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Dance in India has a living tradition dating back to ancient times.
Excavations, inscriptions, chronicles, genealogies of kings
and artists, literary sources, sculpture and painting of different
periods provide extensive evidence on dance. Myths and
legends also support the view that dance had a significant place
in the religious and social life of the Indian people. However, it is
not easy to trace the precise history and evolution of the various
dances known as the ‘art’ or ‘classical’ forms popular today.

In literature, the first references come from the Vedas where
dance and music have their roots. A more consistent history of
dance can be reconstructed from the epics, the several puranas
and the rich body of dramatic and poetic literature known as the
nataka and the kavya in Sanskrit. A related development was
the evolution of classical Sanskrit drama which was an amalgam
of the spoken word, gestures and mime, choreography, stylised
movement and music. From the 12th century to the 19th century
there were many regional forms called the musical play or
sangeet-nataka. Contemporary classical dance forms are known
to have evolved out of these musical plays.

Excavations have brought to light a bronze statuette from
Mohenjodaro and a broken torso from Harappa (dating back to
2500-1500 B.C.). These are suggestive of dance poses. The
latter has been identified as the precursor of the Nataraja pose
commonly identified with dancing Siva.

The earliest treatise on dance available to us is Bharat Muni’s
Natya Shastra, the source book of the art of drama, dance and
music. It is generally accepted that the date of the work is between
the 2nd century B.C. and the 2nd century A.D. The Natya Shastra
is also known as the fifth Veda. According to the author, he has
evolved this Veda by taking words from the Rig Veda, music from
the Sama Veda, gestures from the Yajur Veda and emotions from
the Atharva Veda. There is also a legend that Brahma himself
wrote the Natya Veda, which has over 36000 verses.

In terms of the classical tradition formulated in the Natya Shastra,
dance and music are an inextricable part of drama. The art of
natya carries in it all these constituents and the actor is himself
the dancer and the singer, the performer combined all the three
functions. With the passage of time, however, dance weaned
itself away from natya and attained the status of an independent
and specialised art, marking the beginning of the ‘art’ dance in
India.

As per the ancient treatises, dance is considered as having
three aspects : natya, nritya and nritta. Natya highlights the
dramatic element and most dance forms do not give emphasis
to this aspect today with the exception of dance-drama forms
like Kathakali. Nritya is essentially expressional, performed
specifically to convey the meaning of a theme or idea. Nritta on
the other hand, is pure dance where body movements do not
express any mood (bhava), nor do they convey any meaning. To
present nritya and natya effectively, a dancer should be trained to
communicate the navarasas. These are : love (shringara), mirth
(hasya), compassion (karuna), valour (veer), anger (raudra),
fear (bhaya), disgust (vibhatsa), wonder (adbhuta) and peace
(shanta).
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An ancient classification followed in all styles is of Tandava and
Lasya. Tandava, the masculine, is heroic, bold and vigorous.
Lasya, the feminine is soft, lyrical and graceful. Abhinaya,
broadly means expression. This is achieved through angika, the
body and limbs; vachika, song and speech; aharya, costume
and adornment; and satvika, moods and emotions.

Bharata and Nandikesvara, the two main authorities conceive
of dance as an art which uses the human body as a vehicle
of expression. The major human units of the body (anga) are
identified as the head, torso, the upper and lower limbs, and the
minor human parts (upangas), as all parts of the face ranging
from the eyebrow to the chin and the other minor joints.

Two further aspects of natya are the modes of presentation
and the style. There are two modes of presentation, namely the
Natyadharmi, which is the formalised presentation of theatre and
the Lokadharmisometimes translated as folk, realistic, naturalistic
or regional. The style or vrittis are classified into Kaiseki, the deft
lyrical more suited to convey the lasya aspects, the Arbati, the
energetic masculine, the Satawati, often used while depicting
the rasas and the Bharati, the literary content.

Nurtured for centuries, dance in India has evolved in different parts
of the country its own distinct style, taking on the culture of that
particular region, each acquiring its own flavour. Consequently,
a number of major styles of ‘art’ or dance are known to us today,
like Bharatnatyam, Kathakali, Kuchipudi, Kathak, Manipuri and
Odissi. Then there are regional variations, the dances of rural
and tribal areas, which range from simple, joyous celebrations
of the seasons, harvest or birth of a child to dances for the
propitiation of demons or for invoking spirits. Today there is also
a whole new body of modern experimental dance.




HIASIH T
TR, T 2000 Tel ¥ =R o B WA & A (200
T Q@ ¥ 200 $HAT W) o ¥ URE §U Tk Al (qWeRI) H
T I B W SHEM W el {1 Afehver g Wd o7 oy
AT T |, IR T A oh S0 SR Geheiien] ST o
foQ e (qeashia) W T U W@ Wid ®1 Tl WEH el i
oTq 3R weer w1 wfqmied qon fosl § 59 o1 w9 o fosgd SHeER %
i yamr off foem B faeery 9] & MmOy, T
w1 e H TE e AR GRER GRI W Bl hE R S T
YfmTe 3@t S Hehdt B1 3 Higd | et # I & =R AR Horf
*1 T fan T € SR T 3 T 1 s e s w2

AT T 1 ThHErd o &9 § ot S ST B, Sl Wil Tk
wegfa ® s ik et €, 98 wel o @ f 199 wd ok ey
o, TS GRIST o HLETOT o qed d9i o YEg WX A 3 eRaAean
o 39 TIqed w1 i fmer o, W e o fe@r d )

eI g 39 Sieht w1 Sifed W@ T Jaer avd § 9 gate
Bt off, S orae wrar-fudr g A Y @ F & A off R s
forame <aamsti © e ol Jaqrfgar GieX o wiEer |, daareti i erdur
@ ®9 H Hiild 9 T TEd e off| 36 9 o P qidg el @i
FUHT (A o TfRA) 1 T Jeaqrdt qRER @ 7, foE e
Gl T wgd qifea T @)

TR 1 VMU ogd Toegd el &, Sfeh geqareh § fafia
QA 1 TR TRl STl B1 Ted Ul ¥l Tfa-TH e €1 qeel
T Theh TR 2, Tkt wfecer o1ef 8l & el I8 e
TRl o U % WY g T HASH h Th I WU 2

o Tt W o Hiitarewsh TRl o WY Weqd TR Wl ®1 Sifawery
o wifger o % & A W 978g HI T K1 W B, S Y TA
FH-T T 21 TE WA, TA H JIE0 % SERT YRR T

A F TH el 1 iR 9gd st g o7 o T &
T Yged-Fe7 W Bl §, SET Tk Tidtere R W@ g wifge i
fee Il B1 A, Tod o Ueh WauH H SIfaey 1 STE
V/s5q g)1 foman Sl 1 Wi § M W aren id SR W Hetes
Tl (TTR) FT A T L

Bharatnatyam Dance

Bharatnatyam Dance is considered to be over 2000 years old.
Several texts beginning with Bharata Muni’'s Natya Shastra
(200B.C.t0200A.D.) provide information on this dance form. The
Abhinaya Darpana by Nandikesvara is one of the main sources
of textual material, for the study of the technique and grammar
of body movement in Bharatnatyam Dance. There is also a great
deal of visual evidence of this dance form in paintings and stone
and metal sculptures of ancient times. On the gopurams of the
Chidambaram temple, one can see a series of Bharatnatyam
poses, frozen in stone as it were, by the sculptor. In many other
temples, the charis and karanas of the dance are represented in
sculpture and one can make a study of the dance form.

Bharatnatyam dance is known to be ekaharya, where one dancer
takes on many roles in a single performance. In the early 19th
century, the famous Tanjore Quartette, under the patronage of
Raja Serfoji are said to have been responsible for the repertoire
of Bharatnatyam dance as we see it today.

The style was kept alive by the devadasis, who were young girls
‘gifted’ by their parents to the temples and who were married to
the gods. The devadasis performed music and dance as offerings
to the deities, in the temple courtyards. Some of the renowned
performers and gurus of the early part of the century belong to
the devadasi families, a well-known name is Bala Saraswati.

The repertoire of Bharatnatyam is extensive, however, a
performance follows a regular pattern. At first there is an
invocation song. The first dance item is the alarippu, literally
meaning-to adorn with flowers. It is an abstract piece combining
pure dance with the recitation of sound syllables.

The next item, the jatiswaram is a short pure dance piece
performed to the accompaniment of musical notes of any raga
of Karnataka music. Jatiswaram has no sahitya or words, but is
composed of adavus which are pure dance sequences - nritta.
They form the basis of training in Bharatnatyam dance.

As a solo dance, Bharatnatyam leans heavily on the abhinaya or
mime aspect of dance—the nritya, where the dancer expresses
the sahitya through movement and mime. Shabdam follows
the jatiswaram in a Bharatnatyam dance performance. The
accompanying song is generally in adoration of the Supreme
Being.
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Bharatnatyam Dance

After the Shabdam, the dancer performs the Varnam. The
Varnam which is the most important composition of the
Bharatnatyam repertoire, encompasses both nritta and nritya
and epitomises the essence of this classical dance form. The
dancer here performs complicated well graded rhythmic patterns
in two speeds showing the control over rhythm, and then goes
on to depict in a variety of ways, through abhinaya the lines of
the sahitya. This portrays the dancer’s excellence in abhinaya
and also reflects the endless creativity of the choreographer. The
Varnam is by far one of the most beautiful compositions in Indian
dance.

After the strenuous Varnam, the dancer performs a number
of abhinaya items expressing a variety of moods. The bhava
or rasa is woven into the sahitya and then expressed by the
dancer. The common pieces are keertanam, kritis, padams and
Jjavalis. In the keertanam, the text is important whereas kriti is a
composition in which the musical aspect is highlighted. Both are
usually devotional in character and represent episodes from the
lives of Rama, Siva, Vishnu etc. Padams and javalis, are on the
theme of love, often divine.

A Bharatnatyam performance ends with a tillana which has its
origin in the tarana of Hindustani music. It is a vibrant dance
performed to the accompaniment of musical syllables with a few
lines of sahitya. The finale of the piece is a series of well designed
rhythmic lines reaching a climax. The performance ends with a
mangalam invoking the blessings of the Gods.

The accompanying orchestra consists of a vocalist, a mridangam
player, violinist or veena player, a flautist and cymbal player. The
person who conducts the dance recitation is the Nattuvanar.
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The Cultural Packages on dance and the suggested activities
aim at familiarising the students with :

— the grammar and technique of body movement of different
styles of Indian dance.

— dance as a vehicle for communication.

— therange of dance vocabulary and how closely it is related to
real life - through stories of kings, super-humans or animals
and flowers;

— the study of the historical evolution of dance forms through
literary and visual sources.

A few activities have been suggested, however, there is scope
for using the illustrations in this package in a variety of teaching
and learning situations. The teachers are requested to use these
in as many school disciplines as possible. They are also advised
to invite dancers to the school for practical demonstration in
music and dance. Students may be taught small dance pieces,
if possible, for them to have a first-hand experience of rhythm,
music and expression through body movement.

1. All classical dance forms in India revolve mainly around
themes from mythology and nature. Stories about gods
and goddesses, the origin of the earth, different aspects of
nature, etc. are selected from myth and legend and then
communicated through dance. The students may be asked to
choose important deities, natural forms or real life situations
which they have seen in dance, as for example,

— Shiva, Vishnu, Ganesa, Parvati, Durga, Saraswati.

— important rivers, sacred trees, flowers with symbolic
messages or wearing ornaments.

They may then be asked to collect all the mythological stories
and legends connected with each. For example :

— how Ganesa got the head of an elephant,
— what was the outcome of the churning of the oceans,
— legends linked with the lotus flower, etc.

Reference from books, interviews with senior citizens, the
observation of traditional customs and rituals can be various
ways in which to gather information.

This exercise will help the students widen their knowledge.
The material can be exhibited on the bulletin board and made
into a project book for later reference.

2. Periodic excursions may be organised to temples and
museums so that children may be exposed to sculpture
and painting. Those specifically related to dance should be
studied in detail. The students should be encouraged to
note down various aspects regarding each work of art—facial
expressions, mudras, postures, costumes, dance formations
and even the surroundings and environment.

Students from the senior school may be asked to make a
study of the relationship between the dance form and specific
items of sculpture and painting. A folder with photographs,
pictures, observations and comments may be prepared.
(Pictures from this package may be used similarly in the
classroom before organising an excursion in order to make

the students familiar with the forms).
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3. Students may be asked to make large drawings or collect

pictures of all the different mudras or symbolic actions used
in the dance form they have seen. A large board may be
prepared with traditional decorations. Under each mudra or
pictorial representation, they may be asked to write its name
and meaning and what it is used for. Senior students can add
the Sahitya or verses of the songs where the mudra/action
is used. An attempt should be made to project the use of the
same mudralaction in different situations.

. Facial expression— Abhinaya, forms an important part of

dance. The teacher should explain the nine rasas to the
students. The details of explanation can vary with each age
group.

An interesting informal game can follow this. The students
can be asked to mime a mood in a self-created situation or
story. The rest of the class may be asked to interpret the
story and name the rasa that it portrays. Bhaya or fear can be
depicted at length, for example, a child trapped in a dangerous
situation in a dark and gloomy forest with a fearsome animal
chasing him. Simple movements and prominent expressions
can reflect the mood.

. The teacher can encourage the students to improve their

rhythm and fala by organising simple activities. The students
should be asked to prepare charts where the beats of the
rhythmic pattern are visually represented using attractive
motifs. Different motifs should be used for each different time
cycle. (A key can be made to explain the value of the symbols
shown in the chart).

More experienced students may be given another graded
activity. Each student may be allotted a fixed number
of time bars and be asked to create rhythmic patterns within
the given time frame, using various permutations and
combinations of speeds and rhythm. This activity will bring
out the inherent creativity and develop precision and
concentration.

. The teacher may give the students a project topic, such as

‘Dance in daily life’. The students may be asked to observe
the actions and expressions of the people around them.
Students can then compile a list of codified dance movements
that are akin to those in daily life and trace their origin in every
day actions and mannerisms. The students must be made to
realize that art forms and real life are closely linked to each
other. In fact, they may be asked to pick out a few common
gestures and convert them into aesthetic dance movements,
using their imagination.

. During important religious and social festivals, the students

may be asked to compose short dances depicting — the
relevance of the festival, for example, birth of Jesus, Lord
Buddha, the Nativity play, the story of Holika and the manner
in which the festival is celebrated. These dances may be
presented at the school assembly on the day of the festival.
This activity will make the students aware of how the concept
of goodness and truth permeates all religions.
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In order to discover the creativity of the students, the teacher
must involve them in interesting activities related to life,
in general. The teacher may therefore distribute carefully
selected topics on relevant issues from newspapers and
magazines, for example,

— the necessity for peace,

— the futility of violence,

— social inequalities,

— national integration,

— conservation of the environment.

Groups of 10 to 15 students may be asked to form tableaux
in an appealing and effective manner. The planning and
designing of the tableaux should be done by the student
group themselves. The aim of the activity is to create
awareness among the students and use their artistic
talent. These tableaux may be presented on sports day,
celebrations of national or other festivals.

A thematic dance ballet can be prepared for the school
annual day celebrations or any other function. The teachers
can work together and organise a show involving 400-500
students. Themes of topical interest like conservation
of nature and culture, literacy, hunger and poverty, the
problems of slum-dwellers, etc. may be enacted. Such a
mammoth production will reach out to the school and the
community as well.

Lists of dancers, their styles of dance, the institutions where
they work, the academies of dance, books on dance-forms,
magazines/journals on the subject, may be compiled.
This may be an ongoing programme in which additional
information can be noted every year.

Nowadays, dance festivals are conducted regularly in all
the major cities of the country. In recent years, the temples
of Khajuraho, Chidambaram, Konark, etc. have risen as
centres for important Dance festivals. The Spic Macay
festivalreacheseventhe students of schoolsinsmalltowns.
Extensivereportingisdoneinallnewspapers. The students
should be asked to collect newspaper cuttings, study
them and keep a record for future reference. Names of
artists and famous accompanists, information regarding
rare or special items in the performances and interesting
comments on tala, bhava and abhinaya may be collected
and studied.

Another very important activity must be organised for the
students. In order to awaken in them an interest in all the
other classical and folk dance-forms, the students must be
encouraged to compare other dances with the style they are
familiar with.

By studying all the packages on dance prepared by CCRT, a
variety of activities may be organised. In addition, exhibitions
with pictures, charts, costumes, musical instruments, and
books can be arranged to widen the knowledge of the
students regarding Indian dance forms.

Pictures and Script: Jayalakshmi Eshwar
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Bharatnatyam Dance
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According to Indian mythology, Siva as Nataraja created the universe. From this
bronze statue, which belongs to the Chola period, it is clear that both the arts of
dance and sculpture influenced each other to a great extent. One of the right hands of
Nataraja holds the damaru signifying sound, the other right hand in the pataka hasta
mudra is raised to give protection to his Bhaktas. He stands on the dwarf Apasmara,
crushing out ignorance thereby illuminating the world with light and knowledge.

Bharatnatyam is described as ekaharya, in which one dancer depicts many roles.
Siva as Nataraja, the Lord of dance is depicted in all dance forms. In this inset
picture, one sees the dancer showing the pose of Nataraja as the cosmic dancer.
The dancer raises her right hand in abhaya mudra for giving protection to those who
seek salvation from the Lord.
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Bharatnatyam consists of two major elements Nritta or abstract dance and
Nritya combination of Nritta and Abhinaya (expression). When the movements
and poses of the hands do not convey any meaning but only serve to add
grace and variety of form to a dance then it is called Nrittta. The position and
movements of the feet gives rise to mandala (posture), utplavana (leaping
movement), Nritta bhramari (circular movement) and chari (gait). Each one of
the above category has several variations.

One sees in these pictures :
Sama - The feet are in natural position and point straight ahead.

Swastika - Feet are crossed in a variety of combinations.
Chari - Gait or walk

Wikhiaer Hia Ta wiTeror g Centre for Cultural Resources and Training
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The Araimandi or Parshva is another basic position in Bharatnatyam where
the legs are in a fully out-turned position with bent knees. This outward
knee bent position in Bharatnatyam is also known as the ardha mandali or
ukkara mandali and this position is maintained by the dancer in most of the
pure dance sequences.
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The basic dance unit is known as adavu. It is a combination of basic
standing posture (sthanaka), the movement of the legs and feet (chari) and
the decorative hand gesture (nritta hasta). Adavu has two main constituents
tala (time measure) and /aya (rhythm). There are about 10 to 12 groups of
adavus each consisting of several variatious. Adavu is practiced in three
speeds - Starting, Double and Quadruple. The Adavu one sees in this
picture is tey tey tat ta. This is performed leaning back diagonally. Tripataka
hasta is used for both hands. Right hand is raised and the left is stretched
to form a diagonal line. The body weight is supported by the right leg, and
the left foot is raised as shown in the picture.
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5. (a) This picture shows the adavu—tat tey ta ha. In Araimandi position, the
right hand is extended. The mudra used is tripatakam.

5. (b) The second picture shows the continuous movement of the same adavu.
The right leg is extended in front placing the sole of the foot on the ground
with the right knee bent. The left heel is raised simultaneously resting the
toe on the ground. The body weight falls on the right leg. The tripataka
hasta is used.
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This picture shows a portion from the mandi adavu or full sitting position, the
right foot is taken back slightly and part of the body weight is on the left leg.
The tripataka hasta mudra is used for both hands.
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Kita tak dari kitatom is another important adavu in Bharatnatyam. Just as
words combine to form a sentence, adavus combine to form a sequence
known as korvai. These sequences, when performed with the accompaniment
of rhythmic syllables (sollukattus), recited by a dance conductor (nattuvanar)
are called Jatis. Complicated and elaborate Jatis are called Teermanams.
Teermanams conclude with a certain movement repeated thrice and the
movement shown above is kita tak dari kitatom. The dancer concludes with
a circular movement of the arm over the head and extends the hand in front
as shown. The hastas used are pataka and alapadma.
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The aspect of dance which relates to rasa and depicted through abhinaya
is called Nritya. Abhinaya is expressed with the help of hastas, which is a
unique feature of Indian classical dance.

Treatises like Natyashastra and Abhinaya darpanam deal with hastas
in detail. The Asamyuta and Samyuta and their usages (viniyogas) can
express, interpret and narrate any theme and concept.

The hasta in this picture is alapadma. This hasta can be used to denote
lotus, circular movement, full moon, beauty, hairknot, tower, village, height,
anger, praise or just a face.
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Abhinaya and Bhava can also be expressed only with the facial expression.
But the usage of hasta mudra enhances the bhava to interpret the sentiments
effectively. This picture shows the dancer depicting the beauty with the help
of the hasta-alapadma.

Withiaer Wa Ta UivTeror g Centre for Cultural Resources and Training
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10.  Hastas, depending on the direction of the palm and fingers and their positions
can indicate several types of meaning. This picture shows the dancer using
the hasta - alapadma to depict a face as beautiful as a moon.

Wikhiaer Wia T& WiTeor g Centre for Cultural Resources and Training







HIAATEIH T

Bharatnatyam Dance

11, Th! o A € ¥ JHoleed H1 YSIH el €, Sefh ST @A TAIH 85 i
sk T TeU LAl B

11.  The right hand of the dancer shows the mukula hasta, the left hand forms a
base with the pataka hasta.
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The manner in which the hands are used is known as hasta prana. The
way the fingers are moved and used create flavour or aesthetic beauty
depicting a concept in a symbolic or suggestive way. This picture shows
the dancer using the mudra sikaram in right hand depicting the end of
the trident, and the left hand in Trisula symbolizes the trident. This pose
suggests the destruction of evil forces.
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Abhinaya embraces two modes - Lokadharmi (the realistic) and Natyadharmi
(the conventional and stylised). Lokadharmi expression is easily
understandable because of its closeness to everyday life. In Natyadharmi
expression, stylized hand gestures, conventional movements and rules of
the classical idiom are applied.

This picture shows the dancer expressing fear in Natyadharmi mode. The
hasta used is mrigasirsa. Feet are in swastikam position.

This picture shows the dancer showing the gesture for beckoning in
Natyadharmi mode. The hasta used is mrigasirsa. Feet are in chari gait.
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14. (a) The hasta shown in this picture in known as chaturam. The dancer is
showing the action of ‘listening’.

14. (b) The same mudra in this picture shows ‘offering’. This mudra is also used
to denote musk, gold, copper, iron, eyes, etc.
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There are four kinds of Abhinaya - angika, vachika, aharya and satvika.

Angika abhinaya is the representation by means of physical gestures.
Angika is named as such because it is expressed in three ways by
Anga, Pratyanga and Upanga, which includes different limbs of the body
representing physical gestures. This picture shows Narasimha, an avatara
of Vishnu. The dancer is in Araimandi position in an action of tearing apart.
The body above the waist is leaning forward and the head and eyes are
raised with the wrist turned inwards at an angle.
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16. (a) Vachika abhinaya constitutes poems (kavyas) and drama (natakas)
which provides the literary content in dance. In Vachika abhinaya content
of the kavyas is Lokadharmi however, singing is Natyadharmi as the
music comprises the classical Karnatak Music. The dancer shows the
expression of speech or singing using the mudra chandrakala.

16. (b) Aharya abhinaya includes decoration of the body by means of ornaments,
costumes, etc., the dancer depicts the action of wearing an earring using
the mudra katakamukam. The fourth abhinaya is Satvika. The exhibition of
emotions through subtle abhinaya and imagination - like tears, trembling,
sweating, fainting, love, peace, etc.
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The Natyashastra of Bharat Muni (200 B.C. to 200 A.D.) mentions eight main rasas
namely, Shringara, Veera, Karuna, Raudra, Hasya, Bhayanaka, Bibhatsa and
Adbhuta, which can be portrayed through dance and drama. Shanta, the ninth rasa
was introduced much later as it was believed that it is difficult to portray a state of
complete bliss or Shanta. However, today we know of nine rasas.

Shringara is one of the important rasas and various aspects of this rasa are portrayed
in the abhinaya of Indian dance - the love between man and woman, of the human
for the divine, the mother for the child, between friends, etc. In this picture the dancer
depicts that aspect of Shringara rasa which shows the shyness of the nayika, who is
face to face with her beloved.
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18. Compassion or Karuna is a very natural emotion of human beings, in dance,
it is stylised. Here the dancer uses facial abhinaya and the chatura mudra
for depicting Karuna rasa.
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19. Raudra or anger is also very much a part of human nature. In dance, it is
expressed with exaggerated facial expressions and sometimes vigorous
body movements. In this picture, the raudra rasa is shown through abhinaya
and the mushti hasta mudra.

Wihideh Wia & wiverT g Centre for Cultural Resources and Training
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20. The face is the mirror of human expressions. Adbhuta rasa or the expression
of wonder or surprise is expressed through facial abhinaya and the hand
gestures in this picture.

Wikhiaed G Ta UivTeT g Centre for Cultural Resources and Training
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21. (a) There are many ways to portray various gods and goddesses according to
the mythological references. For example, Vishnu can be shown holding
the conch and wheel or Vishnu can be seen reclining on the Shesh Nag
(the Snake God). In this picture, the dancer portrays Vishnu according to

the text Abhinayadarpanam. Tripataka mudra is used and the feet position
is in Swastikam.

21. (b) This pose in Bharatnatyam shows Saraswati, the Goddess of learning.

Both hands holding mudra mrigasirsa represents playing the stringed
instrument Veena.
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22. (a) Episodes from stories of Krishna are very popular in all dance forms. In this
picture, Krishna is shown playing the flute. The mrigasirsam hasta mudra
using both hands shows the flute. The feet are crossed in Swastikam.

22. (b) The various attributes of Rama, an avatar of Vishnu are represented in all
dance forms. Rama is shown here holding a bow and an arrow, the feet
position is in Swastikam.
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From sculptures of different periods, information on dance poses and
musical instruments can be obtained. Music and dance are an integral part
of worship in the temples in all parts of India. This sculpture on the walls of
the Chidambaram temple shows a dancer with an accompanying musician.

Withfaer Wid Ta WRTQOT Sheg Centre for Cultural Resources and Training
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24. The accompanying orchestra in Bharatnatyam, usually comprises a vocalist,
a mridangam player, a flutist and a cymbal player. The person who conducts
the recital is the Nattuvanar who also plays the Nattuvangam (cymbals).
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Bharatnatyam Dance

According to Indian mythology, Siva as Nataraja
created the universe. From this bronze statue, which
belongs to the Chola period, it is clear that both the
arts of dance and sculpture influenced each otherto a
great extent. One of the right hands of Nataraja holds
the damaru signifying sound, the other right hand in
the pataka hasta mudra is raised to give protection
to his Bhaktas. He stands on the dwarf Apasmara,
crushing out ignorance thereby illuminating the world
with light and knowledge.

Bharatnatyam is described as ekaharya, in which
one dancer depicts many roles. Siva as Nataraja, the
Lord of dance is depicted in all dance forms. In this
inset picture, one sees the dancer showing the pose
of Nataraja as the cosmic dancer. The dancer raises
her right hand in abhaya mudra for giving protection
to those who seek salvation from the Lord.

Bharatnatyam consists of two major elements Nritta
or abstract dance and Nritya combination of Nrifta and
Abhinaya (expression). When the movements and
poses of the hands do not convey any meaning but
only serve to add grace and variety of form to a dance
then it is called Nrittta. The position and movements
of the feet gives rise to mandala (posture), utplavana
(leaping movement), Nritta bhramari (circular
movement) and chari (gait). Each one of the above
category has several variations.

One sees in these pictures :

Sama - The feet are in natural position and point
straight ahead.

Swastika - Feet are crossed in a variety of
combinations.

Chari - Gait or walk

The Araimandi or Parshva is another basic position
in Bharatnatyam where the legs are in a fully out-
turned position with bent knees. This outward knee
bent position in Bharatnatyam is also known as the
ardha mandali or ukkara mandali and this position is
maintained by the dancer in most of the pure dance
sequences.

The basic dance unit is known as adavu. It is a
combination of basic standing posture (sthanaka),
the movement of the legs and feet (chari) and the
decorative hand gesture (nritta hasta). Adavu has
two main constituents fala (time measure) and
laya (rhythm). There are about 10 to 12 groups of
adavus each consisting of several variatious. Adavu
is practiced in three speeds - Starting, Double and
Quadruple. The Adavu one sees in this picture is tey
tey tat ta. This is performed leaning back diagonally.
Tripataka hasta is used for both hands. Right hand
is raised and the left is stretched to form a diagonal
line. The body weight is supported by the right leg,
and the left foot is raised as shown in the picture.

10.

1.

12.

(a) This picture shows the adavu—tat tey ta ha. In
Araimandi position, the right hand is extended.
The mudra used is tripatakam.

(b) The second picture shows the continuous
movement of the same adavu. The right leg is
extended in front placing the sole of the foot on
the ground with the right knee bent. The left heel
is raised simultaneously resting the toe on the
ground. The body weight falls on the right leg. The
tripataka hasta is used.

This picture shows a portion from the mandi adavu
or full sitting position, the right foot is taken back
slightly and part of the body weight is on the left leg.
The tripataka hasta mudra is used for both hands.

Kita tak dari kitatom is another important adavu in
Bharatnatyam. Just as words combine to form a
sentence, adavus combine to form a sequence known
as korvai. These sequences, when performed with the
accompaniment of rhythmic syllables (sollukattus),
recited by a dance conductor (nattuvanar) are called
Jatis. Complicated and elaborate Jatis are called
Teermanams. Teermanams conclude with a certain
movement repeated thrice and the movement shown
above is kita tak dari kitatom. The dancer concludes
with a circular movement of the arm over the head
and extends the hand in front as shown. The hastas
used are pataka and alapadma.

The aspect of dance which relates to rasa and
depicted through abhinaya is called Nritya. Abhinaya
is expressed with the help of hastas, which is a
unique feature of Indian classical dance.

Treatises like Natyashastra and Abhinaya darpanam
deal with hastas in detail. The Asamyuta and
Samyuta and their usages (viniyogas) can express,
interpret and narrate any theme and concept.

The hasta in this picture is alapadma. This hasta
can be used to denote lotus, circular movement, full
moon, beauty, hairknot, tower, village, height, anger,
praise or just a face.

Abhinaya and Bhava can also be expressed only with
the facial expression. But the usage of hasta mudra
enhances the bhava to interpret the sentiments
effectively. This picture shows the dancer depicting
the beauty with the help of the hasta-alapadma.

Hastas, depending on the direction of the palm and
fingers and their positions can indicate several types
of meaning. This picture shows the dancer using the
hasta - alapadma to depict a face as beautiful as a
moon.

The right hand of the dancer shows the mukula
hasta, the left hand forms a base with the pataka
hasta.

The manner in which the hands are used is known
as hasta prana. The way the fingers are moved and
used create flavour or aesthetic beauty depicting a
concept in a symbolic or suggestive way. This picture
shows the dancer using the mudra sikaram in right
hand depicting the end of the trident, and the left
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hand in Trisula symbolizes the trident. This pose
suggests the destruction of evil forces.

Abhinaya embraces two modes - Lokadharmi
(the realistic) and Natyadharmi (the conventional
and stylised). Lokadharmi expression is easily
understandable because of its closeness to
everyday life. In Natyadharmi expression, stylized
hand gestures, conventional movements and rules
of the classical idiom are applied.

This picture shows the dancer expressing fear in
Natyadharmi mode. The hasta used is mrigasirsa.
Feet are in swastikam position.

This picture shows the dancer showing the gesture
for beckoning in Natyadharmi mode. The hasta used
is mrigasirsa. Feet are in chari gait.

(a) The hasta shown in this picture in known as
chaturam. The dancer is showing the action of
‘listening’.

(b) The same mudra in this picture shows ‘offering’.
This mudra is also used to denote musk, gold,
copper, iron, eyes, etc.

There are four kinds of Abhinaya - angika, vachika,
aharya and satvika.

Angika abhinaya is the representation by means of
physical gestures. Angika is named as such because
itis expressed in three ways by Anga, Pratyanga and
Upanga, which includes different limbs of the body
representing physical gestures. This picture shows
Narasimha, an avatara of Vishnu. The dancer is in
Araimandi position in an action of tearing apart. The
body above the waist is leaning forward and the head
and eyes are raised with the wrist turned inwards at
an angle.

(a) Vachika abhinaya constitutes poems (kavyas)
and drama (natakas) which provides the literary
content in dance. In Vachika abhinaya content
of the kavyas is Lokadharmi however, singing
is Natyadharmi as the music comprises the
classical Karnatak Music. The dancer shows the
expression of speech or singing using the mudra
chandrakala.

(b) Aharya abhinaya includes decoration of the body
by means of ornaments, costumes, etc., the dancer
depicts the action of wearing an earring using
the mudra katakamukam. The fourth abhinaya is
Satvika. The exhibition of emotions through subtle
abhinaya and imagination - like tears, trembling,
sweating, fainting, love, peace, etc.

The Natyashastra of Bharat Muni (200 B.C. to 200
A.D.) mentions eight main rasas namely, Shringara,
Veera, Karuna, Raudra, Hasya, Bhayanaka, Bibhatsa
and Adbhuta, which can be portrayed through dance
and drama. Shanta, the ninth rasa was introduced
much later as it was believed that it is difficult to
portray a state of complete bliss or Shanta. However,
today we know of nine rasas.
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Shringara is one of the important rasas and various
aspects of this rasa are portrayed in the abhinaya of
Indian dance - the love between man and woman,
of the human for the divine, the mother for the child,
between friends, etc. In this picture the dancer
depicts that aspect of Shringara rasa which shows
the shyness of the nayika, who is face to face with
her beloved.

Compassion or Karuna is a very natural emotion
of human beings, in dance, it is stylised. Here the
dancer uses facial abhinaya and the chatura mudra
for depicting Karuna rasa.

Raudra or anger is also very much a part of human
nature. In dance, it is expressed with exaggerated
facial expressions and sometimes vigorous body
movements. In this picture, the raudra rasa is shown
through abhinaya and the mushti hasta mudra.

The face is the mirror of human expressions.
Adbhuta rasa or the expression of wonder or surprise
is expressed through facial abhinaya and the hand
gestures in this picture.

(a) There are many ways to portray various gods
and goddesses according to the mythological
references. For example, Vishnu can be shown
holding the conch and wheel or Vishnu can be seen
reclining on the Shesh Nag (the Snake God). In
this picture, the dancer portrays Vishnu according
to the text Abhinayadarpanam. Tripataka mudra is
used and the feet position is in Swastikam.

(b) This pose in Bharatnatyam shows Saraswati,
the Goddess of learning. Both hands holding
mudra mrigasirsa represents playing the stringed
instrument Veena.

(a

~

Episodes from stories of Krishna are very popular
in all dance forms. In this picture, Krishna is shown
playing the flute. The mrigasirsam hasta mudra
using both hands shows the flute. The feet are
crossed in Swastikam.

The various attributes of Rama, an avatar of
Vishnu are represented in all dance forms. Rama
is shown here holding a bow and an arrow, the
feet position is in Swastikam.

—
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From sculptures of different periods, information
on dance poses and musical instruments can be
obtained. Music and dance are an integral part of
worship in the temples in all parts of India. This
sculpture on the walls of the Chidambaram temple
shows a dancer with an accompanying musician.

The accompanying orchestra in Bharatnatyam,
usually comprises a vocalist, a mridangam player,
a flutist and a cymbal player. The person who
conducts the recital is the Nattuvanar who also plays
the Nattuvangam (cymbals).
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