
 

Scheme for “Safeguarding the Intangible Cultural He ritage and Diverse 
Cultural Traditions of India” 

Form for National Inventory Register of Intangible Cultural Heritage of India  

 

A. Name of the State:  West Bengal (Howrah) 
 

B. Name of the Element/Cultural Tradition (in English)  : MARGA NATYA 
(The ‘Marga’ tradition of Bharata’s music and dance/ Gandharva Vidya) 
 

        B.1. Name of the element in the language and script of t he community 
               Concerned, if applicable :  N/A 
 

C. Name of the communities, groups or, if applicable, individuals 
concerned (Identify clearly either of these concern ed with the practice of 
the said element/cultural tradition) :  Research Group (Me and my 15 
students practice this form properly, along with 4 dedicated musicians) 
 
 

D. Geographical location and range of the element/cult ural tradition (Please 
write about the other states in which the said elem ent/tradition is 
present) :  This Natyashastraic performance used to be performed all over 
ancient India (200 BC-10 Century, approx.). In his text Bharata segregated 
four region-specific performance styles (pravritti) of Natyashastra, inclined 
towards the indigenous tastes of the spectators and behavior of the 
performer. But, while mentioning ‘India’, we indicate towards ‘Greater India’ 
which included Afghanistan, Gujarat, Sri Lanka, Myanmar, Java, Sumatra, 
Cambodia, North Tibet and Kashmir as well. This tradition had been known as 
‘Greater Audra Maagadhi’. That is why the thread of musical tradition is still 
surviving in Myanmar. Both Myanmar and Cambodia present four dancers 
during their ‘Nat’ performance just like Bharata’s performance tradition. 
Currently this reconstruction of consummate artistry research-based of mine, 
envisioned as MARGA NATYA is practiced only in West Bengal, India. 
 
 

E. Identification and definition of the element/cul tural tradition of the India 

 



(Write “Yes” in one or more boxes to identify the d omain(s) of 
intangible cultural heritage manifested by the elem ent. If you tick 
‘others’, specify the domain(s) in brackets.) 

i. ( Yes ) oral traditions and expressions, including language as a vehicle 
of the intangible cultural heritage  

ii. ( Yes ) performing arts 

iii. ( Yes ) social practices rituals and festive events 

iv. ( Yes ) knowledge and practices concerning nature and the universe 

v. ( Yes ) traditional craftsmanship 

vi. other(s) (studying ancient scriptures, sculptures and music) 
 

F. Provide a brief summary description of the eleme nt that can introduce 
it to readers who have never seen or experienced it  : Annexed as/in a 
separate pdf 

 

G. Who are the bearers and practitioners of the ele ment/Cultural 
Traditions? Are there any specific roles or categor ies of persons with 
special responsibilities for the practice and trans mission of it? If yes, 
who are they and what are their responsibilities? :  

This is a Research Group: 

i. Piyal Bhattacharya (Director of the project, Researcher, Teacher) 

ii. Akash Mallick (Senior dancer) 

iii. Pinki Mondal (Senior dancer, teacher of the Junior section) 

iv. Deep Ghosh (Practitioner, Project developer, Research-documenter, PR 
Manager) 

v. Sayak Mitra (Singer of ‘Marga’ tradition of music, Music research associate, 
Dance practitioner) 

vi. Abhijit Ray (Sarod player, practitioner of ‘Marga’ tradition of music and music 
research associate) 

vii. Shubhendu Ghosh (Junior dance practitioner and recordist of ‘Marga’ 
tradition of music practice and practical reconstruction sessions) 

 

H. How are the knowledge and skills related to the element transmitted 
today? : 

The practices prevalent today, be it classical music or dance, is deeply 
indebted to the ancient Natyashastraic tradition, as this tradition is the root of 



all. So, if one wants to look back at its roots, he/she has to understand the 
elements and learn the tradition of Natyashastra. That is why, this research-
based reconstruction endeavours to give a valuable chance to every 
inquisitive mind to relive the past and understand the ‘what, how and why’ of 
the present practices. 

 

I. What social functions and cultural meanings do t he element/cultural 
tradition have today for its community? : 

As stated above. 

 

J. Is there any part of the element that is not compat ible with existing 
international human rights instruments or with the requirement of 
mutual respect among communities, groups and indivi duals, or with 
sustainable development? I.e. describe any aspect o f the 
element/cultural tradition that may be unacceptable  to Law of the 
country or may be in opposition to practicing commu nity’s harmony 
with others. :  N/A 
 

 
K. Your Project’s contribution to ensuring visibili ty, awareness and 

encouraging dialogue related to the element/cultura l tradition : 
 

This reconstructed ancient dance form, after extensive research based on 
scriptures, has been kept close to the philosophy of movement and the mechanism 
of its execution as described in Natyashastra and its commentaries only to help 
scholars to understand the roots better and improve upon their music/dance on 
scientific basis. 
 

The director of this project, therefore, has already groomed several dancers, 
musicians, craft-persons, instrument makers; presented several shows (different 
aspects of Marga Natya); conducted seminars; runs an institution and presently 
writing a book based on his vast experiences.  
 

As a result 4 students have been working behind thi s with perseverance full 
time and another 11 students are also learning it w ith dedication.  The Sangeet 
Natak Akademi has supported this endeavour with the ir Fellowship awarding 
back in 2010 and recently they have acknowledged th is research as ’Scheme 
for Safeguarding the Intangible Cultural Heritage a nd Diverse Cultural 
Traditions of India’.  
 

 
 

L. Information about the safeguarding measures that  may protect or 
promote the element/cultural tradition 



a. (Write “Yes” in one or more boxes to identify the safeguarding measures 
that have been and are currently being taken by the communities, groups 
or individuals concerned) 

 

i. ( Yes ) transmission, particularly through formal and non-formal 
education 

ii. (  Yes  ) identification, documentation, research 

iii. (  Yes  ) preservation, protection  

iv. (  Yes  ) promotion, enhancement 

v. (  Yes  ) revitalization 
 

b. Write about the measures taken at local, state and national level by the 
Authorities to safeguard the element/cultural tradition?  

i) West Bengal State Music Akademi has taken up an initiative to teach 
MARGA NATYA as a syllabus in One year Dance appreciation 
course. 

ii) West Bengal State Music Akademi allots an annual slot for presenting 
MARGA NATYA to give it a chance to build up a dialogue with the 
spectators and present recent developments, in Uday Shankar 
Dance Festival. 

iii) Continuous attempt to conduct workshops, interactive sessions for 
dancers and inquisitive minds is taken care of, in regular intervals, 
in both formal and non-formal way. 

iv) The Sangeet Natak Akademi has supported this endeavour with 
their Fellowship awarding back in 2010 and recently  they have 
acknowledged this research as ’Scheme for Safeguard ing the 
Intangible Cultural Heritage and Diverse Cultural T raditions of India’.  

 

M. Write about the threats, if any, to the element/cul tural tradition related to 
its practice, visibility and future longevity. Give  facts and relevant 
reasons based on the current scenario  : Mentioned as above in K and L. 
 

N. Safeguarding measures proposed 

(This section should identify and describe safeguar ding measures to 
protect and promote the element/cultural tradition.  Such measures 
should be concrete and can be implemented to formul ate future cultural 
policy for safeguarding and promoting the element/c ultural tradition in 
the state) : 

 



Workshops and appreciation courses conducted can lead one to understand her/his 
heritage of ancient art. If this system of practice can be introduced into the formal 
education system as an elevated part of knowing the past of India, and its history 
and culture. This would bring the restricted academic practice out into an open space 
of practical perspective. Building bridge between this academic understanding and 
practical practise is the key to create awareness amongst all and safeguard the 
reconstructed Natyashastraic tradition of performance. 

 
 

O. Community Participation 
(Write about the participation of communities, grou ps and individuals 
related to the element/cultural tradition in formul ation of your project)  

 



i) Piyal Bhattacharya (Director of the project, Researcher, Teacher) 

ii) Akash Mallick (Senior dancer) 

iii) Pinki Mondal (Senior dancer, teacher of the Junior section) 

iv) Deep Ghosh (Practitioner, Project developer, Research-documenter, 
PR Manager) 

v) Sayak Mitra (Singer of ‘Marga’ tradition of music, Music research 
associate, Dance practitioner) 

vi) Abhijit Ray (Sarod player, practitioner of ‘Marga’ tradition of music and 
music research associate) 

vii) Shubhendu Ghosh (Junior dance practitioner and recordist of ‘Marga’ 
tradition of music practice and practical reconstruction sessions) 

 

P. Concerned community organization(s) or represent ative(s) 

(Provide detailed contact information for each comm unity 
organization or representative or other non-governm ental 
organization that is concerned with the element suc h as 
associations, organizations, clubs, guilds, steerin g committees, 
etc.) 

 

i.  Name of the entity  : Currently the lessons and reconstruction activities are 
practiced at the institutional space of ‘CHIDAKASH KALALAY- Centre of Art 
and Divinity’ 

ii. Name and title of the contact person  : Piyal Bhattacharya (President of 
CHIDAKASH KALALAY- Centre of Art and Divinity) 

iii. Address  : 67/2/3, College Road. Floor 2, Flat 2B. Howrah- 711103 

iv. Telephone number  : (+91) 9836746688 

v. E-mail  : chidakash.spanda@gmail.com 

vi. Other relevant information 
 
 

Q. Give information of any Inventory, database or data  creation centre 
(local/state/national) that you may be aware or of any office, agency, 
organisation or body involved in the maintenance of  the said inventory 
etc . : The sole initiative to create an inventory, database or data creation 
taken in favour of MARGA NATYA is Sangeet Natak Akademi, as a part of 
grant assigned under the scheme of safeguarding intangible cultural heritage 
of India. 
 
 



R. Principal published references or documentation available on the 
element/cultural tradition 
(Books,  articles, audio-visual materials, names an d addresses of 
reference libraries, museums, private endeavours of  artistes/individuals 
for preservation of the said element, publications or websites) : 
 

i) Abhinavabharati - Acharya Abhinavagupta’s commentary on Natyashastra 
ii) Sangita Ratnakara – The Kalanidhi and Sudhakara commentary 
iii) Nrittaratnavali – The commentary of Bhattatandu and Kirtidhara on this text 
iv) Vaastu Upanishad 
v) Bharat ka Sangit Siddhant – Sanjeevani commentary of Acharya Vrihaspati 
vi) Pranavabharati – Omkarnath Thakur 
vii) Prem Rasayan evam Sangit Mimansa – Dr. Premlata Sharma 
viii) Nataraja – Shivarama Murti 
ix) Sangitaraaja – Geetaratnakosha and Vadyaratnakosha, originally written by 

Rana Kumbhakarna and later edited by Dr. Premlata Sharma 

 
 

Signature : 

……………….… ………………….…………………… 

Name & Designation  : …PIYAL BHATTACHARYA……………………….….. 

Name of Institution (If applicable)  : ……………………………………………. 

Address : …67/2/3, College Road. Floor-2, Flat- 2B. Howrah-711103……... 



F. Provide a brief summary description of the element that can 

introduce it to readers who have never seen or experienced it : 

 

 Brief description on the project of MARGA 

NATYA: 

 

MARGA NATYA, is a researched and reconstructed way of presenting the music and 

dance, as precisely instructed in the inscriptions of Natyashastra by Bharatamuni. This 

reconstruction tends to move near towards the actual specificities of Bharatamuni’s 

scribbling and in due course initially attempts to revive the long-lost tradition of dance 

and music tradition. 

 

A tradition of music and dance practice, the heritage of Gandharva Vidya, was 

brought into the praxis of Natyashastra. This practical system in the later days came 

to be known as ‘MARGA’ in the writings of Gurus. In Vrihaddeshi Matanga has 

acknowledged this tradition as ‘MARGA’. This Gandharva Vidya was twofold, a. 

Gandharva and b. Gandharva kalpa. In case of Bharata’s body of Knowledge, 

Natyashastra, this Gandharva Vidya consists of two Grams, Murchhana and Jati of 

those Grams, eighteen Jati, Seven Mahageetas and presenting Nritta along with these 

Mahageetas. 



In the fourth chapter, the event of incorporation of Gandharva Vidya into the 

tradition of Natyashastraic performance is depicted through an amazingly 

metaphorical way. It is been referred that this Vidya directly came from Shiva himself. 

Shiva asked to apply this Nritta-Geeta in the Purvaranga. So, after this addition, 

Shuddha Purvaranga transformed and expressed itself as Chitra Purvaranga. It was 

asked to present this Nritta with the Asarita-Vardhamana Geeta, which is two special 

part of Saven Mahageeta. Apart from this, the scripture also mentions of presenting 

the Nritta along with Madraka, Panika geeti as well. 

From this, it can be understood that this tradition of Nritta and Geeta in short 

this tradition of Gandharva Vidya was actually a separate Guru-Parampara itself. This 

was later incorporated into the practice of Natyashastra to enhance its quality and 

these songs sung in Gandharva tradition was nothing but the invocations to Shiva. 

 

Apart from this, the flow of Gandharva Vidya into Natyashastra can be traced from 

the style of Veena playing during the Chitra Purvaranga. In Chitra Purvaranga, a 

special instruction to play Veena behind the transparent-curtain finds a direct resemble 

with the Gandharva Veena playing technique. 

 

 ABOUT THE RESEARCH: 

An initiative taken by Piyal Bhattacharya, dated back in 1999, this research and 

reconstruction was focused upon the formation of the Nritta section of Natyashatra. 



This course of research produced the reconstruction of various Chari and Karana. In 

the following phase, these were polished, harmonized and put into life with the 

initiation of Piyal’s first disciple Akash Mallick. Movements came to the exposure of 

philosophical and cosmic intricacies behind it and gradually Mandala and Angahara s 

were composed. 

But not much of students were interested in dedicating themselves aimlessly 

for the practice and nurture of this new form. However, instead of several obstacles it 

stood out gradually in due course. Later came the time to also focus upon the rich 

musical tradition of Bharata, as mentioned by the sage himself Gaana is of the most 

integral part of 11 Natyasangraha, without which no Natyashastraic performance can 

be considered up to the mark. 

 

With intention to revive the musical tradition of Bharata, a humble request for 

Fellowship was applied and later granted by Sangeet Natak Akademi in 2010, and 

which this assistance the a set of ancient string and leather instruments were 

reconstructed, with the help of scriptural and sculptural references. 

This reconstruction of instruments were important, as it was an integral part of 

Bharata’s musical orchestra, which he referred as ‘Kutap’, and without these 



instruments the dance presentation could not get a proper manifestation, as I was 

envisioning and moving towards that stage gradually. Without this no nritta or natya of 

Bharata’s tradition could have ever been presented. 

String instruments, to bring out the perfect shruti for the singing and three set 

of leather instruments, to figure out and play the appropriate syllables for manifesting 

tala, became the indispensible part of my next stage development; which was to 

reconstruct Chitrapoorva Ranga. 

 
 

The next stage was to bring together all of the necessary reconstruction of mine 

till the date to conglomerate those in a harmonized and synchronic presentation, which 

evolved out as ASARITA-VARDHAMANA VIDHI, which was constructed as the main 

part of Chitrapoorva Ranga. Bharatamuni in the 4th chapter of his Natyashastra 

propounded the rules (vidhi) of presenting a dance performance before any proper 

Natyashastraic Natya presentation, as an integral and inseparable part of Natya and 

its auspicious beginning. 



RE-WORKED 1ST PROJECT REPORT for the GRANT 

SANCTIONED UNDER SCHEME FOR SAFEGUARDING 

INTANGIBLE CULTURAL HERITAGE OF INDIA 

 

Project Name: PRACTICAL RECONSTRUCTION AND PRESERVATION OF 

BHARATA’S MARGA (dance & music) TRADITION AS ‘MARGA NATYA’. 

 

Applicant (individual) and Project director: Piyal Bhattacharya 

 

File no. 28-6/ICH-Scheme/64/2014-15/12802 

 

 

1. BRIEF INTRODUCTION TO THE PROJECT: 

Annexed separately as it also adheres the requirement asked for in the National 

Inventory Form. 

 

 

2. OBJECTIVES OF THE RESEARCH, DATA CREATION OR 

DOCUMENTATION OF THE PROJECT: 

The main objective behind this research is to bring up the complete performing 

tradition of Natyashastraic period, as stated by Bharatamuni and his later 

commentators. This involves not only the reconstruction of physical dance or acting 

but also the entire practical system of music like singing as mentioned in Natyashastra 

in its actual shruti. This also covers the reconstruction of instruments (both string and 

leather) and bringing out the actual technique of playing. In short, not just upholding 

MARGA NATYA as a revival of an extinct system and make it a museum piece, but to 

integrate a proper training/education system as well to sustain this, as it once had 

been the richest traditional expression. 



With financial assistance awarded, at the end of this 

research-reconstruction period I will possibly come towards 

integrating a proper traditional expression, as envisioned as 

‘MARGA NATYA’ by me. This is indeed important for me because without 

this a rich intangible cultural heritage of India, still breathing in bits and pieces, 

scattered throughout India cannot be saved. At the end of this research period I am 

certain that I will be able to bring the well documented and integrated education system 

of Natyashastra into (somewhat) prominence.  

So, for this reason a proper process of documentation of the work 

done so far by me has been started of late. If still photographs and video 

recordings of various festive events, where this form MARGA NATYA has been 

presented is one of the parts, the subsequent part is video recording of the 

grammatical pieces and performance pieces in class. 

 The sole initiative to create an inventory, database or data 

creation taken in favour of MARGA NATYA is Sangeet Natak 

Akademi, as a part of grant assigned under the scheme of 

Safeguarding Intangible Cultural Heritage of India. A National 

Inventory Form is also filled and sent along with this in this regard. 

 

3. IMPLEMENTATION OF THE PROJECT: 

As a measure to implement the project taken under the scheme of Safeguarding 

Intangible Cultural Heritage of India, a series of practices of my research-based 

research has been launched amongst the students of MARGA NATYA. Along with 

which I have started to travel to the scholar and work accordingly (as previously stated 

in the Work Plan while applying for the work) to bring out the last surviving traditional 

elements of Natyashastra and remnants of lost cultural threads. 



a. As a personal endeavour, before the sanction of this grant, the visit to Udaipur 

for a vocational advanced training in Rudra Veena for understanding of Shruti 

under Rajshekhar Vyas has been completed. 

 

Along with this, another visit to Puttaparthy to study Shruti system of Bharata 

under Dr. Indrani Chakravarty was also undertaken even before the sanction of 

this grant. 

 

[With Dr. Indrani Chakravarty, at her house, Puttaparthy, India, 15/05/2015] 

 

b. I also visited and learned the technique to manifest Bhakti rasa in ‘pad’ singing 

of the Haveli Sangeet under Gokulotsav Maharaj ji, before the sanction of the 

grant on personal investment. 

 



c. Gradual reconstruction and practise of Angahara and Pindi is going on and this 

section will be documented and sent to SNA as a part of final report of this 

project. 

 

d. Reading sessions of commentaries and simultaneous process of reconstruction 

of Murchhanas are going on. For this regard, one of my senior students (Sayak 

Mitra) and a senior musician-sarod player (Abhijit Ray) has been appointed for 

regular practical sessions on a monthly salaried basis with the financial 

assistance granted by SNA. One of my new disciples, Subhendu Ghosh, is also 

taking an active part in this session and he is learning to play all these 

Murchhanas on the Vipanchi Veena (9-string harp), I reconstructed earlier, and 

all of the above mentioned personnel have performed at the Natya Samagama 

Delhi 2016 as a part of MARGA NATYA ensemble.  

Here, currently we are using a modern Svaramandal for the tuning of Bharata’s shruti, 

as the proper Mattakokila veena is still under making. The process is taking place at 

Yangon, Myanmar. There a traditional Burmese craftsman is making a 7-string harp 

i.e. Chitra veena, a 9-string harp i.e. Vipanchi Veena and two 21-string harp i.e. 

Mattakokila Veena. I will be visiting Myanmar in February 2016 and shall bring those 

harps back with me. 

So a detailed video-session of practicing those elements of Bharata’s tuning system 

and Murchhana shall be sent in the final project report. We are waiting for the finally 

reconstructed harps to be arrived from Myanmar in March. 



 

[The comparative drawing I sent to Burmese craftsmen for the reconstruction of my 

new Chitra, Vipanchi and Mattakokila veenas - that is on the left side] 

 

e. After receiving the financial assistance I visited Delhi and stayed there to learn 

the tonal quality of Dhrupad that manifests the ancient way of rendering songs 

in proper shrutis, under Nirmalya Dey of Dagar tradition. 

 

f. After the visit I visited Urmila Sharma in Varanasi twice to work on the 

translation of the scripture of Sangeetaraaja to bring out the structure of 

Mattakokila veena. The 1st session was with her from 24/04/2015 to 

26/04/2016. 

 



 

[Discussion, translation and sketching session on Mattakokila Veena with 

Urmila Sharma and Prof Krishnakant Sharma, at Urmila Sharma’s house, 

Varanasi] 

 

The 2nd session was with her and Prof Krishnakant Sharma, Departmental 

Head of Vedic Studies, Banaras Hindu University and that was from 22/06/2015 

to 24/06/2015. 

 

After coming back from Varanasi I had long sessions of discussion with Pt. 

Nikhilesh Shastri in Kolkata from 03/08/2015 to 29/10/2015, where I came near 

a conclusion of a practical design of this instrument, Mattakokila Veena. 

 



 

[Discussion, translation and sketching session on Mattakokila Veena with 

Urmila Sharma and Prof Krishnakant Sharma, at Urmila Sharma’s house, 

Varanasi] 

 

Here, the gradual process of translation, tentative designs as per the Karikas 

(shlokas which carry specific instructions) and the final design of the veena is 

give below. 

 

 

 

 

 

 

 

 

 

 

P.T.O 



Mattakokila Veena Lakshanam: 

 

Karika 1: 

 

I bow to that Shiva, with whose benevolence the Svaramandala emerged within this 

universe. Here ‘Svaramandala’ means the all-encompassing presence of 22 shrutis in 

this cosmos. 

That Svaramandala is divided into threefold. Here the word ‘Tridha’ is referencing 

towards ‘Mandra’, ‘Madhya’ and ‘Taara’. In relation to pinda or body, this three refers 

to those three points from where Nada emerges, i.e. Pashyanti, Madhyama and 

Vaikhari. 

In case of astral interpretation of this, the threefold presence suggests the same 

emergence as of Shiva, Shakti and Yaamal or Vindu (the resplendent and intertwined 

presence of Shiva and Shakti).  

 

Karika 2: 

 

Mattakokila veena, which is locally recognized as Svaramandala, is been described 

here, according to both local and scriptural reference and presence. 

Firstly, the lakshana (typical attributes) will be described as per the local presence and 

secondly, the scriptural references will be elucidated. 



 

Karika 3: 

 

1st type of veena, the local one, shall be of 1 and a ½ hand length i.e. 27 inches; 

whereas the second one, the scriptural one, will be of 1 hand length i.e. 8 inches.1 

 

Karika 4: 

 

The instrument shall have 4 sides and there shall be three 18-finger long and 5-finger 

high ‘Pattika’ (wooden plank). With the use of the word ‘Aayaam’ we can recognize 

that this will be of a rectangular shape. 

 

Karika 5: 

 

                                                           
1 Here one should remember that in ancient period they used to follow a fixed measurement while referring to 
typical units like ‘Hasta’, ‘Yaba’. In case of ‘Hasta’ it generally was measured as 8 inches. 
 
In case of ‘Dashaangul’, they used to refer the measurement of 1 ‘bighad’ i.e. the distance between a 
stretched middle finger and thumb. 



The 1st kind of Veena is 1 and a ½ hand long and the 2nd kind of Veena is 1 hand long. 

Now, the 1st Pattika will have to be tied at the North-South stretch of the veena’s 

structure, like this :- 

 

 

Karika 6: 

 

Now, after connecting the north and South Pole, the Pattika2 has to be placed in 

between the poles, keeping 10-fingers gap at both the end. The Pattika will face 

towards east-west. 

While talking about the east-west facing Pattika they used the expression ‘सा .’Thus 

using this, with the application of ‘ekavachana’ they expressed the presence of the 3rd 

Pattika. 

It will be like this, 

                                                           
2 The word ‘Pattika’ here means a slice of piece-wood. It’s the same reason why less numbered magazines are 
still the date called as ‘Patrika’ in Sanskrit. 
 
Monier Williams in his Dictionary described ‘Pattika’ as “board, plate, bandage, griddle, belt”. 



 

 

Karika 7: 

 

The 4th Pattika will be long, with a short and angular middle section. The 5th Pattika, 

which will be installed towards the front, should be of smaller length. 

 

Karika 8: 

 



There should be another Pattika, where the line joining north-east and south-east falls. 

This should be of equal measure that of the first one. 

 

 

Karika 9: 

 

According to another application ‘Utshedh pindayorekaam’, within a block, which is of 

a standard height, one has to place another Pattika, beside the north-east going plank. 

 

Karika 10: 

 



Between the above said two planks there should be another long and straight Pattika, 

which needs to be installed at a distance of 2-fingers from each, facing angularly 

towards north-east corner. 

 

Karika 11: 

 

Now superficially, 10-fingers long section of this structure needs to be covered with 

hide and the rest of the open space should be covered with smooth wooden plank. 

Thus, it will take up a different tonality. 

 

 



Karika 12: 

 

The finest and smoothest plank in the instrument should be installed at the side, facing 

north. 

 

Karika 13: 

 

Just like the Northern side-facing Pattika, there should be 22 holes on the southern 

Pattika as well. 

 

Karika 14: 

 

According to another method, there either can be 22 holes on the southern Pattika or 

there can be only one hole and all strings can be locked in this single hole. This method 

resembles the technique which is followed in case of making Surbahar. 



  

 

Karika 15: 

  

For those above mentioned 22 holes, pegs of various ornamentation and design, 

made out of either gold, ivory or wood, has to be prepared. By using the word 

‘Yadricchhayaa’ the text has opened the horizon wide for the choice of design and 

ornamentation, according to one’s own will and creativity. 

 

Karika 17-18 

 

A small stick has to be fixed on the southern Pattika and 22 holes are to be made on 

that. 



Karika 19-20: 

 

 

1st Saptak (Sa-ni) (Taar Saptak): the distances within the holes will be of ½ ‘Yaba’. 

2nd Saptak (Madhya Saptak): the distances within the holes will be of 2 and a ½ ‘Yaba’. 

3rd Saptak (Mandra Saptak): the distances within the holes will be of 3 and a ½ ‘Yaba’. 

 

 

Karika 20-21: 

 

This distances in terms of ‘Yaba’ is not fixed, but they are variable according to the 

raagas that will be played on the instrument. 

 

 

 



Karika 21-22: 

 

Now, silk threads, which are of perfect thickness, smooth and neither too thick nor too 

hard, have to be inserted and should be tied with the above pegs. 

 

Karika 23: 

 

Amongst the above mentioned strings, 7 are allotted for Taara Saptaka or high pitch, 

7 allotted for Madhya Saptaka or medium pitch and final 7 are allotted for Mandra 

Saptaka or lower pitch. 

 

Karika 24: 

 

The 22nd string being the last string of Mandra Saptaka or lower sestet shall only fulfil 

the purpose of emanating Nada. 



Karika 25: 

 

It has to be played in the same way an Ekatantri veena is played. It has to be made 

with ‘Shriparni’ or Bengal quince/wooden apple tree wood and Pine wood. 

This is the structure we have arrived up till date’s discussion, with Urmila Sharma, Prof 

Krishnakant Sharma and Pt. Nikhilesh Shastri. 

 [The shaded 

section is covered by hide (10-finger space) and the rest of the non-shaded section is 

coved by smooth wooden plank] 

  

NOTE: This ancient tradition of harp or Vakra-veena survived within the gond tribe 

of Mandala district, Madhya Pradesh, India. This veena also used to be made with 

‘Shripani’ or Bengal quince/wooden apple tree wood. But unfortunately, this surviving 

tradition and their craftsmen are now extinct. [Source: “The Harp in India Today” by 

Rodrick Knight.] 



Now the question arises for what purpose this instrument was used. During the 

Purvaranga the musicians sitting in the ‘Kutapa’ used to play a set of Nirgeetas on this 

instrument Mattakokila Veena. 

“Nirgeetas are so called because of the ‘aa-pada’ i.e. meaningless syllables such as 

jhantung. Because of the envy of the gods this music (geeta) was sought to be kept 

out (bahih=outside) or ‘outside gandharva’. But in the Poorvaranga besides serving to 

embellish drum-playing and dhruvas, they give scope to variety in veena-playing. 

Abhinavagupta reminds that, since they are used along with a veena-playing called 

shushka, they are also called shushka-vadya- ‘Vaaditam tadgatam shushkhyam 

veenavaadyam;. “ [Source: The Measure and Compositional types in Indian Music by 

Subhadra Chaudhury; Sanskrit spellings are changed and written 

according to the common spelling used for writing Sanskrit 

in this entire report] 

According to Abhinavagupta, this Nirgeeta has to be composed and performed on the 

Mattakokila veena only. But for that one requires to be fully skilled with the fingering 

and syllables to be on that veena. These are now extinct in India but a thread still the 

date has been surviving in Myanmar, in the form of Saung Gauk (Burmese Harp). 

Nevertheless, harps like Mattakokila Veena used to be the main instrument to perform 

the 10 types of Nirgeeta, which used to be performed from the back of a transparent 

screen, during Purvaranga, before the commencing of nritta and geeta. These are as 

follows, 

(i) Asravana 

(ii) Arambha 

(iii) Vajrapani 

(iv) Sanghattana 

(v) Parighattana 

(vi) Margaasarita 

(vii) Lilavrita 

(viii) (ix) & (x) three respective parts of Asarita. 



None of these can be reconstructed or even performed until and unless I go to 

Myanmar and learn the proper technique of playing such a veena in proper Guru-

parampara style. 

EVEN AFTER THAT,  IF WE SIT REGULARLY FOR 8-10 

DAYS A MONTH,  ONLY THEN IT MAY COME  UP TO THE 

LEVEL OF A PROPERLY INTEGRATED PERFORMANCE 

TRADITION. 

 

g. MYANMAR TRIP AND RESEARCH: 

In lieu of 22-string harp, as stated in Indian tradition, existence of another 16-

string harp (Saung Gauk) was found during the research of this project, in 

Myanmar. The exact body of appearance of that matches the reference sited in 

C. Sivarama Murti’s book Nataraja in Art, Thought and Literature (1974) and 

resembles with the emblem of playing harp of Samudragupta. The technique of 

playing is still surviving in Guru-parampara in Myanmar. Gitameit is one of the 

traditional community centre and school where they practice this tradition of 

harp-playing. I have been in contact with their course-coordinator Mr. Htun Htun 

ever since, and he also testified that this tradition in Burma was travelled from 

India.  

 

I will be visiting Myanmar and shall stay for 1month over there and will learn the 

playing technique of Saung Gauk from Gitameit Music Centre, No. 219, Kaya 

Thuka Lane, Kanbe Station Road, Moe Kaung, Yankin Township, Yangon, 

Myanmar. (Contact: office- +951 566703, mobile- +951 73014317, web- 

www.gitameit.org) 

 

First I have to learn the technique of playing, after that I need to do a 

comparative study of Bharatamuni’s given instructions on the fingerings and 

guru-laghu varna, only then I will be able to teach Subhendu Ghosh (my 

http://www.gitameit.org/


disciple) and Abhijit Ray (senior musician) in order to complete the circle of 

practical reconstruction of Bharata’s MARGA music tradition. 

 

But this training process is a long-term process and cannot be accommodated 

within this short span of research. The reconstruction will be made and initial 

practice shall commence but to bring it under an integrated practice, I require a 

constant funding, under a new project. 

 

h. An experimental set of Aharya is being reconstructed in Cotton, and a new set 

of ornaments are on their way to emerge. The reference and inspiration has 

been taken from the sculptural panel of Bharhut gallery, preserved in Indian 

Museum Kolkata, which is regarded as the bearer of reference of 

Natyashastraic performances. Some of the reconstruction-slides are as 

followed, 

 

 



 

 



 

 



 

 



 

 



 

[The final look of the performers, how far we have reached, presented at Natya 

Samagama Delhi 2016, as a part of Asarita-Vardhamana Vidhi] 

 

i. A new set of Asarita-Vardhamana Vidhi, as a part of a new reconstruction of 

Chitrapoorva Ranga, has been reconstructed out of the scriptural inscriptions, 

instructions and notations. This Asarita-Vardhamana Vidhi was presented at 

the Natya Samagama Delhi 2016 on 11th January 2016 at Meghdoot III. 



 
[Kanishthha Asarita, Kandika Vardhamana, presented as a part of Lec-dem on 

the Chitrapoorva Ranga, Asarita-Vardhamana Vidhi, at Natya Samagama, 

Delhi, 2016] 

 
[Layantar Asarita, Kandika Vardhamana, presented as a part of Lec-dem on 

the Chitrapoorva Ranga, Asarita-Vardhamana Vidhi, at Natya Samagama, 

Delhi, 2016] 

 

This Asarita-Vardhamana is special kind of re-constructing that has been done 

as part of grant received for Safeguarding ICH. 

 



 

[Madhya Asarita, Kandika Vardhamana, presented as a part of Lec-dem on the 

Chitrapoorva Ranga, Asarita-Vardhamana Vidhi, at Natya Samagama, Delhi, 

2016] 

 

 

 

Here is the typical features of an Asarita song from Natyashastra 31st Chapter, 

 

 



 

 

This Asarita-Vardhaman is called ‘Kandika Vardhamana’ and has been 

acknowledged as a self-sustained and independent Vardhamana. 

Here is the features of a Vardhamana (Natyashastra, 31st Chapter) 

 

It is called ‘Kandika’ or ‘Khandika’ just because it progresses in recurring sets, 

patterns and pieces. There are four pieces in case of Kandika Vardhamana 

(Natyashastra, 31st Chapter) 

 

 

When Asarita is only sung to praise or invoke the all-pervading cosmic 

consciousness, then it is sung without the Upohan part.  

 



Now, one may wonder what Upohan is. Upohan is composed out of 

Shushkaksvara i.e. a set pattern of meaningless syllables. (Natyashastra, 31st 

Chapter) 

 

 

 

 

 

 

[Jyeshthha Asarita, Kandika Vardhamana, presented as a part of Lec-dem on 

the Chitrapoorva Ranga, Asarita-Vardhamana Vidhi, at Natya Samagama, 

Delhi, 2016] 



 

[Kandika Vardhamana, presented as a part of Lec-dem on the Chitrapoorva 

Ranga, Asarita-Vardhamana Vidhi, at Natya Samagama, Delhi, 2016] 

 

Asarita is divided into three sections- (i) Kanishthha, (ii) Madhya and (iii) 

Jyeshthha. When another special section Layantara, of Asarita gets attached 

with these three, then the Asarita transforms into Vardhamana anga. Layantara 

is generally sung in the double rhythm than that of the Kanishthha. This is the 

typical feature of Vardhamana Geeta. (Natyashastra, 31st Chapter) 

 

 

So, this according to the commentators reveals the process that if Kanishthha 

is sung in Druta laya (fast speed), then Layantara has to be sung in Madhya 

laya (medium speed); and if Madhya Asarita is sung in Madhya Laya then the 

Jyeshthha Asarita has to be sung in Vilambita laya (slow speed). 

 

Now this, the Druta laya, in which Kanishthha Asarita is sung, is known as 

‘Chitra Marga’. In the same way, the Madhya laya, in which Madhya Asarita is 



sung is known as ‘Vartika Marga’ and the Vilambita laya, in which Jyeshthha 

Asarita is sung, is known as ‘Dakshina Marga’ (Natyashastra, 31st Chapter) 

 

 

 

 

 

Here is the sahitya (literature) of Kanishthha Asarita, which is sung, from 31st 

Chapter of Natyashastra, 

 

 

 

 

 



This sahitya is sung in a specific notation, which was revived from the scriptures 

and our practical understanding on the reconstruction of Jati system, which is 

as follwed, 

 

 

Whereas the Layantara is sung in a specific way as well, which is as followed, 



 

 

 

 

 

Here is the sahitya (literature) of Madhya Asarita, which is sung, from 31st 

Chapter of Natyashastra, 



 

 

This sahitya is sung in a specific notation, which is as followed, 

 

 

 

 



 

 



And finally, here is the sahitya (literature) of Jyeshthha Asarita, which is sung, 

from 31st Chapter of Natyashastra, 

 

 

 

 

 

Here is the notation, in which this sahitya of Jyeshthha is sung. 



 

 



 

 

 



When, sung in such an increasing order, the four parts of Asarita is perceived 

in four different names, and they are, 

(i) Vishala 

(ii) Sangata 

(iii) Sunanda 

(iv) Sumukhi (Natyashastra, 31st Chapter) 

 

In case of Vishala, the Upohana is consists of 5 kalaas, Sangata is of 6 kalas, 

Sunanda is of 7 kalaas and Sumukhi is of 8 kalaas. (Natyashastra, 31st Chapter) 

 

 

 

Now, Vardhamana itself is of three types, [i] Kandika, [ii] Asarita-bhaas-

Vardhamana and [iii] Vardhamana-bhaas-Asarita. Amongst them Kandika 

posits the most typical features of a Vardhamana. The nritta offering is only 

performed along with this Vardhamana song. In case of Vardhama, the 

increase in taala is actually the decrease of taala. The name may be 



Vardhamana (which generally means something growing), but in akshiptartha 

or suggested meaning it indicates towards the decrease in taal. 

 

[The final offering, presented as a part of Lec-dem on the Chitrapoorva Ranga, 

Asarita-Vardhamana Vidhi, at Natya Samagama, Delhi, 2016] 

 

According to the pre-Abhinavagupta Guru-parampara, Kandika Vardhamana 

used to be presented with the application of ‘Dasha-parivarta’, which is a typical 

and complicated pattern of repetition of the consecutive parts of Vardhamana. 

But, it is interesting to note that generally ‘Dasha-parivarta’ is a typical sign of 

Asarita-bhaas-Vardhamana. So, according to the above mentioned tradition 

Kandika Vardhamana holds a special position among the types of 

Vardhamanas. 

 

To understand the process of Dasha-parivarta, one needs to understand the 

following pattern:- 

In terms of turns in which they appear let’s assume that, 

Kanishthha Asarita= 1 

Layantara Asarita= 2 

Madhya Asarita= 3 

Jyeshthha Asarita= 4 



Now, if Dasha-parivarta is followed the complete signing pattern of Kandika 

Vardhamana will appear something like this, 

1, 2+1, 3+2+1, 4+3+2+1 = sum total of 10. 

 

This typical pattern of repetition is here as followed, 

 

 



This pattern is not something abstruse or meaningless, rather this pattern has 

emerged out a cosmic vision. The meaning of this gradual forthcoming and way 

back singing of Vardhamana is deeply embedded within the spiritual, 

philosophical connotation of the genesis of this universe, where it indicates a 

oscillating journey between Sristi-krama (towards creation) and Samhaara-

krama (towards destruction). The gradual expansion of taala is suggestive of 

the journey from the starting point of the universe to the conglomeration of our 

world (Vindu to Prithvi-tattva). The taala pattern is expanding to indicate the 

heaviness of Prithvi-tattva. Now, as this Vardhamana is performed as a 

‘Devastuti’ to invoke the all-pervading cosmic consciousness, the nritta with 

valana and vikshepa along with it is recognised as Tandava. 

 

Here I am sending a classroom video of the Asarita-Vardhamana Vidhi, as sung 

as explained above and offering dance along with that. 

(Please watch Video 1_Asa-Vardh Vidhi in DVD 2) 

 

j. As a part of the next phase of my work on this project, Akash Mallick, my senior 

disciple, have started to learn Mridangam under Thanjavur Kesavan, as Pandit 

Dalchand Sharma is not giving him time. (Progression report shall be sent in 

the 2nd report of this project). 

 

 FINANCIAL PROBLEMS AROUSED IN THE 

COMPLETION OF THE PROJECT: 

Now some of the work, as described in the work plan in my previous Project 

Proposal might not be able to see the light of the day. Since I envisioned the 

project for 2years in two consecutive phases, it seems impossible for me to 

bring out all of them in the granted short span of one year and this amount of 

financial assistance. In this regard, 

 

a. Working on the training of a Sutradhara and creating Dhruva geetas would not 

be possible for me to deliver in this project, because of scarcity of time and 

fund. 



 

b. Making of a new Jarjara would not be possible for me to deliver in this project, 

because the proper way to prepare a Jarjara has to have a proper ceremonial 

process involved in it; a process which has come to notice recently and it takes 

at least a year time to complete. Apart from that this whole process it very 

expensive. So it would not be possible for me to deliver in this span of research-

period. 

 

 

4. TIME FRAME OF THE PROJECT: 

Grossly I have divided the project into two consecutive phases for one year time span 

granted. Two separate report will be sent to SNA based on this time frame. 

Phase 1 for 1st Report: 

a. Travelling to Varanasi to work with Urmila Sharma upon the translation of 

scriptural description of Mattakokila veena (22-string harp). 

[Please see above, Implementation of the project, point f ] 

 

b. Going to Myanmar to learn the still surviving veena tradition (in the name of 

Saung Gauk) from there and bring a few newly reconstructed veenas from there 

[Please see above, Implementation of the project , point g ] 

 

c. Reconstruction of rest of the Chari and Karana. Photographs of the work done 

so far has been sent herewith, in this report. 

[Please see below, Photos (Preliminary Level) Related To The Project/ Art 

Form] 

 

d. Reconstruction of a new set of dress-costumes or Aharya. 

[Please see above, Implementation of the Project, point h ] 

Phase 2 for the 2nd Report: 



a. Videos of the reconstructed Angahara and Pindi will be sent in this report. 

 

b. The complete Murchhana system of Bharata’s music and singing of Jati, will be 

reconstructed. A detailed report and video recording on the whole process of 

tuning Bharata’s Murchhana is accurate shruti, its scriptural and practical 

reconstruction, the reconstruction and practice of Jaati and Mahageetas will be 

sent in the final report of this project. 

 

c. After the reconstruction of Murchhana and Jaati, the rest of the Geetas will be 

reconstructed. (Audio recording of Panika Geeti will be sent in this phase-

report) 

 

d. Dance practices along with these songs will be reconstructed and brought into 

performance. (Videos will be sent in this phase-report). 

 

e. A set of Mandalas (the technique which used to manifest the combat sequences 

on stage) will be reconstructed and a detailed report regarding that will be sent. 

 

f. A new set of ornaments will be reconstructed. (Photographs will be sent) 

 

g. Final documentation of the work done so far and practical praxis of learning 

invented by me included into the documented data and sent to SNA in the 2nd 

Report. 

 

5. SPECIFIC AREAS OF THE RESPECTIVE STATE IN WHICH 

THE ART FORM(S) IS PRACTICED- GEOGRAPHICAL, 

TYPOLOGICAL AND OTHER RELATED ASPECTS THAT 

THE PROJECT MAY COVER: 

This Natyashastraic performance used to be performed all over ancient India (200 BC-

10 Century, approx.). In his text Bharatamuni segregated four region-specific 

performance styles (pravritti) of Natyashastra, inclined towards the indigenous tastes 

of the spectators and behavior of the performer (Natyashastra, chapter 1) 



 

But, while mentioning ‘India’, we indicate towards ‘Greater India’ which included 

Afghanistan, Gujarat, Sri Lanka, Myanmar, Java, Sumatra, Cambodia, North Tibet and 

Kashmir as well. This tradition had been known as ‘Greater Audra Maagadhi’. That is 

why the thread of musical tradition is still surviving in Myanmar. Both Myanmar and 

Cambodia present four dancers during their ‘Nat’ performance just like Bharata’s 

performance tradition. Currently this reconstruction of consummate artistry research-

based of mine, envisioned as MARGA NATYA is practiced only in West Bengal, India. 

(as mentioned in the National Inventory Form) 

 

6. PHOTOS (PRELIMINARY LEVEL) RELATED TO THE 

PROJECT/ ART FORM: 

Work done so far in research-reconstruction of Nritta section of Bharata’s Marga 

Tradition, as MARGA NATYA. 

a. Sthanaka, which are of two kinds, Female and Male Sthanakas. There are 

three types of Female Sthanaka and five types of Male Sthanaka. 

 

 

Female Sthanakas: (Natyashastra, Chapter 12) 

 



 [Ayata Sthanaka, practitioner: Pinki 

Mondal] 

 

The Nati has to stand in a position where her body weight should rest of the left foot, 

which would be steadily put in 45° and the right foot should rest in 180°while creating 

a ‘T’ with the former. 

The right hand should be put on the naval with a ‘shikhara’ mudra or may be kept on 

the junction of Kati and Jangha in ‘ardhachandra’ mudra, while the other should rest 

in ‘latahasta’ position. 



 [Avahittha Sthanaka] 

This is just the opposite of Ayata Sthanaka; the weight should shift from the left leg to 

the right and the positions should be changed in the mirror-image property. 



 [Ashvakranta Sthanaka] 

The body weight should rest on the left foot , while the right foot should be put on rest 

near the ankle of the left foot, in a tip-toe way. The left and right Jangha should create 

a ‘Jangha-Svastik’ between them. The left hand should rest on the junction of Kati and 

Uru, and the other one should rest in ‘Latahasta’. 

The same process shall be repeated on the other side as well, by dint of shifting weight 

to the right leg. 

 



Male Sthanakas: (Natyashastra, Chapter 11) 

 

 

[Vaishnava Sthanaka; practitioners from left to right: Shubhendu Ghosh, Anirban Datta 

Choudhury, Sayak Mitra] 

The distance between the two feet is 2 and a ½ feet, while one feet should stand in a 

45° then the other should be at 180° in respect to the other. Weight is at the centre; 

right hand should be put on the naval in a ‘shikhara’ mudra, while the other one should 

be put on the junction of Kati and Uru. 



 

[Vaishakha Sthanaka] 

The distance between the two feet is 3 and a ½ feet. The rest is same as above. 

 

[Mandala Sthanaka] 



The distance between the two feet are 4 feet. The rest is same as above. 

 

[Alida Sthanaka] 

Now, the distance feet the two feet is 5 feet. The weight is on right foot, the left one is 

stretch, but knees should be kept a bit bend to retain posture. The hand position is 

same as above. 

 

[Pratyalida Sthanaka] 



This is the exact opposite of the Alida Sthanaka. One just needs to shift the weight 

from the right to the left feet, stretch the right leg with caution, as stated above. The 

hands are the same as the previous one. 

b. Stretching and body conditioning exercises 

 

 [Full stretching of lower 

and upper body; practitioner: Akash Mallick] 

 

C. Charis, which are of two kinds, Bhaumi and Akashiki Charis. Whereas Bhaumi 

Charis depict the movements of the lower limbs, holding onto the core and 

exploring the space on the floor; the Akashiki Charis designate the movement 

of lower limbs, exploring the areal spaces around, but in a grounded fashion 

while holding onto core-stability. 

 

[Here the photographs of the momentary static position, which distinguishes the Charis 

from one another is given below] 

 

 

 



Bhaumi Charis: (Natyashastra, Chapter 10) 

 

 

Samapada: 

 

 



 

 

The dancer stands straight with two feet rested together, hands resting in Latahasta. 

Now as s/he starts to move forward the hand starts to wave in latahasta Nrittahasta. 

The process in one step forward and then joining the feet with the front feet during the 

completion of the step. It is like an articulated walking, frequently used for nritta and 

natya presentation. 

 

(Please watch the demonstration, Video 2_Bhaumi Samap; DVD 2) 

 

 

 

 

 



Sthitavarta: 

 

 

  

The right leg parts from the pre-holding rudimentary static posture Vaishnava 

Sthanaka (in case of male practitioners) or Ayata Sthanaka (in case of female 

practitioners) and stretches towards in the direction of 180° with the front body. Once 

fully stretched, it travels in a circular path, moves to the left side and creates a ‘Jangha-

Svastika’ with the bended left leg, resembling a chair position. Then the thumb of the 

right feet comes near the ankle of the left leg and then, with the help of a ‘Pada-

Rechaka’ the right knee turns outwards. After that the left leg goes upwards at the 

back, creating a Svastika with the right leg. 



The entire process repeats in the opposite direction as well. 

(Please watch the demonstration, Video 3_Bhaumi Sthitav; DVD 2) 

 

Shakatasya: 

 

 

  

From the initial pre-holding Sthanaka, the right leg moves forward at the 90° direction 

and moves up to the Alida Sthanaka, while squatting and keeping the weight on the 

right leg. Both the hands moves forward in the same direction of the leg. Upon reaching 

the pre-explained position, the posture should be held for a moment, while the hands 



should take swimming movement in the air, in the opposite direction and must be 

brought near the chest and then to be put on the ground beside the right leg. 

After that the waist should go up in a crouching position and then the upper body 

should take a wavy path (just in the fashion of a don-dips) at should come to the last 

position, which is been captured in the above photograph. 

The same path must be repeated by gradually coming up from that position, pulling 

the waist up and moving forwards with the opposite leg. 

(Please watch the demonstration, Video 4_Bhaumi Shakatas; DVD 2) 

 

Addhyardhika: 

 



 

The left foot moves forward, towards 45° and at the distance of 1 and a ½ feet. The 

weight rests initially upon the left leg, but soon upon the final reaching of the right foot 

the right also follows the same path, by shifting the body-weight on the right leg. They 

form a ‘T’-shape at the end of the process. 

The same process continues in the opposite direction as well. 

(Please watch the demonstration, Video 5_Bhaumi Addhyar; DVD 2) 

 

NOTE: It is never ever possible to understand the Charis by reading the brief 

description of the process and looking the final positions. THESE ARE PROCESSES 

IN CONTINUUM AND THEREFORE IT IS HUMBLY RECOMMENDED THAT THEY 

MUST BE UNDERSTOOD, COMPREHENSIVELY, BY WATCHING THE 

DEMONSTRATION VIDEOS IN THE CD 2, SUBMITTED ALONG WITH THIS 

REPORT. 



 

 

Chashagati: 

 

 

 

(Please watch the demonstration, Video 6_Bhaumi Chashag; DVD 2) 

 



Vichyava: 

 

 

 

(Please watch the demonstration, Video 7_Bhaumi Vichyav; DVD 2) 

 

 

 

 



Edakakridita: 

 

 

 

(Please watch the demonstration, Video 8_Bhaumi Edakri; DVD 2) 

 

 

 



Vaddha: 

 

 

 

(Please watch the demonstration, Video 9_Bhaumi Vaddha; DVD 2) 

 

 

 



Urudvritta: 

 

 

 

(Please watch the demonstration, Video 10_Bhaumi Urudv; DVD 2) 

 

 



Additta: 

 

 

 

(Please watch the demonstration, Video 11_Bhaumi Addit; DVD 2) 

 

 



Utspandita: 

 

 

[Initial position] 



 

[Final Position] 

(Please watch the demonstration, Video 12_Bhaumi Utspan; DVD 2) 

 

Janita: 

 



 

 

(Please watch the demonstration, Video 13_Bhaumi Janita; DVD 2) 

 

Syandita-Apasyandita: 

 

 



 

 

[Syandita] 



 [Apasyandita] 

 

(Please watch the demonstration, Video 14_Bhaumi Syand-Apasyan; DVD 2) 

 

 

Mattalli:

 



 

 

(Please watch the demonstration, Video 15_Bhaumi Matta; DVD 2) 

 

 

Samatsarita Mattalli: 

 



 

 

 

(Please watch the demonstration, Video 16_Bhaumi Samat Matta; DVD 2) 

 

 

 

 



Akashiki Chari: (Natyashastra, Chapter 10) 

 

 

 

Atikranta: 

 



 [Indicative initial position; 

practitioner: Akash Mallick] 



 [End position] 

 

(Please watch the demonstration, Video 17_Akashiki Atikran; DVD 2) 

 

 

Apakranta: 

 

 



 

 

 

 

(Please watch the demonstration, Video 18_Akashiki Apakran; DVD 2) 

 



Parshvakranta: 

 

 

 [Indicative position] 

 

 



 [End position] 

 

(Please watch the demonstration, Video 19_Akashiki Parshvak; DVD 2) 

 

 

Urdhajanu: 

 



 

(Please watch the demonstration, Video 20_Akashiki Urdhaja; DVD 2) 

 

 

Suchi: 

 

 



 [The initial position] 



 [Final and distinguishing position] 

 

(Please watch the demonstration, Video 21_Akashiki Suchi; DVD 2) 

 

Nupurpadika: 

 



 

 

(Please watch the demonstration, Video 22_Akashiki Nupurpa; DVD 2) 

 

 

Dolapada: 

 



 

 

(Please watch the demonstration, Video 23_Akashiki Dolapa; DVD 2) 

 

 

Akshipta: 

 



 

 

(Please watch the demonstration, Video 24_Akashiki Akship; DVD 2) 

 

 

Abiddha: 

 



 

 

(Please watch the demonstration, Video 25_Akashiki Abiddha; DVD 2) 

 

Vidyutbhranta: 

 



 

 

 

 

NOTE: 

From here the demonstration videos could not be sent along with this report. Up till 

this point the demonstration videos attached are sent as a glimpse of the work done 

so far, under the project of Safeguarding ICH. The complete demonstration along with 

detailed write up and explanation will be sent with the final project report. 

 

 

 

 



Alata: 

 

 

 

 

 

 



Bhujangatrasita: 

 

 

 

 

 

 

 

 

 



Harinapluta: 

 

 

 



Dandapada: 

 

 

 

 

 



Bhramari: 

 

 

 

 

c. Karana: (Natyashastra, Chapter 4) 

 

 

These are 108 in numbers, as described in Natyashastra. 





 

 

 

 

 

NOTE: 

It is quite a un-manageable job to give photograph or video of all of the 

Karanas, so we are sending some selective snaps. However, a detailed 

and thoroughly explained write up on the reconstruction of 108 Karanas 

will be sent, along with demonstration videos in the Final Report of this 

project. 

 



 [Talapushpaputa; practitioners: 

Pinki Mondal and Akash Mallick; Please watch demonstration Video 25_Karana 

Talapus; DVD 2] 

 [Nagasarpita] 



 [Nagasarpita, the distinguishing 

position] 

 [Nagasarpita, the Karana in process of 

performing; Please watch demonstration Video 26_Karana Nagasar; DVD 2] 



 [Apaviddha, the end position; 

practitioner: Deep Ghosh; Please watch demonstration Video 27_Karana Apavid; 

DVD 2]  



 [Samanakha, the 

Karana on going; Please watch demonstration Video 28_Karana Samanak; DVD 2] 



 [Leenam, the end as well as 

distinguishing position; Please watch demonstration Video 29_Karana Leenam; DVD 

2] 



 [Svastik Rechita, the end position; Please 

watch demonstration Video 30_Karana Svas Rech; DVD 2] 



 [Svastika or Dik-Svastika, the end as 

well as distinguishing position; Please watch demonstration Video 31_Karana Dik 

Svas; DVD 2] 



 [Baksha Svastika, the end as 

well as designating position; Please watch demonstration Video 32_Karana Bak Svas; 

DVD 2] 



 [Ardha Svastika, the end as 

well as distinguishing positions; Please watch demonstration Video 33_Karana Ardh 

Svas; DVD 2] 

 

 

 



7. CONCLUSION OF THE PROJECT AS YOU HAVE 

ENVISIONED: 

 

NOTE: THIS IS NOT MY FINAL CONCLUSION, BUT AN ENVISIONED 

CONCLUSION, UP TILL I CAME, FORTHE FIRST REPORT. 

As the Murchhana system and Jatis will be reconstructed as it was in Bharata’s music 

tradition, after the completion of this project, I hope one can at least get a significant 

hint of Gandharva Vidya, which was brought into the tradition of Natyashastra to 

elevate its appearance. With the dance and songs reconstructed during this project 

will create a much more (practically) comprehensive idea of what was the performance 

tradition of Bharata’s period and how they used to practise them in those days. 

My sole endeavour has been to bring out the consummate artistry and tradition 

of Natyashastraic performance in totality, and this grant of Safeguarding ICH is of 

course a significant acclamation from Sangeet Natak Akademi. But this is just one step 

forward, I certainly hope that our deliverables and expected outcome will satisfy any 

aspirant who quest to know the root of ancient Indian Performance tradition and shall 

quench their inquisition with relevant visual stimuli. 

 So, upon completion of this project, the system of Bharata’s music and dance 

tradition, researched-reconstructed and envisioned as ‘MARGA NATYA’ will definitely 

take up a much more prominent and significant appearance. 


