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Abstract:  

 

This paper analyses selected cinematic choreographies of Gopi Krishna, through a slightly Kathak based 

framework, while also exploring how his classical training shaped the distinct stylistic features of his work. 

Gopi Krishna, a renowned Kathak practitioner, played a pivotal role in establishing and popularizing 

Kathak in Indian cinema, thereby making it more accessible to the lay audience. Gopi Krishna, renowned 

for both his classical and semi-classical choreographies, marked an era in Indian cinema distinguished by 

its richness in dance and choreography. 

 

This study primarily focuses on the choreographic patterns of Gopi Krishna, examining some of his most 

prominent silver screen works that are not only rich and ornate in their choreographic design but also 

featured in films widely cherished by the public. Accordingly, the films selected for analysis in this paper 

include: a. Jhanak Jhanak Pāyal Bājē (1955), b. Mehbūbā (1976), c. Umrāō Jān (1981). 

 

Many of the films featuring Gopi Krishna’s choreography are remembered primarily for their songs and 

dance sequences. This paper therefore seeks to examine the choreographic structures he employed, 

adopting a qualitative approach across different films and periods of his career. 
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Introduction:  

 

Classical dance in today’s India is the result of collective efforts of many visionaries. Indian classical 

dance, popularly known as Śāstrīya Nṛtya has undergone series of reconstructions in order to redefine its 

structure, after the disruption caused by the invasions. Kathak being one of the prominent performing art 

forms of India was affected to its core due to centuries of Mughal dominance in Northern India. Further 

alike many traditional art forms Kathak also experienced downfall, losing its sanctity and authenticity due 

to colonial rule. Thus post-independence Kathak underwent a phase of reestablishment, through which 

many pioneers revived and propagated the lost art form of storytelling. 

 

Gopi Krishna was one of the most prominent practitioners of Kathak, known for his immense contributions 

through creative choreography, which played a key role in popularizing of the art form in the late 20 th 

century. He hailed from an esteemed lineage of performers. Dance historians highlight that his mother Tārā 

Devī and maternal grandfather Pt. Sukhadeva Mahārāja were acclaimed practitioners of the dance form. 

Born in Calcutta, in the year 1933, Gopi Krishna began learning Kathak at the tender age of three from his 

grandfather. Further he also took dance lessons from Acchan Mahārāja, Lacchū Mahārāja, and Śambhū 

Mahārāja, but he always included the intricacies taught by his grandfather in his performances. 

 

He did not limit his learning till there, he also learnt Bharatnāṭyam under Guru Mahāliṅgam Piḷḷai and 

Guru Govinda Rāja Piḷḷai from Sri Raja Rajeshwari Bharata Natya Kala Mandira. At the mere age of 

thirteen, Gopi Krishna was awarded the title of “Nataraja” in the Bengal conference held at Calcutta 

(Jaiswal & Upadhyay, 2023). Proficient mentorship and rigorous training shaped Gopi Krishna into a 

skilled and competent artist in his formative years itself, which in turn led to his unparalleled contribution 

in the field of art at a very young age. His exposure to distinctive dance styles played a crucial role in 

creation of his unique dance approach and signature choreographic style which helped him popularize 

Kathak.  
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Methodology / Approach:  

 

This study employs a qualitative research approach to examine the artistic contributions of Gopi Krishna 

through his choreographic patterns in Indian cinema. It also utilizes secondary sources such as scholarly 

articles, archival film analyses, and pre-recorded expert interviews. 

 

Analysis: 

Cinema wise analysis of choreographies done by Gopi Krishna:  

a) Jhanak Jhanak Pāyal Bājē:  

 

Introduction to the movie:  

Jhanak Jhanak Pāyal Bājē (1955) is a romantic musical drama acclaimed for its exquisite integration of 

dance and music. The narrative revolves around the life of Giridhar, a gifted dancer portrayed by Gopi 

Krishna himself, whose performances form the backbone of the film. In this work, dance functions not 

merely as decorative choreography but as a narrative device that drives the plot forward. The film also 

featured Sandhya and Keshavrao Date in prominent roles and was directed by the eminent filmmaker V. 

Shantaram (Shantaram Rajaram Vankudre). Written by Dewan Sharar, the film received critical 

recognition, winning four Filmfare Awards and one National Film Award (IMDb, n.d.). Celebrated for 

foregrounding dance as its central element, Jhanak Jhanak Pāyal Bājē remains a landmark in the history of 

Indian cinema. 

 

The film comprises approximately twelve to thirteen songs, interspersed with numerous patches and 

sequences of dance that extend beyond the formal song structures. As the narrative revolves around the 

life of a dancer, almost every scene incorporates elements of movement, rhythm, or performance, rendering 

the film musically rich and visually engaging. Dance is represented in a wide spectrum of forms ranging 

from folk traditions to classical expression of art, from intimate practice sessions to elaborate stage 

presentations, and from solo expressions to competitive duets (Jugalbandi-s). Thus, Jhanak Jhanak Pāyal 

Bājē can be seen as a film that places dance at the very center of its narrative, treating it not just as 

decoration but as the driving force of storytelling and a full celebration of the art form. 

 

Analysis of the choreographies:  

From the many songs in the film, the following have been selected for analysis, along with a few notable 

dance-focused sequences, since not all songs feature choreography or movement. The selected ones are:  

 

i) Kaisi Yeh Mohabbat Ki Sajā:  

Kaisi Yeh Mohabbat Ki Sajā, melodiously rendered by Lata Mangeshkar, is the first song of the film and 

appears in its opening sequence, where the heroine Nīlā (played by Sandhya) is introduced through a 

performance. In this song, only Nīlā is seen dancing on screen, while Giridhar (portrayed by Gopi Krishna) 

is positioned merely as a viewer. However, the choreography presented in this sequence was conceived 

and structured by Gopi Krishna himself.  

 

The choreography in this song closely reflects the dominant film-dance style of the 1950s and 1960s. While 

there are subtle traces of Kathak most notably in the use of spinning movements (cakkar-s) and certain 

hasta-s the overall vocabulary of movement is more strongly aligned with the cinematic dance 

characteristic of the period. The musical accompaniment is rooted in a semi-classical framework and 

features a blend of instruments, while the heroine’s costume reflects a fusion of elements drawn from 

various traditional drapery styles. 
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ii) Entry sequence of Giridhar:  

This sequence serves as the introductory dance-based entry of the character Giridhar, portrayed by Gopi 

Krishna. It is highly energetic and effectively conveys the essence of the character in its entirety. This 

sequence is a purely classical Kathak performance in which Giridhar challenges Nīlā and demonstrates his 

competence. It opens with a sixteen beat Tīntāl on the Tabla, featuring a Tabla tōḍ or Uthan rigorous nṛtta-

based sequences executed in strict adherence to the Tabla rhythm. Although this aspect of classical Kathak 

is traditionally considered highly intricate and technically demanding, Gopi Krishna performs it with 

remarkable ease and precision, showcasing his exceptional skill. 

 

iii) Ṛtu Basant Āyi Ban Upavan Dhūm: 

The prelude to this composition shows Nīlā beginning her dance training under Maṅgal Maharāj 

(Giridhar’s father, played by Keshavrao Date), while the song itself opens with Giridhar teaching her. The 

piece is an Rāgamālikā composition, exquisitely rendered by Manna Dey and Lata Mangeshkar. In its 

initial passages, the beauty of nature is portrayed beautifully to symbolize ṛtu basant (the spring season). 

As the song progresses, different seasons are depicted through shifts in rāga-s, interwoven with Kathak 

syllables (bōl-s) and rhythmic footwork, symbolizing Nīlā’s long and evolving journey of training under 

Giridhar across time. The composition thus emerges as a rich amalgamation of music, nature, seasonal 

imagery, and dance, while simultaneously advancing the narrative of the movie. 

 

iv) Murali Manōhar:  

The song Murali Manōhar stands as the highlight of the film and remains one of its most popular and 

widely recognized compositions. Celebrated for its aesthetic presentation, the sequence features Giridhar 

and Nīlā performing alongside a group of accompanying dancers. The choreography draws upon the Chēḍ-

chāḍ aspect in the Kathak repertoire, depicting Krishna’s playful interactions with Rādhā and the Gopi-s. 

Structurally, it is a Kathak-based composition where lyrics, rhythmic syllables (bōl-s), nṛtta, and abhinaya 

are intricately interwoven. The lyrics, penned by Hasrat Jaipuri, are enriched by the musical rendition of 

Amir Khan and Lata Mangeshkar, creating a composition of remarkable depth.  

 

Choreographically, the graceful and rhythmically precise movements associated with Rādhā are contrasted 

with the acrobatic and energetic sequences of Krishna, thereby achieving a dynamic balance. Furthermore, 

the elaborate costumes and beautifully designed set enhance the visual richness of the sequence. Together 

with the music and choreography, these elements make Murali Manōhar not just a performance, but one 

of the one of the most iconic and memorable moments of the film. 

 

v) Nain So Nain Nahi Milāō:  

Nain So Nain Nahi Milāō is a melodious romantic duet sung by Lata Mangeshkar and Hemant Kumar. 

The lyrics gently evoke the subtleties of falling in love, and the choreography mirrors this sentiment 

through soft, swaying movements that lean towards a more contemporary style. This sequence highlights 

Gopi Krishna’s innovative approach to choreography, where traditional elements are reinterpreted with 

subtlety to suit the mood of the song.  

 

For instance, one can observe movements that resemble of Bharatanāṭyam, yet executed with a freer, more 

fluid quality. Similarly, the use of hasta-s (hand gestures), drawn from classical vocabularies, is adapted 

to convey literal meaning in a more understated manner. Unlike other dance numbers in the film, this piece 

is comparatively slower in pace, emphasizing grace and lyrical expression over virtuosity. 

 

The innovation is also evident in the costuming, where two distinct designs combine elements of traditional 

attire in new, contemporary ways. Beautifully shot in the Bṛndāvan gardens of Maisūru, Nain So Nain 

Nahi Milāō offers a soulful pause in the film, highlighting Gopi Krishna’s artistry in blending tradition 

with innovation to enrich the expressive scope of cinematic dance.  
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vi) Ō Sunō Sunō Rē Rasiyā:  

Ō Sunō Sunō Rē Rasiyā is a light-hearted and playful composition in which the heroine lovingly attempts 

to pacify the anger of the hero. The piece stands out for its unique amalgamation of artistic inspirations 

drawn from diverse tribal art forms of India, seamlessly woven into a beautiful framework. Rendered with 

charm by Lata Mangeshkar and Manna Dey, it carries a delightful colloquial flavour while drawing on a 

range of creative folk inspirations. Its lively rhythms and playful exchanges give the piece a fresh and 

innovative character, blending diverse cultural elements into a smooth and engaging musical experience. 

The song stands as a fine example of how Indian film music brings together popular appeal with artistic 

imagination, creating something both accessible and aesthetically rich. 

 

The most striking feature of this song is its creative adaptation of diverse tribal art forms. Among these, 

one can observe a group of background dancers performing a distinctive bamboo dance, in which they 

balance themselves on two long bamboos and move with remarkable ease. Their rhythmic coordination, 

achieved by tapping the bamboos with their hands, creates a vibrant rhythmic effect that enriches the visual 

and musical texture of the piece. This element is believed to draw inspiration from the Geṇḍī folk dance 

of Chhattisgarh, where the term Geṇḍī refers to the traditional stilts made of bamboo, integral to the 

performance style. 

 

Another noteworthy aspect of the song lies in the costuming and choreographic choices associated with 

the heroine. She appears in a striking peacock-inspired costume, featuring a skirt adorned with peacock 

feathers and an elaborate plume attached at the back, which together create the visual impression of a 

radiant peacock. This imagery appears to draw inspiration from the concept of Mayūr Nṛtya found in Uttar 

Pradeś and Rājasthan, where performers adorn themselves with peacock costumes to enact episodes from 

the pastimes of Lord Krishna and Rādhā. Some of the heroine’s movements in the song clearly reflect this 

peacock influence, while the rest of her choreography aligns more closely with the contemporary dance 

patterns prevalent during that period. Thus, this song showcases Gopi Krishna’s remarkable ability to draw 

inspiration from regional art forms and seamlessly integrate these elements into a captivating and 

enchanting performance. 

 

vii) Śiva Tāṇḍava:  

This composition appears at the climax of the film, making it a pivotal element in shaping the overall 

narrative. The performance unfolds as part of a staged portrayal that begins with Mangal Maharaj 

(Giridhar’s father) narrating the story of the Śiva Tāṇḍava and its significance. Following this introduction, 

Giridhar makes his entry holding a large Triśūla. His entrance is marked by movements that are highly 

energetic, athletic, and rigorous, effectively embodying the intense spirit of the Tāṇḍava. Extreme leaps, 

jumps, and somersaults are executed in perfect sync with the rhythmic beats of the percussion can be 

observed. In between there is background narrative done by Mangal Maharaj to explain the flow of the 

incidents.  

 

Following this, Nīlā makes her entry with movements that are equally fast-paced and rigorous. The 

structural design of this sequence takes the form of a dance-drama, combining narration with dynamic 

choreography. The choreography itself leans towards an athletic style, marked by high jumps, rolls, and 

vigorous movement. After an intense and powerful progression, the performance concludes on a peaceful 

and joyous note, symbolizing the subduing of Shiva’s anger by Pārvatī. The finale culminates in a pose of 

Shiva and Pārvatī, accompanied by a group of drum dancers and performers masked as characters such as 

Gaṇeśa and Nandi. 

 

This composition reflects the qualities of a well-structured dance-drama, combining narration, instrumental 

interludes, solo, duet and group dances, it also portrays choreographic use of different stage levels to 

suggest the grandeur of Kailāsa. The use of props, character-specific costumes, and layered presentation 

adds to its visual appeal, making it a complete and engaging performance. 
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viii) The Finale group dance  

This song functions as the grand finale of the film, reflecting the trend of large group compositions that 

characterized cinematic dance sequences of that era. It opens with Giridhar leading a group of men carrying 

drums, while Nīlā makes her entry accompanied by a large ensemble of women holding oversized cymbals. 

As the performance progresses, the two groups intermingle, forming pairs of drummers and cymbal 

players. The choreography draws clear inspiration from traditional instrumental dances, incorporating folk-

inspired movements such as rhythmic sitting and hopping, circular patterns with drums, and playful 

interactions between paired performers. These elements together highlight the fusion of folk dynamism 

merged with cinema.  

 

Further, the group of women enters with a strikingly creative concept. They wear stiff, long skirts, each 

adorned with lamps attached to their shoulders, while also balancing two lamps in their hands and one on 

their head. The skirt itself is designed with a rotating ring at the hem, which swirls gracefully with their 

movements, creating a mesmerizing visual effect.  

 

Simultaneously, the group of men performs with drums hung around their necks and two fire-lit sticks in 

their hands. This section highlights intricate formations that combine fire-balancing tricks while enhancing 

both the dynamism and spectacle of the choreography. 

 

Towards the finale, Giridhar and Nīlā perform a dramatic sequence where they bend fully toward the 

ground while still balancing the fire props, showcasing remarkable control. The piece concludes with 

symmetrical group formations, where choreographic patterns continuously shift, interchange, and realign, 

creating a visually stunning and rhythmic closure to the performance. 

 

This entire song is choreographed on rhythmic instrumental music and vividly portrays a spirit of 

celebration, serving as the joyful conclusion of the film. It draws inspiration from various traditional forms, 

instrumental dances, couple dances, and large-scale folk group performances, all seamlessly amalgamated 

into a single composition. The result is a choreographic masterpiece, distinguished by its striking patterns, 

elaborate costuming, and dynamic group formations. 

 

Conclusive analysis of Jhanak Jhanak Pāyal Bājē:  

This film stands out as a true dance masterpiece, where the boundaries between narrative and choreography 

are seamlessly blurred. Dance is not confined to the song sequences alone but permeates even the smallest 

and most subtle moments, making it the very soul of the movie. Beyond the major performances, there are 

numerous short passages that display remarkable command over dance and leave the spectator spellbound. 

One such instance is an abhinaya segment in which Giridhar instructs Nīlā on how to embody the 

Virahotkaṇḍitā Nāyikā. His explanation of the concept of viraha is presented with such clarity and beauty 

that even viewers without a technical background in dance can connect with the expressive process of 

abhinaya. This highlights the film’s unique ability to portray not only the performance of dance but also 

the subtle journey and artistic depth that underlie its stage presentation. 

 

Further, the film presents numerous passages that highlight subtle nuances, reinforcing its dance-oriented 

character. Short glimpses of practice sessions showcase Gopi Krishna’s mastery through solo Kathak 

sequences, allowing the audience to appreciate his technical brilliance even outside the main performances. 

Additionally, the concluding section features a traditional Tabla-based Jugalbandi (duet competition), 

which reflects how carefully the film integrates core elements of the classical Kathak repertoire. These 

moments emphasize not only the grandeur of staged dances but also the attention given to intricate 

traditions, thereby enriching the film’s overall aesthetic fabric. 

 

To conclude, while the film begins by celebrating Kathak as a classical dance form and carefully portraying 

its most intricate aspects, it does not fail to pay homage to the rich variety of traditional, folk, and culturally 
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rooted dance traditions of India. In doing so, the film becomes more than just a narrative it emerges as a 

vibrant celebration of India’s diverse dance culture. At its core, it reflects the multifaceted vision of Gopi 

Krishna, who, as choreographer, actor, and performer, weaves together multiple strands of artistic 

expression into a single, seamless cinematic experience. 

 

b) Mehbūbā:  

 

Introduction to the movie:  

Mehbūbā (1976) is a romantic Hindi film directed by Shakti Samanta, featuring Rajesh Khanna and Hema 

Malini in the lead roles. The movie is particularly celebrated for its soulful music, which continues to hold 

a special place in people’s hearts, with compositions crafted by the legendary R. D. Burman (IMDb, n.d.). 

Inspired by Gulshan Nanda’s novel Sisakate Sāz, the narrative weaves around the theme of reincarnation 

and unfulfilled love carried over from a past life, lending the story both substance and sentiment.  

 

Though the film features several hit songs that remain masterpieces such as Mērē Nainā Sāvan Bhādōn 

and Jamunā Kinārē, the one that draws the greatest choreographic attention is Gōrī Tōrī Painjaniyā, 

exquisitely rendered by Manna Dey. The chorographical credits in this movie are assigned to Gopi Krishna 

and Suresh. The dance sequence, performed by Hema Malini, stands out as a visual delight, making it the 

focal point of analysis in this study. Thus only Gōrī Tōrī Painjaniyā is selected for analysis in this particular 

study 

 

Analysis of the choreographies:  

i) Gōrī Tōrī Painjaniyā:  

The song begins with a court-based performance scene, where Hema Malini performs at the center, 

observed by numerous spectators, while Rajesh Khanna appears as the singer in the scene. In the initial 

stages of the song, the dance choreography patterns show a strong influence of Bharatnāṭyam. One clear 

indication is her use of hand gestures to convey the literal meaning of the composition, such as hasta 

abhinaya aligned to the sāhitya. Additionally, various aḍavu-s are employed to cover the stage space 

effectively, including raṅgakramaṇa aḍavu and kuditta meṭṭa adavu. The sequence concludes with a 

complete tīrmānam performed with arudi. While the performance is not strictly Bharatnāṭyam, the heavy 

influence of the classical form is clearly visible throughout. Even her costuming can be seen as a creative 

adaptation of the Bharatnāṭyam attire, featuring fans attached to enhance movement and visual appeal. 

 

As the song progresses, one can observe Hema Malini skilfully striking a pair of hand-held cymbals in 

coordination with cymbals attached to different parts of her body, for instance, one near her feet tied with 

the ghungroos, one on her head positioned like the traditional Bharatnāṭyam headset, and a complete set 

secured around her waist as a belt. This inventive arrangement is a beautiful adaptation inspired by the 

Rajasthani folk dance Tērā Tāli, which translates to “thirteen cymbals,” where women perform graceful 

movements while producing rhythmic patterns through cymbals attached to various limbs. A careful look 

at Hema Malini’s first costume reveals a stunning amalgamation of traditional Bharatnāṭyam attire with 

the Tērā Tāli adornments, showcasing a remarkable creative spirit in blending classical and folk elements. 

 

In the next segment of the song, Hema Malini is shown wielding a pair of swords, skilfully swiping off 

candles as part of her choreography. She is then depicted dancing around a cluster of encircled swords, 

arranged with the flat side down and the sharp edges facing opposite direction to the feet. The movements 

in this section display a subtle Kathak influence, evident in the whirling (chakkars-s) and hand gestures, 

while also drawing clear inspiration from traditional weapon dances. The costume in this segment reflects 

a creative fusion of multiple elements, further enhancing the visual and artistic appeal of the performance. 
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In the third and final segment of the dance, Hema Malini is seen performing intricate balancing techniques 

on the edges of brass plates, a practice common in Kūcipuḍi as well as other dance traditions in India. 

While maintaining her balance, she executes a variety of hand movements, showcasing precision and 

control. The sequence culminates in a rhythmic interplay between the dancers and the accompanying 

instruments, as she synchronizes her steps with the ensemble’s beats. This dynamic interaction reflects the 

essence of a jugalbandi, a playful, competitive exchange between the dancer and the orchestra commonly 

observed in Kathak performances. 

 

Conclusive analysis of Gōrī Tōrī Painjaniyā: 

To conclude, unlike Jhanak Jhanak Pāyal Bājē, this choreographic composition is designed by Gopi 

Krishna and brought to life through Hema Malini’s performance. The piece demonstrates the 

choreographer’s skill in creating patterns that are not only visually appealing but also tailored to the 

performer’s abilities. Each incorporated element is thoughtfully executed and beautifully embodied by 

Hema Malini, highlighting the seamless integration of choreography and performer. 

 

The sheer creative amalgamation packed into this mere seven-and-a-half-minute composition is truly 

remarkable. The multitude of elements, woven together so seamlessly within such a short duration, reflects 

Gopi Krishna’s expansive vision as a choreographer, as well as his ability to organize diverse components 

in a cohesive and well-aligned manner. Gōrī Tōrī Painjaniyā stands out as a masterful choreographic work, 

skilfully uniting various Indian art forms into a single, graceful performance, brought vividly to life by 

Hema Malini. 

 

c) Umrāō Jān:  

 

Introduction to the movie:  

Umrāō Jān is a legendary film celebrated for its masterful direction by Muzaffar Ali, an engaging 

screenplay, and a stellar cast including Rekha, Farooq Shaikh, and Naseeruddin Shah (IMDb, n.d.). The 

movie is equally renowned for its timeless songs and exquisite choreographies. Central to the film is the 

portrayal of Kathak as an integral aspect of the Tavāif culture, reflecting both its artistic sophistication and 

its role in the social and cultural dynamics of the time. 

 

In Umrāō Jān, the choreographic credits are shared between Gopi Krishna and Kumudini Lakhia, both 

renowned figures in classical Kathak and cinematic choreography. Their collaboration ensures that the 

film’s dance sequences are executed with remarkable artistry and precision. Among all the songs in the 

movie, only “Dil cīja kyā hai” is solely credited to Gopi Krishna, while the choreography of the remaining 

sequences does not specifically attribute to him. This highlights the distinct creative contribution of Gopi 

Krishna to this iconic number within the film. Thus only Dil cīja kyā hai is selected for analysis in this 

particular study.  

 

Analysis of the choreographies:  

i) Dil cīja kyā hai: 

Dil cīja kyā hai is a legendary song that continues to resonate with audiences even decades after its release. 

Beautifully rendered by Asha Bhosle, the song becomes a visual melody through Rekha’s nuanced and 

captivating expressions. It remains one of the evergreen classics of Indian cinema, celebrated for both its 

musical brilliance and it’s evocative on-screen performance. 

 

This song is staged in a Baithak setup, where the audience is seated on three sides of the performer right, 

left, and front, with the orchestra positioned at the back. Such an arrangement is characteristic of traditional 

Kathak Baithak or court performances. Reflecting this spatial design, the choreography incorporates 
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constant shifts in the performer’s orientation and changes in alignment, ensuring that Rekha engages with 

all sections of the audience while maintaining the visual and rhythmic appeal of the performance. 

 

The choreography is a graceful fusion of subtle footwork and expressive abhinaya. The footwork serves a 

dual purpose: to maintain rhythm and to facilitate fluid movement throughout the performance. A 

distinctive feature of this composition is that, although sequences of footwork are interspersed within the 

song, they do not disrupt its serene and slow-moving appeal. Instead, the steps are carefully designed to 

complement the song’s inherent grace, enhancing the overall elegance of the performance. 

 

One more distinct characteristic of this particular song is that the transitional steps from sitting posture to 

a standing stance are very unique to this choreography and are not commonly observed in routine Kathak 

practices, thus are regarded as the innovation of Gopi Krishna to make the transition more dynamic and 

interesting. 

 

Conclusive analysis of Dil cīja kyā hai: 

In this film, the representation of authentic Kathak plays a prominent role, serving as a central element of 

the narrative. The traditional form is portrayed in a nuanced and graceful manner, with choreographic 

patterns that emphasize its classical aspects in great detail. Such careful depiction not only highlights the 

richness of the art form but also helps lay audiences gain a deeper appreciation and understanding of 

authentic Kathak. 

 

Technically, the Baithak setup in Kathak is characterized by a slow pace, where sustaining the emotion 

throughout the performance is a significant challenge for both the artist and the choreographer. In Dil cīja 

kyā hai, this challenge is masterfully addressed: Gopi Krishna’s subtle and intricate choreography, 

combined with Rekha’s graceful execution, transforms the performance into a captivating masterpiece. 

 

Conclusion:  

 

Gopi Krishna was a legendary dancer, actor, and choreographer who brought a new dimension to Kathak, 

not only in cinema but also in shaping the perspective of the next generation. He ensured that Kathak was 

not confined to the traditional image of a Darbār dance in the minds of upcoming artists, while 

simultaneously challenging the widespread notion that Kathak could not be entertaining as a form of film 

dance. 

 

Being a student of various art forms himself, he believed in discovering subtle connections between 

different practices and blending them creatively to produce something new, an approach that was both 

aesthetically appealing and respectful of traditional boundaries. This philosophy made his style highly 

adaptable to cinematic choreography, while ensuring that his innovations never compromised the integrity 

of the original art forms. 

 

Thus, Gopi Krishna was not merely an artist who celebrated Kathak, but a devoted custodian of dance and 

rhythm, channelling his passion and understanding into every creation. Beyond his remarkable 

contributions as a cinematic choreographer, he was also an esteemed guru, deeply knowledgeable and 

highly proficient in the classical traditions of Kathak. His multifaceted personality blending innovation 

with reverence for tradition makes him an enduring source of inspiration, a visionary whose work continues 

to educate, influence, and inspire generations of dancers and choreographers alike. 
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Findings:  

Following are a few key finding based on the study:  

 

i) Choreographer’s Sensitivity to the Performer’s Strengths:  

As a choreographer, it is essential to understand the strengths and limitations of the performers who will 

bring your vision to life. Gopi Krishna demonstrated remarkable sensitivity to this aspect, which is evident 

in his choreographies. For instance, Hema Malini, being a trained Bharatnāṭyam dancer, was given 

choreography that incorporated more Bharatnāṭyam-inspired elements, highlighting her technical 

proficiency. In contrast, for Rekha, he emphasized abhinaya, her area of expertise, which also aligned 

perfectly with the expressive demands of the composition. This thoughtful tailoring ensured that each 

performer’s strengths were showcased to their fullest potential while serving the artistic vision of the piece. 

 

ii) Innovation through Diversity and Visual Appeal: 

In cinematic choreography, diversity and the ability to sustain visual interest are essentially important. 

Gopi Krishna masterfully embraced this principle in his own style, consistently seeking connections across 

various artistic traditions and disciplines. He wove these elements together into a cohesive and engaging 

presentation that was both entertaining and relatable to audiences. While doing so, he remained careful to 

preserve the integrity of the original art form. For example, in Jhanak Jhanak Pāyal Bājē, he skilfully 

incorporated folk elements into classical dance sequences, enriching the visual and choreographic appeal 

and making the performance more diverse and captivating. 

 

iii) Dynamic Innovation and Level-Based Choreography:  

One of Gopi Krishna’s significant contributions to Kathak was his incorporation of heightened energy and 

acrobatic elements into the traditional form, reflecting both his dynamic personality and exceptional skill. 

He did not impose these features on others but consistently practiced them in his own performances, 

creating a unique signature style. Additionally, he innovated level-based choreography, emphasizing 

sustained movements across different positions, whether sitting or standing so that each posture remained 

visually engaging. This approach is clearly evident in his choreography for Dil cīja kyā hai as well as in 

his entry sequence during the Uthan in Jhanak Jhanak Pāyal Bājē. 

 

iv) Preservation and Revival of Traditional Kathak:  

The true spirit of an artist is often reflected in their respect and dedication toward their lineage and Gurus. 

Gopi Krishna was a devoted student of Kathak and held deep reverence for his rich familial heritage in the 

art form. Guided by this respect, he consistently encouraged the preservation of traditional elements that 

had been passed down through generations. Recognizing the value of older compositions that had fallen 

out of vogue over time, he restored and reintroduced them in popular films, effectively creating a 

permanent archive through studio recordings. Through this work, he revived numerous Kavit-s, Tarāna-s, 

and Bandiśa-s giving them new life and ensuring their continued relevance within the Kathak tradition. 

 

 

 

 

 

 

 

Page 116 of 117

ISSN: 3048-9849 (Online) DOI: 10.63984/IAJPA.v3.si1.2026.108-117

Volume 3,Special  Issue 1 (2026)



References:  

Jaiswal, V., & Upadhyay, R. (2023). The Banaras Gharana of Kathak dance: A study from the past to 

present. ShodhKosh: Journal of Visual and Performing Arts, 4(2), 149–160. 

https://dx.doi.org/10.29121/shodhkosh.v4.i2.2023.584 

 

IMDb. (n.d.). Jhanak Jhanak Payal Baje (1955) - https://www.imdb.com/title/tt0145856/ 

 

Shemaroo Movies. (2022). Jhanak Jhanak Payal Baje [Video]. YouTube. 

https://youtu.be/DG5lyFBDd58?si=naRdK726pxMzqO5H 

 

IMDb. (n.d.). Mehbooba (1976) - https://www.imdb.com/title/tt0268449/ 

 

SuperHit Gaane. (2023). Hema Malini Dances: Gori Tori Paijaniya [Video]. YouTube. 

https://youtu.be/ntTf48fUyIk?si=LS1eov8m4HImUZxc 

 

IMDb. (n.d.). Umrao Jaan (1980) - https://www.imdb.com/title/tt0083248/  

 

ThodeSeAurGaane. (2013). Dil Cheez Kya Hai Aap Meri Jaan Leejaye [Video]. YouTube. 

https://youtu.be/tCEj3yJ2whM?si=yVGzzWCP0rv7rgi7 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Page 117 of 117

ISSN: 3048-9849 (Online) DOI: 10.63984/IAJPA.v3.si1.2026.108-117

Volume 3,Special  Issue 1 (2026)

https://dx.doi.org/10.29121/shodhkosh.v4.i2.2023.584
https://dx.doi.org/10.29121/shodhkosh.v4.i2.2023.584
https://www.imdb.com/title/tt0145856/
https://youtu.be/DG5lyFBDd58?si=naRdK726pxMzqO5H
https://www.imdb.com/title/tt0268449/
https://youtu.be/ntTf48fUyIk?si=LS1eov8m4HImUZxc
https://www.imdb.com/title/tt0083248/
https://youtu.be/tCEj3yJ2whM?si=yVGzzWCP0rv7rgi7

