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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.”
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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.*
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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.®
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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.>*
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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.™®
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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.>
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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.>*
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o oI @Ife® B P (Sitting with feet extended)

o GF oA S iﬁf I 3 (One leg crossed, one knee bent)
» 73 T I P (Both legs bent)
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CIATS P U] @I ]G (AT B oifon T& MWRAF s Tfere 63 | I
I 0T

ﬁst
i,

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.””

RIEEE IR T @R (ATF 7Td NOTTo! 8 AT ICH P FHES SR
TG AGT TRES SRR FoICAAT §T <0 -

> BfNCe &R #MreEre (Foot stamping)

QTR Sl =157 (Pigeon toed walk)

© TG-S 257 (Side-step walk)

8 for=eeT vetl (Sliding walk)

@ RS B4 (Throwing the feet)

Y TG BRI BEl (Tip toe)

q 72 I 2T = E6T (Out-ward walk)

b 72 ICE 2T 4% A 217 =S 26T (Baw legged walk)

> S *WMIErS FCF ©I-A1N 26T (Side-step walk and foot stamp)
o FF ¢ fTox 1T B I ©7 ew 2157 (Squat walk)

IR AT IO LSIFR FACS 0T FJGfF (BT (5T LB (Dragging) 51 321
T | Sl kRS e st ey i %o (Shinobu Orikuchi, 1887-1953)
FER I @, TN AT T @GS TAME TR A TN (TS P

Gm’

FRITIBIC A (Sanbaso) ARG AR HIRF =7, Al @=fed Sigefo iR
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QT TG ALIT I | WAOCTOR MARTF 497 A2 (@F T (T ST =N
GO (e Ty @R AT SPG | % T AGIS I -

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.*°

G MafS, @O, T SIS MUY *RNEE ONEeg oG ITF Sg-
ToeTO SIRHER TR (0 | G &V I @, ‘G5 AR LR w2
T T ASCASR AT MR (NCACE ™ FE IR FSCTSF 2 (@ ez ™ Faca
% SIS T4 OF #I1 |'P R 07 Sefs #1ea™ T Sforaol TR H+ae T2
FFD (P AR K O[F YTSIHIV DI TII(0 [ @I tofd =27 | o[l
ARST @ AR TR ZCT TRANTSF F AfSTrovd @6l WS ww Aes
AMTES (Stamping) T | Stamping €3 47 T SIS (317[SS (Pelvic) SI*IGT
TN T | G2 EPTCT G I ¢

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.®*

SHTR GFOT W HECS AT 9 TRATS 0 A (SN T R SAfSCToRT &0
AT | O 9T RATS AR A IS T R SO (18 TA-+1CR AR
Aca A T 20T | @R TP Wy e fSrae =@ oifs w3k figerm A7=-
R q=f6 @re toft =7 gk *[icew foeel =fe I A1 @3 vy e =eag e
SferTerR *[7 afefd 70| W8 AT TR qFA@ AW A G
yREIRFel, @@ ¥ M Sfermor WA Jw AR qge T R @R
SRR SATST A GG SfecTel e i *Ife aEe F0a (e (Pelvic)
1 FOCACHT NPT | @2 IO SCR FTRIT FCR G T -

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.*®

ot SR T (Ot (S0F AT (e W1, @uf sere AR, aw=s @i
TOFOAS MIFE T A | 9T GPR ToFgeol fofy e e wpire v | @] Raw
G TR (I AR > ST FACS 51 1 | =0 &F G0 I 9 4 T
TR, 92 AT ¢ v FARR Fro oMt gfea vacew e el
PACR, WBIR O ASTHT | I, S T9ia *F pface e A1 |

TR

IRSASNF ©F *NT IR AT WY 2B e =7 a1 Fiaeet e [y
THCT AT 8 PN T H*TF | I8 ARTFOR TGSl 40e NS T
AGRFT IS (@A fof JTC=A, An actor cannot simply decide for himself what
skills he needs’.X® ST T AT T THIE SR IO dACOA, RBE BFACO,
TEFACT AT SIWE O B IS, G AT Sifoiew o R =19
IR PR | TIFL ({06 APA ATAGTA G JCARCA g | g AT v
IS b Afeeer fefere o w Sl ¢ fRfe e w1 WA e
AT, @7 g 7 TwePens vy «@or e v s She =@ 1 @,
SferTORl FO6l SERred efeaaR G SIbE ©E 40O ITHY  R5RA !
Arssfzer Aawe e Mg o 721 | gFew SferTer S 19 1 FA AR SFef
AN TEFa IR G612 (TR MTs 511 @51 WS G 2ollp Hrojd oA 304,
AT SR YA S @i W 10 I : “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? 2 TG WA FE *QAE N N IS
R TRIFR R T4 Tfow | ¥ @ Gl sferssl A 2ro-ofT «Ip 46T
ORI ST @I S BT G013 AR 0 ©2 JHARGIR IR oG |
g7 ReRice, Y SfetTel ©F TS I¢ FO-* APFS 7 (@ (7 AW O T4
PR P 05 T 1 37107 [ O (TR TS 7 ACa ©1=eeT G157 Y92 FET© G07
FER =T | PR A REGEE ey @R e W @, N &I
CIETS VR SFTSIC] (I &l Cofel 67 1 AW 7 SierTor =117 afeft et
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aAferrerere -
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.X*

GBI AT T4T AR IEFA =W ok W SfSrael (RGUTHS T O
ST GA0T I ST N (GRS WCAS G W = | ool I SR [T
e e ez ToAfge AT SrRrE ASrTes T @ e o 27 1 WS
oI YRR FCH | FRE G [Co, AR TGN HSCTSF N A 98 @
IR A FTS G @ STl ©-8 &Ne 0 | AR 0K PN a3 ey
TR WegArETel e & qRR ERICT *[cw G SfefesT F @ wiewisd
o) Gfed Fend Gol [Reag e | Swee, oFo F5E-q e sRikaE
T G AAQCHCAT AR AR bR g s @ e ¢ iR
AR TAGT FEA O AL FIFS AT OIS FM(WF I BT A |
&, TorHE TS SRR o7 3T B 4T | &ATS, SRR AMTLEE
Reaifire ¢ esivam awar faa e fMoaemr o | fesizrs, BRI« Sferifencs
2BfeT @I NTE @ P (@ @A TGP A F el | [{oidics,
omif e Iffe v eI ASiaTael Bt *[iEw, AT o,
TOFES AOG Tt e NI T | AR, becers Frweel piv e
AR AIETI I @ (HITe (N AT @ Fearerives fai-afsfaa s g
SIF AT 90 4T |

WoUd, FEHE Ao PRARYTTR eElFqmer e R SMIH Fgea beCe
T (ACF & AT 8 B NGB TG *fea FJarfer Ao 1B aF o
GACTR WBPTRFSS (Intercultural) SSTI-STRETA FAET 2BS FI I |
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