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ABSTRACT

Human beings have been expressing their complexabsitact feelings or emotions through non verbah$ of
communication. Dance is one of the greatest andia@perms of non verbal communication. In dan¢® human body is
used as a medium or instrument which transfornedf iom the realm of movement to the realm of megnThis paper is
an attempt to focus on dance as not only a toobafverbal communication but also a tool of conmgya wide range of

stories, emotions, feelings, etc. symbolically dighctically.
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INTRODUCTION
Bharatanatyam: The Crescendo of Non Verbal Communiation

Besides verbal form of communication, human beings many behavioral patterns to make others uroherst
messages more clearly. These behavioral pattembeaisual, aural or gestural which speak morectly and clearly

than words because words have their own limitations
“Words stain
Crack and sometimes break,
Under the burden; under the tension,
Slip slide, perish, decay with impression.” (T.H0o& 207)

Therefore, most of the times we rely on pitch, togestures, postures, facial expressions or eyé¢acisn
i.e. non verbal form of communication, to conveyatvlive want to. We receive a lot of information imtenally or

unintentionally just by looking at whatever happansund us.
Fine Arts: One of the Greatest Forms of Non VerbaCommunication

There are various forms of non verbal communicatfofine art is one of the greatest forms of comioation in
the world though which many abstract, invisiblecomplex feelings and emotions can be expressetyedbie artists
symbolize the intended messages and codify themaliodl the spectator or viewer to decode and im&trthe hidden
messages or meanings. The vehicle they use to garaehes simultaneously to the mind and the ke beholders

and the language they use is the language of imagg@mnbolism, gesture or body movements.
Dance: Representative of All Arts
Many artists and scholars believe that among varfotms of fine arts, dance art was the very first art.

As we all know, the impulse of dance is inborn, aisdcapable of solving many purposes. It serves
communication as a common language of signs andements through which one is not only able to expm@se’s

sentiments, emotions or feelings but can also selealevate or understand inner conflicts, tensiteer's, aspirations,
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hopes or ideals. According to Krishna Sahai dascé.i. a harmonious expression that reveals therinature of things,

regardless of the subject, where the theme, eXpresontact and form are in balancg.2)

Being the very first visual commentary on concretenifestations of thought and composite form ofaatk,
dance can be regarded as a representative oftaltaunderstand the culture of a society as it been used as an
important medium to preserve, perpetuate and dpubk experiences, knowledge, culture or custons®oiety from one
generation to another.

Dance in India

In India, dance has been an integral part of eperjorming art and the very essence of culturafoperances.

Laban has rightly said,

“The dance is the mother of the art. Music and yoeist in time, painting and architecture in spathe creator
and the thing created, the artist and the worlkstilleone and the same thing. Rhythmical pattermofzfement, the plastic
sense of space, the vivid representation of a weeéth and imagined, and these things man creabés awn body in the

dance, before he uses substance and stone andongive expression to his inner experienc@rtice 1)

In India, the panorama of Indian classical dangesiges an answer to the unique, yet diverse alltueritages
of the different regions. It seems to uphold thehtbehind the statement of ‘unity in diversity’dathe saying from the

Upanishad i.e. ‘the ultimate Truth is one but th¢hg leading to it are many’ (ekam sat viprah bahddanti)’.
Evolution of Indian Dance

As far as the evolution of dance is concerned,iticahl Indian studies and scholars accept thatdwibeings
have always been overwhelmed by the beauty ofioreavhich had infused the feeling of humility befathe unknown
‘power’ behind all creations on this earth and ireghthem to express themselves before the unkmmamrer. This urge to
express or communicate their beliefs, emotionseaubful feelings gave birth to dance form. Thishakable faith and
urge to worship the divine power found expressimough dance. So, Indian classical dances arentyaage, a vivid
narration of the moods, passions, tales, legendsaposition of philosophies and above all, a dewai offering which

uplifts both the spectators and the performer.
Bharatanatyam Dance

The art of Indian classical dances like Kathak, Mar, Kathakali, and Bharatanatyam and so on lgebed to
be originated in heaven, and later on took diffestrapes. Although first two are the reflectiondiaidustani music and
other two are of Karnatic music, yet all of thene governed more or less by the principles and fgales enunciated in
the Natya Shastra written by Bharata Muni.

Figure 1
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Bharatanatyam: The Dance of Bharata

Although Bharata Muni’s Natya Shastra is a souffcalldndian classical dances, yet Bharatanatyantedas an
important place because it is considered as theedahBharata and a harmonious blendingbbfava, ‘raga, and‘tala’.
Bharatanatyam dance is not only a dance form st @alsource of expression of the greatest joy alffitirhent. It is the
superlative form of the Indian classical dance®living all the aspects of dance, drama and musit in the words of

Krishna Sahai,

“A Bharatanatyam performance is not just the culttion of years of practice and training, nor yelyabol of
tradition that fades into mythology. It is a visuaterpretation of all the arts of India, of musind rhythm, literature,
poetry, sculpture and painting. It is a mirror afiverse, reflected through a series of emotionatest It is the final
worship.”(147)

This explanation shows that Bharatanatyam is thstreophisticated dance form with the intricaciedaafial
expression, gestures, footwork and costume. Thexefit touches every possible aspect of non vefbain of

communication. When Bharatanatyam is performeabjitears as if
“The dancer disappears and only the dance remains.
Then the dancer is the dance.
There is no dancer separate from the dance,
No dance separate from the dancer.
This is unio mystica.lOsho, Acharya Rajneesh) (Sahai 147)
Non Verbal Aspects of Communication in Bharatanatyan

Bharatanatyam is a classic blendNgftta (rhythmic elements)Nritya (combination of rhythm with expression)

andNatya(dramatic elements).This blend is known AbkHinaya

Abhinaya is the rhythmic expression of moods, emotions anchaarative through the use of mudra
(hand gestures), rasa (facial expression) Bhdnga (postures of the body). It literally means thephesentation or
exposition of a certain themeAbhinayais derived from the Sanskrit root ‘NI’ meaning ‘tonvey’ or ‘to lead’.

SoAbhinayais a state of being or feeling’. Abhinaya has fo@ans of communication:
» Angikai.e the language of expression through the meditithe body, the face and movements;
* Vacika,i.e. the expression through words, literatureranth and their delivery;
* Aaharya,i.e. the expression through decoration such gsgproostume, ornaments and make up; and

» Sattvika,i.e. the expression through acting out and matiiigshe different states of mind and feelingsrdeinal

emotions.

So we can surmise here tladthinayais not only an art of acting, but also an artigtiocess by which sentiments
(bhavas) of a feeling or emotions are produced. In itdezing, the dancer has to follow one basic priecipe. every

action of one side of the body must have equiliborof other side of the body.

Among these four aspects of nonverbal communicatithe angika abhinaya is the visible form of

communication through bodily gestures and faciglregsion that is why it is primarily consideredii® a nonverbal
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communication mode.Angika abhinayas the use of artistic gestures. Its rules reguthe actors’ bearing, walk and

movements of features and limbs’. (Natya Shastiia.M-15.)

As Angikameans ‘of the limbs’, i.e. every part of the badyable of movement; that is why it is normally mo

as mime with a comprehensive sign language-a layjggabgesture’ Petronius Arbiter rightly said,
“From a man’s face, | can read his charactersdd him walk, | know his thought¢Burnaby 76)

The dance of Bharatanatyam depicts each and ebgggtar emotion through gestures and body languaggea
gestural language reflecting a thorough knowledgetmle universe. The dancer uses her body asguéae to express

most mundane to the most abstract concepts or disé common to the uncommon emotions and feelings.
Head Gestures as Important Aspect of Communicatiom Bharatanatyam

The head gestures according to Natya Shastra (€hapit) are of thirteen kinds while Nandikeshwaira
Abhinayadarpananmentioned only nine kinds. Tt&ama(level) is the head gesture, when the head isamietss but not
bent or raised up, denotes not only the beginnihgrtya but also anger, pride, satisfaction and cessaifoaction.
The nodding headK@mpita movement) is assigned to the head shaken up amth dlowly denoting assert, direct
perception, conversation, enquiry, asking a questioinnocence, etdlolita, i.e. rolling movement of the head indicates
distress, intoxication, frenzy or unwillingnesssitation, obsession or sleeplessness, etc., whéaiasmukhavhen the
head is bent down denotes salutation, shame, amigtfmodesty. These head gestures can even be ifoondinary body

language.
Neck Movements as Important Aspect of Communicatioin Bharatanatyam

Besides the head, neck movements are also peaulBharatanatyam dance. In Natya Shastra, Bharatai M
mentions that, ‘gestures of the neck are to follbergestures of the head, and the head gesturassareeflected in those
of the neck.(165-66)Nandikeshwara in his bodlbhinayadarpananncludes neck ilinga’swhile in other treatises it is
included in Pratyanga Sundari, Tiraschina, Parivartitaand Prakampita are mentioned inAbhinayadarpanam
The Sundarimovement, where the neck is moved horizontallyyotkes the beginning of affection, effort, complatio
width and approval with pleasure whilErasching upward movement of the neck on both sides, iscatide of
brandishing of a sword and the gliding of the setp&he third neck gesture Faivartita where the neck moves from right
to left like a half moon, communicates kissing theeks and erotic dances, whereas the fourth kind?rakampita like

a pigeon’s neck, moves forward and backward, denaia and I, swings, murmuring and counting.
Chest Movements as Important Aspect of Communicatioin Bharatanatyam

In the Natya Shastra, Bharata describes five ahesements ‘the natural pose of equipoise: drawmisprrow,
fear, shame and modesty; heaved up in pride, ceusrad anger; raised, in viewing lofty objects, awping, and high

purposes; shaken or flexed back and forth in weppirlaughter, or flexed rhythmically in the dan¢Ragini Devi 36)

In Natya Shastra, ‘in the exposition of sentimahts movements of the eyelids, lips, cheeks, nosesirils and

chine’ are classified and concisely defined.
Facial and Eye Movements as Important Aspect of Comunication in Bharatanatyam

Among these parts of the face, eyes are given nmpbrtance in many treatises on dance and dranerddson
behind this is that in order to collect informatiome normally look at the face of another persoriigadarly in eyes as

they are a window to the soul. Shakespeare wroleu“tallest me there is murder in mine ey@gse Act 3, Scene V)
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In Indian classical dances, the movement of thes @jong with eyebrows and eyelids play a veryisigmt role
and thereby serve two purposes: the one is thgtftieeis on the attention of the spectators on #redr and the second is
that it enables the dancer to communicate her ilfeef~or example when Lord Shiva in Hkaudraform opens His third
eye on the forehead out of anger, it annihilateghang and everything. Therefore, eyes are onéefmost reliable and
dominant features of body language which helpsdnveying the emotions like hate, fear, guilt, losepport and

confidence eftc.

In Natya Shastra, thirty six different glances andAbhinayadarpanama variety of glance movements are
described. For an instance, tAgalokita glance, i.e. looking down, is used to look at adsiw, bed, study, reflection,
exercise, fatigue, etc. whereldsnilita, i.e. closed eyes, denotes a snake, meditatitutatan, lunacy, muttering, being

under another man’s power or keen observation.

In the same way other eye glances also commurspateific messages or sentiments. Like eye glamsgesballs
are also significant in the Bharatanatyam. Thettutar movement expresses passion, fury or valalewhe vertical and
horizontal movements are indicative of wonder, easid) divine matters and heroism, fear, directionystery
respectively. So it is very clear that the rhythmmovements of the eyes either semicircular or lootel help in

beautifying pure dance.
Hand Gestures as Important Aspect of Communication Bharatanatyam

Hands oHasta Mudrasconstitutes one of the most important topics afhactice and theory of Bharatanatyam.
Although being highly complicated part of angikahmdaya, thehasta mudrasof Bharatanatyam are a very highly
developed aspect of art and are a means of comatigricwith the Divine. Nandikeshwara emphasizesnifgortance in
the following way, “Where the hand goes, the ey, where the eye goes, the mind follows andreliee mind goes,

rasa is born.” (Ragini Devi 43)

Therefore, hand gestures play a very significalet iro producing Rasa. They are a kind of sign lagguwhich is
used for a variety of reasons such as to bringirdwrent qualities, to convey deeper feelings, tmenthe meaning of
songs or to invoke the myriad forms of the Divig®, hasta mudras help to describe elaborately @pig,tidea or the
mental state of the dancedatya Shastra anédbhinayadarpananiist numerous mudras with their meanings. In the
Bharatanatyam dance there are two kinds of Hastdrasu 1:Asamyutha hastae single hands and Zamyutha hasta
i.e. combined hands and sometiniMritta hastai.e. hands used only inritta or pure dance. In Natya Shastra28 and in

Abhinayadarpana4 Asamyuta hasta mudrase described:
Pataka Tripatakordhapataka Kartareemukhaha
Mayurakyordhachandrashcha Arala Shukatundakaha
Mushtishta Shikarakyashcha Kapitha Katakamukhaha
Suchee Chandrakala Padmakosham Sarpashirastata
Mrugasheersha Simhamukho Langulasolapadmakaha
Chaturo Bramarashchiva Hamsasyo Hamsapakshakaha
Samdamsho Mukulashchiva Tamrachooda Trishoolakaha

Ashtavimshatihastha Naam Evam Naamaanivikra(ivatGhosh 93)
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Figure 2

As mentioned in connection witlhsamyuta hasta'Samyuta hastaare listed which again vary from one dance
treatise to another. Natya Shastra &adya Ranjanamention thirteen and\bhinayadarpanammentions twenty three
Samyuta hastawhich are as follows:

Anjalishcha Kapotashcha Karkata Swastikastatha
Dolahastha Pushpaputaha Utsanga Shivalingakaha
Katakavardhanashchiva Kartaree Swatikastata

Shakata Shankha Chakrecha Samputa Pasha Keelakau
Matsya Koorma Varahashcha Garudonagabandakaha
Khatwa Bherundakakhyashcha Avahitastathivacha

Chaturvimshatisankhyakaha Samyuta Katithakargdiva Ghosh 104)
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These numbers do not matter at all. What mattetsssdea that the hand gestures communicatedtrasiclearly
and along with the facial expression, they plaggysignificant role in delineates particular me@nor information of the

dancers. For an instance, dlapadmahand gesture, when held high above the head ilethlkeand, is symbolic of sun:

Figure 4

When a little lower with the right isuchi mukhdowards it, then it signifies a palace or city:

Figuer 5

Figure 6

Another famous hasta mudraSikhara hasta mudra closed fist with the thumb up, is used to sylmbahe
manifestations of the Divine power. It also symbed success, triumph, a pillar, making offeringn@nes, the upper lip,

a tooth, questioning, something entered, sayingeumllection or the act of embrace and soundibgla

Nandikeshwara irAbhinayadarpanandescribes the variety of hasta mudras and theis. lBsaka mudrain

which the thumb is bent to touch the fingers, drafingers extends, is indicative of “the beginnaiganatyaand denotes
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the clouds, a forest, forbidding things, bosomhbig river, region of gods, the horse, cuttingadyilying down, attempt at
going, prowess, favour, moonlight, strong sunligbtcing open doors, meaning of seven case-endimgge, entering a
street, equality, anointing the body of one’s oifegaking an oath, silence, palmyra leaf, shidioching things,
benediction, the ideal king, saying ‘such a sudcel|, the sea, succession of good deeds, addresgigson, going

forward, holding a sword, a month, a year, a ralay and cleaning with broom(Ghosh 52-53)

Through hand gestures the dancers form a languadj¢haough the words of this language they canalgpe

whole universe.
Postures as Important Aspect of Communication in Baratanatyam

Besides these kinds of gestures, another areapafrtance is the postures or stancesShilpa Shastrahe ideal
posture of the body is depicted which are fourumber. The postures are normally calktthngasn Indian culture as it
shows the deviation of the body from the centrateposition. The first posture Abhangawhich signifies ‘off-centre’ or
the body slight bend with one hip raised gracefaltyl the weight of the body is supported by oneodlely. The second
posture issambhangavhere the equal bend of equipoise is assigAétihanga,the third posture, is the great blend with
the torso diagonally inclined and the knees ard twereas the fourth and the last postur€rishangawhich means the
triple bend with one hip raised while the torsovewt the opposite side and the head is tilted aingte.

The emotions are shown through bodily movementsgastiures, as they are universal signs or syminolgtas
not very difficult for spectators to understand #yenbolic representation of dancer ‘using the baitih hand gestures to
convey ideas... the language of body and hand gesturée approached in three ways. One way is tridesa situation
as narrator. Another is to become the various cbars In the third approach, the dancer becomesbpett or a natural

phenomenon- say, a tree, a creeper, a breezena s&in, a river, etc(The Hindu 2).

So it can be said here that the above mentioneth@lements of angika abhinaya, when combined vatthe

other from head to toe, evolve into a further whimovements i.enfritta’.
CONCLUSIONS

In this way the exploitation of the modes of notarcommunication is clearly seen through the cphod
Abhinaya, revealing the Indian classical dancesa &gightened sense of communication. This alsézesathat what a
human body is capable of doing when with the hélpatlily organs, it shows the expressive movemedtsit can be
surmised here that Indian classical dances liked&anatyam are the crescendo of nonverbal commtioricdt is relevant

to quote Bharata Muni here, who said,
“There is no wisdom, nor knowledge; no art nor tonad device, nor action that is not found in Natya

Bharatanatyam, in the most refined, enjoyable, gifgp joyful and beautiful manner attains the hgthéorm of
communication without words. Here both what and tase not different things but one and the samegthimd ‘what is
said’ is said via ‘how it is said’.
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