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Awf‡bZvi cÖ¯̀wZ‡Z Pi‡Yi Abykxjb : fi‡Zi ÔPvix weavbÕ I 

Zv`vwk myRywKÕi ÔPi‡Yi e¨vKiYÕ 

 

D‡¤§ mygvBqv
*

 

 

mvims‡ÿc 

bvU¨kv ¿̄ GKwU cÕvPxb I ¸iæZ¡c~Y© ms¯‹…Z MÕš’, †hLv‡b fviZe‡l©i cwi‡ekbvwk‡íi wewfbœ w`K, 

we‡kl K‡i Awfbq †KØkj I b›`bZË¡ wek`fv‡e Av‡jvwPZ n‡q‡Q| GB MÕ‡š’ Av‡jvwPZ ÔAw½K 

AwfbqÕ (Physical Acting)-Gi AšÍM©Z ÔPvix× ev Pi‡Yi MwZ I fw½gv msµvšÍ wbqgvewj we‡kl 

Zvrch©c~Y©, hv Awf‡bZvi kvixwiK Awfe¨w³‡K A_©en K‡i †Zv‡j| Ab¨w`‡K, AvaywbK Rvcv‡bi 

bvU¨ZvwË¡K I gÂwb‡ ©̀kK Zv`vwk myRywK Zuvi Awfbq cÕwk¶Y c×wZ‡Z ÔGrammar of the FeetÕ 

ev ÔPi‡Yi e¨vKiY× bvgK GKwU kvixwiK †KØkj D™¢veb I cÕ‡qvM K‡i‡Qb| wZwb wek¦vm K‡ib †h, 

GKRb Awf‡bZvi Dcw¯’wZ I AvZ¥cÕKv‡ki MfxiZv ˆZwi nq Zvi kvixwiK wfwËi „̀pZv Ges k¦vm-

wbqwš¿Z Pjb †_‡K| eZ©gvb mg‡q, hLb Awfbq GKwU eûmvs¯‹…wZK, AvšÍtmvs¯‹…wZK Ges 

AvšÍR©vwZK PP©vi Ask n‡q D‡V‡Q, ZLb †fØ‡MvwjK mxgv I mvs¯‹…wZK cv_©‡K¨i E‡aŸ© D‡V, GB 

ỳwU Awfbq cÕ_vi g‡a¨ wK †Kvb ev¯Íem¤§Z mswgkÕ‡Yi m¤¢vebv Av‡Q? GB mswgkÖY wK mgmvgwqK 

Awf‡bZv‡`i Rb¨ GKwU Kvh©Ki, AvšÍtmvs¯‹…wZK I cwikxwjZ cÕwk¶Y c×wZ MV‡b mnvqK n‡Z 

cv‡i? GB cÕkœ¸‡jv m¤§y‡L †i‡L e¶¨gvY cÕe‡Ü bvU¨kv‡ ¿̄ ewY©Z ÔPvixweavb× Ges Zv`vwk myRywKi 

ÔPi‡Yi e¨vKiY×GB ỳB wfbœ mvs¯‹…wZK I HwZnvwmK cwi‡cÕw¶‡Z M‡o IVv Awfbq c×wZi 

Zzjbvg~jK I we‡kølYvZ¥K Av‡jvPbv Dc¯’vcb Kiv n‡q‡Q|  

Pvwe kã:  bvU¨kv ¿̄, Aw½K Awfbq, Pvix, Zv`vwk myRywK, Pi‡Yi e¨vKiY, Awfbq, AvšÍtmvs¯‹…wZKZv| 

f‚wgKv  

Awf‡bZvi kixi Awfbq Awfe¨w³i cÕavbZg gva¨g| Awf‡bZvi kixi‡K wfwË K‡i 

Awfb‡qi fvlv m„wRZ nq| cvðvZ¨ Ges cÕvP¨ Ry‡o Awfb‡qi c×wZMZ wk¶vq †h mKj 

Abykxjb I ZvwË¡K Nivbv ˆZwi n‡q‡Q †m¸‡jvi g‡a¨ Awf‡bZvi kixi‡K †gØj we‡ePbv Kiv 

n‡q‡Q Ges †mB kix‡ii c×wZMZ cÕ¯`wZ‡K gyL¨ e‡j fvev n‡q‡Q| `wÿY Gwkqvi wewfbœ 

†`‡kI †h c×wZMZ bvU¨ wkÿv M‡o D‡V‡Q †mLv‡bI Awf‡bZvi kixi‡K gyL¨ wn‡m‡e MY¨ 

Kiv nq| D`vniY¯^iƒc cÕPxb fviZe‡l© weKwkZ bvU¨kv‡¯¿i ci¤úivq Awfb‡qi †h c×wZMZ 

bvU¨ wkÿvi eqvb cvIqv hvq †mLv‡b Awf‡bZvi kixi Awfe¨w³ cÕKv‡ki cÕavbZg gva¨g| 

Avevi AvaywbK Rvcv‡bi bvU¨wPšÍvi g‡a¨ †`Lv hvq Awf‡bZvi kix‡ii we‡klvwqZ cÖwk¶Y 

                                                           
* mnKvix Aa¨vcK, w_‡qUvi I cvidig¨vÝ ÷vwWR wefvM, XvKv wek^we`¨vjq| 
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c×wZ|  cÕvPxb fviZe‡l©i bvU¨kv¯¿ Ges AvaywbK Rvcv‡b wesk kZvãxi ga¨fv‡M Awfbq-

ZvwË¡K Zv`vwk myRywKi Awfbq cÕwk¶‡Y Awf‡bZvi kvixwiK m¶gZv e„w×i bvbvwea cš’v-

cÖYvwj j¶ Kiv hvq, †hLv‡b kix‡ii we‡kl cÕZ¨½ wn‡m‡e Awf‡bZvi Pi‡Yi cÕwk¶‡Yi 

Ici we‡kl †Rvi †`Iqv n‡q‡Q| fi‡Zi bvU¨kv‡¯¿ ÔPvixweavb× Ges Rvcvbx bvU¨wb‡`©kK I 

ZvwË¡K Zv`vwk myRywKi ÔPi‡Yi e¨vKiY× GB cÕe‡Üi g~j Av‡jvP¨ welq|  

Awf‡bZvi kvixwiK cÕwk¶‡Yi D‡Ïk¨B n‡jv Awfb‡qi c×wZMZ PP©vq kix‡ii wewfbœ A½-

cÕZ½ †h m„wókxj nvwZqvi wn‡m‡e cÕ‡qvM nq †mB m„wókxj nvwZqvi¸‡jv‡K weKwkZ Kiv Ges 

we‡klvwqZfv‡e I D‡Ïk¨g~jKfv‡e Zv cÕ‡qvM Kiv| A_©vr wewfbœ iƒc-ixwZi bvU¨vwfb‡q 

DrKl©gwÐZ Awfbq Ki‡Z m¶g nIqv| Awf‡bZvi kix‡ii †h ˆReZvwË¡K MVb Zv cwieZ©b 

Kiv Am¤¢e n‡jI Zvi j¶¨vwfgyLx cÕwk¶Y Ges Abykxj‡bi gva¨‡g Awf‡bZv ˆewPÎ¨gq 

PwiÎvqb Ki‡Z m¶g n‡q I‡Vb| d‡j, Awf‡bZvi kixi memgq GKUv Kíkix‡ii 

(Fictive body) m¤¢vebvq cÖùywUZ _v‡K| Abykxj‡bi gva¨‡g Awf‡bZv ˆReZvwË¡K kixi‡K 

Kíkix‡i cwiYZ Ki‡Z m¶g nq| ˆewk¦K bvU¨ms¯‹…wZi wewfbœ aviv AewnZ K‡i †h, 

Awf‡bZvi kvixwiK cÕ¯`wZi GKUv ¸iæZ¡c~Y© Ask n‡jv Zvi Pi‡Yi h_vh_ Abykxjb I 

j¶¨vwfgyLx cÕ‡qvM| Awfbq †h‡nZz Awfbqwkíx‡`i ˆewkó¨gwÐZ, wPþhy³ I A_©c~Y© GK 

Pjb‡K cÕKvk K‡i †m‡nZz g‡Âi g‡a¨ M‡íi gva¨‡g †h Kífzeb iwPZ nq †mLv‡b PjvP‡ji 

aviYv w`‡q Awfbq-wµqvi cÕMwZ msNwUZ nq| G‡¶‡Î, Awf‡bZvi kix‡ii mPjZv AZ¨šÍ 

¸iæË¡c~Y© Avi kix‡ii PjgvbZvi Ab¨Zg gva¨g nj Zvi c`hyMj| gÂvwfb‡q Awfbq-wµqv 

ZLbB ïiæ nq hLb Awf‡bZvi PiY Ges g‡Âi hyZmB ms‡hvM MwVZ nq| Zv`vwk myRywK 

e‡jb,  

A performance begins when the actor’s feet touch the ground, a wooden floor, a 

surface, when he first has the sensation of putting down roots; it begins in 

another sense when he lifts himself lightly from that spot. The actor composes 

himself on the basis of his sense of contact with the ground, by the way in which 

his body makes contact with the floor. The performer indeed proves with his feet 

that his is an actor. Of course, there are many ways in which the human body can 

make contact with the floor, but most of us, excepting small children, make 

contact with the lower part of the body, centering on the feet.
1 

ÔPiY× e¨env‡ii ga¨ w`‡q gvbyl cÕ_g f‚wg‡Z Zvi kixi‡K mÂvwjZ K‡i| †hgb GKRb 

beRvZK hLb cv‡qi Ici fi w`‡q cÕ_g nuvU‡Z ïiæ K‡i ZLb Zvi GK bZzb hvÎv ïiæ 

nq| Gi ga¨ w`‡q wkïi g‡bvRM‡Z MwZgq wek¦ m¤úwK©Z Avwe®‹v‡ii GK we‡kl Rxeb‡eva 

Rv‡M| GB c` mÂvj‡bi gva¨‡g wkï AvZ¥wbf©ikxjZvi cÕ_g ¯^v` cvq| gvbe kix‡ii ÔPiY× 
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ev Ôcv× Ggb GK A½ hvi g~j ˆewkó¨B nj fvi e‡q Pjv| bvU¨wk‡í Awfbq cwi‡ekbvi 

†¶‡Î cv‡qi e¨env‡ii ¸iæZ¡ cÕm‡½ eviev Ges †mfv‡iR †`wL‡q‡Qb †h, 

The way in which the feet are used is the basis of a stage performance. Even the 

movements of the arms and hands can only augment the feeling inherent in the 

body positions established by the feet. There are many cases in which the 

position of the feet determines even the strength and nuance of the actor’s voice. 

An actor can still perform without arms and hands, but to perform without feet 

would be inconceivable.2 

AZGe, b„ZvwË¡K AwfÁZvjä AbykxjbwfwËK Ávb †_‡K AewnZ n‡q ejv hvq †h, 

Awf‡bZvi wewfbœ kixivsk I ¯^‡ii wbY©vqK A½ Awf‡bZvi PiY| PiY e¨ZxZ Awfbq m„Rb 

cÕvq Am¤¢e| Ab¨w`‡K, Pi‡Yi cÕ¯`wZi wfwË‡Z Kxfv‡e bvU¨fvlv wbg©vY Kiv hvq †m m¤úwK©Z 

Zvrch©c~Y© m~Îvewj Lyu‡R cvIqv hvq bvU¨kv‡ ¿̄ D‡jøwLZ ÔPvix weavb× bvgK Aa¨v‡q| cÕvPxb 

fviZe‡l© fiZ gywb iwPZ bvU¨kv¯¿
3

 Ges AvaywbK Rvcv‡bi Awfbq-ZvwË¡K Zv`vwk myRywKi 

Awf‡bZvi kvixwiK cÕwk¶Y c×wZ‡ZI i‡q‡Q Pi‡Yi we‡kl cÕ¯`wZi iƒc‡iLv| AZGe, 

e¶¨gvY Av‡jvPbvq eªZx n‡q ch©vqµ‡g AbymÜvb Kiv n‡e ci¯úi m¤úwK©Z wZbwU cÖm½| 

cÖ_gZ, fi‡Zi bvU¨kv¯¿ Awfb‡qi †¶‡Î cv`-cÕ‡qvM ev Pvixweavb m¤úwK©Z Kx Kx m~Î Zz‡j 

a‡i| wØZxqZ, AvaywbK Rvcv‡bi wek¦e¨vcx cÕfvewe¯Ívix bvU¨cÕwk¶K, wb‡`©kK I ZvwË¡K 

Zv`vwk myRywK ÔPi‡Yi e¨vKiY× ej‡Z Kx eywS‡q‡Qb| me©‡kl, GB cÖe‡Ü ms‡hvM mÜvb K‡i 

we‡kølY Kiv n‡e †h, `ywU wfbœ Kv‡j I ¯’v‡b weKwkZ PiY m¤úwK©Z Awfbqm~‡Îi cÕ‡f` I 

AwfbœZv Kx Kx| Ges GKBm‡½ GB `yB‡qi cv_©K¨ I wgj wPþvq‡bi gva¨‡g e¨vL¨v Kiv n‡e 

mgKvjxb Awfbq-Abykxj‡b bvU¨kv‡¯¿v³ Pvixweavb Ges Zv`vwk myRywK cÖ¯ÍvweZ PiY-

e¨vKi‡Yi ms‡kølvZ¥K cv‡Vi Zvrch© Kx|  

Pvix weavb 

bvU¨kv‡¯¿ D‡jøwLZ Avw½K Awfbq (hv g~jZ kixi Øviv fve cÕKvk‡K †evSvq) wZb cÖKvi : 

1. gyLR (hv Pÿz, wki mÂvjb I cÕ‡qvM) 2. †PóvK…Z (n¯Ívwfbq) 3. kvixi (D`i, KwU, 

e¶‡`k, cvk¦©, R•Nv, Eiæ cÕf„wZi mÂvjb I cÕ‡qvM)| Avw½K Awfbq hv A½ cÖZ¨½ Ges 

Dcv‡½i MwZfw½i Pjb‡K wb‡`©k K‡i| Avw½Kvwfb‡q cÕhy³ nq QqwU cÕavb A½ : wki, 

e¶, n¯ÍØq, KwU, cvk¦©Øq I c`Øq; QqwU cÖZ¨½ : evûØq, ¯‹ÜØq, D`i, c„ô, R•NvØq I 

EiæØq Ges Qq Dcv½ : †bÎ, å~, K‡cvj, bvmv, Aai I wPeyK| c`, Eiæ, R•Nv I KwUi 

hyMcr Pvjbvq MwVZ nq Pvix| Ô†h‡nZz A‡½i mwnZ hy³ wewae× Pvixmg~n ci¯úi e¨vqZ nq, 

†mB‡nZz Pvix e¨vqvg bv‡g AwfwnZ nqÕ
4 b„Z¨Kjvwe` MvqÎx P‡Ævcva¨vq Pvix m„R‡bi cÕwµqv 

e¨vL¨v K‡i e‡jb, ÔPvix, KiY, LÐ, gÐj G¸wj ci¯ú‡ii m‡½ A½vw½ RwoZ| n¯ÍK‡g©i 
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m‡½ MwZi AbyKiYvZ¥K Awfb‡q wewfbœ cv`‡f‡` wewfbœ PiY-K‡g©i iƒcvq‡Y G¸wji cÕ‡qvM 

Acwinvh©| GK cv‡`i cÕPv‡i Pvix, `yB cv‡qi cÕ‡Póvq KiY, Avevi KiYmg~‡ni ms‡hv‡M LÐ 

Ges K‡qKwU L‡Ði ms‡hv‡M nq gÐjÕ|
5 

Ab¨w`‡K, W. my‡ikP›`ª e‡›`¨vcva¨vq I Q›`v PµeZ©x ÔKiY× (c`mÂvjb) wµqvq ¸iæZ¡v‡ivc 

K‡i Pvix m•NUb-cÖwµqv bvU¨kv‡¯¿ Kxfv‡e ewY©Z n‡q‡Q Zv Zuv‡`i Abyev` I e¨vL¨vq Zz‡j 

a‡ib :  

Öcv`R‡•NviæKiYs mgs Kvh©s cÕ‡hv³„wft |  

cv`m¨ Ki‡Y me©s R‡•NviæK…Z¨wgl¨‡Z ||  

cÕ‡hv³vMY hyMcr c`, RsNv I Eiæi KiY (mÂvjb) Ki‡eb| c`Ki‡Y RsNv I Eiæi mKj 

mÂvjbB AšÍfz©³! [†hLv‡b] c`Øq †hgb PvwjZ nq, EiæI †Zgbfv‡e P‡j| GB ỳBwU cÕZ¨½ 

GK‡Î mÂvjb‡nZz cv`Pvix cÕ‡qvM Ki‡Z nqÓ|
6

  

bvU¨kv‡¯¿ mg, D`NwÆZ, AwÂZ, KzwÂZ I AMÖZjmÂi GB cuvP Pi‡Yi (c`) D‡jøL 

i‡q‡Q| f‚wg‡Z ¯^vfvweK w¯’Z PiY‡K mg, c`Z‡ji AMÕfv‡Mi Ici `uvwo‡q †Mvovwj evievi 

f‚wg‡Z AvNvZ Ki‡j nq D`NwÆZ, †Mvovwj f‚wg‡Z †i‡L c`Z‡ji AMÕfvM DwÐZ Ges 

A½ywj cÕmvwiZ n‡j AwÂZ PiY, A½ywj msKzwPZ †Mvovwj D‡”P Ges c`Z‡ji ga¨fvM 

msKzwPZ n‡j nq KzwÂZ PiY, AMÕZjmÂi c‡` †Mvovwj D‡”P †_‡K c‡`i ey‡ov Av½yj eµ 

Ges evwK A½ywj wb¤œvwfgyL nq| bvU¨kv¯¿ewY©Z Pi‡Yi Awfbq cÕm‡½ Av‡jvPbv K‡i Av`¨v 

i½vPvh© Zuvi mgv‡jvPbvg~jK e¨vL¨vq D‡jøL K‡ib :  

After describing the padabhinaya, there is a kind of obiter dictum at the end of 

the chapter. ‘The abhinaya of the pada (foot), uru (thighs) and jungha (shanks) 

must be done simultaneously. What is done with the foot must be done by thigh 

shanks’. Whoever wrote this last sentence must be devoid of a sense of humour. 

That the thighs and the shanks could not be separated from the feet seems to 

have dawned on the author at this last stage. Apparently, since in chapter VIII 

jungha and uru were not included in the anga-s, whoever is responsible for 

adding them is most certainly the author of this verse. Indirectly, he admits that 

the jungha and the uru are irrelevant, particularly in plays and many dances, 

where they would not, and need not, be visible to the audience.7  

bvU¨kv¯¿ g‡Z R•Nv (nuvUz †_‡K †Mvovwj ch©šÍ) cuvP cÕKvi : bZ, w¶ß, AvewZ©Z, DØvwnZ I 

cwie„Ë| ¯Í¤¢b, K¤úb, DØZ©b, wbeZ©b I ejb GB cuvP iK‡gi Eiæ wµqv i‡q‡Q| Avevi 

KwU wµqvI cuvP cÕKvi: wQbœv, wbe„Ëv, †iwPZv, DØvwnZv I cÕKw¤úZv| ÔGfv‡e c`, R•Nv, 

Eiæ I KwU‡`‡ki hyMcr mÂvjb Pvix bv‡g Kw_Z| [...] GK c‡`i mÂvjb Pvix bv‡g 

AwfwnZ| c`Ø‡qi cwiµgvq KiY nq| [...] KiYmg~‡ni wgjb LÐ bv‡g AwfwnZ| wZb ev 
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Pvi L‡Ði ms‡hv‡M gÐj MwVZ nq×|
8

 b„Z¨, hy×, A¯¿‡¶cY, Pjb bvbvb wµqvq GB Pvix 

mg~n e¨eüZ nq|   

bvU¨kv‡¯¿ `yB cÕKvi Pvixi D‡jøL i‡q‡Q : 1. †fØgx Pvix (Earthly), 2. AvKvwkKx Pvix 

(Aerial)| Avevi, Pvix me©‡gvU ewÎkwU †hLv‡b †fØgx Pvix †lvjwU Ges AvKvwkKx Pvix 

†lvjwU| bvU¨kv¯¿ Abyhvqx †fØgx Pvix I AvKvwkKx Pvix mg~n h_vµ‡g :  

mgcv`v, w¯’ZveZ©v, kKUvm¨v, Aa¨wa©Kv, PvlMwZ, weP¨ev, GoKvµxwoZv, e×v, EiƒØ„Ëv, 

AwÇZv, Drm¨w›`Zv, RwbZv, m¨w›`Zv, Acm¨w›`Zv, m‡gvrmvwiZgZwjø Ges gZwjø GB 

†lvjwU †fØgx Pvix bv‡g L¨vZ| [...] AwZµvšÍv, AcµvšÍv, cvk¦©µvšÍv, EaŸ©Rvby, m~Px, 

b~cyicvw`Kv, †`vjcv`v, Avw¶ßv, Avwe×v, D`e„Ëv, we`y¨`åvšÍv, AjvZv, fzR½ÎvwmZv, 

nwiYcøæZv, `Ðv I ågix GB †lvjwU AvKvwkKx bv‡g L¨vZ|
9 

†fŠgx Pvix j¶Y  

f‚wg I PiY GB `yB‡qi aviYvq m„wRZ †fØgx Pvix| bvU¨kv‡¯¿ †fØgx Pvixi wewfbœ wbY©vqK 

ˆewkó¨ wPwþZ n‡q‡Q :  

1  mgcv`v : c`Øq wbišÍi A_©vr `yB c‡`i g‡a¨ duvK _vK‡e bv, bL¸wj mgvb-`Ðvqgvb 

Ae¯’vq GB Pvix mgcv`v bv‡g AwfwnZ|  

2  w¯’ZveZ©v : gvwU‡Z cv‡q N‡l GKwU gÐj [wZb ev Pvi L‡Ði ms‡hv‡M nq gÐj, `yB 

cv‡qi cwiµgvq KiY nq Avevi KiY mg~‡ni wgj‡b nq LÐ] KiYxq, c‡i Ab¨ c` 

DrmvwiZ KiYxq, GwU‡K ejv nq w¯’ZveZ©v|  

3  kKUvm¨v : wekÕvšÍ‡`‡n AMÕ Zj msPi c` cÕmvwiZ K‡i, e¶ DØvwnZ K‡i kKUvm¨v 

cÕ‡qvM Kiv we‡aq|  

4 Aa¨wa©Kv : hLb evgc` `w¶Y c‡`i †cQ‡b _vK‡e ZLb `w¶Y c‡`i Dcmc©Y ev A‡MÕ 

mÂvjb‡K cwÐZMY Aa¨wa©Kv e‡jb|  

5  PvlMwZ : G‡Z `w¶Y PiY cÕmvwiZ nq, cybivq GwU Dcmwc©Z A_©vr A‡MÕ msPvwjZ 

K‡i, evg PiY `w¶Y Pi‡Yi cÕwZ msPvwjZ Ki‡Z nq|  

6  weP¨ev : cv‡qi Zjvi AMÕfvM Øviv gvwU‡Z AvNvZ Ki‡Z Ki‡Z mgcv`vi wePz¨wZ A_©vr 

`yB Pi‡Yi ci¯úi c„_KKiY K‡i weP¨evi cÕ‡qvM KiYxq|  

7  GoKvµxwoZv : ZjmsPvi cv`ØqØviv ch©vqµ‡g jç I cZ‡b nq GoKvµxwoZv|  

8  e×v : RsNvØ‡qi ci¯úi ms‡ea (crossed) Aej¤^bc~e©K ¯^w¯ÍK K‡i EiæØq Øviv ejb 

n‡j Zv e×vPvix e‡j Kw_Z nq|  
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9  Eiæ`e„Ëv : hLb ZjmÂi Pi‡Yi ¸jd ewng©yLx nq, RsNv nq AwÂZ I DØ„Ë ZLb Zv 

EiƒØ„Ëv bv‡g ÁvZ nq|  

10  AwÇZv : †hLv‡b AMÕZjmÂi c` mvg‡b ev †cQ‡b wØZxq c` Øviv Nwl©Z nq Zv 

AwÇZv|  

11 Drm¨w›`Zv : ax‡i ax‡i c` †iPK Abymv‡i evB‡i I wfZ‡i wbewZ©Z nq-†mB Pvix‡K 

Drm¨w›`Zv e‡j|  

12  RwbZv : e¶tw¯’Z gywón¯Í, Aci n¯Í cÕewZ©Z Ges ZjmÂi cv` GB Pvix RwbZ bv‡g 

Kw_Z| 

13 I 14. m¨w›`Zv I Acm¨w›`Zv : cuvPZvj `~‡i PiY cÕmvwiZ K‡i m¨w›`Zv Ki‡Z nq| 

GKBfv‡e wØZxq PiY Acm¨w›`Zv KiYxq|  

15  m‡gvrmwiZgËjøx : ZjmÂi c`Øq Øviv gÐjvKv‡i N~wY©Z n‡Z n‡Z AMÕmi nIqv‡K 

e¨vqv‡g m‡gvrmwiZgËjx e‡j|  

16  gËjøx : Dfq PiY Øviv N~wY©Z I AMÕmi nIqv Ges D‡ØwóZ I Acwe× n¯ÍØviv gËwjø 

KiYxq|   

AvKvwkKx Pvix j¶Y  

f‚wg‡Z w¯’i Pi‡Yi DaŸ©gyLx m¤§yLwµqvq m„wRZ nq AvKvwkKx Pvix| bvU¨kv‡¯¿ AvKvwkKx 

Pvixi cÕ‡qv‡Mi wb‡`©kbvi D‡jøL i‡q‡Q:  

1  AwZµvšÍv : KzwÂZ c` Drw¶ß K‡i m¤§y‡L cÕmvwiZ Ki‡Z n‡e| G‡K Drw¶ß K‡i 

cvwZZ Ki‡e†mB Pvix AwZµvšÍv bv‡g Kw_Z|  

2  AcµvšÍv : EiæØ‡qi Øviv ejb K‡i KzwÂZ c` D‡ËvwjZ Ki‡e I cv‡k wbw¶ß Ki‡e-

†mB Pvix AcµvšÍv bv‡g Kw_Z|  

3  cvk¦©µvšÍv : KzwÂZ c` Drw¶ß K‡i nuvUz ¯Í‡bi mgm~‡Î ¯’vcb K‡i, D˜NvwUZ c‡`i Øviv 

cvk¦©µvšÍv KiYxq|  

4  EaŸ©Rvby : KzwÂZ c` Drw¶ß K‡i nuvUz ¯Í‡bi mgm~‡Î ¯’vcb K‡i, wØZxq RvbyI Abyiƒc 

KiYxq Ges c`‡¶c wbðj _vK‡e, GB Pvix EaŸ©Rvby e‡j Kw_Z|  

5  m~Px : KzwÂZ PiY Drw¶ß K‡i nuvUz Ic‡ii w`‡K cÕmvwiZ Ki‡Z n‡e Ges AMÕfv‡Mi Øviv 

Zv‡K cvwZZ Ki‡e GB Pvix m~Px bv‡g Kw_Z|  

6  bycyicvw`Kv : †cQb w`‡K AwÂZ K‡i PiY‡K Zjvi AMÕfvM Øviv `ªæZ f‚wg‡Z cvwZZ 

Ki‡e, GB Pvix‡K ejv nq b~cyicvw`Kv|  
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7  †`vjcv`v : KzwÂZPiY Drw¶ß K‡i GK cvk †_‡K Aci cv‡k †`vjv‡Z n‡e Ges AwÂZ 

c` cvwZZ Ki‡Z n‡e GB Pvix †`vjcv`v bv‡g Kw_Z|  

8  Avw¶ßv : KzwÂZ PiY Drw¶ß K‡i Zv‡K †U‡b AwÂZ (c`) Ki‡e; RsNv ¯̂w¯Í‡Ki m‡½ 

mshy³ Ki‡Z n‡e, GB Pvix Avw¶ßv bv‡g ÁvZ|  

9  Avwe×v : ¯^w¯Í‡Ki mvg‡b KzwÂZPiY cÕmvwiZ n‡e Ges AwÂZ c‡`i m‡½ Avwe× Pvix 

Avwe×v bv‡g ÁvZ|  

10 DØ„Ëv : Avwe×c`‡K Av‡ewóZ K‡i jvwd‡q wØZxq Pi‡Yi Pviw`‡K Nywi‡q cvwZZ Ki‡Z 

n‡e, †mB Pvix DØ„Ëv e‡j Kw_Z|  

11 we ỳ¨™¢všÍv : †cQb w`‡K ewjZ PiY g¯Í‡K Nl©Y K‡i cÕmvwiZ Ki‡e GwU me w`‡K n‡e 

gÐvjvKv‡i (N~wY©Z) †mB Pvix we ỳ¨™¢všÍv|  

12 AjvZv : GK PiY cðvwÏ‡K cÕmvwiZ, Zvici ewjZfv‡e Af¨šÍ‡i ¯’vwcZ I ¸j‡dvcwi 

iw¶Z†mB Pvix AjvZv bv‡g Kw_Z|  

13 fzR½ÎvwmZv : GKwU KzwÂZ PiY Drw¶ß K‡i Zª¨mªvKv‡i Eiæ weewZ©Z KiYxq; KwU‡`k 

I Rvbyi weeZ© (Nyivb) †nZz fzR½ÎvwmZv nq|  

14 nwiYcøæZv : AwZµvšÍ Pvix K‡i jvwd‡q cv gvwU‡Z ivL‡Z n‡e, RsNv AwÂZvKv‡i 

cwiw¶ß n‡j Zv nwiYcøæZv bv‡g †Áq|  

15 `Ðcv`v : PiY‡K b~cyivK…wZ K‡i mvg‡bi w`‡K cÕmvwiZ Ki‡e Ges w¶cÕ MwZ‡Z Avwe× 

KiYxq†mB Pvix `Ðcv`v bv‡g AwfwnZ|  

16 ågix : AwZµvšÍ Pvix K‡i wÎK‡K (†giæ`‡Ði wb¤œvsk) †Nviv‡Z n‡e Ges wØZxq PiY 

Zjvi Ic‡i PvwjZ n‡e GB Pvix ågix bv‡g Kw_Z|
10 

bvU¨kv‡¯¿ ˆkjxe×KiY (stylization) †KØkj Awf‡bZv KZ©„K `xN© Ges K‡Vvi cÕwk¶‡Yi 

gva¨‡g AR©b Ki‡Z nq| ms¯‹…Z w_‡qUv‡i Awf‡bZvi kvixwiK AvPi‡Yi ga¨ w`‡q GKUv 

D”P gvÎvi ˆkjxe×KiY m„wRZ nq, hv †Kej GKwU gy ª̀v bq eis Awf‡bZvi mg¯Í kix‡ii 

ga¨ w`‡q Zv c~Y©Zv jvf K‡i| nv‡Zi A½fw½, cv‡qi A½fw½, †Kvgi, wki, Av½yj, gyL 

mg¯Í wg‡jB Awf‡bZvi kix‡ii GKUv fvlv ˆZwi nq ÔGB A½vwfbq ev fvlvcÕKiY m¤ú‡K© 

wewfbœ kv¯¿MÕ‡š’ we¯Í„Z Av‡jvPbv Av‡Q| bvU¨kv¯¿‡K g~jMÕš’ wn‡m‡e MY¨ K‡i cieZ©xKv‡j eû 

kv¯¿ iwPZ n‡q‡Q×|
11

  

W±i AÃjv gnvFwl aªæc`x fviZxq ms¯‹…Z bvU¨kv‡¯¿i cÕavb GKwU Dcv`vb wn‡m‡e 

gvbekixi Ges †mB kix‡ii ÔPvix weavb×-wfwËK Awfbq fvlvi Zvrch© A‡š^lY K‡ib| Pvix 

weavb cÕf„wZ‡Kw›`ªK Awfbq cÕwk¶‡Yi GKwU `yiƒn kv¯¿iƒ‡c fiZ bvU¨kv¯¿‡K wPwýZ Kiv 

nq| †hgb gnvFwl e‡jb :  
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Classical Indian drama takes human figure as its basic instruments of expression. Most 

theoreticians agree that the conventions of stage presentation (Abhinaya) are a vital part 

of the structure of classical Indian drama and the theory and technique of Classical dance 

plays an integral part in developing the conventions. Bharata chooses this most difficult 

discipline for the physical training of the actor.12   

Zv`vwk myRywKi Pi‡Yi e¨vKiY 

Awf‡bZvi PiY-cÕwk¶‡Yi GKRb ¸iæZ¡c~Y© ZvwË¡K I cÕ‡qvMKZ©v Zv`vwk myRywK (1939-)| 

Awf‡bZvi PiY welqK cÕ¯`wZ I Abykxj‡bi e¨vKiY‡K ejv nq ÔmyRywK c×wZ×| bvU¨ 

cwi‡ekbvi GKwU ZxeªZi cwiea©K wn‡m‡e KvR K‡i GB c×wZ| wek¦e¨vcx bvU¨ we`¨vqZ‡b 

Awf‡bZvi Abykxj‡bi †¶‡Î myRywKi cÕwk¶Y-cÖYvwj GK bZzb gvÎv hy³ K‡i‡Q| Zv`vwk 

myRywK kix‡ii wb¤œ As‡ki cÕwk¶‡Yi Ici †Rvi †`b| Zuvi The Way of Acting eB‡qi 

ÔThe Grammar of the Feet× Aa¨v‡qi g~j DcRxe¨ n‡jv cÕwk¶‡Y iZ †_‡K Awf‡bZv f‚wgi 

m‡½ Nwbô †hvMv‡hv‡Mi ga¨ w`‡q awiÎx †_‡K kw³ AvniY Ki‡Z cv‡i| Avi G Kvi‡Y wZwb 

g‡b K‡ib, cwi‡ekbvi g~j †K›`ª n‡jv Awf‡bZvi kixi, we‡kl K‡i Zvi cv‡qi cvZv| 

Dch©y³ eB‡qi Aa¨v‡qi ïiæ‡ZB Awf‡bZvi A_©vr Rvcvwb Awf‡bZvi kvixwiK MV‡bi K_v 

D‡jøL K‡i myRywK †`wL‡q‡Qb †h, AvaywbK Rvcvwb w_‡qUv‡i g‡¯‹v AvU© w_‡qUv‡ii e¨vcK 

cÖfve _vKv m‡Ë¡I Rvcvwb Awf‡bZv‡`i DwPZ Rvcvwb fvlvq wjwLZ Ges Rvcvwb bvU¨Kvi 

Øviv iwPZ bvU‡K Awfbq Kiv| Gi KviY wn‡m‡e wZwb hyw³ cÕ`k©b K‡i e‡jb, ÔIn the first 

place, our appearance is wrong; our arms and legs are too shortÕ.
13

 GB hyw³i AšÍwb©wnZ 

e¨vL¨v Abyhvqx ejv hvq †h, GLv‡b myRywK Awf‡bZvi kvixwiK MVb‡K ¸iæZ¡ cÕ`vb K‡i‡Qb| 

ms¯‹…wZi cv_©K¨‡f‡` Awf‡bZvi kvixwiK MVb m¤ú‡K© wbY©vqK wPšÍvi m~‡Î Awf‡bZvi 

bvU¨vbykxjb I cÕ¯`wZi iƒc‡iLv M‡o †Zvjvi mwe‡kl Zvrch© i‡q‡Q| GB cÕ¯Íve‡K m¤cÖmvwiZ 

K‡i myRywK e‡jb :  

The fact that doubts concerning the orthodox tradition in the modern Japanese theatre of 

faithfully reproducing foreign dramas was at least partially attributed to a shortness of 

arms and legs in interesting in itself. I myself don’t think that the physical appearance of a 

Russian is automatically superior; still, it is true that the essence of a Chekhov production 

involves delicate reconstruction, in physical terms, of Russian manners and morality. 

Modern Japanese actors have gone to tremendous pain, throwing themselves into the 

effort of imitation, yet they have never achieved an appropriate likeness. So the failure 

has been attributed, quite bluntly, to the physiological: their arms and legs are too short. 

Ever since the beginning of the Meiji period in 1868 there have been tremendous effort 

within Japanese culture to catch up with, then surpass, the West. Although the actors have 

put themeselves at the forefront of such activities, they have only managed to imitate the 

surface of things.14  
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myRywK Av‡jvPbv Ki‡Qb †h, Rvcv‡b hLb AvaywbK w_‡qUvi PwP©Z n‡Z ïiæ K‡i ZLb cv‡qi 

cÕ‡qvM wb‡q KvR Kiv nqwb| †hgb, ev Í̄eev`x (Realism) Ges ¯̂fveev`x (Naturalism) 

ixwZi bvU¨vbykxj‡b A‡bK †ewk †Rvi †`Iqv nq gb Í̄vwZ¡K cÕ¯`wZi Ici| GB wel‡q myRywK 

ej‡Qb †h, GB c×wZ ev GB D‡`¨vM GKUv fzj wm×všÍ, KviY ev¯Íeev`x Ges ¯̂fveev`x 

Awfb‡q gb¯Í‡Ë¡i Ici †Rvi w`‡Z wM‡q GKUv mgq g‡b nq Awf‡bZv‡`i cv †bB| A_©vr 

Awf‡bZv‡`i cv‡qi †Kv‡bv e¨envi †bB| hw`I GB Abykxjb c×wZ‡K wZwb eR©b K‡ibwb 

eis Gi m‡½ cv‡qi e¨envi hy³ Kivi cÕ‡qvRbxqZv Zz‡j a‡i‡Qb| Gi d‡j, Zv `k©K‡K 

Av‡iv †ewk hy³ Ki‡e bvU¨cÕ‡hvRbvi m‡½|  

Rvcv‡bi AvaywbK w_‡qUv‡i †h cÕ‡PóvwU j¶ Kiv hvq Zv n‡jv BD‡iv‡ci bvUK‡K Ggbfv‡e 

Zv MÖnY Ki‡Z _v‡K †hb g‡b nq GK ai‡bi mvs¯‹…wZK weevneÜb| KviY Rxeb, d¨vkb 

†_‡K ïiæ K‡i mewKQzB cÕvq wbwe©Pv‡i MÕnY Ki‡Z _v‡K| Gi d‡j, myRywK ej‡Qb, Ggb 

Ae¯’v ˆZwi nq †h, Rvcv‡b Ggb †Kv‡bv K¶ †bB †hLv‡b Zviv Lvwj cv‡q nuv‡U| 

BD‡ivwcqvb‡`i Kv‡Q cvIqv RyZv civi aviYv MÕnY Kivi d‡j GK ai‡bi ¶wZ n‡q‡Q e‡j 

myRywK g‡b K‡ib| KviY G‡Z cv‡qi m‡½ f‚wgi m¤úK© ev ¯úk©‡hvM¨Zv K‡g hvq| GB 

ch©‡e¶Yjä AšÍ`©„wó Øviv ZvwoZ n‡q myRywK wb‡Ri D™¢vweZ Abykxjb Ô÷¨vw¤ús× 

(Stamping) Kivi mgq wZwb g‡b K‡ib RyZv cv‡q Zv Kiv DwPZ bq| Gi KviY wn‡m‡e 

wZwb e‡jb, Lvwj cv‡q ÷¨vw¤ús Ki‡j cv‡qi †Mvovwj‡Z Pvc c‡o, Avi Gi d‡j cv‡qi 

†cwk k³ nq| Z‡e G‡¶‡Î, wZwb Tabi (GK ai‡bi mv`v †gvRv) e¨envi Kivi K_v 

e‡jb| myRywKi g‡Z, AvaywbK w_‡qUvi Zv‡`i mZ¨Zv nvwi‡q‡Q KviY †hfv‡eB †nvK Zv‡`i 

cv Avi e¨eüZ nq bv| myRywKi Abygvb, GB Kvi‡YB m¤¢eZ ev¯Íeev`x w_‡qUvi bZzb‡`i 

Kv‡Q GLb cyi‡bv g‡b nq : 

Realism in the theatre should inspire a veritable treasure house of walking style. Since it 

is commonly accepted that realism should attempt to reproduce faithfully on the stage the 

surface manner of life, the art of walking has more or less been reduced to the simplest 

forms of naturalistic movement. Yet any movement on the stage is, by definition, a 

fabrication. Since there is more room within realism for a variety of movements than in 

the no` or in kabuki, these various ambulatory possibilities should be exhibited in an 

artistic fashion. One reason the modern theatre is so tedious to watch, it seems to me, is 

because it has no feet.15  

we‡k¦i hv wKQz bv›`wbK e‡j we‡ewPZ, my›`i e‡j M„nxZ GB me wKQz‡ZB cv‡qi e¨envi 

j¶¨ Kiv hvq| myRywK Rvcv‡bi Ô†bvÕ (Noh), e¨v‡j, ÔKveywK× GB Avw½K¸‡jv wb‡q Av‡jvPbv 

K‡i cv‡qi ¸iæZ¡ Zz‡j a‡ib|  
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Ô†bv× w_‡qUvi‡K we‡ePbv Kiv nq Pj‡bi ev nuvUvi b›`b ev wkí wn‡m‡e| GB m~‡Î Ô†bvÕ 

bvU‡Ki DrcwË m¤ú‡K© cÕPwjZ GK M‡íi AeZviYv Kiv hvq :  

G bv‡U¨vrcwËi Avw`b„‡Z¨i m~Pbv K‡ib †`eZviv| Rvcv‡b †`eZv‡`i g‡a¨ me©vwaK cÕavb 

wQ‡jb m~h©‡`ex| wZwb GKevi `xN©Kv‡ji Rb¨ ¯̂‡M©i GK ce©Z¸nvq jywK‡qwQ‡jb| m~h©‡`ex bv 

_vKvq wek¦eªþvÐ AÜKv‡i Wz‡e †Mj| †`eZviv wKQz‡ZB †`ex‡K ¸nvi Avovj †_‡K evB‡i 

Avb‡Z bv †c‡i Zv‡K fzwj‡q Avbevi Rb¨ GK bvP Avwe¯‹vi Ki‡jb| Zuv‡`i g‡a¨ GKRb ¸nv 

gy‡L GKUv duvKv Mvgjv‡K Dj‡U wb‡q Zvi Dc‡i b„Z¨ ïiæ Ki‡jb| m~h©‡`ex b„Z¨wkíxi 

c`vNv‡Zi duvKv AvIqv‡R AvK…ó n‡q ¸nv †_‡K †ewi‡q †`L‡Z G‡jb wK e¨vcvi| m‡½ m‡½ 

eªþvÐ Av‡jvwKZ n‡q DVj| †bv bvU‡Ki g‡Â GL‡bv wU‡K i‡q‡Q GB b„Z¨‡KØkj|
16 

 

hLbB †Kv‡bv Pjb (Movement) ˆZwi nq ZLbB GKUv cÕKvkfw½g cwi‡ek ˆZwi nq| Ô†bvÕ 

w_‡qUv‡i nuvUv †h GKUv wkí GUv ejvi KviY n‡jv MwZi A`je`j ev MwZi cwieZ©bkxj 

ˆewkó¨| MwZi cwieZ©b Ô†bv× Awfbq wkíx‡`i kix‡ii m‡½ Ggbfv‡e m¤ú„³ †h, hLb Zviv 

MwZi cwieZ©b K‡i cv †U‡b †U‡b P‡j (Dragging) ZLb GKUv Q‡›`i eÜb ˆZwi nq| Ô†bvÕ 

w_‡qUv‡i Awf‡bZviv hLb cv wb‡q Gi MwZ cwieZ©b (shuffle-motion) K‡i ZLb me‡P‡q 

AvKl©Yxq welqwU N‡U Zv n‡jv Zvi kix‡ii Ic‡ii Ask Abo _v‡K| bv‡Pi mgq Zviv GK 

ai‡bi mv`v †gvRv (Tabi) c‡i| Tabi civi KviY n‡jv Pjb hv‡Z Av‡iv †ewk „̀k¨gvb nq| 

Ô†bv× w_‡qUv‡ii GB aviYv myRywK g‡b K‡ib ¸iæZ¡c~Y©| KviY †h †Kv‡bv Awfe¨w³‡K A‡bK 

†ewk cÕKvkfw½g K‡i †Zvjv hvq hw` g‡Âi m‡½ cv‡qi m¤úK© `„p nq| GKBfv‡e RvcvwbR 

e¨v‡j, RvcvwbR KveywK w_‡qUv‡iI cv‡qi Ici mwe‡kl ¸iæZ¡v‡ivc Kiv nq| KveywK 

w_‡qUvi g~jZ Awf‡bZv‡`i cv‡qi e¨env‡ii Kvi‡Y `k©K‡K AvK…ó K‡i| bvU¨wgjbvqZ‡bi 

†fZ‡i `k©‡Ki gv‡S GKUv c_ (Way) _v‡K, cwi‡ekbvq KveywK Awf‡bZ… Zv e¨envi K‡i 

†hb `k©K A‡bK KvQ †_‡K cv‡qi Pjb †`L‡Z cvq| 

Pi‡Yi Abykxjb c×wZ 

†h †Kv‡bv bvU¨ cwi‡ekbvi †¶‡Î hw`I nvZ-cv meB e¨eüZ nq ZeyI myRywK e‡jb, cv 

†ewk ¸iæZ¡c~Y©| ZvB Zuvi Abykxj‡bi g~j aibUvB n‡”Q kix‡ii Ic‡ii Ask Abo _K‡e, 

nvZI Lye Kg e¨eüZ n‡e wKš̀ Zuvi Abykxj‡bi g~j AvMÕ‡ni welq n‡jv Awf‡bZvi cv| 

mvaviYZ c`v½ywj‡Z fi w`‡q GK cv‡qi gva¨‡g Ôe¨v‡j× wkíxi N~Y©b-†KØkj‡K Ôwc‡iv‡qU× 

(Pirouette) ejv nq| cv‡qi e¨env‡ii ga¨ w`‡q kix‡ii cÕwZeÜKZv¸‡jv †_‡K Awf‡bZvi 

gyw³ cvIqv m¤¢e| WvP cwÐZ †MinvW© hvKvivBqvm (Gerhard Zacharias) 1964 mv‡j 

Ôe¨v‡j× (Bellet) wb‡q GKUv eB †j‡Lb| GB eB‡q wZwb e¨v‡j b„‡Z¨i GKwU we‡kl Pjb 

m¤ú‡K© Avgv‡`i cwiPq Kwi‡q †`b hv‡K ejv nq Ôwc‡iv‡qU× (Pirouette)| GB Pj‡bi 

we‡klZ¡ n‡jv f‚wg‡Z cv‡qi Pvc †`Iqvi ga¨ w`‡q kw³ Kxfv‡e AwR©Z nq Zvi GK cÖZxK 
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n‡jv wc‡iv‡qU (Pirouette) Pjb| GB m~‡Î m¤úwK©Z K‡i ejv hvq †h, Rvcv‡bi HwZn¨evnx 

cwi‡ekbv wkí¸‡jv‡Z fvimvg¨ ˆZwi Kiv nq ˆecix‡Z¨i ga¨ w`‡q| †hgb : D”PZv-

MfxiZv, AvKvk-c„w_ex| myRywK GB welq D‡jøL K‡i e‡jb, †cjwfK (Pelvic) Gwiqv‡Z 

Awf‡bZv †h kw³Uv mÂq Ki‡e †mUvI wVK GBfv‡eB kix‡ii Ici Ges wb‡Pi As‡k 

mgvbfv‡e cÕmvwiZ n‡e| Ôwc‡iv‡qU× Pjb I f‚wgi cvi¯úwiK m¤ú‡K©i ga¨ w`‡q m„Rbkw³i 

†h cÕengvb Q›` ˆZwi nq †m cÕwµqv e¨vL¨v Ki‡Z wM‡q myRywK e‡jb :  

The pirouette is a symbol of the strength required to press down the foot. The foot that 

appears in a dream is that organ of the body that touches the ground, expressing the 

connection between the body and the surface of the earth. [...] The pirouette, in the 

classical dance, represents (in contrast to the usual academic explanations) the 

manifestation of a dynamic harmony, an equilibrium between height and depth, sky and 

earth, weightlessness and weight. The traditional Japanese performing arts share this 

balance between height and depth, sky and earth.17   

myRywKi Abykxj‡b f‚wg‡Z emv, `uvov‡bv, Pi‡Yi Q›`gq AvNvZ (Stamping) Ges Gi 

cybive„wËi ga¨ w`‡q Awf‡bZvi kixi `„p nq| GB e¨vqvg ˆ`bw›`b kix‡ii †h Abyf‚wZ 

cÕKv‡ki fvlv Zv‡K we‡jvc K‡i GK we‡kl kvixwiK fvlv ˆZwi K‡i| Avi GB Abykxj‡b 

i‡q‡Q :  

• AwfKl© Pjb (Gravity movement) 

• Dc‡ekb I `Ðvqgvb g~wZ©gvbZv (Sitting and standing statues)  

• cv‡qi †cwk‡Z Pvc m„wói gva¨‡g axi MwZi nuvUv (Slow tenteketen)  

• Q›`gq m‡Rvi c`vNvZ (Stomping)  

• axiMwZi ¯^Ztù~Z© Pjb (Shaku-hachi)  

• `k cÖKvi nuvUv (Ten walks) 

myRywK D™¢vweZ Pj‡bi (Movement) wZbwU cÕavb aib i‡q‡Q : nuvUv, `uvov‡bv Ges emv|  

†g‡S‡Z emvi wKQz aib wZwb D‡jøL K‡ib| †hgb:  

• cv fuvR K‡i emv (Feet folded under the legs) 

• cv evB‡i fuvR K‡i emv (Feet folded outside the legs)  

• AvovAvwo cv (Cross-legged) 

• AvovAvwo cv Ges cv‡qi Zvjy Dc‡i wb‡`©wkZ (Cross-legged with the palms of 

the feet turned up)  

• AvovAvwo cv Ges cv AvswkK Rov‡bv (Cross-legged with feet partially 

intertwined)  

• AvovAvwo cv Ges cv cy‡ivcywi Rov‡bv (Cross-legged with feet fully 

intertwined)  



300  evsjv‡`k GwkqvwUK †mvmvBwU cwÎKv 

 
 

• cv cÕmvwiZ K‡i emv (Sitting with feet extended)  

• GK cv Rwo‡q nuvUz euvwK‡q emv (One leg crossed, one knee bent)  

• `yB cv euvwK‡q emv (Both legs bent) 

• `yB cv evû w`‡q Rwo‡q emv (Squatting, legs hugged by the arms)  

• nuvUz †M‡o bZRvby n‡q emv (Kneeling) 

†g‡S‡Z emvi GB aib¸‡jv nuvUz †_‡K m„ó MwZi gy³ m¤¢vebvi cÕwZ Bw½Z K‡i| myRywK 

†hgb e‡jb :  

This sitting position was adopted by noblemen in ancient times. The variant of 

kneeling on one foot can be seen in the no`. the squatting position in used when 

defecating, and squatting on the toes can be observed in sumo` wrestling. All 

involve an opening motion of the knees. These, plus variations-sitting with the 

feet under the legs such as when sitting with the legs to one side, or kneeling 

when the hips are lifted-represent the total of five basic sitting positions on the 

floor, probably about all the possibilities.
18

 
  

Ô†bv× w_‡qUvi Ges my‡gv †imwjs †_‡K jä AwfÁZv I cv‡qi m‡½ emvi m¤úwK©Z Av‡jvPbvi 

ci, myRywK nuvUv msµvšÍ Abykxj‡bi iƒc‡iLv Zz‡j a‡ib :  

1  f‚wg‡Z m‡Rvi c`vNvZ (Foot stamping)  

2  cvqiv AvOy‡j nuvUv (Pigeon toed walk) 

3  Wvb-evg nuvUv (Side-step walk) 

4  wcQ‡j Pjv (Sliding walk)  

5  Qzu‡o Pjv (Throwing the feet)  

6  AvOy‡ji WMvq Pjv (Tip toe) 

7  `yB cv evB‡i Qwo‡q nuvUv (Out-ward walk)  

8  `yB cv‡qi cvZv GK K‡i nuvUz Qwo‡q nuvUv (Baw legged walk)  

9  m‡Rv‡i c`vNvZ K‡i Wvb-evg nuvUv (Side-step walk and foot stamp)  

10 nuvUz I wbZ¤^ euvKv K‡i cv‡q fi w`‡q nuvUv (Squat walk)  

†g‡Si mv‡_ NwbôZvi cÖZxKvqb Ki‡Z wM‡q myRywK †U‡b †U‡b nuvUvi (Dragging) PP©vi K_v 

e‡jb| Rvcvwb ms¯‹…wZ wb‡q M‡elYvq wk‡bvey IwiKzwP (Shinobu Orikuchi, 1887-1953) 

Avwe®‹vi K‡ib †h, Rvcvbx HwZ‡n¨i g~‡j ¸iæZ¡c~Y© Dcv`vb n‡”Q cv‡qi Q›`gq AvNvZ|
19

 

Ô†bv× w_‡qUv‡ii mvbev‡mv (Sanbaso) cwi‡ekbvq cv‡qi e¨envi nq, hv cÕkvwšÍi Abyf‚wZ Ges 
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H‡K¨i Dcjwä mÂvi K‡i| Awf‡bZvi kvixwiK MVb hvB †nvK bv †Kb Awf‡bZvi kix‡ii 

m‡PZbZv e„w×i Rb¨ GB Abykxjb ¸iæZ¡c~Y©| GB m¤ú‡K© myRywK e‡jb :  

Yet there is absolutely no connection between these exercises and the length of an 

actor’s legs. Nor is it a question of bodily strength. The exercises are intended as 

a means to discover a self-awareness of the interior body, and the actor’s success 

in doing them confirms his ability to make that discovery.
20

  

 

kixi Ges f‚wgi †`vjbv ¯’vcb  

myRywK c×wZ, e¯`Z, cv‡qi Abykxj‡bi gva¨‡g kix‡ii AšÍt ’̄ Ae¯’v m¤ú‡K© AvZ¥-

m‡PZbZvi Avwe®‹v‡ii Dcvq †Luv‡R| myRywK cÕ¯Íve K‡ib †h, ÔGKwU cwi‡ekbv ZLbB ïiæ 

nq hLb Awf‡bZvi cv g‡Âi †g‡S‡K ¯úk© K‡i Ges Awf‡bZvi cv †h g‡Â ¯úk© Ki‡jv 

GB Abyf‚wZ hLb †m cvq|Õ
21

GB ¯ú‡k©i Abyf‚wZ cvIqvi d‡j Awf‡bZv hZB Pj‡bi e¨envi 

KiæK bv †Kb g‡Âi m‡½ Zvi cÕ‡Z¨KwU Pj‡bi G‡KKwU we‡kl †hvMv‡hvM ˆZwi nq| myRywK 

c×wZi GK mvaviY Abykxjb n‡jv msMx‡Zi m‡½ Awf‡bZv‡`i GKUv wbw`©ó Q‡›` m‡Rvi 

c`vNvZ (Stamping) Kiv| Stamping Gi ga¨ w`‡q Awf‡bZv‡`i †cjwfK (Pelvic) AskUv 

bgbxq nq| GB cÕm‡½ myRywK e‡jb :  

The gesture of stamping on the ground, whether performed by Europeans or 

Japanese, gives the actor a sense of the strength inherent in his own body. It is a 

gesture that can lead to the creation of a fictional space, perhaps even a ritual 

space, in which the actor’s body can achieve a transformation from personal to 

the universal.
22 

÷¨vw¤ús GKUv Q‡›` Pj‡Z _v‡K Gici msMxZ eÜ K‡i †`Iqv nq Ges Awf‡bZviv ï‡q 

c‡o| Zvici e¨eüZ msMxZ Avevi ax‡i evRv‡bv nq Ges Awf‡bZviv †mB Q›`-j‡qi mv‡_ 

ax‡i ax‡i D‡V c‡o| GB Abykxj‡bi ga¨ w`‡q Awf‡bZvi kix‡i MwZ Ges w¯’iZvi ci¯úi- 

we‡ivax GKwU †eva ˆZwi nq Ges kix‡ii wbqš¿Y kw³ e„w× cvq| Gi ga¨ w`‡q Q‡›`i m‡½ 

Awf‡bZvi kixi cÕwZwµqv K‡i| GB msMxZhy³ Abykxj‡bi GKgvÎ Dcv`vb n‡jv Gi 

avivevwnKZv, Gi ga¨ w`‡q Awf‡bZvi g‡bv‡hvM e„w× cvq| myRywK e‡jb Zuvi GB 

Abykxj‡bi Abb¨Zv n‡jv GKRb Awf‡bZv wb‡Ri cy‡iv kw³ wbqš¿Y K‡i †cjwfK (Pelvic) 

ev KwU‡`‡ki gva¨‡g| GB wel‡q Av‡iv e¨vL¨v K‡i myRywK e‡jb :  

In ordinary life, we have little consciousness of our feet. The body can stand of 

its own accord without any sense at all of the relationship of feet to earth; in 

stamping, we come to understand that the body establishes its relation to the 
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ground through the feet, that the ground and the body are not two separate 

entities. We are a part of the ground. Our very begins will return to the earth 

when we die.23   

wbZ¨w`‡bi Rxe‡b Avgiv †f‡e †f‡e cv †dwj bv, Ggwb Pj‡Z cvwi, GgbwK †Kv‡bv 

mZK©ZviI `iKvi nq bv| GB GKB ¯^Ztý~Z©Zv wZwb g‡Â wb‡q Avm‡Z Pvb| GB wel‡q 

myRywK g‡Âi †g‡S Avi kixi‡K Avjv`v Ki‡Z Pvb bv| kixi Avi †g‡S ev f‚wg GK g‡b 

n‡e, GB cÕv‡qvwMK I `vk©wbK iƒc‡iLvB g~jZ Zv`vwk myRywKi Pi‡Yi e¨vKiY wbg©vY 

K‡i‡Q, GUvB Zuvi Awfj¶¨| KviY, Avgiv g„Zz¨i ci f‚wg‡ZB wd‡i hvB|  

Dcmsnvi 

Awf‡bZv‡K Zvi kixi Ges ¯^‡ii h_vh_ cÕ¯`wZ wb‡Z nq hvi Kvi‡Y Awf‡bZvi wewfbœ 

Dcv‡q Aa¨qb I Abykxjb Kiv Avek¨K| GB Avek¨KZvi cÕ‡qvRbxqZv Lyu‡R cvIqv hvq 

myRywK×i e³‡e¨ †hLv‡b wZwb e‡j‡Qb, ‘An actor cannot simply decide for himself what 

skills he needs’.24

 Avw`g hy‡M gvbyl hLb  AÜKvi ¸nvq evm Ki‡Zb, wkKvi Ki‡Zb, 

AbyKi‡Yi gva¨‡g Zv‡`i fve cÕKvk Ki‡Zb, Rxeb hvc‡bi ZvwM‡` fvlv wn‡m‡e kixi‡K 

e¨envi K‡iwQ‡jb| ZLbB †eu‡P _vKvi cÕ‡qvR‡b Rb¥ n‡qwQ‡jv wk‡íi| Ôgvbyl hv cÖKvk 

Ki‡Z Pvq AwfÁZvi wfwË‡Z Zv µgk MfxiZv I we¯Í„wZ jvf K‡i×|
25

 d‡j gÂ 

cwi‡ekbv‡K, Gi wkí ev bv›`wbKZv‡K ïay GUv w`‡q wePvi Kiv DwPZ n‡e bv †h, 

Awf‡bZviv KZUv AšÍi½fv‡e cÕwZw`bKvi Rxe‡bi AvPiY Zz‡j ai‡Z m¶g n‡”Qb! 

cÕvZ¨wnKZvi gvb`Ð w`‡q wkí wePvh© bq| GKRb Awf‡bZv Zvi kã ev K_v Ges A½fw½i 

gva¨‡g `k©‡Ki Kv‡Q †mUvB †cuØ‡Q w`‡Z Pvq †hUv `k©K‡K GK cÕMvp m‡Z¨i gy‡LvgywL K‡i, 

cj A¨v‡jBb myRywKi Abykxjb c×wZi `k©b wb‡q e‡jb : ‘Suzuki training also attempts 

to integrate physical and mental systems, to creat a ‘body-mind’. The practice is 

demanding corporeally and is particularly hard on the feet and legs, yet requires 

equal concentration and strength of will’.
26

 myRywK g‡b K‡ib kixi‡K g‡bi m‡½ hy³ 

Kivi B”Qv‡KB wePvi Kiv DwPZ| GB m~‡Î Rvcvwb Awf‡bZv hv‡`i nvZ-cv GKUz Lv‡Uv 

Zviv Avm‡j †hfv‡e Ab¨ Dcv‡q GKUv wKQz cwi‡ekb K‡i GB e¨vcviUvB eis ¸iæZ¡c~Y©| 

Gi wecix‡Z, GKRb Awf‡bZv Zvi hZ eo nvZ-cv _vKzK bv †Kb †m hw` Zvi `k©‡Ki 

Kv‡Q `„p cÕZ¨q Drcv`b ev mZ¨ hv Zv †cuØ‡Q w`‡Z bv cv‡i Zvn‡j †mUv LyeB KzrwmZ GKUv 

e¨vcvi n‡e| wm‡bgvi mv‡_ w_‡qUv‡ii cv_©K¨ †`wL‡q myRywK e‡jb †h, g‡Âi †Kv‡bv 

†K¬vRAvc `„k¨B Avjv`vfv‡e †Kv‡bv gRv ˆZwi K‡i bv hw` bv Awf‡bZvi kix‡ii cÕwZwU A½ 
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Zvi kix‡ii Ask g‡b bv nq| GB m~‡Î BDwRwbI eviev I wb‡Kvjv mvfv‡i‡Ri e³e¨ 

cÕwYavb‡hvM¨ :  

Performer’s energy is a readily identifiable quality: it is the performers nervous 

and muscular power. The mere fact that this power exists is not particularly 

interesting, since it exists, by definition, in any living body. What is interesting is 

the way this power is moulded in a very special context: the theatre [...] Every 

theatrical tradition has its own way of saying whether or not the performer 

functions as such for the spectator. This ‘functioning’ has many names: in the 

Occident, the most common is energy, life, or more simply, the performer’s 

presence. In Oriental theatrical traditions, other concepts are used, as we will 

see, and one finds expressions like prana or shakti in India; koshi, ki-hai and 

yugen in Japan.
27 

 

GKUv cwi‡ekbv hLb mwZ¨B Kvh©Kix nq ZLb hw` Awf‡bZv †QvULv‡UvI nq ZLb 

Awfb‡qi aibUv ev Awf‡bZv‡K g‡Âi †P‡qI A‡bK eo g‡b nq| Awf‡bZv hw` Zvi cy‡iv 

kixi wb‡q g‡Â Dcw¯’Z _v‡K Zvn‡j Awf‡bZv‡K A‡bK †ewk kw³kvjx g‡b nq hv `k©K‡K 

m‡Z¨i gy‡LvgywL K‡i| KviY myRywKi g‡Z, cv‡qi gva¨‡g Awf‡bZvi g‡Âi mv‡_ GB †h 

ms‡hvM hv g~jZ †m †h Awf‡bZv Zv-B cÕgvY K‡i| cv‡qi m‡½ f‚wgi m¤ú‡K©i ga¨ w`‡q 

gvby‡li Aw¯ÍZ¡kxjZv wbY©xZ nq Ges †mLv‡b kix‡ii †gØwjK Awfe¨w³Uv Kx GB Zvrch©c~Y© 

cÕkœ myRywKi KvR‡K GKUv we‡klZ¡ w`‡q‡Q| Ab¨w`‡K, fiZ bvU¨kv¯¿-G ewY©Z Pvixweavb 

A½ I A½we‡¶‡ci m~Îvewji cvkvcvwk Pi‡Yi weavb m¤ú‡K© †h we¯ÍvwiZ I m~²vwZm~² 

m~Îvewj Dc¯’vcb K‡ib Zv c`mÂvjb m¤úwK©Z cÕvPxb fviZxq bv›`wbK Ávb Zz‡j a‡i| 

Z‡e, bvU¨kv ¿̄ ewY©Z Pvixweavb ỳ‡Uv ˆewkó¨ Zz‡j a‡i| cÕ_gZ, Pvixweavb c`mÂvjbvi 

we‡klvwqZ I cÕZxKe× cÕ‡qvM wb‡q w`K wb‡ ©̀kbv †`q| wØZxqZ, Pvixweavb Avw½Kvwfb‡qi 

cÕ¯`wZi GKwU kvixwiK †KØkj Zz‡j a‡i †hLv‡b gb¯ÍvwË¡K ms‡hvM Lye ¶xY| wecix‡Z, 

Zv`vwk myRywK ewY©Z Pi‡Yi e¨vKiY cÕZxKe×Zv Qvwc‡q kix‡ii, mywbw`©ófv‡e cv‡qi, 

¯^Ztý~Z© Awfe¨w³ m„R‡bi w`‡K g‡bvwb‡ek K‡i| cvkvcvwk, Pi‡Yi e¨vKiY f‚wgi m‡½ 

cv‡qi †`v`yj¨gvb m¤úK© †hgb †Luv‡R †Zgwb cv †h g‡bvRM‡Zi wµqv-cÕwZwµqvi m‡½I hy³ 

Zvi iƒc‡iLv Zz‡j a‡i|  

AZGe, bvU¨kv¯¿ ewY©Z Pvixweav‡bi cÕZxKe×Zvi k„•Ljv Ges Zv`vwk myRywKi Pi‡Yi 

e¨vKiY †_‡K cÕvß cv I f‚wgi ga¨Kvi Ava¨vwZ¥K kw³i m~Îvewji ms‡køl NwU‡q GK bZzb 

ai‡bi AvšÍtmvs¯‹…wZK (Intercultural) Awfbq-Abykxj‡bi iƒc‡iLv cÕ¯`Z Kiv m¤¢e|  
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