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London Contemporary Dance School 
BA (Hons) Contemporary Dance: 
South Asian Dance Strand 
 
Outline Syllabus - Kathak  
 
 
 
Background / Context 
 
This Outline Syllabus for Kathak was written in 2004 by dance artist Gauri 
Sharma Tripathi and edited by Rachel Elliott, Senior Education Officer at 
Akādemi. Its purpose is to guide the development of the new South Asian 
Dance Strand as part of the BA (Hons) Contemporary Dance at London 
Contemporary Dance School. This work was funded by a Research & 
Development grant from Arts Council England, awarded to Akādemi to 
facilitate the development of higher education level study of South Asian 
Dance in the UK. 
 
 
Kathak - Overall Principles 
 
Please note: The terminology used in Kathak is in Sanskrit, Braj Bhasha, 
Hindi and Urdu. The closest and simplest English translation and 
transliteration has been used for the traditional terms. Sometimes a single 
word in one of the above languages conveys a whole subtle concept that 
cannot be easily reduced to one or two words. There are several possible 
translations and transliterations used by dancers when speaking or writing in 
English. In this syllabus non-English words are written with capital letters. 
 
 
Introduction 
 
Kathak is a major Classical dance form originating in the Northern part of the 
Indian subcontinent. It developed and evolved from temple courtyards, to the 
courts of Mughal emperors to its final shaping in the 20th century, on the 
stage. 
 
Kathak shares in common, with other Classical South Asian dance styles, the 
theoretical framework laid out in the Natya Shastra. This includes the Nartan 
Bheda, the three main aspects of dance: Nritta, Nritya and Natya: 

• Nritta  - non-narrative or ‘pure’ dance: rhythmic and decorative 
movement of the body and feet coordinated with hand gestures;  

• Nritya  - expressive dance: the portrayal of ideas, stories and feelings - 
a combination of pure dance and interpretative dance; 

• Natya – dance-drama or interpretative dance: the presentation of a 
character or characters by a solo dancer or group. 



LCDS Outline Syllabus – Kathak              Akādemi / Gauri Sharma Tripathi, 2004 2 

 
It also includes the concept of Abhinaya of which there are four main 
categories of expression: 

• Angika – bodily expression, ‘Ang’ means a limb or part of the body; 
• Vachika – vocal expression (singing and spoken word), the use of 

proper pronunciation and modulation of the voice; 
• Aharya – expression through costumes, make-up and physical 

decoration;  
• Sattvika– emotional expression, the representation of psychic 

conditions. 
 
The notes that follow give detail on the terms, vocabulary and structures that 
are specific to the form of Kathak. Subtle variations exist in the different 
Gharanas (schools or styles) of Kathak, but these are not discussed here. The 
foundation and the basic principles remain the same across all the Gharanas 
of Kathak but the specific contents of Nritta – Ka – Kram (traditional 
repertoire) could vary depending on the stylistic background of the teacher.  
 
 
 
Basic Stance, Use of the Body and Space 
 
The fundamental stance of the Kathak dancer is a vertical posture; the body 
held in equipoise, with arms extended upwards (Urdhava), folded towards the 
chest / middle (Madhaya), or extended downwards (Tala). Feet are shaped in 
a ‘V’ position with heels together (Sampada). Other hand positions are 
Naman, Utpatti and Sthira (Sum positions). There are gentle and delicate 
movements of the hands and circles of the wrist (Hasta Chakra, Kalas). The 
face and neck are used with subtle expression with eye glances. 
 
Kathak is a fluid and dynamic form of dance. It employs a sense of projection 
through personal and general space and work takes places on all levels.  
Bhramari (movement of the body in a whirling manner - pirouettes) is a key 
feature of the movement vocabulary. The most commonly executed 
Bhramaris are: Utpula, Chakra, Garuda and Ekpada. Pirouettes are executed 
on a central vertical axis in rapid succession of one – two – three – five and 
eight steps.  
 
Kathak is performed barefoot with all surfaces of the feet used in executing 
footwork. At least 100 Ghunghroos (bells) are worn on each ankle to 
emphasise the highly developed rhythmic and percussive use of the feet, 
enhance the rhythmic quality and accentuate the tempo markings. Gunghroos 
are made of brass: they should be of good quality, have a pleasant sound, be 
well shaped and woven on a long thread one finger-width apart. 
 
Kathak analyses the body into the following three groups: 

• Ang – the six major limbs/parts of the body: head, hands, chest, sides, 
(waist and hips), feet and neck; 

• Pratyang – the six adjoining limbs/parts of the body: shoulders, arms, 
back, abdomen, thighs and knees, and wrists; 
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• Upang – the 12 features: sight, eyebrows, eye lashes, pupils, cheeks, 
nose, breath, lips, teeth, tongue, chin and face, (it also includes other 
small areas of the body such as heels, ankles, toes and fingers). 

 
The main classifications of Anga Lakshana (the way of moving specific body 
parts) are: 

• Shiro Bheda (head gestures) - according to Abhinayadarpan there are 
nine head gestures: Sam, Udvahita, Adhomukha, Alolita, Dhuta, 
Kampita, Parivartita, Utashitpa and Parivahita. 

• Drishti Bheda (eye glances) - can communicate a gamut of emotions. 
There are 8 eye glances: Sama, Alokita, Saanchi, Pralokita, Nimilita, 
Ullokita, Anuvrtita and Avlokita. 

• Greeva Bheda (neck movements) - there are four distinct types of neck 
movements: Sundari, Tiraschina, Parivartita, Prakampita. 

 
 
Hasta Mudras (hand gestures) are symbols used to communicate characters, 
objects, actions or emotions. They are broadly classified into:  

• Asanyukta Hasta Mudra (single hand gestures) : Pataka, Tripataka, 
Ardhpataka, Kartarimukh, Mayur Ardhchandra, Arala, Shkatunda, 
Mushti, Shikhar, Kapittha, Katkamukh Suchimukha, Chandrakala, 
Padmkosh, Sarpsheersh, Mrigsheersha, Singmukha, Kaangul, 
Alapadma, Chatur, Bhramara, Hansasya, Hanspaksh, Sandansha, 
Mukul, Tamrachuda, Trishul, Vyaghra, Ardhsuchi, Kataka, Palli; 

• Sanyukta Hasta Mudra (double hand gestures) : Anjali, Kapota, 
Karkata, Swastik, Dola, Pushpputa, Utsanga, Shivaling, Katkavardhan, 
Kartari Swastik, Shakat, Shankh, Chakra, Samput, Paash, Keelak, 
Matsya, Kurma, Varaha, Garuda, Nagbandh, Khatwa, Bherund (these 
are the most commonly used double hand gestures in Kathak); 

• Specialist Hasta Mudras: In addition to the single and double hand 
gestures there are groups of specialist hand gestures: 

o Jati Hasta x 4 (Castes); 
o Dashavtar Hasta x 10 (Incarnations of Vishnu); 
o Navagraha Hasta x 9 (Planets). 

 
 
 
Important Concepts 
 
Tandava and Lasya are both important concepts in Kathak: 

• Tandava – energetic, forceful, robust dance which has its origin / 
inspiration from Lord Shiva; ‘masculine’ energy; 

• Lasya – delicate, graceful movement; ‘feminine’ energy. 
 
 
Rasa and Bhava are key concepts in Kathak in common with other Classical 
dance forms.  

Rasa literally means ‘flavour’: it can be translated as sentiment or 
aesthetic experience. There are nine Rasas in Classical dance: 
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• Sringara – the Erotic 
• Hasya – the Comic 
• Raudra – the Furious 
• Karuna – the Pathetic (sad) 
• Veera – the Heroic 
• Bhyanaka – the Fearful 
• Bibhatsa – the Odious 
• Adbhuta – the Wondrous 
• Shanta – the Tranquil 

 
Bhava is the expression of emotion: 

• Alambana Vibhava - is the fundamental cause, e.g. the hero or 
heroine; 

• Udipena Vibhava – is that which enhances the fundamental cause 
e.g. environment, beauty. 

  
Within Bhava there are 3 main categories of the 49 emotions: 

• Sthayi – constant emotional state; 
• Sanchari – transitory emotional state; 
• Satvika – physical manifestations of emotion (e.g. heart beat, goose 

bumps, sweating etc). 
 
 
Nayaka and Nayaki 
The concept of Nayaka refers to the ‘hero’ (of which there are four main 
types) or male qualities. Nayaki refers to the ‘heroine’ (of which there are 8 
types) or female qualities. 
 
 
 
Musical Accompaniment 
 
In a class and performance context, accompaniment for Kathak consists of 
Tabla (a pair of drums), Sarangi (stringed instrument), Harmonium and 
Padhant (vocals). The musicians are required to have a complete rapport with 
the dancer and vice versa. In the Nritta section a Kathak dancer mainly deals 
with devising and executing different compositions of rhythm in various Talas 
(time cycles) and a sense of improvisation in the Nritta and Nritya aspects. 
Kathak is traditionally accompanied by North Indian (Hindustani) Classical 
Music. 
 
 
 
Tala & Laya System (Rhythm & Speed) 
 
Rhythm is a major area of study and performance in Kathak. Rhythmic 
compositions are danced with precision and concluded with a flourish in a 
posture to mark the Sum (the first beat of any time cycle). The recitation of 
Bols (spoken verbal syllables) known as Padhant go along with the rhythmic 
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patterns. Kathak dancers need to be adept in the rendition of the spoken 
syllables of Tala and demonstrate the Padhant with clarity. 
 
Tala Ke Dus Pran (the ten vital elements of rhythm) is concerned with the 
management of shape in rhythmic structure. They are: Kaal, Marga, Kriya, 
Anga, Graha, Jati, Kala, Laya, Yati and Prastaar. 
 
Tatkar is the ability of the dancer to execute a variety of Jatis (rhythmic 
patterns) - on a basic metrical cycle (Tala) - through the percussive use of 
footwork. A variety of compositions need to be studied in order to get a holistic 
understanding of rhythm, speed and musicality. These compositions include: 
Tatkar, Thata, Amad, Salami, Tatkar Ka Tukda, Sangit Ka Tukda, Paran, Sadi 
Paran, Chakkardar Paran and various other types of Parans such as – 
Baddhaiya Paran, Tisra Jati Paran, Chatusra Jati Paran, Khund Jati Paran, 
Mishra Jati Paran, Sankeerna Jati Paran. Other rhythmic compositions are 
Ladi, Kavitta, Gatnikas and Gatbhava. There are also the traditional Farmaishi 
Parans which have specialities in Yati, Gati and Jatis (Mathematical Bols) 
which dancers perform on the demand of audiences. 
 
Another important area of study is Kramlaya (the progression of Laya 
according to speed). Further specific aspects of Laya include: Zarab, Vibhag, 
Avartan, Sam, Tali, Khali, Theka, Layakari, Thah, Dugun, Tigun, Chaugun, 
Bant, Tihai (Bedam and Damdar Tihai), Palta, Chand and Aadilaya. 
 
The most important Jatis used in Kathak (with Bols written in italics) are: 
Jati –  (3) Tishra –   takita takita 

(4) Chatushra –  dhadhatit tatalit 
(5) Khund –   taka takita 
(7) Mishra –   dhagena dhagetita, tagena tagetita 
(9) Sankeerna –  dhit dha tit dha dha tit titta titta ta tit 

 
 

Yatis are the shaping of successive rhythmic phrases into particular 
archetypal patterns. The 5 types of Yatis are: Gopuchcha, Sam, Srotogata, 
Mridanga, and Pipilika. 
 

 
 
Structure of a Typical Kathak Dance Class 
 

• Salutation inwards with hand gestures 
• Warm up  
• Slow – medium – fast speed Tatkar (footwork) 
• Hasta practise on 3 different levels and 8 angles 
• Pirouette practise of 5 – 8 – 2 – 3 and one foot turns 
• Revising learnt compositions (Tukras, Tihais, Parana, Kavitt) with 

Tabla accompaniment 
• Each class would contain a new element of composition and 

movement  
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• End with a long sequence of Tatkar (footwork) 
• Leading to cool down and stretches 
• Closing with chants of Aum to finish the class. 

 
The course would be tailored to the range of physical ability, previous 
experience and current needs of the students. 
 
 
  
Nritta Ka Kram  - The Kathak Repertoire 
 
(the typical order of a solo performance) 
 

• Invocation – either a Sloka, Vandana, Bhajan or Salami; 
• Nritta – pure dance and demonstration of rhythmic compositions such 

as Uthan, Thaat, Amad, Tukras/ Toras, Paran, Parmelu, Kavitt, Tihais 
and Tatkar Ki Ladi; 

• Abhinaya / Nritta – examples of episodes such as Gat Nikas and Gat 
Bhava; 

• Abhinaya sequence – A Thumri, Ghazal or Bhajan; 
• Demonstration of Nritta compositions– in Drut laya (fast tempo); 
• Tarana  or Chaturang or Sargam; 
• Tatkar (footwork). 

 
 
 
Guest tutors / additional staff and resources 
 
A tabla player will be required to accompany dance classes. 
 
A guest tutor/s will be required to impart an understanding of Hindustani 
music and compositions relevant to Kathak dance as well as vocals, poetry 
and clarity in executing Padhant. 
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Kathak - Year One Course 
 
Overall Aims & Objectives: 
In the first year, classes will focus on deconstructing and consolidating skills 
and knowledge in Kathak. This will be achieved through practical classes, set 
at a level that will permit the student to identify and find their own correct 
alignment, stance and posture and develop their sense of centre of gravity 
and use of weight. Students will learn a range of Kathak movement patterns, 
within a context of how to manage their own bodies, be healthy and fit. They 
will also learn how to adopt a professional outlook to their work, and gain 
experience of showing studies to tutors through designated termly 
assessment classes. 

• Use of body movements in all elements of Kathak technique. 
• Continue and extend execution and performance skills. 
• Introduce Kathak repertoire, with an emphasis on core stability, 

movement vocabulary, Tala system and use of the voice. 
• Continue and extend technical ability in Nritta, Nritya, and Natya. 

 
 
Body Conditioning 
There will be an emphasis on establishing appropriate body conditioning 
practices (including warm-up and cool down). These will include Yoga and 
good breathing practices.  
 
 
Nritta (Pure / non-narrative dance) 

• Recapping and improving the main movement vocabulary 
• Refining basic standing postures with correct turn-out position 
• Working on the basic Nritta Hastas (hand and wrist movements) 
• Chakkars (pirouettes) in the following number of footsteps to complete 

one circle: 5 – 8- 3- 2- 1- 4  
• Pad Bhangima (feet positions) 
• Stances and Sum (finishing) positions 
• Travelling – walks on two different levels and different speeds 
• Detailed fine usage of toes, heels and whole foot and employing them 

in three-dimensional space through slides, skips and Thirkan (shiver) 
Laya and Tala 

• Sequences of steps in Tala in 4 different speeds (Thah, Dugun, Tigun 
and Chougun speeds) 

• Execution of footwork (Tatkar) in 3 different speeds and understanding 
of the Chalan of the Tala 

• Chaal (walk) with different Jatis (speeds)  
 
 
Nritya (Interpretative / Expressive dance) 

• Exercises to increase mobility and expressiveness of the neck, eyes 
and head and expand understanding and execution of the usages of 
the movements 
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• Head movements – glances and neck movements 
• Learn 24 Asanyuta and 13 Sanyuta Hastas (hand gestures) 

 
 
Natya (Dance-drama) 

• Establish thorough understanding of Rasa-Bhava: the four types of 
Bhava and 9 Rasas (‘sentiments’) 

• Deconstruct and analyse dramatic pieces already learnt prior to study 
at LCDS eg: a Thumri, Kavitt, Bhajan or Ghazal 

• Portray the ten incarnations of Vishnu and Krishna Leela 
• Introduction to drama and characters from key classical plays (i.e. 

Ramayana, Mahabharata or Gita Govinda) 
• Students will be set reading, watch videos and where possible see live 

productions and discuss 
 

 
Abhinaya 

• Students will be introduced to an understanding of the emotional 
content represented according to the context of the dance piece 
performed 

• Understanding and execution of the layering of gestures and 
movements in conjunction to the text presented. 

 
 
Repertoire / Compositions (and Improvisation) 

• Dance notation in Teental in single, double and quadruple speeds 
• Paltas (Bant) of Tatkar 
• 2 Salami Tukras / 2 Tukadas in Amad 
• Amad with Paran prefiexed 
• 5 Tukras 
• 5 Chakkardar Tukras (Todas) 
• 5 Parans 
• 5 Chakkardar Parans 
• 2 Paramelu 
• 5 Tihais 
• Practical work with a choreographer 

 
 
Theory  

• South Asian Classical Dance: ensure thorough knowledge of the four 
other major forms (Bharata Natyam, Odissi, Kathakali and Manipuri) 
and their links with Kathak, in terms of movement vocabulary, music / 
tala, abhinaya episodes and costuming 

• Traditional dances of India: study the Ramleela and Rasleela 
• Historical development of Kathak I: The roots of Kathak in the regions 

of the Indian subcontinent 
• Biographical studies of key Classical dancers: Wajid Ali Shah (18th C) 
• South Asian Dance in the UK and the Diaspora: how is dance related 

to us in our present times both here in the UK and across the world  
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where there are communities of South Asian origin - in locations such 
as India, Pakistan, Bangladesh, Trinidad, Africa 

• Philosophy and Symbolism of Indian Dance: Male Icons – e.g.  Krishna 
and Shiva 

• Art & Architecture: traditional temples, sculpture, religious icons, 
miniature paintings 

• Rang Shala (stage craft): introductory understanding of the importance 
of measurement, lighting, arrangement 

• Aharya (physical decoration): Traditional costuming and designs 
• Prose and Poetry (Northern subcontinent): Mughal era and Bhakti 

movement 
 
 
Music 

• History of Indian Music I : Indus Valley Civilisation, Vedic music 
(Sanskrit chants), concept of guru Shishya Parampara 

• General knowledge of accompanying instruments in Kathak: 
Tabla and Sarangi – origin, description, methods of playing and 
Gharana system 

• Classical Indian Music Systems: North Indian Music – introductory  
work on Tala and Raga 

• Understanding of regional folk music from the states of Rajasthan, 
Gujrat, Maharashtra, Uttar Pradesh, Punjab 

• Musical Compositions: Thumri, Bhajan 
• Laya – (Vilambit – Madhya – Drut) – different tempos 
• Working and practising only on (Theka) (just tabla beats) 
• Notation of the Tala system, with understanding of Sum, Tali, Khali, 

Vibhag, Avartan 
• Ability to write short Tukras, Tihais and Parans in notation form 
• Working Tala – Teentala (16 beats), Dhamar (14 beats), Jhaptala (10 

beats), Ektala (12 beats) 
 
References 

• Amarnath, P, Living Idioms in Hindustani Music, New Delhi, Roli 
Books, 1989 

• Ambrose, K, revised by Gopal, R, Classical Dances & Costumes of 
India, A & C Black (Publishers) Ltd, 1950, 1983. 

• Blurton, T, R, Hindu Art, British Museum Publications, 1992 
• Coomaraswamy, A, The Dance of Shiva, India, Munshiram 

Manoharlal Publishers Pvt Ltd, India, 1970, 2nd edition1982 
• Cooraswamy, A The Mirror of Gesture:Abhinaya Darpana of 

Nandikeshwar, Munshiram Manoharlal, India,1917, 1970 
• Dadheech, Dr, P, Kathak Dance Syllabi, Bindu Prakashan, India, 1997 
• Maharaj, B, Ang Kavya, India, published by Ashish Gosain for Har-

Anand Publications Pvt. Ltd., 2002. 
• Raghava, R, Menon, Indian Music: The Magic of the Raga, Somaiya 

Publications, India, 1998 
• Samson, L, Rhythm in Joy: Classical Indian Dance Traditions, Lustre 
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Kathak - Year Two Course 
 
Overall Aims & Objectives: 
The second year of study will continue to develop the key issues of year one, 
and will focus specifically on developing the necessary strength and stamina 
to learn and perform more complex movement sequences with an eloquence 
and style appropriate to a Kathak dance artist. The course will encourage the 
development of increased dynamics, speed, clarity and endurance of 
execution. With the individual at the centre of the training, students will be 
encouraged to explore their own bodies through the classical traditions of 
Kathak and Hindustani music, and will begin to develop and formalise their 
own personal artistry and working methods. 

• Introduce a new section of repertoire with emphasis on rhythmic 
structure and Abhinaya 

• Introduce new Tala structures, looking into constructions of a repertoire 
• Comparative study between old (20th C) and new (21st C) pieces of 

choreography (dance / dance-drama) 
 
 
Body Conditioning 
Continue appropriate body conditioning practices (including warm-up and cool 
down) with an emphasis on core stability.  These will include Yoga and good 
breathing exercises.  

• Appropriate warm-up exercises for both body and footwork, to ensure 
and reinforce physical accuracy of key postures and strength 

• Work towards awareness of movements originating from the central 
axis 

• Develop a more sophisticated method of breath control, ensuring 
correct usage in the execution of dance 

 
 
Nritta  
Complete learning of the Nritta compositions from year 1 

• Increase awareness of use of arms executed on different levels 
• Ensure detailed knowledge of Jatis and speed 
• Deepen the understanding of transitions (flow and dynamics) 
• Increase understanding of the logic of physical phrasing and 

accompanying specific Bols to relevant movements 
• Increase spatial awareness (3D use of space) 
• Improve physical execution of steps, walks and turns 
• Increase understanding of the usages of different parts of the foot (toe, 

heel, full foot) 
• Be able to independently execute a 5 – 7 minute movement phrase, 

interspersed with Padhant 
Laya and Tala 

• Introduce sequence of steps in the new Tala learnt 
• Ability to perform the elements of Tala learnt in the previous year 
• Ability to make short Tihais and Tukras from Bols given 
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Nritya  

• Complete the study of the most commonly used Mudras 
• Deepen the study of Rasa and Bhava, Nayak and Nayika Bheda 
• Develop understanding of the specific usages of the face and the body 

in order to demonstrate a particular character studied 
 
 
Natya  

• Deconstruct and analyse a Kavitt and a Thumri 
• Establish knowledge of Bhava Dikhana (the technique of extension of a 

Bhava of just one sentence or a word in different ways) 
• Study and compare the portrayal of characters by a soloist (as in Nritta 

– Ka – Kram) and by the members of a group of dancers (dance-
drama) 

• Study and compare Shakuntalam and Kanupriya 
• Study and compare the dramatic work in another major South Asian 

Classical Dance form (Bharata Natyam) 
• Study the different types of Tandava and Lasya (in Ardhanareshwara) 

 
 
Abhinaya 

• Study of Thumri (a solely Abhinaya piece) 
• Understanding and execution of Tandava and Lasya 

(Ardhanareshwara concept) 
• Ensure depth of understanding and use of Rasa and Bhava 
• Study Sringara (the portrayal of love in Kathak) – compare a piece 

based on erotic love with a piece based on divine / spiritual love 
• Contrast the use of Natya Dharmi (dance-based mime) with Loka 

Dharmi (mime based on a literal portrayal of everyday life) 
• Read and understand the layers and meaning of key texts (Hindi, Braj 

and Sanskrit) 
• Refine execution of nuances of Prayang and Upang (the finer limbs)  

 
 
Repertoire / Composition 

• 5 Damdar and 2 Bedam Tihai from Sum 
• Continue to polish performance of traditional pieces from the Nritta Ka 

Kram (repertoire) 
• Students will complete short choreographic studies within clear and 

strong boundaries such as following the structure of the Nritta Ka 
Kram. They will be expected to apply Kathak principles and 
choreographic principles studied in Choreographic classes and 
combine the different techniques intelligently. This will enable students 
and tutors to check depth of assimilation of Kathak principles 

• Analyse the work of different choreographers 
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Improvisation 
Students will be asked to: 

• Improvise movements within the Kathak vocabulary to a traditional text 
or poem and a modern text or poem; 

• Improvise around a theme or subject such as love or sadness and work 
on the transitory emotions leading on to the main ones; 

• Demonstrate understanding of the principles of Kathak. 
 
 
Practical work with a Choreographer 

• Participate in workshops from leading Kathak tutors and 
choreographers from outside the UK 

• Benefit from Sambandhah, Akādemi’s visiting artists programme 
 
 
Theory  

• Historical development of Kathak II: development of the Gharanas 
(schools / styles) i.e. Lucknow, Jaipur, Banaras; the key historical 
figures; and important Granthas (treatises) – Natya Shastra, Abhinaya 
Darpan, Nandikeshwar 

• Biographical studies of key Classical dancers: Acchan Maharaj and 
Ram Gopal (19th & 20th C)  

• Traditional dances of India: study Nautanki and cross reference with 
Indian cinema in the 1960’s, 70’s and 80’s 

• South Asian Dance in the UK: origins and pioneers 
• Philosophy and symbolism in Kathak: Female Icons – Devi / Durga, 

Parvati and Draupadi 
• Art & Architecture: contemporary South Asian art (& projection?) 
• Rang Shala (stage craft): acoustics and its relativity to music; 

architecture of the theatre / performance space 
• Aharya (physical decoration): colours, patterns and shapes – historical 

references and significance; accessories and relevant costuming for 
the Kathak pieces executed 

• Prose and Poetry (Northern subcontinent): pre- and post-
Independence writing in India, Pakistan and Bangladesh 

  
 
Music 

• History of Indian Music II: Music in Ramayan and Mahabharata 
(including folkloric influences), Bhakti Movement, Muslim / Sufi 
influences on North Indian music. 

• Classical Indian Music Systems: North Indian Music – further work on 
Tala and Raga 

• Musical Compositions: Ghazal, Tappa, Hori, Chaturang 
• Recitation of Padhant 
• Further the study of notation 
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Kathak  - Year Three Course 
 
Overall Aims & Objectives: 
The final year will draw on experiences from the first two years of study and 
capitalise on this foundation to focus the student’s work on performance skills. 
Students will now be required to demonstrate the necessary attributes of a 
professional performer both in their attitude and application when learning 
material, their preparation to perform, and their presentational skills when 
showing work. They will be required to create Kathak pieces. Technical and 
professional skills learned in this course will be tested in class and will 
underpin their skills as dancers in a range of other courses with the 
programme. 

• Learn advanced repertoire with Abhinaya compositions 
• Enhance students’ ability to play with rhythmic structures 

encompassing a sense of improvisation 
• Create an experimental piece in accordance with fundamental 

principles of Kathak dance.  
• Develop a true understanding of Kathak in order to produce high 

quality work  
• Achieve the ability to dance in a synthesis of contemporary dance / 

Kathak without losing the integrity of either form and its core stability 
 
 
Body Conditioning 

• Work with an in-depth physical understanding 
• Accurate understanding of breath and the connection of movements 
• Develop a more sophisticated understanding of the shift of body weight 
• Further consolidate the usages of emphasis and lightness of footwork 

and movements 
 
 
Nritta  
Polish competence in the technique to a professional level 

• Ability to absorb and reproduce complex sequences 
• Ability to build on rhythmic structures on the spot 
• Ability to independently execute a Nritta sequence with Padhant and 

demonstrate Layakari of appropriate standard on just the Lehra 
 
 
Nritya, Natya & Abhinaya  

• Students will work towards performing a complete Kathak performance 
- starting from an invocation, Nritta Ka Kram, Thumri and Tarana - of 
one hour and ten minutes duration, for assessment by the end of the 
3rd year of study. This should demonstrate their competence and 
professional level of skill in all these areas 

• Portray Ardhanareshwara 
• Students to be able to demonstrate and perform Abhinaya pieces 
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• Students should also be able to sing an excerpt of a Thumri, Bhajan or 
Ghazal, whilst demonstrating an Abhinaya piece in Baithak (an 
expressive piece performed sitting down) 

• Ensure understanding of the Nayika bheda and its execution in a 
composition, in comparison with the Nayak bheda (e.g. Krishna, Shiva, 
or Vishnu) 

• Study of the placement of male characters and their contemporary 
references and applications 

• Create dance sequence/s which bring both the Nayak and Nayika 
characters juxtaposed randomly so as to enable the body to execute 
and portray the understanding and split-second precision both in Bhava 
(Abhinaya) and Nritta (body) movements. 

• Study famous stories portrayed in Kathak:  Ahilya Uddhar, Kaliya 
Daman, Govar Dhanleela, Chirharan and Makhan Chori. 

• Students should have the ability to show a strong sense of 
performance in all aspects including a sense of projection in the 
performing space 

 
 
Repertoire / Compositions  

• 5 Tihais 
• 2 Tihais from Khali 
• Learn a new Tala 
• Study Nritta Ka Kram in the new Tala 
• Further work on the Talas learnt 

 
 
Improvisation 

• Continue, deepen and extend the work begun in Year 2 
• Establish ability to improvise on rhythm and movement vocabulary both 

in a solo and group situation 
• Improvise the development of a character and situation in a present 

day context and space 
 

 
Theory  

• Traditional dances of India: study Yakashgana and contemporary 
theatre in India 

• Historical development of Kathak III: Characteristics of each Gharana 
• Biographical studies of key Classical dancers: Anna Pavlova (20th C) 
• Study pioneering work done in establishing group choreography, both 

in Kathak (Pt. Birju Maharaj, Kumudini Lakhia) and Bharata Natyam 
(Dhananjayans and Chandralekha) 

• South Asian Dance in the UK: shifting boundaries of South Asian 
Dance, current contemporary developments and practitioners in the UK 

• Philosophy and Symbolism of Indian Dance: Schisms – 
Ardhanareshwara (Shiv – Parvati), Brahannala (ref. Mahabharata), 
Tandava and Lasya 
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• Aharya (physical decoration): modern costuming / decoration within 
Kathak; issues of stylistic fusion and practicalities of present day needs 

• Art & Architecture, and Rang Shala: meaning, significance and 
placement of sacred items in the performance space; use of space - 
sacred / secular, public / personal; projection  

• Prose and Poetry (Northern subcontinent): contemporary 
developments in prose and poetry 

• Study the Natyashastra and Abhinaydarpan 
 
 
Music 

• History of Indian Music III: Modern era, pre- and post- Independence 
music, contemporary developments 

• Classical Indian Music Systems: Introduction to Carnatic Music (from 
South of India, used to accompany Bharata Natyam), especially 
system of Tal 

• Musical Compositions: Sargam, Dhrupad 
 
 
References 
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Basic Glossary - Kathak 
 
Abhinaya  expression 
Abhinaya Darpanam ancient treatise on the art of dancing by Nandikeshwara 
Aharya   expression through costume, make-up, props etc 
Ang   major limb / area of the body 
Angika   expression through the body 
Asanyukta Hasta single hand gesture 
Bhajan   devotional song 
Bhava   expression of emotion 
Bhramari  pirouettes 
Bols   spoken verbal syllables 
Chakkar  pirouettes 
Chaal   walks 
Drishti Bheda  eye movements 
Drut Laya  fastest tempo in performance 
Gharana  school or style of Kathak 
Ghazal   musical composition based on Urdu poetry, on divine or  

human love 
Ghunghroos  ankle bells 
Hasta   hand gestures 
Jati   rhythmic pattern 
Kramlaya  showing a sequence of footwork with increasing tempo 
Laya   speed 
Lehra   melodic line representing the Tala cycle 
Natya   dance-drama 
Natya Shastra  the major source book from C4th BC – C4th AD 
Nayaka   hero 
Nayaki   heroine 
Nritta   non-narrative or ‘pure’ dance 
Nritta – ka – kram the order of the traditional solo Kathak performance 
Nritya   expressive dance 
Padhant  recitation of a rhythmic pattern 
Paran   a composition derived from the syllables of the Pakahwaj  

(drum) 
Pratyang  minor limb or area of the body 
Rasa   sentiments 
Sum   starting point of Tala cycle 
Tabla   a pair of drums 
Tatkar   sequence of footwork 
Tala   rhythmic cycle of a fixed number of beats 
Tihai   rhythmic phrase that reaches completion after 3 repetitions 
Tukra   a complete composition involving body movements and  

footwork progressing towards completion on the Sum 
Upang   the features / small areas of the body 
Vachika  expression through speech or song 
 


