MODULE -5

Thestre: techniqueand
desgn

BODY POSTURES AND FACIAL
ENACTMENT

Notes

Body posturesand facia enactment have been discussed indepthin Indian thesatre. In
the Natyashastrawritten by AcharyaBharata, adetail ed discussion of Mudrabhinaya
and Mukhabhinayaisfound under Angikaenacyment. Theenactment done by organs,
appendagesand organsiscalled Angikaenactment. In Natyashastra, itsthreetypes
have been described- Physical i.e. the enactment performed through the movements
and postures of the major parts of the body- head, hands, waist, sides, legs etc.
Mukhgjai.e. thefacia appendages- eyes, eyebrows, ears, lips, cheeksand enactment
displayed through various movements and postures of the chin etc. and Chestakrita
meansacting done by thewholebody through interna expressionsor externa gestures.
AcharyaBharata, whiledescribing thethreetypesof AngikaAbhinayain minutedetail,
has mentioned the specific postures of the major body parts. Besides, emphasishas
al so been given on when and how these postures should be used. Inthislesson, we
will discussthisvery thingway.

[ LEARNING OUTCOMES

After studying thislesson, you-

know the body posture (M udrabhinaya);

° understand the application of mudrabhinayain theatrical presentation,;
° know theimportance of mudrabhinayain theatrical presentation;

e  know about facial enactment; and

° know theimportance of facial enactment in dramaperformance.
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Theatre: techniqueand 17.1 PHYSICAL ACTIONS AND POSTURES DESCRIBED IN NATYASHASTRA
desgn

Body posturesrefer to those specific posturesof the body through which afix fedings
or meaning iscommunicated to the observer. Today, actors are often given dance
training for the purpose of deve oping understanding of body |language. AcharyaBharata
hasa so thought systematicaly inthiscontext.

Asmentioned earlier, AcharyaBharatahas discussed in detail theactionsand postures
of the main body parts under Angika enactment in histext Natyashastra. He has
mentioned six partsof the body- head, hands, chest, waist areaof body, pelvisand
legs. Apart from these six organs, according to someAcharyas, the cervix hasalso
been counted among the organs.

Notes

Enactment through Head (Shiravinaya)

In Angikaenactment, thirteen head postures have been discussed first- Akampita,
Kampita, Dhutz, Vidhuta, Parivahita, Aadhoota, Avadhuta, Achita, Nihachita, Paravruta,
Utkshipta, Adhogataand Lolita. Here, while describing these thirteen types, hea so
explainsthemovementsof the head and the method of itsusein enactment. Alongwith
this, he has mentioned two situations of Shirabhinaya (Body postures)- Riju and
Svabhava. He hasalso called Riju asinstitution and nature as Prakrita. Both these
positions of the head are used in performing tasks and expressionslike darshan of
auspicious objects, study, meditation, self-study and victory etc. Besides, Acharya
Bharat has given instructionsto accept thefolk popular postures of Shirabhinayain
addition to the above mentioned thirteen types.

Grivabhinaya (Enactment through Cervical)

AcharyaBharat hasmentioned ninecharacteristicsof grivabhinaya(Enactment through
Cervical) following the movementsof the head and their use- Sama (smooth state),
Nata (position of the cervix when thefaceistilted), Unnata (position of the cervix
when thefaceisturned upwards), Tryasta(cervix bent sideways), Rechita(strong
shaking or rotation of the neck), Kuchita (position of the cervix when bending the
head), Anchita (turning the head backwards), Valita (turning theface s deways) and
Vivarta(position of the cervix whenfacing forward). A part fromthese, AcharyaBharat
has al so talked about accepting the cervical postureswhich are expressive of the
sentimentsof the people.

Hastanudrasa (Postures through Hands)

AcharyaBharatahas specifically mentioned Hastabhinaya (enactment through hands)
in the ninth chapter of Natyashastra. The way in which the detailed and minute
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description of hand enactment isgiven, it ssemsthat it must have beenthemainmedium Theatre: techniqueand
of Angikaenactment. AcharyaBharatahasdescribed two typesof Hastabhinya- joined design

and non-jointed. The number of non-joined hand gesturesis 24 and the number of
joint hand gesturesis 13. These non-joined hand postures are- Pataka, Tripataka,
Kartarimukha, Ardhachandra, Shurutunda, Mushti, Shikhara, K apittha, Khatkamukha,
Suchimukha, Padyakosha, Sarpshira, Mrigashirshaka, Kangula, Allapalva,
Chaturmudra, Bhramaramudra, Hasvakta, Hanspaksha, Sandash, Mukula, Urjanabha
and Tamarchuda. After non-joined hand postures, heexplains 13 typesof joined hand
postures- Anjali, Kapot, Karkat, Swastika, Katkavardhamanaka, Utsang, Nishadha,
Dola, Pushpaput, Makara, Ggjdanta, Avahitdhaand Vardhamanaka.

Notes

Further, while explaining the general methods of hand gestures, AcharyaBharat has
sad- Theactor should usehand gestures after observing their shape, movement, symbol
and castefrom hisown experience. Thereisno suchwork of handsin theworldwhich
does not convey some meaning, but theform (or work) of the hand which hasbeen
seen many times, has been described here. Apart from these, the common people's
handsassociated with other meaningsshould al so be used asper their wish dong with
gesturesindicative of rasaand emotions. These hand gestureswere used by men and
especialy women considering theregion, time, usage and ability.

AcharyaBharat hasal so mentioned in detail 20 hand movementsin the context of rasa
and emotions on the occasion of drama performance. These movements are-
Utkarshana(pulling up), Vikarshana(pulling hard), Viyakarshana(pulling out), Parigraha
(taking an object), Nigraha (destroying), Aavahana (calling, indicating), Todana
(chastigng)., Sanshd eshana(meeting, mixing), Viyoga(separaing), Rakshana(saving),
Mokshana (liberating), Vikshepa (throwing), Dhunan (trembling), Visarga(leaving),
Tarjana(refusing), Chhedana(cutting), Bhedana(to penetrate), Sphotan (to open),
Motona (to hesitate) and Tadana (to beat).

Underlining thefunction of hand gestures, he says- 'The users should usethese hand
gesturesasper the public behavior and at the sametime decidetheir use after seeing
thelr reason, action, place, propagation, technic and action. I n the context of hand
circulation, it isalso mentioned that the hand movementsof good peopleshould usudly
be ontheforehead (near the forehead area), the hand movements of middle class
people should be near the chest areaand the hand movementsof low level people
should beinthelower part of the body. In JyeshthaAbhinay, the promotion of these
hand gestures should belimited, inthe middle, there should be moderate promotion
andinAdhamAbhinaya, the promoation of hand gestures should be donein abundance.
Uttam and Madhyam characters shoul d usethese hand gesturesto expressthemeaning
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Thestre: techniqueand | according totheclassica signsbut by adhamacharacters, folk activities should be

design followed in hand acting through the characters. But when thereisan unusual useor
time, thewise person may or may not combinethe use of these Hastmudras (Postures
through hands) in aform different from the described charecters. Further, Acharya
Bharat explainsthat hand-pracharas should not be used in such situations. When a
character issad, embarrassed, tormented by hatred and grief, dirty, adeep, dejected,
unconscious, changed, sick, stricken with old age, overcomewith fear, shivering or
troubled with cold, intoxicated, mad, worried. In such asituation, planning of hands
should not bedone. In dramaand dance, three types of body movementshave been
described- Uttana, Parshvagaand Adhomukha. Further, AcharyaBharat hasgiven
instructionsregarding hand movementsto the dancers and actorswhilediscussing
thirty hand movements of dance and four typesof hastakarana.

Notes

Chest Area, Side Part of Body, and Abdominal Movements

Whilediscussing the Ura(Chest Area) movementsand their usein acting, Acharya
Bharat has described five types of Chest Areamovements- Abhugna, Nirbhugna,
Prakampita, Udvahit, Sama. Along with this, fivetypesof side part of body (parshva)
movementsarementioned- Nata, unnat, prasarita, vivartita, apasrita. Under Abdomina
movementstypes, charactristicsand their gpplication, threetypes have been described-
Sama, Khalvaand Purna

Waist Movements

Fivetypesof movementsof thewaist: After Chhinna, Nivritta, Rechita, Kampitaand
Udvahita, he hasdescribed fivetypesof movementsof the Uru (shins). Thesearethe
movementsof the Uru (shins)- kampana, valana, stambhana, udvartana, vivartana.
Bharatahassaid that other Uru (shins) movements should be adopted by the dramatist
asper theworldly behavior.

Thigh and Feet Movements

Similarly, fivemovementsof thethigh have been accepted- Aavartita, Nata, Kshipta,
Udvahitaand Parivrita. After this, Bharat has discussed Padabhinaya (Enactmen by
feet). Hehasmentioned thefivemovementsof thefeet and explained their characteridtics
and their applications- Uddhattitta, Sama Pada, AgartalaManchara, Aanchataand
Kuchita. Thus, inthetenth chapter, AcharyaBharat has described the movements of
thechest area, sidepart of body, abdomina movements, waist movements, thigh and
feet movements.
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What isMukhg aAbhinaya (Enactment by face)?
AccordingtoAcharyaBharat, the human body isdivided into how many parts?
How many functions of the head have been discussed by AcharyaBharat?

1

2

3

4.  How many actionsof the neck have been described in Natyashastra? =
5. Whatisthenumber of combined and non-joined hand gestures? Note ‘ ,
6

How many hand movementshaveAcharyaBharat described inthe performance
of thedrama?

7. What kind of efforts should be made by the noble and middle characters?

17.2 MUKHABHINAYA (ENACTMENT THROUGH FACIAL ORGANS)

Theprocessof mukhabhinayaisaccomplished through variousmovementsand postures
of thefacia organs- eyes, eyebrows, ears, lips, cheeksand chin etc. AcharyaBharat
has described thefunctions of various partsof theface very minutely.

The appendages are considered to be six- eye, eyebrow, nose, lips, cheeksand chin.
These appendagesareimportant in enactment. Intheir absence, face enactment isnot
possible. The eyesare considered to havethree pratyangas- Tarai.e. pupillary, Put
i.e. eyelidsand frown. Inthisway, AcharyaBharat has classified theentire body into
parts, organsand appendagesand hasexplained themethod of usingAngikaenactment.

Enactment Through Eyesight (Drishti Enactment)

Bharat hasgiven eight typesof eyesight- Sama, Sachi, Anuvrutta, Alokita, Vilokita,
Pralokita, Ullokitaand Avalokita. In Natyashastra, thesetypes of eyesight have been
cdled'Darshan Bhedd and it hasa so beeninstructed that they should be used according
todifferent rasasand emotions. Under 'Drighti Abhinaya, he combined thethree aspects
of Rasa, Permanent feelings and communicativefeglingsinto thirty-six typesare
mentioned.

AcharyaBharat has accepted that Rasaand emotionsarerefined only through drishtis.
He has considered the number of Rastaas 08, Permanent Emotion also as08 and
communicativefedingsas21.

e  Thereismention of eight typesof Rasa-drishtis- Kanta, Bhayanaka, Hasya,
Karuna, Adbhuta, Raudra, Veeraand Vibhatsa. These eight eyesightsexpress
theeight Rasas.
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e  Theexpressveviewsof the permanent emotionsarediscussed asaffectionate,
happy, poor, proud, fearful, contemptible, angry and astonished.

° Alongwiththis, the characteristics of twenty typesof communicativeeyesights
and thelr usage are described- Shunya, Malina, Brantha, Lgjjanvita, Glana,
Shankita, Vishanya, Mukula, Kunchita, Abhitapta, Jivha, Sulalita, Vitarkita,
Ardhamukula, Vighranta, Vilupta, Akekara, Vikosha, Trastaand Madira. Thus,
atota of 36 posturesof eyesight havebeen approved. Bharatahasgiven definite
ingructionsregarding when and how theseeyes ghtsshould beapplied practically.

Pupillary, Eyelid and Eyebrow Movements

Three partsof theeye are considered- pupillary, eyelid and eyebrow. Itispossibleto
perform 'Drishti Abhinaya only with the actions of these Pratyangas. That iswhy,
Bharat hasa so described ther activitiesin detail. He has discussed the nine movements
of Pupillary and their usein enactment. Thesenineeffortsare-

Bhramana(rotation inthemiddle part of both eyelids)
Vaana(movingdiagonaly)

Patana (to take down)

Chalana(vibration)

Sampraveshana(carrying into theeyelids)
Vivartana(looking sideways)
Samudravritna(RaisngUp)

Nishkrama (to draw out and remove)

© o N o U b~ w0 N P

Prakrita- (normal state)

Thepupillary are d so activated with the movement of theeydids. Thesementionthe
characteristicsand usesof nineendeavors-

1 Unmesha(opening of eydids)
2 Nimesh (to be closed)

3. Spread (widespread)

4.  Kunchit (shrinking of eyelids)
5.  Sams(naturd State)

6.  Vivatita(lifting of eyelids)
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7.
8.
9.

Thenumber of actionsof the brow that occur with the movements of the pupilsand
eyelidsissaid to beseven-

1
2
3
4.
5
6
7

Sphurata(twitching) Thestre: techniqueand
Pihit (inactivity of eydlids) design
Vitdit (closure of eydidsdueto fear of shock).

Utsep (Raising both the eyebrowstogether or one by one)

Patana (to fall down together or one by one)

Notes

Brakuti (raising themiddle part of the eyebrows)
Chatura(tolift up gently)

Kunchit (dowly knocking down)

Rechit (elegant raising of one eyebrow) and
Sahgj (natural state).

Inthisway, ‘Drishti Abhinay' isaccomplished with the s multaneous operation of the
pupillary, eydlidsand eyebrows.

Nostrils, Cheeks, Lips, Chin, Face Activity

Apart from the eyes, there are also nostrils, chin, lips, cheeks and face which are
important mediums of Mukhajaenactment. Bharat has given six characteristics of
nostrilsmovement-

1
2
3
4.
5
6

Nata (sticking of both the notes)
Manda(natura posture)

Vikrishta(swelling of thenogtrils)
Sochchavas (state of thenosewhileinhaling)
Vikunta(nasal congestion) and
Sama(natural state).

Acharya Bharat has also discussed their use in various expressions. Further, he
mentioned the six characteristics of cheeksposture-

1
2.
3.
4.

K shama (pitched)
Fulla(swollen)
Ghoorna (extended)
Kampita(trembling)
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Thestre: techniqueand | 5. Kunchitaand
design 6.  Sama(naturd state).

While describing these characteristics, he said to use Ksham in sorrow, Fullain
happiness, Ghurnain enthusasmand pride, Tremblinginanger and hgppiness, Kunchita
inthestate of thrill, touch, coldness, fear and fever and Samain theremaining states.

Also, six symptomsof lipsand their usesarefound-

Vivartana(shrinking thelipsto form abesk)

Notes Kampana(shaking of lips)

Visarga(spreading thelips)

Sandashtaka (biting thelipswith teeth) and

1
2
3
4.  Vinighuhan (Shrinkingthelipsinwards)
5
6 Samudgaka (normal state)

Inthecontext of teeth, lipsand chin, thecharacteristics of seven chin movementswere
described. Theseare- Kuttan (clenching the upper and lower teeth together), Khandan
(rubbing theteeth), Chhinn (sticking the teeth together), Chukkita (Spreading theteeth
far apart), Lehita(licking thelipswith thetongue), Sama(afew momentsapart Hona)
and Dashta (biting thelower lipwith teeth).

After this, heexplainsthe characteristics of facia expressonsand their uses. These
facid expressonsare- Vinivritta(widdy parted), Vidyut (rectangular open), Nirbhugna
(mouthtilted downwards), Bhugna(somewhat rectangularly open), Vivarta(lipsopen)
and Udvahi (obsessed mouth).

The color of theface should be used in the context of rasabhavas because no matter
how grand the enactment done with the branches, limbs and appendage, it does not
become complete without thefacial expressions. According to the situation, four
charactersof thefacial expression have been described- 1. Natural, 2. Prasanna, 3.
Red and 4. Dark. Acharya Bharat mentioned the use of ssmplefacial color inthe
performance of spontaneous state and ragashunyata, Adbhuta, hasyaand sringaras-
Prasanacolour, in the performance of veera, Raudraand karunarasa-Red color, in
the performance of Bhayanak, Vibhtsarasablack color should be used.

QN Vroxrausnows iz

1.  Whichappendageshave been described by AcharyaBharat?
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How should eyesight be used? Thestre: techniqueand
desgn

How many Rasagyavisionsarethere?
How many permanent fedingsarethere?

How many typesof vision have been described?

o g ~ w N

What arethefacia expressions?

17.3 POSTURES AND FACIAL EXPRESSIONS IN DRAMA

Itisaspecidized visua structurethat transmitsvisua signalstotheaudience. Whena || Notes
dancer or actor adoptsaparticular posturein aperformance, it meansthat hewantsto

convey aparticular signa or draw attention toiit. For example, placing thepamonthe
nosewhile pretending to sneeze. Apart fromthis, any other posturemay bepossibleto

display sneezing. Inthiscontext, it isthe primary posture. Thisexplainsthe process of

sneezing from beginning to end. Thesecondissneezing. Whichisanuntimely or sudden

search donefrom the subconsciousmind. Inthisway, thefirst postureis mechanical

and thesecond postureisadisorder caused by breathing problems. Thisact of sneezing
communicatesasignal to the audiencethat the person sneezing hasacold.

Types of Postures Used in Drama

Sudden Posture: Such postureswhich are not created deliberately but are created
suddenly, have been kept in this category. Like posture of eating food, posture of
drinking water etc.

Expressive Posture: Thisisthe posturethat differentiates usfrom animals. Often one
person usesthis postureto express hisviewsto another person. Inthis, heattractsthe
attention of the personinfront of himwith variousfacial expressions. For example-
smiling, being sad, crying etc.

Mimicry Posture: Inthisposture, we copy another person. Thispostureisoften used
to demonstrate another person, object or animal. For example, whileimitating adog,
immediately sit on your kneesand put your palminfront and lick your tongue.

Simpolic Posture

Itismainly used to exchangefedlingsand thoughts. It isused to express unexpressed
fedings. Apart fromthis, thereare othersa so like Technical podsture, kootaposture
etc. which are often used.
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Theatre: techniqueand 17.4 SYMBOLIC POSTURE: CHITRABHINAYA
desgn

Regarding the postures, Chitrabhinayaisimportant. Bharatahasnot given it aseparate
name of enactment. He hasformulated'Chitrapinaya by giving prominenceto angika
movementsin the coordinated form of Chatardik Abhinayas. Dueto this, such a
combination of the postures originated in the hearts of the audience. Thiscreates
images. Initsdescription, Bharat has discussed symbolic posturesthat can impart
knowledge about any natural scene (day, night), underground objects, sun, fire, non-
human beingslikelion. deer, wild animals, specia movements, specific mood etc.

Notes ° Bharat explainsthemethod of awakening theimagination of theaudiencethrough

drama. Make Swastikawith both the hands straight in the flag posture. By
placingit ontheheadinan openformandlooking a it fromdifferent viewpoints,
effects, night, Pradosha, seasons, clouds, forest areas, vast water bodies,
directionsand planetsand congtdl | ations can betold through them. By maintaining
this posture with the head tilted downwards, an object placed on the ground
can be shown. To show moonlight, happiness, air, juiceand fragrance, thehand
inthe same posture can be shown moving upwardsaong with touch. Similarly,
Bharat has discussed the specia posturesof display of Sun, Fire, Noonday
Sun, substances that give pleasure and pain, serious and sublime feelings,
necklace, feing of omniscience, electric meteor etc. respectively.

Bharat also brings special posturesto represent the seasons. In the context of
Hemant Ritu, he saysthat Hemant Ritu should be displayed by the nobleand
medium charactershby acting like bending, shrinking their limbsand'sagrah sevan'
thesunandfire. Similarly, he explainsthe methods of displaying winter, spring,
summer, rainy season, rainy season night and normal seasonsrespectively.

In this sequence, hetellsthe plan of men and women to perform the angika
activitiesaccording to their respective nature. Bharat al so describesthe actions
performedinjoy, sadness, anger, fear, intoxication, etc. Further, hea sotdlsthe
methods of showing animds, birds, ghosts, vampires, mountainsand tall trees,
ocean, etc.

17.5 IMPORTANCE OF ENACTMENT TROUGH POSTURES AND
FACIAL ENACTMENT IN DRAMA

Thedramacons stsof diaoguesand variousactionsof the characters. When an actor
bringsthose characterstolife, it isthe actor'sresponsibility to portray the character
through body language, actions, posture, and facial expressions. In theatre,
communication of emotionshasprimary importance.
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If welook closely, thisprocess of communication on stagetakes placeintwo forms- Theatre: techniqueand
verba and non-verba. Verba communicationincludesthedia oguesand soundsspoken design

by the actorsin the drama. Under non-verbal communication, the actor expresses
through hisgestures, body posture, actionsetc. Instead of presenting the character
through did ogues, specid emphasisisgiven ontheuseof thecharacter'sbody language,
postureetc. Body language playsanimportant rolein nonverba communication. Being
an actor, we should have knowledge of posture and facial acting. Body language
consstsof gestures, body posturesand facia expressions.

Indian theater hasbeen prevaent in astylized form mainly dueto dance, musicetc. § Notes
The concept of posture and face acting appearsin thiscontext to agreat extentina
stylisticform. The posturesand facia expressionsdescribed in Natyashastraindicate

astyle. However, while pointing towardsthefolk religion, AcharyaBharat hasalso

said that theater actors should use postures etc. according to the nature of the people.
Thisindication of folk religion clarifiesthe use of popular formsof postures.

At present, thetradition of useof postureand facia expressionsthat weseeisreaivey
moreredlistic. Leaving aside dance and music based plays, their formisgeneraly
simple, easy and people friendly. Postures and facial expressions should also be
consdered fromthispoint of view.

QN Nxraussmons s

What issudden postures?

What isemotional posture?

What ismeant by mimicry postures?
What issymbolicposture?

What isChitrabhinaya?

@*\ WHAT HAVE YOU LEARNT

° In the Natyashastra written by Acharya Bharata, a detailed discussion of
mudrabhinayaand mukhabhinayaisfound under Angikaabhinaya

g » w NP

° Physical posturesrefer to those specific movements of the body throughwhich
acertainfeding or meaning iscommunicated to the observer.
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Theatre: techniqueand || ® In Natyashastra, the actions and postures of the main body parts have been
desgn discussedin detail under AngikaAbhinaya

° Theway inwhich the detailed and minute description of hand actingisgiven, it
seemsthat it must have been the main medium of AngikaAbhinaya. Acharya
Bharat hasdescribed two typesof Hastabhinya Sanyut and Asanyut. Thenumber
of non-joined hand gesturesis 24 and the number of joint hand gesturesis 13.

Theprocessof facid expressonsisaccomplished through variousgesturesand
postures of thefacia organs- eyes, eyebrows, ears, lips, cheeksand pair of lips.

Notes

In Natyashastra, these differencesof visonarecaled Darshan Bhedai.e. ways
of seeing. They should beused according to different rasasand emotions. Under
Drishti Abhinay, thirty-six types including Rasa, Permanent feelings and
communi cative emotion have been described.

In the context of postures, acting is also important. It isrelated to Angika
Abhinayaonly. Initsdescription, Bharat has discussed symbolic postures.
Through which knowledge can beimparted about any natura scenes(day, night),
underground substances, sun, fire, non-human creatureslikelion, bear etc.,
wild animals, specia movements, special mood etc.

At present, two methods of posturesand face acting are prevalent- realisticand
syligtic.

E TERMINAL EXERCISE

1.  Whatismeant by postures?

2. Writeabout thefunctionsof appendagesinfacia expressons?

3. Writeabout thelokdharmi use of gesturesand facia expressons?

4.  Discusstheposturesand facia expressionsdescribed in Natyashastra?

A
Q ANSWERS TO INTEXT QUESTIONS

17.1

1. Useof facid appendageslikeeyes, feet, ears, lips, cheeks, chinetc. incase
of expression.
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2. Sixorgans: head, hands, chest, waist, pelvisand legs.
Thirteen
Nine

13 and 24 respectively

o o~ W

20actions
7. Correspondingto classical charecteristics
17.2

1. Sx

N

Accordingtorasaand emotions

Eight
Thereareeight types.

Eight
Natural, Prasanna, Red and Dark.

o o~ W

17.3

1. Suchpostureswhicharenot created deliberately but are created suddenly,
have been kept inthiscategory.

2. Throughit, actor attractsthe attention of the personinfront of himwith
variousfacid expressons.

3. Inthispostureweimitate another person.

4. Thispostureismainly used to exchangefedingsand thoughts. Itisusedto
expresslatent fedings.

5. Inthis, somecombination of posturesof particular body partsisdonewhich
createsimaginary picturesinthe heart of theaudience. Initsdescription,
Bharat hasdiscussed symbolic posture.
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Form and Types of Folk Theatre

Inthismodule, learnershave beenintroduced to the nature and different typesof
folk dramaaswell astherole of music and danceinfolk drama

18. Magjor Folk Theatersand Folk Dancesof India

KlQ. Roleof Musicin Folk Theatre J




