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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.
Thiscourseof Natyakdaunder 'Indian Knowledge Tradition' stream hasbeen prescribed for secondary
class. | feel extremely happy to present the study material of thiscourse beforeyou. Based onthe
scholar'sopinion and experiences, thefruit of thedramaisaRasa Happinessisintheform of Rasa
only. Thereisastrong desirethat al thework of dl 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.

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.
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Module-7. Practical Applications of Natya
5. Techniquesof Theatre: AnIntroduction
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National Institute of Open Schooling

Bifurcation of Syllabus
Natyakala- (285) Secondary Level
Total no. of Lessons=14

MODULE TMA (40%) Public Examination (60 %)
(No. & name) (No. of lessons -5) (No. of lessons -9)
1. Introduction L-1: Theatrica Tradition L-2: Brief Introduction of Natyashastra
of Natyakala of India Introduction L-3: Natyakalaand other Arts
and Higtory

2. MainComponents | L-4: Plot: AnIntroduction L -5: Character Planning

of Natya(Drama) L-6: Introduction to Enactment
3. Discussonon L-7: Concept of Rasaand Discussionon
Rasasutra Rasasutra

L-8: Concept of Sahridaya

4. Introductionto L-9: Pratimanataka L-11: Kundmaa
IndiaDramas L-10 : Nagananda L-12: BharataDurdasha
5. Theatrum: L -13: Thesatre: Introduction | L-14: Theatricd Music
Technique& and Types
Design

Note: Thesyllabushasbeen bifurcated into two sections-

(i) LessonsfortheTutor Marked Assignment (TMA) IR
(i) Lessonsfor public examination question paper I
Thedetailsof thedifferent sectionsare on the next page.
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MODULE LESSON PAGE NO.
6. Different Types of Enactment: Theoretical Applications

1. AngikaEnactments 01-08

2. VachikaEnactments 09-20

3. AharyaEnactments 21-32

4. SatvikaEnactments 33-44
7. Practical Applications of Natya

5. TheatreTechniques: AnIntroduction 45-62
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Different Types of Enactment: Theoretical Applications

practical aspect of acting.
1. AngikaEnactment
2. VachikaEnactment

3. AharyaEnactment

Q. SatvikaEnactment

Inthismodule, fourfold acting - Angika, Vachika, Aharyaand SatvikaAbhinaya
have been discussed indetail. Under this, specia attention hasbeen paidtothe
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ANGIKA ENACTMENT

Dear Learner, inthislesson, varioustypesof Angikaabhinayaamong thefour typesof
acting are being described. Apart from angikaenactment, Samanyabhinayahasalso
been discussed inthislesson.

[] LEARNING OUTCOMES

After studying thislesson, you-

know theintroduction of Angikaenactment;

know about M ukhgjaA 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 A bhayantrabhinayaand can enact on your own.

1.1 ANGIKA ENACTMENT: AN INTRODUCTION

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

NATYAKALA (285)
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MODULE - 6

Different Typesof
Enactment: Theoretical
Applications

Notes

AngikaEnactment

by the appendagesis called mukhaja and the acting performed by the gesturesis
gesturd acting. Thereare six organs- eyes, eyebrows, nose, lips, chin and forehead.
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 someteachers consider the neck
aslimbs.

1.

Shirobhinaya - The acting done by the head is Shirobhinaya. It isof 13 types-
Akampita, Kampita, Dhuta, Vidhuat, Parivahita, Adhuta, Avadhuta, Anchita,
Nihanchita, Pravrita, Utkshipya, Adhogataand L olita.

Hastabhinaya - Making different postures of the hand and itsfingersin
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.

Sanyuta Hastabhinaya - Hand postures displayed 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
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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 donewiththefeet isPadabhinaya. They arefivein
number - Udghatita(exposed), Sama, Agratd asanchara, Anchitaand Kunchita.
Other Acharyas aso count the Suchipadain the Padabhinaya.

Udarkarma - 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,
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AngikaEnactment

12.

13.

14.

15.

16.

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 doneby thenoseisNasikaKarma. Thesix typesare
asfollows- Nata, Manda, Vikrishta, Sochchhasa, Vikunitaand Svabhavika

Adharakarma - The acting done by the lips is called Adharakarma or
Adharashta. Therearesix lip karmas- 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). Under the physical
acting, Puttalika Karma, Avalokan, Putakarma and Griva Karma are also
mentioned, which aredescribed asfollowsrespectively-

1. Puttalika Karma - Puttlika Karma is important during acting. The
expression of variousemoationsthrough the puttalikas of theeyesisputtdika
karma. There are ninetypes of puttalika karma- bhramana (rotation),
vaana, pating, chalana, praveshana, vivarttana, samudvrita, nishkamaand
perakrita.SomeA charyashave called thisatmani shtatarakarama.

2. Avalokana or darshana bheda - theseare eight. Someacharyasacalled
thisvishyabhumukhatarakarama. These are eight types- Sama, Sachi,
Anuvrita, Alokita, Vilokita, Pralokita, Ullokitaand Avlokita.

SECONDARY




AngikaEnactment

3. Putakarma - Putakarmaisfollowing themovement of the puttalikas. They
are nine in number - Unmesha, Nimesha, Prasarita, Kunchita, Sama,
Vivarttita, Sphurita, Pihitaand Vitadita

4. Grivakarma - Grivameansneck. Acting donethroughtheneck isgriva
karma. The neck iswhereall the acting of the headsisbased. Therefore,
the neck isof utmost importancein acting. Thereareninegrivakarmas-
Sama, Nata, Unnata, Tryastra, Rechita, Kunchita, Anchita, Valitaand
Vivrutta

| vxrouEsTIow 1t

Wheat is Shiromani?

How many arethe posesdisplayed by hand?
What isKatikarma?

How many parshvakarmaarethere?

How many typesof udarakarmaare mentioned?

o o  w N

How many arethegrivakarma?

1.2 SAMANYABHINAYA

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

Theformwhichremainsinthewholeacts, that is, for the education of the poet and the
nata (actor) which hasnot been said before, isthe samanyabhinaya. Samanyabhinaya,
being thesubject 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) interna and (2) external.
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AngikaEnactment

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 appropriateverses(alapa) isdivided, devoid
of cruelty, wherethereisno noise, iscalled abhyantarabhinaya.

Bahyabhinaya - Theater with the above adjectivesisopposite, i.e., void of the
above adjectives, the actions of the characterswith independent conduct are
free, songs, instruments, rhythm, talaare not bound by their rules.

Intheabove context, AcharyaBharatasaysthat acting with the characteristics gpecified
by the Natyacharyas and endowed with internal characteristicsis considered as
anatarikabhinaya and that which is external to the rule of the Acharyasis called
bahyabhinaya. Herethe acting and the actions of the charactersare marked by the
characteristics. That iswhy acting with these characteristicsisused properly inthe
play. Bharata says that those who have not resided in the service of the Acharya,
Thosewho areexcluded from theregimeusetheaction of theteacherswithout knowing
it. Sothat isan externa experiment (Bhayabhinaya).

- vmxroussniow i

ol <

What istheformthat remains of the entire actscalled?
How many typesof samanyabhinayaarethere?
How many typesof sharirikaabhinayaare mentioned in samanyabhinaya?

What do you understand by samanyabhinaya?

@ WHAT HAVE YOU LEARNT

In general, the symbolic meaning created by the various gestures and postures
of thevarious parts, appendages, and limbsof the body iscalled angikabhinaya.

Theacting done by the head iscalled Shirobhinaya.

Making different postures of handsand fingersin accordancewiththetextis
hestabhinaya.

SECONDARY




AngikaEnactment MODULE - 6

e  Wherethedivision of actionispresented equally in the head, hands, waist, Different Typesof
chest, thighs, urusand karanas, that is samanyabhinaya. Enactment: Theoretica
° In samanyabhinaya, two types of acting arediscussed - (1) internal and (2) Applications
externd.
H TERMINAL EXERCISE
Sample Questionsfor Practica Examinations Notes
1.  Thelearner isexpected to enact onetypesout of thedifferent typesof angika
enactment.
2. Thelearner isexpected to enact one rasadrishti out of the different types of
Netradrishtis.
3.  Thelearnerisexpected to enact one puttalikakarmaout of the different typesof
Netradrishtis.
4.  Thelearner isexpected to enact one shiro-abhinaya out of the 13 types of

shiro-abhinaya

AN

°\,°J ANSWERS TO INTEXT QUESTIONS

1.1

1. Acting doneby thehead.

N

Thereare 24 posesdisplayed by 2 hands.
Acting doneby thewaist (waist).

Five

Threetypes

9

o v M~ w
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MODULE - 6 AngikaEnactment

Different Typesof 1.2

Enactment: Theoretica 1. Samanyabhinaya

Applications
2. Twotypes
3. 6types
4. Wherethedivison of actionispresented equaly inthehead, hands, wal &,
chest, thighs, uru and karnas, that is samanyabhinaya.
Notes

| 8 | SECONDARY




VACHIKA ENACTMENT

Theentireact of acting isaccomplished through two mediums- physical actionsand
dialogueddlivery. Pronunciation of wordson stage may seemvery easy at first glance,
but its scienceisas complex an art assinging. It isvery important for an actor to
undergo deep and continuoustraining aswell asunderstand thetechniquesof speech
and voice. When afully trained actor deliversthediaoguesof hisroleusing hisvoice
and did ogue ddivery, theimagination of the character comesadiveintheaudienceand
they start listening to the character compl etely.

Being an actor, you must know your voice correctly. Thevoice of theactor should be
suchthat peopleare surprised to seethe new form of speech and expression of thoughts.
If an actor wantsto be successful on stage, one should give special emphasison
Vachika Enactment. Itsimportance can be gauged from thefact that Bharat Muni, the
author of Natyashastra, hasaccepted it asamain distinction of enactment.

[] LEARNING OUTCOMES

After studying thislesson, you-
° know the general introduction of Vachika Enactment;

° know about the Swara, Varna, Kaku, Alankaraand Angasaand can enact on
your own accordingly; and

° know theimportance of Vachikabhinayain Chitrabhinayaand Samanyabhinaya
and can enact on your own accordingly.
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2.1 GENERAL INTRODUCTION TO VACHIKA ENACTMENT

VachikaEnactment

Sanskrit scholars have termed Natyaas visual 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 withthe
anaysisof thesound form of visud poetry. Inthe 15th chapter of Natyashastra, Bharat
has started the discussion of vachikaenactment.

Infact, vachikaenactment isrelated to the dial ogues and sounds spoken by the actor
(Nata). Asyou know, Sanskrit playswerewrittenin poetic style. All dialogueswere
asointhisstyle. Itisalsorelatively easy to memorize the verse. To give depth to
intense emotions and meaning, it isa so necessary that there should beachangein
tonewith thewords and there should berhythminthem. In such asituation, an actor
should also have knowledge of swara(vowels), sawarachangeswith wordsand the
useof rhythm. AcharyaBharat instructsto make special effortsonwords-

Vachi Yatrastu Kartavyo Natyasyaisha Tanuh Smuta.
Agnepathyasatvani vakyartha vyanjayanti.

-(Natyasastra-15/2)

That is, words play an important rolein the creation of poetry by the poet andinthe
useof it by the actor. Because these samewords expressthe meaning of the essence
of theentiretheatrical performance and the satvabhinaya. What it meansto say isthat
Angika, Aharyaand Satvik formsof enactment areonly helpful 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. The actor should have complete knowledge of the grammar of the
languageinwhich the play isperformed. If he doesnot know thisthen onewill not be
ableto do vachikaenactment.

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 ableto writethe correct language. Even after being educated, they
arenot ableto pronounce many soundscorrectly becausethey are used to thedomestic
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didect, likecaling'sha(w)'and'sha(%)' as'sa(®)', 'ya(3)' as'jha()', 'va(a)' 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 tothe qualitiesof theritualsand getstransformed, thenitiscalled
Prakrit text. Four types of language used in Natya (drama) - Atibhasha (used by
Devgan), Aryabhasha (used by Bhupal as), Jatiyabhasha (used by Non-Aryansand
Mlechchas) and Jatyantari (used by animalsand birdslivinginvillagesand forests)
have been described. Bharataa so explainsin detail onwhich occasions Sanskrit and
Prakrit should be used for various charactersin 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 use of language (method of linguistic expression) according
tothe 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 charactersinthe 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
fourteen notesin the beginning of vachikaenactment. Theseareusudly hrishva(short)
and deerga(long). Infact, Hrisvaarethose notesin whose production asmall part of
the breath is spent and morein Dheerga. For example, 31,3, 3and tarehrisvaand ?,
?,?and ?aredeerga. Why such classification of vowel sat the beginning of vachika
enactment? Probably Bharat considers swarasasthe smallest unit of communication
andfor clear pronunciation it isnecessary to understand the structure of swarasandits
pronunciation.

Vyanjana (Consonants)

Consonants arethose | etters which cannot be pronounced without vowels. How to
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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 (%, @, 71, |1, €, 31, §) are pronounced from the
throat (kantha).

ThelettersCha, Chha, Ja, Jha, Ya, Sha (=, ®, &, 9, 9, 71) are pronounced from the
tau.

Thelettersta, tha, da, dha, na, ri, raand sha(z, 3, s, , , 3, ¥, ¥) are pronounced
fromtheMurdha

ThelettersTa, Tha, Da, Dh, Na, Lri, Laand Sa (4, 9,7, ¥, 7, 1, &, §) are pronounced
fromtheteeths.

ThelettersPa, pha, Ba, Bha, Ma(q, %, 9, 9, 1) are pronounced from the aushtha.

Obvioudy, meaningful groupsof | etterstogether form wordsand meaningful groupsof
wordsform sentences. In thisway, he discussesin detail the second unit of reading
dia ogues- the methods of pronunciation of consonants. Eventoday, 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 onebe ableto pronounce
that word Dhayani.

Padya (Verse)

Itiscertain that Natyashastrapointstowardsdialogues. That iswhy, Bharat tellsabout
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-alankaravidhan 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 composition isdecorated
with gunas and alamkaras in such away as if a person's body is decorated),
Aksharsanghat (when astrange meaningisexpressed with somedightaletters), Shobha
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(when anew and desired meaning is expressed or to be proved or to explain an
unknown subject inaprovenform), Udaharana(when onemeaningisreveded 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 atopicissupported in an
entertaining way by giving reasonsor examples). It isnecessary for an actor to know
thecharacterigticsof poetic dialogues, only thenwill onebeabletoreved themeaning
inherent inthedia ogues.

Intoday'senvironment, if welook at Bharat'sinstructionsin the context of vachika
enactment, we see both prose and poetry natureinthe plays. Insuch asituation, if
thereisprose, then the actor should have knowledge about proselegidation. The
actor shouldtry 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 ssmplein such asituation? Poetic figures of speech
haveaspecid rolefor stylistic behavior inthedelivery of dialogues. AcharyaBharat
hasgiven their number as4 -Upma, Rupaka, Deepakaand Yamaka. In upama, the
properties or nature of two substances are compared with the visible object. For
example: Your faceislikethe moon. Metaphor isoneinwhich words of different
subjectsare combined in one sentence. For example, therethelake remainsbeautiful
with swans, thetreeswith flowers, thelotuswith beesand the gardenswith meetings
alwaysremain beautiful. Similarly, Yamaka- wherewords are repeated again and
againbut their meaning isdifferent every time. Shlesha- Inwhich multiplemeaningsare
associated with asingleword. Thesefigures of speech arenot only used in composing
poetry but also determinethereading style.

|« mxrousnowsai

What do you understand by Vachikaenactment?

=

2. How canonegain mastery over language?

3. Inwhichchapter islanguage discussed in Natyashastra?

>

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

7.  Whatismeant by consonant?

®©

What istheword?
9.  Inwhichchapter doesAcharyaBharat discussthe chhandas?

10. Whatisthemeaning of damkara?

2.2INTRODUCTION TO SHADANGA: GUNAS OF THE TEXT

After thisBharata starts discussing the gunas (qualities) and nature of thetext. Their
number issx- Swara, Sthana, Varna, Kaku, Alankaraand Anga. To become proficient
invachikaenactment, an actor can master these six e ementsby undergoi ng continuous
traning.

Swara (Notes)

Therecitation of textual voicei.e. Nat issubject to these six technics. Using these
technic, dramati c dial ogue becomes more effective and communicative. The number
of notesisseven- Shadgj, Rishabha, Gandhara, Madhyama, Panchama, Dhauvata
and Nishada. These notes should be used asper rasaand in favorabl e circumstances.
Madhyam and Pancham should be used in shringaraand hasyarespectively, Gandhar
and Nishad in Karuna, Dhauvatain bhayanakaand bibhatsa.

Sthana

Therearethree placesfor vowels - urasthal a, kanthaand shirsha (chest, throat and
head). Thesetips can be adopted for their practice- when aperson whoislocated
very far away iscalled, then the place of pronunciation of the voice should bethe
shirsh (head), the person standing at a distance should be called with the voice
pronounced from the place of the kantha (throat) and the person standing near should
be called from the place of urusthala(chest).

Varna

Thetext to be pronounced consists of four letter - Udatta, Anudatta, Swaritaand
Kampita. Varnareferstothetona qualitiesof thelanguageor thelyrica intonation. In
hasyaand sringar, there should beahigh and sublimetone, in veera, raudraand adbhuta
rasa, there should be sublime and trembling, in kampita, karuana, vatsaya and
bhayanaka, there should below, toned and trembling tone. It meaning isfor feelings.
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The main exercises donefor thisinclude asking the actor to speak with different
expressions.

Kaku

Kakuisthevital element of thetext becausethrough thisvariationin vowelsbrings
divergity inreading and the sentence acquiresnew meaning. Therearetwo typesof it
- sakankshaand nirakanksha. If the meaning of asentenceisnot fully revealed at the
timeof pronunciation and the sound is produced from thethroat and chest area, which
startswith achord vowel and endswith amandavowel, thenitiscalled Saakanksha
Kaku. In these the varnas and alamkaras areincompl ete. Nirankakshaare called
thosein which the compl ete meaning of asentenceisreveaedinitspronunciation and
thereisascheme of swarasfrom mandrato tar. Inthese, varnasand alamakarasare
completely present. It ismainly related to the fluctuations of the notesi.e. vocal tone.

Pronunciation

Intheend, thereisadiscussion of six partsof pronunciation- Vichchheda, Arpana,
Visarga, Anubandha, Degpan and Prashamana. Break dueto vichchheda, recitation
of vocabulary full of Leelaor Saukumaryais'Arpana, completing the sentenceis
'Visargd, not breaking between two or more versesand saying it without breaking the
breathis'Anubandh’, thevowel whichincreaseshigh pitched after pronunciationinall
threeplacesiscaled'Degpan’ and bringing thehigh pitched vowe sgradua ly downwards
without any changeiscalled 'Prashmana. Theuseof thesealamkarasof text givesrise
to aspecial effect and beauty in the reading. For this, actors can beintroduced to
these six partsby going through the process of improvisation.

AcharyaBharat has also discussed about virama. They say that it dependson theend
of themeaning or the situation. These pausesclarify the meanings. Dramadirectors
should aways pay attention to '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, handsarebusy in
wielding wegpons. 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 a pause at the appropriate place and takea
breath. As per requirement, morethan one pause can bekept in theversefor rasaand
feelings. To convey meaning on stage, clever actors cantake breaks by changing the
sequence.
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Thetext that the actor isreciting should not be contained by incorrect words. Pausing
for along timeat any place other than thefixed pause and speaking loudly inahumble
stateis contrary to the meaning. AcharyaBharat saysthat the theater artist or the
directorsshould keep thetextual dialoguesin aproper manner with tone, art, talaand

rhythm.

| Svxroursmiowsas

1.  Whatarethe Gunas(qualities) of text?

2. Whatisthenumber of vowels?

3. What aretheplacesof origin of vowels?

4.  AccordingtoBharat, which varnasaretherein thetext?
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 are said keeping it secret inthe heart are called 'Atmagata and the
conversation of wordsre ated to someconfidentia fedingiscaled 'Apavaritd. Smilarly,
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. Thewords said 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 demongtrated 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. Inthe speech of an elderly person, planning should bedoneto
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avoid gurgling soundsand surred syllables. Slurred sounds and incomplete words Different Typesof
should beavoidedin children'sdid ogues. At thetimeof degth, latent didoguesshould § Enactment: Theoretica
be planned which should be loose, heavy and with inferior characters, rattleinthe Applications
throat, intermittent hiccups, hiccups, breathing movements should be used.

24 VACHIAKA ENACTMENT IN THE PERFORMANCE OF SAMANYABHINAYA

Eveninthe context of samanyabhinaya, twelve ways of vachikabhianayahave been
explained containing the bhavaand rasa, which areused for dialoguein thedramatic

story. These are- Aalapa (speaking to someone), Pralapa (use of unrelated and § npzes
meaningless phrases), vilapa (speech produced in asad state), Anulapa (repeating the
samething again and again), Sanllapa(conversation consisting of statementsand
counterpoints), Apdapa(planinother meaning of the previoudy mentioned vocabulary),
Sandesha(tell him this- such sentences), Atidesha (I said what you said- agreeable
sentenceinthissense), Nirdesha(l say this- such sentences), Vyapadesha (something

said under some pretext), Upadesha(do thisand takethis- such sentences) and A padesh

(to expressone's point by quoting someone else'swords).

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

| vxroursTowsas

1.  WhatisAkashbhashita?

2. Whatismeant by sawagat?

3. Whatismeant by Apavarita?

4.  Whatisjanantika?

5. How many waysof vachikaenactment involving bhavaand rasaarethere?
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@ WHAT HAVE YOU LEARNT

VachikaEnactment

AcharyaBharatahasdiscussed vachikaenactment under four typesof enactment
inhistext Natyashastra.

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

Vachikaenactment isrel ated to the dia ogues spoken by the actor.

Invachikaenactment, Bharatacons derswordsasimportant. It isvery 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 types of 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 acquires new meaning.

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

ﬁ TERMINAL EXERCISE

Sample Questionsfor Practica Examinations

1.

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?
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3. WhyisKaku thevital essence of the text? Try to enact sakanksha kaku in
performanceof vachikaenactment?

4.  Whatistheroleof vachikaenactment inthe context of chitrabhinaya? Perform
the akashabhashitaas described by Bharata.

5. Asdescribed, itisexpected tolearner to enact anul apaas described in chapter?

AN
l’\,‘J ANSWERS TO INTEXT QUESTIONS

2.1

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 v M~ W

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

8. Bharat hasexplained theformation of words by thecombination 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.
10. Alankar meanspompousway of sayingthings.

2.2
1. Swara, sthana, varna, kaku, alankar and anga.

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

3. Therearethreeplacesfor vowels- urusthala, kanthaand shiersh.
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4.

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

Kakuisthevitd dement 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 which isfrom 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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After angikaand vachikaenactment, AcharyaBharatahas discussed A haryaenactment
indetail. HecallsthisNepathya Vidhan and a so emphasizesthat if successisdesired
in the performance of drama, then special emphasis should be given on Aharya
enactment. Asweknow that in drama, thereare actorsof different stagesand different
nature and they try to play therole of acharacter different fromthemsalves. Insucha
situation, through acting they can expressthe emotionsof the character through their
physical actionsand speech. At the sametime, by assuming theform of the character,
they dsobringtolifethesocid, religiousand geographical background of thecharacter
onthestage.

[] LEARNING OUTCOMES

After studying thislesson, you-

NATYAKALA (285)

know theintroduction of Aharyaenactment;

know the main methods of Aharyaenactment;

know about the Pustarachanaand ableto create Pushtarachana;

know the different method of alankaranaand ableto create alamkarana;
know about the Angarachanaand and ableto use Sanyuktavarnas;
know about the Sgjeevaand ableto create sgjeeva; and

understand theimportance of Aharyaenacxtment inthe performance of drama.
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3.1 GENERAL INTRODUCTION TO AHARYA ENACTMENT

Aswehavediscussed earlier, Aharayaenactment meansthe method of actinginwhich
the actor preparesbehind the scenesfor the dramatic performance. AcharyaBharat
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 modd itemsto beusedindrama. Under
this, heexplainsthe methods of making thestre materials.

2.  Alankarana (Embellishment)- Which meansadorning theactor. Under this,
he discussesthe jewelry, garlands and clothes worn by the actor as per his
character.

3.  Angarachana- Inwhichthebody of theactor isdepicted.
4.  Sajeeva- Sgjeevameans methosabout theentry of living beingsonthe stage.

If wediscussAadhyaAbhinay intoday'scontext, then theentirefunctioning of backstage
inthe present theater comesunder it. Eventoday, we can seethat whenever aplay is
to be presented on the stage, the process of rehearsal involves stage preparation,
Only then a play can be ready to be staged, it has to go through the process of
costumes, make-up, masks. Theprocessof aharyaabhinayaisnot doneonly to decorate
and beautify thedrama, but it a so hasitsown importance. Through aharyaabhinaya,
weget information about the character just by looking at it. If theentry stage of King
Dushyant inAbhijnanashakunta am, then, thethingsused in the play will be constructed
as per the pustharachana. The attireworn by the character RgjaDushyant will be
different from other charactersand will beinlinewith aking.
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1.  What doyouunderstand by aharyaenactment?
2. Inwhichchapter of Natyashastra, AharyaAbhinayaisdiscussed?
3. What arethe methods of backstage (Nepathavidhana)?
4.  Whatispustarachana?
5. WhatisSgeev? 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 ismadefrommat or leather or cloth, then
it should be considered as Sandhim. Thereismention of many insgrumentsmade
by thismethod in Natyashastra, such as objects can be made from birch bark,
cloth, leather, iron and bamboo leaves. With these, thingslikepdace, fort, vehicle,
chariot, elephant, horse can be presented on the stage, saysAcharyaBharat.

2.  Vyajima

Items made through machines are called VVygjima. 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 thesubstances.
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3.

Veshtima

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,
Mundasanaand Mayurasanawere made. Thisnatural pustarachanaof Aharya
Abhinayawasmorehe pful ingivingaredisticformtothethesatrica experiment.

| vxroursTons 2

4.

How many methods of pustarachana?
What ismeant by Sandhimapustarachana?
What ismeant byvygimapustarachana?

What ismeant by veshtima pustarachana?

3.3 ALANKARANA (EMBELLISHMENT)

After pustarachana, AcharyaBharatadiscussesthe body ornamentsworn by theactors.
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 salksarewoveninto thread. In Granthima,
only flowersare strung and the pralambhitagarland islong and hanging.

Ornaments

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

1. Abedhya - Those ornamentswhich can beworn by piercing any part of
thebody. Likeear ringsand nose ornamentswill comeunder this.
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2. Bandhaniya - Jewelry worn by tying it on any part of the body. Like-
Keyur, Kardhani etc.

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 classifying these ornaments, AcharyaBharat a so tellsabout thewearing of them
by men and women according totheir interest, tatusand caste, about which ornaments
should beworn onwhich partsof the body by the gods, kingsand women. Hediscusses
indetail and d sotellsthat the actor should not use heavy jewery or ornamentsduring
the drama performance because it can cause fatigue to the actor or actresswhile
performing, their body starts sweating. And onemay evenfaint. Such characterswho
arehuman beingsshould wear jewelry asper their fedingsand effortswhichisaccording
totheir country andtime.

Ornaments for Males Charaecters

AcharyaBharat has discussed in detail thejewelry worn by male characters. This
includeschudamani onthe head, earringsinthe ears, muktawali, harak and sutrakain
the neck, ring on thefinger, keyur and angad in the upper part of thearm, astring of
pearls, necklace and sutrakaon the chest. These ornamentsareworn by deitiesor to
beworn by leading male characters.

Ornaments for Female Characters

A detailedlist of ornamentsused for femaecharactersisa so availablein Natyashastra
like - Shikhapash on the head, Shikhavyal, Pindipatra, Makarika, Chudamani,
Veniguchhaontheforehead, Tilak, Karnika, Kundal and Karnphool intheears, Kga
in the eyes, color on the lips, garland of pearls on the neck, garland of gems and
thread. Inthisway AcharyaBharat has discussed many ornamentsfor women. All
these ornaments have been decided keeping in mind thetrend. They also say that
thesejewd ry should be used only keeping thefedlingsand interestin mind.

3.  Veshvinyasa

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

| vxroursTons s

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

4.  Whatismeant by prakshepyaornaments?

3.4 ANGARACHANA

We can a so call Angarachanaasroop sgjja(makeup) intoday'slanguage. Acharya
Bharat says that first of all the director should paint the actors body parts with
appropriate colorsand then they should col or them according to the nature of the
character and their work. Here, Acharya Bharataal so tell sabout colors. Hegives
instructionsto paint theactor'sbody with four natural colors, white, black, yellow and
red. Inthisregard, hea so talks about the use of composite colors. Compound colors
means such colorswhich aremade 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 caste. According to him, it isthrough the angarachanathat
the actor entersthe Parakaya. When an actor followsthe character's expressions,
conduct, thoughtsand actionsby painting hisbody with costumesand colours, thenin
reality, he becomesthe same character.

Varna (Colour)

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

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

Other colorswere created by the combination of thesefour colors-
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Pandu withamixture of whiteand yellow.
Kapotafrom amixture of whiteand blue.
kamalawith amixtureof whiteand red.
greenwith amixtureof yellow and blue.
Kashayawith the mixture of blueand red.

Gaur with themixture of yellow and red.

MODULE - 6
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Similarly, other colorscan also bemade by mixing several colors. Keepingthismethod | VoZes
inmind, 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,
‘GauraVarna 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 also 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.

Vichitra

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

Shyama

Some grown shmashru. 'Shyam Shamshru' should be kept for characterswho
arefirmontheir vows, proneto take revenge, ascetics and thosewho observe
fadt.
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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- Parshwagata, Mastaki and Kirit. AcharyaBharat al so describesthe hairstyle
of different charactersvery minutely under the anagarachana.

Sanjeeva

Sanjeev meansthe animal 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 a so beused under Sanjeeva. Itislikeakind
of cover. By wearing it and following the movements of that creature, the actor can
display theform of any creature. He al so discusses the method of making this Pati
Ghati.
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3.5IMPORTANCE OF AHARYA ENACTMENT IN NATYA Different Typesof
Enactment: Theoretica
The actor appears on the stage from the background, dressed and painted according Applications

to the nature of the various charactersand their state of grief, and when one performs
with angikaand vachikaacting, the audience seestheform of the character. Aaharya
Abhinayahasaspecia contribution inthe presentation of drama. Itisthroughthis
acting distinction that theactor actually entersinto the unknown. Itisexactly likethe
soul leavesone body and entersanother. With hisacting behind the scenes, heisable
toleaveasidehispersona emotionsandimbibethe emotion of thecharacter. Thisisa
laborioustask. Notes

* INTEXT QUESTIONS 3.4

1.  How many typesof varnaarethere?

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

4.  Tel 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 embel lish 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.
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Such characterswho are human beings should wear jewelry according to their
fedingsand effortswhich isaccording to their country and time.

The character's costume should be kept in accordance with the character's
costume. Bharataa so explainsthiswith many exampleslike Yakshas, Nageas,
Apsaras, Rishis, Devkanyas, Gandharvas, Rakshasas, Asuras, Monkeysand
the costumes of human women, their clothes, jewelry, hairstyleand many other
things

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
actor'sbody with thefour natural colorswhite, black, yellow and red.

Different charactershaveveshaaccording totheir 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.

What ismeant by pustarachana? As per the available martial, learner should
choose on type of pustaamong the different typesof pustrarachanaand creat a
pustaastheir own.

Tell usabout ornamentation? L earner should createaveshtimaor another type
of garlandto collect flowersfrom nearby.

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

What is Sanjeev? Use the resources available nearby and make a Sanjeev
according to your own choice.
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AN
l’\,’J ANSWERS TO INTEXT QUESTIONS

3.1

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

2. 'Aharya Abhinaya has been discussed in the twenty-third chapter of
Natyajastra

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

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

5. Sanjeev referstothe methodsof entry of living beingsonthe stage.
3.2
1. Therearethreemethodsof pustarachana- Sandhima, VWgimaand Veshtima

2. Sandhimameanstotieor jointogether. Throughthis, an object iscreated
by tying or joining objectstogether.

3. ltemsmadethrough machinesarecalled Viyajim. Through this, artificial
movement can begiven to chariots, planesand vehicleson stage.

4. Thisisapustamethod inwhichitisused by covering it with cloth or
wrappingit.

3.3
1. Underthisornament, garlands, jewe ery and dressing have been discussed.
2. Veshtim, Vitata, Sanghatya, Granthim and Pralambit.
3. Abedhya, bandhaniya, prakshepyaand aropya.

4. Jewelery that can betaken off and worn. Like nupur, 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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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
theminNatygjastra.

[] LEARNING OUTCOMES

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

° know aboutsrasaand ableto enact satvikaenactment according to rasas.
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° know about bhavas (emotions); and

° know theimportance of sattvain enactment.

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 Anubhavawnhiledescribing thefedingsin the seventh chapter.
Whileexplaining the sentiment (Bhavas), hesays- These sentimentsareknown by this
noun according to theway they are expressed. And what do these emations convey?
They convey theintentionsof visual 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, physica action, inner feding of thesoul and externa 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 cryingwill not arisein the audience and such enactment will not bevirtuous.
But onthecontrary, 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 beforeAcharyaBharat, 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
even beforeAcharyaBharat, but thetruth isthat AcharyaBharat has explained the
Rasatheory inthe context of drama.
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What is 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
spectator relishthe permanent feelings by associating them with Vibhavaand different
typesof sanchari feeingsand experiences. Thisrasaitsalf isthe essence of drama.

Types of Rasas

AcharyaBharatahas accepted eight Rasas. Basically, he considered only four Rasas
and considered 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
sorrowsof both thefollower and theexaminer gppear to bein abundanceby generdizing
thespiritud fedings. Gives Sanyoga(union) and Viyoga (separation) arethetwo states
of ShringaraRasa. In Sanyoga Shringara, it arisesfrom the departmentslike beautiful
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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, onthemeeting
of thebel oved and the bel oved, thereisasanyogashringaraand on their separation,
thereisaViyoga(separation) Shringaar Rasa.

Hasya Rasa

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

Karuna Rasa

KarunaRasaoriginatesfromthe permanent feding called 'shoka. If thereisseparation
fromtheloved one dueto theeffect of curse, bondage, exile, death by burninginfire
or calamity, then thisKarun Rasaisgenerated. When Karuna Rasaisgenerated, 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 stimulation departments of
nature, speech, anger, jealousy etc. Inthis, actionslike chastisement, use of weapons
and shedding of blood areespecially visible.

Veera Rasa

VeeraRasaoriginatesfrom apermanent emotion called utsaha (enthusiasm), stability,
bravery, sacrificeand dexterity of abrave person. Onthebasisof charity, religionand
display of bravery inwar, there arethree 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
one'sloved ones. It ismanifested by experiencesliketrembling of handsand legs,
flickering of eyes, excitement of the body, pal eness of face and sweating.
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Vibhatsa Rasa Different Typesof

Thevibhatsarasaoriginatesfrom the permanent feeling of thename Jugupsa. It arises Enactment: Theoretica

duetoemationslikeseeing or hearing something ugly, unplessant, impureand unpleasant. Applications
Itisacted out through experienceslike shrinking al thebody parts. Seeing ascenethat
isnot visbleto anyonegiveshirthto adivided passion.

Adbhuta Rasa

TheAdbhuta Rasaoriginatesfrom the permanent feeling of the nameadbhhuta. This
rasaisgenerated by experiences such asseeing somedivine person, achievingone's | arozes
desired wish, visiting abeautiful garden or entering the abode of gods, the possibility
of aplane, illuson, etc. Seeing somemiracul oussceneor action giveswonderful plessure.

* INTEXT QUESTIONS 4.1

1.  What doyouunderstand 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, Rasacannot be
generated and without Rasa, emotions also have no existence. Thefedlings, emotions
and varioustypes of moodsthat arisein theheart are called emotions. AcharyaBharat
hasgiventhenumber of Bhavasasfour-1. Sthayi bhava, 2. Vibhava, 3. Anubhava, 4.
Sanchari bhavas.
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Sthayi Bhava (Permanent feelings)

When asahridya spectator entersthetheater to watch atheater performance, certain
fedingsreside permanently in hisheart. Theseemotionsare caled permanent emotions.
The number of permanent emotionsare considered to be nine. A permanent feeling
has been planned for each Rasa.

As

Rasa Permanent Feeling
Shringara Reti

Hasya Hasa

Karuna Shoka

Veera Utsaha

Raudra Krodha

Bhayanaka Bhaya

Vibhasa Jugupsa

Adbhuta Vignaya

These permanent emotionsarevery essentia for the generation of rasa.

Vibhava

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

Anubhava

Thosefedingsthrough which fedingslikelove and many moreare experienced are
called anubhava. Inaway, anubhavasarelikethe external expression of theinternal
feelingslocated inthemind. Likeveinsbulging inanger or eyesturning red.
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Mainly four types of anubhavaswere accepted-
1.  AngkaAnubhava Fedingsrelated to body functions.
2. VachikaAnubhava Fedling expressed through speech.

w

AharyaAnubhava- Feeling expressed through aharya.
4.,  SatvikaAnubhava Fedling expressed through satvika

Satvika Anubhava

Physcd effortsdonewith sattvacome under the category of sattvikaanubhava. Bharata
hasgiventhe number of these sattvikafedlingsre ated to the concentration of themind
aseight- Stambh, Sweda, Romanch, Swarabhanga, Vaivernya, Vepathu, Ashraand
Pralaya. Thestambhaisdueto anger, fear, joy, shame, sorrow, labor. Thetrembling of
thebody dueto cold, fear, anger, joy, touch, old ageand diseaseis 'Vepathu'. Smilarly,
the appearance of water spotson thehair in case of anger, fear or exerciseiscalled
'sweda. Ashruisdueto joy, anger, smokein theeyes. yawning, fear, grief arecalled
'tears and standing of hair onthe body dueto cold, fear, joy, anger, ilInessetc. iscdled
'thrill'. Changing color of face dueto cold, fear, anger, tiredness, disease, distressand
heat iscalled 'Vaivernya and breaking of speech dueto fear, anger, joy, old age,
dryness of throat, disease and intoxication is called 'swara-bhanga. Loss of
consciousness due to exertion, unconsciousness, drunkenness, sleep, injury and
attachment has been described as'pralaya. Bharat further explainsthe method of
using these satvikaexpressions.

Sancharia Bhavas

Sanchari Bhavarefersto thosefedingswhich keeprising and disappearingin the heart
likebubblesof water. Inaway, thesefedingsareformed instantaneoudy and kegpon
disappearing. Their number isconsidered to be 33- Nirveda, Guilt, Doubt, Sorrow,
Madness, L abor, Laziness, Charity, Worry, Attachment, Memory, Greed, Breada,
Agility, Joy, Impulsiveness, Inertia, Pride, Sadness, Curiosity, Seep, 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. Onthe basisof this, four types of anubhvas
have been considered - sattvika, angika, aharyaand satvika. Bharat believesthat
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‘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
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. Thisisthe basic 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 beconsidered 'best’, if itisinequal amount then it should be considered 'medium’
and the acting without Satvashould be considered 'low'. Hence, itisclear that Bharat
has considered Satvikain all four types of acting as the basis of superiority and
proficiency of acting.

* INTEXT QUESTIONS 4.2

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

N

What ispermanent feding?
What ismeant by vibhava?
What isalambhanavibhava?

What isuddipan vibhava?

o o M~ W

What ismeant by anubhava?

SECONDARY




SatvikaEnactment

7.

8.

9.

10.

@*\ WHAT HAVE YOU LEARNT

How many typesof anubhavas (experiences) arethere?
What arethe Satvikafedings?
What issancharai bhavas?

What isthe ssambhasatvikabhava?

Satvik actingisrelated to that acting inwhich satvikafedingshave predominance.
‘Satva playsanimportant rolein drama.

Theacting inwhich'Sattva ispredominant 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.

Theactor displaysthese emotions on stage. Emotionisan important factor in
acting.

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

AcharyaBharat discussesthe ornamentsworn on thebody by theactors. Under
thisornament, he discussesgarlands, jewelry and attire.

Vibhavanubhavsancharisanyogadrasanishpattih. That is, Rasaisderived from
the combination of permanent feding with Vibhava, Anubhav and communicable
feding.

For an actor to be successful it isnecessary that he actswith hissoul.
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ﬁ TERMINAL EXERCISE

SampleQuestionsfor Practica Examinations

1.  What doyouunderstand by satvikaenactment?

2. What arethe Satvikafeelings? Try to enact based on sattvafeelings.

3. What are Rasaand Bhava? Try to enact according to the different Rasa.
4.  Whatistherelation between Rasaand Satvik Bhava?

AN

l°\,°J ANSWERS TO INTEXT QUESTIONS

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

2. Thejoy that theaudiencefeelswhilewatching atheatrical performanceis
Rasa

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

4. Vibhavanubhavsancharisanyogadrasanishpatih.

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,
ornamentation, shamel essness, greediness, incoherent speech and distorted
form of body partsetc.

9. Veerarasaoriginatesfrom good nature and a permanent feeling called
enthusiasm. It isportrayed through experienceslike stability, patience,
sacrificeand skill of abraveman.

10. Seeingtheastonishing scenesgivesawonderful pleasure.
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4.2
1. Permanent feding, vibhava, anubhavaand sancharai bhavas.

2. Permanent emotion meansthose emotionswhich reside permanently inthe
audience.

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

5. Uddipana(Stimulation) meansthosefedingswhich promotethe generation
of permanent fedlings.

6. Thosefedingsthroughwhichfeelingslikeloveetc. are experienced are
called anubhavas. Inaway, fedlingsarelikethe externa expression of the
internd feglingslocatedinthemind.

7. Therearefour typesof experiences- angika, vachika, aharyaand satvika.

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

9. Sanchari Bhavareferstothosefedingswhich keep rising and disappearing
intheheart like bubblesof water.

10. Thestagnation of physical functioning dueto anger, fear, joy, shame, sorrow,
labor etc. isa'stambha.
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Practical Applications of Natya

In this module, the technique of theatre has been explained, as well asthe
experimental aspect of drama has been explained through the experimental/
practical aspect of Prabodhchandrodayaplay.

5. Theatre Techniques: AnIntroduction

Q. Prabodhachandrodaya J
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THEATER TECHNIQUES: AN
INTRODUCTION

Notes

Earlier welearned about theatre. What istheatre? How did theater originate? How
many typesof theater arethere? And so on. Now inthischapter wewill discussabout
theater technique. Fromthetitleitself it becomesclear that it isrel ated to thetechniques
used intheatre. If you have seen aplay, imagineit. Think about what thingsyou saw
around theactorsin the play that were making the play more effective. Of course, you
will seethe st lights, sound equipment among thosethings. Infact, theseareknown
astheater techniques. All these are used according to the play.

Thereare many presentation stylesof theater whichwehave discussed earlier. Ineach
genrethesetechniques- sets, lightsand sound areusedin aparticular way. Thefunction
of thesetheater techniquesisto provide special effectsto theacting. Beit Indian
theater or Western thesatre, the nature of both isdifferent 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
deep impact on theater techniques, whichwewill aso 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;

° understand theimportance of stage decoration in dramatic performance;
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Practical Applications ° know the generd introduction of light and sound in dramastaging;

of Natya ° 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
~ be ableto clearly see and hear the events happening on the stage. For asuccessful

Notes theatrical presentation, itisnecessary towork specifically ontheater techniques. These
theater techniquesnot only makethe play interesting and effective, but if usedwitha
gpecid vison, they dso giveanew dimensionto themeaning of theplay whichisoften
hiddenintheplay itself.

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 redlizethevision. Thus, under theater technique, thetechniqueof al
those e ementsisunderstood 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 thelights come on the stage? From wherewill the actor enter the stageand
whenand wherewill hedepart. If the playwright himself isatheater 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 rgjectsit. Often, we see that some
performancesarecompletely 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 isconsidered to bethefirst essential e ement 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 bedivided into two categories- 1-
Audio-visud techniquesand 2- Illumination techniques.

AUDIO-VISUALTECHNIQUES

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 thegtre, 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,

ILLUMINATION 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
vents. Therewasno need for artificid lighting for the playsof the Commediadel Arte
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Practical Applications || and early Elizabethan period. Itisbelieved that when these playstook place at that
of Natya time, artificid lighting wasnot eventhought of.

Till now therewasno (atificid) light inthetheatre, but we can guessthat when primitive
humanswoul d have been cooking and egting prey a night. Those primitive presentations
would havetaken placearound the bonfire. Wild animal swereafraid of fireand hence
early humanschosenight timeto expresstheir emotions. Studiesby someresearchers
have shown that Greek playsweredeliberately performed slowly till night, because
firedoes not appear aseffectiveduring theday asit doesat night. In such plays, we
Notes find theuse of burning torches, lampsand other lighting resources as props.

Insomeformsof theatrical performancesof Tamil Nadu and Kerda, 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 il alivetoday.

| vxrousTows:

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 theauditorium?
6.  Whichtheater hasbeen described asthe best in Natygjastra?

7. What wasusedin Greek theater keeping in mind thevisibility 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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from architectureand stage. With thisinformation, arectangular hal wasbuiltimitating 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 NicolaSabatini (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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Practica Applications was controlled from agastablefrom where gasflowed through hoses or rubber pipes.
of Natya Work onintensity control wasdoneby 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 electricity. 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.

| vxroursTows

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

SECONDARY




Thesater Techniques: An Introduction

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 dso say that themain function of theater decorationisto providesupport § nozes

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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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 -

=

N

Andysisandinterpretation of thedramascript.

Discussion with the membersworking in the presentation. It should beonthe
following points-

e Requirement of Directors

e Sdlected stylefor presentation

Technica requirementsof theatrical presentation

e Number of scenes

e Problemof transition from one sceneto another

e Requirement of Actors

Stageareaand availablefacilities

e Sizeof thestageareaandfacilitiesavailablethere

e Storagespace

o Tranderfadlity

e Lighting equipment and operationfecilities

Sghtlines

e Interreation between audiencegallery and stagearea
e \Veticd 9ghtline

e Horizonta lineof Sght

Research work

e Research materia onwhich the configurationisbased.

e Higtorica background of dramatic action
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7. Sketchesand miniaturemodels Practicd Applications
8. Configurator Scheme of Natya

e Groundplan

e Frontdevation

e Detaleddrawing

e Full scaledetailed drawing

9.  Sdectionof materia Notes

e Forum Content

e Handmaterid

e Decorationmateria
10. Visud coloring

Toembellishthefinished sceneand giveit itsfinal shape.

| vmxroussnowss

1. What arestagedecorations?
2. Howisthevenuedetermined by stage decoration?
3. What arethemain objectives of stage decoration?

4.  Throughwhicheementsisstage 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
becausethevighility of adramaenhancesitspresentation and visibility ispossbleonly
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.
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Practica Applications || Purpose of Lighting in Theater

of Natya The purpose of lighting in any dramatic presentation can bedividedinto mainly 5
parts, itsdescriptionisasfollows-
Visibility
Themostimportant thinginlightingisvighbility, 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
Notes scene can be understood by the audience.

Reliability

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

Composition

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

Mood

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

Lighting Control in Theater

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

Intensity

I ntensity means capacity. A meansof controlling light. Through thisthelight can be
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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 isgiven in the scenes of death, gruesomeand
anger. Likebluecolor isused for night.

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 isaso 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.

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.
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,
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Practica Applications U-V-light, water effect, effect projector, fog machineetc. aremainly includedin
of Natya thiscategory.

* INTEXT QUESTIONS 5.4

1.  Whatismeant by lightinginthestre?
2. What arethepurposesof light?
Notes 3. What arethefactorsof lighting control intheatre?
4.  Lightingdevicesaredivided 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 dia ogues, but the
music or somespecia soundson the stagewhich helpin creating theatmosphere. This
iscalled sound effect in color technique.

Althoughthesound effectiscompletely different from thedial ogueused by thecharacters
intheplay, itisasound which hel psin portraying thedrama. To creeteafolk atmaosphere
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.

Strange sounds are used to show ethereal or any illusory effect. Intheir effect, special
care has to 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,
wonderful etc. al can becreated through sound effects. These sound effects sometimes
alsoindicate scene changesinthe play. Theviewer getsinformation about the scene
changeby playing acertain tune of music at each change.
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Thesound effectsare not performed on stage but are pre-recorded. Thissignificantly Practica Applications
reducesthe expenditure on rehearsalsand a so savestime. Soundsare also presented of Natya
innatural form through tape. Inamarket scene, the hustle and bustle of areal market,

inarain scene, therecorded 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 Alka i), PuranaQila, Delhi. Notes

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 bresking. Thissound makesthe effect of
that particular scenemoreeffective.

Types of Sound

Sound effectsare created from artificial or origina 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.  Redigticsoundeffects

2. Symbolicsound effects

3. Masssound effects

4.  Impressonist sound effects

5. Musicd influence

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

1. Hard Sounds

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

Environmental Sound Effects

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

Foley Sound

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

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

| Svmxroussnowss

What ismeant by sound technology in theatre?
What arethe elementsof dramaunder audio?
How many typesof sound effectsarethere?

What isFoley sound?

@ WHAT HAVE YOU LEARNT

Under theater technique, thetechniquesof stlagedecoration, 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.
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From primitive theater till the emergence of auditorium, this medium was
consdered. Theauditorium was concelved keeping visibility and audioin mind.

Today, stage decoration intheater hastwo meanings. Inthetraditional technical
sense, it means painted curtains, fringes, door framesand some special typesof
mechanical devicesand figureswhich present theimage of sky, tree, throneetc.
But in abroader 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 huge visud figurescomewithin the scope
of thisterm.

Set, light, sound, effectsetc. can be seenin modern formsof 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 thestre, without lighting systemit cannot leave any
impact ontheaudiencebecause Thevighility of adramaenhancesitspresentation
andvighility ispossibleonly with light, whether naturd or artificial.

Theatrical presentationisboth visua and audio, henceit isnecessary that text,
musi ¢ and sound effects should beincluded under audio.

E TERMINAL EXERCISE

N

a M w

What do you understand by theater technique?

What istherole of stage decoration?

What do you know about thelighting system on stage?
What arethelighting devices?

Tell usabout sound technology?
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5.1

5.2

AN
l’\,‘J ANSWERS TO INTEXT QUESTIONS

10.

Theater Techniques: An Introduction

When we use the noun 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 easily realizethevision.

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.

Whiledirecting aplay, thedirector a so often uses sometechniqueswhich
arerelated to the presentation of the play. During rehearsal the director
guidestheactor's performance through thesetechniques.

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

Audio-visud technology and lighting technology.
Bad medium

InGreek thegtre, d ong with thetheater built by cutting themountains, masks
(which had acloak-like arrangement for amplifying the sound), padded
shoes (so that the size of the actor appears|arger) etc. are used.

Theuseof artificid light inwestern theeter hasbeen found sincetheMiddle
Ages.

Insomeformsof theatrical performancesof Tamil Nadu and Kerda, lighting
isdonewith another type of interesting lamps. Coconut shell iscut into two
hemispherical shapesand used aslamp utensils.

"Striplight" ismade of bamboo.

Set, light, sound, effects etc. can be seen in modern forms of theater
technology.
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2.

5.3

Thenew experimentinthefield of lightingwasfirst doneby theltdian artist
'Sebastino Sarellio'. Sebastiano Sarleo (1475-1554) thought about painting
scenic paintings apart from architecture and stage. With thisinformation, a
rectangular hall wasbuilt imitating the Roman theatre. According to Sarleo,
colorful scenery wascreated in thetheater 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
like baby light, Fresnel, halogen, pageant, flood light, P-C-, profile, par to
create an additional effect.M- What experimentsdid J. Dubosec do in
dagelighting?

Decorationintheater presentstwo meanings. Inthetraditional technical
sense, it meanspainted curtains, fringes, door framesand someVijayatype
of mechanical devicesand figureswhich present theimage of sky, tree,
throneetc. Butin abroader sense, dl thosevisua e ementsthat are present
around the actor while performing on stage. Stage props or other objects,
clothesandlighting and the above mentioned largevisud figurescomewithin
the scopeof thisterm.

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 elements.

NATYAKALA (285)

MODULE -7

Practical Applications

Notes

of Natya




MODULE -7 Theater Techniques: An Introduction

Practical Applications | 54

of Natya 1. Lighting system hasahuge contribution in presenting adramain theatre,

becausedespitedll theimportant disciplineslikeacting, stage concept, make-
up, direction, costuming etc. being thereintheatre, without lighting system,
it cannot leaveany impact ontheaudience. Becausethevishbility of adrama
enhancesits presentation and visibility ispossibleonly with light, whether
natural or artificial.

2. Vighility, Reiahility, Plastic Quality, Composition, Mood
Nores 3. Intengity, color, distribution, speed
4. Foodlight, spotlight, effect light
5.5

1. Soundisusedtointensify theeffect of thedrama. What ismeant here by
sound techniqueis not the sound produced by the characters speech and
dialogues, but the music or some speciad soundsonthestagewhichhelpin
creating the atmosphere.

2. Under audio, all three, text, music and sound effectsareincluded.
3. Typesof sound effectsare

e redisticsound effects

e symbolicsound effects

e  masssound effects

e impressionist sound effects

e muscd influences

4. Thesoundsof thefeet of anactor whilewalking etc. are called foley sound.
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PRABODHACHANDROYA

Notes

Here Shri KrishnaMishrahas made aserious philosophical ideathemain basisof the
play inthetradition of Sanskrit drama. Writingaplay withthistypeof plotisachdlenging
task asit canlead tolossof entertainment value. But Shri KrishnaMishradid thework
of converting such aseriousideology into astory with great skill and cleverness. The
way inwhich hehasgiven placeto thehuman being and hisinternal conflictintheplay
isindeed very creative. Shri Krishnadoesnot even violatetherulesof dramainthe
writing of Prabodhchandrodaya. Dialoguesare al so used keeping the performancein
mind. Fundamentally, thereisacoordination of AdvaitaVedantaand Vishnu Bhakti in
thisplay, but nowhere does philosophy and preaching dow down the pace of the play.

[] LEARNING OUTCOMES

After studying thislesson, you-

know about Shri KrishnaMishra, the author of Prabodhachandrodaya;
know about the plot of Prabodha Chandrodaya;

know about the characters of Prabodhachandrodayaand ableto act of these
characters; and

know about the dramati ¢ technique used in Prabodhachandrodaya.

6.1 GENERAL INTRODUCTION TO PRABODHCHANDRODAYA

Thetimeof Shri KrishnaMishra, theauthor of Prabodhchandrodayais approximately
the second half of the 11th century. The residence of Shri Krishnawas Magadha
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Practical Applications becausein hisworks he mentioned apilgrimage named Mandar except Dwarkaand
of Natya Mathura ThisMandar issituated in Bihar. Prabodh Chandrodayaisthe only crestion
of Shri KrishnaMishra. By itsvery nameit indicatesthe story depicted inthe play.

Infact, Prabodh Chandrodayaisaseriousand philosophically symbolic play. Human

lifeisdepictedin 6 acts. Inthe play, Shri KrishnaMishrahas presented a picture of

two tendencies of the human heart. Oneinstinct seemsto beinclined towards self-

knowledge and the other instinct seemsto turn away from it. The opposition of the

two sonsof the mindisimagined and both of them are step-brotherswho havearisen

Notes from thetendenciesand retirements of themind. Their namesareMoh and Vivek. On
the side of attachment arelust, lust, greed, violence and ego. Hea so hasagrandson
named 'Sambhava whoisborn from Mohasson Lobh and hisdaughter-in-law Trishna
Fasevisonisshownasakulta Charvak representstheinclinationtowardsmateridistic
pleasures. On the other hand, the main aspect of the second sideisdiscretion along
withwhich arewisdom, compassion, peace, hard work, forgiveness, contentment and
object consideration. Vivek feelsdefeated for sometime, hisarmy getsdisintegrated
but intheend Vivek wins. Vishnu devotion playsanimportant roleinthisvictory. This
isthemain plot of theplay.

Alongwiththis, the story of labor and peace has al so been added. Shanti who haslost
her mother whose nameis Shram. Labor isattacked by evil tendenciesbut it gets
protection through devotionto Vishnu. Shri KrishnaMishrahasvery skillfully presented
human tendenciesintheform of charactersinthisstory.

Inthestory, heskillfully showsthelack of labor in Jainism, Buddhism and Brahminism,
themajor religions prevalent at that time. Inthe play, after along struggle, the side of
truthwinswhichisshown as Sangram Vijay. King Manaisvery sad at the separation
from hisson and hiswife Pravritti but through true principlesand knowledge of Vedas
hebuildspatiencein him and he accepts Nivritti ashiswife. Ultimately, Vivek meets
the Upani shads and through this Upani shad one becomes enlightened and everyone's
worldisfreed from knowledge.

6.2 MAJOR CHARACTERS OF PRABODHA CHANDRODAYA

Thelist of charactersof theplay isasfollows-
Sutradhara- Acharya of drama
Nati:- Hiswife

Vivek :- Protagonist
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Mati: Hero'swife Practical Applications
Vastu Vichara:- Friend of Vivek of Natya
Santosh:- hiscompanion
Purusha- Upanishad'shusband
Prabodhodaya:- son of purusha

Shraddha- Satviki, Regjasi, Tamasi

Shanti: Vivek'ssister Notes
Karuna:- friend of Sharddha

Vishnu Bhakti:- Friend of Upanishad
Upanishads. Vedantascriptures
Saraswati:- Friend of Vishnu Bhaki
Kshama:- friend of Viveka

Son of Mana: Vairagya, Nididhyasan, Sankal ap, Pariparshvika, Purusha, Sarathi,
Pratiharal

Mahamoh:- Antihero

Charvaka- friend of Moha

Minster of Moha- Kama, Krodha, L obha, Dambha, Ahankar
Mana: determined

Kapdik:- Founder of Somatheory

Mahant:- Mischievous Math husband

Mithyadrishti: wifeof attachment

Vibhramavati:- Her friend

Rati: Wifeof Kama

Hinsa- Krodhaswife

Trishna- wifeof lobha

Other Characters-batu, Shishya, Purusha, Dauvarika
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Practical Applications || Itisclear fromthenamesof the above mentioned charactersthat Shri KrishnaMishra
of Natya has made Vedantadozen the objectiveinthisplay. Shri KrishnaMishrahasshownin
character form both thetendencieswhich are hel pful and hindrancein man'sVedanta
knowledge. By portraying the union of both the tendenciesasaworthy union, hehas

madethe readersaware of them.

|

* INTEXT QUESTIONS 6.2

Notes Who istheauthor of Prabodhachandrodaya?

What isthetimeperiod of Shri KrishnaMishra?

What nature of dramais Prabodha Chandrodaya?

How many numbersaretherein Prabodhachandrodaya?
Whoisthehero of Prabodhachandrodaya?
Whoistheanti-hero of Prabodha Chandrodaya?
WhoisMati?

WhoisRati?

WhoisCharvak?

WhoisVinubhakti?

6.3 PLOT OF PRABODHA CHANDRODAYA DRAMA

Inthe play Prabodha Chandrodaya, the plot isdescribed in atotal of six acts. Shri
Krishnahas based the play on philosophical ideas. Theplot of theplay isasfollows-

© o N o g b~ w0 N P

=
o

First Act

Therearetwowomen of themind - Pravritti and Nivritti. Theattachment and conscience
arising from them become opposed to each other. With discretion thereis peace,
labour, and with attachment thereislust, greed, craving, anger and violenceetc. Kama
and Rati areintroduced at the beginning of the number. Rati tellsKam that conflicting
conscienceisaproblemfor Moha. Sex makeshim believethat you areawoman and
that iswhy you areafraid of it, otherwise discretionwould not exist. For you ministers
of consciencewho aretalking about Yamaand Niyama, only our mental disorder is
enough. These Yamarules cannot stand in front of Madaand Matsarya. Reti also asks
Kamthat | heard you and Vivek arefrom the sameclan. Kamasaysthat thereisonly
onelineage. Why do you ask this? Only we both have the same father. Our father
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mind hasacquired thisworld onitsown strength. Both of usweredear to our father.
Andwetook control over them. Thisconsciencewantsto remove usand father from
itspath. Rati asksif thissnisbeing committed only out of jealousy and hatred. Onthis,
Kamasaysthat youwill get scared. A demon named Vidyaisgoing to bebornin our
clan. Dueto this, Rati gets scared and clingsto her work. Kama assures him that
knowledgewill not arise during hislifetime. You just be patient. Rati asksif Vivek
wantsthebirth of thisVidya? Thisknowledgewill makeeventhem proud. Theanswer
isyes. Ontheother hand, mind and conscience aretalking to each other. Vivek tells

MODULE -7
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Mati that thisunfortunate act ismaking uslook likesinners. Mati asksthat manis

naturally in bliss, then how did these people put himin bondage. Vivek saysthat even
asmart man getstrapped by women. Thesetoo have been put in bondage by Maya.
Mati asksthereason for hisanswer and Vivek saysthat only if we haveaconnection
with the Upanishads, enlightenment will arise and thisbondage can befreed.

Second Act

In the second act, Mohrgj calls out arrogance and says that Vivek has promised
enlightened riseand has sent couragetowards pilgrimages. It istimefor the downfall
of our dynasty. Therefore caution everyoneto opposeit. The place of salvationfor
everyoneon earthisKashi and go thereand create disturbanceinal thefour ashrams.
| have made my mark here. Sly peopledrink a cohol and spend the night with village
bridesandinthemorning they pretend to be ascetics. Then arrogance comesfromthe
south and saysthat all the peopleliving here arefoolsyet they take pridein their
erudition. Sagesturntheir headsand claim Vedanta. Saying this, theego reachesthe
ashram of arrogance. Seeing the decorationsthere, he makesthat place hisresting
placefor sometime. Seeing him coming, Dambh'sdiscipletellshimto stay avay. One
cannot go therewithout washing feet. By doing thistheegoisready to gotherebut the
pridethroughitseffortsasks Batu to stop him. Theegoisgresatly surprised. When ego
tellsabout itself, pride recognizes him and says, hey, thisismy grandfather. After
recognition, pride bowsat thefeet of ego. Theego proudly saysthat | had seenyou as
achild at the end of Dwapar Yuga. You have grown up now and because you have
grown up, | could not recognizeyou. Iseveryoneinyour family well ?Arrogance says
yes, those people are also here. Ego asks about pride and attachment and discusses
about discretion. Only then does attachment arrive. Alongwith him, Charvak sect dso
comes and propagatesits sect. Heisvery happy to hear the Charvakatheory. There
isaconversation between Charvaka and Dambha. Charvaka saysthat thereisa
Yogini named Vishnubhakti. Yesterday they stopped hispromoation. Still, it hasahuge
impact. It becomesvery difficult to evenlook towardsthe dynasty where shelives.
Just then aman arriveswith amessage from the middleman. Reading her letter, itis
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Practica Applications reved ed that Shanti isexplai ning the Upanishadsday and night to her mother, Shram,
of Natya to introduce Vivek to the Upanishads. Attachment saysthat when lust isagainst him
thenwhat ishisstatus. Our order tothemiddleclassisto keep therdigionintact. Only
then anger and greed enter the stage, revealing their qualities. Attachment thinks of

waysto control peace.

Third Act

Falsevision absorbslabor and in search of peacelabor goes searching for forests,

o= mountains, rivers. Ontheins stence of her friend named Karuna, Shanti goesto search
for [abor in hypocrites. There she sees Digambar Jain monksroaming around claiming
that their faith issuperior. There he getslabour. But that istamasic labour. Inthis
connection with the search, Shanti a so goesto Buddhist monks. ThereaBuddhist
monk isa so roaming around making hisbelief superior. Theretoo, Shanti sesesTamasic
labour. Thereisdebate about superiority in Jainism and Buddhism. Shanti goesahead
and sees Soma Siddhantafrom whom the Jain monk asks her Siddhanta Darshan.
The Somadoctrine has attracted the monksdueto their greed for women and a cohal.
Royal Shram, dressed as K apalika, embraces both of them and makesthem drink
liquor. Dueto similarity of name, Shanti suspectsthat thisisnot my mother Shram.
Then Karunatellsthat your mother'slabor iswith Vishnu Bhakti, it issome other royal
[abor.

Notes

FourthAct

L abor and friendship areta king to each other. Maitri saysto Shramthat | have heard
fromMuditathat VVishnu Bhakti Devi hasrescued you fromthed utchesof Mahabharavi.
Knowingthis| have cometo meet you. Theincident of Shram Mahabharti tellsthis.
Maitri dsotellsShramin her story that wefour sistersliveinthe heartsof Mahatmas.
Shedsotdlsthat Dev Vivek sent acdl for objectivethinking. Vivek tellsVivekavastu
that our war with attachment has begun. Lust is the main warrior on the side of
attachment and we have chosen you to fight it. The objectivethought saysthat thisis
not adifficult task for me. What abig dedl itistowinthejob. Forgivenesssaysthat |

will definitely conquer anger and after conquering anger, violence and drunkenness
will themsalvesaccept defeat. Satisfactioniscalled for towin profit. Santosh saysthat
we should prepareto attack Banaras. King Vivek also ordersto send hisarmy.

Fifth Act

Inthefifth act, thearmy of conscience attacks attachment and when attachment is
destroyed by the army of conscience, then Shram comes to the conclusion that
oppaositionfrom one'sown peopledwaysleadsto the destruction of thefamily. Vishnu
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meets Bhakti and Shanti Shram and askswhat isthenewsof war. Shramsaysthatdue | Practical Applications
to the protest of the goddess, what should have happened happened. Thearmieson of Natya
both sides stood faceto face. Vivek sent Nyayadarshan asamessenger to Moh. The

messenger went and told Mohto leavethetemple and retresat, otherwise hewould be

completely destroyed. Hearing this, Moh became very angry and at the sametime

Saraswati appearedinfront of our army. A terrible battletook placeand al thepeople

ontheMohican side suffered casudties. Theattachment hid somewhere. When Man

heard al thisnews, hefelt very sad dueto the death of hisson. Thenewsof Pravritti's

death broke him. Then Saraswati reached him and introduced thereal formof the |~

worldto hismind. Heindlined towardsrenunciation and Nivritti wasappointed tothe | Voes

post of wifeof themind. Inthisway themind finaly attained peace.

Six Act

Now peace and |labor were assured and they started living comfortably. Then oneday
Shanti asked Shram about the news about the kingdom. Shram explained to her that
the man had renounced therel ationshi p and adopted renunciation. Through hard work
he also came to know that even in this situation, attachment has not given up its
wickedness. He appoints M adhumati to bring happinessto theman. And M adhumati

showstheimagination to theman, Mayaagrees, themind approvesit and theresolution
encourages him. The man also agrees but then the elements from the background
exposethisillusionintimeand aert the man. The man expresseshisdesireto see
Vivek and also sendsaninvitation to Upanishad but Upanishad remainsrel uctant to
meet Vivek because Vivek had left himin difficult timesdueto which Upanishad had
to suffer alot. Explains Shanti Upanishad. Then somewhere the Upanishad meets
Vivek. The Upanishad narratesits story to the man. The man asks Upanishad, how
did you spend so many days? The Upanishad saysthat | have stayedin placeslike
monasteriesand old temples. | have seen the peopleliving theredoing mischief. And
thisishow the Upanishad narratesitsstory. At thisvery moment Nididhyasanaappears
and tellsthe Upani shad that two children named Vidyaand Prabodhnam will beborn
fromyour womb. After getting Vidyatransformed into themind through struggleVidya
and handing over Prabodhchandrainto the hands of men, you should movetowards
Vishnu Bhakti with discretion. Thisiswhat happens in the end. With the rise of

enlightenment, the man'sdarkness goes away and the man getsfreedom fromthejoy
of devotionto Vishnu.

. INTEXT QUESTIONS 6.2

1.  What arethenamesof two worthy-minded women?
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Who are Vivek and Moha?
Inwhich number doesego enter?
Inwhich number do conscience and attachment fight?

When doesthemind find peace?

o g ~ w N

Whichtrendisthe plot of theplay?

6.4 THEORETICALAPPLICATION OF PRABODHACHANDROYA

Composing aplay onthethemeof spirituality inthe seriesof Sanskrit playshasbeen
an important task and a topic of discussion. Krishna Mishra's play
Prabodhchandrodaya has been di scussed among schol arseven after the 11th century.
Probably thisplay isthefirst symbolic play in which an attempt has been madeto
portray thetendenciesand their struggle on the stage by showing themin theform of
characters. Oneeasly rememberstheplay 'Bharat Flight' by Bharatendu Harishchandra
inthe same style, in which he presentsthe main factorsof Indiasplight in character
form.

Infact, Prabodhchandrodayaisacalm and romantic drama. If welook at therasas
described in Natyashastra, we get only eight rasas. Acharya Bharat has not used
ShantaRasain drama. But in the 11th century, Shanta Rasais established asthe ninth
Rasaand Shri KrishnaMishrawrites Prabodhchandrodayakeeping thisRasaashis
target. Seeing abstract emotionslike hard work, knowledge, devotion, prudence,
intelligence, anger, egointheform of characterson stageisfull of interest initself. Only
KrishnaMishracan imagineto show the monism of Vedantain theform of astory
instead of any mythologica and historical eventsintheplot.

Krishna Mishra's dramatic work gave rise to many metaphors over time. Many
playwrights have created their metaphorsusingit. Like Yashpal wrote ametaphor
named ‘Mohaparajay’ in the 13th century, Venkatnath wrote a metaphor named
‘Sankal pasuryodaya inthe 14th century. Thistradition did not stop. Inthe 16th century,
Gokulnathwroteametaphor named'Amritudaya. Srinivas Dixit composed andlegory
named 'Bhavnapurushottam' and Karanpur composed 'Chaitanya Chandrodaya. In
thelate 17th century and first half of the 18th century, Vedkavi wrote symbolicforms
named 'Vidyaparinay' and Varadacharyawrote'Yatirgjvijay'. To know Shri Krishna
Mishra's Prabodh Chandrodaya meansto know adramatic stylein thetradition of
Sanskrit dramas which |eft the traditional story experiment and adopted a new
credtive sory.
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Prabodhachandroya

* INTEXT QUESTIONS 6.3

|
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Whichisthemain essence of Prabodhachandrodaya?
Whichisthesymbolic play written by Harishchandra?,
Whoistheauthor of MohapargayaRupak?

When wasthe resol ution sunrise metaphor written?

What ismeant by symbolic drama?

|

@ WHAT HAVE YOU LEARNT

Theauthor of Prabodhchandrodayais Shri KrishnaMishra.
Thetimeperiod of Shri KrishnaMishrais 11th century.

Shri KrishnaMishra has made the principle of monism of Vedantathemain
basisof theplot of hisplay.

For thefirg timeinthetradition of Sanskrit drama, Shri KrishnaMishracomposed
aplay by transforming aphilosophical ideainto acharacter.

Prabodhchandrodayaisacamdrama.
Prabodhchandrodayaisa6 act play.
Thehero of PrabodhchandrodayaisVivek and the anti-heroisattachment.

Prabodh Chandrodayaisthe story of the struggle between conscience and
attachment. Inthis, along with discretion, the companions of mind, objective
thoughts, contentment, labour, peace, devotion to Vishnu, Upanishadsand
attachment aregreed, pride, anger, lust, charvak, ego, falsevision etc.

Sanskrit playwrightswho have changed in the style of Prabodh Chandrodaya
havecreated their alegoriesinwhichthey havemadehumaninginctsandinvisble
mental disordersascharacters.

E] TERMINAL QUESTIONS

1.

What isthe importance of Prabodha Chandrodayain the series of Sanskrit
dramawritings?
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MODULE -7 Prabodhachandroya

Practica Applications 2. Tdl usabout thebasic story of the play Prabodha Chandrodaya?
of Natya 3. Tel aboutthenaming of Prabodha Chandrodaya?
4.  Tel about the application of Prabodhachandrodaya?

AN

°\,°J ANSWERS TO INTEXT QUESTIONS

6.1

Notes Shri KrishnaMishra
Around 11th century
Dramaof symbolic nature
Six points

Prudence

Attachment

Wifeof heroVivek

Kamaswife

© © N o o M W NP

Fedling of indulgencein materid comforts
. Upanishad'sfriend

[
o

6.2

Tendency and retirement
Hero and anti-hero
Second digit

fifthdigit

a b~ w N P

Philosopher

6.3

Cooal juice
Bharatdurdja
Yaapala(13th century)
14th century

o ~ w0 Db P

Those plays in which abstract elements are embodied in the form of

characters.
SECONDARY
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