hands are unmoved in a posture. Mandalas are commended combination of
Karanas. So Matrka is a basic unit used in Nrtfa. In current classical performance
Matrka word is not in use and if it is referred, it is considered as a postures. Exercise to

perform these Matrkas properly is in practice. In Nagyasastra this exercise is called as
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Vyayama performed in Laya and Tala. This exercise itself is performed on stage as
Nrtta in current performances before reaching Karanas, Matrkas and successively
Angaharas or Mandalas. Thus it is identified that exercise in itself has become
performance and no space is remained to develop oneself to perform Mandalas. So
current classical Bharatandatyam is practically frozen to a Vyayama sequence.

2) Matrka wiqet 4.31

Sthana, Cari and Nrtta Hasta, these three together make Karanas. Combinations of
two Karanas make Matrkas.

3) Sausthavam Tsd 4.60

When waist, elbows, shoulders and head are aline with ear and chest is up
then it is called as Sausthavam. All the Matrkas are to be performed by following
Anagasausthavam. This word is not used as it is in today’s classical dance. This
standing posture is always followed before Nrtta.

4) Angasausthavam. JIETEES 4.61.

Here also in 4" Adhyaya, 2" quarter of verse number 60 and first quarter
of verse 61 comprise one Sloka, which is true with all the numbers of the Slokas in

Baroda edition.
5) Recakéha &=

Recaka is a gesture which is used for Kati, Janu, Padah, Hastah and Griva
i.e. Neck. Recaka means moving limbs in a circular manner and settle them in a certain
position. Hand gesture is performed or settled with Recaka. Legs are also settled by
using Recaka. This circular movement is a part of aesthetics in dance, which is most
important and used today in Sattriya and Odissy dance. All the Gottipoas are taught to
use Recakas but in rough manner. In current Bharatanatyam Katirecaka, Pddarecaka,
Griva Recaka and Sirorecaka are stoped and some Hasta Recakas are used occasionally.
Not using Recakas often had made Bharatandtyam very sharp and stagnant without
Srngarika effect. For removing Srngara Rasa from modern Bharatandatyam in 1942
many Recakas were removed or stopped from usage.
6) Angaharahd FgT=W:

Angahara is made up of Caris and Karanas. It is a settled posture taken
over after certain Recakas with stable hands. In today’s classical dance Angaharas are

replaced many times by Adavus which were a part of Vyayama Vidhi. Adavus were
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performed to prepare limbs for perfect stance having control on muscles. Performing
different advus in sequence has become popular trend in Bharatanatyam which was
actually for performing Angahara and Mandala. The purpose of ddvus has changed and
Bharatanatyam 1is restricted till advus in Nrtta to not to reach to Karamas and
Angaharas.

7) Jarjara SSR:

Jarjara is a word used for Dhwaja, Dhwajastambha, flag or Pataka in
Natya on stage. Jarjara was always carried and put on stage with all the rituals. That is
called as Jarjara Sthapanam. In modern classical dance this Jarjara Sthapanam is not
performed and it is replaced by Nataraja Pujanam. In Marathi language Jari Pataka is
the word used for flag or Pataka, which has derived from Jarjara. In modern times also
some program is started with flag hosting and dancing with flag.
8) Kuttitam FigaH,

This word is derived from the root Kutra that is to move repeatedly.
Repeated upside down movement is called as Kuttitam. It is used rarely but not named
in current classical dance. Kuffanam is mostly preferred for banging in today’s
performance.

9) Samanakhau Paday 9@t qieY

This word is used for Samapada which is moved forward with nail to nail
attachments. Samanakha movement has also named as Samanakha Karana. In
Samapada there is some distance between two feet while in Samanakha there is no
distance at all. This Karana is also used but not named in current classical dance.
Samanakha is used in Gati Pracara and Cirna Padam. 1t is used to show sitting in a
boat, aircraft or some vehicle and moving forward.

10) Gatipracarah Tay=m:

Gati Pracara means walking style. Natyasastra has devoted 12th Adhyaya
completely for Gatipracara because and character building as a whole depends on this
walking style. This word is not in use in modern classical dance.

11) Paryastakah 95

This word is not used but conceptually followed in today’s classical dance.
Paryastakah means repetitive circular hand movements performed before Pindibandha

or any stagnant position. This movement is also used for position shifting on stage or
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stage cover too. Word Paryastaka is not used currently so it has become difficult to
explain actions before Pindibandha.
12) Karanam 0

Karanam is a combination of two Caris ending in certain position
aesthetically rich and beautiful. Three of them make Khand and Four Karanas together
make Angaharaha. Karan is considered as a basic unit in classical dance. In present
classical dance Karanas are taught rarely and used in the mid of sequences of advus.
For long many centuries systematized practice of Karanas was lost and very less
Karanas were in practice. Dr. Padma Subramanyam revived Karanas in 1962 and it
has some contradictions with textual Sanskrit explanation. There is no agreement about

specification of Karanas till today.
13) Apaviddham 3afagH 4.65

Apaviddham is one of the Caris where Tryasrya Pada i.e. banged inside in
Swastika position. Many times Angaharas or Mandalas are concluded by Apaviddha
Cari which gives finishing touch to the sequence. In current classical dance Apaviddha
is used in ddvus i.e. Vyayama now performed itself onstage.

14) Samanakham 997G 4.66

Samanakham is one Karanam following Samanakhau Padau with some
movement of shifting forward. There is difference between Samanakhau Padau and
Samanakham. One mentions stagnant position while other depicts forward movement.

When both the feet are attached in standing position with the hands in
Pralambita position this is called as Samanakha Karana. Samanakha becomes different
from Samapada Sthana due to feet attached together and moved forward. This Karana
is used for Ciarnapadam in Gatipracara. (Image 4.50), (Image 4.51), (Image 4.52)

15) Ardharecitakam STRfTFY 4.64

When hands are moved in Apaviddha, Sucipada is moved repeatedly and
waist is tilt, this is called as Ardharecitam. Ardharecitam is used sometimes in
Bharatanatyam but not named same.

Bharata has explained Kittapa in Pirvaranga Vidhanam. Kiitapa is called
as Vadyavrnda in modern days. Mardangika i.e. who plays Mrdanga, Panavika i.e. one
who plays Panava that is drum. Darduarika i.e. One who plays Dardiira i.e. Tabala.
Vansavadaka i.e. one who plays flute. All the instrumentalists sit together and create

effective combination of instruments. This process is called as Kitapa Vinyasa. Kiita
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means sound and Pati means protect i.e. one who protects music needed for Nagya. It
is also changed in meaning to explain in later period when Sanskrit did not remain
common. Kiitapa is divided as Kum Tapati. One which glorifies stage.

16) Nrttahasta A&l

Nrttahastas are used in Karanas and Angaharas for only Nrtta. This word
is not used in current classical dance training. Variety of hastas from Natyashastra are
not in use. Separate training of these gestures was existed in ancient classical dance.
Though Karanas and Angaharas are used in Abhinaya also, concurrent hand
movements have no meaning to convey. In Bhujangatrasita Cari, Siicimukha Hasta is
used i.e. Sarpasirsa with thumb near the palm. Though the reactions on face are vivid

of fear due to snake. Hastas are naturally used as a reflex action.

17) Khatakamukhau @EEFIE@ 9.183

When the both hands are in Khatakamukha i.e. First finger is folded on
thumb, middle finger is Tretagnistha i.e. rested under the thumb on side palm. Ring
finger and last finger are straight. This Hasta is held on the distance of eight Angulas
from chest facing each other. Here the meaning of word Parangmukha means facing
each other. Dr. Padma Subramanyam has taken this meaning as Parangamukhou i.e.
facing opposite. So she has used Khatakamukhau folded inside towards chest, which is

not according to definition.
18) Udvruttou Hastou /| Talavrunttakou St / aieeaent 9.185

This Nrtta Hasta is almost absent in Bharatanatyam. 1t is used in Casagati
sometimes in adavus. When Hansapaksa Hasta is turned around and used in Nrtta, it
is called as Udvrttau or Talvrntakau.

19) Talamukhou Hastou ﬁﬁ'ﬂ'@f &1 9.186

When hands are with level of shoulders and elbows i.e. Caturasrou.
Katakhamukhou are held in Caturasrau and when they are changed to Hansapaksa
facing from sides, diagonally, those are called as Talamukhau. This gesture is not in
use in current Bharatanatyam. This is identified roughly in Yakshaganam.

20) Swastikau and Viprakirnakau =fa= and fawhivist 9.187

When Hansapksa Hastau are folded from wrists in the form of swastika
those are called as Swastikau. These hands are left out from swastika to spread away to

make Vipprakirnau. This hand gesture is not used or identified in current trainings.
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21) Aralakhatakakhyo Hastau suear@esre g&it 9.188,
Khatakakhya Hasta is used with Arala Hasta with different combinations
like Swastika.This Gesture is not in use.

22) Aralakhatakamukhau Wﬂ@?ﬂn‘lﬂ@ 9.188

Khatakamukha Hasta 1is used with Aralahasta in different

combinations.This Hasta is also not identified in current classical dance.

23) Aralakhatakau 3TT@EHT 9.189

When both the hands in Arala and dropped from wrist are called as
Aralakhatakau. When hands are loose from wrist they are dropped down or turned

around to perform Recitam.This gesture is not in use.

24) aviddha Vakrakau 3Tfag askaht 9.190

When hands are moved inside folding from elbows and shoulders with
inward twists, their palms are opposite to each other, that is Paranmukhau. These hands
are called as aviddha Vakraku.

25) Siicimukhau Hastau =@t g&it 9.191, 9.192

There are two definitions of Sicimukhau. Sarpasirsa Hasta is made up with
thumb folded in and both hands are diagonally spread out. In another definition they
are crossed in swastika. Both are called as Siicimukhau. This gesture is identified in

Kopeshwara temple at Khidrapura, Maharashtra in Bhujangatrasita Cari.

26) Recitau Hastau XY g&dt 9.193

Hansapaksa Hasta are circularly moved very fast and spread out with
palms up. This movement is identified in Kathakali and Yaksagana, frequently in Nrtta
and Abhinaya both. It is also very important in Sattriya dance but named otherwise.

27) Ardharecitau Hastau ST &t 9.194

When one hand is spread out in Caturastra in the line of shoulders and
elbows and another hand is moved circularly. It is called as Ardharecitau. This Nrtta
Hasta is identified in Casagati in Bharata Nagyam.

28) Uttanavancitau A& 9.195

This hand gesture is in Tripataka, Ancita in Kirpara i.e. Elbows and Ansa
i.e. Shoulder. This double hand posture is used currently in Bharatanatyam in

Mandalam while performing adavu. When elbow is folded but shoulders are not
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Ancitau it is identified in Sattriya dance. The name Uttanau Ancitau is not used in

current performance.

29) Pallavau 9eaat 9.196

When Pataka Hasta is dropped down from wrist it is called as Pallava.

Pallava is used in various Karanas and Angaharas but not named as Pallavau.
30) Nitambaou Fawit 9.196

Nitambau is a word where Pallava hands are taken out from Bahusirsa i.e.
beginning of the hand. It is called as Nitambau. This word is not in use though gesture
is used frequently to show some postures.

31) Kesabandhau Hastau Fs= g&dt 9.197

When Pallava hands are taken out from the hair or around the hair and both
are lifted upwards those are called as Kesabandhau. This movement is like tying the

hair on the top of the head.
32) Latakhyau Jar& 9.198

Both the hands in Pallava are diagonally spread out upwards those are

called as Latakhyou.
33) Karihastah S@&: 9.199

When Lata Hasta is moved like elephant’s trunk and another hand is near

ear in Tripataka it is called as Karihastaha showing trunk of an elephant.
34) Paksavancitakau q&afs=aant 9.200

When Tripataka Hasta is folded inside and tips of hands are between waist
and thigh in Tripataka, this hand is called as Paksavancitakau. This hand is in use but
not named in performances.

35) Paksapradyotakay Seas@iast 9.201

Tripataka hands are turned out between waist and thigh, those are called as
Paksapradyotakau it means one which is showing feathers. Paksavancitakau and
Paksapradyotakau both are used together in alternate manner in many movements as
well as advus. In Bharatanatyam Yattadavu refers to this types of hands.

36) Garuda Paksakau &€ gt 9.201

When Paksapradyotakau hands are moved up and down those are called as

Garuda Paksakau.
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37) Danda Paksau € 9&t 9.202 When Hansapaksa is turned around and spread
outside, those hands are called as Danda Paksau.

38) Urdhwa Mandalinau 3t Augtet 9.203

When Pallava hands are circularly moved above the head, those are called
as Urdhwa Mandalinau. This gesture is used while rounds are taken in jump. This
movement is frequently identified in Sattriya dance.

39) Parswa Mandalinau o4 woefat 9.20 when hands are moving around on the head and
taken down to rest on hips those are called as Parswamandalinau.
40) Uromandalinau IUAUSFAT 9.204
Hands which are moved around chest are called as Uromandalinau.
41) Urah Parsvardhamandalau : wratdwueet 9.205

When hands are moved in half circle to both sides of chest, then Urah

Parsvardhamandalau hands are performed.

42) Khatakakhyou GHRE 9.206

This Mudra is confused with Khatakamukha in current BharataNattyam.
Khataka Hasta is Hasta where first finger, middle finger, and thumb are Tretagnistha
means joined together with ring finger and last finger are straight. This Hasta mudra is
performed with Alapallava which is called as Alapadmaka in current Bharatanatyam.

(Image no. 4.19 and 4.19/2)
43) Nalini Padmakosau Ity TErehIEt 9.207

This Hasta is not used popularly in current performance as Urnanabha
Hasta and Padmakosa hasta are confused with each other. Both the hand gestures are
mentioned in Natyasastra where Padmakosa is smaller than Urnanabha. Urnanabha
Hasta is used as Padmakosa Hasta and Padmakosa has lost its usage in current
Bharatanatyam. (Image no. 4.15 and 4.16)
44) Ulbanou Hasta 3o g&d 9.208

Ulabana means to hide. When Alapadma Hasta is turned inwards too much
to not to show palms, it is called as Ulbana Hasta. Ulbanau Hastau (both hands) are
used in Sattriya dance to hide the face to open with Prakatikarana. 1t is named in

sattriya dance as jhalak.
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45) Lalitau afaat 9.209 Pallava Hastas held near head in Karana posture are called as

Lalitau.

46) Nyaya = 20.41 (Verse no. 20.41%) in this verse Nyaya is a word not referred in
today’s classical performance. Vrttam is another word which is not used today.
Which is a style of behavior. Nyaya is a stance used for battle or for Nytta which is
related to emotions.

47) Utthapaka 3camas 20.45

(Verse no. 20.45%) Utthapaka is a type of Satvati Vrtti in which enemy is
provoked for battle by teasing him to show his powers. This Utthapaka is performed in
Kudiiattam and also in Kathakali but not mentioned popularly as Utthapaka. Some

glimpses of Utthapaka are seen in Yaksaganam and Dasavatara also.
48) Parivartaka TR 20.46

(Verse no. 20.46%) Parivartaka is a type of Satvati Vrtti where provoking
words are taken by some other different meanings. Parivartaka name is not used for

this type of scene in Natya popularly.
49) Sanllapakah qe<Tde: 20.48

(Verse no. 20.48%) by the purpose of insult or not by the purpose of insult,
one speaks some sweet words lovingly and tries to convey different opinion, this type
of sweet conversation is called as Sanl/lapakah. This Sanllapaka word is not used for

this type of conversations in current classical performances.
50) Sanghatyaka Igt@s® 20.50

(Verse no. 20.50°) when a group of people is in conspiracy, the members

speak with each other by the intention of treachery due to luck, power or personal flaw.

! 1 FrEde M ITHT A go GaiEaar 9 |

Buehel YRR AT a1 Arelel I8 9o gie: 11 20.41 1
? SEAATAH & qEERETH: Ah |

T TSI ATTR 3 11 20.45 1

3 IAHAREHATGS ASTANTER |

FAFAT HSTd F =Y IREdahl 79 11 20.46 11
ACIECEIRERELEINEE RN CEE RS
IITYLITAT J: GoolTaeh: TS 11 20.48 1l

5 AT AT SaRTETEGE SN |

e HESTETS: TRl 3: 11 20.50 1l
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This type of conversation is Sanghatyaka. This Sanghatyaka word is not in use in Natya

today.
51) Narma 79 20.58

(Verse no. 20.58°%) Kausiki Vrtti is divided into four types and Narma is one
type of Kousiki Vrtti. In this type of performance Srrigara rasa is depicted through
jealousy, anger, panic requests, insulting moments and dependence. It is named as

Narma and not identified by this name in current classical performance.

52) Narmasphusijo T9€EsT 20.59

(Verse no. 20.597) Narmasphunjo is a type of Kausiki Vrtti with the
dominance of Syrigdra rasa. In this type of performance attractive and provoking
dresses and sentences are used. Fresh union of couples, a kind of fear and anxiety is
depicted in Narmasphunja performance. This particular word is not in use in current

performances.

53) Narmasphota THERE 20.60

(Verse no. 20.608) Narmasphota is a type of Kausiki Vrtti where various
Bhavas are adorned with small expressions where no single rasa is dominant. The name

Narmasphota is not used for this type of performances in current classical dance.

54) Narmagarbha T8 20.61

(Verse no. 20.61°) In Narmagarbha Kausiki Vrtti, a hero of Natya is in
some mock role and he is identified by his behavior, knowledge, handsome looks, skills
and prosperity due to some tasks to be completed. This type of performance is not called

as Narmagarbha in current classical performance.

55) Sanksiptaka 9tea® 20.68

6 ECATSRTET HIATer e oS o |
ATHIETET | omer™ ¥ 89 11 20.58 I
7 TAEE IR Y eI aTHagTE |

A TGS EHFEEEST 11 20.59 I
8 Tfremt e st i agleen: |
ST HERes] O 120,60 1
9 TR AT AT WA ORI |

T d A FEGREETASE 11 20.61 1l
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(Verse no. 20.68'%) arabhati Vrtti is divided into four types. Sanksiptaka is
one of the types of arabhati where basic plot of the story is very small. But happenings
are depicted on stage through some kind of Silpa and colourful set. This characteristic
is seen in many dramas and dance dramas today but it’s not named as Sanksiptaka.

56) Avapata sr=ara 20.69(Verse no. 20.69'") Avapata arabhati Vrtti is mentioned in this
verse. In this type of performance, characters entre on stage for very short span and
they express fear, happiness, making of revolution and confusion on stage.
Characters keep coming and taking exit which is called as Avapatam. Due to less
detailing Avapatam word is not used in current performance.

57) Vastu Utthapanam s&geamaw. 20.70

(Verse no. 20.70'%) Vastu Utthapanam is one type of arabhati Vrtti which
is mentioned in above verse. In this performance all types of rasa are combined and
revolutionary movements are depicted. Vastu Utthapanam word is not used in current
classical performance.

58) Sampheta s 20.71

(Verse no. 20.71'%) Sampheta is one type of arabhati Vrtti where many
types of misunderstandings, conspiracy, fight, small battles and war is depicted. Word
Sampheta is not used for this type of performances.

59) Sthayi wamit 20.76

(Verse no. 20.76'%) Rasa in Natya was divided into two types. Those are
Sthayi Rasa i.e. Major Rasa and Sancari Rasa i.e. Supportive. Sthayi and Sancari both
the words used for Bhava and not popularly used for rasa in current classical dance. In
this verse, various Rasas are seen due to various Bhavas in Natya then dominant rasa

is named as Sthayi Rasa. This concept is not particularly followed or named

10 S fRTeTTh! SEYEIATI=E Ha2: |
fergergiawar 39: gfera 9| 1 20.68 1

1 e satf e ymEeT |
TR THRaATary SR 11 20.69 11

12 geRaEHTEEd AfegaTasaryd amy |

e e Tagsema 39 1 20.70 1l
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4.7.1 Analysis and Comparative Study of Cari Prakarapam 310 JaoMH
1) Bhauma Cari S =

This word is derived from root Cara means to move. Bhauma Cari is a
movements of feet or one foot preferred to perform close to ground to make Karanas
and Mandalas.

In current classical dance Cari is referred as steps and ddavus are designed
to form group of Caris together. Bhauma means near to ground. There is no distance in
ground and foot or there are no high jumps in these Caris. These Caris are used in
dialogues, different positions, small stances or standing positions of characters and long
Nrtta sequence.Bhauma Caris are basic steps to go towards Karana and Khanda.
Gatipracara is totally different from these Caris. Caris may take place in Gatipracara
but Gatipracara may not be included in Caris. For e.g. Janita Cari is used to show both
standing and walking posture of woman. This Cari may be included in Gati Pracara or
Gati of Vita and Ceta but this Gati is not a part of Janita Cari. ddavus are designed to
develop muscles to perform Caris. In modern performances adavus are performed on

stage which shows only preparation towards Caris.
2) Sthitavarta FxamEat

This Cari is not used in current Bharatanatyam performance. It is seen in
some folk dances in Maharashtra, in Manipuri dance and in Bihu folk dance. It is also
seen in Garba dance and Kucipudi classical dance. This is a Cari, where one leg is
dragged in a circle towards another with both the knees folded and another foot is
thrown out to small distance. Sthitavartacari is not used in adavus due to some
misunderstanding, because of some Vyayama Vidhana stated in Natyasastra. Cari is a
movement to shift towards some direction or in circular manner. Samapdada Cari is
called as Sthanasansraya as it is used for standing still after some movement. The word

Agratala Sancara i.e. using front foot, is important in the definition of Sthitavarta Cari.
3) Sakatasya TR

This Cari is performed by sitting on hips with one leg folded inwards,

another leg is spread out with the foot upside down. This Cari is performed in
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Mandi adavu when one sits in full sit, Jumps once in Utkatikam Sthanam and sits to
one side with the knees folded and rested on the floor. This Mandi adavu is useful in
Nrtta as well as denial in Abhinaya. Dr. Padma subramnyam has explained Sakatasya
Cari by stating to sit on one heel and spread out another leg to back similar to
Pratyalidha Sthana. In this position Sphikaparsni Samagam i.e.joining heel and
buttocks and Agratalasancara Pdda i.e. Spreading legs on toe, both are performed
which are not stated in definition. In the definition Nisannangah i.e. Resting or sitting
on the floor and Talasancara i.e. heel of the foot is upward, both words are most
important. Explanation given about this Cari in Abhinava Bharati by Abhinava Gupta
is also matching with the definition stating Nisannagah, where he explains it by the
word Balakhelitam. (Image no. 4.40)

Sakatasya Cari is identified at Kope$wara temple, Khidrapur, Maharashtra
which is from 7% century EC. This temple is older than Brhadeswara temple and
reference is to be confirmed by the Image 4.40. Word Talasancara Pada comes again
and again in many Caris where it tallies with upward position of sole of the foot. In the
definition Uddhwahitam Urah is another reference where the chest is upward with
confidence as if riding a chariot or some Vahana. In this Image, Saraswati is riding on

elephant with Vina in hand. (Image no. 4.41) (Image no. 4.42)
4) Adhyardhika F=ATEHT 10.17

This Cari is very useful and used regularly in all types of classical dances.
But not mentioned by this name. When left leg is behind right leg in Natajanu posture
and right leg is followed by left to shift, then Adhyardhika Cari is performed.

5) Casagati It 10.18

This Cari is used in current Bharatandatyam frequently but not mentioned
by this name. In Alidham, right leg is spread out and left leg is dragged in towards right.
This Cari is also used in Kalaripayatu where the movements are identified with
Mandalavidhana.

6) Viccyava =@t 10.19

This Cari is used in current Bharatandatyam and in other classical dances
like Sattriya also. When Samapdda is left and floor is tapped by Talagra i.e. Toe, then

Viccyava is performed. According to Abhinava Bharati singular form of Padasya is to
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be taken as Padayoh that is dual form and jump on both the toes in Natajanu with knee
folded.

In other Pathabheda word Samapadayam is mentioned, where the
possibility of Viccyava is denied. So this Cari is definitely not performed by Samapada.
This Cari is meant to change the posture from Samapada to any other Sthana
like ayatam i.e. one leg is in Samapada and another is in Tryasrapada with both knees
folded, in Vaisakha Sthanam i.e. 10.62 in Natyasastra, Vaisnava Sthanam i.e. 10.53 in
Natyasastra, Mandalam i.e. 10.65 in Natyasastra. alidhastahanam i.e. 10.67.

Viccyava Cari’s scope is broader than considered. It is useful each time
with different stance according to Sthanam or Cari to be followed.

7) Edakakridita Temshietar 10.20
This Cari is mentioned to be performed by one leg or both the legs together.

Alternate legs are suggested by the indeclinable ‘™’ used in definition. In 7Talasancara

Padabhyam, Talasancara Pada is a word again used for sole of the foot facing upwards.
In this Cari though both the feet are lifted up by a jump it is not included in akasiki
Cari as to show total attachment with the ground by completing the movement very

fast.

8) Baddha sg1 10.21

This Cari is used rarely in current performances. Janghasanvedhat is a key
word where both the calves of the legs are touched each other and Swastika i.e. Crossed

legs, is performed. The word Uribhyam Valanam i.e. Turning around with both the

thighs. Here full circle and half circle both are called as Valanam. Baddha i.e. bound.

Legs are locked across by this movement.
9) Urudvrtta 3¥gat 10.22

In this Cari one thigh is lifted up and knee is folded by Janghancita i.e.
Calves are almost touched to rears. Here also Talasancarapdda 1i.e. sole upward,is
mentioned and by the word Bahyonmukhi, heel is guided to be outside. This Cari is
useful in attractive walk.In this definition Akasiki Cari Udvrtta is mentioned to state
inner and outer wave of the knee. Dr.Padmasubramanyam showed this Cari by the
name Avidhodvrtta Sanjnite from Akashiki Cari.

10) Addita igfear 10.23
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In this Cari, again Agratalasancara word is used to show sole of the foot
upwards. The word Addita means gently touching. This meaning is specified by the
word Nirgrstah. The folded leg is said to be touched to other leg in the front side or in
the back side.

11) Utspandita 3ceifear 10.24

Spandan i.e. Vibration. This word states the meaning of this Cari. Here
Recakanusaren is important word which means according to circular movements.
While performing many Caris and connecting them all together, foot shifts its position
by vibrating little bit then it is called as Utspandita as vibration is upwards. Wait of the
body is balanced by giving pressure sometimes to the thumb side and sometimes to the
side of last finger. Dr. Padma Subramanyam has shown this Cari by dragging one foot
sometimes inwards and sometimes outwards which may be useful in some shifts or
conjunctions of Caris. But factually Utspandan, vibrating foot upwards is a movement
specified in the definition. Utspandita Cari is a conjunction for many other Caris to be
performed.

In all the Karanas and Angaharas Bhoumacari is combined with akasiki
Cari maintaining aesthetic sense and the sense of accomplishment and comfort. All
the akasiki Caris are completed and now Bhauma Caris are described.

Caris are intended to perform Karanas, Khandas, Angaharas and
Mandalas. Angaharas and Karanas are not divided in Bhauma and akasiki. But
Mandalas are divided into Bhaumani Mandalani and akasagamini Mandalani as in
Mandalam hands are expected to be engaged in holding some weapon.

12) Janita St 10.25

In the definition of Janita Cari the word Talasancara Pada has occurred
which shows sole of the foot upwards. This Cari is also a conjunction of many other
movements. The force of the movement of the leg is balanced by Janita Cari. Before
taking any position the leg is lifted up with sole of the foot up. A normal walk also
expects Janita Cari in dance. Dr. Padma Subramanyam has shown this Cari in Agratala
Sancara or in flat feet on ground which do not match with the definition. (Image no.
4.44)

13) Syandita ®f<ar 10.26  This Cari is performed with the distance of four Talas

In Natam Sthanam. 1t is used to shift from alidha to Pratyalida sthanam.

14) Apasyandita 3vweat<ar 10.26
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This Cari is used in Mohiniattam amongst current classical dances.
Sometimes for showing, pulling or pushing, this Cari is performed without naming it
Syandita and Apasyandita. Here one leg is kept five Talas away, in Natajanghda and
waist is moved forward. Practically Syandanam means shifting further. So Syandan
means Ratha i.e. Chariot. This movement looks like alidha and Prattyalidha which is
stagnant in position. Opposite to this, Cari is a movement which is to be used for
shifting forward and backward. Dr.Padma Subramanyam has shown Syndita more like
a swing and not like a shifting movement. This Cari is useful in shifting Mandala
Sthanam to Apakranta or from Vaisakha Sthanam to Prattyalidha. These types of
movements in Nrtta are more useful to make it more fluent. In the scene of
Amrtamanthanam, in the churning movement all Devas and Danavas follow Syandita
Cari. So the movement should be more like shifting and not like swinging. In Abhinava
Bharati also by the word Prasaranadharmatwat i.e.By the characteristic of dispersion,
the movement is clarified.

15) Samotsarita Mattalli TaveEE Tafead 10.27

This Cari is meant for showing a movement of a person who has not caught
up in Madana’s influence. On who removes influence of Madana when a man is
awaken from romantic mood, he suddenly lifts his one leg forcefully and places it in
Swastika i.e.cross, lifts another leg immediately. Word Talasancara Pada i.e. a foot
with sole upwards and Ghiirnamana i.e. a foot moved in upwardly circular form. Word
Samotsarita shows a movement of throwing out a leg upwards due to placement of
another leg. Some times Mattali is confused with Mattanam Gati that is a walk of insane
person. But for showing walking styles, Gatipracara is separately discussed in 12"

Adhyaya in Natyasastra. Gati Pracara is used for character building while Cari is used

for Niyuddhakrama i.e. Battle, Nrtta and sometimes for expressing Bhava. Dr.

Padmasubramayam has shown Mattali with Katikampana which is not mentioned in
the definition. Kampita Kati i.e. side by side movement of waist. (Image 4.45)
16) Mattalli Aot 10.28

When the same movement is repeated by both the legs and hands are in
Udvestita and Apaviddha, Mattalli is performed. Here a word Hastaihi i.e. by hands
shows that many Hastamudras are repeated again and again sequentially. Otherwise
Hastabhyam i.e. Dual form would have been used. (Image 4.46)
17) Akasiki Cari JTeRTTTER I 10.29
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These Caris are used for high jumps and loud stances in Praharana Vidhi.
We can identify these Caris in Kalaripayatu and Cau dance. Gottipoa dance also
includes this type of Caris while performing Nrttya Yoga. All these Caris are rarely
encorporated in Bharatanatyam but not in Nrtta sequence of Bharatanatyam. In Satriya
dance also akasiki Cari is used but not mentioned as named in Natyasastra. Caris like
Addita and Mattali are not found most of the times in today’s
Bharatanatyam.Researcher is keen to verify definitions in the light of Sanskrit language

of Bharata.
18) Atikranta ¥ifaskiar 10.30

This is a first @kasiki Cari mentioned in Natyasastra in 10" Adhyaya. In
this Cari Kuncita Pada is thrown upwards and spread in front. After throwing the leg
out, one should put down the same leg forcefully that is called as Atikranta Cari.
19) Apakranta 3aseiar 10.31

In this Cari both the thighs are turned to one side and right leg with Kuncita
feet lifted up and thrown to left side. This Cari is identified in Natardja stance. Both
Atikrvanta and Apakranta are identified but have lost their regular course in Nrtta. Here
the word Parswe means to the side and not hip. Though Parswa Karma is explained in
Natyasastra in 9" Adhyaya (9.234) here by the reference Parswe is not a word for hip.
Dr. Padma Subramanyam has performed Ancita Jarigham with Uruvalanam and settled
the leg in Tryasrapdada which is not in the definition.

20) Parswakranta qdseiar 10.32

In this Cari, Kuncita Pada is lifted up and held the knee near the chest
thrown to the same side, this leg is settled in Udghattita Pada and shifting is completed.
When right leg is lifted up Udghattita Pada is performed by left leg with small jump.
This movement makes Parswakrantd more comfortable.Next Cari is Urdhwajanu. In
this Cari, especially stated stable leg supports to get the meaning of Parswakranta Cari.
This Cari is used in Yattadavu in modern Bharatanatyam, sometimes in Pandanallura

style. This Cari is also identified in Sattriya, performed constantly with Vicyava.
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21) Urdhwajanu 3591 10.33

The same quarter is repeated in the definition of Urdhwajanu which is given
for Parswakranta. Second quarter of this Karika says that another leg should be stable
in this Cari. This explanation gives clear idea of Parswakranta and Urdhwajanu. In
Parswakranta the same leg is settled to the side in Udghattita movement while in
Urdhwajanu, this leg is stable. Researcher is keen to identify this movement in the flow
of Nrtta.

22) Sici g=t 10.34

In this Cari Kuncita Pada is lifted up and spread out far in front. And it is
banged in front maintaining the distance. In Atikranta Cari Kuncita Pada is thrown in
front but taken back and banged down. The word Agrayogena i.e. In front,and Janu
Urdhwam 1.e. above knee level, both make difference between Atikrantacari and
Sucicari. Siucicari is used for kicks in Mandalas while Atikranta is used to take the
stance.

23) Nupiirapadika JqTeet 10.35'5

In this Cari Ancita Pada is performed at the back and it is banged by
Agratala on the floor. This is Nupiirapadika. This Cari is identified in Gottipoa dance,
Odisi dance but in some different manner. This is a normal movement of making sound
of Nupiuira by perfect bangs. Dr.Padma Subramanyam has taken the meaning of
Ancitapada as Ancitajangham and leg is turned back, lifted up and banged by
Adhyardhika position. In Abhianava Bharati, Abhinava Gupta has stated that Ancita
Pada is to be lifted and touched the hip to bang it forcefully on Agratala. This
movement gives right sound of Nupiira. So movement stated by Dr.Padma
Subramanyam may not be supported.

24) Dolapada arearet 10.36

In this Cari Kuncita Pada is in swinging movement rested in Ancita. Here
also Parswa word means side.This movement is absent in Nrtta of most of the classical

dances.

25) aksipta ST 10.37

15 Researcher has found out exact movement by the help of word & AT WY, To perform this fast
movement, one has to get support of another foot by Utspandita.

15 TR YR ST I e §a9 | 9.25
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In this Cari Kuncita Pada is lifted up and folded towards another leg and
crossed to keep on the heel in Ancita. Here the word aksipta denotes inner fold of leg
to cross the calves. Thus this Cari ends up in Swastika Jangha. (Image 4.47,47/2,47/3)

Dr. Padma Subramanyam has performed this Cari by lifting Kuncitapada
like Urdhwajanu and crossed it in Swastika with Ancita Pada. This Urdhwajanu
movement is not there in the definition.

26) aviddha SfET 10.38

This Cari starts from Swastika where front leg is spread in front in Kuncita
form and it should be put down in Ancita with aviddha.Once the Ancita Pada is said to
be Nipatet i.e. should fall, following aviddha i.e. banging of the leg. Without banging
flat leg, it is not possible to get next stance to continue, it means Ancita aviddham is a
movement where Ancita is different and aviddha is different. In next Cari that is

Udvrtta the definition starts from aviddha Pada it means flat foot is banged on the floor.
27) Udvrutta 3g1 10.39

After aviddha, thigh is covered like movement of Bhramari, with a natural
high jump to turnback and settle it down. This Cari is called as Udvrtta. Dr. Padma
Subramanyam shown this Cari by performing Alata to turn around or standing with
the thigh coverd inwards which does not match with the definition.

28) Vidyutbhranta fo=gediar 10.40

In this Cari right leg is folded back to touch the head and spread out and
then whole body is turned around by the force of this leg and settled back on the floor
(this is a round jump). Word Sarvatomandalaviddham is most important to perform this
Cari. This round jump by the force of back spread leg is important movement. This
Cari is identified in Manipuri dance where the lifted leg’s force is used to jump. Dr.
Padma Subramanyam has shown this Cari by resting Siroghrstam Padam in Samapada
and circular jumps are performed separately which is not mentioned in the definition.

29) Alata Jerar 10.41

In this Cari a leg which is spread backside is folded in and heel is banged
on the floor. This movement is like Alatacakra i.e. a glowing circle, by understanding
Alatacari, one can understand the confusion occurred in Nupirapadika. Nupirapadika
is performed by same manner to bang the foot on Agratala which is not correct
according to definition explained in 10.35.

30)Bhujangatrasita G 10.42
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In this Cari, right leg is folded to left side, which is a reaction given to a
sudden occurrence of snake. Sometimes this Cari is confused with the movement of
snake which is well explained in Gatipracara in Nagapasarpitam. So definitely this is

not a movement of a snake but it is a reaction to sudden appearance of snake. This Cari

is identified in Kopeshwara temple. (7 century, built up by Pulakeshin II at Khidrapura,

Maharashtra.) When this Cari is completed with Recitapdda and settled in
Mandalasthanam then it becomes Bhujangatrasita Karana. This is discussed in chapter
4.7.2 in Karana Prakarana. This Cari is different from Urudhvrtta Cari where the thigh
is lifted but waist is not turned around.

31) Mrugapluta Fegar 10.43

This Cari is performed with Atikrantakrama with high jumps. This

Cari is popular in Manipuri dance where especially birds and deers are shown in dance.
32) Danda <veuret 10.44

By performing Nupiira Carana i.e. Ancita followed by Kuncitam,
followed by aviddham and then the leg is spread in front and forcefully banged on the
floor that is aviddha Karanam then Dandacari is performed. This Cari is useful in
aggressive character building and fight.

33) Bhramari 998 10.45

This Cari is performed in Atikrantakrama to turn the body forcefully
in circle. This Cari is popularly used in current Bharatanatyam and Kalaripayatu. This
is also used in Orissi and Manipuri dance. Dr. Padmasubramnyam has shown Bhramari
Carinot in Atikranta Karma but in Bhramaraka after completion of Atikranakam which
doesn’t match with Sanskrit definition. Difference between Bhramaraka and Bhramari
is most important to be followed as it is useful in all the Angaharas and mandalas.
Positions and faces of stances are dependent on these two Caris which helps to remove
the stagnancy in Nrttam.

Thus Caris are explained.
(Verse no. 10.02'%) in this verse, behaviour of Cari is explained. While

performing one Cari other Caris are automatically performed. To define them, they are

16 IR Saees— T |
TR AT =T 11 10.02 11
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separated but when performed, all the Caris overlap each other. For e.g. while
performing Nupirapadika, Ancitam 1is performed to the backside so naturally

Katicchinnam is performed and when Agratala is taped on the floor another leg is

moving in Utspandita Cari.
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4.7.2 Analysis and Interpretation of Karanas

1) Talapuspaputam q@qa4e 4.62
This Talaspaputam is first Karana stated in Karana Prakaranam. When
Puspaputa is to the left and right leg is in Agratala Sancara, body posture is in half sit
tilt to the left. This swiftly performed movement is called as Talaspaputam. This
Karana is also complete by the second quarter of the 4.61 and first quarter of 4.62 in
Baroda edition..Mandalasthanam and Aviddha Cari both are taken for granted in the
explanation.

2) Vartitam afiaq 4.63

When hands are folded in wrist and turned around themselves and rested on
thighs, this movement is called as Vartitam Karanam. It is combined with
Mandalam, ayatam or Vaisnava Sthanam. 1t is useful in Nrtta as well as Abhinaya.

3) Valitorukam iy 4.64

When both the thighs are turned side to side and hands are in Sukatunda
which are turned around then Valitoruka Karana is performed. 2™ quarter of 4.63 and
1% quarter of 4.64 makes one Sloka to define Valitorukam. This Karana is not used in
current performance but identified in some Pandanalluru traditions. Similar
movements like Valitoru are identified in Gottipoa dance and Sattriya dance.
Sometimes this Karana is also seen in Chau dance. In Bharatanatyam this Karana was
forgotten in Kalaksetra style being Syngarika in its aesthetic sense. Ancient Nrtta
includes dominantly similar movements like Valitoru and its movement also increases
comfort level of dancer in many ways. Classical dance becomes enjoyable and restful
because of Valitoru movement. !

4) Apaviddham swfagy (Hastakarana)

When Sukatunda is turned around and left behind the thigh and left hand is

near chest this is called as Apaviddham. Apaviddham is Hastakarana performed with

various movements like aviddha.

17 TSR ST I Tt & | 9.25
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5) Nihancitam T=f=d 4.66

When both shoulders are shrunk, both hands are in Patakanjali stretched up
on the head from chest. When both the hands are joined or folded near chest in
Namaskara or worry this Karana is performed.

7) Linam <+ 4.67

Linam is 6% Karana were Anjali Hasta is held above the head and torso
moved little this is called as Linam.

When Patakanjali is lifted above head then Linam Karanam is performed.
Linam Karanam is important Karana including hand gestures in Mandala or in
Swastika. This Karana is a regular Namaskara followed in all the classical dances
where shoulders are naturally shrunk, that is called as Nihancitansakutam and this
Karanam is called as Linam Karanam. This Sloka also comprises 1% quarter of 4.67.

8) Swastikarecitam @faitaay 4.68

When hands are turned around and crossed and again separated to rest on
the waist, this hand gesture is called as Swastikarecitam. This Karana is performed in
Mandala or Swastika.

9) Mandalaswastikam weaeafas 4.69

Mandala Sthanam is half sit with distance of two Talas between two feet
and hands are crossed with palms up. This is called as Mandalaswastikam. In current
classical dance this position is used but not identified by this name.

This Karana is combination of hands and legs where hands are upside down
and crossed in Mandalasthanam. This Sloka is comprised of 2™ quarter of 4.68 with 1%
quarter of 4.69.

10) Nikuttakam F%zwq 4.70

Nikuttakam is 9" Karana. Hands are moved between shoulders and head.
And feet are also moved in matching manner. This is Nikuttakam.

Nikuttakam is a movement performed with hands and legs both. When
hands are moved up and down repeatedly between head and shoulders these are called
as Nikuttitau Hastau. When legs are moved in Mandala Sthanam, then those are called
as Nikuttitau Padou. When both these movements are performed together, this Karana

is formed i.e. Nikuttakam.
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11) Ardhanikuttakam sdtgga 4.71

When movements are done half then it is Ardhanikuttakam.

Hands are folded between shoulders and head, palms facing each other’s
with half fold. This is called as Ardhanikuttakam. When the movement is one sided
then also it becomes Ardhanikuttakam.

12) Katicchinam stfa=t 4.72

Katicchinam is not clearly a hip movement torso is moved and waist is
shifted then it is Katicchinam. This movement is identified in Gottipoa dance as well
as Orissy dance. In current Bharatanatyam, Katicchinam is rarely used.

When waist is moved to both sides in alternate movements and Pallava
Hasta is above head, it is called as Katiccinam. '® (Image no. 4.24, 4.44, 4.46, 4.39)

13) Ardharecitam seitean 4.73 (Hastakaranam)

As defined in 4.64 when hands are in Apaviddha. Siicipada is moved upside

down with waist moved to one side. This movement is Ardharecitam.
14) Vaksaswastikam sty 4.74

When legs are crossed and hands are turned around near chest and chest is

with Nikuncita, this is called as Vaksaswastikam.
15) Unmatta Karanam 3+ =t 4,75

When at a time hands are in Recita movements, means Sukatunda is turned
around near chest and out, behind thighs or rested on the waist and feet are in Ancita
movement. It is called as Unmatta Karanam. Before performing Unmatta Karanam
some Vyayama is needful. This Vyayama is identified in today’s Bharatan=atyam in
Natadavu. 4.74

Definition of Unmatta Karanam comprises second quarter of 4.74 and 1%

quarter of 4751

18 ] )oRdl AR IS TRITEhITad | 9.245
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16) Swastikam @fasq 4.76
When both the legs and hands are crossed together then Swastika Karanan
is performed. In the Image only legs are crossed and hands are in action. (Image no.
4.36)
17) Prsthaswastikam sseatass 4.77
When hands are thrown out and turned in and crossed, simultaneously legs
are in Apakranta movement with Ardhasiici then Prsthaswastikam is performed.
18) Dikswastikam faeafiasy 4.78
When both the hands and legs are crossed and hands are taken forward from
the waist to the front and joined, this is Dikswastikam.
19) Alatakam semewq 4.79
Alatakam is a Karan comprising Aldatakam Cari. Alata means a glorifying
circle of fire i.e. Called as Alatacakram when leg is lifted up and turned back just like
Alatacakra then this Karan is called as Alata. By completing Alatam, right hand is
turned around with Urdhwajanu i.e. Leg lifted up above with folded knee. It means
when Alata is finished with Urdhwajanu this Karana is called as Alatakam.
20) Katisamam %ewq 4.79
2" quarter of verse 4.79 and 1% quarter of 4.80 comprises definition of
Katisama Karana. When one leg is crossed in swastika and at the same time hip is lifted
up, hands are rested below waist then Katisamam is performed.
21) Aksiptarecitam snfergifrang 4.80
In this Karana, Recitam is a Hasta which is turned around or moved
circularly. d@ksiptam means taken inside down. When simultaneously hand is circularly
moved and pulled inside downwards, then it is called as @ksipta Recitam. This Hasta
Karana is identified in Natardja pose where a hand is downwards, that is aksipta
Recitam. Any gesture dragged inside from outside is aksipta Recitam. In current
Bharatanatyam Hasta is dragged inside to make it Alapallava. This is a kind of version

of aksipta Recitam. (Image no. 4.37)
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22) Viksiptaksiptakam fafemteaas: 4.81
When hands are thrown outside and taken in, this is Viksiptaksiptakam.
Legs are also used by the same way in this Karana. This Karana is identified in

some advus like yattadavu in Bharatanatyam.

23) Ancitam sfsaaq 4.83
Ancitam is a foot movement in which foot is rested on heel. Ancitam
movement is applicable to all the Anigas and Upangas which give us Janghancitam i.e.
Calves are shrunk. Grvancitam i.e. Neck is shrunk, etc. So in Natyasastra word Ancita
is considered for Padancita. In all the definitions word Ancita is considered as
Padancita i.e. foot movement. (Image no. 4.26)
24) Bhujangatrasitam st 4.84
Bhujangatrasitam is a Karanam originated from the movement of sudden
reaction given to the location of snake on the floor, where one leg is folded and lifted
up towards opposite direction and turned in by Urudhvrtta movement again to the
Natajangha in Mandala Sthanam. Dr. Padma Subramnyam referred Bhujangatrasitam,
the movement is focused but not the expression and hand gestures, which are in
Siicimukha Hasta right on the head and left hand is near belly. This Karana is depicted
in the temple renovated in 7™ century named Kopeshwara in Khidrapura, Maharashtra.
(Image no. 4.38)
25) Urdhwajanu s 4.85
Urdhwajanu is a Karana where the Janu i.e. Knee, is lifted above the level
of waist. And same hand is rested on the knee. This Karana is located in Kopeshwara
temple and it is useful in showing Kaliyamardanam, king and Siva. (Image no. 4.39)
26) Mattalli wafewt 4.87
Last quarter of 4.87 is connected with first quarter of 4.88 and then
definition of Mattalli is completed. This Karana is originated from the movement of a
person who has become suddenly alert to not to get touch of Madana i.e. Sexual
attraction. Here word Ghizrnamana is most important word in the definition of Mattalli
Karanam. Ghirnamana i.e. Circular movements of feet, by the release of one after
another. Dr. Padma Subramanyam performs Mattalli Karanam with the help of Kati

Kampanam which is not mentioned in the definition.( Image. No. 4,32, 4.45, 4.46)
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27) Ardhamattalli 3&ivafe 4.89

2" quarter of 4.88 and verse number 4.89 in total give definition of
Ardhamattalli. When left hand is turned around and right hand is rested on the waist.
The same hand is turned around at the time of movement of right leg, both legs are
flattened and shifted at a time. Following this movement, left hand is turned around and
right leg is moved up and down. Ardhamattalli is a movement without Ghirnitam i.e.

Circular movement. This movement is performed as Mattalli in Bharatanrttya.

28) Valitam aferd 4.91

In this Karana by the help of Siicipdada facing is changed by turning around.

This Valitam Karanam is different than Baddhdacari only because of Sicipada.
29) Ghiirnitam H0iad 4.92
Both legs are turned around in Swastika without locking them up
Ghirnitam Karanam is performed. This Karana is referred in Mattalli. To understand
Ghiirnamanaupasarpanam i.e. dragging circularly to follow another leg.
30) Bhujangatrastarecitam Jermattad 4.95
In this Karana Bhujangatrasita is performed and followed by Hasta

Recitam and Padarecitam both together.

31) Nupiiram 9 4.96
In this Karana Nupirapadika Cari is performed and followed by Hasta
Recitam and Padarecitam here the difference is identified as it is noted in Cari where
Dr. Padma subramnayam has followed A/atam which is not there in the definition.

32) Vaisakharecitam S¥m@XaH 4.97

In Vaisakhasthanam, hands, legs are circularly moved, waist is also
circularly moved and even neck is also circularly moved. That is Recitam. This Karana

is useful in showing loud and aggressive personality.
33) Bhramarakam 995 4.98
This Karana is performed by performing aksipta Cari to finish in Swastika
and whole body is turned around i.e. Valanam. This is called as Bhramarakam. This
Bhramaraka is different from Bhramari Cari where Apakranta Kramam is expected.

In this Karana leg is following aksiptam but not Apakrantam.
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34) Bhujangancitakam qSgmtsadsh 4.100
In this Karana Bhujangatrasita Cari is performed, right hand is in Recitam
and left hand is in Latakhya. In this Karana beautiful walk is shown.Thus some
Karanas are explained according to Slokas with definitions whereas remaining Karanas
are not explained to avoid lengthy explanation. Researcher focuses on Sanskrit words
and their understanding to fill up the lapses occurred in Karana presentation from last
fifteen hundred years. Bharata’s documentation about Karanas is very subtle and

dependent on affluence of Sanskrit language.
35) Vidyudbhranta ﬁg?{m?f 4.125

Vidyudbhrantam is a Karana identified in Manipuri, Chau and Satriya
dance which is performed with Mrdarigam i.e. Khola. It may be performed in two ways
one by Vrscikapdda i.e. Leg is folded back like a tale of scorpion and Sarvatomandalam
is stated i.e. turned with a jump and come back in a previous position with the leg on
floor. Another way is to raise leg back to the head by Siroghrélam and follow the
circular jump. Dr. Padma Subramanyam has shown this Karana differently, first
completing Siroghrstam and then take rounds on one leg jump. This doesn’t match with
the Sloka explaining Vidyudbhrantam.

36) Sakatasya ToeT 4.167

In this Karana, same Sloka is repeated which is given for the definition of
Sakatasya Cari. In Abhinava Bharati Nisannanga is explained as Balakhelitam i.e. a
child while playing. As explained in Cari Vidhanam, Talasancara Padam explains
Sakatasya where the sole of the foot is upwards but not connected with the head or
other hand. Here Prasarya Talasancaram gives important hint that both legs are not in
Kuncita. (Image. No. 4.29, 4.42)
37) Gangavataran TEIdUM 4.168

In the definition of this Karana, Urdhwangulitala Pddau is important hint.
Currently Gangavataranam is performed by sitting in Pratyalidha but it is definitely a
continuous process in Sakatasya position.

Thus Karanas are explained.

There are total 37 Kranas analysed in this chapter. Some of them are
performed in current classical dance but not identified, some are performed in some

different manner as Bahya according to Bharata. If Sanskrit words are referred in
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understanding discussions in other Adhyayas like Mandalavidhanam then it is possible

to revive lost fluency of the language of dance.
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4.8 Relevance of Adhyayas 6,7,8,9,and 10 for Classical Dance.

6 Adhyaya is dedicated to Rasa. Bharata Muni explains Rasanis$patti through
Bhava, Vibhava, Anubhava, and Vyabhicariari Bhava. In the verse. No. 6.3 All the
Munis ask Bharata, what is the relevance of Bhava principally in the performance?
This question is answered by Bharata by explaining Rasabhava
Vikalpanam i.e. a thought of Rasa and Bhava. Bharata says that it is not possible to
make any kind of drama or theatrical activity without understanding Rasa Bhava
Vikalpanam. 6th Adhyaya is relevant in modermn world because Sthayi Bhavas are
inseparable part of human life. Bharata state's eight Rasas depicting Srrigara Rasa as
important Rasa amongst all. Rati, hdsa, Sloka i.e. Grief, Krodha i.e. Anger, Utsaha i.e.
Enthusiasm, Bhaya i.e. Fear, Jugupsa i.e. Disgust and Vismaya i.e. Surprise are the
Sthayi Bhavas i.e. Basic emotions, creating Rasas accordingly Verse. 6.17. In modern
theatre Rasanispati plays very important part though not pronounced. Each and every
Sthayi Bhava creates Rasa. Which is unavoidably establishes deep relation between
audience and performers. When Bharata depicts two Dharmis i.e. Nature of acting,
divided into two types. One is Lokadharmi another is Natyadharmi. Today's acting
following Lokadharmi also depends upon Natyadharmi acting. This analysis of acting
is very important to get or check out creative standards of drama. In classical dance
Natyadharmi Abhinaya is most important today also. For E.g. in Chau dance Praharas
are shown so dramatically that a rigorous fight becomes beautiful and enjoyable. In
Kudiatam loud depiction of character practically depends on Natyadharmi appearance.
Verse no. 6.23 Bharata states in this Adhyaya four types of Vrutis. Bharati,
Satvati, Kousiki, and arabhati. There are also four Pravrttis. Avanti, Daksinatya,
Auddramagadhi, and Pancalamadhyama. In modern classical dance all these Vrttis are
followed. arabhati Vytti is seen in Chau dance, Kousiki is seen in Kucipudi, and
Mohiniatam, Satvati is seen in Kudiatam and Kathakali, when Bharati Vrtti is seen in
Bharatnatyam, Satriya dance and in Odisi dance. Verse no. 6.25 Bharata talks about
siddhi which is of two types. Manusi and Daiviki.
(Verse. No. 6.26), Bharata explains Swara in two types. One is Sarira and
another is Vaina. One which is made through throat and one which is made through
Vina.(Verse no. 6.27), Bharat gives four types of instruments Tatam, Avanaddham,

Ghanam, SuSiram. Tatam is an instrument made up by strings. Avanaddham is
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Percussion and Ghanam is bell or sound of metal. Susira instrument is flute. Digital
sounds are created according to these sounds.

Verse no. 6.28 Bharata states five types of singing Pravesam, Aksepam,
Niskramam, Prasadikam, and Antaram. Stage is also divided into three types.
Caturasrah, Vikrstah, Tryasra. In modern theatre Caturasra stage is used while Vikrsta
and Tryasra are not in use. When Bharata defines Rasa, the reason behind Rasa is said
as, one which has capacity to amuse. How the taste gives joy, Rasa also gives joy.
AStarasas are compared with six Rasds in food. As the food is tasted an appreciated
same way the Natya is tasted (seen) and appreciated. Sthayi Bhava becomes Rasa in
Natya. Bharat also mentions the state of mind of the person who enjoys the Rasa. One
who has good state of mind can enjoy food or Natya. So good and balanced people are
called as Sumanasah. One who has lost his temper or control on his mind cannot
appreciate food or Abhinaya. So Rasa is always dependent on the state of mind of the
audience. In modern acting field or in dance Rasa is too relevant to be considered as an
essence of performance. In this Adhydya Bharata has given Anuvansah Slokdah it means
old verses are given as a reference. Before this references Bharata declared that Sthayi
Bhava themselves transform into Rasa. When Bhava is supported by Abhinaya, Rasa
is incarnated. Bhdva cannot be without possibility of Rasa and Rasa may not be without
Bhava. Both can be proven by each other through Abhinaya. So it is said that Bhava
and Rasa support or nourish each other.

Verse no 6.37. The verse 6.38 goes contrast According to R. P. Kangle. The
meaning of the word Vyavasthitah is taken as created but Vi+ Ava+ Sthitah means
Bhava is systematized because of Rasa. So as R. P. Kangle has stated that verse no.
6.37 and 6.38 are added later on by some other people with contrast opinions. But this
may not be relevant if the word Vyavsthitah is explained according to its Upasarga. It
means Bhavas are not created by Rasa but they are systematized by Rasas. So, a
reference cleared by Sankuka that Bhava itself is transformed into Rasa is proven right.
Thus, we get out of confusion stated by R. P. Kangle. We have to consider that this
Adhyaya is clearly establishes deep relation between Rasa and Bhava without any
contradictions.

In classical dance one can get experience of Bhava Vyavastha. The person
who has experienced Srrigararasa through some Natya becomes more stable and aware
when Rati Bhava occurs in his real-life moments. Rati Sthayi Bhava becomes more

acceptable and enjoyable in real life because the experience of Syrigara received from
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Natya. This gives the meaning of Vyavastha. If the Srrigara Rasa is not experienced
through Natya the Sthayi Bhava Rati becomes or may become difficult and confusing
experience. This Rasadhyaya proves to be relevant in modern classical performance
because the conservation of impact of Nazya on real life situation. Truly Nafya becomes
tool of self-management in real life. Rasadhydya has become ever-lasting guideline for
human emotional management which tends to improve emotional quotient of audience
and performers also.

Historically when Kala Ksetra was established and Bharatnatyam was
popularized amongst so called upper classes of the society, importance to Srrigararasa
was denied strategically. Traditional Dasiattam performed in temples was full of
Srigararasa. It used to flourish classical performance to have the definite systemic
effects on layman’s real life. (References are to be seen from 1st chapter)

6th Adhyaya has become more relevant in modern classical performance
because effective way of depicting Bhava is well explained through Prakaran as
decided as per Rasa. In modern world unlimited exposure is given to foreign languages
which are not under the impact of Indian body language. Due to this exposure facial
expressions which are in ancient context are almost forgotten. Many movements of
eyebrows, eyes, cheeks, and chin are forgotten. They are reminded only through
Anubhava and Vyabhicari Bhava explained in 6th Adhyaya. Natyasastra impact is
always dominantly noted in Kudiatam in current classical performances. This aspect
may be understood through example of Virarasa which is explained as Utsaha
Prakrtikam. Verse no. 6.68 Tyaga is one Anubhava which is explained to perform
Virarasa. Its meaning is Dana. Dana or devotion or giving something, is needful for
life management. A soldier gives his strength, devotes his commitment when he is Vira.

Vaisaradyam is another Anubhava given in Vira Rasa Prakaranam to act
Virarasa. Vaisaradyam is diplomatic moves or strategic behaviour shown by the Vira.
These Anubhdvas are one and the same in all the contexts beyond timespan. Vyabhicari
Bhavas may get influenced by today's global scenario. 6th Adhydya has becomes more
relevant to provide the methods of Abhinaya through given Anubhavas. In 6th Adhyaya
Rasds are again explained in three types, for e.g. Syrigara is divided into three types of
Srn'gdras. Vanya means Vani, Nepathyam, and Kriyatmakam. In modern classical
performance these three types of Srrigarabhinayas have changed a lot. This is
understood by the evidences of removal of some Abhinaya patterns and Anubhavas in

avoidance of Syrigara Rasa. Today's classical performance especially in Bharatnatyam
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has removed Anubhavds to mnot to support Srrigara Rasa. In Adbhuta Rasa
Divyadarsanas and Harsanandaja are two the types. These two types are enacted
through Anubhavas like Vepatuhu, Gadgadvacanam, and Swedah. In today's classical
performance loudness of these Anubhdvas remains absent. The clear native character
of the performance could only survive under the impact of Nagyasastra. 6th Adhyaya
becomes very important unit to prove this impact.

Relevance of 7th Adhyaya is named as Bhavavyanjakah. The reason behind
is possible to understand through following example 7.2.

(Verse no. 7.2 and 7.3)?° Verse 7.3 is repeated from Rasa Adhyaya i.e. 6th
Adhyaya. According to Abhinava Gupta it means aswadayogyam Karoti. Citavruti
Laksanam is Bhava. Cittavruti Laksanam is a state of emotion which is depicted
through Vibhava, for example Ratih is one Sthayi Bhava which is depicted through
Vibhava i.e. Happiness in materialistic things are enacted by Anubhava like glances,
use of eyebrows and sweet conversations. Acting is totally dependent on Anubhava
which is to be understood through Vibhava and Bhdva. Relation between these three
aspects is well defined in 7th Adhyaya. Rasa Bhava Vyavastha i.e. Management of all
the Sthayi Bhavas and Rasas has given major role in making of Natakam (drama). This
Adhyaya states that Prayogasiddhi or success of drama is dependent on the
management of the Rasas and Bhdvas. In classical dance Sancari Bhdva is important
feature. Sancari Bhava is understood only through the management of Rasa and Bhava.
Whatever comes from the state of mind is called as Satvam as Satvika Abhinaya is
defined. There are eight Satvika Abhinayas which show the state of mind.

8th Adhyaya is named as Upanga Vidhanam. In Abhinaya, Upangas play
important role.

(Verse no. 8.52!) 8th Adhyaya explains four types of Abhinaya angika,
Vacika, Aharya and Satvika. Satvika Abhinaya is explained in 7th Adhyaya. Angika
Abhinaya is further divided into three types. Sarira, Mukhaja and Cestakrta. Mukhaja
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Angika Abhinaya makes Sakha Angika Abhinaya which is called as Vastu (unit) of
Abhinaya. Sarira Angika Abhinaya makes Nrtam that is second Vastu (unit) of
Abhinaya. Cestakrta Angika Abhinaya makes Ankura that is third Vastu (unit).

Sakha is stated as hand movements in Sangita Ratnakara. Nrtam is a use
of all the Karanas and Angharas. Ankura is a behaviour referred from the previous
happenings. Bharat clearly states it as Sucand. In Sangita Ratndkara it is called as
Vicitrakaravyaparaha. That is contradictory to the statement given by Bharata, as
Sakha includes Sadarngani and Upargani. So only hand gestures Vicitrakarvyaparah
doesn't complete the definition of Sakha.

Elaborative explanations of Sirobhinaya are given in 8" Adhyaya. In 8th
Adhyaya there are thirteen types, explained for head movements. These movements are
related to Vibhavas and Anubhavas. As discussed in third chapter Nihancitam is a head
movement which is not stated in Abhinaya Darpanam, 11" century by Nandikeswara.
Detailed explanation about head movement states the deep expectations from Abhinaya
which is to be followed in Nagyam. Classical dance has become so subtle due to these
explanations in 8th Adhyaya we can understand that documentation was considered
practically important for very small movements also. Here the relevance gets
highlighted as performers face many problems in classical dance while explaining
abstract emotions and concepts. 8th Adhydya is ready made hint list for understanding
ancient body language. Both Natyadharmi and Lokddharmi nature of Abhinaya is
considered the tool of Rasanispati i.e. Experience of Rasa. 8th Adhyaya gives clear
picture about social and personal human life in ancient India. Verse 8.35 Lolitam is one
head movement which is to be used in @vesa and Graha also. Avesa is rigorous show
off of anger or pain. Graha is capture of human being by some inhuman powers. This
shows that socially entities other than human beings were known experienced and
located in ancient India for e.g. Yaksa and Pisacca. In verse 8 .36 the head movements
other than these head movements are performed according to people's nature and
expressions in common. In 8th Adhyaya Rasadrstayaha and Sthayi Bhava Drustis are
of two types as explained.

Rasadrusti is called as Rasaja Drusti born due to particular Rasa. At the
same time Sthayi Bhava Drusti is said to be born due to Sthayi bhava. Sancari Bhava
Drusti is also explained as it is born due to Sancari Bhdava. Drusti which is born due to
Rasa is to be used in Rasa and Sthayi Bhava Drusti which is born to be Sthayi Bhava

is to be used for Sthayi Bhava. Sancari or Vyabhicari Bhava is also considered same.
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By the reference of 6th Adhyaya Sthayi Bhava is well managed by Rasa and Rasa is
created through Sthayi Bhava. According to this relation between Sthayi Bhava and
Rasa, Sancari Bhava becomes supportive. To explain detailed usage of types of glances
Drusti karma is stated. Practical use of eye is named and its characteristics are explained.
In modern performances the loudness of the eye movement is noted less, but for mellow
dramatic effects, these eye movements prove to be unique and effective. Separation of
dance from Sanskrit language has caused reduction in the number of effective eye
movements. In Abhinaya Darpanam by Nandikeswara only Darsana Prakaras are
listed with very less detailed explanation.

Movements of eyebrows are also explained and named in 8th Adhyaya.
Movements of nose as Nasa Karma are also explained. Movements of cheeks are
almost vanished in current classical dance. Lip movements are also named as
Osthakarma. Chin movements are explained as Cibuka Karma. Cibuka Kriya is
included by movements of teeth, lips, and tongue. Asyaja Karma, Asya means face.
Face movements are differentiated from Sirobheda. Sirobheda means head movements
explained and taught. In every classical dance face movements are not taught and taken
for granted. In this aspect 8th Adhyaya proves to be very important in the process of
learning classical dance. All these movements which are to be performed on stage for
good acting are not taught clearly but natural expressions are given importance in
modern days.

Natyasastra has the documentation of the process of documenting each and
every feature of Abhinaya as facial expressions may differ due to time. Classical dance
if becomes dependent on these explanations, might prove to be effective for Rasa
Pariposa. In 8" Adhyaya Mukha Raga i.e. colours of the face, and its types are
explained (Verse no. 8.162). It is said that body movements become more decorative
because of colour of the face as if night is decorated by moon. For e. g. Anger becomes
more vivid due to red colour. Sanskrit classics may be performed through only one way
which is explained by Bharata in Natyasdastra. A common social life and performance
on stage had clear sharp dividing line for satisfying the purpose of Natya. All the
Bhavas in human life were methodically managed by the Rasa Pariposa in Natya. This
management of emotions is psychologically needful for healthy, auspicious, sensible,
and sensitive society. Social life in Bharatavarsha survived for long time due to Natya
performed regularly in all the temples of India. All the standards of Abhinaya were

decided through traditional guidance of Natyasastra and Acaryas operating in the field.
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8t Adhydya is named as Uparngavidhanam. Where the optimum use of all the Uparga
is depicted. The sense of responsibility towards Rasanispati is always mirrored in these
types of definitions constantly provided in Natyasastra. Though the Sirobheda is
explained earlier, Grivakarma is also stated again.( Verse 8.173.)

Relevance of 9" Adhydaya in modern times is clear through Mudras in
classical dance.9"™ Adhyaya is named as Angavidhanam. All the mudras (hand gestures)
are documented with clear guidance of usage in different situations in acting. Mudra
Abhinaya has tremendous importance in classical dance as these mudras are connected
with yogic mudras. For E.g. 1) Fingers attached all together in Hansasya becomes
Dhyana Mudra in yoga. 2) Shikher Hast is Merudand Mudra in Yoga.( verse no 9.161)
Bharata explains that Mudras may be used according to once logic and they may change
according to place and time. Socio linguistic references had influence on different
Mudras. 9™ Adhyaya becomes relevant to find out unknown aspects of ancient Indian
society. Hand gestures which are effective in Nrtta are also given separately. (Verse
9.83.) Hand gestures are expected to be moved circularly i.e. Recitam and clear
guidance for this Recitam activity is given in 9" Adhyaya.

This explanation about movements in Natyasastra doesn't allow you to
change the basic nature of classical dance. Natyasastra was not only a documentation
of facts to be followed but also a regular guide for the on-stage performer. Though
geographically these movements were changed according to layman's body language
and overall gracefulness in the society around, it was impossible to change the dominant
nature of Bharatanatyam or Dasi Attam from ancient India to get new version in use.
Rukmini Devi Arundel had stopped using Srrigararasa in entirety. This was important
turning point in the history of classical dance as for the first time Syrigararasa was
erased from it. If Srrigdrarasa would have not been avoided, the classical dance was so
subtle and self-contented, that it was impossible to get contrast nature out of it. As
explained in 4" Adhyaya in Tandava Laksanam the classical dance was meant for once
spiritual upliftment. The same intention by which Siva has given Caturdasa Sutri in
Vyakaran Sastra. He has taught Tandava to Tandu. Verse no 9.281 and 9.282. The
methods of using Padacari is explained i.e. According to foot the thigh should move.
Coordinated movements of both make Padacari. This introduction to Cari Vyayama
Laksanam makes 9" Adhydya more relevant in modern performance of classical dance.

10" Adhydya is important to understand the definition of Adavus which are

practiced and learnt as a basic requirement for learning classical dance. When Caris are
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followed by both sides, left and right, those are called as Vyayama, which is performed
in the coordination of Nrttmudras. Verse no 10.2. When Cari is not duplicated from the
right side to the left and vice versa, then it becomes Karanam. In Karanam every side
follows new Cari to perform aesthetically beautiful movements. Verse no 10.3.
Karanas followed each other in sequence or in good combination are called as Khanda.
Three or four Khandas performed together are called as Mandalam. Caris were used in
Nrtta and Yuddha. Nrtta which is pure dance without Abhinaya and Yuddha which is
performed on stage in Natya. Different Gatis in Natya are also performed through Caris.
Verse no 10.7 Sixteen Bhoumacaris are explained in 10th Adhyaya while Akasiki Cari
which are also in number sixteen, are explained. Manadala Sthanam as basic position
of classical dance defined in 10® Adhyaya.

There are six Sthanas explained Vaisnavam, Samapadam, Vaisakham,
Mandalam, Pratyalidham and aliddham. In modern times, mostly only four Sthanas
are used dominantly, while Vaisnava Sthanam and Vaisakha Sthanam has lost their
dominance at least from Bharatanatyam. (Verse no 10.60 and 10.62). In performance
or battle on stage, four styles were followed. These were called as Nyayas. Nyayas were
stated in four types, Bharata, Satvata, Varsaganya, and Kousika. Showing some battle
in Natyam is unavoidable for Rasapariposa of Rasa like Vira, Raudra, Bhayanaka,
Bibhatsa, and Karuna. Battle performed by following one of given Nyayas was very
much enjoyable in drama. The definition of Arigasousthavam is also given in 10"
Adhyaya. The form of classical dance has remained intact for thousands of years due to
different definitions given in 10" Adhydya. (Verse no. 10.92, 93, and 94.) (Verse no.
10.103) Here the process of Vyayama is called as Angakriyatmakam and Carikrta
Vidhih. Anga Kriya includes Anga Vidhanam given in 9th Adhyaya and Carikrta Vidhi
is explained in 10th Adhyaya. So Anga Vidhanam and Cari Vidhanam are both
important features of Nrtam as a soul of Natyam. 11" Adhyaya is called as Mandala
Vidhanam. These Mandalas are not at all seen in their original form today in classical
dance.

In Mandala Vidhanam also the number of verses are given for first quarter
of the verse, it means Sloka starts in numbered quarter, and it ends up in first quarter of
next verse. Here in verse number 9.68, we get the reference of Samacari Prayoga. This
Prayoga is performed by same Caris following by right and left both the sides. This
type of Mandala is named as Samamandala. In current Bharatanatyam performance,

this Sama is taken for granted as in each and every Korwai right and left movements
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are performed same. (Verse number 9.70). Mandalas are used in Yuddha, Niyuddha
Parikrama, and even in Lila Madhura i.e. attractive and pleasant movements. All these
mandalas are to be performed following Talavadya. Mandala Vidhanam is an important

Adhyaya still not been referred for many of the centuries in a thorough sense.
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CHAPTER-5

Conclusions.
5.1. Findings-

By this research study it might be concluded that classical dance has definite
impact on Natyasastra, but it has been reduced after 9" century onwards. Current
classical dance is separated from some of the basic principles stated in Natyasastra.
Caris defined in Natyasastra differ from today’s understanding of Caris. Most of the
times Vyayama Vidhanam i.e. exercise is considered as a principal performance
forgetting Angaharas and Mandalas in Nrtta part. In current classical dance Abhinaya
is separated from Nrtta clearly. While in Natyasdastra expressions of emotions is
connected with the Caris and Karanas. For e.g. Adhyardhika Cari is used in the
Abhinaya of surprise. Total denial of Adavus and movement without footwork in
Karanas is unjustifiable in Natyasastra. Banging of the feet that is Aviddha Krama is
important aspect in all the Angaharas and Mandalas in Natyasastra. Combinations of
Caris, Sthanakas, and Gatipracaras are forgotten due to separation from Sanskrit
Language. Aviddhapadavikramah is a lost gem in the execution of Mandalas and Caris.

Basic characteristic of Caris is to overlap each other. E.g. Utspandita Cari
is taken for granted while explaining Nupurapadika and Apakranta. All the expected
Caris are not stated in each and evry definition of Karnas.Those are to be taken for
granted to understand the execution. Sakatdasya Cari is taken for granted while
explaining Karana Gangavataranam. Practical usage of Ancitaviddham,
Kuncitaviddham, Utspandita, askandita, and Viccava are the types of footworks to be
executed in the right combination of Karanas, Khandas, and Madalas. This study has
a scope in future to find out all the Mandalas, Angaharas, and Khandas with the best
combination of footwork and Sthanakas.

Gatipracara in Natyasastra is not only meant for appearance and behaviour
of particular character but also to execute Nrtfa combinations with higher aesthetic
values.

Practical usage of Sanskrit language plays important role in understanding and
execution of the principals in Natyasastra.Study of Natyasastra through Sanskrit
expands the horizons of classical dance performance. There might be a solution to the
stagnancy identified in today’s Bharatanatyam. In this research following

misapprehensions are identified about Sanskrit words.
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. Word Ancitajangham and Jarnghancitam are confused with each other. Natam
Sthanam is stated as Ancitajangham and sometimes it is called as Natajangham to
explain some movements. A difference between compound Karmadharaya and
Tatpurusa plays important role in understanding any movement. Flow of Bharata’s
writing style is dependent on compounds.

. Word Agratalasancara Pada and Talsancara Pada are confused with each

other. Because of which walking on toes and sole of the foot facing upward, is

confused.

. Singular and duel forms are also confused to get the meaning out of definitions. In

Karana Talapuspaputam is executed on two feet instead of one. Sakatasya Cari is

also misunderstood because of this.

. Word Sfikaparsninam Samagama is not encorporated in understanding of Caris and

Sthanakas.

. Words Mukha, Asya and Vaktra are taken seperatly to execute Hasta Mudras.

Hamsasya, Hamsavakram and Hamsmukha are names of one Mudra in Natyasastra.

Because of this Nritta Hastas and Abhinaya Hastas are changed.

. Words Khatak Hasta and Khatakakhya both are for one Mudra but without

understanding this, Ktatakakhya is confused with Khatakamukah which is a

different Mudra.

. Word Tretagnistha is not understood while forming Mudras so Bhramara Hasta

took a mistaken form. Kangula Hasta also came in immature form without this

word.

. Word Abhugnatalamdhyastha was overlooked so Samdamsa Hasta is confused with

open Mukulakara. Hamsasya and Samdamsa named totally new Mudrds came up

in existence in Abhinaya Darpanam of Nandikeswara.

. Word Utspandita and Askandita Pada are confused with each other due to

unawareness about roots Spanda and Skanda. Utspandita Cari and Askandita pada

both are revived in this research.

10. Word Nisannarnga is taken as Sfikaparsnisamagama. 1t created mistake in

performance of Sakatasya Cari. This Cari is revived by the understanding of

Utkatikam Asanam and word Talasaricara pada.

11. Word Ancitam and Janghancitam are confused with each other so Nupurapadika

Cari is confused with Alata Cari. By considering word Prsthato, Nupurapadika

Cari is revived.
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12. Urudvritta and Udvritta Caris are revised by the word Avestya and Janghancita,
Corrections are found out.

13. Akasiki Cari Avidha is revised by the help of word Avidham.

14. Words Sarvato and Mandalavidhanam,Vidyutbhranta Cari is revived and identified.

15. By the word Ghurnamana and Upasarpanam, Mattalli Cari is revived. Word Kati
Kampitam or Recitam is not in the definition so contradiction is found out to correct
the movement according to word Talasancarapadabhyam.

16. Syandita Cari is also identified without Katikampanam.
As Caris are revived, 37 Karanas got revised and checked by the view of execution.
Studies in Sanskrit language could find out many more hidden facts in Natyasastra

to revive ancient style of classical dance.
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5.2 Scope for Further Study.

Sanskrit researchers and dancers need this text as a regular guide. Impact of
Natyasatra on Indian classical dance would continue for eras further.

By the reference of this research study, usage of revived Caris would be valuable for
rereading total 108 Karanas in future.

All the 32 Angaharas would be clear in their combinations of Caris and Gatis in
future. Scope of this research promotes revival of Mandalavidhanam with new
perspective for practical performance of Mandalas on stage for solo as well as group
performance. Role of adavus might be well defined to present adequate Nritta with flow

of classical features.
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