NAVARASA SADHANA

InIndian art and literature, rasa has been portrayed asaviscera mood inwhichthe
observer experiences pleasure. The main objective of artisalso considered to be-
'kam lati anande iti kala' i.e. to achieve pleasure. That isart. Happiness can be
experienced only when the passion arises. In such asituation, an attempt ismadeto
cultivatethis passion through art performance. In the context of theatre, passionis
very essential . For an actor So cultivation of Rasaisvitaly important.

How doesthe spectator experience beauty during adramatic performance? Thismenta
process has been discussed by Sanskrit mysticsand scholarsfromtimetotime. They
felt that this Saundarya Shastrashould be deeply contemplated. AcharyaBharat has
given adetail ed explanation of Rasasand Bhavasin his'Natyashastra With time,
scholars started experimenting on the behavior of rasasat the subtlest level. Inthis
lesson, wewill discuss'Navaras Sadhana created for actorsto gain proficiency inthe
practical useof rasas.

[] LEARNING OUTCOMES

After studying thislesson, you-
° know about Navarasa Sadhana;

° understand about presentation of gesturesin Navarasa Sadhanaand drama
performance; and

° know theimportance of Navarasa Sadhanain dramaperformance;
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In the theater performance, permanent feelings like Parivartanjeel Rati etc. are
awakenedintheheartsof theaudiencethrough actor'stalent, experience, communicative
fedingsand sattvikafedingsand they aresavored. Thisistherasa. AcharyaBharata
hasdiscussed Rasain detail inthe sixth chapter of Natyashastra. The RasaSiddhata
given by Bharataisavaluable contribution to Indian performing arts. However, itis
also mentioned in Natyashastra that the tradition of Rasa existed even before
Natyashastra Itistruethat Sincethebeginning, Rasahasbeen aconstant consideration
Notes inrdaiontoliteratureand performing arts. Underlining theimportance of rasa, Acharya
Bharat himself says- 'Nahi rasadrite kashchidpyrthah pravartaye' i.e. without the
knowledgeof rasa, itisdifficult to know thefeelingsetc. described inany drama.
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Infact, there have been only four maintopicsof discussionin Natyashastra. Rasais | Thestre: techniqueand
extremely important in Bharat'sview in enactment, music and dance. All thesearejust design
meansfor expression of rasa. AcharyaBharat has considered the number of Rasasto

be eight. Some scholarsaccept their number as9whichisasfollows-

1.  Shringara- The permanent feelingsof ShringaraRasais'Rati' and it hastwo
types- conjunction(Sanyoga) and separation (Viyoga). Inthis, theloveaffair
betweenthehero andtheheroinearedisplayed. Thehero'sliferemainsin sorrow
dueto thefeeling of despair dueto separation, but at the sametime, dueto
being tied with hope, thefedling of lovefor theheroinea soremains. Notes

2.  Hasya- Thepermanent fedingsof hasyaishasa It mainly containscommunicable
feelingslike avahittha, laziness and drowsiness. Therearetwo typesof it -
Atmatsthaand Parastha. Humor isoften sankramanashil. According to human
nature, AcharyaBharat explained its6 types.

3.  Karuna- Thepermanent feeling of Karun Rasaisgrief. The destruction of the
relativesand wedlth givesriseto afedling of compassion. It hascommunicative
fedingslikeNirveda

4.  Raudra- The permanent emotion of RaudraRasais'anger'. Thesearealso of
threetypesonthebasisof organ, sentence and composition.

5.  Veera - Thepermanent feeling of heroic spiritis'enthusiasm’. Communicative
fedingslikedhriti and smriti aremainly presentinit. Mainly threetypeshave
been described- Danvera, Dharamveraand Yudhvera.

6. Bhayanaka - The permanent emotion of Terrible Rasais'fear'. It contains
vyabhichari expressionslike'Sthambha, 'Veda. It isof two forms: natural and
artificid. Thereisnatura fear in adhamaand young charactersand artificial fear
in peopleof good nature.

7.  Vibhatsa- The permanent feeling of Vibhatsa rasa is 'Jugupsa. It has
communicativefedlingslike apsmaraand anxiety. It isof two types, pureand
impure.

8.  Adbhuta- Thepermanent feding of Adbhutarasais'vismay'. It hascommunicative
expressionslike stambha, tears. Therearetwo typesof it - divineand arising
fromjoy.

9. Shanta- Shanta Rasa has also been discussed in the sixth chapter of
Natyashastra. AcharyaVamanbhatta, who wasaninterpreter of Natyashastra,
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Thestre: techniqueand has accepted ShantaRasaasthe ninth Rasa. Itismentioned inAbhinav Bharati

design that ShantaRasaistheroot of al Rasasor themain Rasa. AcharyaBharat has
accepted only 8 Rasas. He considersit impossibleto perform ShantaRasaon
stage, that iswhy, he doesnot discussit in Natyashastra, but later on, Shanta
Rasawas accepted asthe ninth Rasa. Thus, we find discussion of 9 types of
Rasasintheworld of literatureand art.

Expressions (Bhava)

AccordingtoAcharyaBharat, when Vibhava, Anubhav and Sanchari Bhavacombine
with apermanent feeling, then Rasaisobtained. Thereisadeep connection between
Rasaand Bhava. Without rasa, thereisnojustification for expressions and without
expressons, rasacannot befulfilled. Emotionsarelikewavesrisinginthemind. Writers
or actorsexpressthesefedingsthrough their works. AcharyaBharat hasmainly divided
the emotions into four categories- permanent emotions, vibhaav, anubhav and
communicableemotions.

Notes

Permanent emotionsare permanently present inthe heartsof theaudiencesittinginthe
auditorium, that iswhy, they are called permanent emotions. Each Rasahasitsown
permanent feeling like- Rati (love) isof sringara, sadnessof humor, anger of Raudra
etc.

Vibhavaisrelated to those reasonswhich result in the origin of permanent feeling.
Theseare of two types- support (Alambhana) and stimulation (Uddipana). Alambana
meansthose characters, objects etc. on which the permanent feeling iscompl etely
concentrated. Therearetwo typesof it- oneisshelter (Ashrya), the personinwhose
mind thefedlingsareawakening issheltered. And the subject isthe one seeing which
emotionsareawakening inthemind of Ashraya. Smilarly, simulationincludesall the
objectsor chestswhich play animportant rolein enhancing or stimulating emotions.

Anubhavaisrelated to theAnubhavanaof external physical activitiesof shelter. Its
four typeshave been described- physica (Kayika), menta (Manasika), Aharyuaand
satvika. Similarly, the unstable emotionsthat arise and disappear in themind of the
shelter asper the situation have been called communicative emotions. Thesefedings
areawayspresent inthesahridya When they get the opportunity, they kegp onforming
and breaking likewater bubbles. Their number issaidto be 33.

Inthisway, when the spectator enjoysatheatrical performance, he has experienced
the permanent fedlings present in hisheart, the emotions, feelingsand communicable
feelingspresent in the performance performed by the charactersonthe stage. Inthis
way, thisprocessof rasaiscompleted.
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Rasaisvery important in the creation and realization of enactment. Any theatrical
presentationissuccessful only whentheactor isableto experiencetherasa. Emotions
have aspecial contribution in the process of Rasa. The actor often displaysthese
expressions. Organs, gppendages and sub-gppendagesareimportant inthisexpresson
of emotion. Especially- Enactment by eyesand hands. Bharata has described eight
typesof eyesight. In Natyashastra, these differences of eyesight have been called
Darshan Bhedaand it has also been instructed that they should be used according to
different rasasand emotions. AcharyaBharat hasdescribed thirty-six typesof Drishti | nozes
Abhinayaincluding Rasa, Permanent and Sanchari feglings.

AcharyaBharatahas considered the eyes asthe carrier of emotionsand feelings. For
this, he has cons dered the number of RasginaDrishti as08, permanent BhavjnaDrishti
as08 and Sanchari BhavgjnaDrishti as20. Thereismention of eight typesof Ragna
eyesghts- Kanta, bhayanaka, Hashya, Karuna, Adbhuta, Raudra, Veeraand Vibhatsa
Theseeght eyes ghtsexpressthe el ght Rasas. Among theexpressveviewsof permanent
emotions, thereisdiscusson of Snigdha, Hristha, Deena, Dripta, Bhayanvita, Jugupsita,
Kruddhaand Vismita. Along with this, the symptoms of twenty types of Sanchari
Bhavgnaeyesghtsand their usage aredescribed- Shunya, Maling, Bhranta, Lgjanvita,
Glana, Shankita, Vishanya, Mukula, Kuchita, Abhitapta, Jhra, Sulalita, Vitarkita,
Ardhamukula, Vibhranta, Vilupta, Akekara, Vikosha, Trastaand Madeera. Inthis
way, the use of atotal of 36 postures of eyesight has been discussed. Bharatahas
given definiteingtructionsregarding when and how these eyesight should be applied
practicaly.

Three partsof theeyeare considered - pupil, eyelid and eyebrow. With the actions of
theseparts, itispossibleto perform Drishti Abhinaya. Hence, Bharat hasa so described
theactionsof these Pratyangasin detail. The number of movementsof thebrow along
with the movements of the pupilsand eyedlidsissaid to be seven. Inthisway, Drishti
Abhinayaisaccomplished with the simultaneous operation of the pupils, eydlidsand
eyebrows.

Apart from eyes, the appendages of our head also include nostrils, skull, lips, cheeks
and mouth which areimportant mediums of mukhajaacting. Apart from eyes, the
appendages of our head alsoinclude nogtrils, skull, lips, cheeksand mouthwhich are
important mediums of mukhagjabhinaya. While describing the characteristics of nasal
gestures, Bharat hasd so discussed their usein displaying variousexpressions. Further,
whiledescribing the characteristics of Kapol ‘cheek’ mudra, he hasta ked about the
use of Kapol inthe states of sadness, happiness, enthusiasm and pride, anger and
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Thestre: techniqueand | happiness, thrill, touch, coldness, fear and fever. Also, the characteristics of Oshtha
design Karmaandtheir usesaregiven. Inthe context of teeth, lipsandjaw, thecharacteristics
of seven movements of the jaw have been described. After this, he explains the

characteristicsof facia expressionsand their uses.

Thecolor of theface should be used in the context of rasabhavas because no matter
how grand the acting done with the branches, limbsand limbsis, it doesnot become
completewithout thefacia expressions. According to the condition, four colorsof the
face have been described- 1 naturd, 2 happy, 3 Red and 4 Black. AcharyaBharat has
Notes mentioned the use of easy facial color inthe performance of spontaneous state and
passionlessness, wonderful, happy in the performance of Hasyaand sringararasa,
bloody color in the performance of veera, Raudraand karunarasaand black color of
thefacein the occasion of bhayanakaand vibhatsa.

Whileexplaining thegenera methodsof hand gestures, AcharyaBharat hassaid- The
actor should use hand gestures after observing their shape, movement, symbol and
castefrom hisown experience. Thereisno such work of handsin theworld which
doesnot convey any meaning, but | have described here only theform or function of
the hand which has been seen many times. Apart from these, the common peopl€'s
handsassociated with other meaningsshould a so be used asper their wish along with
gesturesindicative of rasaand emotions. These hand gestures should be used by men
and especialy women considering theregion, time, usageand ability. AcharyaBharat
has & so mentioned in detail 20 hand movementsin the context of rasaand emotions
ontheoccasion of dramaperformance.

It isclear from the above description that an actor concentrates hisphysical acting
(Angika), verba acting (Vachika), Aharyaand other acting elementsby aiming at Rasa
only. AcharyaBharat a so discusses acting keeping thisrasain mind. Often all the
acting exercisesdone by the actor are done keeping Navarasain mind.

Q INTEXT QUESTIONS 16.1

1. What areRasas?
2. How many typesof rasas have been discussed in Natyashastra?
3. Howisrasaproduced?

4.  Whatispermanent fedings?
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5. Whatiscommunicativeemotion? Thestre: techniqueand
desgn

6. Whatisthemaingod of acting?

7.  What arethenine Rasas?

16.2 NAVRASA SADHANA

Infact, Navarasa Sadhanaisrelated to asystem of enactment developed for actors.
Rasaissuch agift of Indian tradition that one can easily immersethelistenersinthe
process of aesthetic experiencethrough their enactment and makethem experience § Notes
joy. Tolkappiyam, an early book on Tamil grammar and poetics, isbelieved to have

been written by Tolkappiyar. Tolkappiyam actually consists of three books -
Ezhuttadikaram, Soladikaram and Porul adikaram. The book dividesthe Sangam era

society into four castesas Brahmins, kings, tradersand farmers, itsthird book being
Poruladikaram. It also dividesthe Tamil language into Sentamilaand K oduntamil.
Sentamila'sancient grammar text-"Tolkappiyam' a so discussesthe eight emotions of

the mind as being expressed through the mippatu s, i.e. the body. Such as- Nakai
(humor), Alukal (sadness), lleveral (humility), Marulakai (surprise), Akkam (fear),
Peruvitam (brave) etc.

Inthetheater tradition of Keralafor hundreds of years, there have been permanent
expressionscalled'Bhavaes for training in enactment. Thesewereused. Kudiyattam,
whichisconsideredto bethelast vestige of Sanskrit theatre, hasalong history of the
training process of rasa. There has been atradition of how to represent the eight
Rasas, their useand their interpretation. Thetechnique of enactment wasdevel oped
keeping thesein mind. Scholars associated with Kodungallur Kovilakam had also
done experimentsand discoveriesregarding Navarasa. He often organized Kalari for
Kudiyattam and Kathakali artistes. Through Navarasa Sadhana, actors honed their
basi c expressionsthrough everyday practice.

Thenameof G. Venuisvery important inrelationto thetechnique of Navarasa Sadhana.
Hewasbornintheyear 1956. He started hisart practice at the age of 11. For more
than adecadeand ahdf, he prepared himsdlf for the appropriate theatrica posturesto
perform. He spent the next thirty yearsinthereviva of dying arts. Hedid specia work
on Kakkaris Natakam, Kudiyattam, Mudiyattu, Padayani, Thol apavakutthu. Inthe
process he trained himself as a Koodiyattam actor, he worked as a K oodiyattam
actor inhislater years. AsaKudiyattam actor, hea so visited many European countries.

G. Venuwasintroduced to Kodungallur Kaari thirty yearsago. Bhagavathar Kunjuni
Thampuran, amember of theroya family of Kodungal lur, wasascholar of musicand
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Thesatre: techniqueand | acting. Heusedtocall hisacting technique Swaravayu. Taking thisSvaravayutechnique
design forward, atraining center named 'AbhinayaKalari' was started in Natankairali. G.
Venu a so went through thistechnique.

After 2010, he quit performing because hefelt that with increasing age, hewasno
longer ableto perform aswell as before. It was during this period that he started
performing theduties of ateacher. By conducting long workshops on eyesand hands
and researchin Kodungallur Ka ari, he devel oped anew acting training method of
Navarasa Sadhana.

Not.
otes Study and Application of Eye and Hand

In 2001, aworkshop project of the Japan Foundation received approval through
'Culturd Flow, acultura organizationin Delhi. It wasled by scholar PremlataPuri and
G. Venu wasthedirector of the workshop. Guru Ammanur Madhava Chakyar was
thedramatist of thisproject. Eminent Kathak exponent ShovanaNarayanan and art
criticand scholar Shanta Sarbyjit Singh were on the advisory board.

Under thisproject, G. Venu studied 'Netraaur Hasta (eye and hand)' experimentsfor
threeyears. Hecontacted dl theliving gurusof Kerda. Someguruscameto Natankairali
to attend the workshop. Many classes were conducted by the Gurus during these
threeyears. Sessonshy Kathakali gurus, Keezhapadam Kumaran Nair, Kdamanddam
Ramankutty Nair and Kavungal Chatunni Panicker were conducted. Kathakali artists
Sadanam Krishnankutty and VP Ramakrishnan Nair al so conducted classes. Sessions
on 'Kannezhuthu' (eye movement) of Theyyam were conducted in Kutiyattam by
L akshman Peruvannan under theleadership of GuruAmmanur Madhava Chakyar,
Kidangoor Rama Chakyar and Ammanur Kuttan Chakyar. Introduction to Srividya
by AcharyaGirish Kumar, month long practica classesby L akshmanan Gurukka on
Das Mudraof Srividya, classes on ‘Netraand Mudrasin Yoga Vidya by Swami
Hariom Anand and session on Eye Protection in Ayurvedaby Swami Radhakrishna
Chaitanya. All of themwere part of thisthree-year long search.

TheAsian symposium, held to mark the culmination of thisthree-year long project,
was attended by Thailand'seminent dancer Jessie Fanko, artist Keon Yoshimuraof
the Japaneseform KamigataMai and dancer Dr. Padma Subramaniam. Performances
of Kutiyattam, Kathakali, Mudiyettu, M ohiniyattam and Nangiarkoothu were also
organized a ong with the concluding ceremony.

This long-term workshop on Netra and Hasth (Eye and Hand) within Navarasa
Sadhanaand thediscovery of G. Venuin Kodungalur Kaari played animportant role
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inthe devel opment of the actor training methodol ogy of NavarasaSadhana. Infact, § Thesatre: techniqueand
Navarasameansnot asystem of training of actorsthat existed in Kodungalur Kalari. design
Itisasonot apart of Kutiyattam. However, it makesindependent use of sometechniques
fromKutiyattam. Itisnot possibleto practice Navarasa Sadhanawhiledtrictly following
the principlesof Kutiyattam.

Thepresent system of sadhanawascodifiedinaway sothat artistsof different disciplines
could incorporatethe practice of the ninerasasintotheir regular practice. Till now, no
one had discussed Navarasaand whether artists of different genreswould face any :
problemin maintaining the uniquenessof their individual formsby practicingNavarasa § Notes
Sadhana Artistsfrom genresincluding K utiyattam, Bharatanatyam, Kathak, Kuchipudi,

M ohiniyattam, theater and cinemahave been part of the Navarasa Sadhanatraining

sofar.

G INTEXT QUESTIONS 16.2

1.  Inwhichancient grammar of Sentamil, eight expressionsarediscussed?

2. Whatis'Bhavaes?

3. Inwhichtheater traditionisthe practice of Rasa Sadhanafound?
4.  WhyisKodungalur Kovilakamimportant?

5. WhywasKaari organized?

6. WhoisG.Venu?

7.  WhatisAbhinayaKaari?
8.  Onwhichbody partisNavarasa Sadhanafocused?

9.  Whatisthereation of Navarasa Sadhanawith the present system?

@*\ WHAT HAVE YOU LEARNT

° Indramaperformance, permanent fedingslikechangegble Rai etc. areawakened
in the hearts of the performers through actor's potential, experience,
communicativefeelingsand satvikafedingsand they aresavored. Thisisthe
rasa.
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Navarasa Sadhana

Body posturesrefer to those specific expressions of the body throughwhicha
certain feeling or meaning iscommunicated to the observer.

In Natyashastra, keeping the Rasain mind, theactionsand posturesof themain
body partshave been discussed in detail under Angik Abhinaya

Without rasa, thereisno justification for emotion and without emotion, rasa
cannot befulfilled.

Emotionsarelikewavesrising inthemind. Writers or actors expressthese
fedingsthrough their works. AcharyaBharat hasmainly divided theemotions
intofour categories- permanent emotions, vibhava, anubhavaand communicable
emotions.

The process of face acting isaccomplished through various movements and
postures of thefacia organs- eyes, eyebrows, ears, base, cheeksand chin etc.
Under Rasa Sadhana, specia exercisesare doneontheeyes.

Eyeisespecially noteworthy in Navras Sadhana. Evenin Natyashastra, these
differences of eyesight have been called Darshan Bhedai.e. waysof seeing.
They should be used according to different tastesand emotions. Under Drishti
Abhinay, thirty-six typesincluding Rasa, Permanent and Sanchari have been
described.

Sentamilasancient grammear text Tolkappiyam a so discussestheeight emotions
of themind asbeing expressed through mippatu s, i.e. the body.

Kudiyattam, whichisconsidered to bethelast remnant of Sanskrit drama, has
along history of thetraining process of rasa.

Scholarsassociated with Kodungallur Kovilakam had al so done experiments
and discoveriesregarding Navarasa. He often organized Kdari for Kudiyattam
and Kathakali artistes. Through Navarasa Sadhana, actors honed their basic
expressionsthrough everyday practice.

Thenameof G. Venuisvery important in relation to thetechnique of Navarasa
Sadhana.

Thislong-term workshop on Netraand Hasth (Eyeand Hand) within Navarasa
Sadhana and the discovery of Jee-Venu in Kodungallur Kalari played an
important roleinthe devel opment of theactor training methodology of Navarasa
Sadhana.
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gl TERMINAL EXERCISE desgn

1.  Whatismeant by rasa?

N

Tell usabout fedings?

w

Tell about the Navarasa Sadhana experiment done by G. Venu?

4. Discussabout eyesand handsin Navarasa Sadhana?

A
ANSWERS TO INTEXT QUESTIONS

16.1

Notes

1. Resaisthejoy that theaudiencefed safter watching athestrica performance.
2. Eightrasashavebeendiscussedin Natygjastra.

3.  Whenthepermanent feding Situated inthe heart of thelistener iscombined
with the Vibhava, Anubhav and communicable feelings, then Rasais
obtained.

4. Those feelings which remain permanently present in the hearts of the
audience.

5. Theunstable emotionsthat arise and disappear inthemind of the person
accordingtothesituation arecaled communicativeemotions. Thesefedings
areaways present inthe heart. When they get the opportunity, they keep
onforming and breaking likewater bubbles.

6. Themainobjectiveof actingisto createrasa.

7. Thereareninerasas- sringara, hasya, veera, karuna, bhayanak, vibhatsa,
adbhut, shanta.

16.2

1. Sentamil'sancient grammar text Tol akappiyam also discussesthe eight
emotionsof themind.

2. Inthe theater tradition of Kerala, for hundreds of years, there were
permanent expressionscalled Bhavasfor training in acting.
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Navarasa Sadhana

Rasa Sadhanaismentioned in thetraditions of Kudiyattam and Kathakali.

Scholarsassociated with Kodungal lur Kovilakam had a so doneexperiments
and discoveries regarding Navarasa. He often organized Kalari for
Kudiyattam and Kathakali artistes.

Kodungallur Kovilakam often organized Kalari for Kudiyattam and
Kathakali artistes. Through Navarasa Sadhana, actorshoned their basic
expressionsthrough everyday practice.

The name of G. Venu isvery important in relation to the technique of
Navarasa Sadhana.

A training center named 'Abhinay Kalari' was started in Natankairali to
advancethe Swarvayu technique.

Eyeand hand have specid contributionin Navras Sadhana.

The present system of Navarasa Sadhana has been planned in such away
that artistsof different disciplinescanincludethepractice of thenine Rasas
intheir regular practice.
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