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Abstract:

The research paper delves into the Desi elements of Indian classical dance, as described by Parshvadeva in the
Sangeet Samaysaar. These elements encompass various aspects of dance aesthetics, techniques, and emotions.
The paper meticulously explores and analyzes the nuances of each Desi Anga, highlighting their significance in
shaping the dance tradition. Starting with Mukharasa, which enhances facial radiance through stagecraft, the paper
traverses through Saushtava, Lali, Bhava, Tukali, Anumana, Pramana, Jhanka, Reva, Surekha, Anga, Ananga,
Dhala, Dhillayi, Navani, Kittu, Tarhar, Ullas, Vaivartana, and Savartana.

Each Desi Anga is examined for its role in expression, movement, symmetry, emotional resonance, and their
interaction with rhythm and melody. The paper weaves in insights from classical texts like Natya Shastra and
Nritya Ratnavali, establishing the rich heritage and context of these elements within the broader classical dance
framework and its similarity with kathak dance.
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Introduction:

The Natya Shastra by Bharata Muni is considered the primary source for Indian classical dance, and the dance
elements described in it are known as Margi, which means they follow the classical tradition. On the other hand,
the dance elements described by other Acharyas are called Desi, which means they follow regional or folk
traditions. The Margi and Desi styles of dance have different characteristics, techniques, and aesthetics. Margi
dance is more structured, codified, and formal, while Desi dance is more improvisational, spontaneous, and
expressive. Parshvadeva has given the description of Deshi Angas (indigenous elements) in the Sangeet
Samaysaar. He has identified Deshi Angas as the part that governs the broader meaning of dance. These elements
include the use of body, Saushtav Natya, emotions of joy and excitement, movement of the body back and forth,
generation of mental distortions during dance, the integration of movement and expression, and more.
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Parshvadeva has extensively discussed the analysis of these Deshi Angas, mentioning that the previous Acharyas
did not describe them.

The Deshi Ang or Deshi ke ang as mention by Parshvdev are:

Mukhras, Saushtava, Lali, Bhava, Tukali, Anumana, Pramana, Jhanka, Reva, Surekhta, Anga, Ananga, Dhala,
Dhillayi (Dhillayi), Navani, Kittu, Tarhar, Ullasa, Vaivartana and Savartana are called Desi elements in dance
according to Parshvdev.

1,) Mukharasa:

RITT 7 HATGH A& IO AT R U a A H T I
THIGUYAT b DI HBRATHY: ITHEIOTAYTAYRIUTTSGATHT Il ¢ |

(Through the imagination of Nepathya (stagecraft) using garlands, jewelry, clothing, etc., the radiance of the face
is enhanced, which is why it is called Mukharasa.)

Description in other Granths:

Nritya Ratnakosh:
T dAd T JRAT0 & | OT5 auifaugiard a=geResdar I 1l $fd g@xa: 1132 i

(When dancer expresses a rasa, it brings forth harmonious joy aligned with that emotion. Mukharasa, by
contrasting the character's colors, manifests that rasa. Thus, Mukharasa conveys the message of superior dance.)

Nritya Ratnavali:
T IAES IR E: THTGERNT HI~HE: Hd: 1| Q4§ I (TET:)

(One who does not make unnecessary efforts for specific compositions and, while being favorable, expresses the
radiance of a contented facial emotion, is called 'Mukharasa'.)

Rana Kumbha describes Mukhrasa in Nritya Ratna Kumbha as the change in colour of the face of the dancer
while performing the dance.

2.) Saushtava:

T gfe fd T WId dgargad | Al WINag g MU AreaTad: 1 8’%

(If the body is properly balanced and has adequate firmness, it is said to have saushthava (gracefulness). In dance
and drama, a limb without gracefulness does not look beautiful. The limb should not bend forward or backward.)

Description in other Granths:

Natyashastra:

SIS I FRTEIAG T |
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(In the dance, the posture of standing straight with waist and ears aligned, elbow and arm parallel to the ground,
back and chest held taut.)

Radha Govind Sangeet Saar:
|| ST8T T HIRAATR Tl exd™l R 3! IHDHT IR e Y |
YT HERISH®! oIt 3 g1 kY IR e SR T S W AFa |l 30 |

Nritya Ratnakosh:

A4 g 1 Mo T TETGIaE T |
TgRRERE FgT graxfifen |
JAdT A& cLIHUSH TSy T |
TAGRITIRYT aq AIgargigay |
sfa a1 e

Nritya Ratnavali:

31 YT TASARG: | 3fd: TR g dad U2 I MU Il Y1l (FISaH)

The description here is very similar to the Utpatti position the is witnessed in Kathak Dance. The mention of bent
knees in Radha Govind Sangeet Saar was vaguely noticed in the teaching methodology of Jaipur Gharana Kathak
Gurus where they deliberately make their disciple bend their knees while performing Tatkaar. From this we can
infer that the movements in the granth written under Maharaja of Jaipur was somewhere reflected in the dance of
Jaipur Gharana kathak.

3.) Lali:
e T 9 94 g Asd Iwifaffad |
TS Tag@ISdl ATaUERIAYS: || Y00 |

guleh SR HTaRIcierRaHeliad |

(The feeling of joy and beauty that arises is called "Lali". It is the catalyst for the nourishment of emotions and
aesthetics (beauty) and the experience of pleasure (ras). Essentially, "Lali" is what makes music enjoyable and
emotionally uplifting.)
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Description in other Granths:

In Nritya Ratnavali:

drereg-algH fadi] urgTfefoaray | gHaR faammed afer "RgRRSTR 11833 11

(Taala, rhythm, and graceful swaying of limbs, tilting of body parts; delicate and charming movements; this is
called 'Lali’,)

Similar movements can be observed in "Kasak Masak," such as the graceful rotation of the neck known as
"Gardan ka Dora" and the elegant wrist movement known as "Kalai ka Sanchalan,” which are characteristic
gestures within the traditional dance form of Kathak.

4.) Bhava:
AT TR U AT ad Il 0% Il A cgads SiddRI 4T I |

(The mental state of excitement that arises from listening to the rhythm and melody is called 'Bhava' in dance).

Description in other Granths:

Radha Govind Sangeet Saar:

|| STgT 71Td Toh SIER TTd | 99 A 7 814 | HYR Tl Ja g1 | = 4Ta 11 ¥ |l

Nritya Ratnavali:

gadied TMid a9 o JETaH A4=a1 U= -dl: GRhIgpR | - farfd fard wra saflydaa
[REICH]

Nritya Ratnakosh:

T AT M ATed T Tg-axH) U=t gUHINITE YIcid haTg PRI | THTH e - I YTal HIaAia:
INEGRICHRNAT

(“Yati' refers to the rhythmic cycle or beat, while 'Maan' refers to the measurement of time in music and dance.)

The term "Bhaav" refers to the profound emotional resonance that emerges within a dancer upon experiencing
the music. This profound connection gives rise to what is known as the 'Khulla Naacha' or the dancer's
spontaneous and uninhibited expression, often referred to as 'Upaj' in the context of Kathak dance.

All delicate expressions in dance depend on Lali and Bhava. (203-20)

5.) Tukali:
R HAIRI Y TRHRHTET: 1| 0% 11 S{FRITGIe dTAdH gebeil Had |

(Performing graceful movements with the body, in a serious or profound emotional state, while being stationed
in a beautiful pose, synchronized with the rhythm of the music.)

6.) Anumana:
TAMATINTI ! faaerad Il 03 |

(The oscillation of a dancer's mind for the harmony of movement and expression is called "Anuman")
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Description in other Granths:

Nritya Ratnavali:

[a} N

TARGAA N aaTd S YAaay fadmatd Add! | SIariaHT IRA- SFHTHHE JdH || 3&Y

7.) Pramaan: "Praman" is used for symmetry.

Description in other Granths:

Nritya Ratnavali:
YT I Tord JHdT Hdd Il 385 |
(Through vocal and instrumental elements, dance achieves equilibrium.)

The concept of symmetry, as described in the "Sangeet Samaysaar," is reflected in the "Aamad,"” a rhythmic
composition executed by a Kathak dancer at the commencement of a traditional performance. Choreographically,
the Aamad involves symmetric movements originating from both the right and left sides of the dancer's body.

8.) Jhanka:
amy a1 &R0 arfl fefigggayTad: Il R0 i
I AT JA gl gRBIedT |

(If a limb moves with some circular motion towards the left or right in dance, it is called "Jhanka".)

Description in other Granths:

Nritya Ratnavali:

3SY ATARIT "HTER=IT HAYTH | = a2 d urefd: QRAISYAT | bl od < Tal g1 " qaT Jal 1 4y
I

9.) Reva:
RReurga g fefgead afe 11 oy I
TR UTGHTYE T e XaT famiero: |

(If there is some trembling or softness in the head and face due to emotional sweetness, it is called "Reva" by the
experts.)

10.) Surekha:
I 9 fadergfaafoia: 11 08 i
e add dox: JAQ Ry drvsarey oY URday YU gudp |l 0l

(When dance experts perform an angik abhinaya without any exaggerated or grotesque movements, it is called
"Surekha".)
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11.) Ang: The term "Ang" refers to the specific movements of dance, such as Tandava.

Description in other granths:

Nritya Ratnavali:

JafS e | SrgTigAAST" arvgaHad 11343 I
12.) Anang: The term "Anang" refers to the implied movements.

!13.) Dhaal:
oo oRTIR: W qRITSId dgedd | R al Hrai i+ Aaadt gfe a&dd Il 0% i

(The essence of a dancer's mind.)

Description in other Granths:

Radha Govind Sangeet Saar:
STgl Tl oY TG He 8T daidhd UAH Selie §& 8o | ITaRE STl AHIgdr™] dexrd Il erd 1l g i

In both Nrityaratnavali and Radha Govind Sangeet Saar, the imagery is vividly portrayed, likening the dancer's
body to a droplet that glides with the breeze upon a lotus leaf.

14.) Dhillai:
aferd TERIR freariifa Fmer | afe FalgTHTa=aE add 1l 20 |

(The graceful body movement that shows place or subtle movements in dance is called "Dhillayi".)

Description in other granths:

Nritya Ratnavali:

HTATS §Sd gl FURTASASIq
YA HYRAE dg FS el Hiar dar Il ¥ Il Feeamdt 1)

(As the dancer elegantly exhibits delicate body movements, seamlessly transitioning from a poised stance to
graceful motion, eventually guiding their hands to rest gently behind their head.)

Radha Govind Sangeet Saar:

et I T 3D $ Hg Yaxdl [aurd Idrd grayTad Reimd A 7 & faar &2 | 0 fecas |
o Il

15.) Namani:
Ay TRy AR | YoraY: TR a1 areuTeegH afe 1198 |l

(When difficult movements are performed effortlessly, then it is called "Namani".)
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16.) Kittu:
e PR TG o FRTEIl T e Feror: 7t FRoepaer o 1 2R

(If there is a delicate quivering sensation in the arms and breasts with the beats, it is called "Kittu".)

Description in Other Granths:

Nritya Ratnavali:
GREESICARIRIERE!
Hi et gafa wq foog: difciar 23 frg

Radha Govind Sangeet Saar:

STl JaH YT $d Hice! draed! aa™l gard | fag 11 R |
17.) Tarhar:

AT SgTAHaTRey [dg: | afe areq wexi Adad ghg: 1383 |

(In dance, if there is a rhythmic shaking of the breasts with vigour, it is called "Tarahar".)

18.) Ullas:
gggerdid HTaH Tgery Uaarid | STferepTiN=a arearagferd: 99: 11 8% I

(If the dancer's body expresses the emotion with the same enthusiasm as a musical instrument, it is called "Ullas".)

Description in other Granths:

Nritya Ratnavali:

dre feRuing Hrafedar |

TAUARINR T geiveea gg: Il 23 I (ITRE)

When the coordination of body parts is subtle, their movement fills the body with emotions. This 1s called Ullas)

19.) Vevartan:

I Uadd dSRRdgaaTHIRTH | RO fS oy a1 11 R34 I

(When experts execute both the instrumental and physical movements appropriately, it is called 'vaivartana')

Description in other Granths:

Nritya Ratnavali:
HROM3RIUTE ARIgad A feay |
TTENERTH TAY dfgaHq I 2wy Il (faaeH) |
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In the realm of Kathak, every intricate movement and melodic composition, known as "bandishes," find their
expression through the rhythmic framework of the "theka" (basic rhythmic pattern) and "nagma."

20.) Sthapana:
FUAgaRETy: fRUf: Rogad |

(At the end of irregular or other types of dramatic gestures, the position based on well-defined lines is called
'sthapana’.)

Description in other Granths:

Nrityaratnavali:

YT a1 fRUfaERy =

T T da=d 1 RITYAT dal |1 86 |1 (AT

Radha Govind Sangeet Saar:
TgT T PR RATY Yardr™l ars! g1 av
TEU IR fEQTd TGN 3T IR 1 RITYAT 11 3R |

In the context of Kathak, when a dancer executes a series of spins (chakkars) in a rhythmic sequence, culminating
in a graceful halt on the "sam" (the first beat of the rhythm cycle), followed by striking a captivating pose that
emphasizes the elegance of their body lines, this artistic moment is referred to as "Sthapana."

Analysis:

In the initial section of Parshvdev's discourse on Desi Angs, he notes their absence in earlier texts. Yet, in
contemporaneous 13th-century works like "Sangita Ratnakara," "Nritya Ratnavali," and "Nritya Ratnakosh," akin
names and descriptions surface. However, the term "Sausthav" emerges in the ancient "Natyashastra” with
disparate explications. This contrast implies that Parshvdev may emphasize distinct instructional styles for Desi
Angs, rather than their nomenclature. This insight underscores his focus on pedagogy over chronology, enriching
our comprehension of his intent in "Sangeet Samaysaar."

Certain texts exhibit consistent names accompanied by varying descriptions. Conversely, similar descriptions
occasionally manifest with minor deviations in names. For instance, the term "Tikkali" transforms into "Tukani,"
"Trikalli," and "Trikini." Similarly, variations like "Dhal," "Daal," and "Sulup," or "Reva," "Theva," and "Cheva" are
observed.

According to Ms Mandakranta Bose, “the description of ‘desiangas’ in Sangeetsamysaar shows the reader the
qualities that characterize the movement.” This is intriguing because other experts have talked about how these
movements are used, but they haven't focused on what makes them special or how they feel. It's like learning
not just about the purpose of a dance move, but also about what makes it unique and how it adds to the
performance. Ms. Bose's perspective highlights the importance of understanding not just the actions in dance
but also the feelings and qualities they bring to the performance. This approach gives us a deeper insight into
the art and helps us appreciate the nuances that make it rich and meaningful.
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Conclusion:

In conclusion, Parshvadeva's exploration of Deshi Angas in the Sangeet Samaysaar sheds light on the nuanced
elements that govern the broader essence of dance. These Desi components encompass diverse facets, from facial
expressions to body movements, joyous emotions to rhythmic nuances. As exemplified through Mukharasa,
Saushtava, Lali, Bhava, and other intricate elements, the Desi tradition embraces the spontaneous, expressive,
and harmonious aspects of dance.

The cross-referencing of "desi angs" from Sangeet Samaysaar with the movements and vocabulary of Kathak
dance reveals a fascinating interplay between these artistic traditions. Notably, similarities between certain "desi
angs" and Kathak movements indicate a potential shared influence or lineage. The concept of "Thaat" in music,
denoting a foundational set of notes for raga improvisation, appears to manifest as a structural element within the
"desi angs," further reinforcing a connection.

Parshvdev's discourse on Desi Angs emphasizes distinct instructional styles and pedagogy over mere
nomenclature, enriching our understanding of "Sangeet Samaysaar." Variations in names and descriptions across
texts further highlight the intricate evolution of these movements. Mandakranta Bose's perspective underscores
the significance of understanding the unique qualities that characterize these movements, deepening our
appreciation for the art.
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