


Sattriya  Dance

Assam, the land of hills and valleys, the land of the

mighty river Brahmaputra, the land of the mother goddess

Kamakhya, lies in the north-eastern region of India. The

name  “Assam” is derived from the term “Asom” which in

Sanskrit means unequal or unrivalled. However, some

scholars believe that it has been named after the "Ahom"

dynasty which held sway over the state for a period of six

centuries prior to the British rule. Assam has a rich repertoire

of religious and folk dances, however, these are not so widely

known by the people living outside the state. Literary

evidences suggest that Assam has a long and strong

tradition of music and dance. In Bharatamuni’s Natyashastra

(2nd century C.E.) there is reference to four pravrittis or local

usages in dramatic representation i.e., dakshinatya, avanti,

odramagadhi, and panchalamadhyama based on differences

in costumes, language, gestures and professions in different

regions of India. Odramagadhi is the local usage for eastern

region which included Anga, Vanga, Kalinga, Odra, Magadha,

Nepala, Pragjyotisha, Videha and Tamralipta. Pragjyotisha,

also known as ‘The Eastern City of Light’, is the ancient name

of Kamarupa or modern Assam.

Hieun Tsang, the Chinese traveller has stated in his

memoirs that during his one month visit to Assam in 640

C.E., King Bhaskaravarman entertained him everyday with

performances of dance and music. Reference of dances of

Assam are found not only in the Natyashastra, Kalikapurana,

Yoginitantra, Abhinaya Darpana but also in sculptures,

historical inscriptions, relics, etc. In the copper-plate

inscription of the King Vanamalavarman of Kamarupa dating

back to 9th century C.E. the dancing women have been

referred to as varastri, nati and daluhangana. Nataraja

sculpture in sandstone found at Sibsagar and preserved in

Assam State Museum and dance panels at Tezpur are some

of the sculptural relics which stand as testimony of the

existence of dance and music forms in the state of Assam.

 The Sattriya dance form was introduced in the 15th

century C.E. by the great Vaishnava saint and reformer of

Assam, Shrimanta Shankaradeva (1449-1568 C.E.) as a

powerful medium for propagation of the Vaishnava faith. He

integrated art and bhakti by creating a whole gamut of dance,

drama and music for the upliftment of the Assamese society

then ridden with religious malpractices and cryptic tantricism.

He advocated repudiation of caste priviledges which

appealed to the broad tribal base of the state. He composed

lf=;k u`R;

igkfM+;ksa vkSj ?kkfV;ksa] izHkko'kkyh unh czãiq= rFkk nsoh ek¡
dkek[;k dh Hkwfe vle] Hkkjr osQ mÙkj&iwohZ Hkkx esa gSA ^vle*
uke ^vlkse* 'kCn ls fu”iUu gS] ftldk laLÑr esa vFkZ gS vleku
;k vf}rh; ¼cstksM+½A gkyk¡fd] dqN fo}kuksa dk fo'okl gS fd ;g
uke vgkse jktoa'k ls iM+k gS ftlus fczfV'k jkT; ls igys Ng
'krkfCn;ksa rd bl jkT; ij 'kklu fd;kA vle dk èkkfeZd vkSj
yksd ùR;ksa dk ,d lè) jaxiVy gS] tcfd bUgsa jkT; osQ ckgj jgus
okys yksx cgqr O;kid :i ls ugha tkurs gSaA lkfgfR;d izek.k ls
Kkr gksrk gS fd vle dh laxhr vkSj ùR; dh ,d yach vkSj ǹ<+
ijaijk gSA Hkjr eqfu osQ ukV~;'kkL= esa ¼nwljh 'krkCnh bZlk iw-½ pkj
izo`fÙk;ksa ;k ukVdh; izLrqfr;ksa esa LFkkuh; :i ls iz;qDr tSls
n{kh&ukV~;] vkoUrh] vksMªekxèkh vkSj ikapkyeè;ek dk lanHkZ gS tks
Hkkjr osQ fofHkUu izns'kksa esa os'kHkwÔk] HkkÔk] eqækvksa rFkk O;olk;ksa ij
vkèkkfjr gSA vksMªekxèkh iwohZ izns'k osQ fy, LFkkuh; :i ls mi;ksx
esa yk;k tkrk gS ftlesa  'kkfey Fks vax] oax] dfyax] vksMª] exèk]
usiky] izkXT;ksfrÔ] fonsg vkSj rkezfyIrA izkXT;ksfrÔ dks] izdk'k dh
iwohZ uxjh osQ uke ls Hkh tkuk tkrk gS] ;g dke:i ;k vkèkqfud
vle dk izkphu uke gSA

phuh ;k=h g~osu lkax us viuh Lèfr;ksa esa ;g fy[kk gS fd 640
bZLoh esa mlus tc ,d eghus dh vle dh ;k=k dh] ml le;
izfrfnu jktk HkkLdjoeZu us ùR; rFkk laxhr dh izLrqfr;ksa }kjk
mudk euksjatu fd;kA vle osQ ùR;ksa dk lanHkZ osQoy ukV~;'kkL=]
dkfydkiqjk.k] ;ksfxuhra=] vfHku;niZ.k esa gh ugha vfirq f'kYidyk]
,sfrgkfld vfHkys[kksa] vo'ksÔksa vkfn esa Hkh izkIr gksrk gSA 9oha
'krkCnh bZLoh osQ dke:i osQ jktk ouekykoeZu osQ ,d rkez&i=
vfHkys[k esa urZfd;ksa dks ojL=h] uVh vkSj Mkyqgaxuk dgk x;k gSA
vle jkT; laxzgky; esa lajf{kr f'kcqlkxj esa izkIr ckywiRFkj ls cuh
uVjkt ewfrZ vkSj rstiqj fLFkr u`R; Qyd dqN f'kYidyk osQ
vo'ksÔ gSa tks ijaijkxr ùR; vkSj laxhr 'kSyh osQ izek.k Lo:i
fo|eku gSaA

15oha 'krkCnh bZLoh esa vle osQ egku oS".ko lar vkSj lqèkkjd
Jhear 'kadjnso ¼1449&1568 bZLoh½ }kjk lf=;k ùR; dks oS".ko èkeZ
osQ izpkj gsrq ,d 'kfDr'kkyh ekè;e osQ :i esa ifjfpr djk;k
x;kA mUgksaus èkkfeZd dqjhfr;ksa vkSj jgL;e; ra=okn ls o'khHkwr
vleh lekt osQ mRFkku gsrq ùR;] ukVd vkSj laxhr osQ laiw.kZ lIrd
dh jpuk djosQ dyk vkSj HkfDr dks tksM+k ¼lekdfyr fd;k½A
tkfr fo'ksÔkfèkdkj osQ vLohdj.k osQ fy, mUgksaus vkanksyu fd;k
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a serene and peaceful Assamese drama in Brajabuli

language, a mixture of Maithili, Assamese, Hindi and other

elements, easily understood by the masses. He made the

audience aware of the bhakti rasa, selfless devotion for the

supreme being and introduced them to the art of harmonious

living.

A great social reformer, artist and musician,

Shrimanta Shankaradeva introduced the concept of Sattras

i.e. Vaishnava mutts or monasteries. Majuli, the world’s largest

river island, surrounded by the waters of the mighty

Brahmaputra, houses  the largest Sattra. This neo-Vaishnava

treasure of Assamese dance and drama has been, for

centuries, nurtured and preserved with great commitment

by the Sattras. Because of its religious character and

association with the Sattras, this dance style has been aptly

named Sattriya. The dance form evolved and expanded as

a distinctive style of dance later on.

There were two dance forms prevalent in Assam

before the neo-Vaishnava movement such as Oja palli and

Devadasi with many classical elements. Two varieties of

Oja palli dances are still prevalent in Assam i.e. Suknanni in

which the Oja palli dances accompany the choral singing

on the occasion of the worship of the serpent goddess,

Manasa and Vyahar geet  are the songs adapted from the

Assamese versions of the Ramayana, the Mahabharata and

some Puranas. Suknanni Oja palli is of Shakti cult and

Vyahar geet is of Vaishnava cult. Shrimanta Shankaradeva

included Vyahar geet into his daily rituals in Sattra. Till now

Vyahar geet is a part of rituals of the Sattras of Assam.

The dancers in a Oja palli chorus not only sing and

dance but also explain the narration by gestures and stylized

movements. The leader of the Oja palli chorus is called Oja,

and few other singers who  support the Oja in music are

known as pallis. Daina-palli is the second leader of the chorus

who assumes the responsibilities of Oja in his absence. As

far as Devadasi dance is concerned, resemblance of a good

number of rhythmic syllables and dance postures alongwith

footwork with Sattriya dance is a clear indication of the

influence of the former on the latter. Other visible influences

on Sattriya dance are those from Assamese folk dances i.e.

Bihu, etc.

The Sattriya dance in its origin formed an

indispensable (and a major component also) part of the

plays of Shrimanta Shankaradeva, his principal apostle

tks jkT; osQ O;kid tutkfr vkèkkj dks ilUn vk;kA mUgksaus
leqnk; esa vklkuh ls le> esa vkus okyh eSfFkyh] vleh] fgUnh rFkk
vU; rRoksa osQ feJ.k okyh cztcksyh HkkÔk esa ,d 'kkafriw.kZ] LoPN
vleh ukVd dh jpuk dhA mUgksaus n'kZdksa dks HkfDrjl] loksZPp
'kfDr osQ izfr fu%LokFkZ fu"Bk ls voxr djk;k vkSj ln~Hkkoukiw.kZ
thou thus dh dyk ls ifjfpr djk;kA

egku lekt lqèkkjd] dykdkj vkSj laxhrdkj] Jhear 'kadjnso
us l=ksa vFkkZr~ oS".ko eB dh ladYiuk ls ifjfpr djk;kA izHkko'kkyh
unh czãiq= osQ ty ls f?kjs fo'o osQ lcls cM+s unh}hi] ektqyh esa
lcls cM+k l= gSA ;g vleh ùR; vkSj ukVd dk u;k [ktkuk]
'krkfCn;ksa rd l=ksa }kjk ,d cM+h izfrKk osQ lkFk fodflr vkSj
lajf{kr fd;k x;k gSA bl ùR; 'kSyh dks vius èkkfeZd fopkj vkSj
l=ksa osQ lkFk tqM+ko osQ dkj.k mi;qDr <ax ls lf=;k uke fn;k
x;kA ckn esa ;g ùR; 'kSyh ,d fof'k"V ùR; 'kSyh osQ :i esa
fodflr o foLrkfjr gqbZA

uo oS".ko vkanksyu ls igys vle esa nks ùR; 'kSfy;ka Fkha tSls
vkstk ifYy vkSj vusd 'kkL=h; rRoksa ¼vo;oksa½ lfgr nsonklhA
vkstk ifYy ùR;ksa osQ nks izdkj vc rd vle esa gSa& lqdukuh]
ftlesa vkstk ifYy ùR; liZ nsoh dh iwtk osQ volj ij lewg xk;u
dh laxfr djrs gSaA eulk vkSj O;kgkj xhr] jkek;.k] egkHkkjr vkSj
dqN iqjk.kksa osQ vleh :ikarj ls xzg.k fd, x, gSaA 'kfDr lEiznk;
¼iaFk½ dk lqdukuh vkstk ifYy gS vkSj O;kgkj xhr oS".ko lEiznk;
dk gSA Jhear 'kadjnso us l= esa vius nSfud èkkfeZd vuq"Bkuksa esa
O;kgkj xhrksa dks tksM+kA vc rd Hkh O;kgkj xhr vle osQ l=ksa osQ
èkkfeZd vuq"Bkuksa dk ,d Hkkx gSA

vkstk ifYy lewg osQ urZd osQoy xk;u vkSj ùR; gh ugha djrs
ij eqækvksa vkSj 'kSyhc) xfr;ksa }kjk o.kZu ¼vk[;ku½ dks le>krs
Hkh gSaA vkstk ifYy lewg dk usr̀RodÙkkZ vkstk dgykrk gS vkSj dqN
vU; xk;d tks vkstk dk laxhr esa lkFk nsrs gSa mUgsa ifYy dgk tkrk
gSA nsuk&ifYy lewg dk nwljk usr̀RodÙkkZ gksrk gS tks vkstk dh
vuqifLFkfr esa mldh ftEesnkfj;ka fuHkkrk gSA tgka rd nsonklh ùR;
dk lacaèk gS] cM+h la[;k esa lf=;k ùR; osQ lkFk y;kRed 'kCnksa vkSj
ikn dk;Z osQ lkFk ùR; eqækvksa dh lkE;rk] nsonklh ùR; dk lf=;k
u`R; ij Li"V izHkko funsZf'kr djrh gSA lf=;k u`R; ij vU;
ǹ';kRed izHkko vleh yksd ùR;ksa tSls fcgw] vkfn ls gSA

ewy esa lf=;k u`R;] Jhear 'kadjnso] muosQ izèkku iêf'k";
ekèkonso vkSj vU; ckn osQ èkeZ leFkZdksa vkSj vuq;kf;;ksa osQ ukVdksa



Madhavadeva and other later apostles and disciples.

The performances of Shrimanta Shankaradeva’s or

Madhavadeva’s dramas are known popularly as Ankiya naat

or Ankiya bhaona. The Ankiya naat or one-act play was

conceived by the saint as an audio-visual device for the

propagation of Bhakti. It is a highly stylized theatre form as

well as a fascinating spectacle combining nritta, nritya and

natya. Natya highlights the dramatic element; nritya is

essentially expressional, performed specifically to convey

the meaning of a theme or idea and nritta on the other hand,

is pure dance where body movements do not express

any mood (bhava) nor do they convey any meaning. Dance,

pure and illustrative, vigorous, majestic and graceful form,

the large repertoire in the Ankiya naat. Sattriya dance leans

heavily on singing and dancing. Speech and dialogues are

minimal.

Some of the plays written by Shrimanta

Shankaradeva are: Kaliya-damana, Keligopala,

Rukminiharana, Parijata harana, and Ramavijaya. The

theme of these plays is based on Bhagavata Purana

except in the case of  Ramavijaya-nata. Arjuna-bhanjana,

Chordhara, Pimpara-guchuwa, and Bhumi-lutiwa,

Rasa-jhumura, Bhusana-harana and Kotora-khelowa are

ascribed to Madhavadeva.

Sattriya dance has all the elements that make a

dance form classical. It clearly distinguishes nritta from nritya

and also has an element of natya. Like other classical dance

forms of India, the Sattriya dances follow the authoritative

treatises such as Bharatmuni’s ‘Natyashastra’,

Nandikeshvara’s ‘Abhinaya Darpana’ and Shubhankara’s

‘Hastamuktavali’. Sattriya dance tradition is governed by

strictly laid down principles in respect of hastamudras,

choreographic patterns, footworks, distinctive aharyas,

music and a variety of masks.

dk ,d vfuok;Z ¼,d izeq[k vo;o Hkh½ cu x;kA Jhear 'kadjnso
;k ekèkonso osQ ukVdksa dh izLrqfr;ka vkerkSj ij vafd;k ukV ;k
vafd;k Hkkvksuk osQ uke ls tkuh tkrh gSaA HkfDr osQ izpkj osQ fy,
,d JO;&ǹ'; lkèku osQ :i esa lar }kjk vafd;k uV ;k ,dkadh
ukVd dh dYiuk dh xbZA ;g ,d vR;ar :<+ 'kSyh osQ vuqlkj
jfpr ukV~; 'kSyh gS lkFk gh ùÙk] ùR; vkSj ukV~; dks feyk dj ,d
fpÙkkdÔZd izn'kZu gSA ukV~;] ukVdh; rRo dks fof'k"Vrk iznku
djrk gSA ùR; vfuok;Zr% vfHkO;fDr:i esa izLrqr gksrk gS vkSj
fo'ksÔ :i ls foÔ; oLrq ;k fopkj osQ vFkZ dks Li"V djuk gh
bldk mís'; gksrk gSA nwljh vksj ùÙk ,d fo'kq) ùR; gksrk gS tgka
'kjhj dh xfr;ka fdlh Hkko vFkok vFkZ dks ugha crkrhaA fo'kq) vkSj
mnkgj.kkRed] mRlkg] rstfLork vkSj ykfyR;iw.kZ ùR;] vafd;k ukV
dk ,d foLr̀r jaxiVy cukrk gSA lf=;k ùR;] xk;u rFkk ùR; ij
vfèkdkfèkd fuHkZj jgrk gSA dFku ¼O;k[;ku½ vkSj laokn vYi ek=k
esa gksrs gSaA

Jhear 'kadjnso }kjk jfpr dqN ukVd gSa % dkfy;k&neu] osQfy
xksiky] :fDe.khgj.k] ikfjtkr&gj.k vkSj jkefot;A jkefot;&ukV
dks NksM+dj 'ksÔ lHkh ukVdksa dh foÔ;&oLrq ^Hkkxor iqjk.k* ij
vkèkkfjr gSA vtqZu Hkatu] pksjèkjk] fiEijkxqpok] vkSj Hkwfe&yqfrok]
jl&>qewjk] Hkwlkuk&gj.k vkSj dksVksjk&[ksyksok dk Js; ekèkonso dks
tkrk gSA

lf=;k ùR; esa lHkh os vo;o ¼?kVd½ gSa] tks bl ùR; dks
'kkL=h; cukrs gSaA ;g Li"Vr% ùÙk ls ùR; dks vyx djrk gS vkSj
blesa ukV~; dk Hkh vo;o gSA Hkkjr dh vU; 'kkL=h; ùR; 'kSfy;ksa
dh Hkkafr] lf=;k ùR;] izkfèkÑr 'kksèk&izcaèkksa dk vuqxeu djrh gSA
tSls Hkjr eqfu dk ^ukV~;'kkL=*] uanhosQ'oj dk ^vfHku; niZ.k* vkSj
'kqHkadj dk ^gLreqDrkoyh*A lf=;k u`R; ijaijkxr gLreqækvksa]
ùR; dyk osQ uewuksa] ikn dk;ks±] fof'k"V vkgk;Z] laxhr vkSj fofoèk
izdkj osQ eq[kkSVksa osQ lacaèk esa l[rh ls cus fl)karksa osQ }kjk lf=;k
ùR; dh ijaijk lapkfyr gksrh gSA



Sattriya  tradition, has two distinctly separate streams

- the Bhaona-related repertoire comprising of dramatic

representations starting from the Gayan-Bayanar Nach to

the Sutradhari nach, Gosai pravesha and Gopi praveshar

Nach, secondly the dance numbers which are independent,

such as Krishna bhangi, Nadu bhangi, Vara pravesha,

Apsara Nritya, Rasa Nritya, Yuddhar-Nach, Behar Nach,

Chali, Rajaghariya Chali, Jhumura, etc.

An ancient classification followed in all styles of

dance is of tandava and lasya. Tandava, the masculine, is

heroic, bold and  vigorous. Lasya, the feminine is soft, lyrical

and graceful. Chali, Jhumura and Rasa Nritya are dances

of lasya, graceful and elegant. They are performed by the

young acolytes i.e. natuwas impersonating gopis, the

milkmaids. Complementing these are the Sutradhar, Krishna

Bhangi, Behar Nach, Nadu Bhangi and Var pravesha, all

dances of tandava variety.

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. The angika abhinaya of Sattriya dance

is characterized by its distinctive style of hastamudras

(movements of hand), sirahkarma (movements of

head),drishti (movement of eyes), grivakarma (movements

of neck),  gati, chari (foot-work), karna (postures), etc.

The movement of the feet is known as bulan (gait).

Dancers follow specific forms of footwork. Some of the gaits

such as hasti-bulan, (elephant gait), mayur-bulan, shankha

bulan, ghora bulan, sinha-bulan (lion gait) seem to echo

classical names like gaja-lila-gati, tarangini gati, asvotplavana

gati, simhi gati, etc,. There is a distinctive pattern of footwork

followed by the dancers, which are called Bhariman. Some

of the Bhariman are chirol, leseri, nupurcholoua, kerepi, juti,

tewai, etc.

lf=;k ijaijk esa fof'k"V :i ls fHkUu nks èkkjk,a gksrh gSa &
xk;u&ck;ukj ukp ls lw=èkkjh ukp] xkslkb± izos'k vkSj xksih izos'kj
ukp ls vkjaHk ukVdh; izLrqfr;ksa ls ;qDr Hkkvksuk lacafèkr jaxiVy]
nwljs ,sls ùR; tks Lora= gSa] tSls Ñ".k Hkaxh] uknq Hkaxh] oj izos'k]
vIljk ùR;] jl ùR;] ;q)kj ukp] csgkj ukp] pkyh] jkt?kfj;k
pkyh] >qewjk vkfnA

ùR; dh lHkh 'kSfy;ksa esa rkaMo vkSj ykL; osQ izkphu oxhZdj.k
dk vuqdj.k fd;k x;k gSA ikS#fÔd rk.Mo] vkstLoh fuMj vkSj
rstLoh gSA L=h;ksfpr ykL; dksey] xhrkRed vkSj ykfyR;iw.kZ gSA
pkyh] >qewjk vkSj jl ùR; ykL; osQ ùR; gSa tks ykfyR;iw.kZ vkSj
'kkunkj gSaAbUgsa ;qok osnh lsodksa vFkkZr~ uVqoksa }kjk izLrqr fd;k tkrk
gS tSls xksfi;ksa] Xokfyuksa vkfn dk :i èkkj.k djukA iwjd :i esa
lw=èkkj] Ñ".k Hkaxh] csgkj ukp] uknq Hkaxh vkSj oj izos'k] rkaMo
izdkj osQ lHkh ùR; gSaA

vfHku; dk O;kid vFkZ gS & vfHkO;fDrA bls vafxdk] 'kjhj
vkSj 'kjhj osQ Hkkx( okfpdk] xhr vkSj O;k[;k( vkgk;Z] os'kHkwÔk
vkSj Ük̀axkj( vkSj lkfRod] Hkko vkSj Hkkoukvksa ls vfHkO;Dr fd;k
tkrk gSA lf=;k ùR; osQ vakfxd vfHku; dh fof'k"V fo'ksÔrk,a
mldh gLreqæk,a ¼gkFkksa dh xfr;ka½] fljgdjek ¼flj dh xfr;ka ½]
ǹf"V ¼vka[kksa dh xfr;ka ½] xzhodjek ¼xnZu dh xfr;ka½] xfr] pkjh
¼ikn dk;Z½] dj.k ¼eqæk,a½] vkfn gSaA

iSjksa dh xfr dks Ckqyku ¼pyuk½ osQ uke ls tkuk tkrk gSA
urZd fof'k"V ikn dk;Z osQ izfr:i ¼izfrÑfr½ dk vuqikyu djrs
gSaA dqN pkyas ¼gou½ tSls gfLr&cqyku] ¼gkFkh pky½] e;wj cqyku]
la[k cqyku] ?kk sjk cqyku] flag&cqyku 'kkL=h; ukeks a tSls
xt&yhyk&xfr] rjafxuh xfr] vloksVIykou xfr] flag xfr vkfn
dks nksgjkrs ls izrhr gksrs gSaA uRkZdksa }kjk mi;ksx dh tkus okyh
ikndk;Z dh ,d fof'k"V i)fr Hkjheu dgykrh gSA Hkjheu osQ dqN
izdkj gSaμphjWy] yslsjh] uqiqjpksyksok] osQjsih] twVh] rsokbZ] vkfnA



Sattriya  dances, particularly those associated with

the characters of Ankiya naat often display impressive and

forceful vachika abhinaya.  The role of the Sutradhara can

be specially mentioned here. He is the key person, who

remains present throughout the performance, keeps the

liason between the performers and the audience and also

communicates the virtue of the bhaktirasa to the audience.

He is to sing, to dance and also to perform abhinaya

displaying various interpretative hand gestures.

Aharya abhinaya in Sattriya dance is represented

through its rich and distinctive style and form. The costume,

ornaments, make-up, mask, effigies, etc. have their own

characteristic applications.

Shrimanta Shankaradeva and Madhavadeva had

created the Ankiya naat with a definite purpose associated

with religion. They created their own style of “Bhava-prayoga”

in order to evoke a devotional fervour in the minds of the

audience. Hence, more emphasis was given on the

arrangement of plots and situations and characterization than

on originality or real life representation. Thus, in the Ankiya

naat, although navarasa is applied as the situation demand,

but bhaktirasa remains the central source of inspiration for

the writers as well as the performers and audience.

lf=;k u`R;] fo'ksÔr% vafd;k ukV osQ pfj=ksa ls tqMs+ gq,]

vDlj izHkko'kkyh vkSj cy'kkyh okfpd vfHku; dks iznf'kZr

djrs gSaA lw=èkkj dh Hkwfedk dks fo'ksÔ :i ls ;gka ij mfYyf[kr

fd;k tk ldrk gSA lw=èkkj og izeq[k O;fDr gS] tks izLrqfr osQ

nkSjku iwjs le; mifLFkr jgrk gS] izLrqrdrkZvksa vkSj n'kZdksa osQ chp

lEioZQ cuk, j[krk gS vkSj HkfDrjl osQ xq.kksa ¼fo'ksÔrkvksa½ dks

n'kZdksa dks crkrk gSA mls xkuk] ùR; djuk vkSj vfHku; osQ lkFk

fofoèk O;k[;kRed gLr eqæk,a Hkh izLrqr djuh gksrh gSaA

lf=;k ùR; esa vkgk;Z vfHku; dks mldh lè) vkSj fof'k"V

'kSyh rFkk Lo:i }kjk izLrqr fd;k tkrk gSA os'kHkwÔk] vkHkwÔ.k]

eq[k&lTtk] eq[kkSVksa] iqryksa ¼izfrekvksa½ dk viuk ,d fof'k"V

mi;ksx gksrk gSA

Jhear 'kadjnso rFkk ekèkonso us vafd;k ukV dks èkeZ ls tqM+s

,d lqfuf'pr mís'; ls jfpr fd;k gSA mUgksaus n'kZdksa osQ eu esa

HkfDriw.kZ tks'k txkus osQ fy, ^Hkko iz;ksx* dh viuh 'kSyh dh

jpuk dhA blesa ewy thou izn'kZu vFkok ewyrk dks NksM+dj]

ifjfLFkfr vkSj vkys[k ¼jpuk½ ij vfèkd cy fn;k x;kA vr%

vafd;k ukV esa gkykafd uojl dks ifjfLFkfr dh ekax osQ vuqlkj

mi;ksx esa yk;k tkrk gS fQj Hkh HkfDrjl izLrqrdrkZvksa] n'kZdksa

rFkk ys[kdksa osQ fy, izsj.kk dk ,d osQUæh; lzksr jgrk gSA



l=

lf=;k ùR; dks lgh ifjizs{; esa le>us gsrq l= laxBuksa osQ lkFk dqN
ifjp; gksuk vko';d gSA ^l=* 'kCn dk igyh ckj ;K ¼cfy@R;kx½ osQ vFkZ
esa 'kFkiFk czkge.k esa mi;ksx fd;k x;kA Hkkxor iqjk.k esa Hkh ^l=* 'kCn dk
lanHkZ gSA l= laxBu dqN gn rd eè;dky osQ caxky eB laxBu vFkok ckS)
eB iz.kkyh ls lkE;rk j[krk gS ij l=] ckS) fogkj ;k eB rd gh lhfer ugha
cfYd mlls dqN T;+knk gSA ;g ,d fof'k"V izdkj dk laxBu gS ftlesa vleh
lkekftd thou osQ fofHkUu igyw 'kkfey gSaA HkDrksa ;k vuq;kf;;ksa dh lqfoèkk
osQ fy, èkkfeZd xfrfofèk;ksa ls tqM+s vusd lajpukRed Lo:i l= dh fo'ksÔrk
gSaA igyk l= Jhear 'kadjnso }kjk muosQ iSr̀d xkao cjnksok osQ fudV LFkkfir
fd;k x;kA èkhjs&èkhjs vle osQ fofHkUu LFkkuksa ij muosQ vuq;kf;;ksa }kjk vkSj
l=ksa dh LFkkiuk dh xbZA

vle esa nks izdkj osQ l= gSaA ,d gS x̀gLFk ¼fookfgr½ l= vkSj nwljk
mnklhu ¼vfookfgr½ l=A x̀gLFk l= dh rqyuk esa mnklhu l= ùR;] ukVd
rFkk laxhr esa vfèkd lè) gksrs gSaA l= dk lajpukRed Lo:i vkSj mldh
dk;Ziz.kkyh dh izfØ;k viuh fof'k"V fo'ksÔrkvksa osQ fy, Lej.kh; gSA

uke?kj% l= esa osQUæh; izkFkZuk lHkkxkj uke?kj ;k dhrZu ?kj gksrk gSA ;g
fo'kky LraHkksa ¼[kaHkksa½ ls voyafcr Nr lfgr ,d [kqyk fo'kky d{k gksrk gSA
uke?kj dh nhokjsa ckal ls cuh gksrh gSa vkSj ljd.Ms bèkj&mèkj ?kwe ldrs gSa]
Nr dks vLFkkbZ yxk, x, LraHkks a ls voyac fn;k tkrk gS rkfd tc
vko';drk gks rks vfèkd LFkku fey losQA ;g ,d izkFkZuk ?kj gksus osQ
vfrfjDr] lkeqnkf;d Hkou dk Hkh mís'; iwjk djrk gSA ,d rjg ls uke?kj
dk cgqvk;keh mi;ksx gksrk gSA bls èkkfeZd cSBosQa vkSj ppkZ,a vk;ksftr djus
vkSj èkkfeZd voljksa ij ukVdh; izLrqfr;ka izLrqr djus osQ fy, mi;ksx esa yk;k
tkrk gSA l=ksa osQ vykok] vle osQ yxHkx gj fgUnw xkaoksa esa uke?kj gSaA vle
osQ yksxksa osQ thou esa uke?kjksa us ,d izeq[k Hkwfedk fuHkkbZ gSA

ef.kdwV % ;g laiw.kZ LFkkiuk dk ijeikou eafnj&xHkZ gksrk gS] ftldk
'kkfCnd vFkZ ^vkHkwÔ.kksa dk ?kj ;k ewY;oku laifÙk* gksrk gSA ;gka ij ^Hkkxor
iqjk.k] dk ifo= èkeZxzaFk ;k Hkxoku Ñ".k dh ewfrZ j[kh tkrh gSA ;g eq[;

Sattra

For understanding Sattriya dance in the right perspective,

it is necessary to have some acquaintance with the Sattra

institutions. The word ‘Sattra’ is first used in the Satapatha

Brahmana in the sense of sacrifice. In the Bhagavata Purana

also, there is reference to the word ‘Sattra’. The Sattra institution

resembles to a certain extent, to the Buddhist monastery system

or the Bengal mutt institution of the medieval period. But Sattra

is more than a Buddhist vihar or mutt. It is a unique institution

covering different aspects of Assamese social life. Sattra is

characterized by a number of structural patterns associated with

religious activities to accommodate the devotees or disciples.

The first Sattra was set up by Shrimanta Shankaradeva near his

ancestral village at Bordowa. Gradually more Sattras were

established by his followers in different places of Assam.

 There are two kinds of Sattras in Assam. One is

Grahasthya (married) Sattra and another is Udasin (celibate)

Sattra. Udasin Sattras are richer in dance, drama and music than

the Grahasthya Sattra. The structural pattern and process of

functioning of a Sattra are its characteristic features.

Namghar: The central prayer hall in a Sattra is the

Namghar or Kirtan Ghar. It is a large open hall with roof supported

by huge pillars. The walls of the Namghar, made of bamboo and

reed, are moveable and the roof is supported  by temporarily

fixed posts to provide more space as and when required. Besides

being a prayer hall, it also serves the purpose of a community

hall. As such Namghar has multidimensional use as a place for

holding religious meetings and discussions and also as a stage

for dramatic performances on religious occasions. Besides

Sattras, there are Namghars in almost all Hindu villages of

Assam. The Namghars have played a prominent role in the life

of the people of Assam.

Manikut: It is the sanctum-sanctorum of the whole
establishment, literally meaning “the house of jewels or valued
property”. The sacred scripture of Bhagavata Purana or the idol of



izkFkZuk x̀g osQ iwohZ vksj lV dj cuk gqvk ,d NksVk&lk Hkou gSA
l= dh lHkh ewY;oku oLrq,a vkSj vkHkwÔ.k] ftlesa ifo= ewfrZ
Hkh 'kkfey gSa] ;gka j[k dj lajf{kr fd, tkrs gSaA eq[;r% eq[;
izkFkZuk x̀g esa ;k uke?kj esa] ewfrZ dk dksbZ LFkku ugha gSA blosQ
ctk;] ^Hkkxor iqjk.k* dk èkeZxzaFk ;gka flagklu ¼pkj mRdh.kZ flagksa
ij [kM+k ,d ydM+h dk flagklu½ ij j[kk tkrk gSA

gkfr% ef.kowQV vkSj uke?kj lkekU;r% fuoklh; >ksaifM+;ksa dh
pkj iafDr;ksa ls f?kjs gksrs gSa] tks f'k";ksa osQ jgus osQ fy, gksrh gSaA
bUgsa pkjh gkrh dgk tkrk gSA izR;sd f'k"; ;k eBoklh dks mlosQ
Lrj vkSj vko';drk osQ vuqlkj ,d ;k T;knk dejksa dk fuokl
iznku fd;k tkrk gSA

cPNksjk% l= ifjlj dh vksj tkus okyk izos'k iFk ;k izos'k
vke rkSj ij ,d NksVs Nr lfgr [kqys ?kj osQ lkFk gksrk gSA bls
cPNksjk ;k dksjkiV dgk tkrk gSA fof'k"V vfrfFk;ksa dk lkekU;r%
cPNksjk esa Lokxr fd;k tkrk gSA

l= iz'kklu% laiw.kZ iz'kklu osQ izeq[k dks izpfyr :i esa
l=kfèkdkj osQ uke ls tkuk tkrk gSA dqNsd l=ksa dks  viokn
Lo:i NksM+dj] l=kfèkdkj vke rkSj ij ,d vfookfgr oQk thou
O;rhr djrk gSA l=kfèkdkj og èkkfeZd izeq[k gksrk gS] ftls HkDrksa
osQ ljuk uked laxBukRed lekjksg osQ i;Zos{k.k djus vkSj fQj
mUgsa l= osQ eBh; thou esa izf'k{k.k nsus dh ftEesokjh fuHkkuh gksrh
gSA

l= iz'kklu osQ èkeZ rU= osQ vuqlkj vfèkdkj vkSj in esa
l=kfèkdkj osQ i'pkr~ nsdk&vfèkdkj vkrk gSA l=kfèkdkj dh
vuqifLFkfr esa og l=kfèkdkj dh ftEesnkfj;ka fuHkkrk gSA l= osQ
HkDr yksdfiz; :i esa HkDr gh dgykrs gSaA eBh; l=ksa esa] HkDr
dM+kbZ ls ,d czãpkjh dk thou thrs gSa vkSj mUgsa osQofy;k HkDr
dgk tkrk gS] laLÑr esa osQoy dk vFkZ vosQyk gksrk gSA l=ksa esa bl
mís'; gsrq ;qok yM+dksa dks fy;k tkrk gSA l=ksa osQ ckgj osQ
fookfgr f'k";ksa dks Hkh izf'kf{kr fd;k tkrk gS vkSj ùR; rFkk laxhr
esa vk;q ,oa vuqHko esa cM+s czãpkfj;ksa }kjk iz.kkyhc) :i ls
ekxZnf'kZr fd;k tkrk gSaA ;s vius thou dks l= osQ l[r
vuq'kklu esas lefiZr dj nsrs gSa vkSj fo'ksÔK osQ i;Zos{k.k esa
izf'kf{kr gksus dk volj ikrs gSaA bl izdkj l= laxBu] laiw.kZ
izfrc)rk osQ lkFk lf=;k u`R; vkSj laxhr dh 'krkCnh iqjkuh
laLÑfr dks lqjf{kr ,oa lajf{kr j[kus dk Js; izkIr djrk gSA ;qok
HkDr viuk izf'k{k.k ekfV vk[kWjk ¼feêh v[kkM+ksa esa Hkw&O;k;keksa½
ls vkjaHk djrs gSaA

the Lord Krishna is kept here. It is a smaller structure built
contiguous to the eastern side of the main prayer hall. All
the valuable possessions and jewels of that particular
Sattra including the sacred idol are kept and preserved in
Manikut. Significantly in the main prayer hall or Namghar,
the idol has no place. Instead, a sacred scripture
Bhagavata Purana is placed in the sinhasana (a wooden
throne which stands on four carved lions).

Hati: The Manikut and the Namghar are usually
surrounded by four rows of residential huts meant
to accommodate the disciples. They are known as
Chari hati. Each devotee or monk is allotted a hut
consisting of one or more rooms according to the status
and need.

Batchora: The gateway or entrance leading to
the Sattra premises is usually characterized by a small
open house with a roof. This is known as Batchora or
Korapat. Distinguished guests are usually welcomed
at the Batchora.

Sattra Administration: The head of the entire
administration is popularly known as Sattradhikar. With
the exception of a few Sattras, the Sattradhikar usually
leads the life of a celibate. He is the religious head, who
takes up the responsibility of supervising the
institutional ceremony, Sarana, of the devotees and then
train them in monastic life of a Sattra.

According to the hierarchy of Sattra
administration, Deka-adhikar comes next to
Sattradhikar in power and status. In the absence of the
Sattradhikar, he carries out the responsibilities of the
Sattradhikar. The devotees in a Sattra are popularly
known as bhakata. In monastic Sattras, the devotees
strictly lead the life of a celibate and are known as
kevaliya bhakata, in Sanskrit kevala means alone.
Young boys are taken in the Sattras for this purpose.
Married disciples from outside of the Sattras, are then
trained and guided systematically by the elderly
celibates in dance and music. They devote their life to
rigorous discipline in a Sattra and avail the opportunity
of being trained under expert supervision. Thus
institution of Sattra deserves credit for preserving the
cultural continuity of Sattriya dance and music with
utmost commitment. The young bhakata start their
training with Mati akhar (Ground Exercises).



lf=;k laxhr dh jkx vkSj rky iz.kkyh dh ,d fof'k"V 'kSyh
gS tks vko';d :i ls fgUnqLrkuh [;ky ;k dukZfVd 'kkL=h;
laxhr iz.kkyh tSlh ugha gSA lf=;k laxhr esa 42 ls vfèkd rky
yksdfiz; gaS vkSj buesa ls 18 rky vke rkSj ij mi;ksx esa yk, tkrs
gSaA lf=;k laxhr dk ,d fof'k"V xq.k bldk y;kRed Nan ,oa
izLrqfr dh fofèk gSA vDlj nks ;k vfèkd rkyksa osQ esy esa fofHkUu
rky mi;ksx esa yk, tkrs gSaA tfVy vkSj fuiq.k y;kRed izfr:i dks
pkj 'kSfy;ksa esa oxhZÑr fd;k tk ldrk gS& ljy] ;qXe] ;kmxk ¼,d
rky osQ igys Hkkx dks nwljs rky osQ ckn osQ Hkkx osQ lkFk
lek;ksftr djosQ½ vkSj feJ rkyA

ùR; esa mi;ksx esa yk, tkus okys rkyksa dks vke rkSj ij fo'ksÔ
ifjfLFkfr vFkok Hkko ;k lacafèkr pfj= ifjfLFkfr vFkok mldh
Hkkoukvksa osQ lkFk leHkko j[krs gq, pquk tkrk gSA

xhr] oS".kookn dh HkfDr osQ izfr yksxksa dks vkdfÔZr djus dk
ekè;e FksA Jhear 'kadjnso us fofoèk izLrqfr;ksa gsrq fofoèk izdkj osQ
xhrksa dh jpuk dh vkSj vU;Fkk Hkh cjxhr] vadj xhr] dhrZu ?kksÔ
vkSj Hkfrek dh jpuk dhA ekÌonso us ?kksÔ ;k uke?kksÔ dks ifjfpr
djk;kA ckM+xhr dh foÔ;oLrq èkkfeZd gksrh gS vkSj ;s yksxksa dks
HkfDr osQ lans'k ls izsfjr djrs gSaA

vadkj xhr mRloksa osQ nkSjku ukVdksa osQ lkFk cuk, tkus okys
xhr gSaA ckM+xhr ls fHkUu] vadkj xhr y;kRed rkyksa osQ lkFk gksrs
gSa vkSj lkekU; xhrksa dh vis{kk ukVdh; xhrksa ls ;qDr gksrs gSaA
dhrZu ?kksÔ ,d lkeqnkf;d izkFkZuk gksrh gS] ftlesa xkao osQ lHkh
iq#Ô lnL;ksa }kjk Hkkx fy;k tkrk gS] rFkk ;qok yM+osQ Hkh 'kkfey
gksrs gSaA bls <ksy ¼[kksy] ènax ;k uxkM+k½] >ka>&eathjksa ¼rky½ dh
laxfr vkSj gkFkksa ls rkfy;ka ctkdj izLrqr fd;k tkrk gSA Hkkfrek
dks Hkxoku Ñ".k ;k Hkxoku jke dh iz'kalk esa xk;k tkrk gS vkSj
bls fdlh jkx esa ;k rky nsdj ugha xk;k tkrkA lkfgfR;d :i ls
uke?kks"k dk vFkZ gS Hkxoku osQ ukeksa dh ?kks"k.kk rFkk ;s xhr bZ'oj
dh efgek esa xk;s tkrs gSaA

igys osQ fnuksa esa lf=;k ùR; osQ ùÙk Hkkx ij] ùR; dh vis{kk
vfèkd cy fn;k tkrk FkkA orZeku esa lHkh xq: ùR; vkSj vfHku;
dks fodflr djus esa #fp ys jgs gSa rkfd bls blosQ vius Lo:i esa
,d fu"iknu dyk 'kSyh osQ :i esa LFkkfir fd;k tk losQA ewyr%]
l=ksa esa [kksy ¼<ksy½ vkSj rky ¼>ka>&eathjs½ tSls izeq[k laxhrkRed
ok|ksa dk mi;ksx fd;k tkrk Fkk ij vc ùR; izLrqfr;ksa dks vfèkd
#fpdj cukus gsrq vU; ok|ksa tSls gkjeksfu;e] rkuiqjk] ok;fyu]
ckalqjh dks Hkh 'kkfey fd;k x;k gSA vc bl fof'k"V ùR; 'kSyh esa
yM+fd;ka Hkh Hkkx ysrh gSa] ftUgsa ewyr% l=ksa esa oftZr dj fn;k x;k
FkkA

Sattriya  music has a distinctive style of raga and
tala system which do not necessarily conform to the
Hindustani Khayal or Carnatic classical music systems.
A wide variety of more than 42 talas are in vogue in
Sattriya  music and about 18 of them are in common
use. A striking feature of Sattriya  music is its rhythmic
pattern and playing style. Often varied talas are used in
combination of two or more talas. The intricate and
dexterous rhythmic pattern may be classified into four
styles viz. saral, yugma, yauga (first part of one tala  in
combination of the later part of another tala) and misra
tala.

The talas used in dance are usually so chosen
as to suit the particular situation and mood or sentiment
of the character concerned.

Songs were a medium of attracting the people
into the Vaishnava fold of bhakti.  Srimanta
Shankaradeva composed different types of songs for
various performances and otherwise also such as
bargita, ankar gita, kirtana ghosa and bhatima were
penned by him. Madhavadeva introduced ghosa or
nama-ghosa. The bargitas are religious in content and
inspired people with the message of bhakti.

Ankar gitas are the songs played during the
plays, often during festivities. Unlike bargitas they are
always accompanied with rhythmic beats and
comprises of dramatic lyrics rather than lyrics in general.
Kirtana-ghosa is a congregational prayer attended by
all the male members of the village, including the young
boys. It is performed to the accompaniment of drums
(khol, mridanga or nagara), cymbals (tala) and clapping
of hands. Bhatima  is sung in praise of the Lord Krishna
or Rama and is not tuned to any raga or tala. Nama-
ghosa , literally means the 'announcement of the names
of God' and are the songs sung in glory of God.

In early days more emphasis was given to the
nritta part of the Sattriya  dance than that of nritya part.
However, at present all gurus are taking interest to
develop the nritya and abhinaya aspects of the dance
to establish it as a 'classical' performing art form within
its own format. Initially, in the Sattras the main musical
instruments used were khol (drum) and tala (cymbals)
but now other instruments like harmonium, tanpura,
violin, flute have been introduced to make the
renderings more interesting. Now even girls are taking
part in this particular dance form which was initially
forbidden for them in the Sattras.



fo|k£Fk;ksa rFkk f'k{kd@f'kf{kdkvksa osQ fy, jpukRed xfrfofèk;kafo|k£Fk;ksa rFkk f'k{kd@f'kf{kdkvksa osQ fy, jpukRed xfrfofèk;kafo|k£Fk;ksa rFkk f'k{kd@f'kf{kdkvksa osQ fy, jpukRed xfrfofèk;kafo|k£Fk;ksa rFkk f'k{kd@f'kf{kdkvksa osQ fy, jpukRed xfrfofèk;kafo|k£Fk;ksa rFkk f'k{kd@f'kf{kdkvksa osQ fy, jpukRed xfrfofèk;ka

CREATIVE ACTIVITIES FOR STUDENTS AND TEACHERS

u`R; rFkk izLrqr xfrfofè;ksa ij vkèkkfjr lkaLÑfrd laxzgksa dk mís';
fo|kfFkZ;ksa dks fuEu fo"k;ksa ls voxr djkuk gS%

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

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

jktkvksa] egkekuoksa ;k tkuojksa vkSj iwQyksa dh dgkfu;ksa }kjk
okLrfod thou osQ fudV gS_

& lkfgfR;d RkFkk n`';kRed lkexzh }kjk u`R; :iksa osQ ,sfrgkfld
mn~Hko dk vè;;u A

;gkWa ij dqN xfrfofèk;kWa 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{kd@f'k{kdkvksa ls vuqjksèk gS fd os
bUgsa Ldwy esa i<k, tkus okys fo"k;ksa esa gj laHko iz;ksx esa yk,a A
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 Ldwy esa vkeaf=kr djsaA fo|kfFkZ;ksa
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 losQ A

1- vle dh lkaLÑfrd èkjksgj dk vè;;u ,oa bldh vuqie
NVk rFkk fojklr dks bafxr djsaA

2- lf=k;k u`R; osQ iz[;kr izfriknd dkSu gSa\ bl dyk 'kSyh
osQ fodkl vkSj izpkj&izlkj esa mudk D;k ;ksxnku gS\

3- fo|kfFkZ;ksa 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
gS A ikjEifjd lTtk osQ lkFk ,d cM+k cksMZ rS;kj fd;k tk
ldrk gS A izR;sd eqnzk vFkok fp=kkRed izLrqrhdj.k osQ
uhps mUgsa mldk uke] vFkZ vkSj mi;ksfxrk fy[kus osQ fy,
dgk tk ldrk gSA  cM+h d{kk osQ fo|kFkhZ] tgkWa 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

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. Study the cultural heritage of Assam and list its

unique features and legacy of this beautiful state.

2. Who are the prominent exponents of Sattriya

dance? What is their contribution towards its

development and propagation?

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 or action is used. An

attempt should be made to project the use of the

same mudra or action in different situations.



4- eq[kkfHku;] u`R; dk ,d egRoiw.kZ fgLlk gSaA vè;kidksa }kjk
Nk=kksa dks uojl le>kus pkfg,A bl fooj.k dk o.kZu
fo|kfFkZ;ksa osQ vk;q oxZ osQ fglkc ls fHkUu Hkh gks ldrk gSA

blosQ ckn ,d #fpdj vukSipkfjd [ksy gks ldrk gS A
mnkgj.kkFkZ fo|kfFkZ;ksa 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
mlosQ 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 gS & vaèksjs vkSj ?kus taxy esa
[krjukd ifjfLFkfr esa iQalk gqvk ,d cPpk@cPph vkSj ,d
Mjkouk tkuoj ml dk ihNk djrk gqvkA bl dFkkud dks
ljy eqnzkvksa vkSj izeq[k vfHkO;fDr;ksa }kjk izfrfcafcr fd;k
tk ldrk gS A

5- f'k{kd@f'kf{kdk lkèkkj.k xfrfofèk;kWa vk;ksftr djosQ gh
fo|kfFkZ;ksa dks mudh ^y;* ;k ^rky* dks lqèkkjus osQ fy,
izksRlkfgr dj ldrs gSaA fo|kfFkZ;ksa dks pkVZl~ rS;kj djus osQ
fy, dgk tk ldrk gS] tgkWa ij vkd"kZd uewuksa }kjk
y;kRed :iksa dh ek=kkvksa (rky) dks n`';kRed :i esa
izLrqr fd;k x;k gksA fHkUu&fHkUUk dkyka'kksa osQ fy, fHkUu&fHkUUk
uewus iz;ksx esa yk, tkus pkfg,A (pkVZl~ esa fn[kk, x;s
izrhd fpUgksa dk egRo le>kus osQ fy, ,d dqath (mÙkj
rkfydk) cukbZ tk ldrh gSA) vfèkd vuqHkoh fo|kfFkZ;ksa
dks vkSj vU; xfrfofèk;ksa nh tk ldrh gSaA

izR;sd fo|kFkhZ dks ,d fuf'pr le; vofèk fuèkkZfjr dj
mlh nkSjku y;kRed Nan lajpuk djus gsrq izksRlkfgr fd;k
tk ldrk gS ftlesa og fofHkÂ xfr;ksa] y;ksa osQ fofoèk
la;ksx iz;qDr dj ldrk@ldrh gSA ;g fØ;k LokHkkfod
jpukRedrk dks izLiqQfVr dj ldrh gS rFkk lw{erk ,oa
,dkxzrk fodflr djus esa lgk;d gksxhA

6- f'k{kd@f'kf{kdk fo|kfFkZ;ksa dks ^nSfud thou esa u`R;* tSlh
ifj;kstuk & fo"k; ns ldrs gSaA fo|kfFkZ;ksa dks vius vkl&ikl
osQ yksxksa dh vfHkO;fDr;ksa RkFkk fØ;kdykiksa dk fo'ys"k.k
djus osQ fy, dgk tk ldrk gSA fiQj fo|kFkhZ] foKku
lacafèkr u`R; ;k eqnzkvksa dh ,d lwph ,df=kr dj ldrs gSa]
tks nSfud thou esa iz;qDr gksrh gaS vkSj os mudk mn~xe
izfrfnu dh xfrfofèk;ksa esa <wa<+ ldrs gSaA fo|kfFkZ;ksa dks bl
ckr ls voxr djkuk pkfg, fd dyk :i vkSj nSfud

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. A

group of students can be asked to mime a mood

in a self-created situation or a story. 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 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 motifs.

Different motifs should be used for each different

time cycle. (A key can be made to explain the value

of the symbols shown in the chart).

More experienced students may be given another

graded activity. Each student may be allotted a

fixed number of time bars and be asked to create

rhythmic patterns within the given time frame,

using various permutations and combinations of

speeds and rhythm. This activity will bring out the

inherent creativity and develop precision and

concentration.

6. The teacher may give the students a project topic,

such as 'Dance in daily life'. The students may be

asked to observe the actions and expressions of

the people around them. Students can then

compile a list of 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. lnfact,

they may be asked to pick out a few common

gestures and convert them into aesthetic dance

movements, using their imagination.



thou & nksuksa vkil esa xgjs tqM+s gSaA  njvly] mUgsa dqN
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] ;h'kqq
osQ tUe] Hkxoku cq¼ tUeksRlo ukVd vkSj 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 Ldwy dh
lHkk esa izLrqr fd;k tk ldrk gSA ;g xfrfofèk fo|kfFkZ;ksa
dks bl ckr ls voxr djkrh gS fd fdl izdkj vPNkbZ
vkSj lR; dk fopkj lHkh èkeks± ij xgjk izHkko Mkyrk gSA

8- fo|kfFkZ;ksa dh jpukRedrk dks [kkstus osQ Øe esa f'k{kd@
f'k{kdkvkssa dks pkfg, fd os mUgsa lkekU; :i ls] thou ls
lEcfUèkr #fpdj xfrfofèk;ksa ls tksMsa+ A vr% f'k{kd@f'k{kdk,a
v[kckjksa ls lkoèkkuhiwoZd pqus gq, mi;ksxh fo"k; fo|kfFkZ;ksa
dks ns ldrs gSaA mnkgj.kkFkZ&

& 'kkfUr dh vko';drk

& jk"Vªh; ,drk

& fgalk dh O;FkZrk

& i;kZoj.k laj{k.k

& lkekftd vlekurk,a

10 ls 15 fo|kfFkZ;ksa 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
fo|kfFkZ;ksa osQ lewgksa }kjk gh dh tkuh pkfg,A bl xfrfofèk
dk mís'; fo|kfFkZ;ksa 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
f'k{kd@f'kf{kdk,sa ,d lkFk feydj dke dj ldrs gSa vkSj
400&500 fo|kfFkZ;ksa dks ysdj ,d dk;ZØe izLrqr dj
ldrs gSaA blosQ fy, izklafxd #fp osQ fo"k; tSls & izÑfr
vkSj laLÑfr dk laj{k.k] lk{kjrk] Hkw[k vkSj xjhch] tkfr
Hksn feVkuk >ksaiM+hokfl;ksa dh leL;k,a] vkfn dks pquk tk
ldrk gSA ,slh lkef;d ,oa egÙoiw.kZ jpukRed izLrqfr;k¡

7. During important religious and social festivals, the

students may be asked to compose short dances

depicting - the relevance of the festival, for

example, birth of Jesus, Lord Buddha, the Nativity

play, the story of Holika and the manner in which

the festival is celebrated. These dances may be

presented at the school assembly on the day of

the festival. This activity makes 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,

- national integration,

- the futility of violence,

- conservation of the environment.

- social inequalities, etc.

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,

eradication of casteism, the problems of slum-

dwellers, etc. may be enacted. Such a mammoth

production will reach out not only to the school

but also to the community as well.

10. Some other interesting activities may be

organised for the students. In order to awaken in

them an interest in all the other classical and folk



LowQy rFkk leqnk; rd Hkh igqap ldrh gSA

10- vusd :fpdj xfrfofèk;ka fo|kfFkZ;ksa osQ fy, vk;ksftr dh
tk ldrh gSaA lHkh vU; 'kkL=kh; 'kSfy;ksa 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

lhlhvkjVh }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] pkVZl~] os'kHkw"kk] laxhr ok|ksa vkSj
iqLrdksa dh izn'kZfu;ka yxkbZ tk ldrh gSaA

11- vc 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 [kqtqjkgks]
fpnacje~] dks.kkoZQ vkfn osQ eafnj egRoiw.kZ u`R; mRloksa osQ
osQUnzksa osQ :i esa mHkj dj lkeus vk;s gSaA fLid eSosQ osQ
lekjksg rks NksVs uxjksa esa Ldwyksa osQ fo|kfFkZ;ksa rd Hkh igqaprs
gSaA bu dk;ZØeksa dk foLr`r C;kSjk lHkh lekpkj i=kksa esa fn;k
tkrk gSA fo|kfFkZ;ksa 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 osQ izfl¼ dykdkjksa rFkk
lgk;dksa osQ uke] fof'k"V ;k nqyZHk izLrqfr;ksa vkSj rky] Hkko
rFkk vfHku; ij #fpdj fVIif.k;k¡ ,df=kr dha tkuh pkfg,
rFkk mudk vè;;u fd;k tkuk pkfg,A

12- 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 iqLrosQa]
if=kdk,a] ekfld if=kdk,a ,df=kr dh tk ldrh gSaA ,slk
fu;fer :i ls fd;k tk ldrk gS] ftlesa le;karj esa
vfrfjDr tkudkjh tksM+h tk ldrh gSA

dance-forms, the students must be encouraged to

compare other dances with the styles they are

familiar with.

By studying all the packages on dances 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. Now a days, dance festivals are conducted

regularly in all the major cities of the country. In

recent years, the dance festivals at Khajuraho,

Chidambaram, Konark, etc. have risen as centres

and important venues for dance festivals. The

SPIC MACAY programmes reach 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 references.

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(s) in which additional

information can be noted at regular intervals.

vkys[k % Jh tfru xksLokeh

Text : Shri Jatin Goswami



a serene and peaceful Assamese drama in Brajabuli

language, a mixture of Maithili, Assamese, Hindi and other

elements, easily understood by the masses. He made the

audience aware of the bhakti rasa, selfless devotion for the

supreme being and introduced them to the art of harmonious

living.

A great social reformer, artist and musician,

Shrimanta Shankaradeva introduced the concept of Sattras

i.e. Vaishnava mutts or monasteries. Majuli, the world’s largest

river island, surrounded by the waters of the mighty

Brahmaputra, houses  the largest Sattra. This neo-Vaishnava

treasure of Assamese dance and drama has been, for

centuries, nurtured and preserved with great commitment

by the Sattras. Because of its religious character and

association with the Sattras, this dance style has been aptly

named Sattriya. The dance form evolved and expanded as

a distinctive style of dance later on.

There were two dance forms prevalent in Assam

before the neo-Vaishnava movement such as Oja palli and

Devadasi with many classical elements. Two varieties of

Oja palli dances are still prevalent in Assam i.e. Suknanni in

which the Oja palli dances accompany the choral singing

on the occasion of the worship of the serpent goddess,

Manasa and Vyahar geet  are the songs adapted from the

Assamese versions of the Ramayana, the Mahabharata and

some Puranas. Suknanni Oja palli is of Shakti cult and

Vyahar geet is of Vaishnava cult. Shrimanta Shankaradeva

included Vyahar geet into his daily rituals in Sattra. Till now

Vyahar geet is a part of rituals of the Sattras of Assam.

The dancers in a Oja palli chorus not only sing and

dance but also explain the narration by gestures and stylized

movements. The leader of the Oja palli chorus is called Oja,

and few other singers who  support the Oja in music are

known as pallis. Daina-palli is the second leader of the chorus

who assumes the responsibilities of Oja in his absence. As

far as Devadasi dance is concerned, resemblance of a good

number of rhythmic syllables and dance postures alongwith

footwork with Sattriya dance is a clear indication of the

influence of the former on the latter. Other visible influences

on Sattriya dance are those from Assamese folk dances i.e.

Bihu, etc.

The Sattriya dance in its origin formed an

indispensable (and a major component also) part of the

plays of Shrimanta Shankaradeva, his principal apostle

tks jkT; osQ O;kid tutkfr vkèkkj dks ilUn vk;kA mUgksaus
leqnk; esa vklkuh ls le> esa vkus okyh eSfFkyh] vleh] fgUnh rFkk
vU; rRoksa osQ feJ.k okyh cztcksyh HkkÔk esa ,d 'kkafriw.kZ] LoPN
vleh ukVd dh jpuk dhA mUgksaus n'kZdksa dks HkfDrjl] loksZPp
'kfDr osQ izfr fu%LokFkZ fu"Bk ls voxr djk;k vkSj ln~Hkkoukiw.kZ
thou thus dh dyk ls ifjfpr djk;kA

egku lekt lqèkkjd] dykdkj vkSj laxhrdkj] Jhear 'kadjnso
us l=ksa vFkkZr~ oS".ko eB dh ladYiuk ls ifjfpr djk;kA izHkko'kkyh
unh czãiq= osQ ty ls f?kjs fo'o osQ lcls cM+s unh}hi] ektqyh esa
lcls cM+k l= gSA ;g vleh ùR; vkSj ukVd dk u;k [ktkuk]
'krkfCn;ksa rd l=ksa }kjk ,d cM+h izfrKk osQ lkFk fodflr vkSj
lajf{kr fd;k x;k gSA bl ùR; 'kSyh dks vius èkkfeZd fopkj vkSj
l=ksa osQ lkFk tqM+ko osQ dkj.k mi;qDr <ax ls lf=;k uke fn;k
x;kA ckn esa ;g ùR; 'kSyh ,d fof'k"V ùR; 'kSyh osQ :i esa
fodflr o foLrkfjr gqbZA

uo oS".ko vkanksyu ls igys vle esa nks ùR; 'kSfy;ka Fkha tSls
vkstk ifYy vkSj vusd 'kkL=h; rRoksa ¼vo;oksa½ lfgr nsonklhA
vkstk ifYy ùR;ksa osQ nks izdkj vc rd vle esa gSa& lqdukuh]
ftlesa vkstk ifYy ùR; liZ nsoh dh iwtk osQ volj ij lewg xk;u
dh laxfr djrs gSaA eulk vkSj O;kgkj xhr] jkek;.k] egkHkkjr vkSj
dqN iqjk.kksa osQ vleh :ikarj ls xzg.k fd, x, gSaA 'kfDr lEiznk;
¼iaFk½ dk lqdukuh vkstk ifYy gS vkSj O;kgkj xhr oS".ko lEiznk;
dk gSA Jhear 'kadjnso us l= esa vius nSfud èkkfeZd vuq"Bkuksa esa
O;kgkj xhrksa dks tksM+kA vc rd Hkh O;kgkj xhr vle osQ l=ksa osQ
èkkfeZd vuq"Bkuksa dk ,d Hkkx gSA

vkstk ifYy lewg osQ urZd osQoy xk;u vkSj ùR; gh ugha djrs
ij eqækvksa vkSj 'kSyhc) xfr;ksa }kjk o.kZu ¼vk[;ku½ dks le>krs
Hkh gSaA vkstk ifYy lewg dk usr̀RodÙkkZ vkstk dgykrk gS vkSj dqN
vU; xk;d tks vkstk dk laxhr esa lkFk nsrs gSa mUgsa ifYy dgk tkrk
gSA nsuk&ifYy lewg dk nwljk usr̀RodÙkkZ gksrk gS tks vkstk dh
vuqifLFkfr esa mldh ftEesnkfj;ka fuHkkrk gSA tgka rd nsonklh ùR;
dk lacaèk gS] cM+h la[;k esa lf=;k ùR; osQ lkFk y;kRed 'kCnksa vkSj
ikn dk;Z osQ lkFk ùR; eqækvksa dh lkE;rk] nsonklh ùR; dk lf=;k
u`R; ij Li"V izHkko funsZf'kr djrh gSA lf=;k u`R; ij vU;
ǹ';kRed izHkko vleh yksd ùR;ksa tSls fcgw] vkfn ls gSA

ewy esa lf=;k u`R;] Jhear 'kadjnso] muosQ izèkku iêf'k";
ekèkonso vkSj vU; ckn osQ èkeZ leFkZdksa vkSj vuq;kf;;ksa osQ ukVdksa



Madhavadeva and other later apostles and disciples.

The performances of Shrimanta Shankaradeva’s or

Madhavadeva’s dramas are known popularly as Ankiya naat

or Ankiya bhaona. The Ankiya naat or one-act play was

conceived by the saint as an audio-visual device for the

propagation of Bhakti. It is a highly stylized theatre form as

well as a fascinating spectacle combining nritta, nritya and

natya. Natya highlights the dramatic element; nritya is

essentially expressional, performed specifically to convey

the meaning of a theme or idea and nritta on the other hand,

is pure dance where body movements do not express

any mood (bhava) nor do they convey any meaning. Dance,

pure and illustrative, vigorous, majestic and graceful form,

the large repertoire in the Ankiya naat. Sattriya dance leans

heavily on singing and dancing. Speech and dialogues are

minimal.

Some of the plays written by Shrimanta

Shankaradeva are: Kaliya-damana, Keligopala,

Rukminiharana, Parijata harana, and Ramavijaya. The

theme of these plays is based on Bhagavata Purana

except in the case of  Ramavijaya-nata. Arjuna-bhanjana,

Chordhara, Pimpara-guchuwa, and Bhumi-lutiwa,

Rasa-jhumura, Bhusana-harana and Kotora-khelowa are

ascribed to Madhavadeva.

Sattriya dance has all the elements that make a

dance form classical. It clearly distinguishes nritta from nritya

and also has an element of natya. Like other classical dance

forms of India, the Sattriya dances follow the authoritative

treatises such as Bharatmuni’s ‘Natyashastra’,

Nandikeshvara’s ‘Abhinaya Darpana’ and Shubhankara’s

‘Hastamuktavali’. Sattriya dance tradition is governed by

strictly laid down principles in respect of hastamudras,

choreographic patterns, footworks, distinctive aharyas,

music and a variety of masks.

dk ,d vfuok;Z ¼,d izeq[k vo;o Hkh½ cu x;kA Jhear 'kadjnso
;k ekèkonso osQ ukVdksa dh izLrqfr;ka vkerkSj ij vafd;k ukV ;k
vafd;k Hkkvksuk osQ uke ls tkuh tkrh gSaA HkfDr osQ izpkj osQ fy,
,d JO;&ǹ'; lkèku osQ :i esa lar }kjk vafd;k uV ;k ,dkadh
ukVd dh dYiuk dh xbZA ;g ,d vR;ar :<+ 'kSyh osQ vuqlkj
jfpr ukV~; 'kSyh gS lkFk gh ùÙk] ùR; vkSj ukV~; dks feyk dj ,d
fpÙkkdÔZd izn'kZu gSA ukV~;] ukVdh; rRo dks fof'k"Vrk iznku
djrk gSA ùR; vfuok;Zr% vfHkO;fDr:i esa izLrqr gksrk gS vkSj
fo'ksÔ :i ls foÔ; oLrq ;k fopkj osQ vFkZ dks Li"V djuk gh
bldk mís'; gksrk gSA nwljh vksj ùÙk ,d fo'kq) ùR; gksrk gS tgka
'kjhj dh xfr;ka fdlh Hkko vFkok vFkZ dks ugha crkrhaA fo'kq) vkSj
mnkgj.kkRed] mRlkg] rstfLork vkSj ykfyR;iw.kZ ùR;] vafd;k ukV
dk ,d foLr̀r jaxiVy cukrk gSA lf=;k ùR;] xk;u rFkk ùR; ij
vfèkdkfèkd fuHkZj jgrk gSA dFku ¼O;k[;ku½ vkSj laokn vYi ek=k
esa gksrs gSaA

Jhear 'kadjnso }kjk jfpr dqN ukVd gSa % dkfy;k&neu] osQfy
xksiky] :fDe.khgj.k] ikfjtkr&gj.k vkSj jkefot;A jkefot;&ukV
dks NksM+dj 'ksÔ lHkh ukVdksa dh foÔ;&oLrq ^Hkkxor iqjk.k* ij
vkèkkfjr gSA vtqZu Hkatu] pksjèkjk] fiEijkxqpok] vkSj Hkwfe&yqfrok]
jl&>qewjk] Hkwlkuk&gj.k vkSj dksVksjk&[ksyksok dk Js; ekèkonso dks
tkrk gSA

lf=;k ùR; esa lHkh os vo;o ¼?kVd½ gSa] tks bl ùR; dks
'kkL=h; cukrs gSaA ;g Li"Vr% ùÙk ls ùR; dks vyx djrk gS vkSj
blesa ukV~; dk Hkh vo;o gSA Hkkjr dh vU; 'kkL=h; uR̀; 'kSfy;ksa
dh Hkkafr] lf=;k ùR;] izkfèkÑr 'kksèk&izcaèkksa dk vuqxeu djrh gSA
tSls Hkjr eqfu dk ^ukV~;'kkL=*] uanhosQ'oj dk ^vfHku; niZ.k* vkSj
'kqHkadj dk ^gLreqDrkoyh*A lf=;k ùR; ijaijkxr gLreqækvksa]
ùR; dyk osQ uewuksa] ikn dk;ks±] fof'k"V vkgk;Z] laxhr vkSj fofoèk
izdkj osQ eq[kkSVksa osQ lacaèk esa l[rh ls cus fl)karksa osQ }kjk lf=;k
ùR; dh ijaijk lapkfyr gksrh gSA



Sattriya  tradition, has two distinctly separate streams

- the Bhaona-related repertoire comprising of dramatic

representations starting from the Gayan-Bayanar Nach to

the Sutradhari nach, Gosai pravesha and Gopi praveshar

Nach, secondly the dance numbers which are independent,

such as Krishna bhangi, Nadu bhangi, Vara pravesha,

Apsara Nritya, Rasa Nritya, Yuddhar-Nach, Behar Nach,

Chali, Rajaghariya Chali, Jhumura, etc.

An ancient classification followed in all styles of

dance is of tandava and lasya. Tandava, the masculine, is

heroic, bold and  vigorous. Lasya, the feminine is soft, lyrical

and graceful. Chali, Jhumura and Rasa Nritya are dances

of lasya, graceful and elegant. They are performed by the

young acolytes i.e. natuwas impersonating gopis, the

milkmaids. Complementing these are the Sutradhar, Krishna

Bhangi, Behar Nach, Nadu Bhangi and Var pravesha, all

dances of tandava variety.

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. The angika abhinaya of Sattriya dance

is characterized by its distinctive style of hastamudras

(movements of hand), sirahkarma (movements of

head),drishti (movement of eyes), grivakarma (movements

of neck),  gati, chari (foot-work), karna (postures), etc.

The movement of the feet is known as bulan (gait).

Dancers follow specific forms of footwork. Some of the gaits

such as hasti-bulan, (elephant gait), mayur-bulan, shankha

bulan, ghora bulan, sinha-bulan (lion gait) seem to echo

classical names like gaja-lila-gati, tarangini gati, asvotplavana

gati, simhi gati, etc,. There is a distinctive pattern of footwork

followed by the dancers, which are called Bhariman. Some

of the Bhariman are chirol, leseri, nupurcholoua, kerepi, juti,

tewai, etc.

lf=;k ijaijk esa fof'k"V :i ls fHkUu nks èkkjk,a gksrh gSa &
xk;u&ck;ukj ukp ls lw=èkkjh ukp] xkslkb± izos'k vkSj xksih izos'kj
ukp ls vkjaHk ukVdh; izLrqfr;ksa ls ;qDr Hkkvksuk lacafèkr jaxiVy]
nwljs ,sls ùR; tks Lora= gSa] tSls Ñ".k Hkaxh] uknq Hkaxh] oj izos'k]
vIljk ùR;] jl ùR;] ;q)kj ukp] csgkj ukp] pkyh] jkt?kfj;k
pkyh] >qewjk vkfnA

ùR; dh lHkh 'kSfy;ksa esa rkaMo vkSj ykL; osQ izkphu oxhZdj.k
dk vuqdj.k fd;k x;k gSA ikS#fÔd rk.Mo] vkstLoh fuMj vkSj
rstLoh gSA L=h;ksfpr ykL; dksey] xhrkRed vkSj ykfyR;iw.kZ gSA
pkyh] >qewjk vkSj jl ùR; ykL; osQ ùR; gSa tks ykfyR;iw.kZ vkSj
'kkunkj gSaAbUgsa ;qok osnh lsodksa vFkkZr~ uVqoksa }kjk izLrqr fd;k tkrk
gS tSls xksfi;ksa] Xokfyuksa vkfn dk :i èkkj.k djukA iwjd :i esa
lw=èkkj] Ñ".k Hkaxh] csgkj ukp] uknq Hkaxh vkSj oj izos'k] rkaMo
izdkj osQ lHkh ùR; gSaA

vfHku; dk O;kid vFkZ gS & vfHkO;fDrA bls vafxdk] 'kjhj
vkSj 'kjhj osQ Hkkx( okfpdk] xhr vkSj O;k[;k( vkgk;Z] os'kHkwÔk
vkSj Ük̀axkj( vkSj lkfRod] Hkko vkSj Hkkoukvksa ls vfHkO;Dr fd;k
tkrk gSA lf=;k ùR; osQ vakfxd vfHku; dh fof'k"V fo'ksÔrk,a
mldh gLreqæk,a ¼gkFkksa dh xfr;ka½] fljgdjek ¼flj dh xfr;ka ½]
ǹf"V ¼vka[kksa dh xfr;ka ½] xzhodjek ¼xnZu dh xfr;ka½] xfr] pkjh
¼ikn dk;Z½] dj.k ¼eqæk,a½] vkfn gSaA

iSjksa dh xfr dks Ckqyku ¼pyuk½ osQ uke ls tkuk tkrk gSA
urZd fof'k"V ikn dk;Z osQ izfr:i ¼izfrÑfr½ dk vuqikyu djrs
gSaA dqN pkyas ¼gou½ tSls gfLr&cqyku] ¼gkFkh pky½] e;wj cqyku]
la[k cqyku] ?kk sjk cqyku] flag&cqyku 'kkL=h; ukeks a tSls
xt&yhyk&xfr] rjafxuh xfr] vloksVIykou xfr] flag xfr vkfn
dks nksgjkrs ls izrhr gksrs gSaA uRkZdksa }kjk mi;ksx dh tkus okyh
ikndk;Z dh ,d fof'k"V i)fr Hkjheu dgykrh gSA Hkjheu osQ dqN
izdkj gSaμphjWy] yslsjh] uqiqjpksyksok] osQjsih] twVh] rsokbZ] vkfnA



Sattriya  dances, particularly those associated with

the characters of Ankiya naat often display impressive and

forceful vachika abhinaya.  The role of the Sutradhara can

be specially mentioned here. He is the key person, who

remains present throughout the performance, keeps the

liason between the performers and the audience and also

communicates the virtue of the bhaktirasa to the audience.

He is to sing, to dance and also to perform abhinaya

displaying various interpretative hand gestures.

Aharya abhinaya in Sattriya dance is represented

through its rich and distinctive style and form. The costume,

ornaments, make-up, mask, effigies, etc. have their own

characteristic applications.

Shrimanta Shankaradeva and Madhavadeva had

created the Ankiya naat with a definite purpose associated

with religion. They created their own style of “Bhava-prayoga”

in order to evoke a devotional fervour in the minds of the

audience. Hence, more emphasis was given on the

arrangement of plots and situations and characterization than

on originality or real life representation. Thus, in the Ankiya

naat, although navarasa is applied as the situation demand,

but bhaktirasa remains the central source of inspiration for

the writers as well as the performers and audience.

lf=;k u`R;] fo'ksÔr% vafd;k ukV osQ pfj=ksa ls tqMs+ gq,]

vDlj izHkko'kkyh vkSj cy'kkyh okfpd vfHku; dks iznf'kZr

djrs gSaA lw=èkkj dh Hkwfedk dks fo'ksÔ :i ls ;gka ij mfYyf[kr

fd;k tk ldrk gSA lw=èkkj og izeq[k O;fDr gS] tks izLrqfr osQ

nkSjku iwjs le; mifLFkr jgrk gS] izLrqrdrkZvksa vkSj n'kZdksa osQ chp

lEioZQ cuk, j[krk gS vkSj HkfDrjl osQ xq.kksa ¼fo'ksÔrkvksa½ dks

n'kZdksa dks crkrk gSA mls xkuk] ùR; djuk vkSj vfHku; osQ lkFk

fofoèk O;k[;kRed gLr eqæk,a Hkh izLrqr djuh gksrh gSaA

lf=;k ùR; esa vkgk;Z vfHku; dks mldh lè) vkSj fof'k"V

'kSyh rFkk Lo:i }kjk izLrqr fd;k tkrk gSA os'kHkwÔk] vkHkwÔ.k]

eq[k&lTtk] eq[kkSVksa] iqryksa ¼izfrekvksa½ dk viuk ,d fof'k"V

mi;ksx gksrk gSA

Jhear 'kadjnso rFkk ekèkonso us vafd;k ukV dks èkeZ ls tqM+s

,d lqfuf'pr mís'; ls jfpr fd;k gSA mUgksaus n'kZdksa osQ eu esa

HkfDriw.kZ tks'k txkus osQ fy, ^Hkko iz;ksx* dh viuh 'kSyh dh

jpuk dhA blesa ewy thou izn'kZu vFkok ewyrk dks NksM+dj]

ifjfLFkfr vkSj vkys[k ¼jpuk½ ij vfèkd cy fn;k x;kA vr%

vafd;k ukV esa gkykafd uojl dks ifjfLFkfr dh ekax osQ vuqlkj

mi;ksx esa yk;k tkrk gS fQj Hkh HkfDrjl izLrqrdrkZvksa] n'kZdksa

rFkk ys[kdksa osQ fy, izsj.kk dk ,d osQUæh; lzksr jgrk gSA



l=

lf=;k ùR; dks lgh ifjizs{; esa le>us gsrq l= laxBuksa osQ lkFk dqN
ifjp; gksuk vko';d gSA ^l=* 'kCn dk igyh ckj ;K ¼cfy@R;kx½ osQ vFkZ
esa 'kFkiFk czkge.k esa mi;ksx fd;k x;kA Hkkxor iqjk.k esa Hkh ^l=* 'kCn dk
lanHkZ gSA l= laxBu dqN gn rd eè;dky osQ caxky eB laxBu vFkok ckS)
eB iz.kkyh ls lkE;rk j[krk gS ij l=] ckS) fogkj ;k eB rd gh lhfer ugha
cfYd mlls dqN T;+knk gSA ;g ,d fof'k"V izdkj dk laxBu gS ftlesa vleh
lkekftd thou osQ fofHkUu igyw 'kkfey gSaA HkDrksa ;k vuq;kf;;ksa dh lqfoèkk
osQ fy, èkkfeZd xfrfofèk;ksa ls tqM+s vusd lajpukRed Lo:i l= dh fo'ksÔrk
gSaA igyk l= Jhear 'kadjnso }kjk muosQ iSr̀d xkao cjnksok osQ fudV LFkkfir
fd;k x;kA èkhjs&èkhjs vle osQ fofHkUu LFkkuksa ij muosQ vuq;kf;;ksa }kjk vkSj
l=ksa dh LFkkiuk dh xbZA

vle esa nks izdkj osQ l= gSaA ,d gS x̀gLFk ¼fookfgr½ l= vkSj nwljk
mnklhu ¼vfookfgr½ l=A x̀gLFk l= dh rqyuk esa mnklhu l= ùR;] ukVd
rFkk laxhr esa vfèkd lè) gksrs gSaA l= dk lajpukRed Lo:i vkSj mldh
dk;Ziz.kkyh dh izfØ;k viuh fof'k"V fo'ksÔrkvksa osQ fy, Lej.kh; gSA

uke?kj% l= esa osQUæh; izkFkZuk lHkkxkj uke?kj ;k dhrZu ?kj gksrk gSA ;g
fo'kky LraHkksa ¼[kaHkksa½ ls voyafcr Nr lfgr ,d [kqyk fo'kky d{k gksrk gSA
uke?kj dh nhokjsa ckal ls cuh gksrh gSa vkSj ljd.Ms bèkj&mèkj ?kwe ldrs gSa]
Nr dks vLFkkbZ yxk, x, LraHkksa ls voyac fn;k tkrk gS rkfd tc
vko';drk gks rks vfèkd LFkku fey losQA ;g ,d izkFkZuk ?kj gksus osQ
vfrfjDr] lkeqnkf;d Hkou dk Hkh mís'; iwjk djrk gSA ,d rjg ls uke?kj
dk cgqvk;keh mi;ksx gksrk gSA bls èkkfeZd cSBosQa vkSj ppkZ,a vk;ksftr djus
vkSj èkkfeZd voljksa ij ukVdh; izLrqfr;ka izLrqr djus osQ fy, mi;ksx esa yk;k
tkrk gSA l=ksa osQ vykok] vle osQ yxHkx gj fgUnw xkaoksa esa uke?kj gSaA vle
osQ yksxksa osQ thou esa uke?kjksa us ,d izeq[k Hkwfedk fuHkkbZ gSA

ef.kdwV % ;g laiw.kZ LFkkiuk dk ijeikou eafnj&xHkZ gksrk gS] ftldk
'kkfCnd vFkZ ^vkHkwÔ.kksa dk ?kj ;k ewY;oku laifÙk* gksrk gSA ;gka ij ^Hkkxor
iqjk.k] dk ifo= èkeZxzaFk ;k Hkxoku Ñ".k dh ewfrZ j[kh tkrh gSA ;g eq[;

Sattra

For understanding Sattriya dance in the right perspective,

it is necessary to have some acquaintance with the Sattra

institutions. The word ‘Sattra’ is first used in the Satapatha

Brahmana in the sense of sacrifice. In the Bhagavata Purana

also, there is reference to the word ‘Sattra’. The Sattra institution

resembles to a certain extent, to the Buddhist monastery system

or the Bengal mutt institution of the medieval period. But Sattra

is more than a Buddhist vihar or mutt. It is a unique institution

covering different aspects of Assamese social life. Sattra is

characterized by a number of structural patterns associated with

religious activities to accommodate the devotees or disciples.

The first Sattra was set up by Shrimanta Shankaradeva near his

ancestral village at Bordowa. Gradually more Sattras were

established by his followers in different places of Assam.

 There are two kinds of Sattras in Assam. One is

Grahasthya (married) Sattra and another is Udasin (celibate)

Sattra. Udasin Sattras are richer in dance, drama and music than

the Grahasthya Sattra. The structural pattern and process of

functioning of a Sattra are its characteristic features.

Namghar: The central prayer hall in a Sattra is the

Namghar or Kirtan Ghar. It is a large open hall with roof supported

by huge pillars. The walls of the Namghar, made of bamboo and

reed, are moveable and the roof is supported  by temporarily

fixed posts to provide more space as and when required. Besides

being a prayer hall, it also serves the purpose of a community

hall. As such Namghar has multidimensional use as a place for

holding religious meetings and discussions and also as a stage

for dramatic performances on religious occasions. Besides

Sattras, there are Namghars in almost all Hindu villages of

Assam. The Namghars have played a prominent role in the life

of the people of Assam.

Manikut: It is the sanctum-sanctorum of the whole
establishment, literally meaning “the house of jewels or valued
property”. The sacred scripture of Bhagavata Purana or the idol of



izkFkZuk x̀g osQ iwohZ vksj lV dj cuk gqvk ,d NksVk&lk Hkou gSA
l= dh lHkh ewY;oku oLrq,a vkSj vkHkwÔ.k] ftlesa ifo= ewfrZ
Hkh 'kkfey gSa] ;gka j[k dj lajf{kr fd, tkrs gSaA eq[;r% eq[;
izkFkZuk x̀g esa ;k uke?kj esa] ewfrZ dk dksbZ LFkku ugha gSA blosQ
ctk;] ^Hkkxor iqjk.k* dk èkeZxzaFk ;gka flagklu ¼pkj mRdh.kZ flagksa
ij [kM+k ,d ydM+h dk flagklu½ ij j[kk tkrk gSA

gkfr% ef.kowQV vkSj uke?kj lkekU;r% fuoklh; >ksaifM+;ksa dh
pkj iafDr;ksa ls f?kjs gksrs gSa] tks f'k";ksa osQ jgus osQ fy, gksrh gSaA
bUgsa pkjh gkrh dgk tkrk gSA izR;sd f'k"; ;k eBoklh dks mlosQ
Lrj vkSj vko';drk osQ vuqlkj ,d ;k T;knk dejksa dk fuokl
iznku fd;k tkrk gSA

cPNksjk% l= ifjlj dh vksj tkus okyk izos'k iFk ;k izos'k
vke rkSj ij ,d NksVs Nr lfgr [kqys ?kj osQ lkFk gksrk gSA bls
cPNksjk ;k dksjkiV dgk tkrk gSA fof'k"V vfrfFk;ksa dk lkekU;r%
cPNksjk esa Lokxr fd;k tkrk gSA

l= iz'kklu% laiw.kZ iz'kklu osQ izeq[k dks izpfyr :i esa
l=kfèkdkj osQ uke ls tkuk tkrk gSA dqNsd l=ksa dks  viokn
Lo:i NksM+dj] l=kfèkdkj vke rkSj ij ,d vfookfgr oQk thou
O;rhr djrk gSA l=kfèkdkj og èkkfeZd izeq[k gksrk gS] ftls HkDrksa
osQ ljuk uked laxBukRed lekjksg osQ i;Zos{k.k djus vkSj fQj
mUgsa l= osQ eBh; thou esa izf'k{k.k nsus dh ftEesokjh fuHkkuh gksrh
gSA

l= iz'kklu osQ èkeZ rU= osQ vuqlkj vfèkdkj vkSj in esa
l=kfèkdkj osQ i'pkr~ nsdk&vfèkdkj vkrk gSA l=kfèkdkj dh
vuqifLFkfr esa og l=kfèkdkj dh ftEesnkfj;ka fuHkkrk gSA l= osQ
HkDr yksdfiz; :i esa HkDr gh dgykrs gSaA eBh; l=ksa esa] HkDr
dM+kbZ ls ,d czãpkjh dk thou thrs gSa vkSj mUgsa osQofy;k HkDr
dgk tkrk gS] laLÑr esa osQoy dk vFkZ vosQyk gksrk gSA l=ksa esa bl
mís'; gsrq ;qok yM+dksa dks fy;k tkrk gSA l=ksa osQ ckgj osQ
fookfgr f'k";ksa dks Hkh izf'kf{kr fd;k tkrk gS vkSj ùR; rFkk laxhr
esa vk;q ,oa vuqHko esa cM+s czãpkfj;ksa }kjk iz.kkyhc) :i ls
ekxZnf'kZr fd;k tkrk gSaA ;s vius thou dks l= osQ l[r
vuq'kklu esas lefiZr dj nsrs gSa vkSj fo'ksÔK osQ i;Zos{k.k esa
izf'kf{kr gksus dk volj ikrs gSaA bl izdkj l= laxBu] laiw.kZ
izfrc)rk osQ lkFk lf=;k u`R; vkSj laxhr dh 'krkCnh iqjkuh
laLÑfr dks lqjf{kr ,oa lajf{kr j[kus dk Js; izkIr djrk gSA ;qok
HkDr viuk izf'k{k.k ekfV vk[kWjk ¼feêh v[kkM+ksa esa Hkw&O;k;keksa½
ls vkjaHk djrs gSaA

the Lord Krishna is kept here. It is a smaller structure built
contiguous to the eastern side of the main prayer hall. All
the valuable possessions and jewels of that particular
Sattra including the sacred idol are kept and preserved in
Manikut. Significantly in the main prayer hall or Namghar,
the idol has no place. Instead, a sacred scripture
Bhagavata Purana is placed in the sinhasana (a wooden
throne which stands on four carved lions).

Hati: The Manikut and the Namghar are usually
surrounded by four rows of residential huts meant
to accommodate the disciples. They are known as
Chari hati. Each devotee or monk is allotted a hut
consisting of one or more rooms according to the status
and need.

Batchora: The gateway or entrance leading to
the Sattra premises is usually characterized by a small
open house with a roof. This is known as Batchora or
Korapat. Distinguished guests are usually welcomed
at the Batchora.

Sattra Administration: The head of the entire
administration is popularly known as Sattradhikar. With
the exception of a few Sattras, the Sattradhikar usually
leads the life of a celibate. He is the religious head, who
takes up the responsibility of supervising the
institutional ceremony, Sarana, of the devotees and then
train them in monastic life of a Sattra.

According to the hierarchy of Sattra
administration, Deka-adhikar comes next to
Sattradhikar in power and status. In the absence of the
Sattradhikar, he carries out the responsibilities of the
Sattradhikar. The devotees in a Sattra are popularly
known as bhakata. In monastic Sattras, the devotees
strictly lead the life of a celibate and are known as
kevaliya bhakata, in Sanskrit kevala means alone.
Young boys are taken in the Sattras for this purpose.
Married disciples from outside of the Sattras, are then
trained and guided systematically by the elderly
celibates in dance and music. They devote their life to
rigorous discipline in a Sattra and avail the opportunity
of being trained under expert supervision. Thus
institution of Sattra deserves credit for preserving the
cultural continuity of Sattriya dance and music with
utmost commitment. The young bhakata start their
training with Mati akhar (Ground Exercises).



lf=;k laxhr dh jkx vkSj rky iz.kkyh dh ,d fof'k"V 'kSyh
gS tks vko';d :i ls fgUnqLrkuh [;ky ;k dukZfVd 'kkL=h;
laxhr iz.kkyh tSlh ugha gSA lf=;k laxhr esa 42 ls vfèkd rky
yksdfiz; gaS vkSj buesa ls 18 rky vke rkSj ij mi;ksx esa yk, tkrs
gSaA lf=;k laxhr dk ,d fof'k"V xq.k bldk y;kRed Nan ,oa
izLrqfr dh fofèk gSA vDlj nks ;k vfèkd rkyksa osQ esy esa fofHkUu
rky mi;ksx esa yk, tkrs gSaA tfVy vkSj fuiq.k y;kRed izfr:i dks
pkj 'kSfy;ksa esa oxhZÑr fd;k tk ldrk gS& ljy] ;qXe] ;kmxk ¼,d
rky osQ igys Hkkx dks nwljs rky osQ ckn osQ Hkkx osQ lkFk
lek;ksftr djosQ½ vkSj feJ rkyA

ùR; esa mi;ksx esa yk, tkus okys rkyksa dks vke rkSj ij fo'ksÔ
ifjfLFkfr vFkok Hkko ;k lacafèkr pfj= ifjfLFkfr vFkok mldh
Hkkoukvksa osQ lkFk leHkko j[krs gq, pquk tkrk gSA

xhr] oS".kookn dh HkfDr osQ izfr yksxksa dks vkdfÔZr djus dk
ekè;e FksA Jhear 'kadjnso us fofoèk izLrqfr;ksa gsrq fofoèk izdkj osQ
xhrksa dh jpuk dh vkSj vU;Fkk Hkh cjxhr] vadj xhr] dhrZu ?kksÔ
vkSj Hkfrek dh jpuk dhA ekÌonso us ?kksÔ ;k uke?kksÔ dks ifjfpr
djk;kA ckM+xhr dh foÔ;oLrq èkkfeZd gksrh gS vkSj ;s yksxksa dks
HkfDr osQ lans'k ls izsfjr djrs gSaA

vadkj xhr mRloksa osQ nkSjku ukVdksa osQ lkFk cuk, tkus okys
xhr gSaA ckM+xhr ls fHkUu] vadkj xhr y;kRed rkyksa osQ lkFk gksrs
gSa vkSj lkekU; xhrksa dh vis{kk ukVdh; xhrksa ls ;qDr gksrs gSaA
dhrZu ?kksÔ ,d lkeqnkf;d izkFkZuk gksrh gS] ftlesa xkao osQ lHkh
iq#Ô lnL;ksa }kjk Hkkx fy;k tkrk gS] rFkk ;qok yM+osQ Hkh 'kkfey
gksrs gSaA bls <ksy ¼[kksy] ènax ;k uxkM+k½] >ka>&eathjksa ¼rky½ dh
laxfr vkSj gkFkksa ls rkfy;ka ctkdj izLrqr fd;k tkrk gSA Hkkfrek
dks Hkxoku Ñ".k ;k Hkxoku jke dh iz'kalk esa xk;k tkrk gS vkSj
bls fdlh jkx esa ;k rky nsdj ugha xk;k tkrkA lkfgfR;d :i ls
uke?kks"k dk vFkZ gS Hkxoku osQ ukeksa dh ?kks"k.kk rFkk ;s xhr bZ'oj
dh efgek esa xk;s tkrs gSaA

igys osQ fnuksa esa lf=;k ùR; osQ ùÙk Hkkx ij] uR̀; dh vis{kk
vfèkd cy fn;k tkrk FkkA orZeku esa lHkh xq: ùR; vkSj vfHku;
dks fodflr djus esa #fp ys jgs gSa rkfd bls blosQ vius Lo:i esa
,d fu"iknu dyk 'kSyh osQ :i esa LFkkfir fd;k tk losQA ewyr%]
l=ksa esa [kksy ¼<ksy½ vkSj rky ¼>ka>&eathjs½ tSls izeq[k laxhrkRed
ok|ksa dk mi;ksx fd;k tkrk Fkk ij vc ùR; izLrqfr;ksa dks vfèkd
#fpdj cukus gsrq vU; ok|ksa tSls gkjeksfu;e] rkuiqjk] ok;fyu]
ckalqjh dks Hkh 'kkfey fd;k x;k gSA vc bl fof'k"V ùR; 'kSyh esa
yM+fd;ka Hkh Hkkx ysrh gSa] ftUgsa ewyr% l=ksa esa oftZr dj fn;k x;k
FkkA

Sattriya  music has a distinctive style of raga and
tala system which do not necessarily conform to the
Hindustani Khayal or Carnatic classical music systems.
A wide variety of more than 42 talas are in vogue in
Sattriya  music and about 18 of them are in common
use. A striking feature of Sattriya  music is its rhythmic
pattern and playing style. Often varied talas are used in
combination of two or more talas. The intricate and
dexterous rhythmic pattern may be classified into four
styles viz. saral, yugma, yauga (first part of one tala  in
combination of the later part of another tala) and misra
tala.

The talas used in dance are usually so chosen
as to suit the particular situation and mood or sentiment
of the character concerned.

Songs were a medium of attracting the people
into the Vaishnava fold of bhakti.  Srimanta
Shankaradeva composed different types of songs for
various performances and otherwise also such as
bargita, ankar gita, kirtana ghosa and bhatima were
penned by him. Madhavadeva introduced ghosa or
nama-ghosa. The bargitas are religious in content and
inspired people with the message of bhakti.

Ankar gitas are the songs played during the
plays, often during festivities. Unlike bargitas they are
always accompanied with rhythmic beats and
comprises of dramatic lyrics rather than lyrics in general.
Kirtana-ghosa is a congregational prayer attended by
all the male members of the village, including the young
boys. It is performed to the accompaniment of drums
(khol, mridanga or nagara), cymbals (tala) and clapping
of hands. Bhatima  is sung in praise of the Lord Krishna
or Rama and is not tuned to any raga or tala. Nama-
ghosa , literally means the 'announcement of the names
of God' and are the songs sung in glory of God.

In early days more emphasis was given to the
nritta part of the Sattriya  dance than that of nritya part.
However, at present all gurus are taking interest to
develop the nritya and abhinaya aspects of the dance
to establish it as a 'classical' performing art form within
its own format. Initially, in the Sattras the main musical
instruments used were khol (drum) and tala (cymbals)
but now other instruments like harmonium, tanpura,
violin, flute have been introduced to make the
renderings more interesting. Now even girls are taking
part in this particular dance form which was initially
forbidden for them in the Sattras.



fo|k£Fk;ksa rFkk f'k{kd@f'kf{kdkvksa osQ fy, jpukRed xfrfofèk;kafo|k£Fk;ksa rFkk f'k{kd@f'kf{kdkvksa osQ fy, jpukRed xfrfofèk;kafo|k£Fk;ksa rFkk f'k{kd@f'kf{kdkvksa osQ fy, jpukRed xfrfofèk;kafo|k£Fk;ksa rFkk f'k{kd@f'kf{kdkvksa osQ fy, jpukRed xfrfofèk;kafo|k£Fk;ksa rFkk f'k{kd@f'kf{kdkvksa osQ fy, jpukRed xfrfofèk;ka

CREATIVE ACTIVITIES FOR STUDENTS AND TEACHERS

u`R; rFkk izLrqr xfrfofè;ksa ij vkèkkfjr lkaLÑfrd laxzgksa dk mís';
fo|kfFkZ;ksa dks fuEu fo"k;ksa ls voxr djkuk gS%

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

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

jktkvksa] egkekuoksa ;k tkuojksa vkSj iwQyksa dh dgkfu;ksa }kjk
okLrfod thou osQ fudV gS_

& lkfgfR;d RkFkk n`';kRed lkexzh }kjk u`R; :iksa osQ ,sfrgkfld
mn~Hko dk vè;;u A

;gkWa ij dqN xfrfofèk;kWa 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{kd@f'k{kdkvksa ls vuqjksèk gS fd os
bUgsa Ldwy esa i<k, tkus okys fo"k;ksa esa gj laHko iz;ksx esa yk,a A
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 Ldwy esa vkeaf=kr djsaA fo|kfFkZ;ksa
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 losQ A

1- vle dh lkaLÑfrd èkjksgj dk vè;;u ,oa bldh vuqie
NVk rFkk fojklr dks bafxr djsaA

2- lf=k;k u`R; osQ iz[;kr izfriknd dkSu gSa\ bl dyk 'kSyh
osQ fodkl vkSj izpkj&izlkj esa mudk D;k ;ksxnku gS\

3- fo|kfFkZ;ksa 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
gS A ikjEifjd lTtk osQ lkFk ,d cM+k cksMZ rS;kj fd;k tk
ldrk gS A izR;sd eqnzk vFkok fp=kkRed izLrqrhdj.k osQ
uhps mUgsa mldk uke] vFkZ vkSj mi;ksfxrk fy[kus osQ fy,
dgk tk ldrk gSA  cM+h d{kk osQ fo|kFkhZ] tgkWa 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

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. Study the cultural heritage of Assam and list its

unique features and legacy of this beautiful state.

2. Who are the prominent exponents of Sattriya

dance? What is their contribution towards its

development and propagation?

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 or action is used. An

attempt should be made to project the use of the

same mudra or action in different situations.



4- eq[kkfHku;] u`R; dk ,d egRoiw.kZ fgLlk gSaA vè;kidksa }kjk
Nk=kksa dks uojl le>kus pkfg,A bl fooj.k dk o.kZu
fo|kfFkZ;ksa osQ vk;q oxZ osQ fglkc ls fHkUu Hkh gks ldrk gSA

blosQ ckn ,d #fpdj vukSipkfjd [ksy gks ldrk gS A
mnkgj.kkFkZ fo|kfFkZ;ksa 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
mlosQ 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 gS & vaèksjs vkSj ?kus taxy esa
[krjukd ifjfLFkfr esa iQalk gqvk ,d cPpk@cPph vkSj ,d
Mjkouk tkuoj ml dk ihNk djrk gqvkA bl dFkkud dks
ljy eqnzkvksa vkSj izeq[k vfHkO;fDr;ksa }kjk izfrfcafcr fd;k
tk ldrk gS A

5- f'k{kd@f'kf{kdk lkèkkj.k xfrfofèk;kWa vk;ksftr djosQ gh
fo|kfFkZ;ksa dks mudh ^y;* ;k ^rky* dks lqèkkjus osQ fy,
izksRlkfgr dj ldrs gSaA fo|kfFkZ;ksa dks pkVZl~ rS;kj djus osQ
fy, dgk tk ldrk gS] tgkWa ij vkd"kZd uewuksa }kjk
y;kRed :iksa dh ek=kkvksa (rky) dks n`';kRed :i esa
izLrqr fd;k x;k gksA fHkUu&fHkUUk dkyka'kksa osQ fy, fHkUu&fHkUUk
uewus iz;ksx esa yk, tkus pkfg,A (pkVZl~ esa fn[kk, x;s
izrhd fpUgksa dk egRo le>kus osQ fy, ,d dqath (mÙkj
rkfydk) cukbZ tk ldrh gSA) vfèkd vuqHkoh fo|kfFkZ;ksa
dks vkSj vU; xfrfofèk;ksa nh tk ldrh gSaA

izR;sd fo|kFkhZ dks ,d fuf'pr le; vofèk fuèkkZfjr dj
mlh nkSjku y;kRed Nan lajpuk djus gsrq izksRlkfgr fd;k
tk ldrk gS ftlesa og fofHkÂ xfr;ksa] y;ksa osQ fofoèk
la;ksx iz;qDr dj ldrk@ldrh gSA ;g fØ;k LokHkkfod
jpukRedrk dks izLiqQfVr dj ldrh gS rFkk lw{erk ,oa
,dkxzrk fodflr djus esa lgk;d gksxhA

6- f'k{kd@f'kf{kdk fo|kfFkZ;ksa dks ^nSfud thou esa u`R;* tSlh
ifj;kstuk & fo"k; ns ldrs gSaA fo|kfFkZ;ksa dks vius vkl&ikl
osQ yksxksa dh vfHkO;fDr;ksa RkFkk fØ;kdykiksa dk fo'ys"k.k
djus osQ fy, dgk tk ldrk gSA fiQj fo|kFkhZ] foKku
lacafèkr u`R; ;k eqnzkvksa dh ,d lwph ,df=kr dj ldrs gSa]
tks nSfud thou esa iz;qDr gksrh gaS vkSj os mudk mn~xe
izfrfnu dh xfrfofèk;ksa esa <wa<+ ldrs gSaA fo|kfFkZ;ksa dks bl
ckr ls voxr djkuk pkfg, fd dyk :i vkSj nSfud

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. A

group of students can be asked to mime a mood

in a self-created situation or a story. 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 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 motifs.

Different motifs should be used for each different

time cycle. (A key can be made to explain the value

of the symbols shown in the chart).

More experienced students may be given another

graded activity. Each student may be allotted a

fixed number of time bars and be asked to create

rhythmic patterns within the given time frame,

using various permutations and combinations of

speeds and rhythm. This activity will bring out the

inherent creativity and develop precision and

concentration.

6. The teacher may give the students a project topic,

such as 'Dance in daily life'. The students may be

asked to observe the actions and expressions of

the people around them. Students can then

compile a list of 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. lnfact,

they may be asked to pick out a few common

gestures and convert them into aesthetic dance

movements, using their imagination.



thou & nksuksa vkil esa xgjs tqM+s gSaA  njvly] mUgsa dqN
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] ;h'kqq
osQ tUe] Hkxoku cq¼ tUeksRlo ukVd vkSj 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 Ldwy dh
lHkk esa izLrqr fd;k tk ldrk gSA ;g xfrfofèk fo|kfFkZ;ksa
dks bl ckr ls voxr djkrh gS fd fdl izdkj vPNkbZ
vkSj lR; dk fopkj lHkh èkeks± ij xgjk izHkko Mkyrk gSA

8- fo|kfFkZ;ksa dh jpukRedrk dks [kkstus osQ Øe esa f'k{kd@
f'k{kdkvkssa dks pkfg, fd os mUgsa lkekU; :i ls] thou ls
lEcfUèkr #fpdj xfrfofèk;ksa ls tksMsa+ A vr% f'k{kd@f'k{kdk,a
v[kckjksa ls lkoèkkuhiwoZd pqus gq, mi;ksxh fo"k; fo|kfFkZ;ksa
dks ns ldrs gSaA mnkgj.kkFkZ&

& 'kkfUr dh vko';drk

& jk"Vªh; ,drk

& fgalk dh O;FkZrk

& i;kZoj.k laj{k.k

& lkekftd vlekurk,a

10 ls 15 fo|kfFkZ;ksa 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
fo|kfFkZ;ksa osQ lewgksa }kjk gh dh tkuh pkfg,A bl xfrfofèk
dk mís'; fo|kfFkZ;ksa 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
f'k{kd@f'kf{kdk,sa ,d lkFk feydj dke dj ldrs gSa vkSj
400&500 fo|kfFkZ;ksa dks ysdj ,d dk;ZØe izLrqr dj
ldrs gSaA blosQ fy, izklafxd #fp osQ fo"k; tSls & izÑfr
vkSj laLÑfr dk laj{k.k] lk{kjrk] Hkw[k vkSj xjhch] tkfr
Hksn feVkuk >ksaiM+hokfl;ksa dh leL;k,a] vkfn dks pquk tk
ldrk gSA ,slh lkef;d ,oa egÙoiw.kZ jpukRed izLrqfr;k¡

7. During important religious and social festivals, the

students may be asked to compose short dances

depicting - the relevance of the festival, for

example, birth of Jesus, Lord Buddha, the Nativity

play, the story of Holika and the manner in which

the festival is celebrated. These dances may be

presented at the school assembly on the day of

the festival. This activity makes 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,

- national integration,

- the futility of violence,

- conservation of the environment.

- social inequalities, etc.

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,

eradication of casteism, the problems of slum-

dwellers, etc. may be enacted. Such a mammoth

production will reach out not only to the school

but also to the community as well.

10. Some other interesting activities may be

organised for the students. In order to awaken in

them an interest in all the other classical and folk



LowQy rFkk leqnk; rd Hkh igqap ldrh gSA

10- vusd :fpdj xfrfofèk;ka fo|kfFkZ;ksa osQ fy, vk;ksftr dh
tk ldrh gSaA lHkh vU; 'kkL=kh; 'kSfy;ksa 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

lhlhvkjVh }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] pkVZl~] os'kHkw"kk] laxhr ok|ksa vkSj
iqLrdksa dh izn'kZfu;ka yxkbZ tk ldrh gSaA

11- vc 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 [kqtqjkgks]
fpnacje~] dks.kkoZQ vkfn osQ eafnj egRoiw.kZ u`R; mRloksa osQ
osQUnzksa osQ :i esa mHkj dj lkeus vk;s gSaA fLid eSosQ osQ
lekjksg rks NksVs uxjksa esa Ldwyksa osQ fo|kfFkZ;ksa rd Hkh igqaprs
gSaA bu dk;ZØeksa dk foLr`r C;kSjk lHkh lekpkj i=kksa esa fn;k
tkrk gSA fo|kfFkZ;ksa 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 osQ izfl¼ dykdkjksa rFkk
lgk;dksa osQ uke] fof'k"V ;k nqyZHk izLrqfr;ksa vkSj rky] Hkko
rFkk vfHku; ij #fpdj fVIif.k;k¡ ,df=kr dha tkuh pkfg,
rFkk mudk vè;;u fd;k tkuk pkfg,A

12- 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 iqLrosQa]
if=kdk,a] ekfld if=kdk,a ,df=kr dh tk ldrh gSaA ,slk
fu;fer :i ls fd;k tk ldrk gS] ftlesa le;karj esa
vfrfjDr tkudkjh tksM+h tk ldrh gSA

dance-forms, the students must be encouraged to

compare other dances with the styles they are

familiar with.

By studying all the packages on dances 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. Now a days, dance festivals are conducted

regularly in all the major cities of the country. In

recent years, the dance festivals at Khajuraho,

Chidambaram, Konark, etc. have risen as centres

and important venues for dance festivals. The

SPIC MACAY programmes reach 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 references.

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(s) in which additional

information can be noted at regular intervals.

vkys[k % Jh tfru xksLokeh

Text : Shri Jatin Goswami



lf=;k u`R;
Sattriya Dance

1.  Sattra

The Sattra institution resembles to a certain extent, to the Buddhist monastery system or the mutt  institution

of the medieval period. In fact, Sattra is more than a Buddhist vihar or mutt . It is a unique institution

covering different aspects of Assamese social life. A Sattra is characterized by a number of structural

patterns associated with religious activities to accommodate the devotees or disciples. The first Sattra

was set up by Shrimanta Shankaradeva near his ancestral village at Bordowa. Gradually, more Sattras

were established by his followers in different places of Assam.

There are two kinds of Sattras in Assam. One is Grahasthya (married) Sattra and another is Udasin

(celibate) Sattra. Udasin Sattras are richer in dance, drama and music than the Grahasthya Sattra.

Pictures : (a) The exterior portion of the Sattra (above). (b) The interior portion of the Sattra (below).

1. l=

l= laxBu eè;dkyhu caxky eB ;k ckS) eB iz.kkyh ls dkQh gn rd lkE; j[krk gSA ij l=] ,d ckS) fogkj
vFkok eB ls dgha vfèkd gSA ;g ,d fof'k"V izdkj dk laxBu gS] ftlesa vleh lkekftd thou osQ fofHkUu igyw
lfEefyr gSaA vuq;kf;;ksa osQ lqfoèkk&lek;kstu osQ fy, l= vusd èkkfeZd xfrfofèk;ksa ls lac) lajpukRed izfrÑfr;ksa
dh fo'ksÔrk fy, gSaA izFke l= Jhear 'kadjnso }kjk muds iSr̀d xkao cjnksok esa LFkkfir fd;k x;kA èkhjs&èkhjs vle
osQ fofHkUu LFkkuksa esa muds vuq;kf;;ksa }kjk vkSj l= LFkkfir fd, x,A

vle esa nks izdkj osQ l= gSa & ,d x̀gLFk ¼fookfgr½ l= vkSj nwljk mnklhu ¼vfookfgr½ l=A mnklhu l= uR̀;] ukVd
rFkk laxhr esa x̀gLFk l= ls vfèkd lè) gksrs gSaA

fp= % ¼d½ l= dk cká fgLlk ¼Åij½A ¼[k½ l= dk vkarfjd Hkkx ¼uhps½A

lkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUæ Centre for Cultural Resources and Training
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lf=;k u`R;
Sattriya Dance

2.  Mati akhar

Sattriya dance has a well-defined repertoire with a distinctive system of music i.e., ragas and talas and a set of strict rules including the basic ground
exercises called Mati akhar and an extensive repertoire of hand gestures. Each type of dance has separate code for dress, music, ornaments and rhythmic
syllables. Mati akhar are meant to be the basic preparation for the Sattriya  style of dance which help in the body formation and flexibility of the limbs and
simultaneously clarity of hastas. The whole grammatical framework of Sattriya  basically rests on these ground exercises and the footworks. There are 64 Mati
akhar as recognized by the scholars and experts of Sattriya  dance. Some of them are pure exercises meant to make the body supple and flexible and others
are constituents of dance, the smallest unit of Sattriya  dance.

a) Khosoka : Mati akhar  or ground exercises, which are the preliminary lessons on Sattriya dance, begins with Khosoka. To do this exercise, a student (trainee
dancer) lies down on the ground, flat on his stomach, with his right cheek touching the ground. His outstretched hands are placed on the two sides of the body.
The two legs are bent at the knees so that both the ankles touch each other. Now the guru or the dance master places one of his feet on the back of the student
and gives pressure on the arms and then gradually moves towards the lower part of the body. This ground exercise is also known as dandavat.

Ora : ‘Ora’ is the basic stance of Sattriya dance which comprises of two varieties, i.e., Purush Ora and Prakriti Ora, meant for male and female style of dancing
respectively. To form an ‘Ora’ the dancer stands with both feet apart and the knees bent as well as completely outturned. The gap between the two heels should
be one tala. The position is derived from the ‘Mandala’ sthana mentioned by Bharata.

b) In Purush Ora the dancer stretches out the two hands on both sides, but bent at the elbows, forming an arc. The hands are placed at the level of the shoulder
with the palms showing Patak hastas.

c) In Prakriti Ora  too, Patak hastas are placed apart in front and at the level of the shoulder. Here too, the hands are kept slightly bent at the elbows.

2. ekfV v[kj

lf=;k ùR; gLreqækvksa dh ,d foLr̀r iz.kkyh rFkk ekfV v[kj dgykus okys vkèkkjHkwr Hkw&O;k;keksa lfgr jkxksa] rkyksa vkSj dM+s fu;eksa osQ ,d lewg rFkk laxhr dh ,d fof'k"V iz.kkyh lfgr
,d tkuk&ekuk jaxiVy gSA izR;sd ùR; izdkj esa os'kHkwÔk] laxhr] vkHkwÔ.kksa rFkk y;kRed v{kjksa dh fHkUu&fHkUu lafgrk gSA ekfV v[kj lf=;k uR̀; 'kSyh dh vkèkkjHkwr rS;kjh osQ fy, gksrs gSa]
tks 'kjhj jpuk rFkk 'kjhj osQ Hkkxksa dh ypd vkSj lkFk&lkFk ¼gLr eqækvksa½ dh Li"Vrk esa lgk;d gksrs gSaA lf=;k dh laiw.kZ O;kdjf.kd cukoV] ewyr% bUgha Hkw&O;k;keksa vkSj ikn dk;ks± ¼iqQVoDlZ½
ij vkèkkfjr gSA lf=;k ùR; osQ fo}kuksa vkSj fo'ksÔKksa }kjk iz.kkf.kr 64 ekfV v[kj gSaA buesa ls dqN 'kjhj dks yphyk cukus osQ fy, gSa vkSj vU; lf=;k ùR; osQ y?kqre ,dd osQ :i esa ùR;
osQ la?kVd gSaA

d½ [kkslksdk % lf=;k ùR; osQ iwokZH;kl osQ ekfV v[kj ;k Hkw O;k;ke [kkslksdk ls vkjaHk gksrs gSaA bl O;k;ke dks djus gsrq Nk= ¼izf'k{k.kkFkhZ urZd½] tehu ij isV osQ cy ysV tkrk gS] vkSj mldk
lhèkk xky Hkwfe dks Nwrk gSA mlosQ ckgj dh vksj fudys ¼rus½ gq, gkFk 'kjhj osQ nksuksa vksj gksrs gSaA nksuksa iSj ?kqVuksa ij >qds gksrs gSa rkfd nksuksa ,fM+;k¡ ,d&nwljs dks Nw ldsaA vc vè;kid ;k
ùR; fo'ksÔK vius ,d iSj dks Nk= osQ ihNs j[krk gS vkSj ck¡gksa ij ncko Mkyrk gS vkSj fQj èkhjs&èkhjs 'kjhj osQ fupys fgLls dh vksj c<+rk gSA ;g Hkw&O;k;ke n.Mor Hkh dgykrk gSA

vksjk % ^vksjk* lf=;k ùR; dh ,d izèkku eqæk gS] ftlds nks izdkj gSa] ;Fkk] iq#Ô vksjk vkSj izÑfr vksjk] tks ùR; dh iq#Ô rFkk L=h 'kSyh osQ fy, gaSA ^vksjk* esa urZd nksuksa iSjksa dks vyx djds
[kM+k jgrk gS vkSj vius ?kqVuksa dks >qdk dj rFkk iwjh rjg ls ckgj dh vksj eksM+rk gSA nksuksa ,fM+;ksa ¼>qdkoksa½ osQ chp dk varj ,d rky gksuk pkfg,A ;g fLFkfr Hkjr }kjk mfYyf[kr ^eaMy*
LFkku ls yh xbZ gSA

[k½ ^iq#Ô vksjk*  esa urZd nksuksa vksj nksuksa gkFkksa dks ckgj dh vksj [khaprk gS] ij ;s dksgfu;ksa ij >qds gksrs gSa] tks ,d pki ¼vkoZQ½ cukrs gSaA gkFk daèks osQ Lrj ij gksrs gSa vkSj gFksfy;k¡ irkd
gLrksa dks fn[kkrh gSaA

x½ ^izd`fr vksjk*  esa nksuksa irkd gLrksa dks vyx&vyx vkxs dh vksj daèks osQ Lrj ij j[kk tkrk gSA ;gk¡ Hkh gkFkksa dks dksgfu;ksa ij gYdk&lk >qdk dj j[kk tkrk gSA

lkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUæ Centre for Cultural Resources and Training
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lf=;k u`R;
Sattriya Dance

3.  Mati akhar

a) Tel tupi : One should lie down on the ground flat on his stomach to do this exercise. The two hands are to be placed on the two sides of the body, while the
palms touch the ground. Gradually the hands are brought just below the stomach and the weight of the body is shifted to the elbows and the palms. Simulta-
neously, the two legs are lifted up together in a semi-circular way till the tips of both the feet touch the head in a curved posture.

b) Kami tona : This ground exercise begins with a sitting position with the legs kept straight in front. The right leg is then moved backward in a semi-circular way,
by holding the right toe with the right hand. All this while the body pressure is placed on the left side of the body as well as the left hand which is placed on the
ground downwards. At the next stage, the head is passed through the gap of the right hand and right leg. Gradually, the left leg is also brought backward and in
the meantime the whole body is passed through the gap between the right hand and right leg to come back to the original position.

c) Kasoi Pani-Khowa : This ground exercise begins with the ‘Kasobandh’ posture, which is similar to that of the ‘Padmasana: but the hands are placed on the
two sides of the body with the palms touching the ground. Now keeping this posture intact the head is leaned forward touching the ground with the right cheek.
And the position of the hands are changed so as to support the body. They are now placed on the ground just below the stomach. Now the support of the whole
body is placed on the elbows and the palms. In the final stage, keeping the above posture intact, the lower portion of the body with ‘Kasobandh’ posture is lifted
up as far as possible, while the right cheek also touches the ground to balance the support.

d) Thiya Ian : To achieve this posture the upper part of the body is in a standing position, with the legs apart, slowly moves backward with outstretched hands
above the head. The head and the hands move backward parallel to each other in order to touch the ground with Kapota hasta.

Thiya lan is similar to Atikranta Karana as described by Bharata in  Natyashastra.

3. ekfV v[kj

d½ rsy rqih % bl O;k;ke dks djus gsrq] O;k;kedrkZ dks isV osQ cy tehu ij likV ysVuk pkfg,A nksuksa gkFkksa dks 'kjhj osQ nksuksa vksj j[kuk pkfg,] tcfd gFksfy;k¡ tehu dks Nwuh pkfg,A èkhjs&èkhjs
gkFkksa dks isV osQ Bhd uhps yk;k tkrk gS vkSj 'kjhj osQ otu dks dksgfu;ksa vkSj gFksfy;ksa ij LFkkukarfjr dj nsrs gSaA lkFk&lkFk] nksuksa iSjksa dks rc rd vèkZ&òÙkkdkj :i esa ,d lkFk Åij mBk;k
tkrk gS] tc rd fd nksuksa ik¡oksa dh uksdsa flj dks ?kqekonkj eqæk esa u Nw ysaA

[k½ dkeh rWuk % ;g Hkw O;k;ke iSjksa dks vkxs dh vksj lhèks j[k ,d cSBh gqbZ eqæk esa 'kq: gksrk gSA fQj nkfgus iSj dks vèkZ&òÙkkdkj :i esa ihNs dh vksj ys tkrs gSa] ftlesa nkfgus iSj dh m¡xyh
¼v¡xwBs½ dks nkfgus gkFk ls idM+rs gSaA bl le; 'kjhj dk ncko] 'kjhj osQ ck;ha vksj rFkk ck;sa gkFk ij Mkyk tkrk gS] tks tehu ij uhps dh vksj j[kk gksrk gSA vxys pj.k esa] flj nk;sa iSj
vkSj nk;sa gkFk osQ varj osQ chp ls fudkyk tkrk gSA èkhjs&èkhjs ck;sa iSj dks Hkh ihNs dh vksj ys tkrs gSa vkSj bl chp iwjk 'kjhj ewy fLFkfr esa ykus gsrq nkfgus iSj vkSj nkfgus gkFk osQ chp osQ
varj ls gksdj xqtjrk gSA

x½ dklWb ikuh [kksvk % ;g Hkw O;k;ke ^in~eklu* osQ leku] ^dklWc¡Ì* eqæk ls vkjaHk gksrk gSA ij gkFkksa dks 'kjhj osQ nksuksa vksj j[kk tkrk gS vkSj gFksfy;k¡ Hkwfe dks Nwrh gSaA vc bl eqæk dks ,sls
gh j[krs gq, nkfgus xky ls Hkwfe dks Nwrs gq, flj dks lkeus dh vksj >qdk;k tkrk gSA gkFkksa dh fLFkfr cny nh tkrh gS] rkfd 'kjhj dks vkèkkj fey ldsA fQj ;s Bhd isV osQ uhps Hkwfe ij
j[k fn, tkrs gSaA rRi'pkr~ iwjs 'kjhj dk Hkkj dksgfu;ksa vkSj gFksfy;ksa ij gSA vafre pj.k esa Åij crk;h eqæk dks mlh izdkj j[krs gq,] 'kjhj osQ fupys Hkkx dks ^dklWc¡Ì* eqæk osQ lkFk tgk¡
rd laHko gks] Åij mBk;k tkrk gS] tcfd vkèkkj ;k lgkjs dks larqfyr djus osQ fy, nk;ka xky Hkwfe dks Hkh Nwrk gSA

?k½ fFk; yku % bl eqæk esa 'kjhj dk Åijh Hkkx [kM+h eqæk esa gksrk gS] iSj ,d&nwljs ls vyx gksrs gSaA 'kjhj dk Åijh Hkkx flj osQ Åij ls ckgj dh vksj fudys gq, gkFkksa lfgr ihNs dh vksj
èkhjs&èkhjss tkrk gSA ^diksr gLr* osQ lkFk Hkwfe dks Nwus osQ fy, flj vkSj gkFk ihNs dh vksj lekukUrj :i esa c<+rs gSaA

^fFk; yku* ukV~;'kkL= esa Hkjr }kjk of.kZr vfrØkar dj.k osQ leku gSA

lkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUæ Centre for Cultural Resources and Training
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Sattriya Dance

4.  Nadu-bhangi

Nadu-bhangi is the preliminary dance. Presumably, the dance enacts the legendary story

of 'Kaliya  damana' of Lord Krishna through dance movements. It has two parts, one is

Ramdani (preliminary) and the other is Geetor Nach. Ramdani is pure dance and Geetor

Nach is perfomed accompanied with song.

The dress used in this dance is like Krishna Bhangi without morapakhi (peacock feather)

in the mukut. There is no abhinaya; nrittahastas is the only means of expression.

4. uknq Hkaxh

uknq&Hkaxh izkFkfed ùR; gSA bl ùR; esa ùR; fØ;kvksa ¼pkyksa½ }kjk JhÑ".k osQ dkfy;k&neu dh
ikSjkf.kd dgkuh izLrqr dh tkrh gSA blds nks Hkkx gSa] ,d gS jkenkuh ¼izkFkfed½ vkSj nwljk gS&xhrWj
ukpA jkenkuh 'kq) ùR; gS vkSj xhrWj ukp esa ùR; osQ lkFk xhr Hkh gksrk gSA

bl ùR; esa Ñ".k Hkaxh dh Hkkafr os'kHkwÔk gksrh gS] ftlesa eqoqQV esa eksjik[kh ¼eksj ia[k½ ugha gksrkA blesa
dksbZ vfHku; ugha gksrk] ùÙkgLr gh vfHkO;fDr dk ek/;e gksrs gaSA

lkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUæ Centre for Cultural Resources and Training
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5.  Jhumura Nach

This dance within Sattriya is attributed to Madhavadeva and originally meant to be performed

by monks in an attire which significantly represents both male and female elements. The

dance is accompanied by five songs of the Rasa-Jhumura naats (plays) of Madhavadeva

besides songs and bargitas (raga songs not belonging to the drama) of Shrimanta

Shankaradeva and Madhavadeva which reflect the sentiments and movements of action

of the gopis. There is no abhinaya, only nritta-hastas are used. Like Chali Nach, Jhumura

also has three parts comprising Ramdani (preliminary performed before the song begins),

Ga-Nach (main dance performed along with song) and Mela Nach.

5. >qewjk ukp

lf=;k ùR; osQ vUrxZr bl ùR; dk Js; ekèkonso dks tkrk gSA ;g ewyr% eBokfl;ksa }kjk lt&laoj
dj iks'kkd esa izLrqr djus osQ fy, gS] ftlesa izeq[kr% iq#Ô rFkk L=h nksuksa dk izfrfufèkRo gksrk gSA bl
ùR; osQ lkFk ekèkonso osQ jkl >qewjk ukV osQ ikap xhr Hkh gksrs gSa] blds vfrfjDr ekèkonso rFkk Jhear
'kadjnso osQ xhr rFkk cjxhr ¼ukVd osQ ckgj jkx xhr½ gksrs gSa] tks xksfi;ksa dh fØ;kvksa dh xfr;ksa
¼pkyksa½ vkSj Hkkoukvksa dks izfrfcafcr djrs gSaA blesa vfHku; ugha gksrk] dsoy ùÙkgLrksa dk mi;ksx gksrk
gSA pkyh ukp osQ leku >qewjk osQ Hkh rhu Hkkx gksrs gSa & jkenkuh ¼xhr vkjaHk gksus ls igys izkFkfed
:i ls izLrqr fd;k tkrk gS½] xk&ukp ¼xhr lfgr izLrqr izeq[k ùR;½ vkSj esyk ukpA
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6.  Behar Nach or Bahar Nach

The nomenclature of this dance presentation within Sattriya has been derived from the

play 'Bhojana-vyavahara' by Madhavadeva. The dance presentation depicts the scene of

Krishna’s tending of cows and playing and making merriment with gopa balaka in Vrindavana.

This presentation enjoys a high status and revered in the Sattra circle. As a gesture of

honour and respect for the dance, the audience stands up as soon as the whole group of

boys pay obeisance to God. This dance represents male form with graceful rhythmic

movements. The dance has two parts-Ramdani and Geetor Nach. This dance is performed

rhythmically and does not give any expression to the song. The participation of a few

jesters in the midst of this dance is a speciality, who entertain the audience with their

strange costumes, comic gestures and caricature.

6. csgkj ukp ;k cgkj ukp

lf=;k ùR; esa bl izLrqfr dk uke egknso osQ ukVd Hkkstu&O;ogkj ls O;qRiUu gSA bl ùR; izLrqfr esa
òankou esa Ñ".k osQ xkS,a pjkus] [ksyus rFkk xksi ckydksa osQ lkFk yhyk,¡ djus osQ ǹ';ksa dks iznf'kZr fd;k
tkrk gSA bl ùR; dks l= lewg esa mPp Lrj o vknj izkIr gSA tSls gh ckydksa dk iwjk lewg izHkq dks
iz.kke  djrk gS] n'kZd [kM+s gks dj ùR; osQ izfr viuk vknj vkSj eku iznf'kZr djrs gSaA ;g ùR; euksgj
y;kRed xfr;ksa lfgr iq#Ô 'kSyh dk izfrfufèkRo djrk gSA bl ùR; osQ nks Hkkx gSa & jkenkuh rFkk xhrWj
ukpA ;g ùR; y;kRed :i esa izLrqr gksrk gS vkSj blesa xhr dh dksbZ vfHkO;fDr ugha dh tkrhA ùR;
osQ chp esa oqQN fonwÔdksa dk Hkkx ysuk bl ùR; dh fo'ksÔrk gS] tks viuh vuks[kh os'kHkwÔk] gkL;
eqækvksa vkSj O;aX; izLrqfr }kjk n'kZdksa dk euksjatu djrs gSaA
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7.  Chali-Nach

This is one of the most characteristic and graceful presentation of Sattriya dance. It is

presumed that the dance presentation was so named because of its resemblance to the

beauty of Chali or spread out tail of the peacock. It also might have derived its nomenclature

from the Natyashastra,  the treatise written by Sage Bharata, for a kind of footwork known

as pada carika or simply chari. The presentation is also known as Natuwa Nach in some

Sattras, as they were originally performed by young monks or boy dancers (natuwas),

dressed in women attire like gopis as a dramatic representative in the Sattras.

The songs used in the presentation(s) are usually called bargitas (religious songs composed

by Shrimanta Shankaradeva and his disciple Madhavadeva) and ankiya gitas (songs from

the dramas) which significantly reflect thoughts, actions and sentiments of gopis.

7. pkyh ukp

;g lf=;k ùR; dh ,d lokZfèkd fof'k"V o euksgkjh izLrqfr;ksa esa ls gSA ,slk ekuk tkrk gS fd bl
izLrqfr dks ;g uke blfy, fn;k x;k] D;ksafd ;g pkyh vFkok eksj dh iwaN osQ QSyus ij fn[kus okys
lkSUn;Z ls lkE; j[krk gSA bldk uke Hkjr eqfu }kjk jfpr ukV~;'kkL= esa iz;qDr 'kCn ls Hkh O;qRié
gks ldrk gS] ftls Hkjreqfu us ,d izdkj osQ ikndk;Z osQ fy, iz;qDr fd;k gS] ftls ikndkfjdk ;k
osQoy pkjh Hkh dgk tkrk gSA bl ùR; dks dqN l=ksa esa uVqvk ukp osQ uke ls Hkh tkuk tkrk gS] D;ksafd
bl ukp dks l=ksa esa ewyr% ;qok eBokfl;ksa vFkok iq#Ô urZdksa ¼uVqvksa½ }kjk ,d ukVdh; izfrfufèk osQ
:i esa xksfi;ksa dh Hkkafr L=h os'kHkwÔk esa ltdj izLrqr fd;k tkrk FkkA

bl izLrqfr esa tks xhr mi;ksx esa yk, tkrs gSa] mUgsa cjxhr ¼Jhear 'kadjnso o muds f'k"; ekèkonso }kjk
jfpr½ o vafd;k xhr ¼ukVdksa dk xhr½ dgk tkrk gS] tks xksfi;ksa osQ fopkj] O;ogkj o laosnukvksa dks
izfrfcfEcr djrs gSaA
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8.  Rajaghariya (Courtly) Chali Nach

This form of Chali Nach was originally meant to be performed in the royal courts. Presumably

Chali Nach had undergone a number of changes to be adopted on some occasion(s). The

costume of this dance form is similar to the other Chali Nach. However, the mnemonic

syllables resemble more the mridanga than to that of khol, which indicates the possibilities

of use of mridanga in Sattras.

8. jktk?kWfj;k ¼njckjh½ pkyh ukp

pkyh ukp dk ;g izdkj ewyr% jktnjckjksa esa izLrqr djus gsrq cuk FkkA ,slk ekuk tkrk gS fd pkyh
ukp esa oqQN voljksa ij izLrqr fd;s tkus gsrq vusd ifjorZu gq,A bl ùR; dh os'kHkwÔk nwljs pkyh ukp
osQ leku gSA gkykafd] Lèfrijd v{kj [kksy dh vis{kk ènax ls vfèkd lkE; j[krs gSa] tks l=ksa esa ènax
osQ mi;ksx dh laHkkouk,a n'kkZrk gSA
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9.  Sattriya Oja palli

Sattriya Oja palli had evolved from an ancient tradition of choral singing and interpretative dance forms of Assam. The Oja or the

leader of the Sattriya Oja palli is a dancer cum narrator and singer, who interprets the songs through dance and also explains the

contents from time to time. He is accompanied by a group of about 10 to 15 members known as ‘pallis’. They take position behind

the Oja in a semi circular form and keep the rhythm of the songs, by playing the cymbals and striking the feet on the ground.

In Sattriya Oja palli the choral songs and the narratives are taken from the works of Srimanta Shankaradeva and Madhavadeva

and also from the Assamese metrical versions of the two epics.

The singing pattern of the Sattriya Oja palli strictly follows the raga music created in the Sattras. The dance of the Oja executes

both pure dance and abhinaya. The pure dance part is based on different foot-works, hand gestures, pirouettes, elevations and

also different Mati akhar.  The recital begins with an akaal pak followed by displaying of tripatak and ardha chandra hastas.

As regards the abhinaya part, the Oja uses different interpretative hand gestures, facial expressions, dialogues, speeches and

also different gaits and stances.

9. lf=;k vkstk ifYyvkstk ifYyvkstk ifYyvkstk ifYyvkstk ifYy

lf=;k vkstk ifYy] vle dh izn'kZudkjh ùR; 'kSyh vkSj lewg xk;u dh izkphu ijaijkvksa ls mn~Hkwr gqvk FkkA lf=;k vkstk ifYy dk usr̀Ro
djus okyk vkstk ¼;k vks>k½ ,d urZd] o.kZudrkZ vkSj xk;d gksrk gS] tks ùR; osQ }kjk xkuksa dks izLrqr djrk gS vkSj foÔ;&oLrq dks Hkh
le;&le; ij of.kZr djrk gSA mlds lkFk ^ifYy* dgykus okys 10&15 lnL;ksa dk ,d lewg gksrk gSA os vkstk osQ ihNs vèkZòÙkkdkj :i
esa gksrs gSa vkSj iSjksa dks tehu ij Bksddj rFkk eathjksa ¼>ka>½ dks ctkdj xkuksa dh y; ¼rky½ dks dk;e j[krs gSaA

lf=;k vkstk ifYy esa lewg xhr rFkk o.kZu ¼òÙkkUr½ Jhear 'kadjnso vkSj ekèkonso dh jpukvksa rFkk nks egkdkO;ksa osQ vleh Nanc) :ikUrjksa
ls fy, x, gSaA

lf=;k vkstk ifYy dh xk;u 'kSyh dsoy l=ksaa esa jfpr jkx laxhr dk gh vuqlj.k djrh gSA vkstk ùR; esa fo'kq) ùR; rFkk vfHku; nksuksa
izLrqr gksrs gSaA fo'kq) ùR; dk Hkkx fofo/k ikn&dk;Z] gLr eqækvksa] Hkzejh ¼pØksa½] Åapkb;ksa rFkk fofHkUu ekfV v[kWj¼ksa½ ij Hkh vkèkkfjr gSA
izLrqfr vdky ikd ls vkjaHk gksrh gS] ftlds i'pkr~ f=irkd rFkk vÌZpaæ gLr izLrqfr gksrh gSA

vfHku; Hkkx esa] vkstk }kjk fofHkUu izn'kZudkjh gLr eqæk,¡] eq[k vfHkO;fDr;k¡] laokn] mfDr;ka vkSj fofHkUu pkysa vkSj eqæk,a Hkh mi;ksx
esa ykbZ tkrh gSaA
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11. Preliminaries - Dhemali

The actual performances of Ankiya bhaona begin with a distinctive sort of Purvaranga

which is called gayan-bayan, an orchestral music of khol (drum) and tala (cymbals). The

artists wear all white attire which includes a white dhoti, a white shirt called ‘chapkon’ and

a white turban. The gayan-bayan has its two parts – cahini and dhemali. Cahini is a brief

concert or an intermediary stroke on musical instruments in between two concerts. Utha

(rising up) cahini at the begining and guru ghat (concert in honour of the religious preceptor)

at the end of the preliminaries can be seen in present-day practice. The dhemali  is a

prayer meant to seek benediction, purify the space of performance and overpower profanity.

The idea is to bring in the sacred element for a performance inspired by God.

11. izkFkfed & Ìsekyh

vafd;k Hkkvksuk dh okLrfod izLrqfr;ka ,d fof'k"V izdkj osQ iwoZjax ls vkjaHk gksrh gSa] ftls
xk;u&ck;u dgrs gSa] tks [kksy ¼<ksy½ vkSj rky ¼>ka>&eathjksa½ dk ok| laxhr gksrk gSA dykdkj lQsn
iks'kkd igurs gSa] ftlesa lQsn èkksrh] ,d lQsn dq rkZ] ftls ^pWidWu* dgrs gSa rFkk ,d lQsn ixM+h
gksrh gSA xk;u&ck;u osQ nks Hkkx gksrs gSa & dkfguh vkSj ÌsekyhA dkfguh nks izLrqfr;ksa osQ chp ,d y?kq
izLrqfr vFkok eè;LFk >yd gksrh gSA vktdy dh izFkk esa] vkjaHk esa mBk dkfguh vkSj var esa xq# ?kkV
¼èkkfeZd xq# osQ lEeku esa izLrqfr½ ns[kh tk ldrh gSA Ìsekyh vk'khokZn izkIr djus] izLrqfr osQ LFkku
dks 'kq) djus vkSj vifo=rk dks nwj djus osQ fy, cuh ,d izkFkZuk izLrqfr gSA bldk mís'; izHkq }kjk
izsfjr izLrqfr gsrq ,d ifo= okrkoj.k cukuk gSA
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13.  Krishna  Bhangi or Gosai - Praveshar Nach

This dance of Krishna and sometimes Ramachandra, is the most significant among the pravesha-nrityas (entry of the character) in a

dramatic representation. The grand entry begins as soon as the Sutradhari announces the entrance of the Lord. A curtain and an agnigada

is held in front of the dancer amidst deafening sounds of daba (big drum) and kaliya (a kind of clarionet or pipe). The Lord then makes his

appearance with his companions engaged in a dance to the audience. In a gesture of obeisance to God, the audience bow their heads

touching the ground. Then the dance of Krishna or Rama begins with the accompaniment of khol (drum) and tala (cymbal). This dance is

characterized by grace and sublimity and an aura of divine atmosphere is created all around the performing hall.

The presentation of Krishna Bhangi is characterised by the frequent use of the unique Krishna hasta, which is typically Sattriya  in character.

In no other dances of India this unique hastamudra is seen. It is represented by placing of two Kartarimukha hasta of Abhinaya-darpana in

a line facing opposite directions (in contrast to the two Mrgasirsa hasta as in Bharatnatyam or by placing of Sandamsa hasta as in the

Manipuri style).

13. ÑÑÑÑÑ".k Hkaxh ;k xkslkb± & izos'kj ukp

Ñ".k vkSj dHkh&dHkh jkepUæ dk ;g uR̀; ,d ukVdh; fu:i.k esa pfj= osQ izos'k&ùR;ksa esa lokZfèkd egÙoiw.kZ gSA lw=/kkjh }kjk izHkq osQ izos'k dh ?kksÔ.kk
fd, tkrs gh HkO; izos'k vkjaHk gks tkrk gSA Mck ¼cM+k <ksy½ vkSj dkfy;k ¼,d izdkj dh rqjgh@'kgukbZ@oa'kh½ dh Åaph èofu osQ chp urZd osQ lkeus ,d
inkZ vkSj ,d vfXuxnk idM+rs gSaA fQj izHkq ,d ùR; djrs gq, vius l[kkvksa osQ lkFk n'kZdksa osQ le{k izLrqr gksrs gSaA izHkq osQ izfr vius lEeku dh ,d
eqæk esa] n'kZd vius fljksa dks t+ehu ij Nqvkrs gq, >qdrs gSaA fQj Ñ".k ;k jke dk ùR; [kksy ¼<ksy½ vkSj rky ¼>ka> ;k eathjs½ dh laxr osQ lkFk vkjaHk
gksrk gSA ;g ùR; mRÑ"Vrk vkSj ykfyR; dh fo'ksÔrk fy, gksrk gS vkSj izLrqfr lHkkxkj osQ lc vksj ,d nSoh; okrkoj.k mRiUu gks tkrk gSA

Ñ".k Hkaxh izLrqfr esa fof'k"V Ñ".k gLr dk cgqr mi;ksx fd;k tkrk gS] tks vius Lo:i esa lf=;k ùR; dh fof'k"VRkk dgh tk ldrh gSA Hkkjr osQ vU;
fdlh Hkh ùR; esa ;g fof'k"V gLreqæk ugha fn[krhA bls foijhr fn'kkvksa esa ,d iafDr esa vfHku; niZ.k osQ nks drZjheq[k gLr dks djrs gq, izLrqr fd;k tkrk
gS ¼HkjrukV~;e osQ nks èx'kh"kZ gLr osQ foijhr ef.kiqjh 'kSyh esa lana'k gLr dh izLrqfr osQ }kjk½A
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14.  Gopi-Bhangi or Gopi-Praveshar Nach

As the name indicates, Gopi-Bhangi Nach, is the dance of milkmaids of Vraja, of Yashoda

and other women characters. It is full of feminine grace and is performed in a very subtle

circling movements turned to by soft rhythm. In Sattras, teenaged boys are attired in

costumes representing gopis i.e. milkmaids.

The dance has two parts – (a) Bajanar Nach (dance with mnemonic syllables of khol) and

(b) Shlokar Nach (dance with shloka).

14. xksih&Hkaxh ;k xksih&izos'kj ukp

tSlk fd uke ls ladsr feyrk gS] xksih&Hkaxh ukp] ozt dh Xokfyuksa] ;'kksnk vkSj vU; L=h pfj=ksa dk
ùR; gSA ;g L=h&lqyHk ykfyR; ls iw.kZ gSA vkSj bls ènq rky dh laxr ls gh vfr lw{e òÙkkdkjh;
¼?kweus okyh&pØh;½ xfr;ksa osQ lkFk izLrqr fd;k tkrk gSA l=ksa esa fd'kksjkoLFkk osQ yM+dksa dks
xksfi;ksa@Xokfyuksa dh iks'kkd esa ltk;k tkrk gSA

bl ùR; osQ nks Hkkx gksrs gSa& ¼d½ ckWT+kuWkj ukp ¼[kksy osQ Lèfr foÔ;d v{kjksa lfgr ùR;½ vkSj
¼[k½ 'yksdj ukp ¼'yksd lfgr ùR;½A
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15.  Yuddhar-Nach

This presentation relates to fighting between various characters as a special feature.

Accessories such as gada (clubs) and dhanu (bows) are used in the dance. The dance is

characterized by a number of revolving and to and fro movements. The bows because of

the sound are called ketep dhanu. These are made so as to produce some knocking sound

during action in the dance. The spectacular appeal of drama is often enhanced by the

performance of Yuddhar Nach by some characters. They arouse excitement among the

audience through their gestures and actions, even without speaking a single dialogue at a

given time.

15. ;q)j&ukp

bl izLrqfr esa fo'ksÔ dk;ZØe osQ :i esa fofoèk pfj=ksa osQ chp yM+kbZ dks izLrqr djrk gSA ùR; esa xnk
rFkk Ìuq ¼èkuqÔ½ tSlh vfrfjDr oLrqvksa dk mi;ksx fd;k tkrk gSA ùR; esa vusd ?kweus okyh rFkk
vkxs&ihNs tkus dh xfr;k¡ izLrqr dh tkrh gSaA èkuqÔ dks viuh èofu osQ dkj.k oQsVWi Ìuq dgk tkrk
gS  bUgsa bl izdkj cuk;k tkrk gS fd ùR; osQ le; ls fØ;k esa ,d izdkj dh vk?kkrh; èofu mRiUu
gksA ukVd dk izHkko'kkyh vkdÔZ.k vDlj dqN pfj=ksa }kjk ;q)j ukp dh izLrqfr }kjk c<+ tkrk gSA
eap ij fo|eku ik= ,d le; esa ,d Hkh laokn cksys fcuk gh] viuh eqækvksa rFkk fØ;kvksa }kjk n'kZdksa
osQ chp mRlkg ¼mÙkstuk½ txk nsrs gSaA
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16.  Rasa Nritya

Rasaleela, like its counterparts in India, associated with the well known episode of

Krishnaleela, is performed in its own specific form in Assam too. The dance represents the

communion of the individual soul in the form of the milkmaids or gopis with the super soul

that is Lord Krishna.

Shrimanta Shankaradeva through his play Keli-gopala or Rasa-krida and Madhavadeva

through his Rasa-Jhumura introduced this dance. Significantly, Radha is absent in the

Rasaleela of a Sattra style. This style may have been prevalent here in accordance with

Bhagavata Purana and Bhagavadgita, as the theology of Assam’s Vaishnavism is firmly

based upon it. Almost all the principal Sattras have their own style of Rasaleela. The most

famous among them is Rasaleela of Dakhinpat – Sattra.

16. jkl u`R;

Hkkjr esa vius vU; izfr:iksa dh gh Hkk¡fr tkus&ekus Ñ".kyhyk osQ mik[;kuksa osQ lkFk tqM+k jklyhyk
ùR;] vle esa Hkh viuh gh ,d fof'k"V 'kSyh esa izLrqr fd;k tkrk gSA ;g ùR; Xokfyu ;k xksih osQ
:i esaa ,d vkRek dk izHkq Ñ".k dh ije vkRek ls ,dkdkj gksus dks izLrqr djrk gSA

Jhear 'kadjnso us vius ukVd osQfy xksiky ;k jkl ØhM+k vkSj ekèkonso us vius jl >qewjk }kjk bl
ùR; ls ifjfpr djok;kA ;g egRoiw.kZ gS fd l= 'kSyh dh jklyhyk esa jkèkk vuqifLFkr gSA ;g 'kSyh]
;gka ij Hkkxor iqjk.k rFkk Hkxon~xhrk osQ vuqlkj gks ldrh gS] D;ksafd vle osQ oS".kookn dk
èkeZ'kkL= iw.kZ :i ls blh ij vkèkkfjr gSA yxHkx lHkh izèkku l=ksa dh jklyhyk dh viuh 'kSyh gSA
buesa ls lokZfÌd izfl) gS & nf[kuikr&l= dh jklyhykA
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17.  Ahaarya

a) Sutradhara wears a turban (pag, paguri) with upright sides and slightly protruding in the front or in a style similar to Mughal emperor's

head-gear with the back-end of the turban protruding. He wears a white costume consisting of thin coat coming down to the waist

(phatau) without collar and a skirt (ghuri) with very broad bottom ends coming down to the ankle. He wears a karadhani, a waist-band

with hanging strings of pearl-like beads and a white necklace or garland.

b) Krishna’s costume consists of a yellow coloured dhoti, bukuchola - a small black or blue coat with quarter sleeves and coming only near

the waist, cross bands and waist bands of broad silvery or golden lace - a tangali, mukut with a peacock feather and garland of flowers

and finally a pair of brass nupur - anklets.

c) The costume of the gopis consists of a loose ghagra (ghuri), a specially decorated riha or wrapper, tangali or a brocade waist band, a

black or blue blouse with short sleeves and decorated with golden or silvery lace. Sometimes, a thin veil is used to cover the head

depending on the necessity and appropriateness of the characters.

17. vkgk;Z

¼d½ lw=èkkj ixM+h ¼ikx] ikxqM+h½ igurk gS] tks nksuksa vksj ls lhèkh gksrh gS vkSj vkxs dh vksj gYdh lh ckgj fudyh gqbZ ;k eqxy lezkV osQ 'khÔZ lkt osQ
leku ixM+h dk ihNs dk vafre Hkkx ckgj dh vksj fudyk gksrk gSA og lQsn iks'kkd igurk gS] ftlesa dkWyj ¼iês½ osQ fcuk dej rd uhps vkrk gqvk
iryk dksV vkSj V[kus rd uhps vkrs cgqr pkSM+s fupys fljksa okyk ,d ?kk?kjk ¼?kqjh½ gksrk gSA og dj/kuh ¼,d dejcan] ftlesa eksrh&tSls eudksa dh
yfM+;k¡ gksrh gSa½ vkSj ,d lQsn gkj ;k ekyk igurk gSA

¼[k½ Ñ".k dh iks'kkd esa ,d ihys jax dh èkksrh] NksVh ckagksa okyk uhyk ;k dkyk dksV & cqoqQpksyk] tks dej osQ ikl rd gh gksrk gS] pkSM+s panhys ;k lqugjs
ysl & Vaxkyh dh frjNh ifê;ka vkSj dej ifê;ka ¼dejcan½] eksj ia[k okyk eqdqV] iwQyksa dh ekyk rFkk uqiqj dk tksM+k gksrk gSA

¼x½ xksfi;ksa dh iks'kkd esa ,d <hyk ?kk?kjk ¼?kqjh½] ,d fo'ksÔ :i ls lfTtr fjgk vFkok yisVus okyk] Vaxkyh ;k ,d tjh dk dejcan ¼dejiêh½] NksVh
ckgksa dk dkyk ;k uhyk Cykmt] tks lqugjh ;k panhyh ysl ls lfTtr gksrk gSA dHkh&dHkh pfj=ksa dh vko';drk o mi;qDrrk ij fuHkZj jgrs gq, ,d
eghu inkZ flj dks <dus gsrq mi;ksx esa yk;k tkrk gSA
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18.  Ornaments

As for ornaments a wide range of special Assamese ornaments are used for Sattriya dance, although number of

them are no more in use due to non-availability. The ornaments are distinctively different in style for male and

female performers. As such the ornaments for male performers include makarakundala (lizard-like ear-ornaments

of gold), loka paro, unti and  long keru  for the ears, matamani (a lace with a drum-like golden bead in the middle),

satsari for the neck, gamkharu (silver bangles for the hand), karadhani (waist band) and nupur or anklets etc.

The ornaments for the role of female dancers include jethi (lizard like ornaments to decorate the head), kundala

(which were worn in the perforated ears ), gol-pota, jon biri, dug dugi and bena for the neck, muthikharu (bracelet

for the wrists), nak-phul (gold or silver nose-pins) and a variety of finger rings namely jethipotia aanguthi, bakhorua

aanguthi, uka aanguthi, etc.

18. vkHkwÔ.k

vkHkwÔ.kksa esa] lf=;k ùR; osQ fy, vfr fof'k"V vleh vkHkwÔ.kksa dh cM+h Ük̀a[kyk iz;ksx esa ykbZ tkrh gS] gkykafd buesa ls vusd
fey u ikus osQ dkj.k vc mi;ksx esa ugha gSaA vkHkwÔ.k] iq#Ô rFkk L=h dykdkjksa gsrq 'kSyh esa fof'k"V :i ls fHkUu gksrs gSaA iq#Ô
izLrksrkvksasa osQ vkHkwÔ.kksa esa edjdq.My ¼lksus osQ dku osQ vkHkwÔ.k& edj dk vkdkj fy,½] yksdk ikjks] mUrh vkSj dkuksa osQ
fy, ykSax osQ:] eWrkequh ¼,d ysl] ftlds chp esa <ksy&leku lqugjk eksrh gksrk gS½] lkrlWjh] tks xys esa èkkj.k djrs gSa] xke[kk:
¼gkFkksa osQ fy, pkanh dh pwfM+;k¡½] djÌuh ¼dejcan½ vkSj uqiqj vFkok iktscu] vkfnA

L=h dykdkjksa dh Hkwfedk gsrq vkHkwÔ.kksa esa tsBh ¼flj dks ltkus osQ fy, fNidyh dh vkÑfr osQ vkHkwÔ.k½] oqQaMy ¼tks fNfær
dkuksa esa igus tkrs Fks½] xWy&iWrk] tksu chjh] Mqx Mqxh vkSj xys osQ fy, csuk] eqBh[kk: ¼dykb;ksa osQ fy, daxu½] ukd&Qwy
¼lksus ;k pkanh dh ukd dh ykSax½ vkSj maxfy;ksa dh dbZ izdkj dh vaxwfB;k¡ 'kkfey gSa tSls tsBh iWfr;k vkaxwBh] c[Wk#vk vkaxqBh
rFkk mdk vkaxqBh] vkfnA
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 19.   Mask making

The Green room as it’s name signifies is a house for keeping model works (pusta in Sanskrit) such as life size representation

of animals and other inanimate objects – chariots, throne, mountain, tree, bows, arrows, sword, javelin spear, club, trident,

shield and such other objects. The masks (mukha) are generally used to represent super human characters such as certain

Gods, asuras, demons and also birds, various animals, reptiles and so on. The actors representing these characters wear

these masks with matching wings or tails. The masks and the effigies are usually made out of clay, wood, bamboo and cloth.

Special care is taken in making them light in weight to enable the actors to move with ease. Another added attraction in this

field are the queer masks for the jesters or bahuwa, also made out of clay, cloth, rough paper and bark of trees. These masks

for head and face are usually smaller in size than other masks. They are carved out of wood and hard bark sheet. Paints

used in colouring the masks are usually prepared from natural sources such as hengul or sindura (vermillion), haital (yellow

arsenic), indigo, geru mati (brown ochre), lamp black, collyrium and mica dust. Monks who were specially assigned the task

of making masks were known as Khanikars. The store room or green room of any Sattra often draws the attention of any

visitor with eye-catching display of rows of readymade masks with names attached to them.

19. eq[kkSVk cukuk

usiF;'kkyk] tSlk fd uke gh laosQfrr djrk gS] izk:i&dk;ks± dks j[kus dk ,d ?kj gS&¼laLÑr esa bls iqLr dgrs gSa½ & tSls & i'kqvksa vkSj
futhZo oLrqvksa osQ thou vkdkj esa izLrqrhdj.k& jFk] flagklu] ioZr] ò{k] èkuqÔ] ck.k] ryokj] Hkkyk] cjNk] xnk] f='kwy vkSj ,slh gh vU;
oLrq,aA eq[kkSVksa ¼eq[kk½ dks lkekU;r;k Js"B ekuo pfj=ksa osQ izLrqrhdj.k] tSls &oqQN nsorkvksa] vlqj] jk{klksa vkSj if{k;ksa] fofoèk i'kqvksa]
ljhl̀iksa vkfn osQ fy, mi;ksx esa yk;k tkrk gSA bu pfj=ksa dk izLrqrhdj.k dj jgs vfHkusrk bu eq[kkSVksa dks] mlh jax osQ ia[kksa ;k iwaN osQ
lkFk igurs gSaA eq[kkSVs vkSj iqryksa ;k izfrekvksa dks vke rkSj ij feêh] ydM+h] ck¡l vkSj diM+s ls cuk;k tkrk gSA bl ckr dk fo'ksÔ è;ku
j[kk tkrk gS fd bu eq[kkSVksa dks gYds otu dk cuk;k tk;] rkfd vfHkusrk buds lkFk vklkuh ls py&fQj ldsaA bl {ks= dk vU; vkdÔZ.k
gS & fonwÔdksa ;k el[kjksa & cgqvk osQ fy, fofp= eq[kkSVs cukukA bUgsa feêh] diM+s] jíh dkxt vkSj isM+ dh Nky ls cuk;k tkrk gSA flj
rFkk psgjs osQ ;s eq[kkSVs vkerkSj ij vU; eq[kkSVksa ls vkdkj esa NksVs gksrs gSaA bUgsa ydM+h vkSj dM+h Nky dh ijr ls dkV dj cuk;k tkrk
gSA eq[kkSVksa dks jaxus osQ fy, jax lkekU;r;k izkÑfrd lkèkuksa ls rS;kj fd, tkrs gSa] tSls & gsaxqy ;k flanwj] gkbrky] uhy] xs: ekVh] dkty
vkSj vHkzd dh èkwyA ftu eBokfl;ksa dks fo'ksÔr% eq[kkSVs cukus dk dk;Z lkSaik tkrk Fkk] mUgsa [kfudj osQ uke ls tkuk tkrk FkkA fdlh Hkh
l= dk HkaMkj x̀g ;k usiF;'kkyk esa rS;kj uke yxs eq[kkSVksa dh iafDr;k¡ us=ksa dks yqHkkus okys izn'kZu osQ dkj.k vDlj fdlh Hkh vkxarqd
dk è;ku vkdfÔZr djrh gSA
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20.  Make-up

The technique of make-up in Sattriya dance closely follows the tradition as enumerated in

the Natyashastra. Four elementary colours viz. white, blue, yellow and red are used by the

Sattriya dancers and actors for painting the face. Pigments of different hues are obtained

by mixing them in different proportions. The basic materials used for the purpose were

generally hengul (vermilion), haital (yellow arsenic), nil (indigo), dhal (chalk), gerua mati

(brown ochre), lamp black collyrium and mica dust.

20. Ük`axkj

lf=;k ùR; esa Ük̀axkj dh rduhd ,d rjg ls iw.kZ :i ls ukV~;'kkL= esa of.kZr ijaijk dk vuqikyu
djrh gSA eq[k dks jaxus osQ fy, lf=;k urZd vkSj vfHkusrk pkj izkFkfed jaxksa] ;Fkk & lQsn] uhyk]
ihyk vkSj yky dk mi;ksx djrs gSaA bu jaxksa dks fofHké vuqikrksa esa feyk dj fofo/k o.kks± dh jaxæO;rk
izkIr dh tkrh gSA bl mís'; osQ fy, lkekU;r;k mi;ksx esa ykbZ tkus okyh vkèkkjHkwr lkexzh gS&
gs³qy] gkbrky] uhy] /ky ¼pkWd½ xs#vk ekVh] dkty vkSj vHkzd pw.kZA
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21.  Musical Instruments

In dramatic performances of Sattriya  dance, the mridanga or khol (an Avanaddha vadya) is almost indispensable. The khol is a two

faced cylindrical instrument and played with the fingers. The most common Ghana vadya, which is invariably used in Sattriya  music is

the different kind of tala (cymbals), namely – bartal, patital, khutital and manjira.  The nagara  (nageri – in southern India), in pairs are

used in some Sattras to accompany devotional song. A huge daba (kettle drum) is a common feature in every Sattra and Namghar. It is

usually used to announce the time for worship or other community service. The kali or kaliya (pipe) is a rare instrument today and is

used only in a few Sattras.

Shankha (conch-shell) is used to announce the entry of august personages or victory in a war in a bhaona  performance. Another

stringed instrument sarinda  was widely used in Assam at one time. Similarly mention has been made in literature of Assam regarding

the use of a sitar like instrument called rabab. Lately a tendency seems to have grown to use flute and violin in music accompanying

Sattriya dance performance.

Pictures : (a) Khol, Banhi (flute) and Kaali (above, left). (b) Daba  (above, right). (c) Bartaal, Pati taal and Nagara (below).

21. laxhr&ok|

lf=;k ùR; osQ ukVdh; izLrqrhdj.k esa] ènax ;k [kksy ¼,d vou) ok|½ yxHkx vfuok;Z gSA [kksy nks eq[kh; csyukdkj ok| gS vkSj bls maxfy;ksa ls
ctk;k tkrk gSA lf=;k laxhr esa vfuok;Zr% mi;ksx esa yk, tkus okys lokZfèkd loZekU; ?ku ok| gksrs gSa] tks fHkUu izdkj osQ rky ok| gSa] tSls & cjrky]
ikVhrky] [kqVhrky vkSj eathjk vkfnA dqN l=ksa esa HkfDriw.kZ xhrksa dh laxr esa tksM+h esa uxkM+k ¼uxsM+h&nf{k.k Hkkjr esa½ mi;ksx esa yk;k tkrk gSA izR;sd
l= vkSj uke?kj dh ,d leku fo'ksÔrk gS & ,d fo'kky nWck ¼rk'kk] uDdkjk½A bls vke rkSj ij iwtk vFkok vU; lkeqnkf;d lsok osQ le; dh ?kksÔ.kk
djus osQ fy, mi;ksx esa yk;k tkrk gSA dkyh ;k dkfy;k ¼ckalqjh½ vc ,d nqyZHk ok| gS vkSj bls dqN gh l=ksa esa mi;ksx esa yk;k tkrk gSA

Hkkvksuk izLrqfr esa 'ka[k dks ;q) dh fot; ;k izrkih O;fDrRoksa osQ izos'k dh ?kksÔ.kk djus osQ fy, mi;ksx esa yk;k tkrk gSA ,d vU; rkj ok| lkfjUnk
dks vle esa ,d le; esa O;kid :i ls mi;ksx esa yk;k tkrk FkkA blh izdkj vle osQ lkfgR; esa flrkj tSls ok| jckc osQ mi;ksx osQ lacaèk esa Hkh
mYys[k feyrk gSA gky esa lf=;k ùR; izLrqfr esa laxr fd, tkus okys ok|ksa esa ckalqjh vkSj ok;fyu dk mi;ksx c<+ x;k gSA

fp= % ¼d½ [kksy] cUgh ¼ckalqjh½ o dkyh] ¼Åij] ck,a½A ¼[k½ nWck ¼Åij] nk,a½A ¼x½ cjrky] ikVh rky ,oa uxkM+k ¼uhps½A
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22.  Hasta

Sattriya dance employs 29 single hand gestures, 15 combined hand gestures and 32 Nritta hastas. Although many of the names of the hastas resemble with
those mentioned in different dance treatises, the formation and application of the same vastly differ from them. However, the description of a few hand gestures
in the Abhinaya darpana closely resembles some of the hastas used in Sattriya dance.

Hastas such as Patak, (Dhwaja) Ardhachandra, Sikhora, Padmakosa, Sarpasira, Alapadma, Satura, Bhramara, etc. resemble the hastas with the same names
as described in treatises like Natyashastra, Abhinaya Darpana, Sangeet Ratnakara, and Hastamuktavali. However the Tripatak hasta as appears in the above
treatises, is known as Phut in Sattriya. The Asimukha hasta of Sattriya resembles the formation of Kartarimukha of Hastamuktavali alone. The Muthi resembles
the Musti of Sangeet Ratnakara. Suci resembles the Susimukha as described in Natyashastra, Sangeet Ratnakara and Hastamuktavali. The Sasaka hasta is
a local variation of the Mrigasirsa hasta of the treatises. Similarly Saraha is a local variation of the Sandansa hasta. Besides Singhamukha, Trisula and
Ardhasuchl as mentioned in the Abhinaya Darpana, have their use in the Sattriya style too. Four hastas viz. Krishnasarmukha, Ghronika, Ankusa and Tantrimukha
of Hastamuktavali are used in Sattriya too. Hansamukha of Sattriya is known as Hansasta in the other treatises.

Some of the combined hand gestures which are in use traditionally are Anjali, Karkat, Dole, Pushpaput, Matsya, Gajadanta, Samkha, Samputa, Paso, Moira,
Mujura, Jalak, etc.

The Nritya hastas, characteristically meant to be used in Sattriya style are - Hayre, Sota, Vansi, Pranama, Archana, Lola, Lila, Pallava (Hastamuktavali),
Salana, Ketela, Lata, (as in Mrigasirsa) Nalinipadmakosa, Alpallava (as in Natyashastra, Sangeet Ratnakara), etc.

Pictures : (a) Hayre hasta which denotes blessings (above, left). (b) Mujura which denotes namaskar (above, right). (c) Patak hasta which denotes colour

shyam (blue) (below, left). (d) Pallava (Hastamuktavali) (below, right).

22. gLr

lf=;k u`R; esa 29 ,dy gLr eqnzk,¡] 15 la;qDr gLr eqnzk,¡ vkSj 32 u`Ùk gLr mi;ksx esa yk, tkrs gSaA gkyk¡fd cgqr ls gLr eqnzkvksa osQ uke fofHkUu u`R;
'kksÌ&izcaèkksa esa mfYyf[kr ukeksa ls feyrs&tqyrs gSa fdUrq mudh cukoV ¼jpuk½ vkSj mi;ksx cgqr fHkUu gSA fQj Hkh] vfHku; niZ.k esa dqN gLr eqnzkvksa dk o.kZu lf=;k ùR; esa
iz;qDr gLr eqnzkvksa ls lkE; j[krk gSA
irkd ¼/ot½] vÌZpUæ] fl[kksjk] in~edks’k] liZ'kh"kZ] vykin~e] lrwj] Hkzej vkfn gLr ukV~;’kkL=] vfHku; niZ.k] laxhr jRukdj rFkk gLreqDrkoyh & tSls 'kksèk&izcaÌksa esa of.kZr
gLr ukeksa ls lkE; j[krs gSaA gkyk¡fd] Åij mfYyf[kr 'kksèk&izcaèkksa esa f=irkd gLr dks lf=;k esa  iqQV osQ uke ls tkuk tkrk gSA lf=;k dk vfleq[k gLr dsoy gLr eqDrkoyh
osQ drZjheq[k dh jpuk ls lkE; j[krk gSA
eqBh gLr laxhr jRukdj dh ^eqf"V* ls lkE; j[krk gSA lq'kh gLr ukV~;'kkL=] laxhr jRukdj vkSj gLr eqDrkoyh esa of.kZr lq'kheq[k ls lkE; j[krk gSA 'k'kd gLr 'kksÌ&izcaèkksa
osQ èx'khÔZ gLr dk LFkkuh; :ikarj.k gSA blh izdkj ljg] lana'k gLr dk LFkkuh; :ikarj.k gSA blds vfrfjDr flageq[k] f='kwy vkSj vÌZ'kf'k dk vfHku; niZ.k esa mYys[k
gS rFkk mudk mi;ksx lf=;k 'kSyh esa Hkh gSA gLreqDrkoyh osQ Ñ".k lkjeq[k] ?kzksf.kd] vadq'k rFkk ra=heq[k dk lf=;k esa mi;ksx gSA lf=;k osQ galeq[k dks vU; 'kksèk izcaèkksa
esa galkLFk osQ uke ls tkuk tkrk gSA
ijaijkxr :i ls mi;ksx esa ykbZ tkus okyh dqN la;qDr gLreqæk,¡ gSa& vatyh] doZQV] Mksy] iq"iiqV] eRL;] xtnar] 'ka[k] lEiqV] ik'Wk] eksbjk] eqtqjk] tyd] bR;kfnA
lf=;k 'kSyh esa mi;ksx fd, tkus osQ fy, fo'ksÔ :i ls fuèkkZfjr ùR; gLr gSa& gkbjs] lWrk] oalh] iz.kke] vpZuk] yksy] yhyk] iYyo ¼gLreqDrkoyh½] lkyuk] osQrsyk] yrk
¼èx'khÔZ osQ vuqlkj½] ufyuhin~edks"k] vyiYyo ¼ukV~;'kkL=] laxhr jRukdj osQ vuqlkj½A
fp= % ¼d½ vk'khokZn lwpd gkbjs gLr ¼Åij] ck,a½A ¼[k½ eqtqjk ueLdkj ¼Åij] nk,a½A ¼x½ irkd gLr ';ke jax lwpd ¼uhps] ck,a½A ¼?k½ iYyo ¼uhps] nk,a½A
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23. Foot Work

In Sattriya foot work is called Bhariman. The large number of foot works used in Sattriya

dance are basically evident in the basic stance, cadence of movements etc. and they also

determine various rhythmic patterns as well as nature of stylization.

Some of them are Juti, Leseri, Kasori, Bogolikhuta, Chirol, Khubali Picholoa, Chitika,

Nupurcholowa, Borjuti, Ad Juti, Kerepi etc.

The basic stance position of Sattriya Dance is called Ora.  There are two types of Ora –

Purush Ora (male stance position) and Prakriti Ora (female stance position).  All foot work

generally start from this Ora Position.

Pictures : (a) Ad Juti  (above, left). (b) Khubali Picholoa (above, right). (c) Kasori (below,
left). (d) Leseri (below, right).

23. ikn dk;Z

lf=;k esa ikn dk;Z dks Hkjheu dgk tkrk gSA lf=;k ùR; esa mi;ksx esa yk, tkus okys cgqr ls ikn
dk;Z ewyr% ewy eqæk] pkyksa dh xfr vkfn esa fn[kkbZ iM+rs gSa vkSj os 'kSyhc)rk dh izÑfr lkFk gh lkFk
fofoèk y;kRed izfr:iksa dks Hkh fuf'pr djrs gSaA

muesa ls dqN gSa twVh] yslsjh] dkljh] cksxksyh[kqVk] phjWy] [kqckyh ihpksyksvk] phVhdk] uqiqjpksyksok]
ckWjtwVh] vkn twVh] osQjsih] bR;kfnA

lf=;k ùR; dh izeq[k Bou eqnzk vksjk dgykrh gSA nks izdkj dh vksjk gaSμiq#"k vksjk ¼ikS#"kh; eqnzk½
rFkk izÑfr vksjk ¼fL=;ksfpr eqnzk½A lHkh ikn dk;Z lkekU;r% blh vksjk fLFkfr ls vkjaHk gksrs gSaA

fp= % ¼d½ vkn twVh ¼Åij] ck,a½A ¼[k½ [kqckyh ihpksyksvk ¼Åij] nk,a½A ¼x½ dklksjh ¼uhps] ck,a½A
¼?k½ yslsjh ¼uhps] nk,a½A

lkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUælkaLÑfrd Ïksr ,oa izf'k{k.k osQUæ Centre for Cultural Resources and Training
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24.  Raga based presentation

A song based on Kalyan raga and Kharman tala forms a part of the final stage of an Ankiya

bhaona. Usually this song is accompanied by dance, performed by the chief characters

present on the stage or arena where the performance takes place. The Kalyan Kharman is

performed in a fast rhythm. At the end of it the Sutradhara explains the narrative and then

utters a shloka mentioning the name of the drama and the play write. Practically this is

where the drama comes to an end. However, even after this a song known as ‘Mukti-mangal

Bhatima’ is sung, where prayer is offered to God to forgive any kind of lapse occured during

the performance and also for the well being of the audience, actors and musicians.

24. jkx vk/kkfjr izLrqfr

dY;k.k jkx vkSj [kjeku rky ij vkèkkfjr ,d xhr vafd;k Hkkvksuk osQ vafre pj.k dk ,d Hkkx gksrk
gSA lkekU;r;k bl xhr dh] izèkku pfj=ksa }kjk eap ij izLrqfr ùR; }kjk nh tkrh gSSA jkx o rky
vkèkkfjr bl xhr dks ,d æqr y; esa izLrqr fd;k tkrk gSA blds var esa lw=èkkj dFkk dks le>krk
gS vkSj fQj ,d 'yksd cksyrk gS] ftlesa ukVd vkSj ukVddkj dk uke gksrk gSA okLro esa] ;gka ij
ukVd dk var gksrk gSA gkykafd] blds ckn Hkh ^eqfDr&eaxy Hkkfrek* xhr xk;k tkrk gS] ftlds }kjk
izHkq ls izkFkZuk dh tkrh gS fd izLrqfr osQ nkSjku gqbZ fdlh Hkh izdkj dh pwd dks ekQ fd;k tk;A lkFk
gh] n'kZdksa] vfHkusrkvksa vkSj laxhrdkjksa osQ dY;k.k gsrq Hkh izkFkZuk dh tkrh gSA

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