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Introduction:

Within the classical tradition, dance is understood through two parallel frameworks: one distinguishing Natya,
Nrtya, and Nrtta, and the other differentiating between Tandava and Lasya. While Tandava is characterised by
vigour, dynamism, and powerful kinetic energy, Lasya embodies grace, softness, and expressive subtlety. This
dual classification not only reflects contrasting aesthetic dimensions but also represents the balanced interplay
of masculine and feminine principles within the classical dance tradition. Both are integral to the narrative and
emotional depth of classical dance forms. They allow dancers to express a wide range of sentiments, from love and
beauty to strength and power, thus enriching the overall experience of the performance (Sarabhai 79).

The origins of tandava and lasya are grounded in the early theoretical framework of the Natyasastra, where
they appear as two fundamental modes of movement that together shape the expressive and kinetic vocabulary
of Indian dance. The text attributes randava to Siva’s vigorous, dynamic, and rhythmically forceful dance, while
lasya is described as a gentler, more graceful movement quality often associated with feminine expressivity.
Although mythological narratives attribute tandava to Siva and lasya to Parvati, the Natyasastra presents a
more integrated understanding, noting that Siva himself performed graceful movements imbued with subtle
expression (N.S.1.V.45). Lasya holds a central place in the technical and aesthetic framework of Indian classical
dance, particularly for its emphasis on refined expressivity and nuanced movement quality. This paper presents
a critical examination of the representation of lasya in the Nrtyadhyaya, analysing its structural components,
stylistic features, and codified techniques as articulated in the text. Through a detailed study of the relevant
sections, the research highlights the technical specifications and performative characteristics that define lasya
within this classical tradition.

The word Ldasya itself originates from the Sanskrit verbal root ‘Las,” which carries multiple meanings,
including "to embrace,” "to play,” and "to shine."

Regarding the attribute of ‘Lasya’, Bharata states,

AT G AT GRHTaTHISRIY” (Natyasastra, 31.V.332)

The verse suggests that lasya is said to be that which arises from lasana, which means playful movement or
amorous game/play, and is associated with emotions (bAavas) of both men and women (primarily reflecting the
mood of syrgara rasa).

Bharata refers to ten types of lasyangas, although some later texts attribute twelve to him. Broadly, the elements
described by Bharata are understood as belonging to the marga tradition, while the subsequent developments
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found in later treatises fall under the dest category. Lasya receives significant elaboration in medieval Sanskrit
treatises, where its technical and regional dimensions begin to take clear shape. From the twelfth century
onward, works like the Manasollasa, Sangitaratnakara, Nrttaratnavali, Sangitasamayasara, Nartananirpaya,
Sangitadarpana, Nrtyadhyaya and Sangitamakaranda provide detailed discussions of the desi tradition,
highlighting how these Desi-Lasyangas emerged as stylised movement categories shaped by local performance
cultures. The Abhinaya Darpara (13th century CE) attributes the origin of lasya to Parvati and outlines its
transmission through a lineage of women, suggesting its descent as a distinctly feminine mode of expression
(Abinayadarpana, V. 2-6). By tracing lasya through female figures across regions and linking its preservation
through women dancers such as devadasis, Qanikas, and nartakis, the text implicitly establishes lasya as a
gendered aesthetic.

Among the medieval treatises on dance, the Nrtyadhyaya holds a distinct place of importance. Its author, Asoka
Malla believed to be a king from the Ksatriya lineage remains a somewhat obscure historical figure, as concrete
details regarding his reign or geographical domain are unavailable. However, internal references within the text
suggest that he lived around the 14th—15th century CE. He identifies himself with royal epithets such as
Bhitbhuj, Nrpa, and Prthvindra, and names his father as Virasinha.

A scholar well-versed in natya and sangita, Asoka Malla appears to have composed the Nrtyadhyaya as a
standalone chapter of a larger, now-lost treatise on the performing arts. Despite the presence of scribal
inconsistencies in the surviving manuscript, the text offers a systematic and detailed exposition of dance
techniques, hand gestures, expressive principles, and /asyangas. Drawing on earlier authorities such as Bharata,
Kohala, and Abhinavagupta, ASoka Malla positions himself within an enduring lineage of dramaturgical
scholarship. His synthesis of inherited theory with practical understanding makes the Nrtyadhyaya a significant
contribution to the medieval corpus on classical Indian dance.

Dest Lasyanga in Nrtyadhyaya:

Within the evolving tradition of Dest Lasyanga classification, A§okamalla’s treatment of the Des1 Lasyangas in
the Nrtyadhyaya may now be examined.

Trferracygd T AfeRIEUH | 1619
fecars i formg <RiiwR FHomoe Izl
IR D! HId: YhelTd T | 1620
SRS argeRY Ay fags a1 Uyl
it FufAeT TgT fads Tiqareran | 1621
fagd 3y (2 ) S RO AW ad: 11 3ugul |
a1 YIRS 0l | 1622

HIITIHT AMHAAETA GERIUT 1RURE I

Td T BTG i GH: | 1623

Asokamalla enumerates a total of thirty-seven De$1 Lasyangas, which include: Chali, Chalivata, Tuka, Manas,
Ledi, Urodakana, Dhillai, Trikali, Kintu, Desikara, Nijapana, Ullasa, Yasaka, Bhava, Sukalaha, Laya, Dala,
Cheva, Angahara, Langhita, Vihasi, Niki, Namanika, Sanka, Bisanga, Gitavadyata, Vivartana, Barahara,
Sthapana, Sausthava, Sruva, Masrnata, Upara, Anninga, Abhinaya, Komalika, and Mukharasa. These thirty-
seven forms represent the DesT or regional variations of Lasyangas, illustrating the diversity, stylistic richness,
and performative nuances that developed outside the classical Marga framework.

S AELIAETTATEHT |
AEHTUTRN R Hee B~ ATYATYAT 1| R4V 1l 1624

ASokamalla, proficient in understanding both the definitions(theory) and the observable features (practical) of
these forms, now explains their characteristics with clarity.
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1. Cali

mgmag)uldmmwdl AT 4T |

(‘IIQ’1(‘|IQ"L|¢;L('I "|||('|H'Q "Illdg(‘l adT Il 4R 1 1625

YR AT I e TRAUTTHTD |

gl ATfel HEASTRIG A JURTOT: 13UR& 1 1626
(Bahukatyurupadanam ekadd calanam yada |
Tala-taulyayutam natimandam natidrutam tatha ||
Madhuram savilasam ca komalam tryastra-bhavabhak |
Tada cali samacastasokamallo nypagranih ||)

When the arms, waist, thighs, and feet move together in accordance with the rhythm, neither too slowly nor too
quickly, and the movement is sweet, graceful, soft, and marked by tryastragati/tryastragati, Asokamalla calls
this Lasyanga Chali.

2. Calivat

XTgEIEgal anerae! Jd: Il uRo i

(Saithrya-sammukhya-bahuld calivato matah)

When the chali lasyanga is marked by a predominance of quickness and frontal orientation, it is then called
Chalivata Lasyanga.

3. Tuka

gaATaIGHTaH HELCER
dreradeg: %wﬁ?wlqll?; (Z?z I

(Druta-mandadibhavena calanam hava-pirvakam |
Lilavatamsayutayoh karnayostukamiritam)

When both ears, adorned with ornaments worn for /ila, are moved expressively with gestures in quick as well as
gentle tempos, it is called Trka Lasyanga.

4. Mana

ERITT: HISTYAT 0N a7 | 1628
degd RIf&rdrg ASTAGEAISIHTT HIaHTS 19URR |
3] TG g AT fharanTeel @ | 1629
a1 A AR GHAIHRE 7w 13uR3 |

(Srigara-rasa-sampannah ko 'py apiirvo guno yada |
Laksyate siksitad yo tisitksmo 'bhinaya-bhavabhak ||
Anya eva tu natyanga-Kriya-yogad yada layaih |
Tada mano manohari sumanobhir idam matam ||)

When a delicate and uncommon quality filled with Syrigdra rasa is expressed through subtle abhinaya and
combined with natyanga movements, appearing rhythmically to a trained viewer, the wise call this Mana
Lasyanga.

5. Ledhi

Diad TR fode afaard @ 9 Haq 11630
TdHal ATa SIgdhe T AT AfeHdm Il QURY |l
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e R ue: Siftaorfagnia: | 1631

HIT-GIIRI: IS ATGRAT S: 13U\

(Komalam madhuram tiryak savilasam ca yad bhavet |
Ekada calanam bahukatinam sd ledhir mata ||
Saundarya-bhara-sampannah sangita-prapti-sambhavah |
Sranandatisayah ko pi ledhir itvapare jaguh |))

When the arms and waist move together in a manner that is gentle, graceful, slightly oblique, and expressive, it
is called the Lasyanga known as Ledhi. According to other acaryas, Ledhi is that Lasyanga which is enriched
with beauty, arises from the union with music, and is filled with profound delight.

6. Uronkana

S IATARAT G aTer Hdd | 1632

QTG oS a1 g §d g a1 faaiiaad IuRE |
FHHGY: T UYTGHAgIS U | 1633

3G T UTgtdgRleg difdar |13uRull

TS gaterd fade ara- aq paraar: | 1634
faeeIIdats dgq: HERIGUM 13U I

g Ul Gl 7M1 HHd| dTerepTaidt: | 1635

1S TIgR dhiIgar dgrigu |

SEHT T THTEE SRS || QURE | 1636
(Amsayoh stanayostala-sammitam calanam bhavet |
Paryayad ekada va yad drutam yad va vilambitam ||
Kramad adhah punah pascad urdhvam etad uronkanam |
Idam eva natah prahus tranga-sabdena kovidah ||
Manak sulalitam tiryak calanam yat kucamsayoh |
Vilambenavilambena tad vacuh kepy uronkanam ||
Yatra patram drutam gatram kampayet tala-kalatah |
Manan manoharam kecid ticure tad uronkanam |
Idam eva race namna caksante sampradayikah ||)

When the shoulders and breasts are moved downward and upward, either alternately or together, in quick or
slow tempo according to rala and matra, it is called the Lasyanga known as Urokkana. Learned dancers also
refer to this by the term Taranga. Some acaryas state that when the breasts and shoulders are moved gracefully
in an oblique manner, either slowly or swiftly, it is called Urokkana. Other scholars explain that when the
performer causes the body to vibrate gracefully and swiftly in accordance with tala and matra, that is Urokkana
Lasyanga. The teachers of the Narya tradition also call this Raca.

7. Dhillar

Teieh! dgd Td Ia&T TIb A |

HTATS, gaaudl faamameRIfaaH | 1637
BATHTATER! T 31 feears el T 11 Qu3oll
(Nartaki tanute nrte yada stoka-sausthavam |
Bhavardra hrdayopeta vilasa-madhuranvitam |
Hela-bhavalasam yatra sa dhillai tada mata ||)

When, in dance, a dancer whose heart is enriched by emotions gently stretches her softly extended limbs with a
touch of grace, accompanied by the sweetness of vilasa and expressive gestures suggestive of srrgara, it is
called the Lasyanga known as Dhillar.
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8. Trikali

Tt RMSYaT draeaTaiRicr | 1638

ferefarep RraTeauRaied Bf: 12uasll
T ar feref o=adrm | 1639
YA FhaRTel BeRRING: 1| 23Rl
(Caryam sthane 'thava tala-layanugatibhir yada |
Vidhuta-kampita-dhiuta-parivahita-kampitaih || |
Pariicabhir mirdhabhir yatra patram cittani pasyatam |
Sranandayaty asau sadbhis tada trikalir iritah ||)|

When, in cari or sthanaka, the performer delights the minds of the spectators by employing the five head-
mudras—Vidyut, Akampita, Aghiita, Parivahita, and Kampita in accordance with ¢ala and laya, the learned call
it the Lasyanga known as Trikali.

9. Kintu

AT Tddrerdferd ara- gal | 1640
ﬂgau‘r WAAY: el HATq [ dal e 13433 I

(Yatrangana gita-tala-tulitam calanam yada |
Bhruvayoh stanayoh katyah kuryat kintu tada tv idam ||)

When a woman performer moves her eyebrows, breasts, and waist in accordance with the rhythm (zala) of the
song, it is called the Lasyarnga known as Kintu.

10. Desitkara

T JeUT due JIARA: | 1641
TR T SRR ST (U3l
(Manoharam yad agramyam tattad-desanusaratah |
Nana-rity-anvitam nrttam destkaram idam jaguh ||)

Dance that is graceful, distinct from the gramya (folk) style, and characterized by various modes according to
different regions is called the Lasyanga known as Desikara.

11. Nijapanam

U3 T I8 d X@a-aad | 1642

Tafa Terd 2P B gfag-asd |
TG HTTAT dfaSaH 111 U3yl 1643

(Patre yatrapratnena sausthavam rekhayanvitam |
Nrttati presyate drstih kare sugati-sundari |
Sabyatimohani bhava-sampannd tan-nijapanam ||)

When the performer dances with ease and grace, harmonized with the melodic line (raga), attracting the gaze of
the character, and when the hands display beautiful movements that enchant the audience, there it is called the
Lasyanga known as Nijapana.

12. Ullasa

farst FrefaaTaT a=fde HagEd: |
OO gl U T | 13436 1l 1644
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&R 3 THgearai-r grfd uwaa | i

Il gAY dRRIEYa: 1184301l 1645

(Ksipram niriapitams talan darsayed bhava-siicakaih |

Dvigunais trigunair yad va patram gatra-samudbhavaih ||

Sitksmair rasa-krd ullasair mano harati pasyatam |

Tad ollasam samacastam Virasimha-sunandanah ||)

When a character quickly demonstrates the prescribed talas, or repeatedly captivates the spectators through

subtle delights arising from expressive gestures and multiplied limb movements that convey emotion, the son of
Virasimha has called this the Lasyanga known as Ullasa.

13. Thasaka
AT T AT IHD! ek |1 QU3¢ |
(Lalitam syat kucadhas-tan nayanam yasya matah ||)
When the graceful hand is taken below the breasts, it is called the Lasyanga known as Thasaka.

14. Bhava

T AT o Ared 9 fadi[A]eeiad | 1646

AT 1S I UTH I8 hArg SR |

TG FIArTAYR Tam HId 3= 1l QU3 1l 1647

(Gitam nrtyanugam yatra natyam ca vilasallayam |
Samasadya mudam yatra patram pusyan kalankuran |
Nrtyed vilasa-madhuram tadasau bhava ucyate ||)

When the song follows the dance, the dance is adorned with rhythm (laya), and the character, attaining joy,
performs with expressive gestures and sweetness while nurturing delicate aesthetic nuances, there is the
Lasyanga known as Bhava.

15. Sukalasa

ARG FARITOT UIGTeRY arery |
PARIGIGAHT AT 111 3480l | 1648
YT HeATh ARl Yy daiaad |

' ' : 11649
Maaraadsad RS TN |13uyy |
(Lasyangani sa-carini padader api calanam |
Krtvantarad vaktur yan melanam gita-vadyayoh ||
Yada kala-kalapa-jiiaih sukaldasam tadoditam |
Sthana-cari-karanam yan melanam yaugapadyatah |
Gita-vadya-layesv etan menire 'nye manisinah ||)

When a Lasyanga is combined with cari, the feet and other limbs are also moved, and by making appropriate
pauses, harmony is established between song and instrumental music, the experts in art call it the Lasyarnga
known as Sukalasa.

Other scholars consider Sukalasa Lasyanga to be the simultaneous coordination of song, instrumental music,
and rhythm with sthana (stance), carz, and hand movements.
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16. Laya

31 reer ATTg AR a4 | 1650

U3 et o TS A AT: 1l QR 1|

(Sritam kaficillayam vegad yojayed itarau layau |

Patram savismayam yatra nrtye’sau sammato layah ||)

|

When, in dance, other rhythms are rapidly combined with a prevailing rhythm, and the character appears
astonished, it is called the Lasyanga known as Laya.

17. Dhala

W[a]naac—vhamaﬁtrﬁfﬁaaﬂusm

YANTAIR: dQI'{'II T 3 |
SHAT §UT: BIIHTHT TEed || 34¥3 || 1652
(Yada [va] mandam ullolakam alopari binduvat |
Nrtye yatrasaficarah tadasau dhala ucyate |
Imam eva budhah kecit tana-namna pracaksate ||)

When, in dance, the limbs are moved in an extremely quick and delicate manner, like a drop of water on a lotus
leaf, it is called the Lasyanga known as Dhala. Some scholars also refer to this by the name Tana.

18. Cheva

JYa! T A HTETH TaHTae: |
TR A T a1 AT g2 111 348¥ 11 1653

(Subhruvo yatra netrantau bhava-garbho svabhavatah |
Taralau nartane syatam asau cheva mata budhaih ||)

When, in dance, the corners of the dancer’s eyes are naturally expressive and lively, the learned consider it to
be the Lasyarnga known as Cheva.

19.  Angahara

qferdT T R Af: YarRiea: |
AT0aq dredigdl AISFERISTHERT |14y |1 1654

(Lalita yatra gatrasya natih parvottarardhayoh |
Capavat tala-sahitd so 'ngaharo bhidhiyate ||)

When, in dance, the bending (curving) of the limbs in the first half and the latter half of the body appears
graceful and rhythmic, like a bow, it is called the Lasyarnga known as Angahara.

20.  Langhita

‘j§ﬂ§ JHlg ™ qrerATdle aal |

U a9 fasm -Taq Wieailyrd dar IQuyE Il 1655

(Muhur muhuh samullanghya vadyasyavadanam yada |
Patram visramya visramya nrtyet syal langhitam tada ||)

When the performer repeatedly breaks or interrupts the sound of the instrument and dances with pauses in
between, it is called the Lasyanga known as Langhita.
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21. Vihast

fargit g T I a1 BT Grax R 13wyl
O e} GHRIEC S 1Y I fobar o, de 39 fagd i ed @ |

(Vihast tu tada jiieya yada syat sundara-smitam ||)

When dance is performed with a beautiful smile, it is called the Lasyarnga known as Vihast.

22. Niki

Aot A TdaTedre [¢] Isafy |
3G g&T AIb! dal SHAGRT |1 Qu¥¢ Il 1656

(Nartaki nartane gita-vadya-tala-layesv api |
Askhalanti yada niki tada jana-manohara ||)

When, in dance, the dancer attracts the minds of the people by committing no error in song, instrumental music,
rhythm (zala), or tempo (laya), it is called the Lasyarnga known as Nikr.

23. Namanika

(Anganam yatra patrasya prayasa-vyatikrekatah |
Namanam sydt prayogesu duskaresv api sa tada |
Mata namanika dhiraih sabhyananda-vivardhant ||)

When, even in extremely difficult movements, the character’s limbs bend effortlessly and naturally, the wise
call this Lasyanga which enhances the delight of the audience Namanika.

24.  Sanka

ST AT G Rl JIRAYAH |

ORI A=E gefaRi T |

T ded 1o AT daiad Il Quyo 111659
(Sragani tavad auddhatyac calayitva savibhramam |
Punar aharya tany agre parsvayor api narttaki |
Vaiicayantiva cel lokam nrtyec chanka tadodita ||)

When the dancer moves her limbs playfully with a sense of boldness, and then again moves them forward and
sideways in a manner that seems to captivate or deceive the onlookers, it is called the Lasyanga known as
Sanka.

25. Vitanda

YTATed Id dRIBRUNGEdg Jal | 1660

$od DHid- I dag fade Taq 13uug i

(vabhaval lalitam cari-karanadi-balad yada |
Kurute kathinam yatra tadedam vitadam matam ||)

When, through the strength of cari, karana, and similar movements, even difficult dance sequences are
presented naturally and beautifully, it is called the Lasyanga known as Vitanda.
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26. Gitavadatya

JACTIU T bt Midareray: 11661

S{ERTUT SRy FHCT Tarerd Il Q4uR |1
(Nrtyed anugunam yatra nartakt gita-vadyayoh |
Aksaranam layasyapi samata gita-vadyata ||)

When the dancer performs in accordance with the song and instrumental music, and there is proper
coordination with the syllables and tempo (laya), it is called the Lasyarnga known as Gitavadatya.

27. Vivartana

JIIUSRAUITHT T AR Y | 1662

TG gddh: UH IRIfY: HRORM |

YOIy Ffiad faad-ig ga: Il Quu3 il 1663

(Vadya-prabandha-varnanam yatra samyena nartanam |

Racayad hastakaih patram caribhih karanair api |

Bhramaribhis ca samproktam vivartanam idam budhaih ||)

When a performer presents dance through hand gestures, movements of the feet (charis), karanas, and spins
(bhramaris) in harmony with the syllables of the musical instruments and the words of the song, learned people
call that lasyanga ‘Vivartana’.

28. Tharahara

o TgaTe] &ftsi e el |
YoTrae el gaT URe dal |1 34uy Il 1664

(Nartane tanuyat ksighram kampanam kucayon nrti |
Bhujavadhi vilasena yada tharaharam tada ||)

When, during the dance, the female dancer quickly spreads the trembling of her breasts up to the arms with
expressive gestures, that l1asyanga is called Tharahara.

29. Sthapana

7 FRUfTHfraT YAl TREHERRTHIS |

T TAASETT UTgRet RUTGA g&ll: 11344y |1 1665

(Ya sthitir lalita bhiimau sa-rekha-mukha-ragabhak |
Samarthe narttane 'nganam prahus tam sthapanam budhah ||)

When, for half the duration of the dance, the limbs are beautifully placed on the ground in such a way that the
facial expression and its lines are clearly visible, learned people call this lasyanga Sthapana.

30.  Sausthava

C agr: (o C |
g d1 GICRIHIATSeld] Fadl 4T 11 344E Il 1666

|
Wmnﬁmm%%ﬂm 11344 Il 1667

(Sausthavasya puroktasya caturbhir bastabhir mitd |
Yad va dvadasabhir yatrangulair va kharvata tridha ||

JETIR2601532 | Journal of Emerging Technologies and Innovative Research (JETIR) www.jetir.org | f217


http://www.jetir.org/

© 2026 JETIR January 2026, Volume 13, Issue 1 www.jetir.org (ISSN-2349-5162)

Tattad-desanusarena kati-kanthoru-janusu |
Varichaya va mahipasya sadbhis tat sausthavam matam || )

If the previously described symmetry (sausthava) is reduced three times in the waist, neck, thighs, and knees by
measurements of four, eight, or twelve angulas, according to regional custom or royal command, then virtuous
people have called it the lasyanga named Sausthava.

TG TTATIOT 7 a1 IRl Il Quuc Il 1668

(Yatha mandanila-aghatac caled dipasikha tatha |
Caleyur yatra gatrani sa sruva parikirtita ||)

Just as the flame of a lamp flickers with a gentle breeze, in the same way, where the limbs move delicately, that
lasyanga is called Sruva.

32. Masanata

Tt et gt 2 fP agd TR |

TG I Tl HYOTdT Had |1 QUUE |1 1669
(Mugdham snigdham yada drstim tanute rasa-nirbharam |
Nrtya-hastanugam nrtye tada masrnata bhavet ||)

When, during a dance, the dancer extends a gentle, affectionate, and rasa-laden glance that follows the
movements of the nrtta-hasta, it is termed the lasyanga known as Masanata.

33.  Upara
T4 ujquw BRICRE]] w |
dIﬂHQI‘IﬂgUHId SIARIRY ﬂ?‘hg‘a Il }4&oll 1670
(Parva-pirvam upakranta nrtyasyavayavad yada |

Bhisavalita-sarvanga varterann uttarottaram |
Tala-prayoga-naipunyat tadoparo mato budhaih ||)

When the elements of the dance initially commenced proceed further with expert use of tala, and the whole
body is ornamented with decorative adornments, scholars designate this lasyanga as Updara.

34.  Angananga

3T ARG HIIGTHTg dIvgd Hay |

T TSR RAG g HIRTH | QU&2 |l 1671

(Agam lasyangam adistam anangam tandavam matam |
Yatra nrtye 'nayor yogas tad anganam iritam ||)

Anga’ (the body) is termed lasyanga, and ‘Ananga’ (Kama, the bodiless deity of love) is termed tandava. When
both are combined in dance, that form is known as the lasyanga called Angananga.

35.  Abhinaya
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HAYH TG IUdd HRUNGHY | 1672
faqerg 9= U deuTafi—aRdal |1 QuER |

(Bhava-prakasakair angair yathavat karanadikam |
Vidadhyad yatra patram ced asav abhinayas tada ||)

When a performer composes karanas and related movements effectively by means of limbs that convey
emotion, it is termed the lasyanga known as Abhinaya.

36. Komalika

a1 TG foranfidertefy: |

TS Vedd T URT PIHferenT dal Il Qu&3 11673
(Yada nrtyengananganam kriyabhir valanadibhih |
Ardrata preksyate cittat para komalika tada ||)

When, in a dance performance, aesthetic delight is apprehended in the mind through movements like the flexing
and graceful turning of the limbs of female dancers, it is designated as the lasyanga known as Komalika.

37. Mukharasa

T3 U T $aig quir g fdad— |
TS 0O Y9 XA | W& Il 1674

(Yatra patram mukhe kuryad varnanam tu vivartanam |
Tattad-rasanugunyena bhaven mukha-rasas tv asau ||)

When a performer varies or alters the uttered syllables in harmony with the specific emotional flavours (rasas),
it is termed the lasyanga known as Mukharasa.

3 e

SISO Fiwl A N SR 43T |
TRITITR TS A ST 1| QU&4 111675

(Anya bheda

Anye'pi santi ye bhedd desi-lasyanga-sasraydh |
Grantha-vistara-samtrasan na te 'smabhir ripitah ||)

The author brings the exposition of the desi lasyangas to a close by noting that their other types have been
omitted for fear of enlarging the work beyond proper limits.

Conclusion:

The analysis of Des$1 Lasyangas in the Nrtyadhyaya indicates a transition in dance theory from generalized
classical standards to a deliberate focus on regional and performative particularity. Instead of just building on
Bharata's ideas, ASokamalla changes lasya to focus on the lived body, where movement, rhythm, and feeling
work together as ways to express oneself. His definitions do not separate technique from meaning; rather, they
conceptualize bodily action as an aesthetic process wherein physical expression and emotional implication
collaboratively produce rasa. By doing this, the Nrtyadhyaya changes lasya from a minor type of dramatic
movement into a separate area of dance knowledge.
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The listing and description of thirty-seven Desi Lasyangas shows a desire to classify things without coming to a
conclusion. By acknowledging additional unrecorded varieties, ASokamalla implicitly recognizes the instability
of dance practice and the impossibility of fully containing it within textual boundaries. This action places the
Nrtyadhyaya in a transitional intellectual period that values systematization while also being open to the
changing nature of embodied traditions. As a result, Des1 Lasyangas do not appear as rigid stylistic entities but
as conceptual instruments for comprehending variation, refinement, and regional aesthetic reasoning.

This viewpoint encourages additional academic involvement beyond mere textual analysis. A comparative
analysis of other medieval treatises may elucidate how various authors navigated the tension between
normativity and diversity, while choreographic reconstruction and performance-based research can evaluate the
practical applicability of these categories within contemporary dance forms. Furthermore, as Des1 Lasyangas
emphasize stylized feminine movement, they provide a valuable context for analyzing the historical
development of gendered aesthetics in Indian dance. The Nrtyadhyaya, therefore, does not merely preserve a
list of movements; it opens a theoretical space in which dance can be understood as a dynamic, regionally
inflected, and aesthetically self-conscious practice.
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