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Dance in India has a rich and vital 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.-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 (shringar), mirth (hasya), compassion (karuna), valour
(veer), anger (raudra), fear (bhaya), disgust (bibhatsa), wonder
(adbhuta) and peace (shanta).

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
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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 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 Kaishiki, the deft
lyrical more suited to convey the lasya aspects, the Arabati, the
energetic masculine, the Satvati, 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’ 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.
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Kuchipudi Dance

Kuchipudi is one of the classical styles of Indian dance. Around the
third and fourth decade of this century it emerged out of a long rich
tradition of dance-drama of the same name.

In fact, Kuchipudi is the name of a village in the Krishna district
of Andhra Pradesh. It is about 35 km, from Vijayawada. Andhra
has a very long tradition of dance-drama which was known
under the generic name of Yakshagaana. In 17th century
Kuchipudi style of Yakshagaana was conceived by Siddhendra
Yogi a talented Vaishnava poet and visionary who had the
capacity to give concrete shape to some of his visions. He was
steeped in the literary yakshangaana tradition being guided by
his guru Teerthanaaraayana Yogi who composed the Krishna-
leela-tarangini, a kaavya in Sanskrit. It is said that Siddhendra
Yogi had a dream in which Lord Krishna asked him to compose
a dance-drama based on the myth of the bringing of paarijaata
flower for Sathyabhaama, the most beloved queen of Krishna. In
compliance with this command Siddhendra Yogi composed the
Bhaamaakalaapam which is till now considered the piece-de-
resistance of the Kuchipudi repertoire. Siddhendra Yogi initiated
young Brahmin boys of Kuchipudi village to practice and perform
his compositions particularly Bhaamaakalaapam. The presentation
of Bhaamaakalaapam was a stupendous success. Its aesthetic
appeal was so great that the then Nawab of Golconda, Abdul
Hasan Tanishah issued a copper plate in 1675 A.D. granting the
village Kuchipudi as an Agrahaarama to the families of Brahmins
who pursued this art. At that time all the actors were male and the
female impersonation was of a superb quality. To have an idea
of the high standard of female impersonation one should see
Vedaantam Satyanarayana Sharma, a great Kuchipudi dancer,
even today doing the role of Satyabhaama.

The followers of Siddhendra Yogi wrote several plays and the
tradition of Kuchipudi dance-drama continues till today. It was
Lakshminaarayan Shaastry (1886—1956) who introduced many
new elements including solo dancing and training of female
dancers in this dance style. Solo dancing was there earlier, but
only as a part of the dance drama at appropriate sequences. At
times, even though the dramatic situation did not demand, solo
dancing was being presented to punctuate the presentation and
to enhance the appeal. One such number is tarangam inspired
by the Krishna-leela-tarangini of Teerthanaaraayana Yogi. To
show the dexterity of the dancers in footwork and their control
and balance over their bodies, techniques like dancing on the
rim of a brass plate and with a pitcher full of water on the head
was introduced. Acrobatic dancing became part of the repertoire.
By the middle of this century Kuchipudi fully crystallized as a
separate classical solo dance style. Thus there are now two
forms of Kuchipudi; the traditional musical dance-drama and the
solo dance.

From the later part of the fourth decade of this century a sequence
of the presentation of the solo recital has been widely accepted. A
recital of Kuchipudi begins with an invocatory number, as is done
in some other classical dance styles. Earlier the invocation was
limited to Ganesh-Vandanaa. Now other gods are also invoked.
It is followed by nritta, that is, non-narrative and abstract dancing.
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Usually jatiswaram is performed as the nritta number. Next is
presented a narrative number called shabdam. One of the
favourite traditional shabdam number is the Dashaavataara. The
Shabdam is followed by a natya number called Kalaapam. Many
Kuchipudi dancers prefer to perform entry of Satyabhaamaa
from the traditional dance-drama Bhaamaakalaapam. The song
‘bhaamane, satyabhaamane’, the traditional praveshadaaru (the
song that is rendered at the time of the entry of a character)
is so tuneful that its appeal is universal and ever fresh. Next in
the sequence comes a pure nrityaabhinaya number based on
literary-cum musical forms like padam, jaavali, shlokam, etc. In
such a number each of the sung words is delineated in space
through dance, drishya-kavitaa (visual poetry). A Kuchipudi recital
is usually concluded with farangam. Excerpts of Krishna-leela-
tarangini are sung with this number. In this the dancer usually
stands on a brass plate locking the feet in shakata-vadanam
paada (see picture no. 2 d) and moves the plate rhythmically with
great dexterity.

The music that accompanies the dance is according to the
classical school of Carnatic music and is delightfully syncopatic.
The accompanying musicians, besides the vocalist are: a
mridangam player to provide percussion music, a violin or veena
player or both for providing instrumental melodic music, and a
cymbal player who usually conducts the orchestra and recites the
sollukattus (mnemonic rhythm syllables).
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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.

— 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, Ganesh, Parvati, Durga, Saraswati.

— Important rivers, sacred trees, flowers with symbolic
messages or use of ornaments.

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

— how Ganesh 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 class room before
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3.

organising an excursion in order to make the students familiar
with the forms).

Students may be asked to make large drawings or collect
pictures of 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
mudral/action 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 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.

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 scientific 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,
— social inequalities, —
— conservation of the environment.

— the futility of violence,
national integration,

Groups of 10 to 15 students may be asked to form tableauxin 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 national days or on sports day.

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
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.

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.

Acknowledgements :
Shri Raja Reddy and Smt. Radha Reddy
Shri Jiwan Pani



lllustrated Cards



Administrator
Typewritten Text
Illustrated Cards


FE S T

Kuchipudi Dance
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1. In this picture you see the basic stance of Kuchipudi Dance. When the
dancer is ready to perform, the body is held erect with the two feet
joined together and the weight of the body is equally distributed on both
legs. This kind of positioning of the feet is called Sama-paada.
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2. In Kuchipudi dance, there are a variety of positioning of the feet. Some of them are shown here.
(@) This is Sama-paada. The initial pose has both feet close together, positioned forward.

(b)  When the heels are lifted up and the weight of the body is on the toes of both the feet and
the heels come down together and stamp on the ground, the Pada is called Mandikoppu.

(c)  The weight of the body is on the toes of both the feet, heels are lifted up and crossed like a
pair of scissors. This is called Kathera which in Telugu means scissors.

(d)  The weight of the body is on the outer side of the feet, toes slanting upward and the feet
are crossed like a pair of scissors. Such positioning of feet seen at the left side of the
picture is called Nagabanda. The positioning seen at the right side of the picture is called
Shakatavadanam in which the big toe of one foot is held by the other. These two positions
are used in the dance items called Tarangam in which the dancer stands on a large plate
and moves the plate dexterously with the feet.
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3. Like any style of Indian classical dance, Kuchipudi has in its repertoire
several nrifta numbers which are non-narrative and abstract. These
numbers decorate and celebrate the space. Of the various kinds of
movements, one begins with an Anchita-paada which is again a feet
positioning that is done by raising one foot, the heel touching the ground
with the weight of the body on the other foot.
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Kuchipudi Dance
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4. In Kuchipudi, the basic cadences of dance movements structured on
particular taal-s (time cycles) are called adavu-s. In the picture is seen
two frozen adavu-s. Itis impossible to photograph an adavu in its totality,
since it is a cadence of movement, not a pose.

At the right is seen the picture of the Mandikoppu-adavu. The feet
position of Mandikoppu in picture 2(b) may be seen. This adavu begins
with the Mandikoppu feet position. The right hand is in the Shileemukha
mudraa (hand-gesture) and the left in dola-hasta. The dancer remains
standing with the body weight on the toes and stamps the heels on the
floor.

The picture at the left shows a kind of stylized movement with the
positioning of feet called Soochipaadam.
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Kuchipudi Dance
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5. These four pictures (Sl.no. 5 to 8) show the four stages of a disinctive
adavu of Kuchipudi. The adavu is known as Kartarighatha.

The adavu begins with stamping the left foot on the floor and raising

the right. The hands are held in the hasta mudra named pataakaa. The
hands are held at the level of the chest.
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6. Atthe next stage the right foot is in Aanchita position and both the hands,
again with Pataakaa hasta, are stretched straight out of the adavu both
the sides.
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7. At the third stage of the adavu, the feet are positioned as Swastika-
paada.
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8. Atthe fourth stage, the hands are bent at the height of the chest and the
feet are positioned as shown in picture no. 2(b) but the body is lowered
to the Chowka position.
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9. This picture shows a pose from the cadence of movements of the adavu
named Syandita.
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10. The picture shows another two dance movements in Kuchipudi.

(@)  The picture at the left freezes a jumping movement in which both
the hands are held tight at chest level. The jumping is called
kuppi.

(b)  The picture at the right shows a pose from an adavu that of the
Vishnu Kranta Karana. The left leg is held with the left Kapita
hand and the right hand is raised above the head majestically.
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11. Another adavu named Sthitaavarta is performed by raising one foot to
the level of the knee of the other leg and is moved forward till it is firmly
on the floor. The other leg then repeats the movement.
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12. Use of hasta mudra, that is, hand gestures, is one of the distinctive aspects of Indian classical
dances. There are two kinds of hasta mudra, asamyuta (with only one hand); and samyuta (using
both the hands). The picture shows some of the hasta mudras used in Kuchipudi.

(@) Each of the two hands is showing Samyuta hasta named shakata. If one hand is showing
one hasta, the other can show the same or different asamyuta hasta.

(b)  Two samyuta-hasta-s are seen in the picture. The lower one is called pushpaputa and the
upper one is called kapota. It is evident that samyuta-hasta-s cannot be shown with one
hand.

(c)  While the lower left hand is showing the alapadma-hasta the upper right hand is showing
Bhramarhasta.

(d)  This samyuta hand gesture is called karkata-hasta.
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13. The Kuchipudi dance having emerged from a form of dance-drama of the same name has a
rich repertoire of expressional numbers. The main aim of these numbers is to give the audience
experience of Rasa which means ‘aesthetic relish’. According to Indian aesthetics, there are
9 rasas, each having a predominant emotional state of mind known as sthaayi-bhava which are depicted in the
following pictures on this and next picture card :

(@) The Sthaayi-bhava is utsaaha (courage) that gives the audience the experience of Veera-rasa (the
heroic).

(b)  The Sthaayi-bhaava is vismaya (wonder) that gives the experience of Adbhuta-rasa (the wonder).
(c)  The Sthaayi-bhaava is haasa (mirth) gives the experience of Haasya-rasa (the hilarity).

(d)  The Sthaayi-bhaava is krodha (anger) that gives the experience of Roudra-rasa (the furious)

(e) The Sthaayi-bhaava is bhaya (fear) that gives the experience of Bhayanaka-rasa (the fright).
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14. (a) The Sthaayi-bhaava is jugupsaa (disgusting) that gives the
experience of Beebhatsa-rasa (the disgust).
(b) The Sthaayi-bhaava is shoka (grief) that gives the experience of
Karuna-rasa (the pathetic).

(c) The Sthaayi-bhaava is rati (love) that gives the experience of
Shringaara-rasa (the sensuousness).

(d) The Naatyashaastra describes only the above eight rasa-s. At a
much later date the ninth, Shaanta-rasa was added. Its Sthaayi-
bhaava is considered to be shama which means quietude that leads
towards moksha (liberation). The images of meditating Buddha
depict this admirably.
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15. The hand gestures (mudraa) used in non-narrative nritta passages
are called nritta-hasta-s. When they are used along with the facial
expression they are called nritya-hasta or simply hasta. They not only
impart a rare kind of stylization to the art of abhinaya but also enhance
the aesthetic appeal. In the picture shown here the danseuse in the
foreground mimetically suggests the doelike eyes of a beautiful girl by
using kartarimukha hasta with the right hand and simhamukha hasta
with the left. The dancer at the background mimes an angry hero using
Oornanaabhamhasta in the left and shikhara hasta in the right.
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16. Kuchipudi draws heavily from the Krishna legend. The danseuse in the
picture suggests that a gopi is calling Krishna to come near.
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17. Many Indian gods and goddesses have stylised iconography. When any
god or goddess is depicted or invoked it is delineated through poses in
keeping with the iconography.

(@) Inthis picture Lord Shiva is depicted as holding his trident and his
consort Parvati is beside him.

(b)  The dancers suggest that Lord Shiva is in taandava pose and
Parvati in the /asya pose.
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18. The most important dance-drama in the repertoire of Kuchipudi is
Bhaamaakalaapam that tells the story of how Lord Krishna, the king of
Dwaraka fetched the Paarijaata flower for his proud and beautiful queen
Satyabhaamaa. The picture shows the danseuse as Satyabhaamaa.
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19. The dancers depict Rama and Sita. Rama is shown holding a bow in his
left hand for which the dancer uses the Shikhara-hasta. The gesture of
the right hand is Katakamukha hasta. For depicting Sita the danseuse

uses Kapittha hasta for the right hand and Ardhachandra hasta for the
left hand.
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Kuchipudi Dance
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20. Portrayal of Dashaavataara, that is, the ten incarnations of Lord Vishnu,
as described poetically in the Geeta Govinda, occupies an important
place in the traditional repertoire of Kuchipudi. In this picture while the
danseuse in the foreground depicts Matsyaavataara (incarnation as a
fish) the dancer depicts Koormaavataara (incarnation as a tortoise).
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21. Thethird and the fourth of the ten incarnations of Lord Vishnu are depicted

in the picture. The danseuse shows the Varaahaavataara (incarnation

as a wild boar) and dancer, Narasimhaavataara (incarnation as the
man-lion).
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22. The fifth and the sixth of the ten incarnations of Lord Vishnu are shown
by the danseuse depicting the Vaamanaavataara (incarnation as a

dwarf) and the dancer behind her depicting the Parshuraamavataara
(incarnation as Parashuraama).
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23. The danseuse depicts the incarnation of Lord Vishnu as Rama and the
dancer depicts Balaraama, the plough-man. The holding of the plough

is suggested by joining two Asamyuta hasta-s. The gesture of the right
hand is Tripataka and the left, the Shikhara hasta.
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24. The dancers depict the last two of the ten avataaras (incarnations) of
Lord Vishnu. The danseuse shows the Buddha avataara and the dancer
behind her depicts the Kalki avataara.

Wikl G Ta WivTeT g Centre for Cultural Resources and Training




1.

Feigsl T

Te FEE T HI WAHE g 2 wE W
wEfd 3 SFR B €, 99 <A uidl ol WY Sg H IR
Fl Y FeE g H W@ Y, IR F R H g9E €9 9
Tl W W Sl Wl @1 3H YR HI qe shi TG
TH-T15 el ST 2
FNE I §, qid T & fafay R E T ¥ g
RO R
(%) ¥ GH-97 &1 W g5 39 Lo ¥ gefad it
2l
(@) < e FWR 331 g SN IR 1 9K I aral hi
yferdl W gk @ den ufed wh G A" e
g 3R gfF W o @ §, IW IR F AEHY el
S 21
(A1) IRR H R IA TEl w IRAfEE WS WY,
Tfedl S TR ST B HEl o Sg o GHH WS
ieli o TUTTH i FHeky Hel Sl 7, 31 7 Iy
H o=t e 2l
(F) IR & AR H qE F qE H AN @ HY,
YRATfTEl i SR i AR w1 wen, Sl o S
% FAE Tial & fSt gx | T ol e e
1 & fad # aEl SR I@ W Hekar
B W TmEy wed B fea & Rl ek
T T 1 THeTRTY HEd &, T g W
Ta T T TR W G R S e e
TIA-Hg1 I T TeA-T&qfd hel srar 7, for
T T o W S A, R W e ot
i ST G Jod HLT B
IR S g w1 o fehdlt Sl o weH, ey
I Vel o WA W IHGMe g9 WEaA €, S
1-auiTensh qoT heqd St 1 A Tl T w1 g
w71 fafay weR w1 i § @, T erfHa-ug @
T SR HE 2, S T GER @ g w0 & e,
5o & 719 31 Y, TS R gfF ¥ fem Y, IR
IR TR Ui R STl Sl R
FEE § A HI A A FAGH F HAYd WR-HhHH
steraT oafs, fafdme ara steran ar (WHT =) W R
B &, f9= oreg el vl B e A @ ereg ovgg 3@
S Thd 71 378 I quia: o 9 H weqd A g
8, i 98 T &1 A B @R ThA €, I T
et SR AfveHhig-argg F1 o @1 ST Fwar & qon
2(@) H THHI Ui TG @ S Ghdl B T8 IS,
Hfvgehity TH Wid Lo rafefd § oRy g ?1 gud
TifeT w1 freliga 91 o ® (1eiq e%a-4g1) @ik st
B lo7-8%d Gg1 | ©| k! T R R wEl @t
2 IR THR ¥ 3tora TR-a ¥ o ufedt i g9ft W
e R

10.

1.

12.

it 3R weqa o H ®¢ Yol & @R sifeha Tfa steran

oo |fed qi9 w1 T @ S gk €, S glauey

FEd B

3 IR oo, Feget T & faftre s1egg 951 o 9IR =’

T w ® T eTgg ®I FRWr o AW ¥ GE S

i

TME TG T Ha1 331 R AR 9w H G W w=2H

HT 37gg XA T T THH A H gaveR THE EE T

o 98 & TR W @ 2

S T W, wfe W s g F e ¥ e A

Bl & fR | garer 8% U5 H A SR 87gg o aRa

o ©fg T W@ 2l

37gg o W =0 H, Uial H @ihad 9 qa1 H wefia

oo < 2

=Y =0T |, e 1 8T oF HEER Rl Wl § AR wial

1 for ¥, 2(@) o fe@m sEn wnf fen s g, w

IR I W qE H GRS R

T&a 99 Tfed T 37g 1 Al o W-GHA F TH

offiren =1 g9t 2

7 fo § Feiqel -9l 1 o T o i w=idE

#

(%) A &R & f9 |, 3% AU sarge T J=Ria
&, foraw, 98 o TR < wrel Bl wEwT Tfia
#d ®, 39 FS B H el Sl B

(@) et R w&i¥m fo=t o fawy #rq wof 9w s7g
U TH aEg N YR © 9 W ok @iy &
Hfce] g% g1 © T e w1 foR & SR q=Eh
w9 H afafied 2

TF S feared AW $7gg F U W H W W F

Hed o WR T 331 H e g | fok 9 T

AR Sl Sl #1 R, T W W F@ g A v SR

S 2

B HET 1 TAN ARAE WS A R T AT 9w

21§ YhR #I e T B - gy (hadd Th B

), du Tga (I TR H T HW L) Ta oA

A gt 97 Hefl § 99 F1 9T arel $5 & qET

TR 2

(F) A A ¥ T TK IS TR TG 5 G Fl
T R @l §1 AR Th YU, Th e hl YR
X @ T, Al U e oEl A1 fa= 379 gd g qul
e T Fehdl B

(@) wegd fod § < G4 w5 3@ W "k 1 e B
1 TGS Hel WAl § AR T T H HYIT Hel
Sl 21 T € TR wgd g% A1 g%l TH e
¥ YRR & fRan s e

(M =& |, e @ W 'R W eEiem 9/l g™
SFATYZH T YR WA HY @l § N FU e
T YR FE IR TR A @ R



13.

14.

15.

(%) 39 994 T A1 1 HohI-8& Hel Sl B

FAIS! T T AW TA-AH Vel § I B R

FRU IFHRT AT Rafd &1 T 995 Waed

Bl 5 TEfaEl 1 Y@ ST, SWhT I T T 9

F 7, e o1 Oredwe st a1 g g

21 9 GicdeeT o SER, A YHR o W B

T IR Yosh WeTeHsh A Wi feerfa g @,

g wed §, Frefafaa fasi qun el g W

wef¥ra festi & weqa foman o 2—

(%) el a9 8- 3o (Tewa)| =g
TgfeRl 1 FR-7G (AT HT TN YA Bl
2

(@) I8 W[ o 9@ - ey (swed)| 98
TPl H YT T (3MY=A) T N YSH
Il B

() T8 WA @ We - 8 (WS | T8
TYHRI I FRT W (ITA™) H ATA YIH
Tl 2

() T T T 9E g HY ()| T
Tl I Ug-T9 (FEUSAT) T SN HEH
EZoil

(¥) T W T 9 - 97 (V)| Tg Wil
FH FIEAFH-IG (S, TE) H A Y=H
EZoii

() J& 9&d @E 99 8- U (Y1) T@
TPl H ATG-IG (YON) H AT YA
T 2

(@) =& =@ @F 9@ - uiw (o)1 =8
TgfRT I FHEU-TG (FHEUM) HT 3N YIH
EZoi

() =81 W T 9 €— q ()| e TIhT Rl
FIR-TF (Vfesehell) 1 SFI9E TS Hal 2

(9) TRTORE B had SN S8 Tl 1 FUiA
fFan T ¥ doE FwE W A
IMI-3F SIS TN THHT T & ¥H HM
S €, forment s1ef 7, wenf=r, < wer (i)
H AR Y YIRG HA | A g5 H
i 59 9 1 foE w9 § wegd e g,
IE WA T

SIS 77 SEROT B YA =R 79 &6

HEAR | S 5% H@WE o WY WK AT Sl

2, 99 JI-8%d A Al g% Hel S g1 A R,

AMTTI HT FHell H T Had Th AT EGIHA A

HT §, o HAIh SAWE H Gy YEH w2

y&qa fea ®, s A sraftd Tdehl STHIUIHE

w9 9, TMeA 79§ FIRGE T G H1 T FW

T G=X H=A1 1 Gl GHE 3@l w1 qe a0 g1

feq@ &% Tg1 1 W& X W 8| qwd o srareer

Fdeh FADR I B W FUATTY §& R a4 e

B9 9 FIREX &% {51 1 TAN A U hIEUR A9

1 Wellh &Y F&d H @ 2

16

17.

18.

19.

20.

21.

22.

23.

24.

FAYS T | FO HI QAU FHA-IMURG 31
wegfeR w1 St 21 fost § W Feur Rl U ot ok
fore smE X @ R
3 WRATE SA-<aateti &1 T Miv=a gfam famm
Bl W off ferel <& A1 o o YRR e S
EAM A1 W H S T, a9 9 wfqm-famE %
IUR, Tifhd qaati g0 Fafa foman smar 21
(%) va o7 ¥ wem e 1w # e o 3o
T ¥ iR Fehe STl el redl Wi
WS feman T 21
(@) % HARR A FE &1 qreq g2 | qn
el T g5 W WEd R 2
TGSt o TSl | Hallieh HewEyu Jo-Aeh B
GIHTHETTH, S GRAT o TS, STEM FO1 R ST
Teffell 3R geX T WA B GRS w1 Fed
AT A T HT A0 Rl B wegd o | et
Welteh %oy FeAHH 1 W Y @ 2

T T HehR, 9 AR W FdiehEey
T H R S| T w9 Ty § ey o9 gy
S Hewal B, FSreR forq =den sherehR 4 Ry 8% o
w1 A R 21 Qe e @ FehyE Us T d S
TE 1 Wl i Felhea®y WA i ¥q Tdeh! qried
T W FY B YR I 9 T W IR g
o1 T&d H @ 2

qomaaR 1 Tasie sifq Maifa< ¥ weaey o
T ST e % TW STeR el I el
TWHAE TTuee H Hewqul ©F tEd 21 ved o
T 3wy ® Safted Tl Fogar (ISl 9 o
HAAR) I FAHET § Fed B W 7, 3R wed o
STaferd ek HABR FHEGAR (F=89 TI H TadR)
1 T HL @I 2

TE W Tdh FHABR TEA 0] F W AR
¥ di® IR AY EAR H T H @ S| !
FUETEAR (T TERT oF STIAR) TN Tdeh TIIGTTAR
(Rfe o 3FEAR) 1 Wellh &9 § Fqd FL @I 2
Tl wEH faw] o 9 SEart § 9 uiedl 9 sedt
AR Ak FMHR GRI TEd &1 TdH! FTHHEAR
(47 & T § EaR) I YERE R W R, ITH
1S oTafierd 7deh HelhR RYRMEETR (YA h
HIAR) F YW F @ 2

g Adh! TH F ®Y H WEH fIS] o STEAR qe
ek I, AU AR HI Tk €I H T AL
W@ B TA ¥R R H I IGYT g%l ki Wg B
WS fean T R 9w @ fAygarer den e o
frer g% 451 95 2

TE Adh HTHR T faw] o Sifan  Taan
H YR B W@ T TR G5 o HFar H Al
qed § Sfafierd Td%h wiceh 7GR i Ut €9 H
TEA T T R




Kuchipudi Dance

In this picture you see the basic stance of Kuchipudi
Dance. When the dancer is ready to perform, the
body is held erect with the two feet joined together
and the weight of the body is equally distributed on
both legs. This kind of positioning of the feet is called
Sama-paada.

In Kuchipudi dance, there are a variety of positioning
of the feet. Some of them are shown here.

(@)
(b)

This is Sama-paada. The initial pose has both
feet close together, positioned forward.

When the heels are lifted up and the weight of
the body is on the toes of both the feet and the
heels come down together and stamp on the
ground, the Pada is called Mandikoppu.

The weight of the body is on the toes of both
the feet, heels are lifted up and crossed like a
pair of scissors. This is called Kathera which in
Telugu means scissors.

The weight of the body is on the outer side
of the feet, toes slanting upward and the
feet are crossed like a pair of scissors. Such
positioning of feet seen at the left side of the
picture is called Nagabanda. The positioning
seen at the right side of the picture is called
Shakatavadanam in which the big toe of one
foot is held by the other. These two positions
are used in the dance items called Tarangam
in which the dancer stands on a large plate
and moves the plate dexterously with the feet.

Like any style of Indian classical dance,
Kuchipudi has in its repertoire several nritta
numbers which are non-narrative and abstract.
These numbers decorate and celebrate the
space. Of the various kinds of movements,
one begins with an Anchita-paada which is
again a feet positioning that is done by raising
one foot, the heel touching the ground with the
weight of the body on the other foot.

In Kuchipudi, the basic cadences of dance
movements structured on particular taal-s
(time cycles) are called adavu-s. In the picture
is seen two frozen adavu-s. It is impossible to
photograph an adavu in its totality, since it is a
cadence of movement, not a pose.

At the right is seen the picture of the
Mandikoppu-adavu. The feet position of
Mandikoppu in picture 2(b) may be seen.
This adavu begins with the Mandikoppu feet
position. The right hand is in the Shileemukha
mudraa (hand-gesture) and the left in dola-
hasta. The dancer remains standing with the
body weight on the toes and stamps the heels
on the floor.

11.

12.

The picture at the left shows a kind of stylized
movement with the positioning of feet called
Soochipaadam.

These four pictures (Sl.no. 5 to 8) show the
four stages of a distinctive adavu of Kuchipudi.
The adavu is known as Kartarighatha.

The adavu begins with stamping the left foot
on the floor and raising the right. The hands
are held in the hasta mudra named pataakaa.
The hands are held at the level of the chest.

At the next stage the right foot is in Aanchita
position and both the hands, again with
Pataakaa hasta, are stretched straight out of
the adavu both the sides.

At the third stage of the adavu, the feet are
positioned as Swastika-paada.

At the fourth stage, the hands are bent at the
height of the chest and the feet are positioned
as shown in picture no.2(b) but the body is
lowered to the Chowka position.

This picture shows a pose from the cadence of
movements of the adavu named Syandita.

The picture shows another two dance
movements in Kuchipudi.

The picture at the left freezes a jumping
movement in which both the hands are held
tight at chest level. The jumping is called
kuppi.

The picture at the right shows a pose from
an adavu that of the Vishnu Kranta Karana.
The left leg is held with the left Kapita hand
and the right hand is raised above the head
majestically.

Another adavu named Sthitaavarta is
performed by raising one foot to the level of
the knee of the other leg and is moved forward
till it is firmly on the floor. The other leg then
repeats the movement.

Use of hasta mudra, that is, hand gestures, is
one of the distinctive aspects of Indian classical
dances. There are two kinds of hasta mudra,
asamyuta (with only one hand); and samyuta
(using both the hands). The picture shows
some of the hasta mudras used in Kuchipudi.

Each of the two hands is showing Samyuta
hasta named shakata. If one hand is showing
one hasta, the other can show the same or
different asamyuta hasta.

Two Samyuta-hasta-s are seen in the picture.
The lower one is called pushpaputa and the
upper one is called kapota. It is evident that
samyuta-hasta-s cannot be shown with one
hand.

While the lower left hand is showing the
alapadma-hasta the upper right hand is
showing Bhramar-hasta.



(d)

13.

15.

This samyuta hand gesture is called karkata-
hasta.

The Kuchipudi dance having emerged from a
form of dance-drama of the same name has
a rich repertoire of expressional numbers.
The main aim of these numbers is to give the
audience experience of Rasa which means
‘aestheticrelish’. According to Indian aesthetics,
there are 9 rasas, each having a predominant
emotional state of mind known as sthaayi-
bhava which are depicted in the following
pictures on this and next picture card :

The Sthaayi-bhava is utsaaha (courage) that
gives the audience the experience of Veera-
rasa (the heroic).

The Sthaayi-bhaava is Vismaya (wonder) that
gives the experience of Adbhuta-rasa (the
wonder).

The Sthaayi-bhaava is haasa (mirth) gives the
experience of Haasya-rasa (the hilarity).

The Sthaayi-bhaava is krodha (anger) that
gives the experience of Roudra-rasa (the
furious).

The Sthaayi-bhaava is bhaya (fear) that gives
the experience of Bhayanaka-rasa (the fright).
The Sthaayi-bhaava is jugupsaa (disgusting)
that gives the experience of Beebhatsa-rasa
(the disgust).

The Sthaayi-bhaava is shoka (grief) that gives
the experience of Karuna-rasa (the pathetic).

The Sthaayi-bhaava is rati (love) that gives
the experience of Shringaara-rasa (the
sensuousness).

The Naatyashaastra describes only the
above eight rasa-s. At a much later date the
ninth, Shaanta-rasa was added. lts Sthaayi-
bhaava is considered to be shama which
means quietude that leads towards moksha
(liberation). The images of meditating Buddha
depict this admirably.

The hand gestures (mudraa) used in non-
narrative nritta passages are called nritta-
hastas. When they are used along with the
facial expression they are called nritya-hasta
or simply hasta. They not only impart a rare
kind of stylization to the art of abhinaya but also
enhance the aesthetic appeal. In the picture
shown here the danseuse in the foreground
mimetically suggests the doelike eyes of a
beautiful girl by using kartarimukha hasta with
the right hand and simhamukha hasta with the
left. The dancer at the background mimes an
angry hero using Oornanaabhamhasta in the
left and shikhara hasta in the right.

16.

17.

18.

19.

20.

21.

22.

23.

24.

Kuchipudi draws heavily from the Krishna
legend. The danseuse in the picture suggests
that a gopi is calling Krishna to come near.

Many Indian gods and goddesses have stylised
iconography. When any god or goddess is
depicted or invoked it is delineated through
poses in keeping with the iconography.

In this picture Lord Shiva is depicted as holding
his trident and his consort Parvati is beside
him.

The dancers suggest that Lord Shiva is in
taandava pose and Parvati in the lasya pose.

The most important dance-drama in the
repertoire of Kuchipudi is Bhaamaakalaapam
that tells the story of how Lord Krishna, the king
of Dwaraka fetched the Paarijaata flower for
his proud and beautiful queen Satyabhaamaa.
The picture shows the danseuse as
Satyabhaamaa.

The dancers depict Rama and Sita. Rama is
shown holding a bow in his left hand for which
the dancer uses the Shikhara-hasta. The
gesture of the right hand is Katakamukha hasta.
For depicting Sita the danseuse uses Kapittha
hasta for the right hand and Ardhachandra
hasta for the left hand.

Portrayal of Dashaavataara, that is, the ten
incarnations of Lord Vishnu, as described
poetically in the Geeta Govinda, occupies an
important place in the traditional repertoire of
Kuchipudi. In this picture while the danseuse
in the foreground depicts Matsyaavataara
(incarnation as a fish) the dancer depicts
Koormaavataara (incarnation as a tortoise)

The third and the fourth of the ten incarnations
of Lord Vishnu are depicted in the picture.
The danseuse shows the Varaahaavataara
(incarnation as a wild boar) and dancer.
Narasimhaavataara (incarnation as the
man-lion).

The fifth and the sixth of the ten incamations
of Lord Vishnu are shown by the danseuse
depicting the Vaamanaavataara (incarnation
as a dwarf) and the dancer behind her depicting
the Parshuraamavataara (incarnation as
Parashuraama).

The danseuse depicts the incarnation of
Lord Vishnu as Rama and the dancer depicts
Balaraama, the plough-man. The holding of the
plough is suggested by joining two Asamyuta
hasta-s. The gesture of the right hand is
Tripataka and the left, the Shikhara hasta.

The dancers depict the last two of the ten
avataaras (incarnations) of Lord Vishnu. The
danseuse shows the Buddha avataara and the
dancer behind her depicts the Kalki avataara.
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