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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 Mukharaśa, 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.  

 

पूरै्वरनुक्तानन देश्यङ्गानन - 

अथ पूरै्वरनुक्तानन देश्यङ्गानन र्वदाम्यहम् ॥ १९४॥ 

 मुखरसः  सौष्ठरं्व च लनलभार्वौ च तूकली। अनुमानं प्रमाणञ्च झङ्कार रेर्वा सुरेखता ॥ १९५ ॥ 
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अङ्गानङ्ग ततो ढालं धीलानि' नर्वनणस्तथा । 'नकत्तस्तरहरोल्लासौ रै्वर्वततनमतः  परम् ॥ १९६ ॥ 

 

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,) Mukharaśa:  

स्थापनं च क्रमादेषां लक्षणं प्रनतपाद्यते माल्याभरणर्वस्त्रादै्यननतत्तनेपथ्यकल्पनात् ॥ 

प्रमोदप्रभर्वा र्वक्रकान्तिमुतखरसानभधः  र्वामदनक्षणपाश्चात्यपुरोभागेष्वनानमतम् ॥ १९८ ॥ 

(Through the imagination of Nepathya (stagecraft) using garlands, jewelry, clothing, etc., the radiance of the face 

is enhanced, which is why it is called Mukharaśa.) 

 

Description in other Granths: 

 Nritya Ratnakosh: 

िद्रसं तनुते ननतं्य तद्रसानुगुणं सुखम् । पातं्र र्वणतनर्वपिातसात् कुिातनु्मखरसस्तदा ॥ ॥ इनत मुखरसः  ॥ २१ ॥ 

(When dancer expresses a rasa, it brings forth harmonious joy aligned with that emotion. Mukharaśa, by 

contrasting the character's colors, manifests that rasa. Thus, Mukharaśa conveys the message of superior dance.) 

Nritya Ratnavali: 

तचचोनचतानीष्ट"नेपव्यरचनामुखः  प्रसन्नमुखरागस्य कान्तिमुतखः  स्मनतः  ॥ १५६ ॥ (मुखरसः ) 

(One who does not make unnecessary efforts for specific compositions and, while being favorable, expresses the 

radiance of a contented facial emotion, is called 'Mukharaśa'.) 

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: 

गातं्र िनद न्तस्थतं सम्यक् सौष्ठरं्व तदुदाहृतम् । ननह सौष्ठर्वहीनाङं्ग शोभते नाट्यननत्तिोः  ॥ १९९ 

(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: 

अचंचलमकुबं्ज च सन्नगात्रिथैर्व च । 

नातु्यचं्च चत्रपादं च सौष्ठर्वांगे प्रदशतिेत् ॥ 
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कनिकणतसमा ित्र कूपतरांसनशरस्तथा । 

समुन्नतमुरशै्चर्व सौष्ठर्व नाम तद् भरे्वत् ॥ 

अत्र ननतं्य प्रित्ो ंनह नर्वधेिो मध्यमोत्तमैः  । 

नाट्य ननत्य च सर्वत नह सौष्ठरे्व सम्प्रनतनष्ठतम् ॥ 

भरत नाट्यशास्त्र 11/90-91 

(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: 

॥ जहां ननत्य करररे्वर्वारर स्त्री संुदरतासो ंच्यार अंगनको चमकाि सररर ननचो करें  ।  

अथर्वा महाराजनकी जेसी रुनच होि तेरो ंसररर ननचो कर ननत्य करे सो सौष्ठर्व ॥ ३० ॥ 

 

Nritya Ratnakosh: 

सौष्ठरं्व ित् पुरा प्रोकं्त तस्य पात्राङ्गुलैसु्त िा । 

 चतुनभरष्टनभचैर्व िद्वा द्वादशनभन्तस्त्रधा || 

 खर्वतता जानुक टू्यरुकणे्ठष्वीिेच्छ्याथ र्वा । 

तत्तदेशानुसारेण तत् सौष्ठर्वनमहोनदतम् ॥ 

इनत सौष्ठर्वम् ॥ १ ॥ 

  Nritya Ratnavali: 

इच्छिा भूनमपालानां तत्तदे्दशानुसारतः  । अतः  परं तु सर्वततं्व परं ननते्यन शोभते ॥ १२५ ॥ (सौष्ठर्वम्) 

 

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: 

नाटं्य ननतं्त च सरं्व नह सौष्ठरे्व सम्प्रनतनष्ठतम् । 

 सङ्गीतसुखसञ्जातो लार्वण्यरसपोषकः  ॥ २०० ॥ 

हषोत्कषतसु्तभार्वजै्ञलतनलररत्यनभधीिते । 

 

(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: 

तालच्छन्दानुगं नतितगु पाङ्गानदनर्वचालनम् । सुकुमारं नर्वलासाढं्य लनल "ररतु्यनचरेऽपरे ।। १३२ ।। 

(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:  

िनतमानं समाकण्यत र्वाद्यतालसमुद्भर्वम् ॥ २०१ ॥ नततनौतु्सक्यजनश्चत्तनर्वकारो भार्व उच्यते । 

(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: 

॥ जहां गीत ननत्यके अनुसार गारे्व । लिसो ंनमल्यो ननत्य होि । मधुर नर्वलाससो ंननत्य होि । सो भार्व ॥ १४ ॥ 

Nritya Ratnavali: 

'स्यान्ननतसनहतं गीतं र्वादं्य च लि' सन्तितम् नसतच्या प्राप्यप्यन्ाः  पुष्यन्त्ाः  पुरुकाकुरान्। 'ननत्तस्य नर्वरनत नक्षपं्र भार्व इत्यनभधीिते 

॥ १३७ ॥ 

Nritya Ratnakosh:  

ित्र ननत्यानुगं गीतं नाटं्य च लिसुन्दरम्! पश्यिी हषतमासाद्य पुष्यतीर्व कलाङ्कुरान् । स्वभारं्व सालसं ननते्य स भार्वो भार्वनोनदतः  

॥ ॥ इनत भार्वः  ॥ १४ ॥ 

 

(‘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:  

स्थानकेन मनोजे्ञन न्तस्थत्वा गम्भीरभार्वतः  ॥ २०२ ॥ अङ्गस्यान्दोलनं तालसमानं तूकली भरे्वत् । 

(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:  

गत्यनभनििोगाि नततकी नचत्तदोलनम् ॥ २०३ ॥ 

अनुमानं समुनद्दषं्ट प्रमाणं साम्यमुच्यते 

(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: 

ननतप्रसु्ततिौगगीतर्वाघ कन तैक' भू्रलताके्षप नर्वतकत िनत' नततकी । ढोलाितमा िन्तस्मन् अनुमाननमदं मतम् || १६५ 

 

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

 

Description in other Granths: 

Nritya Ratnavali:  

प्रमाणं र्वतर्वाद्याभ्ां ननचस्य समता भरे्वत् ॥ १६६ ॥ 

(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:  

र्वामे र्वा दनक्षणे र्वानप नकनञ्चदुद्र्वनत्तभार्वतः ॥ २०४ ॥ 

अङ्गस्य चालना' ननते्य झङे्कनत पररकीनततता । 

(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: 

उद्धनत्य चालनित्वा "माहरिी सनर्वभ्रमम् । नं र्वञ्चिमाने र्व पार्श्ततः  पुरतोऽथर्वा । नततकी तनुते ननतं्त िदा झङ्का " तदा मता ॥ १५५ 

॥ 

 

9.) Reva: 

नशरस्यपाङ्गिोशै्चर्व नकनञ्चदुल्लोलता िनद ॥ २०५ ॥ 

दृश्यते भार्वमाधुर्य्ातत् सोक्ता रेर्वा नर्वचक्षणैः  । 

(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:   

आनङ्गकानभनिो ननते्य नर्वकिाङ्गनर्वर्वनजततः  ॥ २०६ ॥ 

िनद प्रर्वततते तजै्ज्ः  सुरेखतं्व तदीररतम् ताण्डर्वानदषु ननते्तषु प्रसु्ततेषु पनथक् पनथक् ॥ २०७ 

(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:  

उते्तनष्ट ननताि । अङ्गनमतु्यच्यतेऽन" ताण्डर्वानलम् ॥ १५३ ॥ 

12.) Anang: The term "Anang" refers to the implied movements. 

 

!3.) Dhaal:  

नततकी नचत्तसारः  स्यात् तस्माड्ढालं तदुच्यते । स्थाने र्वा मन्दगमने नततक्यां िनद लक्ष्यते ॥ २०९ ॥ 

 (The essence of a dancer's mind.) 

 

Description in other Granths: 

Radha Govind Sangeet Saar: 

जहां ननत्यमें जेसें मंद मंद हाल तलकके पत्रमें जलनद बंुद हले । िा तरह अंगको मनोहरतासो ंलहरारे्व सो ढाल ॥ १७ ॥ 

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:  

लनलतं गात्रशैनथलं्य नधल्लािीनत ननगद्यते । िनद सर्वातङ्गनमनमनािासेन र्वततते ॥ २१० ॥ 

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

 

Description in other granths: 

Nritya Ratnavali:  

भार्वाद्रत ' हृदिं हेला' मन्थारामन्दसौष्ठर्वम् 

'श्लथं मधुरमङं्ग चेद् निल्लािी कनथता तदा ॥ १४२ ॥ (निल्लािी 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: 

जहां सी ननत्यमें अंगनको कुछ कछु संुदरता नदखाि चलारे्व हार्वभार्वसो ंररझारे्व लीलासो ंननत्य करे नर्वलास करे । सो नढल्लाई ॥ 

७ ॥ 

 

15.) Namani: 

नर्वषमेषु प्रिोगेषु नमननस्समुदाहृता । भुजिोः  स्तनिुगे्म र्वा तालपातैस्समं िनद ॥ २११ ॥ 

(When difficult movements are performed effortlessly, then it is called "Namani".) 
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16.) Kittu:  

स्पन्दनं सुकुमारं स्यादेतत् नकतु्त ननगद्यते नततने िनद नततक्याः  स्तनिोः  नक्षप्रकम्पनम् ॥ २१२ ॥ 

(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:  

तनिः  "जो को तासंनमतम् 

सील नततकी कुिातच सत्" नकतु" कीनतततम् ||१३||  नकतु 

Radha Govind Sangeet Saar: 

जहां ननत्यमें भुजा कुच कनिको ंतालकी लिसो ंचलारे्व । सो नकतु ॥ ९ ॥ 

17.) Tarhar:   

लक्ष्यते बाहुपर्य्तिमेतत्तरहरं नर्वदुः  । िनद र्वादे्यन सदृशं नततक्य मुहुमुतहुः  ॥ २१३ ॥ 

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

 

18.) Ullas:  

िद्िुल्लसनत भारे्वन तमुल्लासं प्रचक्षते । आनङ्गकानभनिो र्वाद्यपादानामुनचतः  समः  ॥ २१४ ॥ 

(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:  

ताद् नद्वनत्रगुणेाद् भार्वनमम्यितदा । 

श्लथसन्तिनभरङ्गस्य सूकै्ष्मरुल्लसनं मुहुः  ॥ १३४ ॥ ( उल्लासः ) 

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

 

19.) Vevartan:  

िनद प्रर्वततते तजै्ज्स्तदै्वर्वततनमीररतम्' । करणानभनिस्यािे नर्वषमस्यापरस्य र्वा ॥ २१५ ॥ 

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

 

Description in other Granths: 

Nritya Ratnavali: 

करण"अमरीपाद नारीहसै्तितथोनचतम् । 

िाद्याक्षरसमं ननते्यष तस्यानद्वततनम् ॥ १५४ ॥ (नर्वर्वततन) | 
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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:  

रूपसौष्ठर्वरेखानभः  न्तस्थनत: स्थापनमुच्यते । 

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

'sthāpana'.) 

 

Description in other Granths: 

Nrityaratnavali: 

रेखार्वाला िा न्तस्थनतमुतखरसेन च। 

ननत्यस्या 'नभनिानां र्वदिे सा स्थापना तदा ।। १२६ ।। (स्थापना) 

 

Radha Govind Sangeet Saar: 

जहां ननत्य कर धरतीपें संुदरतासो ंठािी होि संुदर 

मुखपें चमत्कार नदखारे्व मनोहरतासो ंअंग राखे सो स्थापना ॥ २९ ॥ 

 

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 Mukharaśa, 

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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