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Hkkjr esa u`R; cgqr izkphu dky ls ,d le`¼ vkSj izkphu 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 gSaA 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 iqufuZfeZr fd;k tk ldrk gSA 'kkL=kh; laLÑr ukVd (Mªkek) dk 
fodkl ,d of.kZr fodkl gS] tks eq[kfjr 'kCn] eqnzkvksa vkSj vkÑfr] ,sfrgkfld 
o.kZu] laxhr rFkk 'kSyhxr xfrfofèk dk ,d lfEeJ.k gSA ;gka 12oha 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 ewfrZ;ka izdk'k esa vkb±µ ,d eksgutksnM+ksa dky dh dkals dh ewfrZ 
vkSj nwljk gM+Iik dky (2500&1500 bZlk iwoZ) dk ,d VwVk gqvk èkM+A ;g 
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 bZlkiwoZµ 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 eqnzk,a vkSj vFkoZosn ls Hkko ysdj fd;k gSA ;gka ,d nardFkk 
Hkh gS fd Hkxoku czãk 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~; dh 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 tcfd u`R; 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 
gSµ ukV~;] u`R; vkSj u`ÙkA 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 de 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`Ùk 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 gSaµ  Ük`axkj] gkL;] d#.kk] ohj] 
jkSnz] Hk;] ohHkRl] vn~Hkqr vkSj 'kkarA

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).



lHkh 'kSfy;ksa }kjk izkphu oxhZdj.kµ rkaMo vkSj ykL; dk vuqdj.k fd;k tkrk 
gSA rkaMo iq:"kksfpr] ohjksfpr] fuHkhZd vkSj vkstLoh gSA ykL; L=kh;ksfpr] dksey 
y;kRed vkSj lqanj gSA vfHku; dk foLrkfjr vFkZ vfHkO;fDr gSA ;g vafxd] 
'kjhj vkSj vaxks_ okfpd] xk;u vkSj dFku_ vgk;Z] os'kHkw"kk vkSj vyadkj_ vkSj 
lkfRod] Hkkoksa vkSj vfHkO;fDr;ksa osQ }kjk lEikfnr fd;k tkrk gSA

Hkjr vkSj uanhosQ'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 okgu 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 gSaµ ukV~;èkehZ] tks jaxeap dk vkSipkfjd 
izLrqrhdj.k gS vkSj nwljk yksdèkehZ dbZ ckj yksd] ;FkkZFkoknh] izÑfroknh ;k 
izknsf'kd osQ :i esa vuqokfnrA 'kSyh ;k o`fÙk dks pkj Hkkxksa esa oxhZÑr fd;k 
tk ldrk gSµ 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 ('kkfCnd va'k)A

'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 mM+hlh 
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 vkÞoku 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’ 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.



dFkd u`R;
dFkd 'kCn dh mRifÙk dFkk 'kCn ls gqbZ gS] ftldk vFkZ ,d dgkuh ls 
gSA dFkkdkj ;k dgkuh lqukus okys og yksx gksrs gSa] tks izk;% nardFkkvksa] 
ikSjkf.kd dFkkvksa vkSj egkdO;ksa dh midFkkvksa osQ foLr`r vkèkkj ij dgkfu;ksa 
dk o.kZu djrs gSaA ;g ,d ekSf[kd ijEijk osQ :i esa 'kq: gqvkA dFku dks 
T;knk izHkko'kkyh cukus osQ fy, blesa Lokax vkSj eqnzk,a dnkfpr ckn esa tksM+h 
xb±A bl izdkj o.kZukRed u`R; osQ ,d ljy :i dk fodkl gqvk vkSj ;g 
gesa vkt dFkd osQ :i esa fn[kkbZ nsus okys bl u`R; osQ fodkl osQ dkj.kksa 
dks Hkh miyCèk djkrk gSA

oS".ko èkeZ] tks fd 15oha lnh esa mÙkjh Hkkjr esa izpfyr Fkk vkSj fl¼karr% 
HkfDr vkanksyu us y;kRed vkSj laxhrkRed :iksa osQ ,d lEiw.kZ uo izlkj osQ 
fy, lg;ksx fn;kA jkèkk&Ñ".k dh fo"k; oLrq ehjkckbZ] lwjnkl] uannkl vkSj 
Ñ".knkl osQ dk;Z osQ lkFk cgqr izfl¼ gqbZA jkl yhyk dh mRifÙk eq[r;% c`t 
izns'k (if'peh mÙkj izns'k esa eFkqjk) esa ,d egRoiw.kZ fodkl FkkA ;g vius 
vki esa laxhr] u`R; vkSj O;k[;k dk la;kstu gSA jklyhyk esa u`R;] tcfd 
ewy Lokax dk ,d foLrkj Fkk] tks orZeku ijEijkxr u`R; osQ lkFk vklkuh ls 
fefJr gSA

eqxyksa osQ vkxeu osQ lkFk bl u`R; dks ,d u;k izksRlkgu feykA eafnj osQ 
vkaxu ls ysdj egy osQ njckj rd ,d ifjorZu us viuk LFkku cuk;k] ftlosQ 
dkj.k izLrqrhdj.k esa vfuok;Z ifjorZu vk,A fgUnw vkSj eqfLye] nksuksa njckjksa esa 
dFkd mPp 'kSyh esa mHkjk vkSj euksjatu osQ ,d fefJr :i esa fodflr gqvkA 
eqfLye oxZ osQ varxZr ;gka u`R; ij fo'ks"k tksj fn;k x;k vkSj Hkko us bl u`R; 
dks lkSan;Ziw.kZ] izHkkodkjh rFkk HkkoukRed (bafnz;) vk;ke iznku fd,A

19oha lnh esa voèk osQ vafre uokc okf”kn vyh 'kkg osQ laj{k.k osQ rgr~ 
dFkd dk Lof.kZe ;qx ns[kus dks feyrk gSA mlus y[kumQ ?kjkus dks vfHkO;fDr 
rFkk Hkko ij mlosQ izHkko'kkyh Lojkadu lfgr LFkkfir fd;kA t;iqj ?kjkuk 
viuh y;dkjh ;k y;kRed izoh.krk osQ fy, tkuk tkrk gS vkSj cukjl ?kjkuk 
dFkd u`R; dk vU; izfl¼ fo|ky; gSA

dFkd esa xfrfofèk (u`R;) dh fof'k"V rduhd gSA 'kjhj dk Hkkj f{kfrft; vkSj 
yEcor~ èkqjh osQ cjkcj leku :i ls foHkkftr gksrk gSA ikao osQ lEiw.kZ lEioZQ 
dks izFke egRo fn;k tkrk gS] tgka fliZQ iSj dh ,sM+h ;k vaxqfy;ksa dk mi;ksx 
fd;k tkrk gSA ;gka fØ;k lhfer gksrh gSA ;gka dksbZ >qdko ugha gksrs vkSj 'kjhj 
osQ fupys fgLls ;k mQijh fgLls osQ oØksa ;k eksM+ksa dk mi;ksx ugha fd;k tkrkA 
èkM+ xfrfofèk;ka oaQèkksa dh js[kk osQ ifjorZu ls mRiUu gksrh gS] cfYd uhps dej 
dh ekal&isf'k;ksa vkSj mQij Nkrh ;k ihB dh jh<+ dh gM~Mh osQ ifjpkyu ls 
T;knk mRiUu gksrh gSA ekSfyd eqnzk esa lapkyu dh ,d tfVy i¼fr osQ mi;ksx 
}kjk rduhdh dk fuekZ.k gksrk gSA 'kq¼ u`R; (u`Ùk) lcls T;knk egRoiw.kZ 
gS] tgka urZdh }kjk iguh xbZ iktsc osQ ?kq a?k#vksa dh èofu osQ fu;a=k.k 
vkSj lery ikao osQ iz;ksx ls isphns y;kRed uewuksa dh jpuk dh tkrh 
gSA HkjrukV~;e~] mM+hlh vkSj ef.kiqjh dh rjg dFkd esa Hkh xfrfofèk osQ 
,ddksa osQ la;kstu }kjk blosQ 'kq¼ u`R; Øeksa dk fuekZ.k fd;k tkrk gSA 
rkyksa dks fofHkUu izdkj osQ ukeksa ls iqdkjk tkrk gS] tSls VqdM+k] rksM+k vkSj 
iju&y;kRed uewuksa dh izÑfr osQ lHkh lwpd iz;ksx esa yk, tkrs gSa vkSj 
ok|ksa dh rky ij u`R; osQ lkFk laxr dh tkrh gSA urZdh ,d Øe ^FkkV* 
osQ lkFk vkjEHk djrh gS] tgka xys] Hkoksa vkSj dykbZ;ks a dh èkhjs&èkhjs gksus 
okyh xfrfofèk;ksa dh 'kq:vkr dh tkrh gSA bldk vuqlj.k ven (izos'k) 
vkSj lykeh (vfHkoknu) osQ :i esa ifjfpr ,d ijEijkxr vkSipkfjd 
izos'k }kjk fd;k tkrk gSA blosQ ckn vusd pDdjksa dh ijkdk"Bk osQ 
y;kRed Øeksa osQ fofoèk la;kstu izLrqr fd, tkrs gSaA pDdj u`Ùk [k.Mksa 
esa u`R; 'kSyh dh ,d cgqr foy{k.k fo'ks"krk gSA y;kRed v{kjks a dk o.kZu 

Kathak Dance
The word Kathak has been derived from the word Katha which 
means a story. Kathakars or story-tellers, are people who 
narrate stories largely based on episodes from the epics, myths 
and legends. It probably started as an oral tradition. Mime and 
gestures were perhaps added later on to make the recitation 
more effective. Thus evolved a simple form of expressional 
dance, providing the origins of what later developed into Kathak 
as we see it today.

The Vaishnavite cult which swept North India in the 15th C. and 
the resultant bhakti movement contributed to a whole new range 
of lyrics and musical forms. The Radha-Krishna theme proved 
immensely popular alongwith the works of Mirabai, Surdas, 
Nandadas and Krishnadas. The emergence of Ras Lila, mainly 
in the Braj region (Mathura in Western U.P.) was an important 
development. It combined in itself music, dance and the narrative. 
Dance in Ras Lila, however, was mainly an extension of the basic 
mime and gesture of the Kathakars or story-tellers which blended 
easily with the existing traditional dance.

With the coming of the Mughals, this dance form received a new 
impetus. A transition from the temple courtyard to the palace 
durbar took place which necessitated changes in presentation. 
In both Hindu and Muslim courts, Kathak became highly 
stylised and came to be regarded as a sophisticated form of 
entertainment. Under the Muslims there was a greater stress 
on nritya and bhava giving the dance graceful, expressive and 
sensuous dimensions.

The nineteenth century saw the golden age of Kathak under 
the patronage of Wajid Ali Shah, the last Nawab of Oudh. He 
established the Lucknow gharana with its strong accent on bhava, 
the expression of moods and emotion. The Jaipur gharana known 
for its layakari or rhythmic virtuosity and the Benaras gharana 
are other prominent schools of Kathak dance.

The technique of movement in Kathak is unique to it. The weight 
of the body is equally distributed along the horizontal and vertical 
axis. The full foot contact is of prime importance where only the toe 
or the ball of the foot are used, their function is limited. There are 
no deflections and no use of sharp bends or curves of the upper 
or lower part of the body. Torso movements emerge from the 
change of the shoulder line rather than through the manipulations 
of the backbone or upper chest and lower waist muscles. In the 
basic stance, the dancer stands straight, holds one hand at a 
level higher than the head and the other is extended out on the 
level of the shoulder.

The technique is built by the use of an intricate system of 
foot-work. Pure dance (nritta) is all important where complex 
rhythmic patterns are created through the use of the flat feet 
and the control of sound of the ankle bells worn by the dancer. 
As in Bharatnatyam, Odissi and Manipuri, Kathak also builds its 
pure dance sequences by combining units of movement. The 
cadences are called differently by the names tukra, tora, and 
parana, all indicative of the nature of rhythmic patterns used 
and the percussion instrument accompanying the dance. The 
dancer commences with a sequence called That where soft  



lkekU; gS_ urZdh vDlj ,d fufnZ"V Nanc¼ xhr dk o.kZu djrh gS vkSj 
mlosQ ckn u`R; xfrfofèk osQ izLrqrhdj.k }kjk mldk vuqlj.k djrh gSA 
dFkd osQ u`Ùk Hkkx esa uxek dks iz;ksx esa yk;k tkrk gSA <ksy ctkus okys 
(;gka <ksy ,d i[kko”k] e`naxe~ dk ,d izdkj ;k rcys dh tksM+h esa ls 
dksbZ ,d gks ldrk gS) vkSj urZdh & nksuks a ,d lqjhyh iafDr dh vko`fÙk 
ij fujarj la;kstuksa dk fuekZ.k djrs gSaA vFkkZr igys i[kko”k ;k rcys ij 
,d iafDr dks ctk;k tkrk gS] mlosQ ckn urZdh viuh u`R; xfrfofèk ;k 
fØ;k esa mls nksgjkrh gSA <ksy ij 16] 10] 14 vk?kkr (rky) dk ,d 
lqjhyk Øe ,d vkèkkj ij iznku djrk gS] ftl ij u`R; dk iwjk <kapk 
fufeZr gksrk gSA

vfHku; esa ^xr* dgs tkus okys lkèkkj.k lewgksa esa 'kCn dk iz;ksx ugha 
fd;k tkrk vkSj ;g nzqr y; esa dkseyrk iwoZd izLrqr fd;k tkrk gSA ;g 
y?kq o.kZukRed [k.M gS] tks Ñ".k osQ thou ls yh xbZ ,d y?kq midFkk 
dk izLrqrhdj.k gSA vU; lewgksa tSls Bqejh] Hktu] nknjk & lHkh laxhrkRed 
jpukvksa esa eqnzkvksa osQ lkFk ,d dkO;kRed iafDr dh laxhr osQ lkFk 
la;kstu djosQ O;k[;k dh tkrh gSA bu [k.Mksa esa HkjrukV~;e~ ;k mM+hlh 
dh rjg ;gka 'kCn ls 'kCn ;k iafDr ls iafDr dh O;k[;k ,d gh le; 
esa dh tkrh gSA ;gka u`Ùk ('kq¼ u`R;) vkSj vfHku; (Lokax) nksuks a esa ,d 
fo"k; oLrq ij :ikarj.k izLrqrhdj.k osQ lqèkkj (izn'kZu) osQ fy, cgqr 
T;knk volj gSaA O;k[;kRed vkSj HkkoukRed u`R; dh rduhfd;ka vkil 
esa vUrxzZfFkr gSa vkSj ,d rjiQ dkO;kRed iafDr rFkk nwljh rjiQ lqjhyh 
o Nan c¼ iafDr osQ izn'kZu dh fofoèkrk osQ fy, urZdh dh oqQ'kyrk 
mldh {kerk ij fuHkZj djrh gSA vFkkZr~ ;g urZdh dh lkeF;Z ij fuHkZj 
djrk gS fd og fdl izdkj ,d gh iafDr dks fofoèk :i ls izLrqr dj 
ldrh gSA

vkt dFkd ,d Js"B u`R; osQ :i esa mHkj jgk gSA osQoy dFkd gh Hkkjr 
dk og 'kkL=kh; u`R; gS] ftldk lEcUèk eqfLye laLÑfr ls jgk gS] ;g dyk 
esa fgUnw vkSj eqfLye izfrHkkvksa osQ ,d vf}rh; la'ys"k.k dks izLrqr djrk gSA 
blosQ vfrfjDr fliZQ dFkd gh 'kkL=kh; u`R; dk og :i gS] tks fgUnqLrkuh 
;k mÙkjh Hkkjrh; laxhr ls tqM+kA bu nksuksa dk fodkl ,d leku gS vkSj nksuksa 
,d&nwljs dks lgkjk o izksRlkgu nsrs gSaA

gliding movements of the neck, eyebrows and the wrists, are 
introduced. This is followed by a conventional formal entry  
known as the Amad (entry) and the Salami (salutation). Then follow 
the various combinations of rhythmic passages all punctuated with 
the culminating in a number of pirouettes. The pirouettes are the 
most characteristic feature of the dance style in nritta portions. 
Recitation of the rhythmic syllables is common; the dancer often 
pauses to recite these to a specified metrical cycle followed by 
execution through movement. The nritta portion of Kathak is 
performed to the nagma. Both the drummer (here the drum is 
either a pakhawaj, a type of mridangam, or a pair of tablas) and 
the dancer weave endless combinations on a repetitive melodic 
line. The metrical cycle (tala) of 16, 10, 14 beats provides the 
foundation on which the whole edifice of dance is built.

In the mime portions (nritya or abhinaya), words are not used  
in simple numbers called the gata, which is performed in a  
lyrical manner to gentle rhythm. These are short narrative  
pieces which portray a brief episode from Krishna’s life.  
A poetic line set to music is interpreted with gestures in  
other numbers, such as the tumri, bhajan, dadra—all lyrical musical 
compositions. In these sections, there is a word to word or line to 
line synchronisation in the same fashion as in Bharatnatyam or 
Odissi. Both in nritta (pure dance) and the abhinaya (mime) there 
is immense scope for improvisation of presenting variations on a 
theme. The interpretative and the abstract dance techniques are 
interwoven into each other, and the dancer’s greatness lies in his 
capacity for improvisation on the melodic and metric line on the 
one hand and the poetic line on the other.

Today, Kathak has emerged as a distinct dance form. Being the 
only classical dance of India having links with Muslim culture, it 
represents a unique synthesis of Hindu and Muslim genius in art. 
Further, Kathak is the only form of classical dance wedded to 
Hindustani or the North Indian music. Both of them have had a 
parallel growth, each feeding and sustaining the other.



u`R; rFkk izLrqr xfrfofèk;ksa ij vkèkkfjr lkaLÑfrd laxzgksa dk mís'; 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 
rduhdA

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

;k tkuojksa vkSj iwQyksa dh dgkfu;ksa }kjk okLrfod thou osQ fudV gSa_
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 ijµ
µ	 x.ks'k dks fdl izdkj gkFkh dk flj izkIr gqvk]
µ	 leqnz osQ eaFku dk D;k ifj.kke Fkk]
µ	 dey osQ iwQy ls tqM+h gqbZ nar dFkk,a vkfnA

bl lEcUèk esa iqLrdksa ls lanHkZ ysdj] mPp ukxfjdksa ls lk{kkRdkj djosQ] 
ijEijkxr jhfr&fjoktksa osQ fo'ys"k.k vkSj èkkfeZd deZdk.Mksa ls tkudkjh izkIr 
dh tk ldrh gSA
;g vH;kl Nk=kksa dh tkudkjh c<+kus esa lgk;rk djsxkA ;g lkexzh LowQy osQ 
lekpkj i=k cksMZ ij iznf'kZr dh tk ldrh 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 tSlsµ 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 

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 communi-
cated 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 mes-

sages 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 muse-
ums so that children may be exposed to sculpture and paint-
ing. Those specifically related to dance should be studied in 
detail. The students should be encouraged to note down vari-
ous 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.

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

Creative Activities for Students and Teachers



Nk;k fp=kksa] fp=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)

3-	 Nk=kksa dks muosQ }kjk ns[ks x, u`R; :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 izLrqfrdj.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] tgk¡ 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)µ vfHku; 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;* osQ ;k 
Mj osQ Hkko dks] mnkgj.kkFkZ bl izdkj izLrqr fd;k tk ldrk gSµ 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 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 (mÙkj rkfydk) 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 u`R; tSlk ifj;kstuk&fo"k; ns ldrs gSaA 
Nk=kksa dks vius vkl&ikl osQ yksxksa dh vfHkO;fDr;ksa rFkk fØ;k&dykiksa 
dk fo'ys"k.k djus osQ fy, dgk tk ldrk gSaA fiQj Nk=k oSKkfud u`R; ;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 u`R; 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 u`R;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 

	 A folder with photographs, pictures, observations and com-
ments may be prepared. (Pictures from this package may be 
used similarly in the class room before organising an excur-
sion in order to make the students familiar with the forms).

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 de-
picted at length, for example, as a child trapped in a danger-
ous situation in a dark and gloomy forest with a fearsome 
animal chasing the child. 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 mo-
tifs. 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 students 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 concen-
tration.

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. Stu-
dents 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.

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 



gksfydk dh dgkuh rFkk R;kSgkj dks eukus osQ rjhosQ] vkfn dks izLrqr fd;k 
tk ldrk gSA bl u`R; 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

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	 jk"Vªh; ,drk
	 µ	 fgalk dh O;FkZrk	 µ	 i;kZoj.k laj{k.k
	 µ	 lkekftd vlekurk,a

	 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-	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

	 lka-lzks-iz-osQ- }kjk u`R; 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; u`R; 
: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

11-	vktdy] ns'k osQ lHkh izeq[k uxjksa esa fu;fer :i ls u`R;&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 u`R; mRloksa osQ osQUnzksa osQ :i esa mHkj dj 
lkeus vk;s gSaA Lihd eSosQ osQ lekjksg rks NksVs uxjksa esa LowQyksa osQ Nk=kksa 
rd Hkh igqaprs gSaA bu dk;ZØeksa dk foLr`r 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 u`R; 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-	urZdksa (u`R; dykdkjksa) dh lwfp;k¡] muosQ u`R; dh 'kSfy;ka] laxBu tgk¡ 
os dke djrs gSa] u`R; osQ laLFkku] u`R; :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 izfr o"kZ vfrfjDr tkudkjh tksM+h tk ldrh gSA

Buddha, the Nativity play, the story of Holika and the man-
ner 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.

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 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.

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.	 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.

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.	 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.

dykdkj % 'kk'orh lsu Artist : Saswati Sen
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dFkd u`R;
Kathak Dance

1.	FkkV
	 FkkV 'kCn dk iz;ksx dFkd esa fLFkfr ;k [kM+s gksus dh eqnzk osQ fy, fd;k 

tkrk gSA fdlh Hkh u`R; izn'kZu osQ vkjEHk esa urZdh bl eqnzk esa [kM+h gksrh 
gSA FkkV 'kCn dk v{kj'k% vFkZ gSµcukoV ;k vkÑfrA

1.	That
	 That is a term used in Kathak for standing. At the beginning  

of any dance performance, the dance takes this pose. The 
word that literally means structure or form.
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dFkd u`R;
Kathak Dance

2.	FkkV
	 FkkV 'kCn dk v{kj'k% vFkZ cukoV ;k vkÑfr gSA bl fp=k esa ,d ekSfyd 

u`R; eqnzk izn£'kr dh xbZ gSA ;g VqdM+k ;k ,d u`R; va'k dh vkjfEHkd 
fLFkfr gSA

2.	That
	 The word that literally means structure or form. In this picture 

a basic dance pose is shown. This is the beginning of a dance 
piece or tukra.
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dFkd u`R;
Kathak Dance

3.	FkkV
	 bl fp=k esa ,d vU; ekSfyd u`R; eqnzk izn£'kr dh xbZ gSA ;g Hkh VqdM+k 

;k ,d u`R; va'k dh vkjfEHkd fLFkfr gSA

3.	That
	 In this picture another basic dance pose is shown. This is also 

a beginning of a dance piece or tukra.
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dFkd u`R;
Kathak Dance

4.	in lapkyu
	 rrdkj ;k in lapkyu dFkd u`R; 'kSyh dk ,d fo'ks"k y{k.k gSA urZdh 

gkFk ls ctk, tkus okys ok| dh laxr ij iSjksa dh rky nsrh gSA ;g ok| 
i[kkot+ ;k rcyk esa ls dksbZ ,d gksrk gSA

4.	Footwork
	 Tatkar or footwork is a special feature of the Kathak dance 

style. The dancer stamps out the tala with the feet to the  
accompaniment of the percussion instrument which is either 
the tabla or the pakhawaj.
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dFkd u`R;
Kathak Dance

5.	laxhrdkjksa osQ lkFk urZdh
	 bl fp=k esa urZdh dks eqxy os'kHkw"kk igus gq, n'kkZ;k x;k gS] tks fd vaxj[kk] 

pwM+hnkj itkek vkSj vks<+uh ls feydj cuh gSA laxhrdkj urZdh osQ lkFk 
laxr dj jgs gSa] ftuesa rcyk oknd] i[kkot+ oknd] ckalqjh oknd vkSj 
lkjaxh oknd 'kkfey gSaA eqxy os'kHkw"kk eè;;qxhu dky osQ nkSjku izfl¼ Fkh] 
tc urZdh uokcksa osQ njckj esa u`R; djrh FkhA eqxy igukok orZeku dFkd 
urZdh dh os'kHkw"kk esa ls ,d gSA

5.	Dancer with Musicians
	 This picture depicts the dancer wearing the Mughal costume 

which comprises the angarkha, the churidar pyjama and  
the odhni. The dancer is accompanied by the musicians —  
the tabla player, the pakhawaj player, the flutist and the  
sarangi player. The Mughal costume was popular during  
the medieval period when the dancer performed in the courts of  
the Nawabs. It is also one of the costumes worn by the Kathak  
dancer today.
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dFkd u`R;
Kathak Dance

6.	pDdj (f?kjuh)
	 pDdj] dFkd u`R; 'kSyh dk ,d vlkèkkj.k y{k.k gSA urZdh ,d le; 

esa 3] 9] 27] 81] 108 ;k blls T;knk pDdj iwjk djrh gSA blosQ fy, 
y;kRed laxr rcys ;k i[kkot+ }kjk dh tkrh gSA

6.	Chakkar (Pirouettes)
	 Chakkar is an extraordinary feature of the Kathak dance style. 

The dancer takes 3, 9, 27, 81, 108 or even more pirouettes or 
chakkars at a time. Rhythmic accompaniment is provided by 
the tabla or the pakhawaj.
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dFkd u`R;
Kathak Dance

7.	fp=k] fd'kux<+] vBkgjoha 'krkCnh osQ mÙkjk¼Z esa
	 dFkd u`R; dk ,sfrgkfld vè;;u djus ij blosQ izek.k fp=kdyk esa Hkh 

feyrs gSaA dFkd og u`R; :i gS] ftldk mn~Hko mÙkj Hkkjr dh dFkk&dFku 
'kSyh dh izkphu dyk ls gqvkA ;g o.kZu dk lkeatL; gS] tks vkerkSj 
ij xk;u ;k ukVdh; gksrk FkkA eqxy dky osQ nkSjku u`R; osQ fodkl dks  
izksRlkgu feykA bl fp=k esa urZdh dh os'kHkw"kk ij è;ku nhft,A

7.	Painting, Kishengarh, late 18th C
	 For the historical study of Kathak dance, evidence is available 

in paintings also. Kathak is a dance form that evolved from 
the ancient art of story telling of northern India. It consisted of  
narration, which was usually sung and dramatised. During the 
Mughal period, the dance evolved further. Notice the costume 
of the dancer in this painting.
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dFkd u`R;
Kathak Dance

8.	lykeh
	 ;g ,d mnwZ 'kCn gS] tks eqxydky osQ nkSjku iz;ksx esa yk;k tkrk Fkk vkSj 

bldk vFkZ vfHkoknu gSA eqxy njckj esa urZdh vius u`R; osQ izn'kZu ls 
igys jktk dk vfHkoknu djrh FkhA ;gka urZdh lykeh dh eqnzk esa fn[kkbZ ns 
jgh gSA

8.	Salami
	 This is an Urdu term which was used in the Mughal period 

meaning salutation. In the Mughal courts, the dancer first  
saluted the King before commencing his or her performance. 
The dancer is seen here in the salami pose.
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dFkd u`R;
Kathak Dance

9.	le
	 rky dh igyh pksV (rky) ij dksbZ VqdM+k ;k ikju pjeksRd"kZ&le gS] tks 

vkerkSj ij ,d euksgj eqnzk ;k urZdh }kjk yh xbZ fLFkfr gSA izR;sd u`R; 
xfrfofèk ;k rky le ls 'kq: gksrh gSA

9.	Sama
	 Any tukra or paran culminates on the first beat of the tala — the 

sama which is usually a graceful pose or stance taken by the 
dancer. Each dance movement or tala starts from the sama.





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

dFkd u`R;
Kathak Dance

10.	u`R; gLr
	 ;g eqnzk u`R; gLr ;k gLr eqnzk dks iznf'kZr djrh gS] tks le ij igqapus 

ij le dks iznf'kZr djus okyh eqnzkvksa esa ls ,d gSA

10.	Nrityahasta
	 This pose shows the nrityahasta or hand gesture which is 

one of the stances taken to show the sama on arriving at the 
sama.





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

dFkd u`R;
Kathak Dance

11.	?kwa?kV
	 ;g eqnzk ukf;dk }kjk vks<+uh ;k ?kwa?kV ls vius psgjs dks Nqikus okys Hkko 

dks izn£'kr djus osQ fy, iz;ksx esa ykbZ tkrh gSA >hus ?kwa?kV ls fn[kkbZ nsrs 
urZdh osQ eq[k ls 'keZ >yd jgh gSA

11.	Ghunghat
	 This gesture is used to show a nayika covering her face with 

the odhni or veil. The dancer conveys her shyness by lifting 
the veil from her face to look out.
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dFkd u`R;
Kathak Dance

12.	'ka[k ;k dEcq
	 'ka[k dk iz;ksx lHkh ekaxfyd voljksa vkSj fo'ks"k lekjksgksa ij fd;k  

tkrk gSA ;gka urZdh izrhdkRed 'ka[k ;k dEcq dks ctkrs gq, fn[kkbZ ns 
jgh gSA

12.	Shanka or Conch
	 The Shanka is used in all auspicious occasions and special 

ceremonies. The dancer is seen here symbolically blowing on 
the conch or shanka.
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dFkd u`R;
Kathak Dance

13.	vkjrh
	 urZdh Lrqfr] bZ'oj dh vkjkèkuk osQ lkFk vius izn'kZu dk izkjEHk dj jgh 

gSA bl fp=k esa urZdh bZ'oj dh vkjrh mrkjrs gq, fn[kkbZ ns jgh gSA mlus 
vius nk,a gkFk esa ifo=k nh;k vkSj ck,a gkFk esa ?k.Vh idM+h gqbZ gSA

13.	Arti
	 The dancer commences the performance with a stuti, an 

invocation to God. In this picture, the dancer is seen offering 
arti to the Lord. The sacred lamp, diya is held in the right hand  
and the left hand holds the bell, the ghanti.
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dFkd u`R;
Kathak Dance

14.	nqvk ekaxuk (vk'khokZn ekaxuk)
	 bl eqnzk esa n'kkZ;k x;k gS fd urZdh vk'khokZn ekax jgh gS] mlosQ nksuksa 

gkFk vkxs dh vksj ,d mi;qDr eqnzk] tks fd nksgjh gLr eqnzk gS] esa rus 
gq, gSaA

14.	Dua Mangna (Seeking blessings)
	 This pose depicts the dancer asking for blessings, both hands 

are extended forward in an appropriate mudra which is a  
double hand gesture.
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15.	iq"i (iwQy)
	 ;g la;qDr gLreqnzk ,d iwQy ;k ,d fo'ks"k dey dk fp=k.k dj jgh gSA 

gkFk dykbZ ij tqM+s gq, gSa vkSj vaxqfy;ka iSQyh gqbZ gSaA

15.	Pushpa (Flower)
	 This is a double hand gesture depicting a flower, or  

specifically a lotus. The hands meet at the wrist and the  
fingers are spread out.
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dFkd u`R;
Kathak Dance

16.	okRlY; jl
	 ;gka urZdh Hkxoku cky Ñ".k dks ckgksa esa ysus osQ fy,] mRoaQfBr gksdj 

viuh nksuksa ckgsa iSQyk, gq, fn[kkbZ ns jgh gSA ;g LFkk;h Hkko cPps osQ fy, 
eka osQ I;kj ;k okRlY; jl dks n'kkZrk gSA

16.	Vatsalya rasa
	 The dancer is seen with extended arms eagerly waiting for 

the child god. The sthaee bhava is that of the love of a mother 
for the child or Vatsalya rasa.
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dFkd u`R;
Kathak Dance

17.	Vhdk
	 ;g fp=k esa  Üka`xkj Hkko fpf=kr fd;k x;k gSA urZdh viuk  Üka`xkj iwjk dj 

jgh gS vkSj viuh ekax esa oqQe&oqQe (¯lnwj) yxk jgh gSA

17.	Tika
	 The shringara bhava is depicted in the picture. The dancer is 

completing her make-up and applying kum-kum in the parting 
of her hair.
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dFkd u`R;
Kathak Dance

18.	os.kh cukuk
	 ukf;dk Hksn esa] ukf;dk  Üka`xkj eqnzk esa os.kh cukrs gq, fn[kkbZ ns jgh gSA

18.	Veni banana (Plating the hair)
	 In the nayika bheda, the dancer is seen in the shringara pose 

plaiting her hair.
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dFkd u`R;
Kathak Dance

19.	oqQ.My
	 bl fp=k esa urZdh vius oqqQ.My igu jgh gS] tks mlosQ  Ük`axkj dk ,d 

vU; igyw gSA dku osQ ikl oqQ.My iguus dh eqnzk dk fp=k.k djus osQ 
fy, nksuksa gkFk galkL; eqnzk esa gSaA

19.	Kundal (Earrings)
	 In this picture the dancer is seen putting on her earrings, 

which is another aspect of completing her shringara.  
Hamsasya mudra using both hands depicts the kundal or  
earrings held near the ear.
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dFkd u`R;
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20.	xtjk
	 bl fp=k esa n'kkZ;k x;k gS fd urZdh vius  Ük`axkj osQ var esa] viuh os.kh 

esa iwQy yxk dj vius ckyksa dks ltk jgh gSA

20.	Gajra
	 This picture shows the dancer adorning her hair with a veni of 

flowers at the end of her make-up.
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21.	'ks"k'kSÕ;k fo".kq
	 urZdh 'ks"k ukx ij ysVs gq, Hkxoku~ fo".kq dks n'kkZ jgh gSA liZ nsork osQ 

izrhd osQ fy, mldk gkFk flj osQ Åij ,d eqnzk esa mBk gqvk gSA

21.	Shesha shayee Vishnu
	 The dancer shows Lord Vishnu reclining on the Shesha Nag. 

The hand held high above the head symbolises the snake 
god.
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22.	jke
	 vkerkSj ij jke dks èkuq"k idM+s gq, fpf=kr fd;k tkrk gSA bl fp=k esa 

urZdh dks rjd'k ls rhj fudkyrs gq, n'kkZ;k x;k gSA mlus vius nkfgus 
gkFk esa èkuq"k idM+k gqvk gSA

22.	Rama
	 Rama is usually depicted holding a bow. In this picture the 

dancer is shown removing the arrow from the quiver. In the 
right hand she holds the bow.
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23.	Ñ".k
	 ;g fp=k Ñ".k dk fp=k.k djrk gS] ftlesa urZdh dk ,d gkFk ckalqjh dh 

eqnzk dks n'kkZ jgk gS tcfd nwljk gkFk eksjeqoqQV ;k eqoqQV dk izrhdkRed 
gSSA

23.	Krishna
	 This picture depicts Krishna, one hand of the dancer shows 

the gesture for flute while the other symbolises the crown or 
the 'moramukut'.



dFkd u`R;

1.	 FkkV
	 FkkV 'kCn dk iz;ksx dFkd esa fLFkfr ;k [kM+s gksus dh eqnzk osQ 

fy, fd;k tkrk gSA fdlh Hkh u`R; izn'kZu osQ vkjEHk esa urZdh bl 
eqnzk esa [kM+h gksrh gSA FkkV 'kCn dk v{kj'k% vFkZ gSµ cukoV ;k 
vkÑfrA

2.	 FkkV
	 FkkV 'kCn dk v{kj'k% vFkZ cukoV ;k vkÑfr gSA bl fp=k esa ,d 

ekSfyd u`R; eqnzk izn£'kr dh xbZ gSA ;g VqdM+k ;k ,d u`R; va'k 
dh vkjfEHkd fLFkfr gSA

3.	 FkkV
	 bl fp=k esa ,d vU; ekSfyd u`R; eqnzk izn£'kr dh xbZ gSA ;g Hkh 

VqdM+k ;k ,d u`R; va'k dh vkjfEHkd fLFkfr gSA

4.	 in lapkyu
	 rrdkj ;k in lapkyu dFkd u`R; 'kSyh dk ,d fo'ks"k y{k.k gSA 

urZdh gkFk ls ctk, tkus okys ok| dh laxr ij iSjksa dh rky nsrh 
gSA ;g ok| i[kkot+ ;k rcyk esa ls dksbZ ,d gksrk gSA

5.	 laxhrdkjksa osQ lkFk urZdh
	 bl fp=k esa urZdh dks eqxy os'kHkw"kk igus gq, n'kkZ;k x;k gS] 

tks fd vaxj[kk] pwM+hnkj itkek vkSj vks<+uh ls feydj cuh gSA 
laxhrdkj urZdh osQ lkFk laxr dj jgs gSa] ftuesa rcyk oknd] 
i[kkot+ oknd] ckalqjh oknd vkSj lkjaxh oknd 'kkfey gSaA eqxy 
os'kHkw"kk eè;;qxhu dky osQ nkSjku izfl¼ Fkh] tc urZdh uokcksa osQ 
njckj esa u`R; djrh FkhA eqxy igukok orZeku dFkd urZdh dh 
os'kHkw"kk esa ls ,d gSA

6.	 pDdj (f?kjuh)
	 pDdj] dFkd u`R; 'kSyh dk ,d vlkèkkj.k y{k.k gSA urZdh ,d 

le; esa 3] 9] 27] 81] 108 ;k blls T;knk pDdj iwjk djrh gSA 
blosQ fy, y;kRed laxr rcys ;k i[kkot+ }kjk dh tkrh gSA

7.	 fp=k] fd'kux<+] vBkgjoha 'krkCnh osQ mÙkjk¼Z esa
	 dFkd u`R; dk ,sfrgkfld vè;;u djus ij blosQ izek.k 

fp=kdyk esa Hkh feyrs gSaA dFkd og u`R; :i gS] ftldk 
mn~Hko mÙkj Hkkjr dh dFkk&dFku 'kSyh dh izkphu dyk ls 
gqvkA ;g o.kZu dk lkeatL; gS] tks vkerkSj ij xk;u ;k 
ukVdh; gksrk FkkA eqxy dky osQ nkSjku u`R; osQ fodkl dks  
izksRlkgu feykA bl fp=k esa urZdh dh os'kHkw"kk ij è;ku nhft,A

8.	 lykeh
	 ;g ,d mnwZ 'kCn gS] tks eqxydky osQ nkSjku iz;ksx esa yk;k tkrk 

Fkk vkSj bldk vFkZ vfHkoknu gSA eqxy njckj esa urZdh vius 
u`R; osQ izn'kZu ls igys jktk dk vfHkoknu djrh FkhA ;gka urZdh 
lykeh dh eqnzk esa fn[kkbZ ns jgh gSA

9.	 le
	 rky dh igyh pksV (rky) ij dksbZ VqdM+k ;k ikju pjeksRd"kZ&le 

gS] tks vkerkSj ij ,d euksgj eqnzk ;k urZdh }kjk yh xbZ fLFkfr 
gSA izR;sd u`R; xfrfofèk ;k rky le ls 'kq: gksrh gSA

10.	 u`R; gLr
	 ;g eqnzk u`R; gLr ;k gLr eqnzk dks iznf'kZr djrh gS] tks le ij 

igqapus ij le dks iznf'kZr djus okyh eqnzkvksa esa ls ,d gSA

11.	 ?kwa?kV
	 ;g eqnzk ukf;dk }kjk vks<+uh ;k ?kwa?kV ls vius psgjs dks Nqikus okys 

Hkko dks izn£'kr djus osQ fy, iz;ksx esa ykbZ tkrh gSA >hus ?kwa?kV 
ls fn[kkbZ nsrs urZdh osQ eq[k ls 'keZ >yd jgh gSA

12.	 'ka[k ;k dEcq
	 'ka[k dk iz;ksx lHkh ekaxfyd voljksa vkSj fo'ks"k lekjksgksa ij fd;k  

tkrk gSA ;gka urZdh izrhdkRed 'ka[k ;k dEcq dks ctkrs gq, 
fn[kkbZ ns jgh gSA

13.	 vkjrh

	 urZdh Lrqfr] bZ'oj dh vkjkèkuk osQ lkFk vius izn'kZu dk izkjEHk 
dj jgh gSA bl fp=k esa urZdh bZ'oj dh vkjrh mrkjrs gq, fn[kkbZ 
ns jgh gSA mlus vius nk,a gkFk esa ifo=k nh;k vkSj ck,a gkFk esa 
?k.Vh idM+h gqbZ gSA

14.	 nqvk ekaxuk (vk'khokZn ekaxuk)
	 bl eqnzk esa n'kkZ;k x;k gS fd urZdh vk'khokZn ekax jgh gS] mlosQ 

nksuksa gkFk vkxs dh vksj ,d mi;qDr eqnzk] tks fd nksgjh gLr eqnzk 
gS] esa rus gq, gSaA

15.	 iq"i (iwQy)
	 ;g la;qDr gLreqnzk ,d iwQy ;k ,d fo'ks"k dey dk fp=k.k dj 

jgh gSA gkFk dykbZ ij tqM+s gq, gSa vkSj vaxqfy;ka iSQyh gqbZ gSaA

16.	 okRlY; jl
	 ;gka urZdh Hkxoku cky Ñ".k dks ckgksa esa ysus osQ fy,] mRoaQfBr 

gksdj viuh nksuksa ckgsa iSQyk, gq, fn[kkbZ ns jgh gSA ;g LFkk;h 
Hkko cPps osQ fy, eka osQ I;kj ;k okRlY; jl dks n'kkZrk gSA

17.	 Vhdk
	 ;g fp=k esa  Üka`xkj Hkko fpf=kr fd;k x;k gSA urZdh viuk  Üka`xkj 

iwjk dj jgh gS vkSj viuh ekax esa oqQe&oqQe (¯lnwj) yxk jgh 
gSA

18.	 os.kh cukuk
	 ukf;dk Hksn esa] ukf;dk  Üka`xkj eqnzk esa os.kh cukrs gq, fn[kkbZ ns jgh 

gSA

19.	 oqQ.My
	 bl fp=k esa urZdh vius oqqQ.My igu jgh gS] tks mlosQ  Ük`axkj 

dk ,d vU; igyw gSA dku osQ ikl oqQ.My iguus dh eqnzk dk 
fp=k.k djus osQ fy, nksuksa gkFk galkL; eqnzk esa gSaA

20.	 xtjk
	 bl fp=k esa n'kkZ;k x;k gS fd urZdh vius  Ük`axkj osQ var esa] viuh 

os.kh esa iwQy yxk dj vius ckyksa dks ltk jgh gSA

21.	 'ks"k'kSÕ;k fo".kq
	 urZdh 'ks"k ukx ij ysVs gq, Hkxoku~ fo".kq dks n'kkZ jgh gSA liZ 

nsork osQ izrhd osQ fy, mldk gkFk flj osQ Åij ,d eqnzk esa 
mBk gqvk gSA

22.	 jke
	 vkerkSj ij jke dks èkuq"k idM+s gq, fpf=kr fd;k tkrk gSA bl fp=k 

esa urZdh dks rjd'k ls rhj fudkyrs gq, n'kkZ;k x;k gSA mlus 
vius nkfgus gkFk esa èkuq"k idM+k gqvk gSA

23.	 Ñ".k
	 ;g fp=k Ñ".k dk fp=k.k djrk gS] ftlesa urZdh dk ,d gkFk 

ckalqjh dh eqnzk dks n'kkZ jgk gS tcfd nwljk gkFk eksjeqoqQV ;k 
eqoqQV dk izrhdkRed gSSA





Kathak Dance

1.	 That
	 That is a term used in Kathak for standing. At the 

beginning of any dance performance, the dance 
takes this pose. The word that literally means 
structure or form.

2.	 That
	 The word that literally means structure or form. In 

this picture a basic dance pose is shown. This is the 
beginning of a dance piece or tukra.

3.	 That
	 In this picture another basic dance pose is shown. 

This is also a beginning of a dance piece or tukra.

4.	 Footwork
	 Tatkar or footwork is a special feature of the Kathak 

dance style. The dancer stamps  out the tala with 
the feet to the accompaniment of the percussion 
instrument which is either the tabla or the 
pakhawaj.

5.	 Dancer with Musicians
	 This picture depicts the dancer wearing the Mughal 

costume which comprises the angarkha, the churidar 
pyjama and the odhni. The dancer is accompanied 
by the musicians — the tabla player, the pakhawaj 
player, the flutist and the sarangi player. The Mughal 
costume was popular during the medieval period 
when the dancer performed in the courts of the 
Nawabs. It is also one of the costumes worn by the 
Kathak dancer today.

6.	 Chakkar (Pirouettes)
	 Chakkar is an extraordinary feature of the Kathak 

dance style. The dancer takes 3, 9, 27, 81, 108 
or even more pirouettes or chakkars at a time. 
Rhythmic accompaniment is provided by the tabla 
or the pakhawaj.

7.	 Painting, Kishengarh, late 18th C
	 For the historical study of Kathak dance, 

evidence is available in paintings also. Kathak 
is a dance form that evolved from the ancient art 
of story telling of northern India. It consisted of  
narration, which was usually sung and dramatised. 
During the Mughal period, the dance evolved further. 
Notice the costume of the dancer in this painting.

8.	 Salami
	 This is an Urdu term which was used in the 

Mughal period meaning salutation. In the Mughal 
courts, the dancer first saluted the King before 
commencing his or her performance. The dancer is 
seen here in the salami pose.

9.	 Sama
	 Any tukra or paran culminates on the first beat of the 

tala — the sama which is usually a graceful pose or 
stance taken by the dancer. Each dance movement 
or tala starts from the sama.

10.	 Nrityahasta
	 This pose shows the nrityahasta or hand gesture 

which is one of the stances taken to show the sama 
on arriving at the sama.

11.	 Ghunghat
	 This gesture is used to show a nayika covering her 

face with the odhni or veil. The dancer conveys her 
shyness by lifting the veil from her face to look out.

12.	 Shanka or Conch
	 The Shanka is used in all auspicious occasions 

and special ceremonies. The dancer is seen here 
symbolically blowing on the conch or shanka.

13.	 Arti
	 The dancer commences the performance with a 

stuti, an invocation to God. In this picture, the dancer 
is seen offering arti to the Lord. The sacred lamp, 
diya is held in the right hand  and the left hand holds 
the bell, the ghanti.

14.	 Dua Mangna (Seeking blessings)
	 This pose depicts the dancer asking for blessings, 

both hands are extended forward in an appropriate 
mudra which is a double hand gesture.

15.	 Pushpa (Flower)
	 This is a double hand gesture depicting a flower, or  

specifically a lotus. The hands meet at the wrist and the  
fingers are spread out.

16.	 Vatsalya rasa
	 The dancer is seen with extended arms eagerly 

waiting for the child god. The sthaee bhava is that of 
the love of a mother for the child or Vatsalya rasa.

17.	 Tika
	 The shringara bhava is depicted in the picture. The 

dancer is completing her make-up and applying 
kum-kum in the parting of her hair.

18.	 Veni banana (Plating the hair)
	 In the nayika bheda, the dancer is seen in the 

shringara pose plaiting her hair.

19.	 Kundal (Earrings)
	 In this picture the dancer is seen putting on her earrings, 

which is another aspect of completing her shringara.  
Hamsasya mudra using both hands depicts 
the kundal or earrings held near the ear.

20.	 Gajra
	 This picture shows the dancer adorning her hair with 

a veni of flowers at the end of her make-up.

21.	 Shesha shayee Vishnu
	 The dancer shows Lord Vishnu reclining on the 

Shesha Nag. The hand held high above the head 
symbolises the snake god.

22.	 Rama
	 Rama is usually depicted holding a bow. In this 

picture the dancer is shown removing the arrow from 
the quiver. In the right hand she holds the bow.

23.	 Krishna
	 This picture depicts Krishna, one hand of the dancer 

shows the gesture for flute while the other symbolises 
the crown or the 'moramukut'.
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