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

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

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

The earliest treatise on dance available to us is Bharat Muni’s
Natya Shastra, the source book of the art of drama, dance and
music. Itis 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).
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An ancient classification followed in all styles is of Tandava and
Lasya. Tandava, the masculine, is heroic, bold and vigorous.
Lasya, the feminine is soft, lyrical and graceful. Abhinaya,
broadly means expression. This is achieved through angika, the
body and limbs; vachika, song and speech; aharya, costume and
adornment; and satvika, moods and emotions.

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

Two further aspects of natya are the modes of presentation
and the style. There are two modes of presentation, namely the
Natyadharmi, which is the formalised presentation of theatre and
the 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
QOdissi. Then there are regional variations, the dances of rural and
tribal areas, which range from simple, joyous celebrations of the
seasons, harvest or birth of a child to dances for the propitiation
of demons or for invoking spirits. Today there is also a whole new
body of modern experimental dance.
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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
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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 nrifta portion of Kathak is
performed to the nagma. Both the drummer (here the drum is
either a pakhawayj, 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
othernumbers, such asthe tumri, bhajan, dadra—alllyrical musical
compositions. In these sections, there is a word to word or line to
line synchronisation in the same fashion as in Bharatnatyam or
QOdissi. 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.
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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 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.



B o, fosil, fewforat qen fommd & @y U Wit AR fawa
S TRl Bl (B I T T o WY YR HE™ o T wwor
1 HEHH RS HH W Jdl, 36 G o =1 3ih S YR ¥
we § ot W W ey s g 1)

. BE Al IR g W@ M TA Y H WG g arent gt fafay
RIS A1 YdiehTcHs Hehdl oF fos Thya & a1 a8 fad o H &
T el 1 "Wehel €1 YREh ool oF WY Teh w1 aIe dar feman
S Wkl 21 Wedsh g1 el TeslicHeh T&qehiol o e % Sl
a1, @1ef R Sy fore & fow et S HeRal €1 9t hen o
B, Bl W YR/ Yg TR T €, SH wH W Hifee 41
& B (ITR) WE Ghd 21 S geyae i fafge wfifeerfmt
¥ 9 § @M o fau yEe fean S enfew

. Erfd @ (F8 & q@)— AT TA B TF eyt fewm 2
AEAh] g BN Hl A T WM =ieq) foerer w1 avi s
o o1 ol ok fewa § fa=1 off & wWeha B

TGk 9% Th TR SHTIeh Tt B Gohdl &1 B Hl L:
AR TS IRl A FE W TH W@ R GA € H A A
o fow et ST TRl €1 HET & ! BN I FEA q0 ST Ih
g o =ea ‘W' HI 9ad o faw e S =feul a6 A
T % WG H, SIEEONS TH YRR T AT S Gehar - 3T
3R ¥H ST @ ufiftafa W % gen U wwel iR U
STl SR SHHT DT HTaT g1 TH 96 hl A gwisti 3R
Y@ et g Widtafad foRan S wehar 2

. 3eAUH GIURYT TfAfAfeE STEifTd ek B I SR @ A
‘9’ Sl GURA o foT dicaifed X gehd 1 SEl Rl 9 daR
FT & AU e S GHA T, Tl W SAHYR TIA R AAHB
w4 ®I AR (@) HI TAHE I W YEA fHA T B
fra-fo= 999 =l & fau f=-fos 90 wm 9 @ S
=fewl (SR ¥ fe@m T wdie fomsl 1 7o 99 o fau w
Foll (ST dIfeter) o <1 Gehell B1) ek 1wl B 1 3K
a1 Tfafafeal § s gt 2

Y% B Hl T H¥Ed G@n o g9 aee 7 S H e ek
I% @9 IR i o fafay gRedal o waeH o wEm @
T THT % g o Hq EHS T JIR wE ok fau el S
=ifgw) =g Tfafafy e el S g A 3 g
qeI THIIAT 1 fashre |

. AR B 1 e Sfed | o St aREs-fad € wehd 2
Bl hI I AH-UH ok Adr w1 sifqeAfaEl o fha-smerdt
o1 fagelour & o forg el S Hehal €1 6 o o= Jea a0
137 T Tk G TR L Ghd €, S SR Stte § ggeR el
? 9k 9 SR ST gfdfed i fatateEl § g ehd 21 e w6l
39 9 ¥ ST FUA AR 6 Hen w9 R e SteA— <Al
AT H TR T 7| ReTEA, 3% S TAF GIT I ok AT el
S TRl 7 IR R 9 3% dr<afcre T gsietl H SO o
% IER giEfdd a3 Tehd

. Hewqul wiftieh o Qe @ER oh STEaE W BE i oy e
1 T H o T HE S Hehal B, TEH ER o Hew &
AT T Bl SEEROne €Y o S, WEM g% S e 3R

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).

. 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 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.

. 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.

. 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.

. 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 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.

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.

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.

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.

Artist : Saswati Sen
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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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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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3. That

In this picture another basic dance pose is shown. This is also
a beginning of a dance piece or fukra.
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4. Footwork

Tatkar or footwork is a special feature of the Kathak dance
style. The dancer stamps out the fala with the feet to the
accompaniment of the percussion instrument which is either
the tabla or the pakhawaj.
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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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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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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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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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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.
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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.
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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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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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13. Arti

The dancer commences the performance with a stuti, an
invocation to God. In this picture, the dancer is seen offering
artito 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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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. 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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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.

Withiaer Wid Ua WRTQIUT h  Centre for Cultural Resources and Training







HIHh T
Kathak Dance

17. et

g foa o R W fafa fean mn @1 AdET oo R qu R
W ? iR ool win § gA-gm (Fagw) o @ R

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.

Withiaer Wid Ua WRTQIUT h  Centre for Cultural Resources and Training




4
X




HIHh T
Kathak Dance

18. U T
iRt 9% H, e TR gE | 9ot s gy faaE 2 w2

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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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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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. 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. 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. 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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Kathak Dance

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.

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.

That
In this picture another basic dance pose is shown.
This is also a beginning of a dance piece or tukra.

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.

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.

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.

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.

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.

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.
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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.

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.

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.

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.

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.

Pushpa (Flower)

This is a double hand gesture depicting a flower, or
specifically alotus. The hands meetatthe wristand the
fingers are spread out.

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.

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.

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

Kundal (Earrings)
Inthispicturethedancerisseenputtingonherearrings,
which is another aspect of completing her shringara.
Hamsasya mudra using both hands depicts
the kundal or earrings held near the ear.

Gajra
This picture shows the dancer adorning her hair with
a veni of flowers at the end of her make-up.

Shesha shayee Vishnu

The dancer shows Lord Vishnu reclining on the
Shesha Nag. The hand held high above the head
symbolises the snake god.

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.

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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