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ABSTRACT

In drama putative emotions are engendered with the help of actual ent and gestures of

we move in a common shared space; in drama the acti

The actor constantly oscillates between real and fictio

the latter. In a dramatic work, the actor takes on an
ot their personal emotions,
ary for them to concentrate

owing two observations made by Bharata are very
tor in the dramatic performance:

f man on entering the body of another being, renounces his own
ifferent body and assumes another character, so a person having covered

These two passages show that in drama putative emotions are engendered with
the help of actual movement and gestures of actors. A dramatic representation, according to
Bharata, has the following constituents: actors, make-up and dresses, movement and gestures of
actors, conjuring of fictional personages and situations with the help of bodily movements,
suppression of the real nature of actors and the rendering of putative emotions.
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Referring to actors, Bharata thinks that it is necessary for them to be sensitive to
the different nuances of feelings and emotions; and to have a sense of rhythm, suppleness of body,
and self-confidence to conduct themselves on stage. Only then will they be able to render through
their bodily gestures and language an imaginary personage. It can hardly be denied that actors
‘really’ move and perform on the stage but, while in actual situations we move in acommon shared
space, in drama the acting area marks out the boundary of fictional space. Although actors are
really moving in this space, there movements are essentially made to generate a fictional situation
born out of an imaginary sequence of space and time. This fictional s and time provides us

Bharata discusses the spac

the stage, for that marks the area of fi
personage. Away from this fictional
costumes, his gestures would not be

curring for a Kshana, a Muhurta, a Yaama and a day are to be
suance of the Germ (Bija) of the play. But a month or a year is to

The above passage shows that dramatic action condenses time, and renders in a few
hours events spread over many years. Bharata is also aware that, if a single act were to span more
than a year, then this will become unconvincing to the spectators.

In a dramatic work, the actor takes on an alien temperament (parabhava) by
suppressing his own nature. The actor is aware that what he is rendering are not ‘his’ feelings;
neither are they the feelings of the playwright. They have putative feelings which have the structure
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of ‘as if’: ‘If I were in the play of Rama whose wife was abducted by Ravana, how | shall feel?’
The actor puts himself in this hypothetical situation by evaluating and interpreting its various
implications. Having done that, he calls forth his own emotive experiences and acts out his
imaginary situations through his language (vachikabhinaya) and gesture (angikabhinaya). As
Stanislavski puts it: “....all action in the theatre must have an inner justification, be logical,
coherent and real.... it acts as a lever to lift us out of the world of actuality into the realm of
imagination.”

The term used by Bharata to characterize dramatic action j aranaam which has
been generally translated into English as imitation, copy or resemblance. IS commentary on

if drama is to be taken as imitation, then the spectator
mimics the behavior of kings and queens. That wou

ing
the accompanying atmosphere of any i i JAIl he does imitate is the
bodily symptoms (anubhaavas) of th
linked with his particular pain or plea

acting out the role of a king, one must walk with an
ain way; one must not laugh boisterously and must speak in

reduced to types, then acting would become extremely

d by Abhinavagupta in his understanding of Bharata is the role of

no doubt that emotions in drama are generalized; that is why each

person is able to I ify/his own life with them; this generalization, however, is through concrete
particulars. Rama is @King, he belongs to the kingly type; but inasmuch as the Uttararamcharitam
is a play revolving round the life of Rama, the concrete particulars of Rama’s life are equally
important for this rendering. Aristotle beautifully elaborated this idea by showing how poetry is
the manifestation of universals through particulars. The same point can be understood in terms of
the relationship between ‘tokens’ and ‘types’. Rama is the token of righteous type of a king. But
inasmuch as drama is not a lecture on morals, it does not instruct people to follow the path of
morality by giving them sermons. On the contrary, it concretizes different types of human
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situations, according to the different kinds of temperament of people (svabhaava); and shows the
audiences the consequences of good or bad actions. This relationship between action and their
consequences influences them to follow the path of virtue. Because of its moral content, Bharata
calls Natyashastra the fifth Veda, asserting that it gives direction to people’s conduct like the
Vedas. The only difference lies in the mode of its instruction. While the four Vedas involve
injunctions for ritualistic practices, the Natyaveda instructs with the help of entertainment, because
it is playful (kreedaniya). The life of the protagonist of the play becomes an ideal for people to
follow. Thus, in drama the details of the life of the hero are extremely imp@ktant; it is, indeed, these
which form the basis of the dramatic plot (itivritta).

Abhinavagupta underplays the role of the actor in the ¢

say that the actor does not feel anything for himself does no

reconstruct the emotive experience of the character he

Bharata’s emphasis on sattvikabhinaya which highli

experience on the part of actor. If this internalizati

(angikabhinaya), dialogue delivery (vachikabhin (aharyabhinaya)
i . The fact that Bharata

the projected personage

bhavas Bharata writes:

“Now it may be questioned,
states (determinants,

Temperament?”®

r thefictional situation. Unlike painting, sculpture or music where
lines, colors, volumes or sounds, which abstract from the situation

f embodies the fictional through his gestures, language, emotive

. Thus, by his words and gestures the actor projects another’s

196

INTERNATIONAL JOURNAL OF RESEARCH IN SOCIAL SCIENCES AND HUMANITIES



http://www.ijrssh.com/

International Journal of Research in Social Sciences and Humanities http://www.ijrssh.com

(DRSSH) 2016, Vol. No. 6, Issue No. Il, Apr-Jun e-1SSN: 2249-4642, p-1SSN: 2454-4671

REFERENCES:

1. Natyashastra Ascribed to Bharata Muni, tr. Manomohan Ghosh, Vol. 2, Calcutta, Asiatic
Society of Bengal, 1951, p. 138.

2. ibid., 84
3. ibid., p. 240.

4. Constantin Stanislavsky, An Actor Prepares, tr. Elizabeth Reyno ood, London, Eyre
Metheun, 1980, p. 46.

5. Rekha Jhanji, The Sensuous in Art, Shimla, Indian Institut

6. Natyashastra Ascribed to Bharata Muni, tr. Mano
Society of Bengal, 1951, p. 143.

197

INTERNATIONAL JOURNAL OF RESEARCH IN SOCIAL SCIENCES AND HUMANITIES



http://www.ijrssh.com/

