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EXECUTIVE SUMMARY 
Any dance form, before it acquires the status of being ‘classical,’ goes through a long journey of formalisation. The journey begins from actual experiences, participation and keen observation, expressed as rhythmic patterns of simple day-to-day movements and postures. Even before it is codified and laid down as convention, it finds its rhythm in folk dance forms. These folk expressions acquire a new and evolved meaning when given to the rigid aesthetic rules and regulations of ‘Performing Arts’. 

Looking at the classical dance forms as a process of evolution, it is apparent that they are not pieces of antiquity as widely believed. Each represents a new stage of development. “All forms of dance, identified as classical, are neo-classical in the sense that they are all young revivals, reconstructions or rediscoveries”. (Kapila,2010). Reconstructed and rediscovered, the urban psyche has further intellectualised these forms in modern India. Today, dance movements have been dissociated from their social concerns; and the dancers having learnt the rules, have taken on themselves, to evolve a personal and intimate vocabulary with movements.

Odisha, the eastern state of India, presents a vibrant picture in terms of exchange and absorption of this dance vocabulary in the classical dance form of Orissi. This research stems from a personal interest in the form of Orissi as a dancer. Basically it represents an   initiative to put the experience of dance to understand and appreciate the interface of body and movement with a fashion background. The body, as dealt by a dancer, is revealed to the designer as layers in the polarity of movements, in the geometry of different planes. This influence has redrawn the boundaries of fashion away from the Western ideals of the body and body-space relations. For the designer, the body is no longer the elongated fashion figure but a pause point on an imaginary line (brahmasutra) which connects it to the entire cosmos.
It is this understanding of movement patterns and stances that gives a fresh perspective to the understanding of the body and inspires exploration of various textile techniques like splicing, knotting, knitting and felting to develop textile installations. The element of stylization and the individual interpretation of the movements enrich the form and enhance the detailing of the installations.

METHODOLOGY

Before the designer switched places with the dancer, the interface of body and movement was explored at a conceptual level for creating garments for a body that breathes and moves (Annexure1-Interface). To further understand the finer nuances and the context of the dance form, many practice sessions, lecture-demonstrations and performances were attended. The aim was to appreciate how each dancer interprets and internalises particular movements. Interviews with varied range of dancers, from doyen gurus to fledglings, brought to light personal perspectives of her/his own body as a dancer, and finally, how they view the wider contemporary scenario. The informal conversations between practice sessions proved to be the most informative. A visual record was maintained to analyse these sessions at a later date. 

As a keen learner of this form of dance, one realised that each guru lay emphasis on an entirely different aspect of the technique – every movement was interpreted differently by each dancer. There existed various styles within the form. Effortless execution of movements as seen on the stage came with years of relentless practice. 
As the research progressed, one realised that the study of Natya Shastra (encyclopaedic treatise on ancient Indian dramaturgy and histrionics by Bharat Muni) and other treatise related to Orissi and its aesthetics was crucial. The primary references point for all the dance forms were these treatises which analysed movement and every aspect of performing arts in great detail. For this research, ‘abhinaya’, the emotive aspect of dance, was excluded as the focus was on the movement per se.
The viewpoints of artists, dance historians, gurus, poets and photographers have been incorporated in this research to trace the evolution of Orissi.  The study of temple sculptures was imperative to this research. Here, references are made from print and web media.
STUDY
Orissi – Reinterpreted

Orissi, as seen today, on the concert stage of cosmopolitan cities of the world is the sum total of influences that it has absorbed over centuries. The various religious movements, a firm base of folk expressions through oral traditions, rich interpretation of intense literary works and the sculptures in some of the most graceful dance postures – each has lent liberally to complete the repertoire. 

The status of ‘classical’ granted to Orissi is as recent as independent India. With political freedom came the cultural renaissance which resulted in the revival and re-establishment of many ancient forms of Indian art.
Historically, some of the movements of Orissi have their earliest reference in the 2000 years old treatise of Natya Shastra but these movements have evolved with the twists and turns of the political and religious history of Orissa. The rulers, most of whom were themselves poets and artists of great repute, brought in the influence of Jainism, Buddhism, Shaivism and Vaishnavism (various devotional cults and religious movements). The importance of ‘the temple’ gave rise to various groups of dancers. Inclusion of literary works like Gita Govinda (12thcentury Sanskrit poem by Jayadeva) added a layer of lyrical grace to this style. Unfortunately, the Mughal and finally British dominion in the area pushed the style into obscurity for some centuries.
By 1950s, Orissi in its degenerated form was confined to the maharis (temple dancers) and the gotipuas (young boy dancers). It was called Mahari and Gotipua Nach. Orissi reoriented itself when it emerged on the urban stage with dancers from respectable families. The exposure to the world led to a search for a new name.  Kalicharan Patnaik, the noted poet, playwright and musicologist of Odisha named it ‘Orissi’, which means ‘a dance which belongs to Odisha’. It also had reference to old name of Orissi, Odra Ntutya, as mentioned in ‘Abhinaya Chandrika’ (15th century treatise on Odra Ntutya)
“To begin with, the senior gurus had no knowledge of the shastras (scriptures) or authentic style and technique of Orissi (Abhinay Chandrika was not discovered at that time). When the gurus acquired knowledge in the grammar of classical dance they reformed themselves accordingly”.(Patnaik, 2006). Their interpretation was based on the innumerable sculptures of the temples and literary works of ‘Adhinaya Darpan’ (18th century text on Odra Ntutya) and ‘Natya Shastra’. 
Movement as Discussed in Dance Literature
For all the dancers, the encyclopaedic treatise of Natya Shastra is the last word on various aspects of Indian dance. It is widely believed that it influenced the classic Greek theatre and also the performing arts of the Far East.
Natya Shastra is an important source of information on the regions in ancient India and it clearly mentions ‘Utkalinga’, ‘Odra’ and ‘Kalinga’, all of which form the present-day Odisha. It also talks of tribes like ‘Shavara’ who continue to play an important role in the evolution of the cult of Lord Jagannath (popular deity of Odisha), an important influence on Orissi. 

Out of the 36 chapters of Natya Shastra, six chapters deal with physical expression and analysis of major and minor limbs in the human body; their possible movements based on laws of symmetry, proportion and purpose. 

The gestures as discussed in Natya Shastra are divided into three kinds – that of angas (limbs), mukhaja (face) and the sharira (entire body). The six major limbs are the head, hands, breast, sides, waist and feet; minor limbs are the eyes, eyebrows, nose, lower lip and chin. It describes asamyuta (single hand gestures), samyuta (combined hands) and nritya hastas (dance hands) and the usage of each which add up to a jaw-dropping 64 in number. 

Similarly, Natya Shastra lays down elaborate rules about the chari (simple movement of the feet), width of footsteps, the tempo of the gait and mandalas (series of such movement). All of these are the basis of the techniques used in Orissi. The regional variations, that are characteristic of the style now, were added along by the gurus.
Out of the 108 karanas (small combined movement of hand and feet), many of them are the acrobatic positions in Bandha Nritya (dance performed by the gotipuas).  

Movements and Stances- Basic Stances of Chauk and Tribhangi  
The visual vocabulary of Orissi is built on the two basic stances of chauk and tribhangi. The finer nuances become clearer when they are studied against the backdrop of religious movements since dance found its spiritual home in the holy caves, temples and religious institutions as an essential practice.
Chauk Position (Annexure 2- Chauk)
In pure items (technical) of Orissi, importance is given to the stance of chauk in which the feet are separated by two shikhars (hand gesture). The feet are turned outwards and knees are bent so as to make the thighs almost horizontal, a square. The weight of the dancer has to be evenly distributed. The arms open up on the side of the shoulders to form yet another open square. 
The first reference to chauk is found in Ranigumpha, in Udaygiri (100 B.C.) when Jainism (teachings of Mahavira) was the state religion of Odisha.  The Hatigumpha inscription clearly states that Kalinga excelled in the art of dance and music under the patronage of Kharavela who stands as the earliest personality having proficiency in Gandharva Veda (scriptures related to the art of music and dance).
The Mahayana Buddhism (a sect of teachings of Buddha which believes in sensitivity towards artistic expression) reasserted itself in Kalinga from 3rd century onwards in which the Buddhist monk used dance as means of deliverance and an act of spiritual awareness. 

The influence of Shaivism (devotional cult of Shiva)  from 7th century heralded a new era of construction of innumerable temples dedicated to Shiva (destroyer in Indian mythology, the cosmic dancer). Odisha is dotted with temples where the tandav (masculine) element has been celebrated in artistic excellence. It is widely believed that the pure dance items in which chauk is used extensively have evolved from the Buddhist and the Shaivite dances. 

With the rule of the Ganga dynasty from 11th century, we see the birth of a new religion which altered the history of the region forever – Vaishnavism (devotional cult of ten incarnations of Vishnu). This was the time when the monumental temples of Jagannath at Puri and the Sun temple at Konark were constructed. The inclusion of Gita Govinda in poetry for dance chiselled the emotional aspect of Orissi. The Vaishnavite influence is clearly discernible in abhinaya aspect of Orissi.

Talking of the Vaishnavite influence, chauk is considered to be the position of the Lord Jagannath who is the all pervading inspiration of dance in Orissa. Though the deity now known as Lord Jagannath, meaning the Lord of the World, is commonly worshipped as a Vaishnavite deity, the origins of the god actually represent an amalgamation of religious traditions, including local tribal beliefs, Jainism, Buddhism, Tantrism, and of course, Vaishnavism. Interestingly, the idol worshipped in Jagannath temple only depicts the upper part (torso) in which the arms are kept to the side and bent in the front. 

If we search the folk forms for being the precursor to the classical, we find that Oraons (settled cultivator tribe from Narendrapura and Ganjam districts) perform a dance called Ghumra in which rows of boys play on an instrument while executing many intricate movements comprising of jumps, pirouettes, sitting and standing postures. There are many open positions akin to the grand plie of western dance and chauk. It is highly likely that the chiselled vocabulary of movement and the intricate rhythmic patterns of the gotipuas evolved from these movements. The characteristic manner of manipulating the torso, arms and head has a strong affinity ​​​​​​with these village-dances.

Rural Odisha also has the tradition of the jatra (travelling theatre group) in which identifiable body of dance content is performed by professionals in a dramatic form. They have close connections with the gotipuas and the maharis, which have given rise to the contemporary Orissi. Most of the first generation gurus were part of jatra tradition. 

When we explore the connection of folk dance forms with festivals and rites-and-rituals, village societies in Odisha present an integated picture. Floor designs made in different media, such as rice paste, cereal or other powders are an indispensable part of various rituals. Dance recreates many of these magical diagrams, such as mandalas, the swastika (representational drawings), the square, the rectangle, and the inverted pair of triangles and intertwined serpent. The seemingly simple dances are thus highly symbolic, where the mandalas, the square, the many radii from the centre manifest an approach to cosmology as also seen in tantric practices.
Interpretation of chauk
In this unique stance, two squares in different planes are anchored in place by means of the straight line, the spine. For the western eye, it can be compared to the plie of ballet where the feet are still closer and there is no bend in the knees. The dancer has to deal with the upper square (torso) with a sense of lightness whereas the square of the legs must be strong and gravitated. It takes years for a dancer to divide the body into two and treat the two units differently. 
Chauk finds its aesthetics in the angularity of the limbs and the openness, broadness and symmetry. The extended arms in a perfect horizontal line create the relationship of the body with space. In its geometry, it also helps in extending the space around the body which in itself is a challenge in a form like Orissi where the movements are small, restrained and subtle. The similarities with shadow puppetry from the area in which the joints act as point of suspension is striking and open to research. 
The interesting connotation of chauk being a strong feminine pose relates to the worship of Mother Goddess, a symbol of primeval fertility and makes the posture extremely regional. Many dancers when spoken to could not help but relate to the feminine strength of this open position of giving birth. Chauk is often associated with the tandav aspect but it is the balance between the masculine and feminine that lends beauty to the stance.

It is interesting to note that the measure of the distance between the turned out feet is usually a span of a hand or a foot. A similar measure is followed to measure the sari and the borders of the saris in traditional India. As the space between the feet increases and the chauk becomes wider (mandala), it is used to depict more masculine elements. 

Tribhangi Position (Annexure 3- Tribhangi)
There are innumerable sculptures in the temples of Odisha in the tribhangi stance, the three bend posture. The usage of the stance far exceeds the depiction of chauk. The historical references and influences are the same as what has been discussed under chauk. 
Interpretation of tribhangi
The contraposto of Greek sculpture is the abhang(one bend stance), the standing position of ease. With the weight thrown on one leg, hands on the deflected hips, it is part of the common body language of Indian women. The tribhang is further stylization of the abhang in which one bend is exaggerated into three bends.

Tribhangi depicts the lasya (feminine) aspect of dance and, as the name suggests, is created by the three bhangas (body bends), in which the head, torso and the hips are deflected. It is not only difficult to execute but also requires immense restraint and finesse. When the dancers were asked to describe the three bends, each had a different interpretation.  

The three bends of the body divide it into three distinct planes but that also give the dancer a certain ‘S’ curve which is characteristic of the tribhang execution in Orissi. The use of the muscles in the neck, torso and thigh helps the body also remain straight with respect to the spine. 
Again, the movement emerges out of the division of the body into two large units, namely the lower limbs and the upper torso. In tribhangi, the characteristic torso movement of being pulled to one side is the initial movement and the consequential movement of the lower limbs with the bent knee and the crossing legs makes it a unique movement. In this regard, the execution of the smallest movement needs absolute control and balance. To land in the same position after a swirl (brahmhari), using one foot as the pivotal point is akin to going around the brahmand (the cosmos) and coming back to the body, to the same point, always. 

As pointed out by Kapila Vatsyayan in Traditions of Indian Folk Dances, the physio-geographical reality of India has moulded the characteristic human movements as in other parts of the world. The people who live by the sea have a curved movement of the torso and this pattern is reinforced by the circular patterns of arms which are akin to the waves and the tides. 
 Maharis-the temple dancers
Madala Panji, the daily chronicle maintained for centuries in Jagannath temple, Puri, clearly indicates appointment of a new class of temple servants known as maharis, or temple dancers on completion of the temple.
Maharis were women ‘married’ to Lord Jagannath in an elaborate ceremony at an early age of eight or nine. Once initiated into the temple life, young maharis learned the arts of music and dance and were educated and groomed accordingly.Their marriage to the Lord meant that they would never be widowed, and that’s the reason why maharis were considered auspicious and lucky. Educated and cultured, refined and devoted, they were cherished and honoured by all. 
The institution of maharis has had a chequered history. In 15th century, singing and dancing of the Gita Govinda by maharis was made mandatory in Jagannath temple. This was the time abhinaya was introduced, which became an integral part of the lyrical grace of Orissi. Soon the institution of maharis underwent a period of intense demoralization and suffered a serious setback when the area was attacked by Bengal Afghans, Mughals and British. While the last generation of maharis were still alive, their style was reinterpreted by the senior gurus. Today it is a dead tradition as most of them have taken to other occupations.
Interpretation of the Contribution of the Maharis 
For a young girl whose life was dedicated to performing arts and who received royal patronage for the same for centuries, the contribution to the form was immense. Maharis with a life of total dedication, surrounded by the exotic sculptures of dance stances in temples pushed Orissi towards rules and conventions. The use of hand gestures, dramatic abhinaya and vibrant costume, was reinterpreted in the classicality of the form.

In terms of training maharis can be easily compared to the Geishas of Japan though the socio-cultural context is completely different. Born out of the tradition of the mahari, who was considered a bride of Lord Jagannath, the contemporary classical dancer is made-up like a bride. Although influenced by the mode of dress of the maharis, the costume of the contemporary dancer is specific to the modern version and has a unique style of its own. 

The dancer usually wears a brightly coloured sari of the regional weave. To begin with, the costume was a drape. The drape made the costume unique and versatile. In constant play with the body, in stillness and in movement, it allowed for adjustments at all times. In the manner of her carrying the costume, the dancer revealed her demeanour. “She easily becomes the nayika (heroine) – the bold and the shy, the silent but inquisitive, the athletic yet graceful; wearing the drape almost as if it was her second skin rather than a textile extraneous to herself”. (Chishti, 2010). 

Gotipua Dancers-the Young Boy Dancers
When the tradition of maharis declined, a class of young boys was created to carry out the tradition. The tradition of gotipua gained popularity during the Muslim rule on account of the Purdah system which led to the seclusion of women and made their presence scarce on festive occasions. 

Arduously trained from the young age of seven or eight in the akharas (gymnasium), they made a huge contribution to the repertoire of Orissi. Most of the senior gurus were gotipuas in their youth. Part of the village community, but closer to the townships they served as craftsmen, entertainers, musicians or dancers. “They were the creators of a genre of theatrical performances, where clear-cut categories of dance, dance-drama or dance and music, dance and theatre, folk and classical were not applicable”. (Kapila, 2010). 

The gotipua dancers are never allowed to dance inside the temple. They were allowed to   dress as girls to dance in the precinct of the temple. “If the near pervasive tradition of the woman dancer of the temples is of the maharis then the gotipuas represent the male counterpart of the courtyard”. (Kapila, 2010). The roots are in the Sakhi bhava of Vaishnavas (to feel as Krishna’s friend) in which one offers self to Krishna as a female attendant. During the 16th century, Vaishnava poets composed innumerable lyrics in votive dedication to Lord Krishna and the Vaishnavas chose the gotipuas as a medium of publicity. 
Linked to the growth of this tradition is the establishment of akharas, the gymnasium in each street of the city of Puri (after the conquest of the Mughals) to encourage physical fitness to help protect the Jagannath temple from intruders. These akharas also served as nurseries for all cultural traditions and trained Gotipuas Today, on the occasion of religious festivals like Chandan yatra and Jhoolan yatra of Jagannath temple, their performance is considered indispensable. 

Interpretation of the Contribution of Gotipuas 
Gotipuas are the chief repositories of the oral tradition, besides being the catalysts responsible for the continued dialogue between the village and the urban societies; and the folk and classical traditions.
Their technique, costume and above all presentation are different from mahari tradition. The restrained use of the movements and gestures is missing in the style. It has the folksy element of spontaneity, which appeals to the common man. The themes relate to day-to-day life. The ‘dressing up as girls’ element for a wider social acceptance makes their performances intriguing for urban audience also.
Most prevalent in the repertoire of the gotipuas is the bandhya nritya which is basically a dance with acrobatic stances and movements. The stance and movements are so difficult that it is possible to achieve them only during adolescence. The tradition of gotipuas emphasises on the physical fitness and discipline of the dancer.
Contemporary scene
Today classical forms are accommodating diverse socio-cultural influences in terms of theme, movement, music, props, lighting and costumes so that the performances are more vibrant and it can accrue to the sensibilities of a larger audience. The collaborative avenues being offered are limitless. Hence, experimental forays are blending dance with painting, photography, and multimedia and so on. The younger generation of dancers is making larger global connections with the characteristic movements and absorbing readily from other dance forms. 

Many dancer-choreographers in India have been known for reinterpreting classical traditions in dance and developing a unique sequence of signature movements. The names of senior artists like Chadralekha, Leela Samson and Anita Ratnam have been associated with traditional expression rooted in the contemporary. For most of them, dance is no longer bhakti or a sacred tradition meant only to invoke the gods; it is a passionate, self-exploratory expression of the earthy, the erotic and the elemental. The idea is to explore movement that goes beyond linear notions of time to explore the dance of timelessness, inner space and consciousness. Many of them feel that classical dance forms have to be demystified and not promoted as a form that is exotic and only for the educated. 
The interpretation of the movements is always different from dancer to dancer. However, they all see the body as a link between the cosmic connections. The imaginary line, the brahmasutra, running through the centre of the body, extends beyond the head and is rooted in the earth. This profound understanding of the body helps the dancers embark on a spiritual journey. 
Movement per se has interested fashion designers and has been interpreted by many, reflective of their culture and understanding of the body that breathes and moves. Each has adopted a different tool and explored a certain dimension in his work. 
CONCLUSION
The interpretation of this research lies in exploring the polarity, viz., the extremes in the movements. In each movement taken individually, there is a feminine and a masculine element; the sculpturesque and the fluid; the erotic and spiritual; the feeling of gravity and sublime lightness. The geometry of dividing the body in different planes makes the dealing unique to a form that has evolved to be classical. The evolution as is evident in the various sculptures gives it a feel of antiquity and at the same time, its ability to absorb and assimilate, brings it into a form that connects easily to what is modern.   

The entire understanding of body as seen by the dancer germinates from the concept of brahamsutra. This imaginary line stretches the body, helps it discover the sheath, unravel the layers underneath and align them. It is also the line that gives the body the right posture, helps in balancing the right and the left in terms of the symmetry of the body and experience lightness or weight in the movement.

The concept of the human body seen as a pause point on the brahmasutra, held in space by this imaginary line, is to be taken forward for textile installations. Brahmasutra is visualised as cylindrical, spliced, rope-like structures made of yarns of steel that hang from the roof, on which the body as an organic form of nest is developed through the techniques of felting, hand knitting and knotting. On each of these rope-like structures, the body is seen as pause point in the journey of understanding of the body as various movements explained by the dancer and as understood by the designer.  

The moulded form of the felting technique is to be used as compressed, dense texture to explore the qualities of weight, masculinity and sculpture. To complement this, the techniques of hand-knitting and knotting are to bring forth the flexibility for one to interpret the fluidity, femininity and lightness of the movement. The openness of a filigree framework captures the delicacy of a style like Orissi. 
BIBLIOGRAPHY & REFERENCES
1. Ghosh, M. (reprint-2007) Natya Shastra ascribed to Bharata-Muni, Chowkhamba Sanskrit Series Ofiice, Varanasi.
2. Patnaik, D.N. (1971-reprint 2006) Orissi Dance, Orissa Sangeet Natak Academi, Bhuwaneshwar. 

3. Vatsayan, K.(1971-2010)Traditions of Indian Folk dance, Clarion Books, New Delhi

4. Subrahmanyam, P. (2003) Karanas, Mudra Prints, Chennai.
5. Gauhar, R. (2007) Orissi- The dance divine, Niyogi Books, New Delhi.
6. Chishti, R.K. (2010) Saris Tradition and Beyond, Roli Books, New Delhi.

7. Smith, S. (2006) Felt to stitch, Batsford, London. 
8. Fisch, A.M. (1996) Textile Techniques in Metal, Lark Books, USA.
9. Thapar, R. (2003) The Penguin History of Early India, Penguin Books, New Delhi. 

     10.  Odissi Research Centre (1999)   The Odissi Dance Path Finder,      

      Kumkum Mohanty, Bhuwaneshwar.

11. Iyengar, B.K.S. (2005) Light on Life, Rodale Books, London.

Videos
You tube: Martha Graham, Ramli, Anita Ratnam, Chadralekha, Leela Samson, Kelucharan Mohapatra, Ileana Citacristi, Madhavi Mudgal, Nilanjana Banerjee, Rukmini Arundale, process of hand felting.
Magazines and Newspapers
Times of India, The Hindu, View, View Point and Vogue India

 GLOSSARY
1. abhinaya

: acting, emotional aspect of dance

2. Abhinay Chandrika
:15th century teaching on Odra Ntitya

3. asamyuta 

: single hand gestures

4. Bandha Nritya

: acrobatic dance performed by gotipuas

5. bhramari                      : swirling movement in dance

6. Brahmasutra 

: imaginary line connecting the body to the space around

7. Brahmand                 : the entire cosmos

8. Buddhism 

: Gautam Buddha’s teachings 

9. chauk


: Odissi dance stance

10. chari 


: simple movement of the feet

11. Ghumra

: folk dance performed by the Oraons

12. Gita Govinda

: 12th  century Sanskrit poem by Jayadeva 

13. Jainism

: Mahavir’s teachings
14. karanas 

: small combined movement of hand and feet

15. lasya                            :feminine

16. mandalas

: series of  movement, also a wider  chauk

17. mukhaja 

: face 

18. nritya 


: dance

19. nritya hastas 

: dance hand gestures

20. Odra Ntutya

: Old name for Orissi

21. Oraons of Orissa
: settled cultivator tribe from Orissa

22. samyuta 

: combined hands

22. shikhar


: hand gesture
23. Shaivism 

: devotional cult of Shiva 

24. sharira 

            : body

25. Shastric

: classical

26. Shiva


: destroyer in  Indian mythology, the cosmic dancer

27. tribhanga

: three bend stance of Orissi


28. Vaishnavism

: devotional cult of ten incarnations of Vishnu

29. tandav                         : masculine

30.Tantrism

: of the tantras
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