Senior Secondary Level

NATYAKALA

PRACTICAL MANUAL







<

Senior Secondary Level

NATYAKALA

PRACTICAL MANUAL

¢

[6)

faanes TeeTEEy

NATIONAL INSTITUTE OF OPEN SCHOOLING

(An Autonomous Organisation under Ministry of Education, Govt. of India)
A-24-25, Institutional Area, Sector -62, Noida -201309
Website: www.nios.ac.in Toll freeno. 18001809393



© National Institute of Open Schooling

Frist edition : 2022 (500 Copies)

ISBN (Book-1)
ISBN (Book-2)

Published by:
Secretary, National Institute of Open Schooling
A 24-25, Ingtitutional Area, Sector-62, Noida-201309 (U.P)



ADVISORY COMMITTEE

Prof. Saroj Sharma Dr. Rajiv Kumar Singh Dr. Tarun
Chairperson Director (Academic) Deputy Director (Academic)
National Institute of Open Schooling National Institute of Open Schooling  National Institute of Open Schooling
Noida(UP) 201309 Noida (UP) 201309 Noida (UP) 201309
CURRICULUM COMMITTEE
Pro. Girishwar Mishra (Chairperson of Committee) Shri Arjundev Charan
Former Vice Chancellor Vice-Chairman, National School of Drama, New Delhi
Mahatma Gandhi AntarrashtriyaHindi and Founder of Rammat Theatre Group, Jodhapur
VishwaVidyalaya,Wardha (Rajasthan)
Prof. Ram Nath Jha Prof. Rajnish Mishra
Professor, School of Sanskrit and Indic Studies Professor, School of Sanskrit and Indic Studies
JN.U. New Delhi JN.U. New Delhi
Prof. Balram Shukla Prof. Pawan Kumar Sharma
Professor, Department of Sanskrit Professor, Chaudhary Charan Singh University,
University of Delhi, Delhi Meerut, Uttar Pradesh
Dr. Amitab Srivastva Dr. Praveen Tiwari
Natyakala Specialist, National School of Drama, Associate Prof., Mahatma Jyotiba Phule Rohilkhand
New Delhi University, Barellly Uttar Pradesh
Dr. Ram Narayan Meena Shri Asif Ali Haidar Khan
Assistant Director (Academic) Natyakala Specidlist,
Academic Department, National Institute of Open Nationa School of Drama,
Schooling, NOIDA - 201 309, Uttar Pradesh New Ddlhi
LESSON WRITERS
Pro. Meera Dwivedi Dr. Yogesh Sharma
Professor, Department of Sanskrit Associate Professor,
University of Delhi, KalaKosh Division,
New Delhi IndraGandhi National Centrefor theArts, New Delhi
Dr. Danish Igbal Dr. Mukesh Kumar Mishra
Assistant Professor, (Theatre) Assistant Professor
AJKMCRC. JamiaMilialdamic Central University, Deshbandhu College
New Delhi University of Delhi, New Delhi
Dr. Ram Na_rayan Meena _ Dr. Trilok Chand Awasthi
Assistant Director (Academic) Department of Sanskrit, Philosophy Vedic Studies
Academic Department, _ Banasthali Vidyapetha, Rajasthan
National Institute of Open Schooling Ms. Privanka Rastogi
NOIDA - 201309, Uttar Pradesh S.riyanta Hasiogl

Research Scholar, Department of Sanskrit,
Darshan Vanasthli Vidyapeetha, Rajsthan

TRANSLATORS BOARD

Dr. Kana Ram Ms. Suman Sharma

Associate Professor, Research Scholar

Motilal Nehru College Jagadguru Ramanandacharya Rajasthan Sanskrit
University of Delhi, New Delhi University Jaipur, Rgjasthan

Dr. Ram Narayan Meena

Assistant Director (Academic)
Academic Department,

National Institute of Open Schooling
NOIDA - 201 309, Uttar Pradesh



EDITORIAL BOARD
Prof. Ram Nath Jha Prof. Rajnish Mishra
Professor, School of Sanskrit and Indic Studies Professor, School of Sanskrit and Indic Studies
JN.U. New Delhi JN.U. New Delhi
Dr. Ram Narayan Meena Dr. Ram Chandra
Assistant Director (Academic) Assistant Profssor,
Academic Department, Shyamaprasad Mukharji College of Woman
National Institute of Open Schooling University of Delhi, New Delhi

Sector-62, Noida, Uttar Pradesh

PROOF READERS
Dr. Ram Narayan Meena Dr. Anand Kumar Mr. Ankit Bhatt
Assistant Director (Academic) Academic Officer (Sanskrit) Academic Officer (Yoga)
Academic Department, Academic Department, Academic Department,
National Institute of Open Schooling  National Institute of Open Schooling  National Institute of Open Schooling
Sector-62, Noida, Uttar Pradesh Sector-62, Noida, Uttar Pradesh Sector-62, Noida, Uttar Pradesh

COURSE COORDINATOR
Dr. Ram Narayan Meena
Assistant Director (Academic)
Academic Department,

National Institute of Open Schooling
NOIDA - 201 309, Uttar Pradesh

GRAPHIC DESIGNING and DTP

M/S Multi Graphiocs,
New Delhi



\1

rf

A Word with You
Dear learner,

3% WE ATaaq) W A YA 9 9 swarae)| aeianrasiame) o fatgareag
3% yuf<: vnf<: It
(Aum! May He protect us both together; may He nourish usboth together; May wework conjointly
with great energy, May our study bevigorousand effective;
May we not mutually dispute (or may wenot hateany) Aum! Let there be peacein me!
L et there be peacein my environment! L et there be peacein theforcesthat act on me!)
Taking tradition asthebasis, itisaprayer that our study should befreefrom problems. May you be
abright destroyer of ignorance. The onewho utterstheword of malice. The education should bethe
onewho getsrid of al thetroubles.
Thiscourse of Natyaka aunder 'Indian Knowledge Tradition' stream has been prescribed for senior
secondary class. | fedl extremely happy to present the study materid of thiscoursebeforeyou. Based
on thescholar'sopinion and experiences, thefruit of the dramaisaRasa. Happinessisintheform of
Rasaonly. Thereisastrong desirethat al thework of all living beings should be completed happily.
The objective of thisnew courseisto develop in your mind asense of pride towardsthe country and
culture, toinspiredevout learnersto make appropriate effortsto protect the culture and to incul cate
theancient Indian knowledge, wedlth, scientific spirit and gratitudetowardsal human beings, toable
to proudly propagatethefeding intheworld, to makethetheater tradition of our country accessible
to the common people, to devel op a sense of respect for Indian playwrights and their works, to
develop various elements of drama. The main objectiveisto acquaint thelearnerswith the Story,
Plot, Characters, Rasa, Enactment, Theatre, Rangamanchsajja, stage setup for theater execution,
light-sound effectsetc. Thiscoursewill also be ableto be converted thelearner as Sahridaya.
L earners should read thelessonsthoroughly, think about the answersto the questionsasked in the
lesson, look at the answersto the questions given at the end, and compare those answerswith their
own. Comments should be madein the blank space providedin each letter. Get ready for the exam
by preparing answersto the questions given at theend of thelesson. If thelearnersexperienceany
difficulty during the study period, they can go to the study center at any time and solvethe problem.
For any solution go to theteacher or contact National Institute of Open Schooling through letters.
Thereiscontact information on thewebsitea so. Thewebsiteiswww.nios.ac.in asfollows.
| wishthat thissubject increasesyour knowledge, helpsyou achieve successin exams, increasesyour
interest in the subject and fulfillsyour dreams.
3% ITTAN UT AT | TG UT S faiaen genuige T
3% yuf<: vnf<: It
(Lead usfromtheunreal tothereal, Lead usfrom darknessto light, Lead usfrom death to
immortality, Aum peace, peace, peace!)
Your well-wisher,
Course Coordinator

Nationa Ingtitute of Open Schooling
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How to use the Study Material

Congratulation! You have accepted the challengeto be aself-learner. NIOSiswith you at every step
and has devel oped the self-learning material in Natyakala (285)' with the help of ateam of experts,
keeping youinmind. If you follow theinstructionsgiven, then you will be ableto get thebest out of this
materid. Therdevanticonsusedinthemateria will guideyou. Theseiconshave been explained below
for your convenience.

Title: : It givesaclear indication of the contentswithin. Doread it.

Learning Outcomes: Theseare statementsthat explain what you are expected to
learn from thelesson. The objectiveswill aso help you to check what you have
learnt after you have gonethrough thelesson. Do read them.

Objectives: Theseare statementsthat explain what you are expected tolearn from
thelesson. The objectiveswill dso help you to check what you havelearnt after you
have gonethrough thelesson. Do read them.

Notes: Each page carriesempty spacein thesidemargins, for you to writeimpor-
tant points or make notes.

Intext Questions: Very short answer self check questionsare asked after every
section, theanswersto which aregiven at theend of thelesson. Thesewill helpyou
to check your progress. Do solvethem. Successful completion will allow you to
decidewhether to proceed further or go back and learn again. Suggested

What You Have Learnt: Thisisthe summary of the main points of thelesson. It
will helpinrecapitul ation and revision. You arewel cometo add your own pointsto
italso.

Terminal Exercises: Thesearelong and short questionsthat provide an opportu-
nity to practicefor aclear understanding of thewholetopic.

Ziefelien®

Do You Know: Thisbox provides additional information. Thetext in boxesis
important and must be given attention. It isnot meant for evaluation, but only to
improveyour genera knowledge.

Answers : Thesewill help you to know how correctly you have answered the
questions. Glossary: Anaphabetical list of difficult wordsrelated to subject usedin
lessons has been provided and explained for better understanding.

@

Activities: Certain activities have been suggested for better understanding of the
concept.

WWW Web site: Thesewebsites provide extended learning. Necessary infor-
mation has beenincluded in the content and you may refer to thesefor moreinfor-
metion.

Vi
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National Institute of Open Schooling

Bifurcation of Syllabus

Natyakala- (385) Senior Secondary Level

Total no. of Lessons=19

MODULE TMA (40%) Public Examination (60 %)
(No. & name) (No. of lessons -7) (No. of lessons -12)
1. Introductionto L-1:Theatrica tradition of L-3: Theatrical Art and Other Arts
Natyakaa India Introduction and history
L-2: Brief introductionto L-4: Aestheticsof Theatrical Arts
Natyashastra
2. MainParts L-5:Anlintroductionto Plot | L -6: Character Planning
of Natya L-7: AnIntroduction to Enactment
3. Discussonon L-8: AnIntroductionto Plot
Rasa L-9: Introduction to Rasasutraand concept of

Sahridaya

4. Introductionto

L-12 : Dhruvasvamini

L-10: Abhijnanashakunta

Indian Dramas L-13 : Prabodhachandrodaya| L-11:Mrichchhakatika
5. Theaire: Technique| L -14:Theatre: Introduction | L-15: Rangasangeeta
anddesign and Types L-17: Body Posturesand Facial Enactment
L -16: Navras Sadhana
6. Formandtypes L-18: Mgor Folk Theatersand Folk Dances
of folk thegtre of India

L-19: Roleof Musicin Folk Theatre

Note: The syllabushasbeen bifurcated into two sections-
(i) LessonsfortheTutor Marked Assignment (TMA) |
(ii) Lessonsfor publicexamination questionpaper | N

Thedetails of thedifferent sectionsare on the next page.
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1. The Types of Enactment: Practical Aspects

1. AngikaEnactment 01-08

2. VachikaEnactment 09-22
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4. SatvikaEnactment and Chitrabhinaya 37-50
2. Theoretical Applications of Theatre

5. Theater Techniques: AnIntroduction 51-72
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The Types of Enactment: Practical Aspects

experimental aspect of enactment.
1. AngikaEnactment
2. VachikaEnactment

3. AharyaEnactment

M. SatvikaEnactment and Chitrabhinaya

Inthismodule, fourfold acting - Angika, Vachika, Aharyaand Satvikaenactment
have been discussedin detail. Under this, wewill pay special attentionto the

~\

J




MODULE -7

TheTypesof
Enactment: Practica
Aspects

ANGIKA ENACTMENT

Notes

Inthislesson, varioustypes of Angikaabhinayaamong thefour typesof enactment are
being described. Wewill discussin detail thethreetypesof angikaenactment -Sharirika,
Mukhgj and Chestakrit enactment. The encatment performed by different partsof the
body iscalled angikaenactment.

[] LEARNING OUTCOMES

After studying thislesson, you-

know theintroduction of Angikaenactment;

know about M ukhajaA bhinayaand can enact on your own;
know about the Sharirabhinayaand can enact on your own;
know Cheshtakriyabhinayaand can enact on your own;

know about Samanyabhinayaand can enact on your own,

know about A bhayantrabhinayaand can enact on your own; and

know about bhahyabhinayaand can enact onyour own.

1.1 ANGIKA ENACTMENT: AN INTRODUCTION

Generally, the symbolic meaning created by the various gestures and posturesof the
variousorgans, appendages and limbs of the body isAngikaenactment. Thereare
threetypesof angikaenactment- physicd, ord, and gesturd . Theacting performed by
thevariousorgansand limbsof thebody iscalled Sharirka. Theacting performed only

NATYAKALA (385)




MODULE -7 AngikaEnactment

TheTypesof by the appendagesis called mukhaja and the acting performed by the gesturesis
Enactment: Practical gesturd acting. Thereare six organs- eyes, eyebrows, nose, lips, chin and forehead.
Aspects The number of limbsisalso stated to be six, they are - both shoulders, both arms,

back, abdomen, both thighs and both thighs. Some teachers consider the neck and
othersthe shoulder asthe seventh limb. Some Natyacharyas consider both wristbands,
both kneesand both kneesas additional limbswhile someteachersconsider the neck
aslimbs.

1.  Shirobhinaya - Theacting doneby the headis Shirobhinaya. Itisof 13 types-
Notes Akampita, Kampita, Dhuta, Vidhuat, Parivahita, Adhuta, Avadhuta, Anchita,
Nihanchita, Pravrita, Utkshipya, Adhogataand Lolita

2. Hastabhinaya - Making different postures of the hand and its fingersin
accordancewiththetextisHastabhinaya. Hand gesturesare classified into three
categories- uncombined hand gestures (A sanyukta)), combined hand gestures
(Sanyukta) and Nritahasta (dancing hands). Thesearereferred to respectively
asfollows:

(i) Unconnected Hand Gesture - Hand postures displayed by one hand.
Theseare 24 innumber - Pataka, Tripataka, Karttarimukha, Ardhachandra,
Arda, Shukatunda, Mushti, Shikhara, Kapittha, K atakamukha, Suchyasya,
Padyaskosha, Sarpashirsa, Mrigashirsa, Kangula, Alapadya, Chatura,
Bhramara, Hansasya, Hansapaksha, Sandansh, Mukula, Urjanamaand
Tamrachuda.

(ii) Sanyuta Hastabhinaya - Hand posturesdisplayed by the combination of
both hands. These are thirteen in number - Anjali, Kapota, Karkata,
Swastika, Katakavardhamana, Utsanga, Nishadha, Dola, Pushpaputa,
Makara, Ggadantha, Avahitthaand Vardhamana.

(i) Nrittahasta - The hand action prescribed onthe basisof variousformsof
combined and uncombined hand gesturesfor aesthetic prescriptionin acting
iscalled Nrittahasta. Nrittahastaisthe manner of moving the handsand
using hand postures during dance. The Nrittahasta (dancing hands) are
thirty - Chatusra, Udvrtta, Talamukha, Swasti, Viprakirna, Arala,
Katakamukha, Aviddhavakra, Suchyasya, Rechita, Ardharechita,
Uttanavanchita, Pallava, Nitamba, Keshabandha, Lata, Karihasta,
Pakshavanchita, Pakshapradyotaka, Garudapaksha, Dandapaksha,
Urdhvamandalina, Parsvamandalina, Uromandali, Urahparsvamandali,
Mushtiswastika, Nalinipprakosha, Alpdlava, Ulvana, Lditaand Vdita

SENIOR SECONDARY




AngikaEnactment

3.

10.

11.

Katikarma - Theacting of thewaist (Kati) iscalled Katikarma. Itisof five
types- Chhinna, Nivrutta, Rechita, Kampita, and Udvahita.

Urah Karma or Vakshakarma - Acting by various postures of thechestis
Vakshakarma. There arefive vakshakarma- abhugna, nirbhugna, prakampit,
udvahitaand sama.

Parshavkarma - Therearead sofivelateral actions- Nata(inclined), samunnata
(elevated), Prasarita(spread), Vivartita (deflected) and A pasrita (deflected).

Padabhinaya - Acting donewith thefeet isPadabhinaya They arefivein number
- Udghatita (exposed), Sama, Agratal asanchara, Anchitaand Kunchita. Other
Acharyasa so count the Suchipadain the Padabhinaya.

Udarakarma - Here, three types of Udarkarma are mentioned, they are -
K shama, Khalbaand Purna.

Uru Karma - Herearefivetypesof UruKarma- Kampana(Vibration), Vaaya,
Stambhana, Udvartanaand Nivartana.

Janghakarma - Therearefivejanghakarma- avartit, nata, kshitta, udvahita
and parivrtta.

Mukhaja Karma/Abhinaya - Six types of MukhajaKarmaare discussed,
they are, Vidhuta, Vinivrutta, Nirbhugna, Bhugna, Vivrittaand Udvahi. Theface
extended obliquely iscalled Vidhuta. An open mouth iscalled Vinivritta. The
facebent downwardsiscalled nirbhugna A dightly dilated faceiscaled abhugna
Themouth openwiththelipsiscalled vivrittaand the mouth raised or open
upwardsiscalled udvahita. Along with the mukhajakarma, the description of
mukharagaisal so obtained. Mukharagarefersto the color of theface by the
actor to suit the mood of the object being acted. Herethe Raga(colour) of the
faceischanged without the coating of colour. Swabhavika (natural), Prasanna
(cheerful), Rakta (red) and Shyama (Black) - these are the four types of
mukharaga.

Netra/Drishti Abhinaya (Eye/Vision Acting) - Natyahasareputationinthe
language and gestures of human eyes. Thelanguage and gesture of theeyeisthe
main purpose of acting and performance. Herethe eight rasa-drishtis, theeight
sthayi-bhava-drishtis and the twenty-sanchari-bhava-drishtis are discussed.
There are eight rasa-drishtiss - Kanta, Bhayanka, Hasya, Karuna, Adbhuta,
Raudri, Veeraand the proper application of theserasa-drishtiss createsvarious
rasa-drishtiss. There areeight sthayiabhavadrishtis- Singdha, Drishta, Deena,

NATYAKALA (385)
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MODULE -7

TheTypesof
Enactment: Practica
Aspects

Notes

AngikaEnactment

12.

13.

14.

15.

16.

17.

Kruddha, Dripta, Bhayanvita, Jugupstaand Vismita The Sancharibhavadrishtis
aretwenty - Shunya, Malina, Shranta, Lgjjanvita, Glana, Shankita, Vishaditi,
Mukula, Abhitapta, Jhva, Lalita, Vitakita, Ardhamukula, Vibhranta, Vipluta,
Akekara, Vikosha, Trastaand Madeera.

Bhrukarma - Thereare seven Bhrukarma- Utkshepa, Patan, Bhrukuti, Chatur,
Kunchit, Rechitaand Sahgja. Alternatelifting of eyebrows utkshepa (uplifted),
gradually lowered downwardsispatina (falling), simultaneous alignment of
eyebrow roots bhrikuti, sweetness and expansion of eyebrowsis chatura,
gradudly bending eyebrowsdowly or together iskunchit, graceful upliftisrechita,
stayinginnatural positionisSahga

Nasika Karma - Acting done by thenoseisNasikaKarma. Thesix typesare
asfollows- Nata, Manda, Vikrishta, Sochchhasa, Vikunitaand Svabhavika

Adharakarma - Theacting doneby thelipsiscaled Adharakarmaor Adharashta.
Therearesix lipkarmas- Vivartana, Kampita, Visarga, Viniguhan, Sandashka,
samudga.

Chibukkarma - Acting done by the chinis Chibukkarma. Although thereis
chibukarmain themovement of teeth, tongueandlips, but the characteristicsof
chibukarma are characteristicsof dantakarma. Thereare seven Chibuk Karmas
or DantaK armas- K uttana, K handana, Chhinna, Chukkita, L ohita, Samaand
Dashta.

Kapola Karma - KapolaKarmaisaso called GandaK arma, whicharesixin
number - Kshama, fulla, poorna, kampita, kunchita, and sama. Inthediscussion
of physical acting, thereisalso adiscussion of the charividhana, gatividhan
(movements), shyana(lying down) and aashana(sitting).

Chari Vidhan - Thenormalization of theactionsdoneby thelegs, thighs, thighs
andwaist etc. i.e. theeffort taken to movetogether iscalled Chari. Whenthe
body partsareinterconnected with the help of Chari Vidhan, thenitiscalled
Chari-Vyayama Here, whilediscuss ng the successive coordination of enactment,
it has been said that the acting done with onefoot is called Prachar Chari, the
acting done with the movement of both feet iscalled Karana, the Samayoga
section of Karan and the yoga of three-four sectionsiscalled Mandal. The
danceisspread only through Chari. All effortsare pervaded by chari only. firing
wegponsisdoneby charisand charisarea so used inwar. Bharat believesthat
whatever isprevaentin Natya, ispresentinall the Charisonly. Without Charis,
no part of the body movessmoothly. Bharatahas mentioned two typesof Charis,

they are-
SENIOR SECONDARY




AngikaEnactment MODULE -7

@i  Bhoomi Chari - Thosewho act mainly onland. It hassixteen types- Samapada, TheTypesof
Sthitavartta, Shakatasya, Adhyardhika, Chasgati, Vichyava, Edakakridita, Enactment: Practica
Baddha, Urudhrita, Addita, Utsyandita, Janita, Syandita, Apasyandita, Aspects

Samotsaritamandali and Mattalli.

(ii) Akashiki Chari - Thisact of acting towardsthe sky also has sixteen types-
Atikranta, Apakranta, Parsvakrantha, Urdhvajanu, Susthi, Nupurpadika,
Dolapada, Aakshipta, Aaviddha, Udvatta, Vidyudbhranta, Alata,
Bhujghahotrasita, Harinpluta, Dandapadaand Bhramari.

Notes

In the same sequence, Acharya Bharat saysthat the users of Natya should
movetheir handsforward or backward or following thefeet according to the
movement of thefeet. Here sometimesthe speed isdominant, sometimes hand
movement isdominant and sometimes both aredominant. Herefiring weapons
has been discussed through Sthanak, they are - Vai shnava Sthana, Sampada,
Vaishakha, Mandala, Aalidhaand Pratyalidha. Also, herethereis mention of
four methodsof Shastramokshan- Bharata, Satvata, Varshganyaaand Kaushika.

Under Gatividhan, Bharat has discussed the movements of the characters.
Similarly, detailsof Asanavidhan and Shayanvidhan area so availablehere. These
area soimportant from the point of view of successand prosperity of Natya.

Under the aangikaenactment, PuttalikaK arma, Ava okan, Putakarmaand Griva
Karmaarea so mentioned, which are described asfollowsrespectively-

1.  Puttalika Karma - PuttlikaKarmaisimportant during acting. Theexpression
of variousemotionsthrough the puttalikas of theeyesisputtaikakarma. There
areninetypesof puttalikakarma- bhramana(rotation), valana, patina, chalana,
praveshana, vivarttana, samudvrita, nishkamaand perakrita SomeAcharyashave
calledthisatmanishtatarakarama.

2.  Avalokana or darshana bheda - theseareeight. Some acharyasacalled this
vishyabhumukhatarakarama. These are eight types- Sama, Sachi, Anuvrita,
Alokita, Vilokita, Pralokita, Ullokitaand Avlokita.

3.  Putakarma - Putakarmaisfollowing themovement of thepuittalikas. They are
ninein number - Unmesha, Nimesha, Prasarita, Kunchita, Sama, Vivarttita,
Sphurita, Pihitaand Vitadita

4.  Grivakarma - Grivameansneck. Acting donethroughtheneck isgrivakarma
Theneck iswhereall theacting of the headsisbased. Therefore, theneck isof

NATYAKALA (385)
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AngikaEnactment

utmost importancein acting. Thereareninegrivakarmas- Sama, Nata, Unnata,
Tryastra, Rechita, Kunchita, Anchita, Valitaand Vivrutta

@ rousnows it

1.  Howmany typesof Katikarm?

2. Whichareudarakarm?

3. Whatishastabhinaya?

4.  What isNashikakarma?

5. How many typesof momi chari?

1.2 SAMANYABHINAYA

In addition to thetypes of angika, vachika, aharyaand sattvikaenactment, thereis
a sodiscuss on of samanyabhinayain Natyashastra. Thesefour typesarea so described
under samanyabhinaya. Inlinewiththetopic, hereisthediscussionintermsof angika
abhinaya

Theformwhichremainsinthewholeacts, that is, for the education of the poet and the
nata (actor) which hasnot been said before, isthe samanyabhinaya. Samanyabhinaya,
being the subject of acting, iscommonin acts. Sattvikabhinayasuch asgestures, hava,
bhava, hela, six typesof physical actssuch as speech and verbal actssuch asalapa-
pralapa, which remained unsaid in the past, are stated by samanyabhinaya. Under
samanyabhinaya, six typesof physical acting are discussed, namely - vakya, sucha,
ankura, shakha, natyayitaand nivrityankura. AcharyaBharatasaysthat wherethe
divison of actionispresented equaly inthe head, hands, wai <, chest, thighs, uruand
karanas, that is samanyaabhinaya. Here, the acting isdone by theater artistswitha
sense of rasaethrough gentle gestures and graceful hand movements. Inthisorder,
two typesof acting arediscussed - (1) internal and (2) external.

1.  Abhyantarabhinaya - That act whichisdevoid of unexalted freedom, devoid
of confusion, wherethe movementsof thelimbsarenot involved, theevidence
of rhythm, tala, soundsof art and musicisfixedinitsownform, theversesare
ableto sing and the chanting of the gppropriateverses(alapa) isdivided, devoid
of cruelty, wherethereisno noise, iscalled abhyantarabhinaya

SENIOR SECONDARY




AngikaEnactment MODULE -7

2.  Bahyabhinaya - Theater with the above adjectivesisopposite, i.e., void of the TheTypesof

above adjectives, the actions of the characterswith independent conduct are Enactment: Practica

free, songs, instruments, rhythm, talaare not bound by their rules. Aspects

Inthe above context, AcharyaBharatasaysthat acting with the characteristics
specified by the Natyacharyas and endowed with internal characteristicsis
considered as anatarikabhinayaand that which isexternal to therule of the
Acharyasiscaled bahyabhinaya. Heretheacting and theactionsof thecharacters
aremarked by the characterigtics. That iswhy acting with these characteristics
isused properly inthe play. Bharatasaysthat thosewho havenotresidedinthe § Notes
serviceof theAcharya, Thosewho are excluded fromtheregimeusetheaction

of the teachers without knowing it. So that is an external experiment

(Bhayabhinaya).

@ rousnos .2

1.  How many typesof Samanyabhinaya?

2. Writeabout Abhyantarabhinaya?

3. Writeabout Bahyabhinaya?

@ WHAT HAVE YOU LEARNT

e  Angikaabhinayaisof threetypes- Sharirg, Mujhgj, Cheshtakrit,

° Angikaabhinayaisdescribedin detail in Natyashastra,

e  Thereismoreddiberationin Natyashastraabout Samanyabhinayaexcept Angika,
Vachika, Aharyaand Satvika.

° Samanyabhinayaisof two types- Abhyantar and Bahya.

‘g TERMINAL EXERCISE

Sample Questionsfor Practica Examinations

1.  Thelearner isexpected to enact onetypesout of thedifferent typesof angika
enactment.
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TheTypesof
Enactment: Practica
Aspects

Notes

AngikaEnactment

2.

1.1

1.2

Thelearner isexpected to enact one rasadrishti out of the different types of
Netradrishtis.

Thelearner isexpected to enact one puttalikakarmaout of the different typesof
Netradrishtis.

The learner is expected to enact one shiro-abhinayaout of the 13 types of
shiro-abhinaya

1. Fivetypes
2. Kshama, Khalbaand Poorna

3. Making hand and finger postures in accordance with the text is
Samanhyabhinaya

4. Enactment doneby Nasikaiscaled NaskaKarma

5. 16

1. Twotypes

2. Thatactwhichisdevoid of unexalted freedom, devoid of confusion, where
themovementsof thelimbsarenot involved, theevidence of rhythm, tala,
soundsof art and musicisfixedinitsownform, theversesareableto sing
and the chanting of the appropriate verses (alapa) isdivided, devoid of
crudty, wherethereisno noise, iscalled abhyantarabhinaya.

3. Void of the adjectives of abhayantara, the actions of the characterswith
independent conduct arefree, songs, instruments, rhythm, talaarenot bound
by their rules.
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TheTypesof
Enactment: Practica
Aspects

VACHIKA ENACTMENT

Notes

Dear student, in the previous|esson you |earned about A ngikaenactment. Inthis
lessonwewill discussVachikaEnactment in detail.

AcharyaBharat hasdescribed four typesof enactment, among them vachikaenactment
isthe predomi nant enactment. Through thisvachikaenactment, thevision of rasaand
poetry has been predominant in Indian theatre. All vachikaenectment work focuses
ontheactor'sdiaogue. The systematic and appropriate use of sounds coming out of
theactor'smouth in dialoguesisthe core of verbal acting.

At first glance, reciting dialogues on stage seemsvery easy. But as an actor goes
deeper into acting, he becomes sengitive towardsthe use of body aswell asspeech. A
skilled actor can create acharacter only by perfectly mastering hisbody and hisvoice.
Thebody isvisible but thevoiceisnot visiblebut isheard. It hasno physical shape,
hencevachikaenactment isan important meansof bringingimaginationstolifelikean
invisible power. To bean actor, it isvery important that he knowshisvoice correctly.
Only if heknowshisvoicecanhegain control over it and expresshisthoughtsclearly.
An actor isexpected towow peoplewith hisddivery style. Therefore, if onewantsto
be successful in acting then the actor should give special emphasisto the skills of
vachikaenactment. In thislesson, wewill discussonly thosetechniquesof vachika
enactment, themain basisof which will beAcharyaBharat'sNatyashastra.

[ LEARNING OUTCOMES

After studying thislesson, you-
° know the generd introduction of Vachika Enactment;
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TheTypesof e  know about the Swara, Varna, Kaku, Alankaraand Angasaand can enact on
Enactment: Practica your own accordingly; and
Aspects ° know theimportance of Vachikabhinayain Chitrabhinayaand Samanyabhinaya

and can enact on your own accordingly.

2.1 GENERAL INTRODUCTION TO VACHIKA ENACTMENT

Inthe 15th chapter and 16th chapter of Natyashastra, Bharat hasstarted the discussion
of vachikaenactment. Infact, vachikaenactment isrel ated to the did ogues and sounds
spoken by theactor (Nata). Asyou know, Sanskrit playswerewrittenin poetic style.
All didogueswereasointhisstyle. Itisalsorelatively easy to memorizetheverse. To
givedepthto intense emotionsand meaning, it isal so necessary that thereshould bea
changeintonewiththewordsand there should berhythminthem. Insuch asituation,
an actor should aso have knowledge of swara(vowels), sawarachangeswithwords
and theuse of rhythm.

Notes

Sanskrit scholars have termed Natyaasvisual poetry, that is, apoetry that can be
seen. A poet provideswordsto theimages of imagination and actorstake thosewords
tothelevel of imagination. AcharyaBharat hasgiven adetailed discussion of vachika
enactment after performing AngikaAbhinaya. Vachikaenectment has started with the
anaysisof thesound form of visud poetry. Inthe 15th chapter of Natyashastra, Bharat
has started the discussion of vachikaenactment AcharyaBharat instructsto make
specia effortsonwords-

Vachi Yatrastu Kartavyo Natyasyaisha Tanuh Smuta.
Agnepathyasatvani vakyartha vyanjayanti.

-(Natyasastra-15/2)

That is, words play animportant rolein the creation of poetry by the poet andinthe
useof it by the actor. Because these samewords express the meaning of the essence
of theentiretheatrical performance and the satvabhinaya. What it meansto say isthat
Angika, Aharyaand Satvikaformsof enactment areonly hel pful invachikaenactment.

If the vachikaenactment isweak then the play performance cannot be effectivewith
other enactments. In vachikaenactment, wordsasimportant. Itisextremely important
that the actor hasagood knowledge of the grammar and correct pronunciation of the
language used in the play so that he can properly convey the meaning of the sentence
to theaudience. Theactor should have complete knowledge of the grammar of the
languageinwhichtheplay isperformed. If he does not know thisthen onewill not be
ableto do vachikaenactment.
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2.3 VACHIKA ENACTMENT AND LANGUAGE

Pronunciation hasgreat importancein any language. Wecan gain mastery over language
only through pronunciation. Generally, it is seen that the actorswho cannot speak
clearly arealso not abletowritethe correct language. Even after being educated, they
arenot ableto pronounce many soundscorrectly becausethey are used to thedomestic
diaect, likecaling 'sha(¥)' and 'sha(?1)' as'sa(9)', 'ya(d)' as'jha(3)', 'va(d)' as'ba
()" and 'ksha (&))" as'chha ().

In Chapter 18, AcharyaBharatahas discussed thelanguage provision for theactor by
keeping the Prakrit text at the centre. What is Prakrit text? When the Sanskrit text
becomesinferior to the qualitiesof theritualsand getstransformed, thenitiscalled
Prakrit text. Four typesof language used in Natya (drama) -

° Atibhasha- used by Devgan

° Aryabhasha- used by Bhupalas,

e  Jatiyabhasha used by Non-Aryansand Mlechchas

e  Jatyantari- used by animasandbirdslivinginvillagesand forests

Bharataa so explainsin detail onwhich occasions Sanskrit and Prakrit should beused
for variouscharactersin thedrama.

Isit possiblefor an elite character to speak the language of the lower class?Itis
possiblethat there may be such acharacter in moderntheetre, but the stylistic structure
of Natyashastrasupportsthe useof language (method of linguistic expression) according
to the character. For example, Bharata, Sanskrit text issaid to have been used for the
heroesDhairoddhata, Dhairdalita, Dhairodattaand Dhairprashanta. Smilarly, heaso
instructed to use Prakrit text for the heroes when necessary. AcharyaBharat also
prescribesthelanguagefor other charactersin the play. For example, the characters
who are Jain monks, sagesor jugglersshould use Prakrit text, if the Situation arises,
female characterslikeaqueen, avillage bride or acraftsman can al so use Sanskrit
language, the dialoguesfor Apsaras should bein Sanskrit, but whenif they roamon
earththen naturally Prakrit text should be kept.

Bharat discussestwo typesof text intheplay - Sanskrit and Prakrit. It ispossiblethat
when Natyashastrawaswritten, Sanskrit and Prakrit would have been prevalent.

Swara (Vowels)

Tonesare soundsthat are produced without modulation. Bharat Muni has mentioned
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TheTypesof fourteen notesin the beginning of vachikaenactment. Theseareusudly hrishva(short)
Enactment: Practica and deerga(long). Infact, Hrisvaarethose notesin whose production asmall part of
Aspects the breath is spent and morein Dheerga. For example, 31,3, 3 and T are hrisvaand

a7, §, % and T are deerga. Why such classification of vowels at the beginning of
vachika enactment? Probably Bharat considers swaras as the smallest unit of
communication and for clear pronunciation it isnecessary to understand the structure
of swarasanditspronunciation.

Vyanjana (Consonants)

Notes Consonants arethose | etters which cannot be pronounced without vowels. How to

pronouncethe consonant?AcharyaBharat aso explainsitsdiagnosis. Hehasdivided
each varna into Ghosha and Aghosha and has explained about their places of
pronunciation -

Theletterska, kha, ga, gha, na, a, ha(®, @, T, ¥, &, 31, 8) are pronounced from
thethroat (kantha).

ThelettersCha, Chha, Ja, Jha, Ya, Sha(d, 9, S, 9, 9, ¥1) are pronounced from the
tau.

The letters ta, tha, da, dha, na, ri, raand sha (2, 3, €, &, T, &, I, ¥) are
pronounced from the Murdha.

The letters Ta, Tha, Da, Dh, Na, Lri, Laand Sa (d, ¥, |, ¥, 9, @, ¥) are
pronounced from theteeths.

ThelettersPa, pha, Ba, Bha, Ma(9, %, 9, 9, H) are pronounced from the aushtha.

Obvioudy, meaningful groupsof letterstogether form wordsand meaningful groupsof
wordsform sentences. In thisway, he discussesin detail the second unit of reading
dia ogues- the methods of pronunciation of consonants. Even today, actorskeeptrying
to pronounce vowel sand consonants correctly intheir ‘pronunciation practice’.

Word

Bharat hastold about the combination of vowelsand consonants and about vowels,
sandhi, Vibhakti, noun, verb, prefix, nipat, taddhit, samasa, namaand dhatu. This
mention of themisfor the purpose of knowing themeaning inherentintheword. If the
actor doesnot know the meaning of thewordsthen how will one be ableto pronounce
that word Dhayani.
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Padya (Verse) TheTypesof
Itiscertain that Natyashastrapointstowardsdial ogues. That iswhy, Bharat tellsabout Enactment: Practical
Aspects

the composition of poetry. After discussing the nature of theword, Bharat tellsabout
thestructure of verseformed fromagroup of wordsand discussestheir differences. In
Chapter 16- Vrittvidhana, Bharat explainsthe method of using chhandasin dramaand
in Chapter 17, while mentioning the poetic-al ankaravidhan consisting of the Vritta
characterigticsformed from theverses, heexplainsthethirty-six characteristicsinherent
inpoetry. Thesethirty-six characterigticsarevery important to understand the behavior
of communication. Such as - Bhushana (when the poetic compositionisdecorated § Notes
with gunas and alamkaras in such away as if a person's body is decorated),
Aksharsanghat (when astrange meaningisexpressed with somedightaletters), Shobha

(when anew and desired meaning is expressed or to be proved or to explain an

unknown subjectinaprovenform), Udaharana(when onemeaning isrevealed through

two similar sentences), Hetu (when the desired thing isachieved by cleverly using

small sentences), Sanshya (when dueto predominance of thoughts, the sentenceends

without knowing the entire meaning), Drishtanta (when atopicissupportedin an
entertaining way by giving reasonsor examples). Itisnecessary for an actor to know
thecharacterigticsof poetic dialogues, only thenwill onebeabletoreved themeaning
inherentinthedia ogues.

Intoday'senvironment, if welook at Bharat'sinstructionsin the context of vachika
enactment, we see both prose and poetry natureinthe plays. In such asituation, if
thereisprose, then the actor should have knowledge about prose legislation. The
actor should try to reveal the sentence structure and the meaning containedinit.

Alamkara

Figures of speech areespecialy used in poetry. Alankar meansapompousway of
sayingthings. Thedramatic acting of Natyashestraisstylisicwhichwecan cal 'stylized
form'. How can communi cation be smplein such asituation? Poetic figures of speech
haveaspecid rolefor stylistic behavior inthedelivery of dialogues. AcharyaBharat
hasgiven their number as4 -

1. Upama

The propertiesor nature of two substancesare compared with thevisible object.
For example: Your faceislikethemoon.

2.  Rupak
Rupak isoneinwhichwordsof different subjectsare combinedin onesentence.
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MODULE -7 VachikaEnactment

TheTypesof For example, therethelake remainsbeautiful with swans, thetreeswith flowers,
Enactment: Practical thelotuswith beesand the gardenswith meetingsawaysremain beautiful.
Aspects
3.  Yamaka

Wherewordsare repeated again and again but their meaning isdifferent every
time.

4. Shlesha

N [nwhich multiple meaningsare associated with asingleword.
otes

Thesefiguresof speech arenot only usedin composing poetry but dso determine
thereading style.

@ srousnowsa:

1.  What doyouunderstand by Vachikaenactment?

2. How canonegain mastery over language?

3 Inwhich chapter islanguage discussed in Natyashastra?

4.  Accordingto Bharata, what arethefour languagesused in drama?
5. Accordingto Bharat, how many typesof textsarethere?

6. Whatisswara?

7.  Whatismeant by consonant?

8.  Whatistheword?

9.  Inwhich chapter doesAcharyaBharat discussthe chhandas?

10. Whatisthemeaningof aamkara?

2.2INTRODUCTION TO SHADANGA: GUNAS OF THE TEXT

When an actor goesthrough the process of recitation, hisdial ogueshave some specia
qudities. What are gunas? Bharatastarts discussing the gunas (qualities) and nature of
thetext. Their number issix- (1) Swara, (2) Sthana, (3) Varna, (4) Kaku, (5) Alankara
and (6) Anga. To become proficient in vachikaenactment, an actor can master these
Sx eementsby undergoing continuoustraining.
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Swara (Notes) TheTypesof
Therecitation of textual voicei.e. Nat issubject to these six technics. Using these Enactment: Practicd
Aspects

technic, dramati c dial ogue becomes more effective and communicative. The number
of notesisseven-

=

Shadaj (sa)

N

Rishabha(re)

Gandhara(ga)

Notes

3

4, Madhyama(ma)
5 Panchama(pa)
6 Dhauvata(dha)
7. Nishada(ni)

These notes should be used as per rasaand in favorable circumstances. Madhyam
and Pancham should be used in shringaraand hasyarespectively, Gandhar and Nishad
in Karuna, Dhauvatain bhayanakaand bibhatsa.

Sthana

AcharyaBharatahasdiscussed in detail the place of origin of thevowels. Theactor
must haveinexhaustible knowledge of the proper vocal sitesfor the pronunciation of
these notes. He has mentioned three positions of vowels:

1. Chest
2. Throat
3. Topright head

We can al so understand the use of these sites something likethis. Whentheactor is
caling or conversing with someoneat adistance, the pronounced place of thevoiceis
the head. When he communi cateswith aperson standing at alittle distance, the place
of origin of thevowe sisthethroat, and when he communi cateswith aperson standing
quite near, the vowel sshould or are pronounced from the place pronunciation.

Varna

The text to be pronounced consists of four letter - (1) Udatta, (2) Anudatta, (3)
Swaritaand (4) Kampita. Varnarefersto thetonal qualitiesof thelanguage or the
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TheTypesof lyrical intonation. In hasyaand sringar, there should be ahigh and sublimetone, in
Enactment: Practical veera, raudraand adbhutarasa, there should be sublime and trembling, in kampita,
Aspects karuana, vatsalyaand bhayanaka, there should be low, toned and trembling tone. It
meaning isfor feelings. The main exercisesdonefor thisinclude asking the actor to
speak with different expressions.
Kaku

Kakuisthevital element of thetext because through thisvariationin vowelsbrings
diversity inreading and the sentence acquiresnew meaning. Therearetwo typesof it
- (1) sakankshaand (2) nirakanksha. If themeaning of asentenceisnot fully revealed
at thetime of pronunciation and the sound isproduced from thethroat and chest area,
which starts with a chord vowel and ends with a manda vowel, then it is called
SaakankshaKaku. Inthesethe varnasand alamkaras areincomplete. Nirankaksha
are called those in which the complete meaning of a sentence isrevealed in its
pronunciation and thereisascheme of swarasfrom mandrato tar. Inthese, varnas
and alamakarasare completely present. Itismainly related to thefluctuationsof the
notesi.e. vocal tone.

Notes

Alankara

AcharyaBharat hasconsdered six ornamentsof text. They areasfollows: (1) Uchcha,
(2) Deept, (3) Mandra, (4) Neech, (5) Drut and (6) Vilambit. Whilegiving instructions
ontheir application, he saysthat Kaku swara should be kept high, bright and fast
according to different rasas and emotions. L et usnow know about them-

(1) High- Thisvowe originatesfromthemiddlepart andisinahigher pitchthanthe
‘taar vowe'. While conversing with aperson standing at adistance, mutua reply-
reply, calling adistant person, in distressand obstruction, there should be'high'
ornamentationin verba acting.

(2) Deept- Deept swaraistheonewhich originatesfrom Murdhaand ispronounced
with adlightly louder voice. Thisornament should often be used in the act of
attack, war, quarrd, dispute, pulling hard, anger, bravery, arrogance, giving sharp
or rudeanswers, scolding and crying.

(3) Mandra- Thisnoteoriginatesfromthechest area. Itisoften planned to express
guilt, doubt, worry, humility, illness, degp woundsfromwegpons, unconsciousness
or wordswith deep meaning.

(4) Neech - Thisasooriginatesfromthe chest andisavery soft voice. Itisoften
usedinnaturd conversation, iliness, fatigue, suffering, faling and unconsciousness.
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(5) Drut- Thissoundisproduced from thethroat. Thisshould be planned by women
inconsoling or slencing the children and inrgecting the proposal of thebel oved,
intelling about fear, fever, impul se, secret and necessary work.

(6) Vilambit- Vilambit vowe ispronounced fromthethroat andisof dightly mandra
form. Thisfigure of speech should often be used for embellishment, debate,
thought, saying strangethings, shame, worry, surprise, blaming or criticizing etc.

Anga

Intheend, thereisadiscussion of six partsof angas- (1) Vichchheda, (2) Arpana, (3)
Visarga, (4) Anubandha, (5) Deepan and (6) Prashamana. Break dueto vichchheda,
recitation of vocabulary full of Ledaor Saukumaryais'Arpand, completing thesentence
is'Visarga, not breaking between two or moreversesand saying it without breaking
thebreathis'Anubandh’, the vowe whichincreaseshigh pitched after pronunciationin
all three placesiscalled 'Deepan’ and bringing the high pitched vowelsgradually
downwardswithout any changeiscaled'Prashmanad. Theuse of these alamkaras of
text givesriseto aspecial effect and beauty in thereading. For this, actors can be
introduced to these six partsby going through the process of improvisation.

AcharyaBharat hasa so discussed about virama. They say that it dependsontheend
of themeaning or the situation. These pausesclarify the meanings. Dramadirectors
should always pay attentionto ‘pause’ in vachikaenectment because acting depends
on the meaning of the spoken words. For this, they also prescribe hand movements
along with alamakaras. For example, in Raudraand veerarasa, handsare busy in
wielding weapons. Hands shrink when they see something disgusting in bibhatsarasa.
In such a situation the meaning can be made clear only through alamakaras and
punctuation.

The pauseskeptinaversei.e. text, are kept at the end of the meaning or to takea
breath. Therefore, the actor should take apause at the appropriate place and take a
breath. As per requirement, morethan one pause can bekept in the versefor rasaand
feelings. To convey meaning on stage, clever actors can take breaksby changing the
seguence.

Thetext that the actor isreciting should not be contained by incorrect words. Pausing
for alongtimeat any place other than thefixed pauseand speaking loudly inahumble
stateis contrary to the meaning. AcharyaBharat saysthat the theater artist or the
directorsshould keep thetextua dialoguesinaproper manner with tone, art, talaand

rhythm.
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TheTypesof
Enactment: Practical

Aspects

1.  Whatarethe Gunas(qualities) of text?

2. Whatisthenumber of vowels?

3. What aretheplacesof origin of vowels?

4.  AccordingtoBharat, which varnasaretherein thetext?
Notes 5. Whatismeant by Kaku?

6. WhatisKakuBheda?

7.  What arethepartsof pronunciation?

2.3 VACHIMA ENACTMENT IN THE PERFORMANCE OF CHITRABHINAYA|

AcharyaBharatahasa so mentioned vachikaenectment inthe context of Chitrabhinaya,
under which he discussed Akashbhashita, Swagata, Apavarita and Janantika. A
conversation madewith acharacter whichisfromadistance or without any character's
entry or is said indirectly while addressing someone who is not nearby is called
'Akashabhashita. Thewordswhich are spoken to oneself are called 'Swagata and
thewordswhich aresaid keeping it secret inthe heart are called 'Atmagata and the
conversation of wordsre ated to someconfidentia fedingiscaled 'Apavarita. Smilaly,
when one does not haveto narrate something unexpectedly to aperson nearby, then
the conversation made with another personiscalled 'janantika. Next, heexplained
the method of their use. Bharata says that the words which are spoken in panic,
uproar, anger and shaking are called 'Punarukta. Thewordssaid in these conditions
should be repeated two or threetimes. If any wordsin the dramaare distorted or
incompl ete then they should not be acted as per the character through body postures
and gestures. Inthedream State, it should not be demonstrated by using body movements
or hands but only by the sentences spoken in sleep. In this condition, the sentences
should bemadein soft voiceand in expressed and | atent repeated words remembering
the previousincident. In the speech of an elderly person, planning should bedoneto
avoid gurgling sounds and slurred syllables. Slurred sounds and incomplete words
should beavoidedin children'sdialogues. At thetime of desth, latent dial oguesshould
be planned which should beloose, heavy and with inferior characters, rattleinthe
throat, intermittent hiccups, hiccups, breathing movements should be used.
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2.4 VACHIAKA ENACTMENT IN THE PERFORMANCE OF SAMANYABHINAYA TheTypesof
Enactment: Practical

Eveninthe context of samanyabhinaya, twel ve ways of vachikabhianayahave been
explained containing the bhavaand rasa, which areused for dialoguein thedramatic
story. Theseare-

=

Aalapa(speaking to someone)
2. Pralapa(use of unrelated and meaningless phrases)

Vilapa (speech produced in asad state)

Notes

Anulapa (repesating the samething again and again)

Sanllgpa(conversation congisting of statementsand counterpoints)

o o A~ W

Apaapa(planinother meaning of the previoudy mentioned vocabulary)
7.  Sandesha(tell himthis- such sentences)

8.  Atidesha(l saidwhat you said- agreeable sentencein thissense)

9.  Nirdesha(l say this- such sentences)

10. Vyapadesha(something said under some pretext)

11. Upadesha(dothisandtakethis- such sentences)

12. Apadesh (to expressone's point by quoting someone el seswords).

Thus, theinstructionsgiven by AcharyaBharataunder vachikaenactment actingin
Natyashastraare very important for an actor. Even though thoseinstructions have
been given keeping the compasition of poetry at the center, many elementsarevisible
equally inall thestyles. Thewords of modern training system likeword prestige,
intonation, rhythm of recitation, pause, method of ddlivery, tone, loudness, projection,
vocal toneetc. areincludedinthe description of Bharat's vachikaenactment. Today,
Natyashastra can be seen with amodern perspectivein thetraining of ‘Speech and
Voice.

@ rousnonsas

1.  WhatisAkashbhashita?

2. Whatismeant by sawagat?
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Notes

VachikaEnactment

3.
4.
S.

What ismeant by Apavarita?
What isjanantika?

How many ways of vachikaenactment involving bhavaand rasaarethere?

@ WHAT HAVE YOU LEARNT

AcharyaBharatahasdiscussed vachikaenactment under four typesof enactment
inhistext Natyashastra.

Inthe 15th chapter of Natyashastra, Bharat hasstarted the discussion of vachika
enactment.

Vachikaenactment isrelated to the dia ogues spoken by the actor.

Invachikaenactment, Bharataconsi derswordsasimportant. Itisvery important
that the actor hasagood knowledge of the grammar and proper pronunciation
of thelanguage usedin the play so that one can properly convey themeaning of
the sentenceto the audience.

Explained thefour typesof language used in drama- Atibhasha(used by the
gods), Aryabhasha(used by the Bhupal s), Jatibhasha (used by the non-Aryans
and Mlechchhas) and Jatyantari (used by theanimasandbirdslivinginvillages
and forests). Bharataal so explainsin detail on which occasions Sanskrit and
Prakrit should be used for the various characters of thedrama.

The number of gunas (qualities) and formsof thetext aresix - Swara, Sthana,
Varna, Kaku, Alankaraand Anga.

Kakuisthevital element of thetext becausethroughthisvariationinvowels
bringsdiversity in reading and the sentence acquiresnew meaning.

Acharya Bharata has al so mentioned vachika enactment in the context of
Chitrabhinaya, under which he discussesAkashbhashita, Swagata, Apavarita
and Janantika.
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TheTypesof

gl TERMINAL EXERCISE Enactment: Practical

Aspects

SampleQuestionsfor Practical Examinations

1.

5.

2.1

NATYAKALA (385)

What istheimportance of languagein vachikaenactment?According to Bharata,
Which language you will use when you are performing a character of elite
character?

What istheimportance of swarasin acting?

Notes

Why isKaku the vital essence of the text? Try to enact sakankshakaku in
performanceof vachikaenactment?

What istheroleof vachikaenactment in the context of chitrabhinaya? Perform
the akashabhashitaas described by Bharata.

Asdescribed, itisexpected to learner to enact anul apaas described in chapter?

A
Q ANSWERS TO INTEXT QUESTIONS

1. Vachikaenactment isrelated to the dialogues and sounds spoken by the
actor.

2. By knowingthe correct way of pronunciation one can gain control over the
language.

In Chapter 18, AcharyaBharat has discussed thelanguage legidation.
Atibhasha, Aryabhasha, Jaatibhasha, Jatyantari

Two types- Sanskrit and Prakrit

o o A~ W

Swaraarethose soundswhich are produced without modul ation.
7. Consonantsarethoseletterswhich cannot be pronounced without vowels.

8. Bharat hasexplained theformation of wordsby the combination of vowels
and consonantsand by the use of vowel s, conjunctions, inflections, nouns,
verbs, prefixes, taddhit, samasa, namaand dhatu.

9. InChapter-16 Vrittavidhaan, Bharat has discussed the use of chhandas.
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VachikaEnactment

2.2

23

10. Alankar meanspompousway of sayingthings.

Swara, sthana, varna, kaku, alankar and anga.

Thenumber of notesisseven - Shadgja, Rishabha, Gandhara, Madhyam,
Panchama, Dhauvataand Nishada.

Therearethreeplacesfor vowels- urusthala, kanthaand shiersh.

Therearefour varnasin thetext - Udatta, Anudatta, Swarit and Kampit.
Varnarefersto thetona qualitiesof thelanguageor thelyrical intonation.

Kakuisthevita eement of thetext becausethroughthisvariationinvowels
bringsdiversty in reading and the sentence acquiresnew meaning.

Therearetwo typesof Kaku - sakankshaand nirakanksha.

Thereisdiscussion of six partsof pronunciation - vichchheda, arapana,
visarga, anubandha, deepan and prashamana.

A conversation madewith acharacter whichisfrom adistance or without
any character'sentry or issaid indirectly while addressing someonewhois
not nearby iscalled 'akashabhashita.

That word which issaid to onesalf.

The conversation of wordsrelated to some confidential feelingiscalled
'Apavarita.

When unexpectedly something hasto be said to aperson nearby, then the
conversation madewith another personiscalled janantika.

Aalapa, pralapa, vilapa, anulapa, sanllapa, apalap, sandesha, atidesha,
nirdesha, vypadesha, upadeshaand apadesha.
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AHARYA ENACTMENT

Inthe Indian acting tradition, acting has been said to leave 'nature’ and adopt 'effect’
and infact thisprocessiscompleted only through acting because when we play the
roleof acharacter inadrama, weonly useour physical activitiesand speech. Not only
this, but eventoday we usethe costumes and decorationsaccording to that character
whileacting. With thisweimposethe character asawholeon ourselves. Inthischapter,
wewill discussabout AharyaAbhinay and will know in detail whet arethemain methods
of AharyaAbhinay among thefour typesof acting in our Natyashastra, which have
been explained by AcharyaBharat.

Eventoday we give mgjor emphasison 'backstagework’ for the presentation of plays.
Words like costume, set, props, make-up are now common in theatre. But in our
Indian theater tradition, backstage work isalso considered aform of acting. If we
carefully look at the'AharyaAbhinay' described in Natyashastra, then thisbecomes
clear onitsown. Keeping these thingsin mind, wewill discussAharyaAbhinaya

[ LEARNING OUTCOMES

After studying thislesson, you-

° know theintroduction of Aharyaenactment;

° know the main methods of Aharyaenactment;

e  know about the Pustarachanaand ableto create Pushtarachana;

™ know thedifferent method of alankaranaand ableto create alamkarana;

NATYAKALA (385)
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TheTypesof e  know about theAngarachanaand and ableto use Sanyuktavarnas;
Enactment: Practica
Aspects

° know about the Sgjeevaand ableto create sgjeeva; and

° understand theimportance of Aharyaenacxtment inthe performance of drama.

3.1 GENERAL INTRODUCTION TO AHARYA ENACTMENT

Aswehavediscussed earlier, Aharayaenactment meansthe method of actinginwhich
: the actor preparesbehind the scenesfor the dramatic performance. AcharyaBharat
Notes has discussed aharyanactment in detail in histext- Natyashastra, after theangikaand
vachikaenactment. He acceptsits necessity for the success of the play. Hehasalso
caled AharyaAbhinayaas NepathyaKarma.

'AharyaAbhinaya hasbeen discussed in the twenty-third chapter of Natygjastra. In
thisenactment, costumesand decoration work isdone. AharyaAbhinayaisa so often
used to embd lish theetrica performances. AcharyaBharat hasexplaned four methods
of NepathyaKarmaunder AharyaAbhinaya-

1.  Pustharachana which meansmaking mode itemsto beused in drama. Under
this, heexplainsthe methods of making thestre materials.

2. Alankarana(Embellishment)- Which meansadorning the actor. Under this, he
discussesthejewery, garlandsand clothesworn by theactor asper hischaracter.

3. Angarachana- Inwhichthebody of the actor isdepicted.

4.  Sanjeeva Sanjeevameansmethosabout theentry of living beingson the stage.
If wediscussAadhyaAbhinay intoday's context, then theentirefunctioning of
backstagein the present theater comes under it. Eventoday, we can seethat
whenever aplay isto be presented onthe stage, the processof rehearsd involves
stage preparation, Only then a play can be ready to be staged, it hasto go
through the process of costumes, make-up, masks. The process of aharya
abhinayaisnot doneonly to decorate and beautify the drama, but it dso hasits
own importance. Through aharya abhinaya, we get information about the
character just by looking at it. If the entry stage of King Dushyant in
Abhijnanashakuntalam, then, thethingsused in the play will be constructed as
per the pustharachana. Theattireworn by the character RggaDushyant will be
different from other charactersandwill beinlinewith aking.
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TheTypesof
Enactment: Practica

Aspects

1.  What doyouunderstand by aharyaenactment?

2. Inwhichchapter of Natyashastra, aharyaabhinayaisdiscussed?

3. What arethe methods of backstage (Nepathavidhana)?

4.  Whatispustarachana? ;
5. WhatisSanjeeva? Notes

3.2 PUSTARACHANA

In aharyaenactment, thefirst and most important thingisthe pusta. Thisisamethod
by which a sceneis presented on the stage. By making symbol- like models, the
objectsof theplay aredisplayed redigtically. Inaway, thismethod isatrick of using
anobjectinitsactua formonthestage. Itisclear that themeaning of pustaissymbolic
creation of something. Under the composition of this pusta, AcharyaBharatahas
explained the methods of making the objects used during dramaon stage such as
mountains, vehicles, planes, shields, armor etc. AcharyaBharat hasdivided these
methodsof constructioninto threetypes-

1. Sandhima

Sandhimameansto tieor join. Through this, an object iscreated by tying or
joining objectstogether. If any object ismadefrom mat or leather or cloth, then
it should be considered as Sandhim. Thereismention of many instrumentsmade
by thismethod in Natyashastra, such as objects can be made from birch bark,
cloth, leather, iron and bamboo leaves. Withthese, thingslikepaace, fort, vehicle,
chariot, elephant, horse can be presented on the stage, saysAcharyaBharat.

2.  Vyajima

Items made through machines are called VVyagjima. Through this, artificial
movement can begivento chariots, planesand vehicleson stage. According to
Abhinavaguptapad, these substances were made to move back and forth with
thehelp of athread. Inaway, thethingswere used through this pustamethod by
experimenting with the substances.
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Thisisapustamethodinwhichitisused by coveringit with cloth or wrapping
it. From these processes of manufacturing of objects, it can be estimated how
the theatrical props used for performing Sanskrit plays would have been
manufactured. In Sanskrit theatre, thismethod wasused to bring shells, vehicles,
arcraft and dephantsonthestage. Smilarly, thingslikeumbrela, crown, rainbow
and various characters of dramalikeking, ministersused for Kashthasana,
R Mundasanaand Mayurasanawere made. Thisnatural pustarachanaof Aharya
Notes Abhinayawasmorehe pful ingiving aredisticformtothethestrica experiment.

@ rousnon

1.  How many methodsof pustarachana?

2. What ismeant by Sandhima pustarachana?
3. Whatismeant by vygimapustarachana?

4.  Whatismeant by veshtimapustarachana?

3.3 ALANKARANA (EMBELLISHMENT)

Adornment has specia importancein AadhyaAbhinayaAfter pustarachana, Acharya
Bharata di scussesthe body ornamentsworn by the actors. Under thisornament, he
discussesgarlands, jewelry and costumes.

1. Garland

AcharyaBharat saysthat flower garlands are also of fivetypes- Veshtima’,
Vitata, Sanghatya, Granthimaand Pralambita. Green leavesand flowersare
woven into the Veshtimagarland. Garlands of flowersremain spreadinthe
Vitatagarland. In Sanghatya, flower saksarewovenintothread. In Granthima,
only flowersare strung and the pralambhitagarland islong and hanging.

2. Ornaments

AcharyaBharat hasa so classfied thejewelry worn by actorsduring theatrical
performanceson the basi s of methods of wearing-

1. Abedhya- Thoseornamentswhich can beworn by piercing any part of the
body. Likeear ringsand nose ornamentswill come under this.
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2. Bandhaniya- Jewelry worn by tying it on any part of the body. Like- TheTypesof
Keyur, Kardhani etc. Enactment: Practica
Aspects

3. Prakshepya- Jewelry which can betaken off and worn. Like nupur, ring
etc.

4. Aropya- Those ornaments which can be imposed. Like- Hemasutra,
Manimalaetc.

After classfying theseornaments AcharyaBharat ad sotellsabout thewearing
of them by men and women according to their interest, statusand caste, § Notes
about which ornaments should be worn on which parts of the body by the

gods, kingsand women. Hediscussesin detail and alsotellsthat the actor

should not use heavy jewelry or ornaments during the dramaperformance
becauseit can causefatigueto theactor or actresswhile performing, their

body starts sweating. And one may even faint. Such characterswho are

human beingsshould wear jewd ry asper their fedingsand effortswhichis
according totheir placeandtime.

Ornaments for Males Characters

AcharyaBharat hasdiscussed in detail thejewe ry worn by maecharacters.
Thisincludeschudamani onthe head, earringsintheears, muktawali, harak
and sutrakain the neck, ring on thefinger, keyur and angad in the upper
part of thearm, astring of pearls, necklace and sutrakaon thechest. These
ornamentsareworn by deitiesor to beworn by leading male characters.
Just by thewearing of these ornamentsthe audience getsal ot of information
about the character.

Ornaments for Female Characters

A detailedlist of ornamentsused for female charactersisalso availablein
Natyashastra like - Shikhapash on the head, Shikhavyal, Pindipatra,
Makarika, Chudamani, Veniguchhaontheforehead, Tilak, Karnika, Kunda
and Karnphool intheears, Kgja intheeyes, color onthelips, garland of
pearlsontheneck, garland of gemsand thread. Inthisway AcharyaBharat
has discussed many ornamentsfor women. All these ornaments have been
decided kegpinginmind thetrend. They a so say that thesejewelry should
beused only keeping thefedingsandinterestin mind.
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TheTypesof 3. Veshvinyasa
Enactment: Practical
Aspects

Regarding how the costume should bein accordancewith the character, Acharya
Bharat saysthat the costume of the character should be kept in accordance
withthe costumeof the character. Hed so explainsthiswith many exampleslike
Yakshas, Nagas, Apsaras, Rishis, Devkanyas, Gandharvas, Rakshasas, Asuras,
Monkeysand the costumes of humanwomen, their clothes, jewelIry, hairstyle,
AcharyaBharat also discussesthis. While discussing the costumes, Acharya
: Bharat discussesthe costumesof thewomen of Avanti, Gaud, Abhira, North-
Notes East and South Pradesh according to different countriesand timesand also tells
how their costumes should bein astatelikegrief and separation.

Vinyasha

All thecharactersintheplay aredifferent from each other becauseof thedifference
intheir configuration. AcharyaBharat saysthat pearlsshould be strung onthe
headsof S), Gandharvaand divinewomenwiththeir hair tied. The ornaments
of Yakshini and A psaras should be studded with gems.

QN Noxraussmonsss

1.  Whatthingsarediscussed under Alankara?
2. How many typesof flower garlands have been discussed?
3. What arethe methods of wearing ornaments?

4.  What ismeant by prakshepyaornaments?

3.4 ANGARACHANA

Angarachanaisvery important inAharyaEnactment. We can aso cal Angarachanaas
roop sgjja(makeup) intoday's language. AcharyaBharat saysthat first of all the
director should paint the actors body partswith appropriate colors and then they
should color them according to the nature of the character and their work. Here,
AcharyaBharataal so tellsabout colors. He givesingtructionsto paint the actor'sbody
with four natural colors, white, black, yellow and red. Inthisregard, healso talks
about the use of composite colors. Compound colors means such colorswhich are
made by mixing two colors. Inthisway they say that the actor should be colored with
natural and combined colors according to the nature of hisrole, age, country and
cagte. According to him, itisthrough theangarachanathat the actor entersthe Parakaya
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When an actor followsthe character'sexpressions, conduct, thoughts and actionsby
painting hisbody with costumes and colours, theninreality, he becomesthe same
character.

Varna (Colour)

AcharyaBharat has presented avery scientific description of colours. Accordingto
him, there arefour main colours-

1- white (bright), 2- yellow, 3- blueand 4- red.

Other colorswere created by the combination of thesefour colors-
° Pandu withamixture of whiteand yellow.

° Kapotafrom amixture of whiteand blue.

e  kamaawithamixtureof whiteand red.

° greenwith amixtureof yellow and blue.

° Kashayawith the mixture of blueand red.

° Gaur with themixture of yellow and red.

Asper Natyashastra, other colors can aso be madeby mixing severd colors. Keegping
thismethod in mind, the actor'sbody should be painted according to therole.

Inthisway, after explaining the varnascheme, AcharyaBharat also plansthevarnas
for coloring various characters. Like - kamala, black and gauravarnafor aking,
'‘GauraVarnad for ahappy person, 'Black’ for awicked person, 'Asita for ascetics. He
a s saysthat the character'sbody structureand character should be determined keeping
inmind themood of the character.

Shmmashru Karma

After painting the bodiesof the characters, shmashrukarmashould aso bekept asper
their country, age and condition. He also describestheir four forms-

1.  Shuddha

Thereisno hair on the beard and it remains clean. Thistype of shmashrua
should beused for characterslike Brahmachari, Vanaprasthi, Manasvi, Priest.
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TheTypesof 2.  Vichitra
Enactment: Practical
Aspects

Wl maintained shmashruaisvichitra. Thistypeof shmashruismadeattractive
by bringing it into proper shape with aknife or razor. Similar shmashrua
arrangementsshould bemadefor kings, princes, roya men, peoplewith cosmetic
indinetions

3.  Shyama

Some grown shmashru. 'Shyam Shamshru' should be kept for characterswho
Notes arefirmontheir vows, proneto take revenge, asceticsand those who observe
fast.

4. Romasha

Densely grown shmashru. Romash Shamshru should be used for the characters
like sage, ascetic and long fasting person.

Vesha

Different charactershave veshaaccording to their circumstances. AcharyaBharat has
divideditintothreemaintypes-

1) Shuddha, 2) Vichitra, and 3) Malina. The attire of men and women should be
‘Shuddha when going to atempl e, at the time of auspiciousfunctions, on any specia
date, at thetime of marriage. High noble characters should a so have costumesof this
class. Thosewho are deities, demons, yakshas, Gandharvas, serpents, demons, kings
and those who have sensual tendencies should wear 'vichitravesha. Similarly, the
attireof atired character, atraveler and acharacter surrounded by troublesis'malina.

Mukuta (Crown)

In the same sequence, he also discusses three types of crownsworn by gods and
kings- (1) Parsvagat, (2) Mastaki and (3) Kirit. They tell about the use of crown
according to different characters. Generally, the crowns of Devas, Gandharvas,
Yakshas, Nagas, Rakshasasand general deities should be of 'Parsvagat’ form. 'Kirit'
should be used for those who are superior among the gods and ‘Mastaki' crown
should beused for thegods of medium nature. Thecrown of kingsshould be'Mastaki'.
Also, 'Grathit Mukut' should be planned from the cages of Vidyadhar, Siddhaand
Charan Gandharva.
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Keshvinyasa (hairstyle)

AcharyaBharat dso describesthe hairstyle of different charactersvery minutely under
thebody structure. According to him, Rakshasas, Demonsand Demons should have
crowned faceswith brown hair and green moustaches. A vampire, amadman, aghost,
asaint and aperson who does not stick to hisvows should havelong and disheveled
hair. Smilarly, the head of Buddhist monk, Jain monk, ShrotriyaBrahmin, Paribrgjak
and the personinitiated in Yagyashould be kept shaved. Inthisway, hair style should
be planned according to the meaning and according to different conditionsaccording
totheage, casteetc.

Sanjeeva

Sanjeev meanstheanima sentering the stage. AcharyaBharat hasexplained therules
for the presence of theseanima son the stage under Sanjeeva. For this, hehasdescribed
three types of Sanjeeva - Chatushpada, Dwipada and Apada. Small and ssmple
creatures can be brought on stage but huge predatory animalslikelion, tiger and snake
cannot be brought on stage. In such asituation, they can be brought onthe stageinan
atificid form.

Composition of Pati Ghati

AcharyaBharat tellsthat Pati Ghati can al so be used under Sanjeev. Itislikeakind of
cover. By wearing it and following the movements of that creature, the actor can
display theform of any creature. While explaining the method of making this Patti
Ghati, he saysthat itsmeasurement should be thirty-two fingers. It should be prepared
by blotting the cloth with the solution of beel. 'Faces should be made by mixing ash
soil or paddy straw with wet beel juice or beel peelsor its solution and then cover
them with clothes soaked in beel juice. The'patti' made from the peel of thewood
appleonwhichtheclothisapplied should neither be madetoo thick, nor too thin nor
too soft. When thislayer driesin fire or sunlight, ahole should bemadeinit at a
suitable place. These holes should be made with asharp tool and divided into haf. In
thisway Bharat explainsthe construction of 'Peati' madefor faces.

Use of other equipment

The equipment used for using charactersduring the performance of adramashould be
made as per the requirement of the drama. Where are these equipment obtained
from?Heshould go to the same person and get it constructed because that person has
special knowledge of that equipment. The person who makesthat object with his
specia art hasknowledge of the dimensionsand al the characteristics of that object.
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TheTypesof AcharyaBharat also tell sthat theatrical equipment should not be madefrom objects
Enactment: Practica that are big, made of iron or wood and are heavy because dueto their heavy weight,
Aspects the artistesmay haveto do alot of hard work. There are objectsin theworld with

different formsand characterigtics; their replicasshould be used inthedrama. Although
pal aces, houses and vehiclesare often used in theatrical performances, their exact
form cannot berecreated onthestage. For this, AcharyaBharat Lok and Natyadharmi
tell thetricks. Among the equipment used in drama, some equipment should beof folk
use and some equipment should be of theatrical use. If aninstrument isused inits
natura formthenitisfolk-dharmi and whenthespirit of that instrument or itsmodified
formisusedinatheatrica performancethenitiscaled Natyadharmi. AcharyaBharat
explainsthat theinstrumentsuseful in theater staging should not be made of iron and
other metalsbecauseif they aremade of these metd s, they will be heavy and thiswill
requirealot of hard work on the part of theartists. Therefore, theinstrumentsuseful in
the drama should be made light using lacquer, wood, leather, cloth, birch bark or
bamboo sticks so that the actors can use them easily on the stage. Before using the
shield, soldier, mountain, palace, temple, horse, elephant, chariot, planeand housein
thetheatre, their proper shape should be prepared from bamboo and then covered
with colorful thingsand given an origina shape and used on the stage. Similarly, the
weapons used in the dramashoul d al so be made from grass or bamboo sticksand
theseitems should be made with lacquer and starch and displayed. Replicas of many
objects should be prepared and used inthe play.

Notes

3.5IMPORTANCE OF AHARYA ENACTMENT IN NATYA

AadhyaAbhinayahasaspecial contributioninthe presentation of drama. Theactor
appears on the stage from the background, dressed and painted according to the
nature of thevarious charactersand their state of grief, and when heperformswith his
physical and verbal acting, the audience seesthe appearance of the character. Itis
through this acting distinction that the actor actually entersinto the unknown. Itis
exactly likethe soul leaves one body and entersanother. With hisacting behind the
scenes, heisabletoleave aside his personal feelingsand imbibethefeelingsof the
character. Thisisalaborioustask.

Itisclear from the study that AcharyaBharat has discussed the methods of acting
under AharyaAbhinay in the context of hiscontemporary theatre, it becomesclear
that the actor cannot completely transform the character only through physical and
verba acting. can do. For this, itisalso necessary that according to the character, he
should preparetheform of thingsin different waysthrough costumes, jewd lery, hairstyle,
ornamentation, body composition and theatrical devicesand a so usethem. Acharya
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Bharat discussesin detall thethingsto bedisplayed onthe stage under the composition TheTypesof
of the book and explains the two rules of making those things, L akadharmi and Enactment: Practical
Natyadharmi. If welook at it holistically, themain work of implanting the nature of the Aspects

character intheactor isdoneby acting. Sincethethestrical performance comesbefore
theaudiencein both audio and visua mediums. Insuchasituation, itisvery important
that the actor should 0ok as per the character. In such asituation, itisthrough acting
that the actor imposestheform of the character on himself. Aswell asdl thosethings
which cannot be used on stagein their original form. It isimportant for atheater
presenter to know the various methods of their use.

Notes

G INTEXT QUESTIONS 3.4

1.  How many typesof varnaarethere?

2. How many typesof 'shmashru karma arethere?
3.  What arethethreetypesof vesha?

4.  Tell thetypesof crown?

5. WhatisPeti Ghati?

@*\ WHAT HAVE YOU LEARNT

° '‘Aharya Abhinaya’ has been discussed in the twenty-third chapter of
Natyashastra. In this act, costumes and decoration work is done. Aharya
Abhinayaisaso often used to embellish theatrical performances.

e AcharyaBharat hasexplained four methodsof NepathyaKarmaunder Aharya
Abhinay - Pust, Alankara, Angrachanaand Sanjeeva.
° Under the composition of this pustarachana, Acharyahasexplaned themethods

of making the objects used during dramaon stage such asmountains, vehicles,
planes, shields, armor.

° AcharyaBharat discussesthe ornamentsworn on the body by theactors. Under
thisornament, hediscussesgarlands, jewelry and attire.

° Such characterswho are human beings should wear jewelry according to their
fedlingsand effortswhich isaccording to their country and time.
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TheTypesof e  Thecharacter's costume should be kept in accordance with the character's
Enactment: Practica costume. Bharataa so explainsthiswith many exampleslike Yakshas, Nagas,
Aspects Apsaras, Rishis, Devkanyas, Gandharvas, Rakshasas, Asuras, Monkeysand

the costumes of human women, their clothes, jewelry, hairstyleand many other

things

e  Thedirector should paint the actors body partswith appropriate colorsand

then make them dress up according to the nature of the character and their
_\ work. HereAcharyaBharat al so tell sabout colours. Heinstructsto paint the
Notes actor'sbody withthefour natural colorswhite, black, yellow and red.

° Different charactershaveveshaaccording tother circumstances. AcharyaBharat
hasdivided it into threemaintypes- (1) shuddha, (2) vichtra, and (1) Malina.

° Sanjeevameansthe animal sentering the stage. AcharyaBharat hasexplained
therulesfor the presence of these animalson the stage under Sanjeeva.

E TERMINAL EXERCISE

Sample Questionsfor Practica Examinations

1.  Whatismeant by pustarachana?Asper the availablemartial, learner should
choose on type of pustaamong the different typesof pustrarachanaand creat a
pustaastheir own.

2. Tel usabout ornamentation? L earner should create aveshtimaor another type
of garlandto collect flowersfrom nearby.

3. Tel usabout the angarachana? Through combined colours, learner should use
coloursaccording the charecters.

4.  What is Sanjeev? Use the resources available nearby and make a Sanjeev
according to your own choice.
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3.1

3.2

3.3

NATYAKALA (385)

TheTypesof

A
ANSWERS TO INTEXT QUESTIONS Enactment: Practical

Aspects

Inthisacting, costumesand decoration work isdone. AharyaAbhinayais
also often used to embel lish theatrical performances.

'‘Aharya Abhinaya’ has been discussed in the twenty-third chapter of
Natyajastra

Notes

There are four methods of backstage - pustarachana, ornamentation,
anagarachanaand Sanjeev.

Under the composition of thispusta, Acharyahasexplained the methods of
making the objects used during dramaon stagein Indiasuch asmountains,
vehicles, planes, shields, armor and many more.

Sanjeev refersto the methods of entry of living beingsonthe stage.

Therearethreemethodsof pustarachana- Sandhima, Vygimaand Veshtima.

Sandhimameansto tieor join together. Through this, an object iscreated
by tying or joining objectstogether.

Items made through machines are called Vygjim. Through this, artificial
movement can begiven to chariots, planesand vehicleson stage.

Thisisapustamethod in which it isused by covering it with cloth or
wrappingit.

Under thisornament, garlands, jewe ery and dressing have been discussed.
Veshtim, Vitata, Sanghatya, Granthim and Pralambit.
Abedhya, bandhaniya, prakshepyaand aropya.

Jewel ery that can betaken off and worn. Likenupur, ring etc.
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White (bright), yellow, blue and blood.
Shuddha, shyama, vichitraand romasha
Shuddha, vichitraand Mdina
Parshvagata, mastaki and kirit.

Itisakind of cover, by wearing which and following themovementsof that
creature, the actor can display the appearance of that creature.
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SATVIKA ENACTMENT AND
CHITRABHINAYA

Notes

After discussing the angika, vachika and aharya enactment, Acharya Bharat has
described Satvika enactment asthe most important. Thisisthe consciousness of
enactment without which acting isoftenlifeless. Whilediscussing samanyabhinaya, he
has said that in samanyabhinaya, more emphasis should be given on'Sattva because
‘Sattva hasfundamental importanceinthe entiretheatrical performance. Dramais
Lokadharami anditimitatesfolk characters. Therefore, useof Sattvaisvery important.
Onthebasisof Sattva, Bharat hasdivided enectment into superior, medium andinferior
categories. When satvikaenactment prevail sin enactment, then that enactmentissaid
tobethebedt. If Satvikaenactment isnormal then enactment iscalled 'Madhyam' and
when satvikafedingsarelow then enactment iscalled Adhama. In such asituation, we
can call satvikaenactment asimportant in enactment. This enactment controlsthe
generation of rasainthe audience.

Inthislesson, wewill discussabout SatvikaAbhinaya. What isthe utility of satvika
enactment after anagika, vachikaand aharyaenactment? It isvery important for usto
know this. What arethe Satvikaexpressionsand how haveAcharyaBharat explained
themin Natyasastra. Itisimportant for usto know this. Becauseit isvery important
for any actor to know thisto gain proficiency.

[ LEARNING OUTCOMES

After studying thislesson, you-
° know about the Satvikaenactment;

° know aboutsrasaand ableto enact satvikaenactment according to rasas.
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SatvikaEnactment and Chitrabhinaya

° know about bhavas (emotions);
° know theimportance of sattvain enactment; and

° know theimportance of chitrabhinaya.

4.1 SATVIKA ENACTMENT

Theword Satvikais made up of 'Sattva which means'Satobhav'i.e. thefeeling of
being. Thus, 'SatvikaBhava meansthosefedingswhich arisenaturaly fromtheinner
inspiration of Nata(Actor) inasimpleand easy form. AcharyaBharatahas discussed
the Satvikafedingsunder Anubhavawhiledescribing thefedingsin the seventh chapter.
Whileexplaining the sentiment (Bhavas), hesays- These sentimentsareknown by this
noun according to theway they are expressed. And what do these emotionsconvey?
They convey theintentions of visua poetry through words (speech), body partsand
satvikaexpressions. Bhavita (to make onefedl), Vasita(to reside) and Krita(to be
done) aso expressthe same meaning. Eveninworldly behavior, they areaffected by
each other'sfragrance or rasa. Here'Bhavana meansVyapanai.e. tobe. Itisthrough
thisfeeling that the audience gets rasas. The poetic rasais achieved through the
descriptiveform of speech, physicd action, inner feding of the soul and externd action
of sattvikaenactment.

Thus, satvikaenactment hasasense of existence. We can understand thisin thisway
that if theactor ispretending to cry but tearsdo not flow from hiseyeswhile crying,
and his speech does not have the qualities of sobbing, thenin such asituation the
fedling of crying will not arisein the audience and such enactment will not bevirtuous.
But onthe contrary, if theactor criesafter experiencing that emotion from hismind,
then definitely tearswill flow from hiseyes, therewill be sobsin hisspeech and the
eyesof theaudiencewill also befilled withtears.

4.2 RASA

Rasahasan important contribution in theanalysisof dramatic art. Thesoleaim of all
theelementsof dramathat AcharyaBharat hasdiscussed in thetheater performanceis
to satisfy therasa. Rasaisunderstood through vachikaenactment and, angikaand
aharyaenactment expressthe meaning of the sentence. AcharyaBharat hasdiscussed
Rasaonly inthecontext of theatrical performance. Heiscons dered theAcharyawho
established Rasa. but it'snot like that. Even before AcharyaBharat, he himself has
discussed about the Karikas of many Acharyas. Thus, to say that AcharyaBharat has
established thetheory of Rasaisnot completely true. Rasatheory wasin discussion
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even beforeAcharyaBharat, but thetruth isthat AcharyaBharat hasexplained the
Rasatheory inthe context of drama

Rasa

Bharat isconsidered to betheoriginal pioneer and explainer of Rasa. Hehasanalyzed
Rasainrelationto drama. Itistruethat the source of inspiration for Rasamust have
been the Vedas and other ancient literatures. It isa so mentioned that Rasaelement
fromAtharvavedahasbeen used by Brahmain the composition of Natyaveda. Rasais
aform of pleasure. Such descriptionisalso found inthe Upanishads. According to
AcharyaAbhinav Gupta, aasvadanaof the soul intheform of knowledgein pleasurein
theform of rasa. The soul isaform of blissand therasaalsoiaalso blishful dueto
relishable. In this way, the pleasure experienced by watching and listening to a
composition canbecaledrasa. If wetalk inthe context of drama, thenthejoy thatis
feltintheheart of the Sahridyaafter seeingthevisua poetry displayedinthetheater is
Rasa.

Rasanishpatti

AcharyaBharata has explained about Rasa Nishpatti. According to him, Rasais
achieved by the combination of Vibhava, Anubhavaand Sanchari Bhavas. Hehimself
writes- 'Vibhavanubhavsanchari sanyogatrasarasanishpatti'.

AcharyaBharat has compared Rasato thetaste of different typesof dishes. Just asa
personwho eatsdifferent typesof dishestastesthejuice, inthesameway asahridya
gpectator relishthe permanent feelings by associating them with Vibhavaand different
typesof sanchari feelingsand experiences. Thisrasaitsalf isthe essence of drama.

Types of Rasas

AcharyaBharatahas accepted eight Rasas. Basically, he considered only four Rasas
and consdered theremaining four asarising from them. The shringaraisfrom hasya,
the veera is from adbhuta, the Raudrais from karuna, and the vibhatsais from
bhayanaka. Fromthisbelief, it can beinferred that before Bharata, only four Rasas
existed and later four others established their independent power.

Shringara Rasa

ShringaraRasaoriginatesfromapermanent feding cdled Rati. Thisarisesfromvibhava,
anubhavaand sanchariabhavas. Theromantic fedingsof young menand womenwith
good nature areworth savoring. The actionsfollowed by charactersof good nature
like Sita, Ram are palatable in the heart of the sahridyaal so becausethejoysand
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TheTypesof sorrowsof both thefollower and theexaminer gppear to bein abundanceby generdizing
Enactment: Practica thespiritud fedings. Gives Sanyoga(union) and Viyoga (separation) arethetwo states
Aspects of ShringaraRasa. |n Sanyoga Shringara, it arisesfrom the departmentslike beautiful

season, garland, adornment, decorations, bel oved subject, grand building, delightful
sub-forest, movement, water sports and other pastimes, whereas on Viyoga
(separation) fromthebeloved, thereisastate of Viyog Shringara. Thus, onthe meeting
of thebeloved and the bel oved, thereisasanyogashringaraand on their separation,
thereisaViyoga(separation) Shringaar Rasa.

Notes Hasya Rasa

The permanent bhavaof hasyarasaishasa. Thisarisesdueto the performanceof a
character'sdistorted disguise, ornamentation, shamel essness, greediness, incoherent
gpeech and deformed body parts, marriageand related activities. Theuse of character
clownin Sanskrit playsshould beaimed at thisrasa, asmentionedinAcharyaBharat's
Natyashastra

Karuna Rasa

KarunaRasaoriginatesfromthe permanent feding called 'shoka. If thereisseparation
fromtheloved onedueto theeffect of curse, bondage, exile, death by burninginfire
or calamity, thenthisKarun Rasaisgenerated. When KarunaRasaisgenerated, tears
comefrom the eyes, sadness comes, lossof primary color, laxity inthe eyes, long
breathing and lossof memory etc.

Raudra Rasa

Raudrarasaoriginatesfrom the permanent feeling of anger of demonsand human
beings of borrowed nature. Thisanger arisesfrom the stimul ation departments of
nature, speech, anger, jealousy etc. Inthis, actionslike chastisement, use of weapons
and shedding of blood areespecialy visible.

Veera Rasa

VeeraRasaoriginatesfrom apermanent emotion called utsaha (enthusiasm), stability,
bravery, sacrificeand dexterity of abrave person. Onthebasisof charity, religion and
display of bravery inwar, therearethree categories- danaveera, dharmaveera, and
yuddhaveera.

Bhayabnaka Rasa

Bhayanaka Rasais generated from apermanent feeling called fear. Thisdistorted
word arisesfrom seeing vampiresetc., from seeing or hearing thekilling or bondage of
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one'sloved ones. It ismanifested by experiencesliketrembling of handsand legs, TheTypesof
flickering of eyes, excitement of the body, paleness of face and swesting. Enactment: Practical

. Aspects
Vibhatsa Rasa

Thevibhatsarasaoriginatesfrom the permanent feeling of thename Jugupsa. It arises
duetoemationslikeseeing or hearing something ugly, unplessant, impureand unpleasant.
Itisacted out through experienceslike shrinking al thebody parts. Seeing ascenethat
isnot visbleto anyonegiveshirthto adivided passion.

Adbhuta Rasa Notes

TheAdbhuta Rasaoriginatesfrom the permanent feeling of the nameadbhhuta. This
rasaisgenerated by experiences such as seeing somedivine person, achieving one's
desired wish, visiting abeautiful garden or entering the abode of gods, the possibility
of aplane, illuson, etc. Seeing somemiraculoussceneor action giveswonderful plessure.

Q INTEXT QUESTIONS 4.1

1.  Whatdoyou understand by Satvika?

2.  WhatisRasa?

3 How many RasashasA charyaBharat discussed?
4.  WhatisRasaSutra?

5. What arefedings?

6.  Whicharethefour basic Rasas?

7.  WhatisSanyog Shringar?

8.  Whatismeant by Hasyyarasa?

9. WhatisVeeraRasa?

10. What isthe adbhutarasa?

4.3 BHAVAS

Emotionsareimportant for the generation of Rasa. Without bhavas, Rasa cannot be
generated and without Rasa, emotions also have no existence. Thefedlings, emotions
and varioustypes of moodsthat arisein theheart are called emotions. AcharyaBharat
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TheTypesof hasgiven the number of Bhavasasfour
Enactment: Practical 1. Sthayibhava
Aspects
2.  Vibhava
3. Anubhava
4.  Sanchari bhavas.

Sthayi Bhava (Permanent feelings)

Notes When asahridya spectator entersthetheater to watch atheater performance, certain

fedingsreside permanently in hisheart. Theseemotionsare caled permanent emotions.
Thenumber of permanent emotionsare considered to be nine. A permanent feeling

has been planned for each Rasa.
As

Rasa Permanent Feeling
Shringara - Rati
Hasya -Hasa
Karuna - Shoka
Veera -Utsaha
Raudra - Krodha
Bhayanaka -Bhaya
Vibhatsa -Jugupsa
Adbhuta -Vismaya

These permanent emotionsarevery essential for the generation of rasa.

Vibhava

Vibhas meansthosefedingswhich, after seeing or experiencing, awaken permanent
feelings. Their two types were explained - Alambhava (support) and Uddipana
(stimulation). Alambhanaisthat for which permanent feding arisesand uddipanameans
thosefedingswhich promotethe generation of permanent feding. Smilarly, twotypes
of dlambhanahavea so been explained - ashryaand vishaya. Ashrayaiswhenfedings
areawakened inthemind of aperson and vishyaisthat for which fedingsareawakened
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inthemind. Inthisway, thisfeeling refersto the reasons due to which apermanent
fedingarisesinthemind.

Anubhava

According toAcharyaBharat, verbal, physical and sattvik activities make acting
experienceable. Thismeansthat speech, body parts and consciousness consisting of
Satva Dhamanari are the only experiences. In Natya Jaasarelated to thisthereis
'Lok'-

FAMMIR—AE Al sTHred|
IR ETEw: fard
Themeaning of this'loka isthat it (anubhava) makesthe audience experiencethe
meaning through speech and body acting. Therefore, it combined with branches, organs
and appendagesiscalled 'Anubhava. Thisexperienceismainly related to physical
and verbal acting. Inaway, feelingsarelikethe external expression of theinternal
feelingslocated inthemind. Likeveinsbulging in anger or eyesturning red. Mainly
four typesof experience were accepted-

1. Angka
2. Vachika
3.  Ahaya
4.  Satvika.

Angika - Feelingsrelated to body functions.
Vachika- fedlingsexpressed through speech etc.
Aharya- fedling expressed through food etc.

Satvika- Physical efforts done with sattva come under the category of sattvik
experience.

Satvika bhava

AcharyaBharat hasgiventhenumber of thesesatvik fedingsreaedto theconcentration
of mind aseight - (1) Stambh, (2) Sweda, (3) Thrill, (4) Swarabhang, (5) Vaivernya,
(6) Vepathu, ( 7) Ashruand (8) Pralaya. Bharat further explainsthe method of using
these satvik expressions. Let usnow know about thesein detall.
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1. 'Sthambha - Thelossof physical functioning dueto anger, fear, joy, shame,
sorrow, labor etc.

2. 'Vepathu' - Trembling of the body dueto cold, fear, anger, joy, touch, old age
and disease.

3. 'Sweda - Emergence of water spotson hair in case of anger, fear or exercise.

4. 'Tears - Tearsinthe eyesdueto joy, anger, smokeintheeyes, yawning, fear,
orief.

5. 'Thrill"- Standing of hair onthebody dueto cold, fear, joy, anger, disease etc.

6. 'Vavarnyd - Changeinfacia color dueto cold, fear, anger, fatigue, disease,
distressand heat.

7.  'Swarbhang' - Disruption of speech duetofear, anger, joy, old age, drynessof
throat, disease and intoxication.

8.  'Prdayd - becoming unconsciousdueto labour, unconsciousness, drunkenness,
deep, injury and attachment.

Sancharia Bhavas

Sanchari Bhavarefersto thosefedingswhich keeprisng and disappearingin the heart
like bubblesof water. In away, thesefedingsareformed instantaneoudy and keep on
disappearing. Their number isconsidered to be 33- Nirveda, Guilt, Doubt, Sorrow,
Madness, L abor, Laziness, Charity, Worry, Attachment, Memory, Greed, Breada,
Adgility, Joy, Impulsiveness, Inertia, Pride, Sadness, Curiosity, Sleep, Epilepsy. , dream,
vibodha, amarsha, avihittha, ferocity, mati, disease, frenzy, death, separation.

4.5 IMPORTANCE OF SATVIKA ENACTMENT IN NATYA

SatvikaAbhinayaisreated to empirical action, that is, those actionswhich follow the
feding. Under this, theactivitiesof angika, vachikaand aharyaareincluded and this
makesthefeeling capable of being felt. Onthebasisof this, four types of anubhvas
have been considered - sattvika, angika, aharyaand satvika. Bharat believesthat
‘Satva isrelated to themind and it arises only from the concentration of the mind.
Satvik emotionslikethrill, tearsand Vaivernyacannot beimitated without themind. In
thedrama, 'Satva isexpected as per the nature of the people. Further, he saysinthe
same context that at the time of drama experiment, the feelings of happiness and
sorrow prevaent in natyadharmashoul d be described asarising from sattvikafedings
insuch away that they appear to be of realistic nature. How can ahappy user who has
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never been sad portray thisfeeling of sadness?Inthisregard, thisisthe'sattva which,
whether the actor is sad or happy, that tear or thrill has to be presented through
enactment.

Every audience hashisown joysand sorrows. Similarly, the character also hashis
own happinessand sorrow. But dueto concentration during thegtrical experimentina
particular place, time and situation, the actor acceptsthe happinessand sorrow of the
character ashisown. Duetothis, theactor isexpressing the persona joysand sorrows
along with the joys and sorrows of the character, but the observer feelsthat heis
experiencing thejoysand sorrows of the character. Theemotionsdisplayed arethose
of the character, not the actor. Thisisthebasic mantraof satvikaenactment.

Evenin samanyabhinaya, Bharat has discussed 'Satva in enactment. Hehasasked to
pay more attention to 'Satva in this enactment because 'Satva’ has fundamental
importancein the entire drama performance. The acting which containsmore'Sattva
should beconsdered'bedt’, if itisin equa amount then it should be consdered 'medium'’
and the acting without Satvashould be considered 'low'. Hence, itisclear that Bharat
has considered Satvikain all four types of acting asthe basis of superiority and
proficiency of acting.

4.6 CHITRABHINAYA

Chitrabhinayaisexclusively related to body acting, that iswhy Bharat hasnot kept it
separatdy inthemain categoriesof acting. Hehasformulated ‘Chitrabhinaya by giving
importanceto the phys ca movementsinacoordinated form of thefour acting classes.
Inthistypeof acting, the posturesof particular body partsare combined in such away
that the effect of a captivating pictureis created. That iswhy it has been called
chitrabhinaya. Initsdescription, Bharat has discussed symbolic currencies. Through
this, knowledge can beimparted about any natural scene, day, night, underground
substances, sun, fire, non-human creatureslikelion, bear etc., wild animals, special
movements, specia mood etc.

Under this, Bharat explainsthe method of awakening theimpact of various natural
landscapesin theimagination of the audience through acting. Make Swastikawith
both the hands straight in the flag posture, keep them rai sed on the forehead and | ook
from abovefrom different viewpoints- effects, night, Pradosha, seasons, clouds, forest
areas, vast water bodies, directionsand planets, constellations can betold through
them. Yes, so saysBharat. By maintaining this posturewith the head tilted downwards,
an object placed on the ground can be shown. To show moonlight, happiness, air,
juice and fragrance, the hand in the same posture can be shown moving upwards
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TheTypesof along with touch. Similarly, Bharat has discussed the specia posturesof display of
Enactment: Practica Sun, Fire, Noonday Sun, substancesthat give pleasure and pain, seriousand sublime
Aspects fedings, necklace, feeling of omniscience, € ectric meteor etc. respectively.

Bharat dso explainsspecific posturesfor displaying objects. Inthe context of Hemant
Ritu, he saysthat Hemant Ritu should be displayed by the Uttam and Madhyam
charactersby acting likebending, shrinking their limbsand consuming thesun andfire.
Similarly, heexplainsthemethodsof displaying winter, Spring, summer, rainy season,
rainy season night and normal seasonsrespectively.

Notes Inthissequence, heexplainsthe plan of menand womento perform physicd activities

according to their respective nature. Bharat al so describesthe actionsperformedin
joy, sadness, anger, fear, intoxication, etc. Further, hea sotellsthemethods of display
of animals, birds, ghosts, vampires, mountainsand tall trees, ocean, etc.

4.7 AUDIENCE AND RASA

Whenever an audience comesto an auditorium to enjoy adramaperformance, various
kinds of thoughts of worldly lifekeep rising in hisheart. Hetakeshisplacein the
audiencegdlery. Thetheatrica performance begins. Withthethird bell, theaudience's
attention isdrawn away fromtheir worldly lifeand focuses on the performance. The
first music of Natyarambh connectsthe audience emotionally to the performance.
Actorsact on the stage, speak dialogueswith various musical variations, the choir
sngsand playsand theacting takesplaceonthat music. In such astuation, theaudience
establisheshis'sdlf' with the characterson the stage. Theaudiencea solaughs, cries,
becomes sad and dances a ong with the characters asthey laugh, cry, feel sad and
danceinjoy. Inthisprocess, the psychosis of the audience disappear along withthe
actions of the character. That's why after seeing the scene of sadness, tears start
flowing from the eyesof theviewer and hismind becomeslight. Inthisentire process
of cathars's, music enhancesthe processof emotiona connection and takestheviewer's
emotionsto ahigher level wherethe disordersof the viewer'smind disappear and he
experiences Brahmananda. Hismind becomesfreefrom varioustypesof stresses.
Arigtotl€s'catharg stheory' and Bhattanayak's's mplification theory' clarify thisprocess.

0 INTEXT QUESTIONS 4.2

1.  How many typesof bhavas (expressions) have been explained by Acharya
Bharat?
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2. Whatispermanent feding? TheTypesof

3.  Whatismeant by vibhava? Enactment: Practica
Aspects

4.  Whatisadambhanavibhava?

5. Whatisuddipanvibhava?

6. Whatismeant by anubhava?

7. How many typesof anubhavas (experiences) arethere?

Notes

8. What arethe Satvikafedlings?
9. Whatissanchara bhavas?

10. What isthessambhasatvikabhava?

@ WHAT HAVE YOU LEARNT

° Satvik actingisrelated to that acting inwhich satvikafed ingshave predominance.

° ‘Satva playsanimportant rolein drama.

° Theacting inwhich'Sattva is predominant should be considered 'best’, if itis
equal thenit should be considered 'medium' and if thereislack of Sattvathen
that acting should be considered ‘inferior'.

° Rasa is the standard of success and failure of any presentation. Rasa is
synonymouswith happiness. AcharyaBharat describesRasain the sixth chapter.

° Indrama, light isthrown on the eight e ementsnamed Shringara, Hasya, Karun,
Raudra, Veera, Bhayanaka, Vibhatsaand adbhuta.

e  Theactor displaysthese emotionson stage. Emotionisanimportant factor in
acting.

° Thesefedlingshave been mentioned in detail inthe seventh chapter. Thereisa
discussion ontheir fivetypes, eight permanent feelings, thirty-three sanchari
fedingsand eight sattvikafedingsetc.

° AcharyaBharat discussesthe ornamentsworn on the body by theactors. Under
thisornament, he discussesgarlands, jewelry and attire.
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TheTypesof ° Vibhavanubhavsanchari sanyogadrasanishpattih. That is, Rasaisderived from
Enactment: Practica the.combination of permanent feding with Vibhava, Anubhav and communicable
Aspects feding.
e  Foranactor tobesuccessful itisnecessary that he actswith hissoul.

E TERMINAL EXERCISE

Sample Questionsfor Practica Examinations

Notes
1.  What doyouunderstand by satvikaenactment?
2.  What arethe Satvikafedlings? Try to enact based on sattvafedings.
3. What areRasaand Bhava? Try to enact according to the different Rasa
4.  What istherelation between Rasaand Satvik Bhava?

A
Q ANSWERS TO INTEXT QUESTIONS

4.1
1. Satvikisreated to 'Satobhava which meansthe existence of Satva.

2. Thejoy that the audiencefeel swhilewatching athestrical performanceis
Rasa

3. AcharyaBharat hasdiscussed eight rasas- sringara, hasya, karuana, raudra,
veera, vibhatsa, bhayanak, adbhuta.

4. Vibhavanubhavsancharisanyogedrasanishpatih.

5. Thefeelings, emotionsand varioustypes of moodsthat arisein the heart
arecaledemotions.

6. Sringara, veera, Raudra, vibhatsa

7. Thejoy that onegetsby watching the scene of meeting of thehero and the
heroineisthesanyogasringara.

8. It is produced by the display of a character's distorted appearance,
ornamentati on, shamel essness, greediness, incoherent speech and distorted
form of body partsetc.
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4.2

0.

10.

10.

Veerarasaoriginates from good nature and apermanent feeling called
enthusiasm. It isportrayed through experienceslike stability, patience,
sacrificeand skill of abrave man.

Seeing the astonishing scenesgivesawonderful pleasure.

Permanent fedling, vibhava, anubhavaand sancharai bhavas.

Permanent emotion meansthose emotionswhich reside permanently inthe
audience.

Vibhavameansthosefedingsdueto which permanent fedingsarise.
Alambhanaisthat for which permanent feding arises.

Uddipana(Stimul ation) meansthosefedingswhich promotethegeneration
of permanent fedings.

Thosefedlingsthrough which feelingslikeloveetc. are experienced are
caled anubhavas. Inaway, fedingsarelikethe externa expression of the
internd feglingslocatedinthemind.

Therearefour typesof experiences- angika, vachika, aharyaand satvika.

Stambha, sweda, romancha, swarabhanga, vaivarnaya, vepathu, ashruand
pralaya.

Sanchari Bhavarefersto thosefedingswhich keep rising and disappearing
intheheart like bubblesof water.

Thestagnation of physica functioning dueto anger, fear, joy, shame, sorrow,
labor etc. isa'stambha.
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of Mudrarakshasaplay.

5. Theater Techniques: AnIntroduction

6. Mudrarakshas

\

The techniques of theatre have been explained in this module. Also, the
experimentd aspect of dramahasbeen explaned through the experimenta aspect

~
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Practical Aspect of
Natya

THEATER TECHNIQUES: AN
INTRODUCTION

Notes

Dear Learner, earlier welearned about theatre. What istheatre? How did theater
originate? How many typesof theater arethere? And so on. Now in thischapter we
will discuss about theater technique. From thetitleitself it becomesclear that itis
related to the techniquesused in theatre. If you have seen aplay, imagineit. Think
about what thingsyou saw around the actorsin the play that were making the play
moreeffective. Of course, youwill seethe set, lights, sound equipment among those
things. Infact, theseareknown astheater techniques. All theseare used according to

theplay.

Therearemany presentation stylesof theater whichwehavediscussed earlier. Ineach
genrethesetechniques- sets, lightsand sound areusedin aparticular way. Thefunction
of thesetheater techniquesisto provide special effectsto the acting. Beit Indian
theater or Western thesatre, the nature of bothisdifferent from each other. Along with
thisdifferent form, thetheater technique of both of themisalso different. But with
modern thegtre, the union of both thetheatersisvisible. Alongwiththis, italsohad a
deepimpact on theater techniques, whichwewill also discussinthislesson.

[] LEARNING OUTCOMES

After studying thislesson, you-
° know the genera introduction to theater techniques,
° understand theancient methods of theater techniques;

° understand modern techniques of theater techniques,
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Practical Aspect of ° understand theimportance of stage decoration in dramatic performance;
Natya

° know the general introduction of light and sound in dramastaging;
° understand theimportance of light and sound inthestrical presentation; and

° know thedifferent typesof light and sound presentation.

5.1 GENERALINTRODUCTION TO THEATER TECHNIQUES

Theater isan audio-visua medium. When an audience goesto seeaplay, they should
beableto clearly see and hear the events happening on the stage. For a successful
theatrica presentation, itisnecessary towork specifically ontheater techniques. These
theater techniquesnot only makethe play interesting and effective, but if usedwitha
specid vison, they dso giveanew dimensionto themeaning of theplay whichisoften
hiddenintheplay itself.

Notes

When we use the noun theater technique, it revealsacollective meaning. Theater
meansacoordinated form of drama, acting (activity and recitation), stage decoration,
make-up, lights, costumes, sound etc. And technique meansthat way of behavior
which caneasly realizethevison. Thus, under theater technique, thetechniqueof al
those elementsisunderstood with the coordination of which theater takes shape.

Techniques in Playwriting

Theater usually begins with awritten play. While writing a play, the playwright
determinestheuse of al the elementsof theater from hisimagination. For example-
whenwill thelightscome on the stage? From wherewill theactor enter the stageand
whenand wherewill hedepart. If the playwright himself isathester artist, then heuses
theater techniquesvery beautifully inhisplay. A cregtiveplaywright, through hiscredivity,
presentsaroadmap for asuccessful play with the hel p of techniqueson stage.

Techniques in Direction

Whiledirecting aplay, thedirector a so often usessometechniqueswhich arerelated
to the presentation of the play. During rehearsal the director guides the actor's
performancethrough thesetechniques. Asanindependent person, he sometimesadopts
the playwright's technique and sometimes he rejectsit. Often, we see that some
performancesare completely different fromthewritten play or thedirector completely
focuses on the untouched aspects of the play. In such asituation the director uses
dramatic techniquesfrom adifferent perspective.
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Presentation Techniques

When we watch adrama, we often find the use of sometechnical itemsduring the
presentation. Like- light equipment, set, sound equipment etc. Theseare someof the
thingsthat weget to seein every play. Thesetechnical devicesplay animportant role
in making the scene envisioned by the playwright and director presentable. These
techniques are used according to the mood, time, effectsetc. of the scenes.

5.2 ANCIENT FORM OF THEATER TECHNIQUES

Scenery isconsdered to bethefirst essential element intheater technique. The scene
servesasabackdrop for the drama. The audienceisintroduced to the atmosphere of
the play through the visual bond created on the stage. DrishyaBandhaisactually a
form presented on the stage of adramawhich usualy lastsfrom the beginning till the
end of theplay. Thisisacoordinated form of visual planning. Inthemodern era, the set
that the audience sees as soon asthe curtain opens, built, depicted or presentedin any
other form on the background, isthe visual bond. How to create thisvisual bond?
Discussionshavebeen held inthisregard fromtimeto time. Mainly, to understand the
ancient methods of theater technique, they haveto be divided into two categories-

1.  Audio-visud techniques
2. llluminationtechniques.

Audio-visual Techniques

Asweknow theater isan audio-visual medium. In such asituation, from primitive
theater till theemergence of auditorium, thismedium was consdered. Theauditorium
was conceived keeping visibility and audioin mind. For example, the senior, middle
and inferior types of vikrishta, chaturasra and tryasra auditorium described in
'Natyasastra. Of these, the poor medium auditorium was declared the best on the
basisof visibility and audio. Smilarly, in Greek thestre, along with thetheater built by
cutting out the mountains, masks (which had acloak-like arrangement for amplifying
the sound), padded shoes (so that the size of the actor appeared bigger) etc. are used.
We get to see stepped audience galleriesin both Indian and Western theatre,

INlumination Techniques/Theater Scene

From primitivetimesto the 16th century, playswere performed during the day under
the open sky. Greek playswere presented in rooflesstheatres. In India, Buddhists
performed on M uktakashi stage or in roofless squaretheatres. Medieval ritua plays
were performed inside churches, where daylight camein through windows, doorsor

NATYAKALA (385)

MODULE - 8

Practical Aspect of

Notes

Natya




MODULE -8 Theater Techniques: An Introduction

Practical Aspect of vents. Therewasno need for artificia lighting for the playsof the Commediade Arte
Natya and early Elizabethan period. It isbelieved that when these playstook place at that
time, artificia lighting wasnot even thought of .

Till now therewasno (atificid) light inthetheatre, but we can guessthat when primitive
humans would have been cooking and eating prey at night. Those primitive
presentationswoul d havetaken place around the bonfire. Wild anima swere afraid of
fireand hence early humans chose night timeto expresstheir emotions. Studiesby
someresearchers have shown that Greek playswere deliberately performed slowly
Notes till night, becausefire doesnot appear aseffectiveduring theday asit doesat night. In
such plays, wefind the use of burning torches, lampsand other lighting resourcesas

props.

In someformsof theatrical performancesof Tamil Nadu and Keraa, lightingisdone
with another type of interesting lamps. Coconut shell is cut into two hemispherical
shapesand used aslamp utensils. Thelighting was arranged in such away that the
performancedid not haveto beinterrupted torefill theoil. Here"striplights' aremade
of bamboo. Another typeof illuminationisusedinthetheater "Thayyam" of theremote
rurd areaof Kerda. ThisPrakg) instrument isaburning torch madewith dried coconut
leaves. Thesetorcheswere used in ancient traditional styleslike Nautanki, Jatra,
Tamasha, Bhavai, Yakshagana, Nacha, Maach etc. and are still alivetoday.

@ rousnowss:

1.  What doyouunderstand by theater technique?

2. Whatismeant by playwriting technique?

3.  What arethetechniquesused for presentation?

4.  What arevisua bonds?

5. What thingshaveto bekept in mind whiledesigning the auditorium?
6.  Whichtheater hasbeen described asthe best in Natygjastra?

7.  What wasusedin Greek theater keeping in mind thevis bility and audio?
8.  Sincewhenhasartificia light been used inwesternthestre?
9.  Whatisusedtolight thetheatrical performancesof Tamil Nadu and Kerala?

10. Howisstriplight made?
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5.3 MODERN FORM OF THEATER TECHNIQUES

Set, light, sound, effectsetc. can be seenin modern forms of theater techniques. As
long astheatrical performancesweredoneintheopen, therewasno needfor al these,
but closed auditoriums gave rise to these needs. The birth of these modern genres
began inthe West with stageillumination.

Thenew experiment inthefield of lighting wasfirst doneby theltaian artist 'Sebastino
Sarelio'. Sebastiano Sarleo (1475-1554) thought about pai nting sceni ¢ paintings apart
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fromarchitectureand stage. With thisinformation, arectangular hal washbuiltimitating Notes

the Roman theatre. According to Sarleo, colorful scenery was created in the theater
from the stage background to the 'wings and 'panels. Inthisexpansion, 'perspective
visual principlesand three-dimensional measureswere used effectively. For this, he
used mirrors, shining saucers, shalow platesinfront of the candletoincreasethelight
of the candlefrom thefront side. To produce colorful effects, colored liquidswere
poured into bottlesand placed infront of burning candles. The contribution of English
designer Inigo Jones (1573-1652) isa soimportant intaking thisinfluenceforward.

L ater, dlong with candles, oil wick lampswerea so used, but thesefloating oil lamps
required frequent trimming during performances. For thiswork 'Gul Tarashon' had to
comeon stageagain and again. Itissaid that theword 'footlight' originated from these
floating oil lamps. Later, for brighter light, the practice of covering theflamewith gasor
burner started.

Gradudly, intheperiod after Sarleio, theuse of candlesand oil lampsfor better lighting
increased tremendoudy and theresult wasthat that bright and freelight started piercing
theeyesof the spectators. Italian designer Nicola Sabatini (1574-1654) tried to solve
thisproblem. Hefound away to hidethelight sourceand tried to hidethelight source
by covering or covering thelampwithacircular tubefromtop to bottom. Similarly, the
effort of thefamousactor and designer 'David Garrick' (1717-79) Also notableisthat
he placed thefoot light alittle bel ow the stage floor on agrooved floor in such away
that it doped towardsthe stage and climbed towardsthetheatre. In thisway Sabatini
and Garrick David managed to achieve better lighting for presentation whilekeeping it
out of theaudience'seyes.

Intheyear 1781, the gaslight wasinvented, but the new source of light was used for
thefirst timeinthetheater intheyear 1817. Thisevent isconsidered important from
thepoint of view of stagelighting. Therefore, the second step in the devel opment of
gtagelighting wasthe control of theintensity of light. Instage activities, theintensity of
light could beincreased or decreased as per one'swish without any inconvenience. It
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Practical Aspect of was controlled from agastablefrom where gasflowed through hoses or rubber pipes.
Natya Work onintensity control wasdone by Henry Irving (1838-1905). Likeilluminating
different places, using colours, switching off thelightsof theatersduring presentations

etc.

Inthisentireevol utionary processof mechanica change, other toolsbecame prevalent
or wereeasily replaced by them. For example, electric light wasinvented in 1879.
Therefore, in short we can say that as human civilization and technology progressed,
modern equipment wasinvented and the process of stagelighting evolved.

Notes In 1909, Sir Humphry Davy invented circular light intheform of eectricity. Fiveyears

later, M.J. Dubosec started using many important devicesof circular light like Baby
Light, Fresnel, Hal ogen, Pageant, Flood Light, P-C-, Profile, Par to createan additiona
effect. Therefore, during the period 1900-1914, there were rapid mechanical and
artistic changesintheworld of stagelighting.

Infact, lighting in modern theater hasits own psychology which is substantially
devel oped from theancient tradition. Now theatrical productions cannot beimagined
without expensivelight and sound equipment. If thething that influenced theater the
most isthe stagelighting. Itsimportancefor today'stheater isas much asthat of an
actor and adirector. Inthemodern era, continuous use of optica equipment continues.

Q rousnows:

1.  What arethemodern genresof theater technique?

2. Whodidthefirst experimentinlighting?

3. What wasdoneto create colorful effect?

4.  Whenwasthegaslight used?

5. What experimentsdid M.J. Dubosec doin stagelighting?

5.5 STAGE DECORATION

Thestrical presentation actually recreatesthe author's story on stagefor the audience.
In thisapproach, action or businessisthe most important element, whichisnot just
physical movement or merespeech, but the soul of acting liesin dramatic dynamism. It
bringsthe script alive on the stage through rhythmi ¢ speech and body postures. Many
other allied arts also have an important contribution in this. Among them, stage
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decorationisprominent, which developsand enrichesthe presentation by creating an
environment for theatrica action.

If seen carefully, stage decoration in theater today presentstwo meanings. Inthe
traditional technical sense, it means painted curtains, fringes, door framesand some
gpecia typesof mechanical devicesand figureswhich present theimage of sky, tree,
throneetc. But in abroader sense, dl thosevisua € ementsthat are present around the
actor during the performance on stage - stage props or other objects, clothes and
lighting and the above mentioned huge visual figures come within the scope of this
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term. We can a so say that themain function of theater decorationisto providesupport § Notes

toall those present on the stage, physical and virtua andin specia and ordinary ways.

Work of Stage Decoration

Intheform of atmosphere creation, three main functions of theater decoration canbe
determined -

1.  Determiningthevenueof thedrama
2. Increaseindramaticaction
3. Toembdlishthedramatic action and makeit interesting.

Thefirst and most important function of theater decorationisto provide spacefor the
dramatic action and to establish appropriate and clear identity of theevent Site. After
the curtain of the auditorium opens, thefirst thing the audience observesisthevisua
decoration. From this she easily guesseswhether the scene of theentiredramaisthe
battlefield or the guest room of the house.

Thisstagedecoration can makethedramatic action effective by reflecting the persondity
of thedrameatic characters. For example, thegenera view of aroom showstheinterests
and habitsof thepeoplelivinginit. Theway the characterskeep their roomsclean or
messy, thekind of color they apply onthewalls, thekind of chair they st onor thekind
of utensls, equipment and other objectsthey use, reflectstheir red life. A glimpseand
indication of hisreal characterisgiven.

An attractive and meaningful background can be created through color decoration by
creeting interesting combinationsthrough lines, colorsand other e ements. If thetheater
decorationisnot attractivethen it cannot be called asuitable environment for dramatic
action.
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Practical Aspect of Types of Stage Decoration

Netya Generaly, theform of visua decoration isdetermined onthe basisof facilitiesof space
and equipment avail ableintheaters, but for thevisua designersand technical workers,
itisnecessary to study thescript first of al, onthebasisof which only thedesign of a
particular presentation can be decided. For this, theform of visual decoration can be
decided. For this, itisnecessary tofirst know thedifferent formsof visua decoration.

Intimate Furnishings (Box Set)

Notes Thisisthemost popular configuration format of directorsand arrangersin modern
theatre. Inthistypeof visua arrangement, threesidewallsgenerdly better represent a
real room. Till the 19th century, interior decoration was often done by coloring the
background, but thisvisual decoration, highlighted by raysof light coming fromafixed
place, completely lacked thethird dimension. Thiswasthefina form of devel opment
of the painted diding curtains popular during the Renai ssance period. It assumed its
present forminthesecond half of the 19th century. Thistype of scenery hasoften been
used for redistic playsin whichthe scenewasaroom. For example, 'AadheAdhaure
by M ohan Rakesh or 'GudiyaGhar' by bsen. Thisscenecreation can beeasly imagined
intheprocess of staging theseplays.

Exterior Decoration

Inthistype of decoration, the entire stage areais often used. Beforethe set isplaced
onthe staging area, parts of the side stage are compl etely masked so that thereisno
hindrancein creatingtheilluson of redlity.

Use of Curtains

They areused extensively inmusical drama, ballet and opera. The use of these painted
curtains, developed during the Renai ssance period, isalso seeninthe Pars theater of
Indianthesatre. Presently we can see Ramlilabeing staged with the help of these painted
curtains,

Small Unit

Thisvisua decoration, which suddenly became popular inthe early 20th century, put
painted curtains out of fashion. The main reason for thiswasto produce athree-
dimensiona effect despitethevisua unitsbeing light. Their physical formitself was
actudly three-dimensional. But to establish visual changeinit, itisshifted to another
place.
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Infrastructure

Inthis, theeffect of completenessiscreated in aparticular presentation by using one
or moreframes. Itisakind of permanent framewhich can bemoreor lessaffected by
thevisual changeson the stage, but thereisno interferencein thetheatrical action
taking place on the stage. Thistype of frameisespecially convenient for theatrical
productionsthat involve alarge number of scenes.

Minimal Scenery

Generdly, limited financia resourcesand stage limitationsforcemost theater groupsto
have minima scenery. Itsmany formsare preva ent-

Cut-down Scenery

Inthis, variousvisual unitsare not normal intermsof height but arereduced. The
height of thewallsisdetermined onthebasisof variouselementsthat characterizethe
architecture of theroom. Like- windows, doorsetc.

Selected Decoration

Thisissometimesaso cdled virtud visudization. Inthis, abackground of black curtains
isplaced. But theimpression of awall iscreated by using small sectionsof only oneor
twowalls.

Broken Format Visual Design

Inthis, specia emphasisisgiven ondepicting visual unitsrather than creating them.
Many wallsareshowninthisscenery. But their height isirregular.

Parallel Arrangement

Thisstylewasdeve opedin medieva Europeanthegtre, under which differentincidents
of dramaon the same stage are set in different areas, the active areaisilluminated
accordingly. Multipleincidentsarevisibles multaneoudy inthetage area.

Stage Setting Process

Thereisno fixed ruleregarding the process of stage decoration. Each configurator
may haveitsown separate process. But some el ementsare common in every process.
Which must be taken care of -

1.  Anadyssandinterpretation of thedramascript.
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Practical Aspect of 2. Discussion with the membersworking in the presentation. It should be onthe
Natya following points-

e Requirement of Directors
e Sdected stylefor presentation
3.  Technical requirementsof theatrical presentation

e Number of scenes

Notes e Problem of transition from one sceneto another

e Requirement of Actors

4. Stageareaandavailablefacilities
e Sizeof thestageareaandfacilitiesavailablethere
e Storagespace
e Tranderfadility
e Lighting equipment and operationfacilities

5. Sghtlines
e Interrelation between audiencegallery and stagearea
e Veticd sghtline
e Horizonta lineof Sght

6. Researchwork
e Research materia onwhichtheconfigurationisbased.
e Historica background of dramatic action

7. Sketchesand miniaturemodels

8.  Configurator Scheme
e Groundplan
e Frontdevation
e Detaleddrawing
e Full scdedetaleddrawing
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9.  Sdectionof materia

e Forum Content

e Handmaterid

e Decorationmateria
10. Visud coloring

Toembellishthefinished sceneand giveit itsfina shape.

@ rousnows s

1 What are stage decorations?

2 How isthe venue determined by stage decoration?
3. What arethemain objectives of stage decoration?
4

Through which e ementsisstage decoration madeinteresting?

S.4 LIGHTING IN THE THEATER (STAGE)

Lighting hasahuge contributionin presenting adramain theater because despiteall
theimportant disciplineslike acting, stage design, make-up, direction, costuming etc.
being therein theatre, without lighting it cannot |leave any impact on the audience
becausethevisghility of adramaenhancesitspresentation and visibility ispossibleonly
withlight, whether naturd or artificial.

If theater has been influenced the most by Prakash. Therefore, we can say that in
today'splays, lighting or lighting system isasimportant asthe actor and the director.
Stagelighting has now become an essential condition for theatrical presentation.

Purpose of Lighting in Theater

The purpose of lighting in any dramatic presentation can bedivided into mainly 5
parts, itsdescriptionisasfollows-

Visibility

Themost important thinginlightingisvishility, that is, making theeventshappeningon
the stage reach the audience. The meaning of the sceneisnot just to show thefaceto
theaudience but it isnecessary to havethe desired lighting on the stage so that the

scene can be understood by the audience.
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Practical Aspect of Reliability

Netya Thelighting in the dramashould be believable so that the audience canrelatetoits
scenes. Many times, dueto lighting contrary to themood of the scene, theaudienceis
unableto understand the scene.

Quality

There should be quality in the scenes shown on stage. Thisisalso called 3D quality.
! Thislighting system should bein such away that the actors, set, property etc. can be
Notes shownin 3D form so that the audience can seethe scenemoreclearly.

Composition

Creating compositionthrough visualsin adramaiseffective. Just asadirector creates
different types of compositionsthrough blocking, inthe sameway compositionsare
createdinlighting a so. Sincedramaisvisua and audio based, composition hasagreat
impact in creating scenes.

Mood

Inlight design, emotionsare expressed through visuals. Light isused to create mood
or emotion through color or intensity. Therefore, the purpose of lighting isto show the
emotionsor mood of the entire scene along with the actorsonthe stage.

Lighting Control in Theater

Lightisusedintheater invery creative ways. Herewe are going to discuss some of
thosepoints.

Intensity

I ntensity means capacity. A meansof controlling light. Through thisthelight can be
increased or decreased. Which hasagreat impact onthevisuals, itiscontrolled with
thehelp of adimmer.

Colour

We useit to make the scene beautiful on stage. Just asall emotionshavetheir own
colour. Mostly the effect of red color isgivenin the scenesof death, gruesome and
anger. Likebluecolorisused for night.
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Distribution

Thelightson the stagearedivided into many parts. Light isdistributed accordingtothe
scene. Thisaso includes composition. Dimmer and consoleboard are used for this.

Motion

Moving from ascene happening at onecorner of the stageto another scene happening
at another corner through fade-in and fadeout isthe movement of light. Apart from
this, increasing or decreasing theintensity isalso light movement.

Lighting Equipment
Thelighting equipment used on stlage can bedivided into thefollowing partsaccording

totheir function-

1.  Flud Lights

Under this, mainly thoseare kept which are used to publish theentireplatform.
Using this, no single areaof the platform can beilluminated. Halogen, cross,
strip, scoop lights, LED lightscomein thiscategory.

2.  Spot Lights

Theselighting devicesilluminatethe areaof the stagein thedirectioninwhich
they arehung. Thesemainly formacircular circleonthestage. Theedgesof the
circular photocircleformed by somelightsareclear and someareunclear. Manly
P-C-spot, fraternal spot, profile, baby spot, follow spot etc. areincluded inthis

category.
3.  Effect Lights

Under these, thoselighting equipments have been kept, which are often used to
create special effectson the stage. For exampl e, to createamoon or aspecid
shape onacycloramaor to present the effect of water, etc. Moving head light,
U-V-light, water effect, effect projector, fog machineetc. aremainly includedin
thiscategory.

Lighting Process

Beforearranging lighting for any theatrical presentation, completeinformation about
theavailable equipment should be obtained. With thisyou will know when and where
tousewhichlight.

After thisfollow thefollowing procedure-
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Beforegtarting theconfiguration:

1.

After getting theresponsibility of configuration, make sureto get complete
informationin two contexts.

Technical Availability

° Under what circumstancesisthe dramapresentation being performed?

e  Willitbepresented again and again onthisstage?

° How istheauditorium?What isthelight conditionthere?Arethelightsfixed on
the stage or counterwei ght pipesused?

° Isthereany problemin electricity power supply?

e  Whawill betheavailahility if theplay ispresented e sewhere? Or it will not be
played outside.

Equipment

° Doestheauditorium haveitsown lights?

° What istheavailability of additiona equipment?

° Getacompletelist of lights, dimmers, controls.

Time-Table

° How muchtimewill it taketo bring and set up thelights?

° How muchtimewill therebefor lighting beforethefirst presentation?

Whowill youwork with?
How many eectricianswill berequired?
If possible, consult amaster electrician.

Study the script with the actors. During the second study, keep noting down the
mentionsregarding light.

Research- Inthisstep, doresearch regarding the article. What isit from some
other country? Or inwhat stylewill it be presented?If itsstage decorationis
fromaparticular period, thenwhat will itsbuildingsbelike? Discussall these
questionswithingructions.
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3.  Typeof aticle- What isthe style?Who isthe author? Hashe al so written some
different articles?Try toknow about al this.

4.  Trytoknow about thedirector or other designerswho worked with you.

5.  Withdl thesethings, hold ameeting with thedirector, visua designer etc. Tell
them how you want thedesign tolook. Get their opinion.

6.  Bepresent during practice. Fromthisyouwill know the objective of thedirector
and theworking methodol ogy of the actor. Travel tothelocation wherethe sets
and costumesarebeing built.

7.  Observetheexercisescarefully. And after this, meet thedirector and talk to him
openly about what you think and what kind of vision you want to create?

8.  Light Plan- After getting dl theinformation and talking to thedirector, makelight

gueue seats. Q seat construction will allow you to operatein alight manner.
Sometimeswhen we operate without queue seat, we do not remember all the
gueuesand we are not ableto operate at theright time.

Q INTEXT QUESTIONS 5.4

What ismeant by lighting in theatre?
What arethe purposesof light?

What arethefactorsof lighting control in theatre?

A w DN P

Lighting devicesaredivided into how many categories?

5.5 SOUND TECHNIQUES IN THEATER

Sound is used to intensify the effect of the drama. What is meant here by sound
techniqueisnot the sound produced by the characters speech and dialogues, but the
music or somespecia soundson the stagewhich hel pin creating theatmosphere. This
iscalled sound effect in color technique.

Althoughthesound effect iscompletdly different fromthedia ogueused by thecharacters
intheplay, itisasound which hel psin portraying thedrama. To cresteafolk atmosphere
inthe play, sad music of violinisproduced from the background, musical sounds of
clarinet to show joy, Nagara, trumpet etc. to awaken bravery are produced. These
definitely make color trading moreeffective. If they are usedin certain proportionsat
certantimes.
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Practical Aspect of Strange soundsare used to show ethereal or any illusory effect. Intheir effect, specia

Natya care hasto be taken that these sounds should be in such afixed tone so that the
dialoguesof the characterscan be heard properly by theaudience. At the sametime,
these sounds should not be such that they take the viewer's attention away fromthe
original point and takeit somewhere el se. There should belimited and limited use of
these. Sometimesit happensthat these sounds are more attractive than the original
play and the essence of the play gets suppressed because of them.

Sound effect ishelpful in creating al typesof rasas. Makeup, cam, laughter, hideous,
Notes wonderful etc. al can be created through sound effects. These sound effectssometimes
alsoindicate scene changesinthe play. Theviewer getsinformation about the scene
changeby playing acertain tune of music at each change.

The sound effectsare not performed on stage but are pre-recorded. Thissignificantly
reducesthe expenditure on rehearsalsand a so savestime. Soundsarea so presented
innatural form through tape. Inamarket scene, the hustle and bustle of areal market,
in arain scene, the recorded sound of natural rain and lightning creates enough
color effect.

Many times, in aperformance, the character moves hislipsand the sound fromthe
background presentshisdialogues. Thisisal so effective. Akash-speaking (Akaas
Vani) Krishnasvery serious speech was presented very impressively on the M uktgji
stage of 'Andhaayug' (Director AlkaJi), PuranaQila, Delhi.

Although musicisused knowingly or unknowingly inthester performances, sometimes
other soundsare also used along with it to create specia effects. For example, itis
difficult to show aship breaking on stage, but instead of this, theaudienceautomaticaly
imaginesthisscenewith the sound of the ship breaking. Thissound makestheeffect of
that particular scenemoreeffective.

Types of Sound

Sound effectsare created from artificial or original sources, which are used to make
the character effectiveand for other purposes. It isarecorded sound used primarily
for storytelling or to produce credtive effectswithout dialogue or music. Itismostly
used in motion picturesand tel evision productions. In fact the dialogue, music and
sound effectsaredifferent.

Sound effectsaremainly of thefollowing types-

1. Redistic sound effects
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2. Symbolicsound effects Practical Aspect of
3. Masssound effects Natya

4.  Impressonist sound effects
5. Muscd influence

Sincetheatrical presentationisboth visual and audio, itisnecessary that text, music
and sound effects should beincluded under audio. Inthiscombination, threeforms of
sound effect are seen-

Notes

1. Hard Sounds

Soundsthat reach the audience normally. Thereisno need of recorded track
for these. It mainly arisesfromthe actor'swork business. Liketheactor banging
thedoor hard.

2. Environmental Sound Effects

Soundsthat makethe audiencefeel aparticular situation. Like the sounds of
cricketscoming from adistanceat night.

3.  Foley Sound
The sound of the actor'sfeet whilewalking etc. isgiven through foley sound.

4.  Design sound effect

Sound effectsthat cannot be recorded from any natural source and haveto be
specially prepared to record them. Likefor sounds of machinescoming inthe
futureor for fantasy scenesetc.

Thus, many typesof sound materia sareused in theatrical presentation. These
sound effectsare sometimesfrom theorigina source or sometimesrecordedin
astudio. But sometimes advance permission hasto betaken to record some
sound effects.

@ rousnonsss

1.  Whatismeant by sound technology intheatre?

2.  What arethee ementsof dramaunder audio?
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Notes
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3.
4.

How many typesof sound effectsarethere?

What isFoley sound?

@*” WHAT HAVE YOU LEARNT

Under theater technique, thetechni quesof stagedecoration, lighting arrangement
and sound effectsare used.

Whenweusethenoun theater technique, it reveal sacollective meaning. Theater
means a coordinated form of drama, acting (activity and recitation), stage
decoration, decorations, lights, costumes, sound etc.

From primitive theater till the emergence of auditorium, this medium was
consdered. Theauditorium wasconceived keeping visibility and audioin mind.

Today, stage decoration intheater hastwo meanings. Inthetraditional technical
sense, it means painted curtains, fringes, door framesand some special typesof
mechanica devicesand figureswhich present theimage of sky, tree, throneetc.
But inabroader sense, all those visual elementsthat are present around the
actor during the performance on stage - stage props or other objects, clothes
and lighting and the above mentioned hugevisud figurescomewithin the scope
of thisterm.

Set, light, sound, effectsetc. can be seenin modernformsof theater technology.
Aslong astheatrical performanceswere donein the open, therewasno need
for al these, but closed auditoriums gaveriseto these needs. Thebirth of these
modern genresbegan inthe West with stagelighting.

Lighting system hasahuge contribution in presenting adramain thester because
despited | theimportant disciplineslikeacting, stage concept, make-up, direction,
costuming etc. being therein theatre, without lighting systemit cannot leave any
impact ontheaudiencebecause Thevishility of adramaenhancesitspresentation
andvighility ispossibleonly with light, whether naturd or artificial.

Thestrical presentationisboth visua and audio, henceit isnecessary that text,
musi ¢ and sound effects should beincluded under audio.
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Practical Aspect of

gl TERMINAL EXERCISE Natya

1.  What doyouunderstand by theater technique?

2. Whatistheroleof stagedecoration?

3. What doyou know about thelighting system on stage”?

4.  What arethelighting devices?

5. Tel usabout soundtechnology? Notes

A
ANSWERS TO INTEXT QUESTIONS

5.1

1. Whenweusethenoun theater technique, it revealsacollective meaning.
Thester meansacoordinated form of drama, acting (activity and recitation),
stage decoration, make-up, lights, costumes, sound etc. And technique
meansthat way of behavior which can easly realizethevision.

2. Theater usudly beginswithawritten play. Whilewriting aplay, theplaywright
determinesthe use of al the elementsof theater from hisimagination. For
example- whenwill thelightscomeon the stage? From wherewill theactor
enter the stage and when and wherewill he depart.

3.  Whiledirecting aplay, thedirector aso often uses sometechniqueswhich
arerelated to the presentation of the play. During rehearsal the director
guidestheactor's performancethrough these techniques.

4. DrishyaBandhaisactually aform presented on the stage madefor drama
which usually lastsfrom the beginning till the end of the play. Thisisa
coordinated form of visua planning.

5. Audio-visud technology andlighting technol ogy.
6. Badmedium

7. InGreek thegtre, dongwiththetheater built by cutting themountains, masks
(which had acloak-like arrangement for amplifying the sound), padded
shoes (so that the size of the actor appearslarger) etc. are used.
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5.2

5.3

8.

10

Theuseof artificid light inwestern theeter hasbeen found sincetheMiddle
Ages.

Insomeformsof theatrical performancesof Tamil Naduand Kerda, lighting
isdonewith another type of interesting lamps. Coconut shell iscut into two
hemispherica shapesand used aslamp utendlls.

"Striplight" ismade of bamboo.

Set, light, sound, effects etc. can be seen in modern forms of theater
technology.

Thenew experiment inthefied of lightingwasfirst doneby theltdian artist
‘Sebagtino Sarellio'. Sebastiano Sarleo (1475-1554) thought about painting
scenic paintings apart from architecture and stage. With thisinformation, a
rectangular hall washbuilt imitating the Roman theatre. According to Sarleo,
colorful scenery was created in the theater from the stage background to
the'wings and 'panels.

To createacolorful effect, colored liquidswere poured into bottlesand
placedinfront of burning candles.

In 1781, thegaslight wasinvented. When wasthe gaslight used?

M. J. Dubosec started using many important devicesof thiscircular light
likebaby light, Fresnel, ha ogen, pageant, flood light, P-C-, profile, par to
create an additional effect.M- What experimentsdid J. Dubosec do in
Sagelighting?

Decoration intheater presentstwo meanings. In thetraditional technical
sense, it means painted curtains, fringes, door framesand someVijayatype
of mechanical devicesand figureswhich present theimage of sky, tree,
throneetc. Butinabroader sense, all thosevisud e ementsthat are present
around the actor while performing on stage. Stage propsor other objects,
clothesandlighting and the above mentioned largevisud figurescomewithin
the scopeof thisterm.
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5.5

Thefirst and most important function of stage decorationisto provide
gpacefor thedramatic action and to establish appropriateand clear identity
of theevent Ste. After the curtain of theauditorium opens, thefirst thing the
tailor observesisthevisud decoration. Fromthissheeasily guesseswhether
the scene of the entire dramaisthe battlefield or the guest room of the
house.

Determining thevenueof thedrama, enhancing thedrama, embellishingthe
dramaand makingitinteresting.

An attractive and meaningful background can be created through color
decoration by creating i nteresting combinationsthrough lines, colorsand
other eements.

Lighting system hasahuge contribution in presenting adramain theatre,
becausedespitedl theimportant disciplineslikeacting, stage concept, make-
up, direction, costuming etc. being thereintheatre, without lighting system,
it cannot leave any impact ontheaudience. Becausethevishbility of adrama
enhancesits presentation and visibility ispossibleonly with light, whether
natural or artificial.

Vishility, Reliability, Plastic Qudity, Compaosition, Mood
Intensity, color, distribution, speed

Flood light, spot light, effect light

Sound isused tointensify the effect of the drama. What ismeant here by
sound techniqueis not the sound produced by the characters speech and
dialogues, but the music or some specia soundsonthestagewhichhelpin
creating the atmosphere.

Under audio, al three, text, music and sound effectsareincluded.
Typesof sound effectsare
e redidicsoundeffects

e symbolicsound effects
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e masssound effects
e impressionist sound effects
e mudcd influences

4. Thesoundsof thefeet of an actor whilewalking etc. arecalled foley sound.
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MUDRARAKSHAS

Notes

Vishakhadattaisaprominent playwright of Sanskrit literature. Hisplay Mudrarakshas
isoneof theplaysthat have occupied animportant placein Sanskrit dramatic literature.
The playwright Vishakhadatta has presented the historical and political sceneswith
great beauty inthisplay. Earlier, love storieswere used asplotsin Sanskrit plays, but
in this series, Mudrarakshas presents itself with a completely different and new
perspectiveinthat tradition withits contemporary and political plot characteristics.

Inthefield of playwritingintheclassical tradition, Mudrarakshasisaplay basedona
diplomatictheme. Insuchacase, itisessentia to know about thisplay. Inthischapter,
therefore, wewill focus on these characteristics of the Mudrarakshasaplay.

[ LEARNING OUTCOMES

After studying thislesson, you-

e  know about Vishakhadatta;

° know about the Mudrarakshasplay;

° know about the story of Mudrarakshasa; and

™ know about the characters of Mudrarakshasa;

6.1 GENERAL INTRODUCTION TO VISHAKHADATTA

In the Bharata Vakya of the play, Vishakhadatta accepts the name of the king as
Chandragupta. Therefore, scholarsbelievethat Vishakhadattain hisplay referstohis
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Practical Aspect of patron Chandragupta-|1 through the description of ChandraguptaM auryawhosetime

Natya period was 375t0 413 AD. The Pataliputra described by Vishakhadattaisavery
prosperouscity. If welook at the history, by thetime of Harshavardhanainthesixth
century, Patali putrawasfragmented. It turnsout that Buddhismwasbeing re-introduced
at that time and on the basi sthat scholars have accepted thetime of Vishakhadattaas
the beginning of thefifth century.

Thedirection of King Avanti Varmain the Bharatavakyaof Vishakhadattasplay is
: proved from ahistorical point of view. King Avanti Varmawastheking of Kannavj of
Notes theMaukhari dynasty end and beginning of the seventh century. At theend of thesixth
century, terror of Gondasprevailedinwestern North India. King Avanti Varmadefeated
the Gondaswith the help of King Prabhakar Vardhanaof Thaneswar. Thishistorica
event datesback to 582 AD, So histimeisfixed at the end of the sixth century. The
sametime period has been unanimoudy accepted by scholars.

Apart from Mudrarakshasa, two other playswritten by Vishakhadattaare mentioned:
(2) Devi Chandraguptaand (2) Abhisarikavanchitaka. The second of theseplaysis
unattainable. Thefirst play, Devi Chandragupta, isalso aromantic story aswell asa
political one,

6.2 GENERAL INTRODUCTION TO MUDRARAKSHA

Mudrarakshasaisaplay of aninteresting and innovative nature. Inthisseven-act play,
Chanakya, Chandraguptaand Nanda's Swamibhakt Amatyaarein the center of the
Rakshasa. Chanakya hasinstalled Chandraguptaon the throne by being proud of
Nanda. Chanakyauses hisdiplomacy to make Nandastrusted minister Rakshasathe
minister of Chandragupta but Rakshasa does not accept it. He conspires against
Chandraguptain variousways. In the end, Chanakyasucceedsin hisobjectivewith
hisdiplomatic skills. Thewhole play isbased on these diplomatic moves.

Vishakhadatta'spolitical erudition canbeclearly seeninthisplay. Infact, writing such
anintellectud play isavery difficult task. The playwright hascarefully transformedthe
entire plot into aplay while maintaining interest. It isan event-oriented play witha
heroic theme. The sense of excitement we seein almost every character. Thereisno
direct fight anywherein the play but Vishakhadattahascleverly used thistonethrough
didogues.
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¥ INTEXT QUESTIONS 6.1

1.  WhoisVisakhadutt?

2. What arethecresationsof Visakhadutt?,

3. What natureof play isMudrarakshas?

4.  Onwhatisthemain plot of Mudrarakshas based?
5. Whatisthemain Rasaof Mudrarakshasa?

6.3 STORY OF MUDRARAKSHASA

Visakhadutt has divided the story of the play Mudrarakshasainto 7 acts. Themain
story in the plot is of Chanakya using his diplomacy to make the Rakshasa
Chandraguptalsamatya. Veer RasaPradhan Inthisdrama, the sequence of devel opment
of the story according to thenumbersisasfollows-

Act-1

At thebeginning of thisact, thereisadiscussion about Brahminfeast in general onthe
occasion of lunar eclipse. Then suddenly avoice comesfrom the background asking,
whoisthereinmy lifetimewho can seduce Chandragupta? The narrator comesforward
andtellsthe audiencethat heisKautilyaand then Chanakyaentersthe stage. Assoon
asChanakyaenters, hetellshisgrief that hisminister, angry at the destruction of the
Nandadynasty, hasjoined the Rakshasa king Maayketu and is conspiring against
Chandragupta. Chanakyaknowsthe AmatyaRakshasavery well and hewantsto
somehow influence him and make him agree to become ChandraguptasAmatya.
Chanakya, not expressing hisfeelings, makesadiplomatic plan. Chanakyacomesto
know that the family of Rakshasa Amatya iswith Chandandas in Kusumpur of
Pataliputra. The Rakshasa'sfavorite public believers are Kayastha Shakatdas and
Siddharthaka. Chanakyad so findsacurrency of the Rakshasa. He gets Shakatdasto
writealetter and getsthe marksof the Rakshasa's currency madeonit. The Rakshasa
and hiscurrency becomethe main basisof the plot of thisplay, hencethe name of the
play hasal so been named Mudrarakshas.

Act-2

In thisact the conspiracy against Chandraguptais shown. At the beginning of the
second act, aplanisbeing madeto kill Chandraguptawhen he arrivesat Nanda's
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Practical Aspect of grand palace. Chandraguptaisabout to enter Rgj Prasad sitting on an elephant when
Natya thehugearch gateis conspiratorially demolished. The el ephant moves quickly and
saves Chandragupta. Inthisway Chandraguptaissaved fromdying.

Act-3

Inthisepisode, bitternessincreases between Chandraguptaand Chanakyaregarding
theorganization of Kaumudi Mahotsav. Chandraguptaordersthisevent ontheday of
Sharad Purnimawhile Chanakyastopsit. Another occasion comeswhen Chanakya
stopstheking from giving donations. Chandraguptagetsangry and startsdisobeying
Chanakya. Chanakya publicizesthis difference of opinion between himself and
Chandraguptaso that thisnewsreachesthe enemy and ultimately thisiswhat happens.
Thisnewsreachestheenemy.

Notes

Act-4

In thisact, Amatyahimself informsthe Rakshasa M alayketu about the bitterness
between Chandraguptaand Chanakyamentioned in the previousact. Malayketuis
convinced that Chandraguptaisalienated from his people because of Chanakya's
faults. If Chanakya is removed, the public will feel more affection towards
Chandraguptathan before.

Act-5

In this episode, Parvatraj Malayketu learnsthat hisfather has been killed not by
Chanakyasconspiracy but duetotheevil plan of AmatyaRakshas. Differencesbetween
Malayaketu and the Rakshasa begin to increase. Malayketu looks at the Rakshasa
with suspicion. Bitternessstartsincreasing between thetwo. Now the RakshasaAmeatya
feeshelplessand graduadly sinksinto despair.

Act-6

After beinginsulted by Malaydas, the Rakshasacomesto Pataliputra. He comesto
know that troubles have befalen Chandandas. The only fault of friend Chandandas
wasthat hehad given aplaceto hideto thefamily of AmatyaRakshasand hewasnot
telling anything to the king because of friendship. Theking has sentenced himto death
and preparationsare being madeto hang him.

Act-7

The Rakshasameetshisfriend Chandandasand revealshissecret to him that heisthe
Rakshasa because of whom he has been given death sentence. Then Chanakyaenters
from the backstage. Chanakyatel|sthe Rakshasaabout hisdiplomatic moves. At last,
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the Rakshasaaccepts ChandraguptalsA matyapost. Chandraguptareturnshiskingdom
to Maayketu and declares Chandandas asthe head of thetrade union. Thus, the play
endswith good wishesfor Chandragupta.

G INTEXT QUESTIONS 6.2

1.  How many actsarethereinthe play Mudrarakshasa?

2. Why isthenameof theplay Mudrarakshas?

3. What happensin the number three of Mudrarakshasa?

4.  Why isChandandasgiven death penaty?

5. Why does Chanakyawant to make Rakshasa Chandragupta'suncle?

16.3 CHARACTERS OF THE PLAY MUDRARAKSHASA

Theentireplot of the play M udrarakshas has been made keeping Chanakya, Rakshas,
Chandraguptaand Malayketu at the centre.

Chandragupta

Scholars accepted Chandragupta asthe hero of the play MudraRakshas, although
Chandraguptaentersonly twiceintheentireplay. Thefirst timein the Sati episodeis
when he hasto fight with Chanakyaand the second timeisat theend of the play when
the Rakshasahasto beinvited to take up the post of minister. Chandraguptaappears
on the stagein some capacity only on thesetwo occasions. Onthe basisof this, the
character of Chandragupta in the play can be understood. Chandragupta is a
courageous hero. Heishumble by nature. Heisalso adevotee of Guru. Hebelieves
everything of Chanakya Wherehedisagreeswith the Guru hea so experiencessorrow.

Malayketu

Mdayketuiscautiousby nature, trustworthy and quick to dowork. Heisproud of his
influencethat heisnot in the control of hisminister whereasinthedramaheisseen
taking part. Ma ayketu doeswhatever advice hegets. Dueto aconspiracy hatched by
Chanakya, he getshisown well-wisherskilled who accuse the Rakshasa. Hedoes not
realizethat it ispossiblethat aconspiracy isbeing hatched. He has no knowledge of
humans, that iswhy hetrustshisenemiesand distrustshisfriends.
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Practical Aspect of Chanakya

Netya Chanakyaisby natureavery intdligent, promising, brilliant and skilled palitician character
whoisproficient in diplomacy. Chanakyahad vowed to destroy the Nandadynasty
through hiswords and wisdom and accomplished it through Chandragupta. Inthe
play, Chanakya hasresolved to make the Rakshasa Chandraguptal's minister and in
theend hedoes so. Chanakyahasastrong quality of foresight. Every incident of the
play happensaccording to Chanakya. Thisishow theformer creates. Thereisno such
occasion seen anywhereinthe play whereall these charactersare seen dishelieving
Notes Chanakya. One of the main qualities of Chanakyais hisknowledge of people. He
believesthat al the spiesof Chanakyaare under hiscontrol. Healso used Vishkanya
sent for Chandragupta as a promoter. Chanakya's skillful diplomacy was behind
Chandraguptasmonopalistic rule. Chanakya, despitebeing askilled politician, wasa
scholar inthetrue sense. Despite being theking'sguru, helived in hishut. Healso
praisesthequalitiesof hisenemiesin hisheart. Onthebasisof hisdiplomacy, hedoes
not allow bloodshed to happen without any reason.

Rakshasa

The Character of the Rakshasa-The Mudrarakshasis an important character. The
Rakshasahas unwavering devotionto hismaster in hisheart and afirm commitment to
avenge Nandaeven after hisdeath. Chanakyaa so knowsthequdlity of the Rakshasa
so hewantsto make him the minister of Chandragupta. The Rakshasaisahappily
faithful person. He doesnot know crooked policy that iswhy he makesthe persons
sent by Chanakyahisclosefriendsand confidants. Hefindly learnswho hisenemy is.
What surprises Chanakyathe Rakshasareadily accepts. The Rakshasaisabit of a
wary character aswell. Hegladly giveshisornamentsto Siddharthawhich Ma ayaketu
sent him. He acceptsevery situation assimpleand easy. Heisalso mighty by nature.
Other charactersintheplay-

Vibhatsaka

Thischaracter went to kill Chandraguptawhile hewas asleep on the orders of the
Rakshasa. Hewas hiding in the tunnel with hiscomrades. He could not hidefrom
Chanakya's eyes. Chanakyawas suspicious of therow of antsfrom the crack and set
firetothewall. It wasan obedient character.

Parvataka

Chanakyahad destroyed Nandawith the hel p of even Parvataand then defeated his
minister Rakshasa. Chanakyahad promised to divide half the kingdom to conquer
Kusumpur but when the Rakshasawas defeated hetook Parvatakaon hisside. The

SENIOR SECONDARY




Mudrarakshas MODULE -8

Vishakanyawhom the Rakshasahad sent to kill Chandraguptawas sent by Chanakya Practical Aspect of
to Parvatakaand killed him Natya

Vairodhaka

TheVairodhakawasthe brother of Parvataka. After Parvatakadied, Chanakyaoffered
to givehdf thekingdomtotheVairodhakaandinvited himinside. Thebarbar, who sat
downtokill Chandraguptakilled Vairodhaka

Vishnu Sharma/Nipunaka

Nipunakaisafriend of Chanakyawhoisaknower of ShukraNiti andthe64 arts. He § nrozes
livedindisguiseasan expert. Intheplay, Vishnu Sharmaremains Chanakyasspy asa

master. It plays an important rolein the plot becauseit isthe one who bringsthe
Rakshasasring and givesit to Chanakya

Siddhartha

Siddharthais also aspy of Chanakyawho stayswith the Rakshasatogether with
Shakatdas and conveys his secret to Chanakya.

Samiddharthaka

Samiddharthakaisafriend of Siddharthaand heliveswith hisfriendintheguiseof a
Chandala. It al so appears as Chanakya's spy.

Bhagurayan

Bhagurayanais Chanakya's spy and appearsin the play asafriend of Malayaketu.
Bhagurayanaisskilled intheart of espionage. He hideshissecret and putssuch things
inMalayaketu'smind which resultsin asplit between the Rakshasaand Ma ayaketu.

Jivasiddha Kshapanaka or Bhadanta
Hewasaspy of Chanakyaand askilled astrologer.
Vijayavarma

Vijay Varmaplanswith Chandragupta'sarmy to Malayaketu's house at Chanakya's
request and conveyshisinformation to Chanakya

Achaldatta Kayastha
Thisistheminister of Chandragupta.
Shonottari

Itisthe gatekeeper of Chandragupta.
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Practical Aspect of Vijayapal Durgpal
Natya Itisthe chief servant of Chandragupta.
Vishvasu
Thisisthe Brahmin to whom Chandraguptagivescharity.
Kapal Pashik and Dand Pashik

Theseare chandal aswho do thecrucifixion.

Sharngarav

Notes

Thisisadiscipleof Chanakya.
Hingurat

Itisthe chief of the gatekeepers of Chandraguptawho goesto Malayaketu on the
ordersof Chanakya.

Balgupta
Stayswith Ma ayaketu to take the secrets.
Rajsen

Thisisthe childhood servant of Chandraguptawho goestothearmy of Malayaketu at
the behest of Chanakya.

Bhadrabhat

Hewasa so aspy of Chanakyawho livesasaservant of MalayaK etu.
Chandrabhanu

It had goneto Malayaketu at the behest of Chanakya.

Singhbal Dutt

He was Chandragupta's commander who had joined Malayketu at the behest of
Chanakya.

Rohitaksh

He was the son of the Malwa king who had joined Malayketu on the advice of
Chanakya.

Deerghachakshu
Wasthe gate guard of Malayketu.
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Shikharsen Practical Aspect of
Hewasthe commander of Malayketu. Parvataka had ordered him to be crushed by Natya
theelephant.

Sarvaarthasiddhi

Hewasthe brother of King Nand. After the death of King Nand, the Rakshasaplaced
him onthethrone. Dueto fear of Chanakya, heran away from the state and reached
theforest where Jeevasiddhi got himkilled.

Vakranash Notes
Minister of Nandadynasty before Mahananda

Shaktar

Hewasaminister of the Nandadynasty and wasa Shudraby caste.

Vichakshana

Shewasthe maid of King Nand.

Priyambadak

Heisaservant of the Rakshasa.

Chandandas

Heisabusinessman from Pataliputrawho isafriend of the Rakshasa. The Rakshasa
had given shelter to hisfamily herefor which hewas sentenced to death.

Q INTEXT QUESTIONS 6.3

Whoisthe hero of Mudrarakshasa?
WhoisChanakya?

Whoisthe Rakshasa?

Why is Chandandas hanged?
WhoisBhadrabhata?

Whoisthe Nipunaka?
WhoisSiddharthaka?
WhoistheVairodhaka?

© © N o g bk~ w N PP

WhoisShikharasen?
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Practical Aspectof | 10.  WhoisShektar?

Natya
6.4 THEATRICALSTYLE OF MUDRARAKSHASA

Theplay Mudrarakshaswritten by Visakhadutt isan incident oriented play. By keeping
the heroic spirit at the centre, the playwright has given prominenceto thefeeling of
enthusasminall thecharacters. Theway dl the characters communi cate throughout
thestory showsimmenseenthusiasm and energy. Ingenerd, thisplay isfull of energetic
: dialogues, description of war and statements|like bravery of heroes. Chanakyaisat
Notes the center of the play and feelings of bravery can be clearly seen in Chanakya's
statements. Without war, Chanakyadefeated the Rakshasawith hisdiplomacy. Thisis
the skill of Vijakhaduit.

Thereisalack of female charactersand clownsin the play Mudrarakshasa. Inthe
play, Chandandasswifedefinitely entersthe stagefor sometime but she doesnot play
any specificroleingiving momentumto theplot. The humor hasa so not been planned
by the clown, Vishakhadutt. Perhaps he does not consider thisappropriatefor the
seriousnessof hisstory. But even after being seriousand not using aclown, therehas
been noreductionintheinterestingnessof the play.

If we study the play Mudrarakshasa, we find that he has saved the play from the
defectsof poetry. Hehasdlowed thestyle of dramatoremainintheplay. Thelanguage
issimple and has abundance of sweetness and prasad qualities. Figures of speech
have been used very littleinthisplay. Figuresof speech like metaphor, dliteration and
smilehavebeen usedinit. The naturalnessof the dramahasincreased dueto theuse
of prosemorethan poetry inthediad ogues. Duetoitsdiplomatic theme, Mudrarakshasa
iscongdered aspecid play in Sanskrit dramaticliterature. Itisan attractiveand unique
dramaof itsownkindintheclassica tradition.

@*” WHAT HAVE YOU LEARNT

e  Thetimeperiod of Visakhaduttaisthe end of the sixth century.

e Viskhadutt'sancestorswerekings, hence heinherited theknowledgeof politics
and diplomacy.

° Vishakhadutt has composed the play Mudrarakshasa.

° Thereismention of two moreplayswritten by Visakhadutta- Devi Chandragupta
and Abhisarikavanchitak.

° Mudrarakshasisan eventful drama.
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° Thestory in Mudrarakshasais described in seven chapters. Practical Aspect of

e  Themainessenceof MudrarakshasaisVesr. Natya

e  Themaingory of thisplay isChanakyasunopposed ascension to thethrone of
Chandraguptaby placing Chandragupta's opponent and Nand'sminister Rakshas
onthe post of Amatya.

e  Themaincharactersof theplay are: Chandragupta, Chanakya, Ma ayketu and
Rakshas. Apart fromthese, thereare 29 other supporting charactersintheplay.

° Thesubject of politicsand diplomacy isdescribed in Mudrarakshasa. Notes
e  Thereisasomoreuseof proseinthedrama.
Mudrarakshasalacksaclown and afemal e character.

° Inthefifthact, thereisthestory of Jmutavahanagetting stained with blood from
Garudasheak and Garudarepenting.

gl TERMINAL EXERCISE

1.  Whatisthemain story of Mudrarakshasa?

2. What did you know about Vijakhadutt?

w

Tell about character of Chanakya?

E

Tell about thetheater craft of Mudrarakshasa?

A
Q ANSWERS TO INTEXT QUESTIONS

6.1

Visakhadutt isthe playwright of Mudrarakshasa. Hisancestorswerekings.
Mudrarakshasa, Devi Chandraguptaand Abhisarikavanchitak.
Mudrarakshasisadramaof political and diplomatic nature.

A 0w D P

Themain plot of Mudrarakshasais based on Chanakya's diplomacy to
make the Rakshasa Chandragupta's minister.

5. Themainessenceof Mudrarakshasais Veser.
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MODULE - 8 Mudrarakshas

Practical Aspect of 6.2
Natya 1. Therearesevenactsintheplay Mudrarakshasa.

2. Chanakyaalso gets acurrency of the Rakshasa. He gets Shakatdas to
writealetter and getsthe marks of the Rakshasa's currency made onit.
The Rakshasaand hiscurrency becomethe main basis of the plot of this
play, hencethe nameof the play hasa so been named Mudrarakshas. What
happensin act three of Mudrarakshas?

3. Giving death pendty to Chandandasisapart of Chanakyasdiplomacy. He
knew that Chandandas had given shelter to the Rakshasa'sfamily. If he
doesthis, the Rakshasawill definitely cometo savehim.

Notes

4. Chanakyaiswell awareof the qualitiesof the Rakshasa. Heisan honest
and devoted person. The second reason is that this will also end
Chandragupta'sopposition.

6.3
1. Theheroof Mudrarakshasais Chandragupta.

N

Chanakya is the guru of Chandragupta. It was he who appointed
Chandraguptaonthethronein honor of Nand Van.

Rakshasaistheminister of King Nanda.

Chandandasishanged because he had hel ped the Rakshasa.
Bhadrabhat is Chanakyas spy who livesasaservant of Ma ayketu.
Nipunak isafriend of Chanakyawho had brought the Rakshasasring.

N A L

Siddharthakais Chanakya's spy who liveswith the Rakshasaasafriend of
Shakatdas.

Vairodhakaisthe brother of Parvatakawhoiskilled by the barbarian.

®©

9. Shikharsenaisthe commander of Maayketu whom Parvatakaordersto
be crushed by the el ephant.

10. Shaktar isaminister of Nand dynasty and isa Shudraby caste.
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Senior Secondary Level
NATYAKALA (385)

Practical Examination

1.  Objectives

Indian knowledge hasaglorioustradition. The history of Indiahasbeen richinthe creation of knowledgein both
philosophica and practical aspectsof life. Indian philosophersand scientistshave contributed to almost all spheres
of liferanging from politics, economy, commerce, astronomy, shipbuilding to art, music, drama, danceetc. According
to Indiantradition, Prgapati himself isconsidered to betheorigina creator of dramaand theart of theater hasbeen
given special respect by calling Natyashastraas Natya Veda. On thebasisof History, Purana, Natyaclassicd texts
and other literary creationsand historical evidence, it hasbeen said that the art of theater had developed in India
many centuries before Christ, which was passed down from generation to generation by peoplelike acrobats,
dancers, bardsetc. through singing and playing. In the present times, it is necessary to introduce the present
generation to the sublimeelementsof our ancient knowledgetradition and to preserve and promotethis stream of
knowledge.

Inmodule, fourfold acting—Angika, Vachika, Aharyaand SatvikaAbhinayahave been discussed in detail. Under
this, special attention has been paid to the practical aspect of acting. Also, the technique of theatre has been
explained, aswell asthe experimental aspect of drama has been explained through the experimental/practical
aspect of Mudrarakshasaplay.

Thegod of implementing formative and summative assessmentsin practical PCP classesisto encouragelearners
involvement and active participation in PCP classes, aswell ascontinuous assessment, which leadsto learning.

2.  Implementation

Therearetwo activitiesmentioned in the Practical manua of Secondary Coursein Natyakala. Theseactivitiesare
dividedinto 6 PCP sessionsof 3 hrseach day for minimum 3 daysat the Study Centre. These can bearevision of
all the earlier PCP activitiesand doubts or any queries of the candidate can be clarified. Thesewill be assessed
through continuousAssessment. Thelast PCPisreserved for fina examination.

First PCP Practical
()  Attendanceof al learnersiscompulsory, sincethelearner isintroduced to the course details.

(i)  Orientation of learnersabout distribution of activitiesto be performed and allocation of Marksfor both
Formative (Continuous) and Summeative (Final) assessment.

(i) Learnersmay beintroducedtothe practical syllabusand patternsof practical examinationin Natyakalaat
Secondary level.
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Practica Examination

i)

)

InthisPCP, thelearnersmay be given abrief ideaabout the practical aspectsof thefollowing:
e Introduction of Angikaenactment

e Mukhgaenactment

e Sharirabhinaya

e Cheshtakriyabhinaya

e Samanyabhinaya

e Abhayantrabhinaya

e Abhayantrabhinaya

Teaching of practical aspectsof the angikaenactment needsthe attention of thelearnersmore seriousand
sncere.

Second PCP Practical

0]

(i)

InthisPCP, thelearnersmay be given abrief ideaabout the practical aspectsof thefollowing:
e Generd introduction of VachikaEnactment.

e Generd introduction about the Swara, Varna, Kaku, Alankaraand Angasa.

e Vachikabhinayain Chitrabhinayaand Samanyabhinaya.

Teaching of practical aspectsof the vachikaenactment needsthe attention of thelearnersmore seriousand
sncere.

Third PCP Practical

0]

Inthis PCP, thelearnersmay begiven abrief ideaabout the practical aspectsof thefollowing:
e Introduction of Aharyaenactment.

e Methodsof Aharyaenactment.

e Pustarachana

e Different methodsof aankarana

e Angarachanaand Sanyuktavarnas.

e Cresation of Sanjeeva

e Importanceof inthe performance of drama.
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Practica Examination

(i)  Teachingof practical aspectsof theAharyaenactment needsthe attention of thelearnersmore seriousand
sncere.

Fourth PCP Practical
()  InthisPCP, thelearnersmay begiven abrief ideaabout the practica aspectsof thefollowing:
e Introduction of enactment.
e Introductionof rasas.
e Introduction of bhavas(emotions).
e Introduction of sattvain enactment.

(i)  Teaching of practica aspectsof the Satvikaenactment needsthe attention of thelearnersmore seriousand
sncere.

Fifth PCP Practical
()  InthisPCP, thelearnersmay begiven abrief ideaabout the practica aspectsof thefollowing:
e Introductionto theater techniques.
e Methodsof Ancient theater techniques.
e Introduction of moderntechniquesof theater techniques.
e Stagedecorationindramatic performance.
e Introduction of light and sound in dramastaging.
e Importanceof light and soundinthesatrical presentation.
e Differenttypesof light and sound presentation.
e Enactment of MudrarakshasaDrama.

(i)  Teachingof practical aspectsof thetheater techniques needsthe attention of thelearners more seriousand
sncere.

Sixth PCP Practical
e Revisonof al previous5PCPs.
e Learner’sdifficultiestobesolved.

e Theenactmentsto bedemonstrated by L earners.
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Practica Examination

3.  Marks Distribution in Formative Assessment (5 PCP sessions)

Formative Assessment Marks Remarks

Regular Participation in sessions.05 PCP 5 Assessmentintheaward list will befilled up based on
these 05 PCP sessions

Activitiespresented in PCP sessions 5

Presentation of Practical lessons 10

Total 20 Marks

Distribution in Summative Assessment (6th Final PCP session)

Summative Assessment Marks Remarks

Assessment of at |east two activities 5 Timeof assessment will be held for 3 hoursfor the
performed find examination

A Maintainrecordsof thetheatrical aspects | 5

learnt intheform of writing and preserving

I nteraction of thelearner with thetutor 10

Total 20

Note: Thetotal (Formativeand SummativeAssessment) weightageare 60 Marksinaward list, the marks obtained
by thelearner, bothin Formative and Summative A ssessment areto be mentioned clearly and thefina figureisthe
sum of the marks of Formative and SummativeA ssessments.

4.  Preparation For PCP Practical Session

1) TheCentre Superintendent and Tutor must read theinstruction mentioned inthe Guiddinesfor Practica

PCPs.

2) All equipmentsif needed by learner to be provided for conducting the classesand practice examsby the

Centre.

3) Learnersshould beinformed about the schedule of practical sessions.

4) Theattendance sheet hasto be maintained by the PCPTutor.

5) Theawardlist must befilled up asper the given assessment criteria

6) Thetechnique of group presentation should be encouraged by the PCPTutor.

Senior Secondary




Practica Examination

6.

7) Learnersshall beasked to bring the practical record book in each class. Each learner isexpected to
maintainit asper theinstruction giveninthe practical materid.

Precautions (Do s and Don ts)

1) Thecandidatesshould beencouragedto watch drama, theater, folk dramaetc. on variousoccasionsor
fedtivas

2) Attendance Registersof such activities haveto be maintained and monitored by the Tutor.
3) Tutor should teach the subject inamanner inwhich the candidates understand it easily.

4) Encouraging the active participation from the candidatesisto be maderegular.

Mark Distribution

Instruction for the Marks distribution in details

Examiner for thefina Examination/ SummeativeA ssessment

Sr. | Module Name Module Detail Name of Lesson Total
No. Marks
1. | Different Typesof Inthismodule, fourfold acting— 1. AngikaEnactment 25
Enactment: Theoretica Angika, Vachika, Aharyaand 2. VachikaEnactment
Applications SatvikaAbhinayahavebeen 3. AharyaEnactment
discussedin detail. Under this, 4. SatvikaEnactment
specid attention hasbeen paid
tothe practical aspect of acting.
2. | Theoreticd Applications Inthismodule, the technique of 5. Theater Techniques: An 15
of Theatre theatre hasbeen explained, as Introduction
well asthe experimental aspect 6. Mudrarakshasa
of dramahasbeen explained
through theexperimentd/practica
aspect of Mudrarakshasaplay.
Total marks 40
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