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Hkkjr esa u`R; cgqr izkphu dky ls ,d le`¼ vkSj thoar ijEijk jgk gSA 
fofHkUu dkyksa dh [kqnkbZ] f'kykys[kksa] ,sfrgkfld o.kZu] jktkvksa dh oa'k&ijEijk 
rFkk dykdkjksa] lkfgfR;d Ïksrksa] ewfrZdyk vkSj fp=kdyk ls O;kid izek.k 
miyCèk gksrs gSaaA ikSjkf.kd dFkk,a vkSj nardFkk,a Hkh bl fopkj dk leFkZu djrh 
gSa fd Hkkjrh; turk osQ èkeZ rFkk lekt esa u`R; us ,d egRoiw.kZ LFkku cuk;k 
FkkA tcfd vkt izpfyr ^'kkL=kh;* :iksa ;k ^dyk* osQ :i esa ifjfpr fofoèk 
u`R;ksa osQ fodkl vkSj fuf'pr bfrgkl dks lhekafdr djuk vklku ugha gSA

lkfgR; esa igyk lanHkZ osnksa ls feyrk gS] tgka u`R; o laxhr dk mn~xe gSA  
u`R; dk ,d T;knk la;ksftr bfrgkl egkdkO;ksa] vusd iqjk.k] dfoRo lkfgR;  
rFkk ukVdksa dk le`¼ dks"k] tks laLÑr esa dkO; vkSj ukVd osQ :i esa tkus 
tkrs gSa] ls iqu£u£er fd;k tk ldrk gSA 'kkL=kh; laLÑr ukVd Mªkek dk 
fodkl ,d o£.kr fodkl gS] tks eq[kfjr 'kCn] eqnzkvksa vkSj vkÑfr] ,sfrgkfld  
o.kZu] laxhr rFkk 'kSyhxr xfrfofèk dk ,d lfEeJ.k gSA ;gka 12 oha lnh ls  
19oha lnh rd vusd izknsf'kd :i gSa] ftUgsa laxhrkRed [ksy ;k laxhr&ukVd 
dgk tkrk gSA laxhrkRed [ksyksa esa ls orZeku 'kkL=kh; u`R;&:iksa dk mn; 
gqvkA

[kqnkbZ ls nks ew£r;k¡ izdk'k esa vkb±&,d eksgutksnM+ksa dky dh dkals dh ewfrZ 
vkSj nwljk gM+Iik dky (2500&1500 bZlk iwoZ) dk ,d VwVk gqvk èkM+A ;s 
nksuksa u`R; eqnzkvksa dh lwpd gSaA ckn esa uVjkt vkÑfr osQ vxznwr osQ :i esa 
bls igpkuk x;k] ftls vke rkSj ij u`R; djrs gq, f'ko osQ :i esa igpkuk 
tkrk gSA

gesa Hkjreqfu dk ukV~;'kkL=k] 'kkL=kh; u`R; ij izkphu xzaFk osQ :i esa miyCèk 
gS] tks ukVd] u`R; vkSj laxhr dh dyk dh Ïksr&iqLrd gSA vkerkSj ij ;g 
Lohdkj fd;k tkrk gS fd nwljh lnh bZlkiwoZ & nwljh lnh bZloh lu~ bl dk;Z 
dk le; gSA ukV~; 'kkL=k dks ikaposa osn osQ :i esa Hkh tkuk tkrk gSA ys[kd 
osQ vuqlkj mlus bl osn dk fodkl ½Xosn ls 'kCn] lkeosn ls laxhr] ;tqosZn 
ls ps"Vk,a vkSj vFkoZosn ls Hkko ysdj fd;k gSA ;gka ,d nardFkk Hkh gS fd 
Hkxoku czg~ek us Lo;a ukV~; osn fy[kk gS] ftlesa 36]000 'yksd gSaA

ukV~;&'kkL=k esa lw=kc¼ 'kkL=kh; ijEijk dh 'kSyh esa u`R; vkSj laxhr ukVd osQ 
vya?kuh; Hkkx gSaA ukV~;dyk esa blosQ lHkh ekSfyd va'kksa dks j[kk tkrk gS 
vkSj dykdkj Lo;a urZd rFkk xk;d gksrk gSA izLrqrdÙkkZ Lo;a rhuksa dk;ks± dks 
la;ksftr djrk gSA le; osQ lkFk&lkFk vius vki ukV~; ls vyx gks x;k vkSj 
Lora=k rFkk fof'k"V dyk osQ :i esa izfrf"Br gqvkA

izkphu 'kksèk&fucaèkksa osQ vuqlkj u`R; esa rhu igyqvksa ij fopkj fd;k tkrk 
gS& ukV~;] u`R; vkSj u`Rr A ukV~; esa ukVdh; rRo ij izdk'k Mkyk tkrk gSA 
dFkdyh u`R;&ukVd :i osQ vfrfjDr vkt vfèkdka'k u`R;&:iksa esa bl igyw 
dks O;ogkj esa yk;k tkrk gSA u`R; ekSfyd vfHkO;fDr gS vkSj ;g fo'ks"k :i 
ls ,d fo"k; ;k fopkj dk izfriknu djus osQ fy, izLrqr fd;k tkrk gSA u`Rr 
nwljs :i esa 'kq¼ u`R; gS] tgka 'kjhj dh xfrfofèk;ka u rks fdlh Hkko dk o.kZu 
djrh gSa vkSj u gh os fdlh vFkZ dks izfrikfnr djrh gSaA u`R; vkSj ukV~; dks 
izHkkodkjh <ax ls izLrqr djus osQ fy, ,d urZdh dks uojlksa dk lapkj djus 
esa izoh.k gksuk pkfg,A ;g uojl gSa&  Ük`axkj] gkL;] d#.kk] ohj] jkSnz] Hk;] 
ohHkRl] vn~Hkqr vkSj 'kkarA

lHkh 'kSfy;ksa }kjk izkphu oxhZdj.k&rkaMo vkSj ykL; dk vuqdj.k fd;k tkrk 
gSA rkaMo iq#"kksfpr] ohjksfpr] fuHkhZd vkSj vkstLoh gSA ykL; L=kh;ksfpr] dksey] 

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).



y;kRed vkSj laqnj gSA vfHku; dk foLrkfjr vFkZ vfHkO;fDr gSA ;g vkafxd] 
'kjhj vkSj vaxksa_ okfpd] xk;u vkSj dFku_ vkgk;Z] os'kHkw"kk vkSj vyadkj vkSj 
lkfRod] Hkkoksa vkSj vfHkO;fDr;ksa osQ }kjk lEikfnr fd;k tkrk gSA

Hkjr vkSj uafnosQ'oj&nks izeq[k xazFkdkjksa us u`R; dk dyk osQ :i esa fopkj fd;k 
gS] ftlesa ekuo&'kjhj dk mi;ksx vfHkO;fDr osQ :i esa fd;k tkrk gSA 'kjhj 
(vax) osQ izeq[k ekuoh; vaxksa dh flj] èkM+] mQijh vkSj fupys vaxksa osQ :i 
esa rFkk NksVs ekuoh; Hkkxksa (mikaxksa) dh <ksM+h ls ysdj Hkoksa rd psgjs osQ lHkh 
Hkkxksa rFkk vU; NksVs tksM+ksa osQ :i esa igpku dh tkrh gSA

ukV~; osQ nks vfrfjDr igyw] izLrqrhdj.k vkSj 'kSyh osQ izdkj gSaA ;gka 
izLrqrhdj.k osQ nks izdkj gSa] ftuosQ uke gSa&ukV~;èkehZ] tks jaxeap dk vkSipkfjd 
izLrqrhdj.k gS vkSj nwljk yksdèkehZ] dbZ ckj yksd] ;FkkFkZoknh] izÑfroknh ;k 
izknsf'kd osQ :i esa vuqokfnrA 'kSyh ;k o`fÙk dks pkj Hkkxksa esa oxhZÑr fd;k 
tk ldrk gS&oSQldh] ykL; igyw osQ lapkj esa T;knk vuq:i] n{k xhfrdkO;_ 
vjcrh] vkstLoh iq#"kksfpr_ lrorh] tc jklksa dk fp=k.k fd;k tkrk gS] rc 
vDlj bldk mi;ksx fd;k tkrk gS vkSj Hkkjrh lkfgfR;d fo"k;oLrqA

'krkfCn;ksa osQ fodkl osQ lkFk Hkkjr esa u`R; ns'k osQ fofHkUu Hkkxksa esa fodflr 
gqvkA budh viuh i`Fkd 'kSyh us ml fo'ks"k izns'k dh laLÑfr dks xzg.k fd;k 
izR;sd us viuh fof'k"Vrk izkIr dhA vr% ̂ dyk* dh vusd izeq[k 'kSfy;ka cuha_ 
ftUgsa ge vkt HkjrukV~;e~] dFkdyh] oqQphiqM+h] dFkd] ef.kiqjh vkSj vksfM+lh 
osQ :i esa tkurs gSaA ;gka vkfnoklh vkSj xzkeh.k {ks=kksa osQ u`R; rFkk izknsf'kd 
fofoèkrk,a gSa] tks ljy] ekSle osQ g"kZiw.kZ lekjksgksa] iQly vkSj ,d cPps osQ 
tUe osQ volj ls lEcfUèkr gSaA ifo=k vkRekvksa osQ vkg~oku vkSj nq"V vkRekvksa 
dks 'kkar djus osQ fy, Hkh u`R; fd, tkrs gSaA vkt ;gka vkèkqfud iz;ksxkRed 
u`R; osQ fy, Hkh ,d lEiw.kZ uo fudk; gSA

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 Lokadharmi sometimes 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.



HkjrukV~;e~ u`R;
HkjrukV~;e~ u`R; 2000 lky ls O;ogkj esa gSA Hkjreqfu osQ ukV~;'kkL=k (200 
bZlk iwoZ ls 200 bZloh lu~) osQ lkFk izkjEHk gq, vusd xzaFkksa (iqLrdksa) ls 
bl u`R; :i ij tkudkjh izkIr gksrh gSA uafnosQ'oj }kjk jfpr vfHku; niZ.k 
HkjrukV~;e~ u`R; esa] 'kjhj dh xfrfof/ osQ O;kdj.k vkSj rduhdh vè;;u osQ 
fy, xzaFkh; (iqLrdh;) lkexzh dk ,d izeq[k lzksr gSA ;gka izkphu dky dh 
èkkrq vkSj iRFkj dh izfrekvksa rFkk fp=kksa esa bl u`R; :i osQ foLr`r O;ogkj osQ 
n'kZuh; izek.k Hkh feyrs gSaA fpnEcje~ eafnj osQ xksiqjeksa ij HkjrukV~;e~ u`R; 
dh Hkafxekvksa dh ,d  Ük`a[kyk vkSj ewfrZdkj }kjk iRFkj dks dkV dj cukbZ xbZ 
izfrek,a ns[kh tk ldrh gSaA vusd eafnjksa esa ewfrZdyk esa u`R; osQ pkjh vkSj d.kkZ 
dks izLrqr fd;k x;k gS vkSj buls bl u`R; dk vè;;u fd;k tk ldrk gSA

HkjrukV~;e~ u`R; dks ,dgk;Z osQ :i esa Hkh tkuk tkrk gS] tgka urZdh ,dy 
izLrqfr esa vusd Hkwfedk,a djrh gS] ;g dgk tkrk gS fd 19oha lnh osQ vkjEHk 
esa] jktk ljiQksth osQ laj{k.k osQ rgr~ ratkSj osQ izfl¼ pkj HkkbZ;ksa us HkjrukV~;e~ 
osQ ml jaxiVy dk fuekZ.k fd;k Fkk] tks gesa vkt fn[kkbZ nsrk gSA

nsonkfl;ks }kjk bl 'kSyh dks thfor j[kk x;kA nsonklh okLro esa os ;qofr;ka 
gksrh Fkha] tks vius ekrk&firk }kjk eafnj dks nku esa ns nh tkrh Fkha vkSj mudk 
fookg nsorkvksa ls gksrk FkkA nsonkfl;ka eafnj osQ izkax.k esa] nsorkvksa dks viZ.k 
osQ :i esa laxhr o u`R; izLrqr djrh FkhaA bl lnh osQ oqQN izfl¼ xq#vksa vkSj 
vuqikydksa (urZd o urZfd;ksa) dk lacaèk nsonklh ifjokjksa ls gS] ftuesa ckyk 
ljLorh ,d cgqr ifjfpr uke gSA

HkjrukV~;e~ dk jaxiVy cgqr foLr`r gksrk gS] tcfd izLrqrhdj.k esa fu;fer 
<kaps dk vuqdj.k fd;k tkrk gSA lcls igys ;gka Lrqfr&xku gksrk gSA igyk 
u`R; ,dd vykfjIiw gS] ftldk 'kkfCnd vFkZ gSµiwQyksa ls ltkoVA ;g èofu 
v{kjksa osQ iBu osQ lkFk 'kq¼ u`R; la;kstu dk ,d vewrZ [k.M gSA

vxyk ,dd] tkfrLoje~ ,d y?kq 'kq¼ u`R; [k.M gS] tks dukZVd laxhr 
osQ fdlh jkx osQ laxhrkRed Lojksa osQ lkFk izLrqr fd;k tkrk gSA tkfrLoje~ 
esa lkfgR; ;k 'kCn ugha gksrs ij vM~ow dh jpuk dh tkrh gS] tks 'kq¼ u`R; 
Øe&u`R; gksrs gSaA ;g HkjrukV~;e~ u`R; esa izf'k{k.k osQ vkèkkjHkwr izdkj gSaA

HkjrukV~;e~ dh ,d ,dy u`R; vkSj cgqr vfèkd >qdko vfHku; ;k u`R; osQ 
Lokax igys&u`R; ij gksrk gS] tgka urZdh xfrfofèk vkSj Lokax }kjk lkfgR; dks 
vfHkO;Dr djrh gSA HkjrukV~;e~ u`R; osQ ,d izn'kZu esa tkfrLoje~ dk vuqlj.k 
'kCne~ }kjk fd;k tkrk gSA lkFk esa xk;k tkus okyk xhr vkerkSj ij loksZPp 
lRrk (bZ'oj) dh vkjkèkuk gksrh gSA

Bharatnatyam Dance
Bharatnatyam Dance is considered to be over 2000 years old. 
Several texts beginning with Bharata Muni’s Natya Shastra  
(200 B.C. to 200 A.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.



HkjrukV~;e~ u`R;
'kCne~ osQ ckn urZdh o.kZue~ izLrqr djrh gSA o.kZue~ HkjrukV~;e~ jaxiVy 
dh ,d cgqr egRoiw.kZ jpuk gS] blesa bl 'kkL=kh; u`R;&:i osQ rRo dk 
lkjka'k vkSj u`R; rFkk u`Rr nksuksa dk lfEeJ.k gksrk gSA ;gka urZdh nks xfr;ksa 
esa tfVy y;kRed uewus izLrqr djrh gS] tks y; osQ mQij fu;a=k.k dks n'kkZrs 
gSa vkSj mlosQ ckn lkfgR; dh iafDr;ksa dks fofHkUu rjhdksa ls iznf'kZr djrh 
gSaA ;g o.kZu vfHku; esa urZdh dh Js"Brk gS vkSj u`R; dykdkj dh varghu 
jpukRedrk dk izfrfcEc Hkh gSA o.kZue~ Hkkjrh; u`R; esa cgqr lqanj jpukvksa 
esa ls ,d gSA

bl dfBu o.kZue~ osQ ckn urZdh eukso`fr;ksa dh ,d fofoèkrk dks vfHkO;Dr 
djus okys ,dd&vfHku; dks izLrqr djrh gSA Hkko ;k jl psgjs osQ vfHku;] 
'kjhj dh xfrfofèk;ksa vkSj gLr eqnzkvksa }kjk vfHkO;Dr fd, tkrs gSaA bu uo 
jlksa esa ls ,d jl dks pqudj lkfgR; esa mldh jpuk dh tkrh gS vkSj ckn esa 
mls urZdh }kjk vfHkO;Dr fd;k tkrk gSA lkekU; [k.M dhrZue~] Ñfr] ine~ 
vkSj tkoyh gSaA dhrZue~ esa ewy&ikB egRoiw.kZ gS] tgka Ñfr ,d jpuk gS] 
ftlesa laxhr osQ igyw ij izdk'k Mkyk tkrk gSA fo'ks"krk esa nksuksa izk;% èkkfeZd 
gSa vkSj jke] f'ko] fo".kq vkfn osQ thou dh midFkk,a izLrqr djrs gSaA ine~ 
vkSj tkoyh izse vkSj cgqèkk nSfod i`"BHkwfe ij vkèkkfjr gksrs gSaA

HkjrukV~;e~ izLrqrhdj.k dk var frYykuk osQ lkFk gksrk gS] tgka bldh mRifÙk 
fgUnqLrkuh laxhr osQ rjkuk esa gksrh gSA ;g ,d vuquknh (xqatk;eku) u`R; gS] 
tks lkfgR; dh oqQN iafDr;ksa osQ lkFk laxhr osQ v{kjksa osQ lkFk&lkFk izLrqr 
fd;k tkrk gSA fof'k"V :i ls vfHkdfYir y;kRed iafDr;ksa osQ ,d pjeksRd"kZ 
ij igqapus osQ lkFk [k.M dk lekiu gksrk gSA izLrqrhdj.k dk var eaxye~] 
Hkxoku ls vk'khoZpu ekaxus osQ lkFk gksrk gSA

HkjrukV~;e~ u`R; osQ laxhr ok| e.My esa ,d xk;d] ,d ckalqjh oknd] ,d 
e`naxe oknd] ,d oh.kk oknd vkSj ,d djrky oknd gksrk gSA tks O;fDr 
u`R; dk dfork&ikB djrk gS] og uV~Vqoukj gksrk gSA

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 
javalis. 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.



u`R; rFkk izLrqr xfrfofèk;ksa ij vkèkkfjr lkaLÑfrd laxzgksa dk mn~ns'; Nk=kksa 
dks fuEu fo"k;ksa ls voxr djkuk gS %

µ	 Hkkjrh; u`R; dh fofoèk 'kSfy;ksa dh 'kkjhfjd xfrfofèk dk O;kdj.k vkSj 
rduhd_

µ	 lapkj osQ fy, u`R; ,d okgu osQ :i esa_
µ	 ùR;&'kCnkoyh dh igqap (izlkj) vkSj og fdl izdkj jktkvksa] egkekuoksa ;k 

tkuojksa vkSj iwQyksa dh dgkfu;ksa }kjk okLrfod thou osQ fudV gS_
µ	 lkfgfR;d rFkk n`';kRed lkexzh }kjk u`R; :iksa osQ ,sfrgkfld mn~Hko dk 

vè;;uA 

;gk¡ ij oqQN xfrfofèk;k¡ lq>kbZ xbZ gSa] ij bl laxzg esa fn;s x;s fp=kksa dks] 
rjg&rjg dh f'k{kkRed vkSj lh[kus dh ifjfLFkfr;ksa esa iz;qDr fd;s tkus dh 
laHkkouk gSA f'k{kdksa ls vuqjksèk gS fd os bUgsa LowQy esa i<+k, tkus okys gj laHko 
fo"k;ksa esa iz;ksx esa yk,aA mUgsa ;g Hkh lq>ko fn;k tkrk gS fd os laxhr o u`R; 
osQ O;kogkfjd izf'k{k.k osQ fy, urZdksa&urZfd;ksa dks LowQy esa vkeaf=kr djsaA 
Nk=kksa dks] ;fn laHko gks rks] u`R; osQ y?kq [k.M fl[kk;s tk ldrs gSa] rkfd mUgsa 
'kkjhfjd xfr osQ }kjk y;] laxhr vkSj Hkko dk izFke vuqHko izkIr gks losQA

1-	 Hkkjr osQ lHkh 'kkL=kh; u`R;&:i ikSjkf.kd dFkkvksa vkSj izÑfr ls fy, x;s 
fo"k;ksa osQ gh bnZ&fxnZ ?kwers gSaA nsoh rFkk nsorkvksa] i`Foh dk mn~xe] izÑfr 
osQ fofoèk :iksa vkfn osQ ckjs esa dgkfu;k¡] iqjk.k dFkkvksa rFkk nUr dFkkvksa 
ls pquh tkrh gSa vkSj fiQj mUgsa u`R; }kjk izLrqr fd;k tkrk gSA Nk=kksa dks 
mu egRoiw.kZ nsfo;ksa@izkÑfrd Lo:iksa vFkok ewy thou dh ifjfLFkfr;ksa 
dks pquus osQ fy, dgk tk ldrk gS] ftUgsa mUgksaus u`R; esa ns[kk gSA 
mnkgj.kkFkZ]

	 µ	 f'ko] fo".kq] x.ks'k] ikoZrh] nqxkZ] ljLorhA
	 µ	 egRoiw.kZ ufn;k¡] ifo=k o`{k] vkHkw"k.k iguus ;k izrhdkRed lans'kksa osQ 

lkFk iwQyA
		  fiQj Nk=kksa dks izR;sd osQ lkFk lacafèkr ikSjkf.kd vkSj nar dFkkvksa dks 

,df=kr djus osQ fy, dgk tk ldrk gSA mnkgj.k osQ rkSj ij]
	 µ	 x.ks'k dks fdl izdkj gkFkh dk flj izkIr gqvk]
	 µ	 leqnz eaFku osQ D;k ifj.kke Fks]
	 µ	 dey osQ iwQy ls tqM+h gqbZ nar dFkk,a vkfnA

	 bl lEcUèk esa iqLrdksa ls lanHkZ ysdj] mPp ukxfjdksa ls lk{kkRdkj LowQy 
osQ lekpkji=k&cksMZ ij iznf'kZr fd;k tk ldrk gS vkSj ckn esa lanHkZ osQ 
fy, mls ifj;kstuk&iqLrd osQ :i esa cuk;k tk ldrk gSA

2-	 eafnjksa vkSj laxzgky;ksa osQ lkef;d Hkze.k vk;ksftr fd;s tk ldrs gSa] rkfd 
cPps f'kYi vkSj fp=kdyk osQ fo"k; esa tku losaQA tks fo'ks"k :i ls u`R; 
ls lEcfUèkr gSa] mudk foLrkj ls vè;;u fd;k tkuk pkfg,A Nk=kksa dks 
dyk] tSls& eq[kkÑfr osQ Hkko] eqnzk,a] Hkafxek,a] os'kHkw"kk] u`R; jpuk,a vkSj 
vklikl dk okrkoj.k] vkfn osQ izR;sd dk;Z osQ fofoèk igyqvksa dh vksj 
è;ku nsus osQ fy, izksRlkfgr fd;k tkuk pkfg,A

	 mPp LowQy osQ Nk=kksa dks u`R; :i vkSj f'kYi rFkk fp=kdyk dh fof'k"V 
oLrqvksa osQ chp lEcUèk dk vè;;u djus osQ fy, dgk tk ldrk gSA 
Nk;kfp=kksa] fVIif.k;ksa rFkk fopkjksa osQ lkFk ,d iQksYMj rS;kj fd;k tk 
ldrk gSA (Nk=kksa dks u`R; :iksa osQ lkFk ifjfpr djokus osQ fy, Hkze.k 
dk dk;ZØe vk;ksftr djus ls iwoZ] bl laxzg osQ fp=k Bhd mlh izdkj 
ls d{kk esa Hkh iz;ksx esa yk, tk ldrs gSaA)

Nk=kksa rFkk vè;kidksa osQ fy, jpukRed xfrfofèk;ka

Creative Activities for Students and Teachers

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.
–	 the range 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).



3-	 Nk=kksa dks muosQ }kjk ns[ks x;s ùR;&:i esa iz;qDr gksus okyh lHkh fofoèk 
eqnzkvksa ;k izrhdkRed laosQrksa osQ fp=k ,df=kr djus ;k cM+s fp=k cukus osQ 
fy, dgk tk ldrk gSA ikjEifjd lTtk osQ lkFk ,d cM+k cksMZ rS;kj fd;k 
tk ldrk gSA izR;sd eqnzk vFkok fp=kkRed izLrqrhdj.k osQ uhps mUgsa mldk 
uke] vFkZ vkSj mi;ksfxrk fy[kus osQ fy, dgk tk ldrk gSA cM+h d{kk osQ 
Nk=k tgka ij eqnzk@Hkko iz;qDr fd;s x;s gSa] ml LFkku ij lkfgR; ;k xhr 
osQ NUn (vuqPNsn) tksM+ ldrs gSaA mlh eqnzk@Hkko dks fofoèk ifjfLFkfr;ksa esa 
iz;ksx esa ykus osQ fy, iz;kl fd;k tkuk pkfg,A

4-	 eq[kkÑfr Hkko (psgjs osQ Hkko)µvfHku; u`R; dk ,d egRoiw.kZ fgLlk gSA 
vè;kidksa }kjk Nk=kksa dks ukS jl le>kus pkfg,A fooj.k dk o.kZu Nk=kksa 
osQ vk;q oxZ osQ fglkc ls fHkUu Hkh gks ldrk gSA

	 blosQ ckn ,d #fpdj vukSipkfjd [ksy gks ldrk gSA Nk=kksa dks Lor% 
cukbZ xbZ ifjfLFkfr ;k dgkuh ij ,d Hkko dks ewy :i esa izLrqr djus 
osQ fy, dgk tk ldrk gSA d{kk osQ ckdh Nk=kksa dks dgkuh rFkk ml ewd 
vfHku; esa O;Dr jl dks crkus osQ fy, dgk tkuk pkfg,A Hk;µ Mj osQ 
Hkko dks] mnkgj.kkFkZ bl izdkj izLrqr fd;k tk ldrk gS&vaèksjs vkSj ?kus 
taxy esa [krjukd ifjfLFkfr esa iaQlk gqvk ,d cPpk vkSj ,d Mjkouk 
tkuoj mldk ihNk djrk gqvkA bl Hkko dks ljy eqnzkvksa vkSj izeq[k 
vfHkO;fDr;ksa }kjk izfrfcafcr fd;k tk ldrk gSA

5-	 vè;kid lkèkkj.k xfrfofèk;k¡ vk;ksftr djosQ gh Nk=kksa dks mudh y; 
;k rky dks lqèkkjus osQ fy, izksRlkfgr dj ldrs gSaA Nk=kksa dks pkV~Zl 
rS;kj djus osQ fy, dgk tk ldrk gS] tgk¡ ij vkd"kZd uewuksa }kjk 
y;kRed :iksa dh ek=kkvksa (rky) dks n`';kRed :i esa izLrqr fd;k x;k 
gksA fHkUu&fHkUu le; pØksa osQ fy, fHkUu&fHkUu uewus iz;ksx esa yk, tkus 
pkfg,A (pkVZ esa fn[kk, x;s izrhd fpUgksa dk egRo le>kus osQ fy, ,d 
oqaQth (mÙkjrkfydk) cukbZ tk ldrh gSA)

	 vfèkd vuqHkoh Nk=kksa dks vkSj vU; xfrfofèk;k¡ nh tk ldrh gSaA izR;sd 
Nk=k dks ,d fuf'pr la[;k osQ le; ckèkd fn;s tkus pkfg, vkSj mUgsa 
y; vkSj xfr;ksa osQ fofoèk ifjorZuksa vkSj la;kstuksa osQ iz;ksx ls fn;s x;s 
le; osQ <kaps osQ Hkhrj y;kRed uewus rS;kj djus osQ fy, dgk tkuk 
pkfg,A ;g xfrfofèk LokHkkfod jpukRedrk dks lkeus yk,xh vkSj 'kq¼rk 
rFkk ,dkxzrk dk fodkl djsxhA

6-	 vè;kid Nk=kksa dks nSfud thou esa ùR; tSlk ifj;kstuk&fo"k; ns ldrs 
gSaA Nk=kksa dks vius vkl&ikl osQ yksxksa dh vfHkO;fDr;ksa rFkk fØ;kdykiksa 
dk fo'ys"k.k djus osQ fy, dgk tk ldrk gSA fiQj Nk=k oSKkfud ùR; ;k 
eqnzkvksa dh ,d lwph ,df=kr dj ldrs gSa] tks nSfud thou esa iz;qDr gksrh 
gS vkSj os mudk mn~xe izfrfnu dh xfrfofèk;ksa esa <wa< ldrs gSaA Nk=kksa dks 
bl ckr ls voxr djkuk pkfg, fd dyk :i vkSj nSfud thouµ nksuksa 
vkil esa xgjs tqM+s gSaA njvly] mUgsa oqQN leku eqnzk,a pquus osQ fy, dgk 
tk ldrk gS vkSj fiQj os mUgsa lkSUn;kZRed ùR; eqnzkvksa esa viuh dYiuk osQ 
vuqlkj ifjofrZr dj ldrs gSaA

7-	 egRoiw.kZ èkkfeZd o lkekftd R;kSgkjksa osQ volj ij Nk=kksa dks y?kq ùR;ksa dh 
jpuk djus osQ fy, dgk tk ldrk gS] ftlesa R;kSgkj osQ egRo dks crk;k x;k 
gksA mnkgj.kkFkZ] bZlq osQ tUe] Hkxoku~ cq¼ tUeksRlo ukVd vkSj gksfydk dh 
dgkuh rFkk R;kSgkj dks eukus osQ rjhosQ] bR;kfn dks izLrqr fd;k tk ldrk gSA 
bl ùR; dks R;kSgkj osQ fnu LowQy dh lHkk esa izLrqr fd;k tk ldrk gSA ;g 
xfrfofèk Nk=k dks bl ckr ls voxr djkrh gS fd fdl izdkj vPNkbZ vkSj 
lR; dk fopkj lHkh èkeks± ij xgjk izHkko Mkyrk gSA

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 mudra/action in different situations.

4.	 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.

5.	 The teacher can encourage the students to improve their 
rhythm and tala 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.

6.	 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.

7.	 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.



8-	 Nk=kksa dh jpukRedrk dks [kkstus osQ Øe esa vè;kidksa dks pkfg, fd os 
mUgsa lkekU; :i ls] thou ls lEcfUèkr #fpdj xfrfofèk;ksa ls tksM+saA vr% 
vè;kid v[kckjksa vkSj if=kdkvksa ls lkoèkkuhiwoZd pqus gq, mi;ksxh fo"k; 
Nk=kksa dks ns ldrs gSaA mnkgj.kkFkZµ

	 µ 'kkfUr dh vko';drk
	 µ fgalk dh O;FkZrk
	 µ lkekftd vlekurk,a
	 µ jk"Vªh; ,drk
	 µ i;kZoj.k laj{k.k
	 10 ls 15 Nk=kksa osQ lewgksa dks vkd"kZd rFkk izHkkodkjh <ax ls ,d 

ukVdh; n`'; >kadh cukus osQ fy, dgk tk ldrk gSA >kadh dh ;kstuk 
vkSj fMtkbu lkt&lTtk vkfn Nk=kksa osQ lewgksa }kjk gh dh tkuh pkfg,A 
bl xfrfofèk dk mís'; Nk=kksa esa psruk txkuk gS vkSj mudh dykRed 
izfrHkk dk mi;ksx djuk gSA bu >kafd;ksa dks jk"Vªh; fnolksa vFkok [ksy 
fnol osQ volj ij izLrqr fd;k tk ldrk gSA

9-	 fo"k;d u`R;] cSys LowQy osQ okf"kZd fnol lekjksg vFkok vU; fdlh 
lekjksg osQ fy, rS;kj fd;k tk ldrk gSA lHkh vè;kid ,d lkFk 
feydj dke dj ldrs gSa vkSj 400&500 Nk=kksa dks ysdj ,d dk;ZØe 
('kks) izLrqr dj ldrs gSaA blosQ fy, izklafxd #fp osQ fo"k; tSlsµ 
izÑfr vkSj laLÑfr dk laj{k.k] lk{kjrk] Hkw[k vkSj xjhch] >ksaiM+hokfl;ksa 
dh leL;k,a vkfn dks pquk tk ldrk gSA ,slk fo'kkydk; fuekZ.k LowQy 
rFkk leqnk; rd Hkh igqap ldrk gSA

10-	urZdksa (ùR; dykdkjksa) dh lwfp;k¡] muosQ ùR; dh 'kSfy;ka] laxBu tgk¡ 
os dke djrs gSa] ùR; osQ laLFkku] ùR; :iksa ij iqLrosaQ] if=kdk,a] ekfld 
if=kdk,a ,df=kr dh tk ldrh gSaA ,slk fu;fer :i ls fd;k tk ldrk 
gS] ftlesa izfro"kZ vfrfjDr tkudkjh nh tk ldrh gSA

11-	vktdy] ns'k osQ lHkh izeq[k uxjksa esa fu;fer :i ls ùR;&mRloksa dk 
vk;kstu fd;k tk jgk gSA gky gh osQ o"kks± esa] [ktqjkgks] fpnacje~] dks.kkoZQ 
vkfn LFkyksa osQ eafnj egRoiw.kZ ùR; mRloksa osQ osQUnz osQ :i esa mHkjdj 
lkeus vk;s gSaA Lihd eSosQ osQ lekjksg rks NksVs uxjksa esa LowQyksa osQ Nk=kksa 
rd Hkh igqaprs gSaA bu dk;ZØeksa dk foLr̀r C;kSjk lHkh lekpkj i=kksa esa 
fn;k tkrk gSA Nk=kksa dks lekpkj i=kksa ls bu dk;ZØeksa osQ C;kSjksa dh drjusa 
,df=kr djus] mUgsa budk vè;;u djus vkSj Hkfo"; osQ lUnHkZ gsrq laHkky 
dj j[kus osQ fy, dgk tkuk pkfg,A ùR; dk;ZØeksa esa ls izfl¼ dykdkjksa 
rFkk lgk;dksa osQ uke] fof'k"V ;k nqyZHk izLrqfr;ksa vkSj rky] Hkko rFkk 
vfHku; ij #fpdj fVIif.k;ka (leh{kk) ,df=kr dh tkuh pkfg, rFkk 
mudk vè;;u fd;k tkuk pkfg,A

12-	vU; cgqr egRoiw.kZ xfrfofèk;ka Nk=kksa osQ fy, vk;ksftr dh tk ldrh gSaA 
lHkh vU; 'kkL=kh; rFkk yksd u`R; :iksa osQ izfr Nk=kksa esa #fp txkus gsrq 
mUgsa dgk tkuk pkfg, fd os ftl u`R; :i ls ifjfpr gSa] mlls vU; 
u`R; :iksa dh rqyuk djsaA

	 lkaLÑfrd Ïksr ,oa izf'k{k.k osQUnz }kjk ùR; ij rS;kj fd;s x;s laxzgksa osQ 
vè;;u }kjk fofoèk izdkj dh xfrfofèk;ka vk;ksftr dh tk ldrh gSa] lkFk 
gh Hkkjrh; ùR; :iksa osQ izfr Nk=kksa dh tkudkjh c<+kus osQ fy, fp=kksa] pkVZ] 
os'kHkw"kk] laxhr ok|ksa vkSj iqLrdksa dh izn'kZfu;ka yxkbZ tk ldrh gSaA

8.	 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.

9.	 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.

10.	 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.

11.	 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  
festival reaches even the students of schools in small towns. 
Extensive reporting is done in all newspapers. 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.

12.	 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.
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HkjrukV~;e~ u`R;
Bharatnatyam Dance

1.	 Hkkjrh; ikSjkf.kdh osQ vuqlkj] f'ko us uVjkt osQ :i esa bl l`f"V dh jpuk dhA izLrqr pksydkyhu 
dkaL; izfrek ls ;g rF; mn~?kkfVr gksrk gS fd u`R; vkSj f'kYi dyk ,d&nwljs ls dkiQh gn rd 
izHkkfor FkhaA uVjkt osQ nkfgus gkFk esa Me: èofu dk izrhd gS] vkSj nwljk nkfguk gkFk HkDrksa dks 
laj{k.k iznku djus gsrq irkdk gLreqæk esa mBk gqvk gSA viLekj nSR; ij [kM+s uVjkt] vKku dk uk'k 
dj fo'o dks izdk'k rFkk Kku ls iznhIr djrs gSaA

	 HkjrukV~;e~ ,dgk;Z osQ :i esa of.kZr gS] ftlesa ,d urZdh vusd Hkwfedkvksa dks iznf'kZr djrh gSA 
u`R; osQ Hkxoku&f'ko&dks uVjkt osQ :i esa lHkh u`R; 'kSfy;ksa esa izLrqr fd;k tkrk gSA izLrqr vkarfjd 
fp=k esa vki czãkaMh; urZd osQ :i esa uVjkt dh eqnzk izLrqr djrh urZdh dks ns[k ldrs gSaA urZdh 
us viuk nkfguk gkFk vHk; eqnzk esa] Hkxoku ls eqfDr ;kpuk dj jgs HkDrksa dks laj{k.k nsus osQ fy, 
mBk;k gqvk gSA

1.	 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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HkjrukV~;e~ u`R;
Bharatnatyam Dance

2.	 HkjrukV~;e~] u`Ùk vFkok vewrZ dYiuk vkSj u`R; vFkkZr~ u`Ùk vkSj vfHku; (vfHkO;fDr) 
:ih nks izeq[k rRoksa ls ;qDr gksrk gSA tc gkFkksa dh xfr vkSj eqnzk,a] fdlh izdkj dh vFkZ 
vfHkO;fDr ugha djrha] oju~ u`R;&izLrqfr esa ykfyR; vkSj 'kSyh&fofoèkrk ykrh gSa] rc mls 
^u`Ùk* dgk tkrk gSA u`Ùk esa] ikao osQ LFkkiu vkSj xfr ls eaMy (vax foU;kl)] mRIykou 
(ya?ku)] xfr Hkzejh (orqZykdkj xfr) vkSj pkjh (pky) izLrqr gksrs gSaA mijksDr izR;sd oxZ 
osQ dbZ :ikarj gSaA

	 izLrqr fp=kksa esa ge fuEu xfr vkSj eqnzk,a ns[k ldrs gSa %

	 lke&blesa ikao LokHkkfod :i ls j[ks tkrs gSa vkSj lhèks vkxs dh vksj vfHkeq[k gksrs gSaA

	 LofLrd&blesa ikao fofoèk izdkj osQ la;kstuksa esa frjNs j[ks tkrs gSaA

	 pkjh&pky vFkok BouA

2.	 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
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3.	 vjkbZe.Mh ;k ik'oZ HkjrukV~;e u`R; 'kSyh dh ,d vU; izeq[k voLFkk gS] ftlesa eqM+s gq, 
?kqVuksa lfgr] iSj iw.kZr% ckgj dh vksj eqM+us okyh voLFkk esa gksrs gSaA HkjrukV~;e~ esa bl 
ckgj dh vksj eqM+s gq, ?kqVuksa dh voLFkk dks v¼Ze.Myh ;k mDdkjke.Myh osQ uke ls Hkh 
tkuk tkrk gS vkSj bl voLFkk dks urZd vfèkdka'k fo'kq¼ u`R; vfHkØeksa esa iz;qDr djrs 
gSaA

3.	 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.





HkjrukV~;e~ u`R;
Bharatnatyam Dance

4.	 vkèkkjHkwr u`R; ,dd dks vM~ow dgk tkrk gSA ;g [kM+s jgus dh izèkku eqnzk (LFkkud) iSjksa 
vkSj ikao dh xfr (pkjh) rFkk vkyadkfjd gLr eqnzk (u`Ùk gLr) dk la;kstu gSA vM~ow esa 
nks izeq[k la?kVd gksrs gSaµrky (le; eki) vkSj y;A vM~ow osQ yxHkx 10 ls 12 lewg 
gksrs gSa] ftuesa ls izR;sd osQ dbZ :ikarj gksrs gSaA vM~ow dks rhu xfr;ksa esa izLrqr fd;k tkrk 
gSµewy] nqxqu vkSj pkSxquA izLrqr fp=k esa ge rsbZ rsbZ rr~ rk vM~ow dks ns[k ldrs gSaA bls 
ihNs dh vksj frjNk >qd dj izLrqr fd;k tkrk gSA nksuksa gkFkksa osQ fy, f=kirkdk gLr dk 
iz;ksx fd;k tkrk gSA ck;sa gkFk dks Åij mBk;k tkrk gS vkSj nk;sa gkFk dks frjNh js[kk :i 
eqnzk izLrqr djus gsrq uhps >qdk;k tkrk gSA 'kjhj dk Hkkj ck;sa iSj ij gksrk gS vkSj nkfguh 
,M+h dks fp=kkuqlkj mBk;k tkrk gSA

4.	 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 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.
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5.	 (d)	izLrqr fp=k esa rr~ rsbZ rk gk&vM~ow dks iznf'kZr fd;k x;k gSA vjkbZeaMh voLFkk esa] nkfgus 
gkFk dks foLrkfjr fd;k tkrk gSA blesa f=kirkde~ eqnzk dks iz;qDr fd;k tkrk gSA

5.	 ([k)	f}rh; fp=k esa vM~ow dh gh fujarj xfr fn[kkbZ xbZ gSA ryok tehu ij j[kdj nkfgus iSj 
dks vkxs dh vksj c<+k;k tkrk gS vkSj nkfgus ?kqVus dks >qdk;k tkrk gSA iSj osQ vxzHkkx 
(iknkaxqfy) dks tehu ij fVdk dj] cka;h ,M+h dks lkFk&lkFk mBk;k tkrk gSA 'kjhj dk 
Hkkj nkfgus iSj ij iM+rk gSA blesa f=kirkdk gLr iz;qDr gksrh gSA

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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6.	 izLrqr fp=k esa e.Mh vM~ow dk ,d Hkkx ;k lEiw.kZ cSBdh&voLFkk dks iznf'kZr fd;k x;k gSA 
nkfguk iSj ”kjk&lk ihNs dj fy;k x;k gS vkSj 'kjhj dk Hkkj ck,¡ iSj ij gSA f=kirkdk&gLr 
eqnzk dk mi;ksx nksuksa gkFkksa osQ fy, gksrk gSA

6.	 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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7.	 fdV rd nkjh fdVrkse&HkjrukV~;e~ u`R; 'kSyh dk ,d vU; egRoiw.kZ vM~ow gSA tSls 'kCn 
la;ksftr gksdj okD; cukrs gSa] oSls gh vM~ow la;ksftr gksdj dksjokbZ uked vuqØe fodflr 
djrs gSaA tc u`R; lapkyd (uV~Vqoukj) }kjk mPPkfjr y;kRed v{kjksa osQ lkFk bu vuqØeksa 
dks izLrqr fd;k tkrk gS] rc mUgsa tkfr dgk tkrk gSA tfVy vkSj foLr`r tkfr;ksa dks rhjekue~ 
dgk tkrk gSA rhjekue~ dks ,d fuf'pr xfr osQ lkFk rhu ckj nksgjk dj lekIr fd;k tkrk 
gS vkSj Åij fp=k esa iznf'kZr xfr&fdV rd nkjh fdV rkse gSA urZd dykdkj] fp=kuqlkj 
gkFk dks vkxs foLrkfjr dj] ckag dks ÅèoZLFk j[kdj orqZykdkj xfr izLrqr dj vM~ow dk 
lekiu djrk gSA blesa irkdk vkSj vykin~e gLr dk iz;ksx fd;k x;k gSA

7.	 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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8.	 jl ls lac¼ vkSj vfHku; }kjk funf'kZr dyk dks u`R; dgk tkrk gSA vfHku; dks gLr }kjk 
vfHkO;Dr fd;k tkrk gS] tks Hkkjrh; 'kkL=kh; u`R; dh ,d fof'k"V fo'ks"krk gSA ukV~;'kkL=k 
rFkk vfHku;niZ.ke~ tSls izcaèk foLrkjiwoZd gLr dk mYys[k djrs gSaA vla;qDr rFkk la;qDr 
(nksgjk gkFk) vkSj mudk iz;ksx (fofu;ksx) fdlh Hkh fo"k;&oLrq vkSj ladYiuk dks 
vfHkO;Dr] vFkZ izfrikfnr vkSj of.kZr dj ldrs gSaA

		 izLrqr fp=k esa] vykin~e gLr dks iznf'kZr fd;k x;k gSA bl gLr dks dey] orqZykdkj xfr] 
iw.kZ panz] lkSUn;Z] osQ'k iqat] ehukj] xkao] maQpkbZ] xqLlk] iz'kalk ;k osQoy eq[k dks fufnZ"V 
djus gsrq iz;qDr fd;k tk ldrk gSA

8.	 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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9.	 vfHku; vkSj Hkko dks osQoy eq[kkfHkO;fDr (eq[keqnzk) }kjk Hkh O;Dr fd;k tk ldrk gSA 
ij gLr eqnzk dk iz;ksx] euksHkkoksa dks izHkko'kkyh :i esa vfHkO;Dr djus osQ Hkko esa o`f¼ 
djrk gSA izLrqr fp=k esa urZdh gLr (vykin~e) }kjk lkSUn;Z dks funf'kZr dj jgh gSA

9.	 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.
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10.	 gFksyh vkSj maxfy;ksa dk lapkyu rFkk muosQ LFkkiu dh fLFkfr osQ vkèkkj ij gLr }kjk dbZ 
izdkj dh vFkkZfHkO;fDr gks ldrh gSA izLrqr fp=k esa urZdh gLr&vykin~e dk iz;ksx djrs 
gq, panz leku lqUnj eq[k dks funf'kZr dj jgh gSA

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.
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11.	 urZdh osQ nkfgus gkFk ls eqoqQygLr dk izn'kZu gksrk gS] tcfd ck;k¡ gkFk irkdk gLr dh 
vkèkkfjd vkÑfr xzg.k djrk gSA

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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12.	 u`R;&izLrqfr esa gkFkksa dks iz;qDr djus dh jhfr (pyu) dks gLrizk.k dgk tkrk gSA maxfy;ksa 
dks ifjpkfyr vkSj iz;qDr djus dh jhfr ls jl ;k lkSUn;Z dh mRifÙk gksrh gS] ftlls 
izrhdkRed vFkok vfHkO;atd :i esa ladYiuk vFkok fopkj funf'kZr gksrk gSA izLrqr fp=k 
esa urZdh] nkfgus gkFk ls eqnzk f'kdje~ dks izLrqr dj jgh gS] tks f=k'kwy osQ vafre fljs dk 
izrhd gS vkSj ck;sa gkFk }kjk f=k'kwy izrhd :i esa izLrqr gSA ;g u`R; Hkafxek cqjh 'kfDr;ksa 
osQ ^^uk'k** dks bafxr djrh gSA

12.	 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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13.	 vfHku; yksdèkehZ (okLrfod) vkSj ukV~;èkehZ (ijaijkxr vkSj :f<+xr) bu nks 'kSfy;ksa dks 
vius Hkhrj lekfo"V djrk gSA yksdèkehZ vfHkO;fDr vklkuh ls le> esa vkrh gS] D;ksafd 
og nSfud thou osQ lehi gksrh gSA ukV~;èkehZ vfHkO;fDr esa :<+ 'kSyh osQ vuqlkj] gLr 
ps"Vkvksa] ijaijkxr xfr;ksa vkSj 'kkL=kh; eqgkojksa osQ fu;eksa dks iz;qDr fd;k tkrk gSA

(d)	 izLrqr fp=k esa urZdh ukV~;èkehZ 'kSyh (i¼fr) esa Hk; dks vfHkO;Dr dj jgh gSA ;gka ij 
e`x'kh"kZ gLr dk iz;ksx fd;k x;k gSA ikao LofLrde~ eqnzk esa gSA

([k)	 bl fp=k esa] ukV~;èkehZ 'kSyh (i¼fr) esa urZdh ^^vkàku** (cqykuk) osQ Hkko dks funf'kZr 
dj jgh gSA ;gka ij e`x'kh"kZ gLr dk iz;ksx fd;k x;k gS vkSj ikao pkjh pky vFkok Bou 
esa vofLFkr gSaA

13.	 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.

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

(b)	 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.	(d)	izLrqr fp=k esa fn[kk;k x;k gLr pkrqje~ uke ls tkuk tkrk gSA urZdh Jo.k&fØ;k iznf'kZr 
dj jgh gSA

14.	([k)	bl fp=k esa mlh eqnzk ls ^viZ.k* dk Hkko iznf'kZr gksrk gSA ;g ^eqnzk* dLrwjh] lksuk] rk¡ck] 
yksgk] vk¡[ksa bR;kfn dks fufnZ"V djus osQ fy, Hkh iz;qDr gksrh gSA

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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15.	 pkj izdkj osQ vfHku; gksrs gSaµ vkafxd] okfpd] vkgk;Z vkSj lkfRodA

	 vkafxd vfHku; dks 'kkjhfjd eqnzkvksa }kjk izLrqr fd;k tkrk gSA bl eqnzk dks vkafxd uke 
blfy, fn;k x;k gS] D;ksafd bls vax] izR;ax vkSj mikax }kjk vfHkO;Dr fd;k tkrk gS] 
ftlesa 'kkjhfjd eqnzkvksa dk izfrfufèkRo dj jgs 'kjhj osQ fofHkUu vax iz;qDr gksrsa gSaA ;g 
fp=k] fo".kq Hkxoku osQ ujflag vorkj dks ifjHkkf"kr djrk gSA izLrqr fp=k esa urZdh dks 
vjkbZe.Mh voLFkk esa i`Fkd :i ls mxz Hkko iznf'kZr djrs funf'kZr fd;k x;k gSA blesa dfV 
Åijh Hkkx dks vkxs >qdkdj flj rFkk vka[kksa dks Åij mBkrs gSa rFkk ,d fuf'pr dks.k ij 
dykbZ dks vUnj dh vksj eksM+k tkrk gSA

15.	 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.	(d)	okfpd vfHku; esa dfork,a (dkO;) vkSj ukVd lfEefyr gksrs gSa] ftlesa u`R; :i esa 
lkfgfR;d rRo dks izLrqr fd;k tkrk gSA okfpd vfHku; esa dkO; lacaèkh fo"k;oLrq dks 
yksdèkehZ dgk tkrk gS] tcfd xk;u lacaèkh fo"k; oLrq dks ukV~;èkehZ dgk tkrk gS] 
D;ksafd blesa laxhr] 'kkL=kh; dukZVd 'kSyh dk gksrk gSA fp=k esa urZdh panzdyk eqnzk dk 
iz;ksx djrs gq, cksyus vFkok xkus dh HkkokfHkO;fDr iznf'kZr dj jgh gSA

16.	([k)	vkgk;Z vfHku; osQ vUrxZr vkHkw"k.kksa] os'kHkw"kkvksa vkfn }kjk 'kjhj osQ vyadj.k dks izLrqr 
fd;k tkrk gSA ;gka urZdh] eqnzk dVdeqde dk iz;ksx djrs gq, dku dk cqank iguus dh 
fØ;k funf'kZr dj jgh gSA pkSFks vfHku; izdkj dks lkfRod dgk tkrk gSA blesa xgu 
Hkkoksa rFkk dYiukvksa tSlsµvJq] yjtuk] ilhuk vkuk] csgks'k gksuk] izse] 'kkafr vkfn Hkkoksa 
osQ iz;ksx rFkk lhèks&lkns vfHku; }kjk Hkkoukvksa dks vfHkO;Dr fd;k tkrk gSA

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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HkjrukV~;e~ u`R;
Bharatnatyam Dance

17.	 Hkjreqfu jfpr ukV~;'kkL=k (200 bZlk iw- ls 200 bLoh lu~) esa vkB izeq[k jlksaµ Ük`axkj] ohj] d#.k] 
jkSnz] gkL;] Hk;kud] ohHkRl vkSj vn~Hkqr dk mYys[k fd;k x;k gS] ftUgsa u`R; rFkk ukVd }kjk izLrqr 
fd;k tk ldrk gSA uosa] 'kkar jl dks dkiQh ckn esa lfEefyr fd;k x;k] D;ksafd] ,slk ekuk tkrk 
Fkk fd iw.kZ 'kkar fLFkfr dks izLrqr djuk vFkok fpf=kr djuk dfBu gSA ij] vkt bl uosa jl ls lc 
Hkyh izdkj ifjfpr gSaA

	  Ük`axkj ,d egRoiw.kZ jl gS vkSj bl jl osQ fofoèk igyqvksa tSls&L=kh vkSj iq#"k dk izse] ijefirk 
ijekRek osQ izfr ekuo ek=k dk izse] ckyd osQ fy, ek¡ dk izse] nksLrksa osQ chp I;kj vkfn dks Hkkjrh; 
u`R; dh vfHku; izLrqfr esa izLrqr fd;k tkrk gSA izLrqr fp=k esa urZdh fiz; osQ lEeq[k gksus ij] ukf;dk 
osQ yTtk Hkko dks iznf'kZr dj jgh gS tks  Ük`axkj jl dk ,d egRoiw.kZ igyw gSA

17.	 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.	 d#.kk ;k laosnuk ekuo ek=k dk ,d vR;ar LokHkkfod euksHkko gS rFkk u`R; esa bls :<+ 
'kSyh osQ vuqlkj izLrqr fd;k tkrk gSA ;gka ij urZdh d#.k jl dks fufnZ"V djus gsrq prqjk 
eqnzk vkSj eq[k vfHku; dk iz;ksx dj jgh gSA

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.	 jkSnz ;k Øksèk Hkh ekuo osQ LoHkko dk gh ,d vfuok;Z Hkkx gSA u`R; esa bls vfr'k;ksfDriw.kZ 
eq[k euksHkkoksa }kjk rFkk dHkh&dHkh l'kDr 'kkjhfjd xfr;ksa }kjk vfHkO;Dr fd;k tkrk gSA 
izLrqr fp=k esa jkSnz jl dks vfHku; rFkk eqf"V gLr eqnzk }kjk iznf'kZr fd;k x;k gSA

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.
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20.	 ^eq[k* ekuo&euksHkkoksa dk niZ.k gksrk gSA vn~Hkqr jl ;k vk'p;Z vFkok foLe; osQ euksHkko 
dks izLrqr fp=k esa] eq[kkfHku; rFkk gLr eqnzkvksa }kjk iznf'kZr fd;k x;k gSA

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.
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21.	(d)	ikSjkf.kd lanHkks± osQ vuqlkj nsoh&nsorkvksa dks fp=kkafdr djus osQ cgqr ls rjhosQ gSaA 
mnkgj.kkFkZµfo".kq Hkxoku dks 'ka[k vkSj pØ Fkkes gq, ;k 'ks"kukx (liZ nsork) ij vofLFkr 
dj] izrhd :i esa izLrqr fd;k tk ldrk gSA izLrqr fp=k esa] urZdh] fo".kq Hkxoku dks 
vfHku;niZ.ke~ osQ ewy ikB osQ vuqlkj izLrqr dj jgh gSA urZdh osQ nksuksa gkFk f=kirkdk 
eqnzk esa gSa vkSj ikao LofLrde~ dh voLFkk esaA

21.	([k)	HkjrukV~;e dh ;g eqnzk fo|k dh nsoh&ljLorh dks izrhdLo:i izLrqr djrh gSA urZdh 
osQ nksuksa gkFk eqnzk e`x'kh"kkZ esa gSa] tks rkj ok|&oh.kk osQ oknu dk izrhd gSA

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.





lkaLÑfrd lzksr ,oa izf'k{k.k osQUæ	 Centre for Cultural Resources and Training

HkjrukV~;e~ u`R;
Bharatnatyam Dance

22.	(d)	Ñ".k dh thou yhyk dFkkvksa dh izlax izLrqfr lHkh u`R; 'kSfy;ksa esa vR;ar yksdfiz; gSA 
izLrqr fp=k esa urZdh Ñ".k dks ckalqjh ctkrs gq, funf'kZr dj jgh gSA ;gka nksuksa gkFkksa dk 
iz;ksx djrs gq, urZdh dh e`x'kh"kZe~ gLreqnzk ckalqjh dks izrhd :i esa izLrqr djrh gSA 
urZdh osQ nksuksa ikao LofLrde~ esa eqM+s gq, gSaA

22.	([k)	fo".kq osQ vorkj jke osQ fofoèk xq.kksa (fo'ks"krkvksa) dks lHkh u`R; 'kSfy;ksa esa izLrqr fd;k 
tkrk gSA izLrqr fp=k esa urZdh jke dks èkuq"k&ck.k fy, gq, izrhd :i esa izLrqr dj jgh 
gS vkSj ikao dk LFkkiu LofLrde~ esa gSA

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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23.	 fofHkUu dkyksa dh f'kYi Ñfr;ksa ls ml le; dh izpfyr u`R; Hkafxekvksa vkSj laxhrkRed 
ok|ksa dh tkudkjh izkIr gksrh gSA Hkkjr osQ lHkh eafnjksa esa laxhr vkSj u`R;] iwtk dk gh ,d 
vfuok;Z Hkkx gSA fpnacje~ eafnj dh nhokjksa ij vofLFkr izLrqr f'kYi urZdh dks ,d laxr 
dykdkj laxhrK osQ lkFk funf'kZr dj jgk gSA

23.	 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.
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24.	 HkjrukV~;e~ u`R; izLrqfr osQ laxr ok|o`Un esa lkekU;r% ,d xk;d ,d e`nax oknd] ,d 
ckalqjh oknd vkSj ,d eathjk oknd gksrk gSA uV~Vqoukj u`R;izLrqfr dk la;kstd gksrk gSA lkFk 
gh] og uV~Vqokuaxe~ (eathjk) oknu Hkh djrk gSA

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).



HkjrukV~;e~ u`R;
Bharatnatyam Dance

1.	 Hkkjrh; ikSjkf.kdh osQ vuqlkj] f'ko us uVjkt osQ :i esa bl 
l`f"V dh jpuk dhA izLrqr pksydkyhu dkaL; izfrek ls ;g 
rF; mn~?kkfVr gksrk gS fd u`R; vkSj f'kYi dyk ,d&nwljs 
ls dkiQh gn rd izHkkfor FkhaA uVjkt osQ nkfgus gkFk esa 
Me: èofu dk izrhd gS] vkSj nwljk nkfguk gkFk HkDrksa 
dks laj{k.k iznku djus gsrq irkdk gLreqæk esa mBk gqvk gSA 
viLekj nSR; ij [kM+s uVjkt] vKku dk uk'k dj fo'o dks 
izdk'k rFkk Kku ls iznhIr djrs gSaA

	 HkjrukV~;e~ ,dgk;Z osQ :i esa of.kZr gS] ftlesa ,d 
urZdh vusd Hkwfedkvksa dks iznf'kZr djrh gSA u`R; osQ 
Hkxoku&f'ko&dks uVjkt osQ :i esa lHkh u`R; 'kSfy;ksa esa 
izLrqr fd;k tkrk gSA izLrqr vkarfjd fp=k esa vki czãkaMh; 
urZd osQ :i esa uVjkt dh eqnzk izLrqr djrh urZdh dks 
ns[k ldrs gSaA urZdh us viuk nkfguk gkFk vHk; eqnzk esa] 
Hkxoku ls eqfDr ;kpuk dj jgs HkDrksa dks laj{k.k nsus osQ 
fy, mBk;k gqvk gSA

2.	 HkjrukV~;e~] u`Ùk vFkok vewrZ dYiuk vkSj u`R; vFkkZr~ u`Ùk 
vkSj vfHku; (vfHkO;fDr) :ih nks izeq[k rRoksa ls ;qDr 
gksrk gSA tc gkFkksa dh xfr vkSj eqnzk,a] fdlh izdkj dh 
vFkZ vfHkO;fDr ugha djrha] oju~ u`R;&izLrqfr esa ykfyR; 
vkSj 'kSyh&fofoèkrk ykrh gSa] rc mls ^u`Ùk* dgk tkrk gSA 
u`Ùk esa] ikao osQ LFkkiu vkSj xfr ls eaMy (vax foU;kl)] 
mRIykou (ya?ku)] xfr Hkzejh (orqZykdkj xfr) vkSj pkjh 
(pky) izLrqr gksrs gSaA mijksDr izR;sd oxZ osQ dbZ :ikarj 
gSaA

	 izLrqr fp=kksa esa ge fuEu xfr vkSj eqnzk,a ns[k ldrs gSa %

	 lke&blesa ikao LokHkkfod :i ls j[ks tkrs gSa vkSj lhèks 
vkxs dh vksj vfHkeq[k gksrs gSaA

	 LofLrd&blesa ikao fofoèk izdkj osQ la;kstuksa esa frjNs j[ks 
tkrs gSaA

	 pkjh&pky vFkok BouA

3.	 vjkbZe.Mh ;k ik'oZ HkjrukV~;e u`R; 'kSyh dh ,d vU; 
izeq[k voLFkk gS] ftlesa eqM+s gq, ?kqVuksa lfgr] iSj iw.kZr% 
ckgj dh vksj eqM+us okyh voLFkk esa gksrs gSaA HkjrukV~;e~ 
esa bl ckgj dh vksj eqM+s gq, ?kqVuksa dh voLFkk dks 
v¼Ze.Myh ;k mDdkjke.Myh osQ uke ls Hkh tkuk tkrk gS 
vkSj bl voLFkk dks urZd vfèkdka'k fo'kq¼ u`R; vfHkØeksa 
esa iz;qDr djrs gSaA

4.	 vkèkkjHkwr u`R; ,dd dks vM~ow dgk tkrk gSA ;g [kM+s jgus 
dh izèkku eqnzk (LFkkud) iSjksa vkSj ikao dh xfr (pkjh) 
rFkk vkyadkfjd gLr eqnzk (u`Ùk gLr) dk la;kstu gSA vM~ow 
esa nks izeq[k la?kVd gksrs gSaµrky (le; eki) vkSj y;A 
vM~ow osQ yxHkx 10 ls 12 lewg gksrs gSa] ftuesa ls izR;sd 
osQ dbZ :ikarj gksrs gSaA vM~ow dks rhu xfr;ksa esa izLrqr fd;k 
tkrk gSµewy] nqxqu vkSj pkSxquA izLrqr fp=k esa ge rsbZ rsbZ 
rr~ rk vM~ow dks ns[k ldrs gSaA bls ihNs dh vksj frjNk 
>qd dj izLrqr fd;k tkrk gSA nksuksa gkFkksa osQ fy, f=kirkdk 
gLr dk iz;ksx fd;k tkrk gSA ck;sa gkFk dks Åij mBk;k 
tkrk gS vkSj nk;sa gkFk dks frjNh js[kk :i eqnzk izLrqr djus 
gsrq uhps >qdk;k tkrk gSA 'kjhj dk Hkkj ck;sa iSj ij gksrk 
gS vkSj nkfguh ,M+h dks fp=kkuqlkj mBk;k tkrk gSA

5.	 (d)	izLrqr fp=k esa rr~ rsbZ rk gk&vM~ow dks iznf'kZr fd;k x;k 
gSA vjkbZeaMh voLFkk esa] nkfgus gkFk dks foLrkfjr fd;k 
tkrk gSA blesa f=kirkde~ eqnzk dks iz;qDr fd;k tkrk gSA

5.	 ([k)	f}rh; fp=k esa vM~ow dh gh fujarj xfr fn[kkbZ xbZ gSA 
ryok tehu ij j[kdj nkfgus iSj dks vkxs dh vksj 
c<+k;k tkrk gS vkSj nkfgus ?kqVus dks >qdk;k tkrk gSA iSj 
osQ vxzHkkx (iknkaxqfy) dks tehu ij fVdk dj] cka;h 
,M+h dks lkFk&lkFk mBk;k tkrk gSA 'kjhj dk Hkkj nkfgus 
iSj ij iM+rk gSA blesa f=kirkdk gLr iz;qDr gksrh gSA

6.	 izLrqr fp=k esa e.Mh vM~ow dk ,d Hkkx ;k 
lEiw.kZ cSBdh&voLFkk dks iznf'kZr fd;k x;k gSA nkfguk iSj 
”kjk&lk ihNs dj fy;k x;k gS vkSj 'kjhj dk Hkkj ck,¡ iSj 
ij gSA f=kirkdk&gLr eqnzk dk mi;ksx nksuksa gkFkksa osQ fy, 
gksrk gSA

7.	 fdV rd nkjh fdVrkse&HkjrukV~;e~ u`R; 'kSyh dk ,d vU; 
egRoiw.kZ vM~ow gSA tSls 'kCn la;ksftr gksdj okD; cukrs 
gSa] oSls gh vM~ow la;ksftr gksdj dksjokbZ uked vuqØe 
fodflr djrs gSaA tc u`R; lapkyd (uV~Vqoukj) }kjk 
mPPkfjr y;kRed v{kjksa osQ lkFk bu vuqØeksa dks izLrqr 
fd;k tkrk gS] rc mUgsa tkfr dgk tkrk gSA tfVy vkSj 
foLr`r tkfr;ksa dks rhjekue~ dgk tkrk gSA rhjekue~ dks ,d 
fuf'pr xfr osQ lkFk rhu ckj nksgjk dj lekIr fd;k tkrk 
gS vkSj Åij fp=k esa iznf'kZr xfr&fdV rd nkjh fdV rkse 
gSA urZd dykdkj] fp=kuqlkj gkFk dks vkxs foLrkfjr dj] 
ckag dks ÅèoZLFk j[kdj orqZykdkj xfr izLrqr dj vM~ow 
dk lekiu djrk gSA blesa irkdk vkSj vykin~e gLr dk 
iz;ksx fd;k x;k gSA

8.	 jl ls lac¼ vkSj vfHku; }kjk funf'kZr dyk dks u`R; 
dgk tkrk gSA vfHku; dks gLr }kjk vfHkO;Dr fd;k tkrk 
gS] tks Hkkjrh; 'kkL=kh; u`R; dh ,d fof'k"V fo'ks"krk gSA 
ukV~;'kkL=k rFkk vfHku;niZ.ke~ tSls izcaèk foLrkjiwoZd gLr 
dk mYys[k djrs gSaA vla;qDr rFkk la;qDr (nksgjk gkFk) 
vkSj mudk iz;ksx (fofu;ksx) fdlh Hkh fo"k;&oLrq vkSj 
ladYiuk dks vfHkO;Dr] vFkZ izfrikfnr vkSj of.kZr dj 
ldrs gSaA

		 izLrqr fp=k esa] vykin~e gLr dks iznf'kZr fd;k x;k gSA 
bl gLr dks dey] orqZykdkj xfr] iw.kZ panz] lkSUn;Z] osQ'k 
iqat] ehukj] xkao] maQpkbZ] xqLlk] iz'kalk ;k osQoy eq[k dks 
fufnZ"V djus gsrq iz;qDr fd;k tk ldrk gSA

9.	 vfHku; vkSj Hkko dks osQoy eq[kkfHkO;fDr (eq[keqnzk) }kjk 
Hkh O;Dr fd;k tk ldrk gSA ij gLr eqnzk dk iz;ksx] 
euksHkkoksa dks izHkko'kkyh :i esa vfHkO;Dr djus osQ Hkko esa 
o`f¼ djrk gSA izLrqr fp=k esa urZdh gLr (vykin~e) }kjk 
lkSUn;Z dks funf'kZr dj jgh gSA

10.	 gFksyh vkSj maxfy;ksa dk lapkyu rFkk muosQ LFkkiu dh 
fLFkfr osQ vkèkkj ij gLr }kjk dbZ izdkj dh vFkkZfHkO;fDr 
gks ldrh gSA izLrqr fp=k esa urZdh gLr&vykin~e dk iz;ksx 
djrs gq, panz leku lqUnj eq[k dks funf'kZr dj jgh gSA

11.	 urZdh osQ nkfgus gkFk ls eqoqQygLr dk izn'kZu gksrk gS] 
tcfd ck;k¡ gkFk irkdk gLr dh vkèkkfjd vkÑfr xzg.k 
djrk gSA

12.	 u`R;&izLrqfr esa gkFkksa dks iz;qDr djus dh jhfr (pyu) dks 
gLrizk.k dgk tkrk gSA maxfy;ksa dks ifjpkfyr vkSj iz;qDr 
djus dh jhfr ls jl ;k lkSUn;Z dh mRifÙk gksrh gS] ftlls 
izrhdkRed vFkok vfHkO;atd :i esa ladYiuk vFkok 
fopkj funf'kZr gksrk gSA izLrqr fp=k esa urZdh] nkfgus gkFk 



ls eqnzk f'kdje~ dks izLrqr dj jgh gS] tks f=k'kwy osQ vafre 
fljs dk izrhd gS vkSj ck;sa gkFk }kjk f=k'kwy izrhd :i esa 
izLrqr gSA ;g u`R; Hkafxek cqjh 'kfDr;ksa osQ ̂ ^uk'k** dks bafxr 
djrh gSA

13.	 vfHku; yksdèkehZ (okLrfod) vkSj ukV~;èkehZ (ijaijkxr 
vkSj :f<+xr) bu nks 'kSfy;ksa dks vius Hkhrj lekfo"V 
djrk gSA yksdèkehZ vfHkO;fDr vklkuh ls le> esa vkrh 
gS] D;ksafd og nSfud thou osQ lehi gksrh gSA ukV~;èkehZ 
vfHkO;fDr esa :<+ 'kSyh osQ vuqlkj] gLr ps"Vkvksa] ijaijkxr 
xfr;ksa vkSj 'kkL=kh; eqgkojksa osQ fu;eksa dks iz;qDr fd;k tkrk 
gSA

(d)	 izLrqr fp=k esa urZdh ukV~;èkehZ 'kSyh (i¼fr) esa Hk; dks 
vfHkO;Dr dj jgh gSA ;gka ij e`x'kh"kZ gLr dk iz;ksx fd;k 
x;k gSA ikao LofLrde~ eqnzk esa gSA

([k)	 bl fp=k esa] ukV~;èkehZ 'kSyh (i¼fr) esa urZdh ^^vkàku** 
(cqykuk) osQ Hkko dks funf'kZr dj jgh gSA ;gka ij e`x'kh"kZ 
gLr dk iz;ksx fd;k x;k gS vkSj ikao pkjh pky vFkok 
Bou esa vofLFkr gSaA

14.	(d)	izLrqr fp=k esa fn[kk;k x;k gLr pkrqje~ uke ls tkuk tkrk 
gSA urZdh Jo.k&fØ;k iznf'kZr dj jgh gSA

14.	([k)	bl fp=k esa mlh eqnzk ls ^viZ.k* dk Hkko iznf'kZr gksrk 
gSA ;g ^eqnzk* dLrwjh] lksuk] rk¡ck] yksgk] vk¡[ksa bR;kfn 
dks fufnZ"V djus osQ fy, Hkh iz;qDr gksrh gSA

15.	 pkj izdkj osQ vfHku; gksrs gSaµ vkafxd] okfpd] vkgk;Z 
vkSj lkfRodA

	 vkafxd vfHku; dks 'kkjhfjd eqnzkvksa }kjk izLrqr fd;k tkrk 
gSA bl eqnzk dks vkafxd uke blfy, fn;k x;k gS] D;ksafd 
bls vax] izR;ax vkSj mikax }kjk vfHkO;Dr fd;k tkrk gS] 
ftlesa 'kkjhfjd eqnzkvksa dk izfrfufèkRo dj jgs 'kjhj osQ 
fofHkUu vax iz;qDr gksrsa gSaA ;g fp=k] fo".kq Hkxoku osQ 
ujflag vorkj dks ifjHkkf"kr djrk gSA izLrqr fp=k esa urZdh 
dks vjkbZe.Mh voLFkk esa i`Fkd :i ls mxz Hkko iznf'kZr 
djrs funf'kZr fd;k x;k gSA blesa dfV Åijh Hkkx dks vkxs 
>qdkdj flj rFkk vka[kksa dks Åij mBkrs gSa rFkk ,d fuf'pr 
dks.k ij dykbZ dks vUnj dh vksj eksM+k tkrk gSA

16.	(d)	okfpd vfHku; esa dfork,a (dkO;) vkSj ukVd lfEefyr 
gksrs gSa] ftlesa u`R; :i esa lkfgfR;d rRo dks izLrqr 
fd;k tkrk gSA okfpd vfHku; esa dkO; lacaèkh fo"k;oLrq 
dks yksdèkehZ dgk tkrk gS] tcfd xk;u lacaèkh fo"k; 
oLrq dks ukV~;èkehZ dgk tkrk gS] D;ksafd blesa laxhr] 
'kkL=kh; dukZVd 'kSyh dk gksrk gSA fp=k esa urZdh 
panzdyk eqnzk dk iz;ksx djrs gq, cksyus vFkok xkus dh 
HkkokfHkO;fDr iznf'kZr dj jgh gSA

16.	([k)	vkgk;Z vfHku; osQ vUrxZr vkHkw"k.kksa] os'kHkw"kkvksa vkfn 
}kjk 'kjhj osQ vyadj.k dks izLrqr fd;k tkrk gSA ;gka 
urZdh] eqnzk dVdeqde dk iz;ksx djrs gq, dku dk 
cqank iguus dh fØ;k funf'kZr dj jgh gSA pkSFks vfHku; 
izdkj dks lkfRod dgk tkrk gSA blesa xgu Hkkoksa rFkk 
dYiukvksa tSlsµvJq] yjtuk] ilhuk vkuk] csgks'k gksuk] 
izse] 'kkafr vkfn Hkkoksa osQ iz;ksx rFkk lhèks&lkns vfHku; 
}kjk Hkkoukvksa dks vfHkO;Dr fd;k tkrk gSA

17.	 Hkjreqfu jfpr ukV~;'kkL=k (200 bZlk iw- ls 200 bLoh lu~) 
esa vkB izeq[k jlksaµ Ük`axkj] ohj] d#.k] jkSnz] gkL;] Hk;kud] 
ohHkRl vkSj vn~Hkqr dk mYys[k fd;k x;k gS] ftUgsa u`R; 
rFkk ukVd }kjk izLrqr fd;k tk ldrk gSA uosa] 'kkar jl 

dks dkiQh ckn esa lfEefyr fd;k x;k] D;ksafd] ,slk ekuk 
tkrk Fkk fd iw.kZ 'kkar fLFkfr dks izLrqr djuk vFkok fpf=kr 
djuk dfBu gSA ij] vkt bl uosa jl ls lc Hkyh izdkj 
ifjfpr gSaA

	  Ük`axkj ,d egRoiw.kZ jl gS vkSj bl jl osQ fofoèk igyqvksa 
tSls&L=kh vkSj iq#"k dk izse] ijefirk ijekRek osQ izfr ekuo 
ek=k dk izse] ckyd osQ fy, ek¡ dk izse] nksLrksa osQ chp 
I;kj vkfn dks Hkkjrh; u`R; dh vfHku; izLrqfr esa izLrqr 
fd;k tkrk gSA izLrqr fp=k esa urZdh fiz; osQ lEeq[k gksus 
ij] ukf;dk osQ yTtk Hkko dks iznf'kZr dj jgh gS tks  Ük`axkj 
jl dk ,d egRoiw.kZ igyw gSA

18.	 d#.kk ;k laosnuk ekuo ek=k dk ,d vR;ar LokHkkfod 
euksHkko gS rFkk u`R; esa bls :<+ 'kSyh osQ vuqlkj izLrqr 
fd;k tkrk gSA ;gka ij urZdh d#.k jl dks fufnZ"V djus 
gsrq prqjk eqnzk vkSj eq[k vfHku; dk iz;ksx dj jgh gSA

19.	 jkSnz ;k Øksèk Hkh ekuo osQ LoHkko dk gh ,d vfuok;Z 
Hkkx gSA u`R; esa bls vfr'k;ksfDriw.kZ eq[k euksHkkoksa }kjk rFkk 
dHkh&dHkh l'kDr 'kkjhfjd xfr;ksa }kjk vfHkO;Dr fd;k 
tkrk gSA izLrqr fp=k esa jkSnz jl dks vfHku; rFkk eqf"V gLr 
eqnzk }kjk iznf'kZr fd;k x;k gSA

20.	 ^eq[k* ekuo&euksHkkoksa dk niZ.k gksrk gSA vn~Hkqr jl ;k 
vk'p;Z vFkok foLe; osQ euksHkko dks izLrqr fp=k esa] 
eq[kkfHku; rFkk gLr eqnzkvksa }kjk iznf'kZr fd;k x;k gSA

21.	(d)	ikSjkf.kd lanHkks± osQ vuqlkj nsoh&nsorkvksa 
dks fp=kkafdr djus osQ cgqr ls rjhosQ gSaA 
mnkgj.kkFkZµfo".kq Hkxoku dks 'ka[k vkSj pØ Fkkes gq, 
;k 'ks"kukx (liZ nsork) ij vofLFkr dj] izrhd :i esa 
izLrqr fd;k tk ldrk gSA izLrqr fp=k esa] urZdh] fo".kq 
Hkxoku dks vfHku;niZ.ke~ osQ ewy ikB osQ vuqlkj izLrqr 
dj jgh gSA urZdh osQ nksuksa gkFk f=kirkdk eqnzk esa gSa vkSj 
ikao LofLrde~ dh voLFkk esaA

21.	([k)	HkjrukV~;e dh ;g eqnzk fo|k dh nsoh&ljLorh dks 
izrhdLo:i izLrqr djrh gSA urZdh osQ nksuksa gkFk eqnzk 
e`x'kh"kkZ esa gSa] tks rkj ok|&oh.kk osQ oknu dk izrhd 
gSA

22.	(d)	Ñ".k dh thou yhyk dFkkvksa dh izlax izLrqfr lHkh u`R; 
'kSfy;ksa esa vR;ar yksdfiz; gSA izLrqr fp=k esa urZdh Ñ".k 
dks ckalqjh ctkrs gq, funf'kZr dj jgh gSA ;gka nksuksa gkFkksa 
dk iz;ksx djrs gq, urZdh dh e`x'kh"kZe~ gLreqnzk ckalqjh 
dks izrhd :i esa izLrqr djrh gSA urZdh osQ nksuksa ikao 
LofLrde~ esa eqM+s gq, gSaA

22.	([k)	fo".kq osQ vorkj jke osQ fofoèk xq.kksa (fo'ks"krkvksa) dks 
lHkh u`R; 'kSfy;ksa esa izLrqr fd;k tkrk gSA izLrqr fp=k esa 
urZdh jke dks èkuq"k&ck.k fy, gq, izrhd :i esa izLrqr 
dj jgh gS vkSj ikao dk LFkkiu LofLrde~ esa gSA

23.	 fofHkUu dkyksa dh f'kYi Ñfr;ksa ls ml le; dh izpfyr 
u`R; Hkafxekvksa vkSj laxhrkRed ok|ksa dh tkudkjh izkIr gksrh 
gSA Hkkjr osQ lHkh eafnjksa esa laxhr vkSj u`R;] iwtk dk gh ,d 
vfuok;Z Hkkx gSA fpnacje~ eafnj dh nhokjksa ij vofLFkr 
izLrqr f'kYi urZdh dks ,d laxr dykdkj laxhrK osQ lkFk 
funf'kZr dj jgk gSA

24.	 HkjrukV~;e~ u`R; izLrqfr osQ laxr ok|o`Un esa lkekU;r% ,d 
xk;d ,d e`nax oknd] ,d ckalqjh oknd vkSj ,d eathjk 
oknd gksrk gSA uV~Vqoukj u`R;izLrqfr dk la;kstd gksrk gSA 
lkFk gh] og uV~Vqokuaxe~ (eathjk) oknu Hkh djrk gSA



HkjrukV~;e~ u`R;
Bharatnatyam Dance

1.	 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.

2.	 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

3.	 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.

4.	 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 
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.

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.

6.	 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.

7.	 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.

8.	 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.

9.	 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.

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.

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

12.	 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.

13.	 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.

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

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

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.

15.	 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.

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.

17.	 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.

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.

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.

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.

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.

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.

23.	 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.

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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