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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.E.) 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.E. — 2nd century C.E. 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,
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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
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 vritis 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' 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.

Odissi Dance

Odisha, on the eastern sea coast, is the home of Odissi, one of
the many forms of Indian classical dance. Sensuous and lyrical,
Odissi is a dance of love and passion touching on the divine and
the human, the sublime and the mundane. The Natya Shastra
style known as the Odhra Magadha which can be identified as the
earliest precursor of present day Odissi.

Archaeological evidence of this dance form dating back to the 2nd
century B.C.E. is found in the caves of Udayagiri and Khandagiri
near Bhubaneshwar. Later, innumerable examples of the Buddhist
sculptures, the tantric images of dancing Yoginis, the Nataraja, and
other celestial musicians and dancers of early Shaivite temples bear
testimony to a continuing tradition of dance from the 2nd century
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B.C.E. to the 10th century C.E. These influences found synthesis
in a unique philosophy — the dharma or faith of Jagannath. With
Hinduism taking roots in Odisha by about the 7th century C.E.,
many imposing temples were erected. The magnificent Sun
Temple at Konark, built in the 13th century, with its Natya mandap
or Hall of dance, marks the culmination of the temple activity in
Odisha. These dance movements, frozen in stone, continue to
inspire Odissi dancers even today.

For centuries maharis were the chief repositories of this dance.
The maharis, who were originally temple dancers came to be
employed in royal courts which resulted in the degeneration of the
art form. Around this time, a class of boys called gotupuas were
trained in the art, they danced in the temples and also for general
entertainment. Many of today's gurus of this style belong to the
gotupua tradition.

Odissi is a highly stylised dance and to some extent is based on
the classical Natya Shastra and the Abhinaya Darpana. In fact, it
has derived a great deal from the Abhinaya Darpana Prakasha by
Jadunatha Sinha, the Abhinaya Chandrika by Rajmani Patra, and
the Abhinaya Chandrika by Maheshwara Mahapatra.

As in other parts of India, creative literature inspired the Odissi
dancer also and provided the themes for dance. This is especially
true of the 12th century Gita Govinda by Jayadeva. It is a profound
example of the nayaka-nayika bhava and surpasses other poems
in its poetic and stylistic content. The devotion of the poet for
Krishna permeates through the work.

Odissi closely follows the tenets laid down by the Natya Shastra.
Facial expressions, hand gestures and body movements are used
to suggest a certain feeling, an emotion or one of the nine rasas.

The techniques of movement are built around the two basic
postures of the Chauk and the Tribhanga. The chauk is a position
imitating a square — a very masculine stance with the weight of
the body equally balanced. The tribhanga is a very feminine stance
where the body is deflected at the neck, torso and the knees.

The torso movement is very important and is a unique feature of
the Odissi style. With the lower half of the body remaining static,
the torso moves from one side to the other along the axis passing
through the centre of the upper half of the body. Great training
is required for this control so as to avoid any shoulder or hip
movement. There are certain foot positions with flat, toe or heel
contact. These are used in a variety of intricate combinations.
There are also numerous possibilities of leg movements. Almost
all leg movements are spiral or circular, whether in space or on
the ground.

In addition to the leg movement, there are a variety of gaits for
doing pirouettes and jumps and also certain postures inspired by
sculptures. These bhangis, as they are called are really units of
movement ending in one particular stance.
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Hand gestures play an important role both in nritta where they are
used only as decorative embellishments and in nritya where they
are used for communication.

The formal repertoire of Odissi has a certain order of presentation,
where each successive item is systematically put together to
produce the desired rasa.

The opening item is Mangalacharan where the dancer slowly
enters the stage with flowers in her hands and makes an offering
to mother earth. This is followed by an invocation to the deity of
the dancer's choice. Generally, Ganesha is called upon to grant an
auspicious beginning. The item ends with a nritta sequence with
salutations to God, the Guru and the audience.

The next item is called Batu where the basic concepts of the
Odissi nritta technique are highlighted bringing out the duality of
the masculine and the feminine through the basic stance of the
chauk and ftribhanga. This is danced in praise of Batukeshwar
Bhairav or Shiva. The accompanying music is very simple — only
a refrain of dance syllables.

After the very basic exposition of nritta in Batu, comes the flowering
and ornamentation of music and movements in Pallavi. A musical
composition in a particular raga is visually represented by the
dancer with slow and subtle movements, building up into complex
patterns highlighting rhythmic variations within the tala structure.

This is followed by the rendering of abhinaya. Odisha has a
continuing tradition of dancing of the Ashtapadis of Jayadeva's
Gita Govinda since the 12th century. The lyricism of this poem is
particularly suited to the Odissi style. Apart from the Gita Govinda,
the compositions of other Oriya poets like Upendra Bhanja,
Baladeva Ratha, Banamali and Gopal Krishna are also sung.

The concluding item of the repertoire, which may consist of more
than one pallavi and items based on abhinaya, is called moksha.
Pakhawaj syllables are recited and the dance moves from slow to
quick sequences to reach a climax, when the dancer pays the final
obeisance.

An Odissi orchestra essentially consists of a pakhawaj
player (usually the Guru himself), a singer, a flautist, sitar
or violin player and a manjira player.

The dancer is adorned in elaborate Oriya silver jewellery
and a special hair-do. The sari, usually stitched nowadays,
is unique to the style. In each performance, even a modern
Odissi dancer still reaffirms the faith of the devadasis or
maharis where they sought liberation or moksha through
the medium of dance.
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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 wearing 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
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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).

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

Facial expression — Abhinaya, forms an important part of
dance. The teacher should explain the nine rasas to the
students. The details of explanation can vary with each age
group.

An interesting informal game can follow this. The students
can be asked to mime a mood in a self-created situation or
story. The rest of the class may be asked to interpret the
story and name the rasa that it portrays. Bhaya or fear
can be depicted at length, for example, as a child trapped
in a dangerous situation in a dark and gloomy forest with a
fearsome animal chasing the the child. 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 motifis 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
speed and rhythm. This activity will bring out the inherent
creativity and develop precision and concentration.

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. Infact, 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
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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 make the students aware of how the concept of
goodness and truth permeates all religions.

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 — national integration

— the futility of violence — social inequalities

— conservation of the environment

Groups of 10 to 15 students may be asked to form tableaus
in an appealing and effective manner. The planning and
designing of the tableaus 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 tableaus may be presented on national days or on
sports day.

Athematic 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.

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.

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.

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.
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Odissi Dance

1. In Odissi dance, there are two main basic positions
or stances around which choreographed movement
passages are woven. These are the Chauk and the
Tribhanga. In the Chauk position, the dancer lowers
the body with the weight equally distributed along
the central axis. With the knees bent outwards and
the arms stretched out and forward the body forms a
rectangle or a square in space.

HiEepfas Wid Td Wi k= Centre for Cultural Resources and Training
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Odissi Dance

2. The tribhanga pose treats the human body along three
deflections of the head, torso and the hips. The body
is seen in a thrice-bent or 'S' shaped posture where
the neck and the head shifts to one side, the torso
moves in the opposite direction to the hip. The body
weight distribution is asymmetrical along the central
axis.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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Odissi Dance

The Indian dancer enacts the nine rasas and all
aspects of life through abhinaya. Many poses show
the dancer decorating her body, wearing her dress,
her ornaments, all these form part of the ‘shringara’. In
the darpani bhangi, the dancer gazes at herself in the
mirror after she has finished her make-up.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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4. This picture shows another abhinaya pose. The
dancer is leaning against her friend. The body is in the
tribhanga pose and both hands are held together in
the potala gesture.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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5. Classical dance uses a suggestive language of hand
gestures, called hastas, which can express words,
ideas, symbols and sentiments. Odissi draws its
gestural language from two textual sources, the
Abhinaya Darpanam of Nandikeshwara and the
Abhinaya Chandrika of Maheshwar Mohapatra.
Pushpa hasta is a figurative gesture, a symbolic
representation of a flower.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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Odissi Dance
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6. Some gestures are decorative or symbolic and are
used for evoking a mood. Shukachanchu, shown in
this picture, often embellishes movement.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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7. Traditional poetic metaphors find their reflection in the
gestural language of classical dance. Combining two
hand gestures, a lotus-eyed maiden is depicted.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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8. A metaphor with various levels of meaning, a bee in
search of nectar hovers above a flower.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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9. Through hand gestures the dancer shows the lighted
lamp. When accompanied with dance movement and
facial abhinaya, this pradeepa hasta takes on several
symbolic meanings.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training







IS T

Odissi Dance

10. Classical dance is replete with imagery of the natural
world. In a familiar gesture, the dancer captures the
quivering look of a deer.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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11. The left hand and right hand gestures show a bird with
a rich plumage. The dancer is fondly gazing at the bird
and thinking of her beloved.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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12. In another aspect of shringar the dancer is adorning
herself with an ear ornament while the facial abhinaya
shows the dancer yearning for her beloved.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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13. In this picture, the dancer adjusts the ornament worn
in the parting in her hair while looking into the mirror
which is depicted by her left hand gesture.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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Odissi Dance
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14. In Odissi, movement sequences often end in postures
known as bhangis, interwoven profusely in the dance
structure. The deflection of the limbs in the bhangis
is suggestive of the style's sculptural origins. A relief
panel from the plinth of the nata mandapa of the Sun
temple at Konarak built in 1250 C.E. depicts several
bhangis including alasa and darpani.

HiERfaw Ha T gfieror = Centre for Cultural Resources and Training
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15. In Indian dance, the dancer very realistically shows
the gesture for wearing of ornaments. In this picture,
you see her (tying) an ornament around her neck.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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16. 3iifeen ® ome qiaard Tdent w1 fafa= ggiet 1 e €
IS T H AW o WF-Hal 1 TERAG ISid o ®9
¥ s Ted S €1 Tt bl o9 W W H uee sied
T A T B | AT Weh o1 A 34 Ard @ fR SHeh WR
YRR 1 R shelel Tk Wid W & fEer )

16. Many sculptures in Odisha show the dancer in various
poses. In Odissi dance, ghungroos are worn as also
traditional silver anklets, as part of the costume. The
dancer is shown tying the anklets on her right foot.
Notice the balance of her body with the weight on one
foot.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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17. Classical literature, painting, sculpture and dance
have evolved an imagery of love where in a woman is
depicted in various states of longing or rapture. The Sun
temple at Konarak is an architectural representation
of the chariot of the Sun pulled by seven horses. A
monument to time, its twelve wheels represent the
months of the year as the twenty four spokes of each
wheel represent the hours in a day. Some of the finest
vignettes of a woman in love are carved on the wheels'
spokes. In the above relief a woman stretches in
abandon.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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18. In this pose of Alasa bhangi one can see the depiction
of the same emotion as shown in the sculpture on the
wheel of the Konarak Sun temple.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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Odissi Dance

19. The flute is one of the most common and ancient
instruments in India, it is associated with Krishna
and nearly all dance forms show the gesture for flute.
There are regional variations for placement of hands
and fingers for this gesture. In Odissi dance, the flute
known as the venu, as seen in this picture is held
horizontally. There is also another gesture for the venu
where hands are held in front of the body depicting a
vertical flute.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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20. The representation of musical instruments in
Odissi dance are seen in sculptures as also in the
performances of the dancers. The gesture for playing
the veena alongwith the body position is shown in this
picture. The same gesture for holding the veena is
sometimes depicted by the dancer sitting on the floor.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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21. Shiva, the Lord of dance is shown in his many moods
in Indian dance. In this picture, you see Shiva the sage
who is adorning his matted locks with the crescent
moon.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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22. The many attributes of gods and goddesses have been
depicted in dance. Rama is usually shown holding
his bow, as seen in this picture, where he is about to
release the arrow from the bow.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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23. In Odissi dance, rhythmic accompaniment has
traditionally been provided by the horizontal drum,
the Pakhawaj. In this picture, you see the group of
musicians with the dancer, notice the facial expression
which show the pangs of separation.

HiEepfas ¥id Td Wi o= Centre for Cultural Resources and Training
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Odissi Dance

In Odissi dance, there are two main basic positions or
stances around which choreographed movement passages
are woven. These are the Chauk and the Tribhanga. In the
Chauk position, the dancer lowers the body with the weight
equally distributed along the central axis. With the knees bent
outwards and the arms stretched out and forward the body
forms a rectangle or a square in space.

The ftribhanga pose treats the human body along three
deflections of the head, torso and the hips. The body is
seen in a thrice-bent or 'S' shaped posture where the neck
and the head shifts to one side, the torso moves in the
opposite direction to the hip. The body weight distribution is
asymmetrical along the central axis.

The Indian dancer enacts the nine rasas and all aspects of life
through abhinaya. Many poses show the dancer decorating
her body, wearing her dress, her ornaments, all these form
part of the 'shringara’. In the darpani bhangi, the dancer gazes
at herself in the mirror after she has finished her make-up.

This picture shows another abhinaya pose. The dancer is
leaning against her friend. The body is in the fribhanga pose
and both hands are held together in the potala gesture.

Classical dance uses a suggestive language of hand
gestures, called hastas, which can express words, ideas,
symbols and sentiments. Odissi draws its gestural language
from two textual sources, the Abhinaya Darpanam of
Nandikeshwara and the Abhinaya Chandrika of Maheshwar
Mohapatra. Pushpa hasta is a figurative gesture, a symbolic
representation of a flower.

Some gestures are decorative or symbolic and are used for
evoking a mood. Shukachanchu, shown in this picture, often
embellishes movement.

Traditional poetic metaphors find their reflection in the gestural
language of classical dance. Combining two hand gestures, a
lotus-eyed maiden is depicted.

A metaphor with various levels of meaning, a bee in search of
nectar hovers above a flower.

Through hand gestures the dancer shows the lighted lamp.
When accompanied with dance movement and facial
abhinaya, this pradeepa hasta takes on several symbolic
meanings.

Classical dance is replete with imagery of the natural world.
In a familiar gesture, the dancer captures the quivering look
of a deer.

The left hand and right hand gestures show a bird with a rich
plumage. The dancer is fondly gazing at the bird and thinking
of her beloved.

In another aspect of shringar the dancer is adorning herself
with an ear ornament while the facial abhinaya shows the
dancer yearning for her beloved.
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In this picture, the dancer adjusts the ornament worn in
the parting in her hair while looking into the mirror which is
depicted by her left hand gesture.

In Odissi, movement sequences often end in postures known
as bhangis, interwoven profusely in the dance structure. The
deflection of the limbs in the bhangis is suggestive of the
style's sculptural origins. A relief panel from the plinth of the
nata mandapa of the Sun temple at Konarak built in 1250
C.E. depicts several bhangis including alasa and darpani.

In Indian dance, the dancer very realistically shows the
gesture for wearing of ornaments. In this picture, you see her
tying an ornament around her neck.

Many sculptures in Odisha show the dancer in various poses.
In Odissi dance, ghungroos are worn as also traditional silver
anklets, as part of the costume. The dancer is shown tying
the anklets on her right foot. Notice the balance of her body
with the weight on one foot.

Classical literature, painting, sculpture and dance have
evolved an imagery of love where in a woman is depicted
in various states of longing or rapture. The Sun temple at
Konarak is an architectural representation of the chariot of the
Sun pulled by seven horses. A monument to time, its twelve
wheels represent the months of the year as the twenty four
spokes of each wheel represent the hours in a day. Some
of the finest vignettes of a woman in love are carved on the
wheels spokes. In the above relief a woman stretches in
abandon.

In this pose of Alasa bhangi one can see the depiction of the
same emotion as shown in the sculpture on the wheel of the
Konarak Sun temple.

The flute is one of the most common and ancient instruments
in India, it is associated with Krishna and nearly all dance
forms show the gesture for flute. There are regional variations
for placement of hands and fingers for this gesture. In Odissi
dance, the flute known as the venu, as seen in this picture is
held horizontally. There is also another gesture for the venu
where hands are held in front of the body depicting a vertical
flute.

The representation of musical instruments in Odissi dance
are seen in sculptures as also in the performances of the
dancers. The gesture for playing the veena alongwith the
body position is shown in this picture. The same gesture for
holding the veena is sometimes depicted by the dancer sitting
on the floor.

Shiva, the Lord of dance is shown in his many moods in
Indian dance. In this picture, you see Shiva the sage who is
adorning his matted locks with the crescent moon.

The many attributes of gods and goddesses have been
depicted in dance. Rama is usually shown holding his bow,
as seen in this picture, where he is about to release the arrow
from the bow.

In Odissi dance, rhythmic accompaniment has traditionally
been provided by the horizontal drum, the Pakhawaj. In this
picture, you see the group of musicians with the dancer, notice
the facial expression which show the pangs of separation.





