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CHAPTER S
TOWARDS “THANATHUNATAKAVEDI”:
OUR OWN PLAYS ABOUT OUR OWN PROBLEMS
IN OUR OWN FORMS:

e In this chapter, a detailed study of ‘Panikkar’s Theatre’ has been discussed in which

plays that have been directed as well as written and directed by him and evaluating

= Performance Structure - Pattern / Performance Language,
= Acting Pattern and
= Production Design Pattern; on the basis of his seven path-breaking plays, a case study

will is prepared and discussed; which are —

» KARNABHARAM:
» MADHYAMA VYAYOG:

» URUBHANGAM:

» ABHIINANA SHAKUNTALAM:

> VIKRAMORVASHIYAM 4™ ACT:

» KALIVESHAM:

» THEYYA THEYYAM::
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e METHODOLOGY (MACRO TEXT/SAHITYA VS MICRO TEXT/ABHINAYA):

= PERFORMANCE TEXT:

DRAMATIS PERSONAE (IN ORDER OF APPEARANCE):

INTERPRETATION WITH DIRECTOR’S NOTE:
DRAMATIC TEXT — DECONSTRUCTING AND RECONSTRUCTING:

=

= SYNOPSIS OF THE PLAY:
=

=

— The “Dramatic Text” is edited in a particular style of “Reconstuctrd and Deconstructed

Text”: Follow the description given in the table below.

XXXXX ORIGINAL TEXT
m DECONSTRUCTED TEX

M RECONSTRUCTED TEXT|

= SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY WITH

ILLUSTRATION:
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» KARNABHARAM:

= PERFORMANCE TEXT:

= DRAMATIS PERSONAE (IN ORDER OF APPEARANCE):

e Sutradhara

e Chorus
e Karna
e Shalya
e Kunti

e Shalya as Jamadagnya
e Surya

e Indra

e Vajramukha

e |ndra as Brahmin

= SYNOPSIS OF THE PLAY:

e This story is based on the Indian Epic “MAHABHARAT”. Kunti gave birth to Karna
when she was a virgin. His father is the Sun God. Kunti abandoned Karna immediately
after his birth and a charioteer Atiratha and his wife Radha brought him up as their own

son. Karna grew up unaware of his royal blood.

e The five sons of Kunti, the Pandavas and their cousins, the Kauravas grew up as enemies
even from their boyhood. When the Pandavas and their teacher insulted Karna as a
lowborn, who has no right to compete among royal children in archery, Duryodhana, the
eldest of the Kauravas made him the King of Anga country. From that day onwards there
was an intimate bond between Karna and the Kauravas. The grudge between the

Kauravas and the Pandavas ultimately developed into a full-fledged war for the right to
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govern the kingdom. In this war, Karna became one of the Commanders-in-Chief of the

Kaurava army.

e The Sutradhara after his benedictory stanza hears some noise caused by the warrior
messenger of the Duryodhana telling Karna of the imminent fight that is approaching.
Karna is however ready in his war dress for the dreadful battle and is proceeding to the
battle field with Shalya. So the messenger departs. Karna is seen on the battle field of
Kurukshetra in a gloomy mood and preparing himself for his fight with Arjuna. He asks
Shalya to drive the ‘Ratha’ to where Arjuna is. But he is held back by the memory of the
fact that Pandavas are none, but his younger brothers.

e Just as Karna was to take up his command of the battle, his mother Kunti revealed to him
his actual lineage and pleaded with him that he should not kill his own brother Arjuna in
the battle. This put Karna in an embarrassing situation, being unable to neither accept nor

reject her request.

e As the Shalya moves on he tells Shalya of the trick by which he won his armour from the
sage Jamadagnya. He narrates the whole episode which runs as follows: once Karna went
to Parasurama, the scion of the ‘Bhrigu Rishi’, the destroyer of the warrior class. He went
to him humbly saluted and stood on one side. He blessed Karna and asked him about who
he was and the purpose of his visit. He then expressed his desire to learn the art of war
and the use of every kind of weapon. He told him that he would teach only Brahmans and
not the Kshtriyas. Parasurama started teaching him in the use of weapons. One day when
Karna went with him to fetch some fruits and roots, grass flowers and fuel. While
wandering in the forest, Parasurama became exhausted and started taking a nap with his
head on Karna’s lap. Unforthunetly in insect ‘Vajra Mukha’ bored through Karna’s
thighs. But he did not move and bore the pain with fortitude so that the slumber is not
disturbed. The warm blood, oozing out from his thighs, woke him up. Parasurama at once
guessed by Karna’s endurance that he must be belonging to a Kshatriya and thus furious

Parasurama cursed him that “Useless be thy weapons in any timeof need”.

e Karna the son of Surya was born with luminous earrings and protective armour over his
chest. As long as he possessed these, nobody could kill him. Knowing this, Indra the

father of Arjuna comes in the guise of a Brahmana and asks for the armour and earrings
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of Karna as a gift. Karna, famous for his benevolence, willingly part with them. And this
leads to his fall. Shalya warns him not to part with them and when Brahmana leaves, he
tells Karna that he has been cheated by Indra. Though Karna parts with his safety but not

with his generosity.

e Then Karna and Shalya start for the battle and proceed in the chariot. The former hears
Arjuna’s conch and instructs Shalya to drive his car to where Arjuna is and with this the

play ends.

= INTERPRETATION WITH DIRECTOR’S NOTE:

e Mahakavi Bhasa portrays in his classic work Karnabharam the downfall of the mighty
epic hero Karna, projecting the inner conflict that develops in him when he enters
Kurukshetra to wage a crucial battle with the Pandavas. Karna looks back at his past at
this late hour of trail and experiences intense agony and remorse that shakes him to the
very foundation of his being. Right at the center of the battlefield he fights another battle
within himself which assumes different dimensions. His own conscience transforms to
the charioteer, Shalya questioning his avowed and declared intention to avenge all in the
battle. He musters all strength in holding his courage; but suddenly falls asunder by
developing a weakness for his mother. His mother Kunti on the eve of the battle, which
he is to fight, reveals to him his unknown identity and appeals to him to rethink and alter
his allegiances in the battle. He has only two options open, either to own his mother and
negate serving his cause or disown his mother by rejecting all legacies inherited from her
and depends solely on his own merits and might. He ponders over the truth at this crucial
moment of his life whether or not it is possible to succeed by cutting off from his natural
links.

e In Karna’s case providence has it that he is to fall back on his own but there again a
strong rebuff from the past overtakes him; the painful experience which he has to
encounter from his guru Parasurama. The whole episode which culminates in the curse of
the guru is retold by Karna to himself or rather to his charioteer Shalya who helps Karna

to recount he experience by assuming the role of the guru and at the same time the inner
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conscience of Karna himself. The reporting of a past event is thus re-enacted and re-
experienced at a critical moment when Karna faces the stark reality that even his own
self-earned faculties leave him in the lurch.

e A man endowed with supreme qualities made out of the best elements of nature failing
for no fault of his own. When you probe into the reason you may have to land at the
primordial sources of a cosmic microcosm which involves an interruption of the very
elements which constitute the inner and the outer being of the individual which readily
has to respond to inevitable dictates that come from above. Here two major components
of ingredients of nature can be located, one owning zealously and the other disowning
strongly the poor man who is ultimately the victim of a universal conspiracy of the
celestials. Surya the father of Karna and Indra the father of Arjuna represent the basic
sources of the conflict, a phenomenon of universal dimension, reflecting and reacting on
a single individual, whose destiny is put to a rigorous test, the consequences of which
could not be borne by the fragile mortal frame of the man.

e The eternal interaction of the element of nature is continuously resulting in the downfall
of man — an endless story in which the indomitable will of man struggles for ultimate

liberation.

— DRAMATIC TEXT - DECONSTRUCTING AND RECONSTRUCTING:

FHUTHRH

(AT T U9t AR )

ATATHAIAR. . .

TG STAFTIAR]

ST ARE TSI e |

FSTRIARTITEAT SHYSTeh [eTITaTe!
[ASSaeT [MassaeT
RRITET FIRIeTE~

SreRis T B3 ar siteRis¥q B ar 112 11




CHAPTER: 5 Page 319 of 458

SreRis¥d B & 11 ()
TSI | (AREFET ol Sea) 31 Toh - Wo] A foRioeay 31 39 930 ? 375
T |
(Fa=a) ot o | et FHerat FERSRST R |
GIYC- A o |
TEUM Tl ST HOMT SHicTarssiier: |
Tt e e g | il 1R 1 (e )

SRS (e fererfed wer 1)
WeT- A1 off | e et FeRTSTare %6RTE JEehTel SUreed 3(d |
Afeagatarae: faere: Farm |
ENTAR ARG RTA RN



CHAPTER: 5 Page 320 of 458

GERATATCATT FRAr AR 113 11

o o o o o o <
(“II{%R‘I EgIE)) 3 HAIHGTIST JHIUNSTIRGT: /oIS HEeTHIANAShEIT TAMHIIT |

7| foh J &) FRIcuen e JRRGFHERE geauan: | iy fg —

S

A
SHofglitAalaRl: HHLS AU

A o

TN FER ST
I = Hofq TR € |
TR AT TR STTU:
I = Hofq AT € |
e T TR

T AT WHESAHI-E 9 ®T 11y || Ifd F 1 (¢)

FreeaEaie | (FHspr 1) (A Sfawfa FenHice: o seav= 1)

O AT ATEHH IRATTAETAT:
S Ik F YagTes A 7 11 Y 1

SIS | FATHTES]e Al 79 T2 1|

- S1eH | (Sgat)

eie eredm eeTefioreeT ehaehie ercem eeTefireT eieerear e e e e eieer efarer

HUT- 3l W]
SR T T -
TEARURIY FETeay
FHETIHATHICR 0T AT
AT A JFhT 11 & 1|




CHAPTER: 5 Page 321 of 458

(MAHABHARATA - UDYOGAPARVA - BHAGAVAT YANA PARVA)

(MEETING BETWEEN KUNTI AND KARNA)

. Warazwaqfaf@ﬁaﬂ:
. Wa’razaw‘ra?{faf@ﬁaﬂ: IREl

HUTT... e IE... T A, PleadTEcq...

ATARIEAT A 3. §lAsaiA d Gl ws<rafy gerara wiasafed qaga a1 sl

&of &1 wolia: &8 3l |

T e |
e et T e 3 e
ST B Feag qgar 11 ||

3T g e HHAIITHA

TR fEart s T |



CHAPTER: 5 Page 322 of 458

e = wa & e

IY AIqaaH AR 11 ¢ 1]
7 T ToTfete 315 ShTeTerhet e o o] |

9T FTCARTST YA HATEE el |

ST TR hietd= gt HH |
FHOT:- GEHETE ST TehTel e |
Ae:- dqedd: |

ForeaTTTeh [T S TS TSR et -

TRICTHIEA IRY] S |
et e
ool worRT feRe e Remrster 1% 11

M7= daEdd: |

SO~ Al ST HHRMeE S Jeisfe | st o fomeifera &fd |
M7= daEdd: |

FHOT- A T SEAIATIU RIS TR e |

M7= daEdd: |

RO Tl SHISE FIEAT FTEIUYISY HISANH 7 &AM |

TIo- AR @] A ArgevdT JeeRd | A |

HUT- Tl AT &1 SOEATISST TeIgaRes | |




CHAPTER: 5 Page 323 of 458

| 3dE JUH HSST gaFd — 29 |

— SIATATYTGEH, ddl — 8og, 66 —

:

(KARNA'’S TRIAL-JAMADAGNI SLEEPS ON HIS LAP-HIS THIGH IS BORED-JAMADAGNI’S CURSE)
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= SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY:

® Some scholars were led by the argument that the ‘Karnabharam’ never ends with Karna’s
death and that may be the reason why it is considered unfinished. But Panikkar felt that
the play ‘Karnabharam — The Burden of Karna: The burden that he has inherited from his
birth — Kavacha and Kundal.” was very different in its structure and wanted to make it a
well structured play with a proper beginning, middle and end. It starts with the words of

Karna.....

“oTeatTST | TETRTESEE dteat 7e erE 117

‘O Shalyaraja! Take my chariot to where Arjuna stands!’
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The play ends with the same words. It might sound absurd, but there is a lot of
transformation that takes place between which creates the entire drama. Panikkar tried
out the transformation methodology to its fullest possible extent in the production. It
demanded it, it was inevitable.

‘Karnabharam’ can be divided into two parts.

FIRST PART:

The first part happens before Karna enters the battle field. He happens to see his mother
Kunti and comes to know from her the reality that he is her son. It is after he has this
knowledge that he enters.

SCENE 1:
Group offering obeisance to the Narasimha incarnation of Maha Vishnu with the help of
big “Cymbals Rhythm”. (Illustration: 1, 2 and 3)

SCENE 2:
Entry of two Sutradharas announcing the coming in of Karna to the battlefield of
Kurukshetra as the Commander-in-Chief. (Illustration: 4)

SCENE 3:
ENTRY OF KARNA: (lllustration: 5 and 6)

Entry of Karna and Shalya joins him as the charioteer. When Karna enters the battlefield

of Kurukshetra, which really reflects the mind of Karna where another battle takes place.
Panikkar made some changes to Karna’s state of mind when he makes his entry. Now
after the Sutradhara’s part Panikkar go straight to the character.

When Karna makes his entry, his “Gaits and Foot Movements” follows the
“Kutiyattam’s Chari” called “DHIRODDHATA NATAKKUKA /
KALAPPURATTU NATAKKUKA”. (lllustration: 7)

After the entry, the mental conflict of the Karna is represented and a voice comes from

behind saying “ZYS UIT... Surya Putra Karna” and Karna look up towards Surya and
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ask “31g 133&33? Am | Surya Putra?” And then we hear, “ca WW You are Suta

Putra Karna”.

Then “cd SledThUIT... HledThUIT... Kaunteya Karna (You are Kunti’s Son)” and
“IT4T HOIT... LA HUTT... Radheya Karna (You are Radha’s Son)”.

It is a huge conflict in Karna’s mind and he falls down. But then he again musters all his
energy and jumps up and the emotion of “Veera (Valour)’ is evoked. But the ‘Veera

(\Valour)’ is suffused with ‘Karuna / Shoka (Sorrow)’, ‘Sashokamupaiti’.

SCENE 4:

The Group describes Karna’s prowess as well as his present dejected mood.

When group describes Karna’s prowess, Chorus follows “Kalaripayattu Movement”.
(Hlustration: 8, 9, 10 and 11)

After that Karna commands to Shalyaraja: (Illustration: 12)
“UTCIRTS | AT et 99 e 117

There are two sub parts here too.

FIRST SUB PART: RE-COLLECTION AND RE-ENACTMENT EPISODE OF
KUNTI AND KARNA!:

NON TEXTUAL PART FROM: MAHABHARATA —» UDYOGAPARVA -
BHAGAVAT YANA PARVA —» CHAPTER NO: 145 —» MEETING BETWEEN
KUNTI AND KARNA - SHLOKA NO: 2 AND 3.

SCENE 5:

In the first sub part, Karna is trying his arrow but Karna feels that he fails in his archery
in the battlefield. His failure begins when he thinks. ‘Why has this ‘Astra’ (weapon)
failed? Is it because of my mother’s words?’ and reminisces his meeting with his mother
Kunti. (Hlustration: 13)
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SCENE 6:
ENTRY OF KUNTI: (Ilustration: 14 and 15)

Kunti enters in Karna’s imagination and he is tormented by these thoughts. Kunti

requests Karna to eschew his enmity towards Pandavas who are his brothers, Karna
refuses.

But Karna promises to Kunti that he shall not kill such of her sons as are capable of being
withstood and killed by him in the battle, her five sons will not decrease; either she will
be with Karna and not Arjuna or if Karna is slain, she will be with Arjuna. Kunti vails,
but there is an element of selfishness in her new fondness towards the eldest son.

Finally he is able to dismiss her from his thought and he tries his arrow again.

SCENE 7:
KARNA'’S “BHAVA-THRAYA” AND “AVASTHANUKIRTANAM”:

‘Anukriti’ has to be qualifled with its full connotations or developed from into

‘Anukirtanam’. How ‘Anukriti’ develops into ‘Anukirtanam’? How the poet’s and
director’s imaginations can be converted into enactment?

When an actor has to assume the role of a well known epic character Karna, the textual
context is the sense for the actor’s preparation to assume the character. There is no live
mode available to the actor. The “Avastha” of the character may be speculated upon from
the text. The degree of “Bhavananubhavatvam” required is much greater. So text and
context helps this imagination. Since we don’t know how the behaviour of the character,
the actor has to live with the character. This may be called “Anuvyavasayam”. Two
aspects are involved in it. The actor learns the contours of the character which he is to
enact. The actor also analyses the character on his physical, mental and spiritual level.
This helps the actor to recreate and celebrate the qualities of the character.

Here, breaking of the text and changing the chronology of images with the same text with
“Satvika, Angika, and Vachika — Abhinaya” and “Tala — Rhythm”.

Karna’s predicament as described in the Shloka —

‘o | HTeTT FHHCTSRIAAT
o fEEEt ST |
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Karna says that the crucial day has come for him. This idea is developed into

“Bhavathraya”.

FIRST AVASTHA: (Illustration: 16 and 17)

THAT DAY HAS COME - fia@tsaame: | = VEERA — UTSAH:

First “‘Avastha’ is, ‘“That day has come’ when | the warrior I am, can try my powers.

SECOND AVASTHA: (Illustration: 18 and 19)

THAT DAY HAS COME - featsaarTar | = KARUNA — SHOKA:

Second “‘Avastha’ is, ‘Oh! That day has come’ when | have to go against the wish of my

mother that Arjuna is my own brother and I should not kill him.

THIRD AVASTHA: (lllustration: 20)

THAT DAY HAS COME - feaatsaamrTar | = RAUDRA — KRODHA:

Thirdly, ‘That day has come’ when | can wreak vengeance on my declared enemy

Arjuna.

There are three contexts to signify that day, which is made into a “Bhavathraya” and

therefore “‘Anukriti’ develops into ‘Anukirtanam’.

SECOND SUB PART:
RE-COLLECTION AND RE-ENACTMENT EPISODE OF PARASURAMA AND
KARNA:

SCENE 8:
TRANSFORMATION OF SHALYA INTO PARASURAMA: (Hllustration: 21 - 22)

Karna again feels that his arrows become invalid and loudly thinks about his experience

with Parasurama. In the process of the story telling, the listener Shalya transforms into

the role of Parasurama and the whole sequence of teaching archery to Karna ensues.
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— Here the “Time” travels backward and forward by using “Space” apart from the
recreation of “Time and Space” what happens here “Transformation” of one character
into another with the help of “Music and Rhythm”. Here the “Music and Rhythm” used to
“Tying and Un-Tying Movements”.

— After the meeting with mother Kunti, finally Karna is able to dismiss her from his
thought and he tries his arrow again but then again a voice is heard and that is his ‘Guru
Parashurama’ cursing him that “Seiaher=@nor @ ¥=<]| At the required time, his

knowledge of archery would fail him.”
— And he falls down saying, “This is the reason why this “‘Astra’ (weapon) is not working!”

Here Panikkar has used Kalari. This is how Panikkar placed these events.

—> Then we go back to the first part that is, Parshurama’s curse. Karna recapitulates what

had happened, his experience with Parashurama. He wants to tell it to someone. He says,
“OqT eI PId HHERI g | Shalyaraja, listen to me about my Astras’s

(weapon’s) story.” Shalyaraja is ready and transforms himself to be Parashurama. He

comes from within Karna. He transforms into Karna’s mind and from his mind, he asks,

“qaxd: | What happened then?” Shalya enacts the role of Parashurama created in

Karna’s imagination. The transformation takes place there and then he says, “I went to

Parshurama.” “d&id: | Then what happened?” Shalya asks from behind.

— In the process of describing this, Shalya himself helps Karna by assuming the role of
Parashurama. This is what transformation is. And he enacts the role which is slightly
difficult to communicate. Panikkar introduced this because this story is known to the
whole of Bharatvarsh. Then the question is why Karna is stating it to Shalya who already
knows it. He wanted to recapitulate and analyze the story in detail. It is the analysis of an
idea, an experience, because it is something that has already happened earlier. So he
relates and shares it with Shalya and while sharing Shalya becomes Karna’s own
“Antahkaran — Conscience”.

— At the same time, according to Karna’s wish, he also becomes Parashurama. This is very
tricky. He enacts the role of Parashurama and everything about the curse. Until the story
of the curse is communicated, Shalyaraja is Parashurama. This transformation from

Shalya to Parashurama and back to Shalya is achieved with a very special theatre
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practice. “A Clockwise Movement from within transforms Shalya into Parashurama” and
“While he returns to being Shalya it is an Anti Clockwise Movement”. Thus the episode
is finished, being completely enacted.

(Hlustration: 23, 24, 25 and 26)

SCENE 9:
ENTRY OF SURYA: (lllustration: 27 and 28)
NON TEXTUAL PART FROM: ADITYA HRIDAYAM — SHL OKA NO: 4-10-16.

Entry of Surya, the father of Karna.
Firstly Chorus enters and performs “Surya Namaskaram” and then Surya makes his entry

and performes his prowess through movement and rhythm.

SCENE 10:

ENTRY OF INDRA: (Illustration: 29 and 30)

NON TEXTUAL PART FROM: RIGVEDA —» PRATHAM MANDAL —
SUKTAM: 11 - SHLOKA NO: 1 AND 2.

Entry of Indra, the father of Arjuna.

Indra makes his entry behind the “Chitra Yavanika” on the rhythm of above mentioned
Shloka.
(Hlustration: 31, 32 and 33)

SCENE 11:
FIGHT BETWEEN INDRA AND SURYA: (lllustration: 34, 35 and 36)
There takes place a fight with the help of “Chitra Yavanika” and “Tala — Rhythm”

between Indra and Surya as a reflection of the animosity between their sons.

SCENE 12:
ENTRY OF VAJRA MUKHA: (lllustration: 37 and 38)

In the fight, Indra fails and sends out Vajra Mukha, a wild bee against Karna.
The insect — “Vajra Mukha”, is a case of external intervention.
(Hlustration: 39 and 40)
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SCENE 13 AND 14:

CURSE OF PARASURAMA:

NON TEXTUAL PART FROM: MAHABHARATA —» SHANTI PARVA o
RAJADHARMANUSHASANA PARVA —» CHAPTER NO: 3 - SHLOKA NO: 4-
1-5.

SCENE 13:

After the long training Parasurama was well pleased with the power of Karna’s arms, his
love for him, his self-restraint and the services he rendered to his preceptor and gave
“Brahmashtra — Weapon of Brahma”. (Illustration: 41 and 42)

One day the highly intelligent Parasurama while walking with Karna in the Vicinity of
his retreat felt himself very weak for the fasts he had undergone. From affection created

by confidence the tired guru Parasurama sleeps on the lap of his disciple Karna.

SCENE 14:
Vajra Mukha bites both the thighs of Karna, who stands the pain while blood oozes out

which awakens Parasurama. This ends up in Parasurama cursing Karna for hiding his

Kshatriya identity, “Shelfa®e=@mT o @11 At the required time, his knowledge of

archery would fail him.” (Illustration: 43, 44 and 45)
The love and care of the disciple to his guru is evident in the Parasurama incident. Karna
is an ideal disciple; ironically Parasurama is not the model of a preceptor.

These are the first part.
Before the actual situation of the war, comes the moment of taking the decision and then

he enters the battlefield and the play starts with Shalyaraja being addressed by Karna as

mentioned earlier with the words,

TR | AT e 99 e 117
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SECOND PART:

SCENE 15:
TRANSFORMATION OF INDRA INTO BRAHMANA!:
(Hlustration: 46, 47 and 48)

In the second half suddenly as the battle is on, Indra enters in the guise of a Brahmana
behind the “Chitra Yavanika”, who wants a great gift from Karna, who is known for his
noble alms giving. Indra comes there and a Brahmin emerges out of Indra asking for
“ot VT | Hel f9eFd AT | Mahattaram Bhiksha” or a great gift. When the Brahmana
begs the ‘Kavacha’ the director presents Indra behind and makes it clear to the audience
that he is the father of Arjuna in disguise anxious to save his son.

Here too there is a theatrical possibility which was exploited by the method of

transformation.

SCENE 16 AND 17:
DANAVEERA AS KARNA:

SCENE 16:
DURING AGNI NON TEXTUAL PART FROM: RIGVEDA —» DASHAM
MANDAL — SUKTAM: 80 > SHLOKA NO: 1.

In ordinary conversations you could say something like, “I have these gifts. If you want
you can take what you like.” But then why did Bhasa write about the cows, horses,
elephants, etc. in detail?

Karna offers Cows, Horses and Elephants etc. in spite of the protest raised by Shalya.
None of these gifts satisfies the Brahmana. When Karna offers many gifts to the
Brahmin, the chorus enacts as cows, horses and elephants, etc. So this transformation
leads to a celebration of gift giving, known as “Danaveera as Karna” was known for his
charity. (lllustration: 49, 50, 51, 52, 53, 54, 55 and 56 )
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SCENE 17:
RE-COLLECTION AND RE-ENACTMENT EPISODE OF KAVACH AND
KUNDAL:

In spite of Shalyaraja’s warning, Karna’s giving of alms to Indra disguised as a
Brahmana culminates in his saying, “I will give you my life.” “No no no!” says Indra and
then Karna asks, “Then what is it you want? | know what you want ... you want my
“Kavach” and “Kundal”.” (Illustration: 57)

Finally in frenzy, Karna offers Brahmana “Kavach and Kundal - Armour and Ear Rings”
which were born with him and falls down. And becomes consumed, or possessed (Tribal
Tradition) with making this possible. (Illustration: 58 and 59 )

For that, “An actor in the role of Karna should be imagine that he is in Karna’s position
and asked to give away something very close to his heart which cannot easily be given
away; which is not like giving an earring or a garland. It is something equal to his life
itself. When it is asked of “Atman - Soul and when he has no other choice but to give it,
what would be reaction?”

According to Panikkar, “It could not be done unless the actor got possessed. In normal
circumstances, a man cannot cut off things which are dear to him, your body and your
very existence where sacrifice is required.” Offering one’s life as a gift demands quite an
abnormal demeanour for the actor, which he has to invoke from the unknown realm
within him.

How is such a sacrifice done? What is the medium for sacrifice? For that an actor in the
role of Karna, he has to go beyond himself. So preparation is required, pre-action is
required. Possession is possible but for that actor work up with “Tala — Rhythm”.
Panikkar took the idea from tradition. It began slowly and then got faster and faster in
arithmetic (Tala — Matra) progression. Finally the “Tala — Rhythm” mounted to climax by
that time and whit the help of “Dhyana — Concentration”, the actor was to get possessed.
The buildup of the ascending emotion could be made possible and convincing only if
Karna gets possessed in the end.

Finally in frenzy, Karna gives Brahmana “Kavach and Kundal - Armour and Ear Rings”

and falls down. (lllustration: 60)
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& SCENE 18:

—> Karna musters all the remaining strength and repeats his refrain —

PRI | TS et W e 117

— The war continues, the indomitable courage of Karna persists, and the enemy Indra

celebrates his son’s impending victory. (Illustration: 61)

& CONCLUSION:

o ‘YIRS TAHIEAEAd Wear W9 ¥r 117 This sentence is present in the

beginning, the middle and also in the end. That’s why it never ends with a Bharatvakya or
anything like that. So some scholars believed that this was an unfinished work, which

Panikkar don’t believe. The play itself stands unique in its structure.

® Another point relevant to this study is the director’s interpretation of the life of the hero.
Panikkar penetrates into the mind of his hero and finds out that he was a victim of a
universal conspiracy of the celestial. However, Karna was at the receiving end in all these
cases. None helped him nor understood his nobility. This interpretation instills new life to
Karna. One leaves the hail believing that honor lies not in victory; defeat to be great,

perhaps more rewarding.

® In true sense, Panikkar portrays in ‘Karnabharam’ the downfall of the mighty epic hero
Karna, projecting the “Inner Conflict” that develops in him when he enters Kuruksetra
to wage a crucial battle with the Pandavas. Production givesus a very vivid picture of the
inner experience of the character, Panikkar receates the theme giving stress not only to
the moral problem involved in the making up of his character but the whole conflicting

experiences that he encouters in the battlefied and his reactions to them.

® In Panikkar’s production, the first was the detailed analysis of Karna’s experience with
Kunti, second with Parasurama and the third was his detailed celebration of charity with
Indra in the role of Brahmana. The whole play in a sense is a retrospective narration.

Means Karna talks to himself, which is “Vicharabhinaya”. Kavalam transforms the inner
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self of Karna to concrete “Visual Images” and gives the inimitable “Theatre Language
through Visual Poetry”; therefore epic theme assumes a new dimension. Even
Shalyaraja is one such externalization. The three incidents, though different in details,
have a common thread — the thought process of a disturbed mind. That process is
presented on stage though a series of vocal, gestural and corporal visual signs. So, we can
say that ‘Karnabharam” is a “Celebration of Thoughts / Ideas”.

e In the theatre space thus created, the ‘Performane Text’” opens a drama which is
theatrically vibrant, visually brilliant and interpretatively original. A micro situation in
the epic, which is a macro text although intrinsically and thematically pregnant with
emotion, is proejcted as if through a microscope. In this aspect “Karnabharam” develops

into “Karnabharatam” or a Bharata of Bhasa’s creation with Karna as the central figure.
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» MADHYAMA VYAYOGA:

= PERFORMANCE TEXT:

= DRAMATIS PERSONAE (IN ORDER OF APPEARANCE):

e Sutradhara

e Keshavadasa: The old Brahman
e Keashavadasa’a wife

e Youngest Son

e Elder Son

e Middle one Son

e Ghatotkacha

e Bhimasena

e Hidimba

= SYNOPSIS OF THE PLAY:

e In this play Bhasa infuses a Mahabharata theme with a plot — design inspired from a
famous story of the “Vedic Tradition — Sunahshepakhyana of Aitareya Brahmana”.

e Based on an incident in the Mahabharata the central point of the dramatic development of
the play is the word ‘Madhyama’ (The Middle One) applied to both Bhima, the

Madhyama Pandava, and the Madhyama, the second of the three sons of a Brahmin.

e The play opens with the Sutradhara pronounces a benediction on the spectators and starts
addressing them. But he has to stop suddenly because of some noise, which on second
hearing proves to be the cry of an old Brahmana called Keshavadasa. This old Brahmana
with his wife and three sons were passing through the forest, which was then the abode of
Ghatotkacha and his mother Hidimba. They were being pursued by Ghatotkacha —

furious half human and half demonic, son of Bhima born of demoness Hidimba.
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Ghatotkacha has been sent by his mother Hidimba to get her a human being for breakfast,
he strolls in the forest in search of human being and catches sight of the Brahmana
family. Ghatotkacha speaks of his peculiarly embarrassing situation, his reverence for the
Brahmana’s but he has to execute his mother’s command, one among them will have to
sacrifice his life as meal to Hidimba and would spare the remaining members. Thus
begins the discussion among them as to who should sacrifice himself for the sake of the

family.

The old Brahmana states that his body decrepit with age has practically finished its
journey of life. So he should offer, to save his sons. But wife cries out “No, no...an ideal
wife exists for the sake of her lord only. This body has served its purpose. | shall offer it
as a sacrifice to this demon to save my husband and sons”. On the fround of old age and
female, Ghatotkacha rules out the offers of the old Brahmana and his wife. There is a
generous rivalry among the three in self surrender. Among the three sons, the distressed
father clings to the eldest son and the bereaved mother to the youngest son. Therefore, the
second son Madhyama offers to go with Ghatotkacha after much deliberation. He
surrenders to Ghatotkacha and accompanies him to fulfil his duty of madhyama son to his
family by sacrificing himself. However he asks sometimes to slake his thirst in a forest

pool in the vicinity.

Madhyama goes to a nearby pond to quench his thirst. As he does not return soon, the
impatient Ghatotkacha calls out ‘Madhyama, Madhyama’, ‘Come soon’. When
Ghatotkacha was screaming for the ‘Madhyama’, Bhima was engaged in his exercise.
Hearing his name, he wondered who it might be disturbed him in his exercise.
Nevertheless he had to arrive on the scene to respond to Ghatotkacha’s call as he is also
the “Madhyama’ of the Pandavas. Bhima stands before him and tells him that he was
madhyama by name. Keshavadasa in a whisper to his wife and sons says that he must be
the middle Pandava. The old Brahmana entreats Bhima to help them. In a shortwhile, the
Brahamana middle son also appears. Keshavadasa requests Bhima to rescue his son and
Bhima offers his help. He asks Ghatotkacha to release the Brahamana boy but
Ghatotkacha refuses to set him free and tells even if his own father had commanded, he
would not have obliged. Ghatotkacha adds that he has seized him by the orders of his
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mother Hidimba and her lord is the great Pandavas, Bhima. Bhima learns that
Ghatotkacha as none other than his own son. Bhima decides that he have a first hand

knowledge of his son’s valour.

e Bhima decides to go in the Ghatotkacha’s place but not by force and offers himself in
place of the Brahmin’s second son. Ghatotkacha accepts the offer; Bhima demands to be
taken by force. A long duel ensues. There is a fine blending of comic and the heroic
sentiments. There are the melodramatic moves of the son to over power Bhima with a
tree, rock etc. As a last resort he even tries to bind Bhima by the magic house given by
his mother but this time also he fails. At the end of the duel finally he admitting defeats

and begs Bhima to accompany him.

e On being called by her son Hidimba emerges on the stage. Ghatotkacha presents Bhima
to Hidimba as the man brought for her meal. Hidimba is overjoyed to see Bhima and asks
her son, Ghatotkacha, to fall at his feet. She explains that her demand was made only to
secure her a visit from Bhima whom she has missed for many a year. Brahmana family
expresses their sense of gratitude to Bhima for saving his son’s life and then departs for

their destination. A happy reunion follows.

= INTERPRETATION WITH DIRECTOR’S NOTE:

e The theme of the play is a creation of the poet’s own rich imagination. We do not find
any mention as such in the Mahabharat or any of the Puranas where an incident like this
IS mentioned depicting Bhima as the middle Pandava. His mission here is to save the
middle one (second son) of the old Brahmana. The image of middleness is effectively
used to represent the innate modesty, courage and suffering of Bhima. But it is equally
applicable to the second son of the Brahmana family also. He occupies the middle place
in the threeness of the family, with the first one being claimed by the father as his rightful
progeny to do his obsequies and the third son as the beloved of the mother. So when one
of the sons is claimed by Ghatotkacha to be taken as food for his mother the middle one

is left disowned by both the parents. The master stroke of Bhasa’s quality of humor
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(smiling at such a selfish attitude) justifies the saying about the ‘Hasa’ of ‘Bhasa’. The
structure of the play is designed in such a way that the position of Hidimba as Sutradhara
is divulged only at the last moment leading to the unexpected meeting between the long
separated husband and wife (Bhimasena and Hidimba). The humor that is Bhasa’s forte
reaches its height when the father finds out the identity of his son and decides to hold on
to the information. The poetic merit of the play is of a high order comprising interplay of

a variety of sentiments.

— DRAMATIC TEXT - DECONSTRUCTING AND RECONSTRUCTING:
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= SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY:
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SCENE 1:
ENTRY OF SUTRADHARA: (lllustration: 62 and 63)

Entry of Suthradhara who introduces the context of the play in which a Brahmana family
consisting of father (Keshavadasa), mother and three sons travel through the forest. They
are attacked by Ghatotkacha, Bhimasena’s son born to the demoness Hidimba.

The Shloka “orame urat &%..."" is recited from the nepathya / back-stage by Sutradhara.

His entry in the “Chempata Vattom; Madhyama Kala in Maddalam (4 beat Rhytham)
with a Cherukalasam (short conclusion) at the end of each Thalavattom”.

When he jumps to a pose leaving a pause — first a deepayashti pose at the up left from
where he enters then in the next conclusion the pose of Brahma at the centre, deepayshti
again at up right turning against the audience. Poses of Vishnu and Shiva at down right
and left respectively coming back to the centre he takes steps in “Lakshmi Tala - Ta Ta
Ta Ta Ta Ta Dhim Timrta Timrta Timrta Dhim Ta Ta Ta Ta Dhim Timrta Timrta Dhima

Ta Ta Dhim Timrta Dhim Ta Tai Timrtai Ti Tai Ka Timrta Tai” assuming a ritualistic

Bhava after Kalasams commence ‘“Termmritasni-emaanma 1. ...
The words of the Brahmana boy form the nepathya “drerd! & J @Weaw:l...” is

followed by uruttu (rolling) in the chenda and the outcry of Ghatotkacha. After “or=
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ge...”, Sutradhara walks like an Ox as it chased by a Tiger he takes a turn and then

assumes the role of the chasing Tiger, both moods in succession make his exit to the left.

SCENE 2:
ENTRY OF THE BRAHMANA AND HIS FAMILY: (lllustration: 64 and 65)

COSTUME AND MAKE-UP OF THE BRAHMANA AND HIS FAMILY:

The general colour scheme and pattern is based on elements of Kerala’s Traiditinal and

Folk art forms to suit the mood in the characters “The Brahmana and his Family” in the
play.

But mainly, elemnets of Kutiyattam and Kathakali are adopted in the costume and make-
up of the Brahmana and his family who are depicted in the play merely as simple, timid

persons who are subjected to great misfortune.

The old Brahmana, his three sons and wife enter from the right. Father holding the hand
of the eldest son, the mother the youngest and the middle one in between move in a
zigzag way looking around in utter fear to the accompaniment of “Vilamba Chathurasra

scale with Thirsra bent (slow 4 beat with 3 beat bent)” on bass drum.
Thakita Thakita Thaka Tha..... (Scale)
Dhim Dhim Dhim Na (Prayoga)

SCENE 3:
EXIT OF THE BRAHMANA AND HIS FAMILY:

The ‘Dhim Na’ at the end is in a Ghanavadya, this is accompanied by a drone on a many
stringed instrument Suddenly the outcry of Ghatotkacha from nepathya with an Uruttu on
Chenda is heard, they run amok the father holds the eldest and the mother the youngest
and they leave middle on left alone again the outcry and Uruttu Madhyama runs through
the winding path by taking very short pace and bending the whole body down and he

exifts.
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SCENE 4:

ENTRY OF GHATOTKACHA: (lllustration: 69 and 70)

AHARYA - GHATOTKACHA: (Illustration: 66, 67 and 68)

The demon Ghatokacha who has inherited the qualities of his princely father as well as
those of his demonish mohter, also wears breast plate, to indicate his wind strength, made
of natural material the dried grass his ornaments as well consists of articles made of
similar materials like tender cocoanut leaves.

Ghatotkacha’s umbrella skirt like in Kathakali, in yellow is covered with dried Coconut
levels. His long untied hair and the crust made of grass reveal both his way of life and

prominence.

Curtain dancers from the up right enters in “Chempata Tala (4 beats)”, cross the stage,
return to the upright, they move to the centre. Ghatotkacha is behind the curtain, they go
back, the curtain is lowered. Ghatotkacha is seen behind the curtain in a sitting pose on
the level up stage, he comes down with the certain in front, moves to right and left
showing his might and grander behind the “Pati Thirissila” (Half Curtain).

Ghatotkacha shows “Raudra Bhava” to one side to the accompaniment of ‘Chenda’ and
compassion to the other side to the accompaniment of ‘Maddalam’ in “Chempata Tala
with Kurappu (bringing down the extent of the Tala)” and finally both Bhavas merge the
instruments also merge he find the Brahmana family passing at the distance recedes with

the curtain to the level and fixes there behind the curtain.

SCENE 5:
THE _BRAHMANA AND _HIS FAMILY ENCOUNTERS WITH
GHATOTKACHA: (Hlustration: 71 and 72)

The Brahmana and Prathama from one side and the Brahmani and Triteeya from the other
side enters, they meet at the centre — comes together to the accompaniment of a “Kalasam
- bass drum beat with one beat in Ghanavadya at the end of Chaturasra”.
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The middle one appears in a quicker “Chempata Tala”, goes round in search of others,
sees them as if from a distance runs to them in a winding way.

They all see each other in a “Cheru Kalasam”, form a circle each holding the other, they
walk in a line.

All on a sudden Ghatotkacha with an outcry appears behind the curtain and stares at
them, they form in to a group with Madhyama in the front the old man at the back with
stretched hand, others in better all facing Ghtotkacha the curtain dancers move away with
the curtain in “Chempata Tala in Mridangam”.

Ghatotkacha chases the Brahmin group they fall down at down left.

SCENE 6:
DEMANDS OF GHATOTKACHA: (Hllustration: 73, 74 and 75)

Ghatotkacha demands one from among the Brahmana group to be taken as breakfast for

his mother Hidimba. The members of the Brahmana family vie in offering himself /
herself for this noble sacrifice.

Finally, it is Madhyama (The Middle One) who is chosen for the sacrifice, which
happened because the father wanted the Prathama (First Son) to perform his funeral rites
as per the tradition, while the mother wanted the Kanishta (Youngest Son) since he is
most dear to her. When the Madhyama boy declares that he is owned by none,

Ghatotkacha ironically states that he is pleased to own him.

SCENE 7:
LAST WISH OF MADHYAMA - THE MIDDLE ONE: (lllustration: 76 and 77)

When the Madhyama boy seeks permission from Ghatotkacha to satisfy his last wish to

have a gulp of water before his being sacrificed, Ghatotkacha agrees on the condition that

he would return soon lest his mother’s breakfast time would be disturbed.

SCENE 8:
EXIT OF THE BRAHMANA, HIS FAMILY AND GHATOTKACHA:

Ghatotkacha, finding that the Madhyama boy is not returning, gets impatient and beckons

aloud, “<f 7w | ey | wwETTS 1., .
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— These words uttered again in “Chempata Tala” and ‘Mridangam’ takes over the Tala, all
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the characers move slowly to the left, the curtain enters from the right front and moves in

the same direction, the characters and the curtain disappear.

SCENE 9:
ENTRY OF BHIMA: (Illustration: 80 and 81)

AHARYA - BHIMA: (lllustration: 78 and 79)

In this play, Bhima is a prince in exile - living in forest; he is vey strong in physic seen as

engaged in physical exercises. Elements suggesting his princely grandier, superhuman
prowess and wild life are combined.

Instead of a crown he wears a held gets which befits his present plight. His “Veera /
Valour” is suggested by a breast plate and the protruding palm sheath ornaments tied on
the arms and wrists. The pleated loin cloth (Umbrella Skirt like in Kathakali) worn is in a
manner structurally balancing the outfits in the upper portion of the body and
representing the Dhirodatta quality of Bhima Terra Verte green colour suits his life in

exile.

The above mentioned same Tala is taken over by Chenda and Bhimasena enters from up
left majestic - ‘Rajasa Bhava’. Bhima is seen engaged in his routine physical exercise in
the forest, during the incognito period of Vanavasa of the Pandavas. Moves his hand as
doing Physical exercise, proceeds to the centre, takes a turn and at the end of a “Cheru
Kalasam” beholds a mountain at the right side.

Scales the mountain with his eyes, shows the Mudra of the mountain, his eyes move
down and then on the left sees another mountain, shows that the two mounts are of equal
height. He climbs on the mountain at the left, by raising his legs but not moving from the
point where he is fixed, reaches the top of the mountain at the end of a “Cheru Kalasam”,
looks down standing on his toes looks, at the other mount, he images that he could stretch
his right leg and place it on the top of the other mountain raises his right leg, places it at a
stretched point looks down, bending his face downward, enjoys the physical feat, leaps to

a distance when the “Chenda makes a Perukku”.
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He remembers his association with Hidimba, recalls her alluring nature, decide to find
her out and walks but find a trees standing on the way in one beat of the Chenda he holds
the tree with left hand, in another beat lifts it and in the third throws it away, walks

around.

SCENE 10:
BHIMA ENCOUNTERS WITH GHATOTKACHA: (Illustration: 82)

And then Ghatotkacha’s beckon call, “st 7| Heam | oM 1..." " is heard from
the nepathya. Bhima wonders who dares to call for him in the forest as he feels that he is
the only Madhyama.

Bhima goes on a look out to find the source of the call and beholds Ghatotkacha. Before
Ghatotkacha “TeRm@d @¢] s&U@:1...”", he and the Brahmin family enter in the same

Tala in which they left the stage.
Ghatotkacha fixed on the level, the Brahmin group after taking a round (Parikramana) at

the centre fix at the up left.

SCENE 11:
GHATOTKACHA'’S GRAPHIC DESCRIPTION OF BHIMA:

Ghatotkacha’s graphic description of Bhima. There follows a graphic description by him
about Ghatotkacha’s figure without realizing that he was his own son.

The physical features and gait of a character vividly depicts his nature, which often stand
in for ideas and emotions. In this context, Bhasa has enhanced the ‘Natya Dharmi’ aspect
through an extremely poetic description and Panikkar has enhanced this thing through
“Angika, Vachika and Satvika — Abhinya”, the part in which Bhimasena describes
Ghatotkacha.

e faedet Ayfvea:. . . faueseEet e oo 117

“Face and teeth as those of a lion, but eyes brimming as though with honey, it is implied
that the face has the demonic quality of the mother and the eyes are compassionate like
the fathef s, well-arched and beautiful brows, eagle nose, an elephant’s chin, long locks
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of hair, broad and robust chest, narrow waist, a tusker’s gait, long limbs. He is
undoubtedly born of a world hero to a demonic woman.”

In the above passage, Bhimasena, not recognizing Ghatotkacha as his own son, describes
his external and internal qualities in the most exquisite manner. The shloka in which
Ghatotkacha, similarly not identifying his father, describes the physical and mental

attributes of Bhima can be read with the below - quoted shloka.

SCENE 12:
BHIMA’S GRAPHIC DESCRIPTION OF GHATOTKACHA:

Bhima’s graphic description of Ghatotkacha. There follows a graphic description by him

about Bhima’s figure without realizing that he was his own father.

“TaeTpfar FRaTEEHEETE:. . A TR SRRarTatsa 117

“A form like a lion, limbs like the golden palm tree, a narrow waist and a chest like the
wings of Garuda - is this the real Vishnu himself? His eyes are like the petals of a full-

bloomed lotus. | am drawn to this man as to someone beloved.”

In the above-quoted verses, by using similar ‘Mudras’, the actual relationship between

the two heroes of equal importance in “Vyayoga’ is poetically justified.

SCENE 13:
BHIMA BLOCKS TO GHATOTKACHA: (Illustration: 83 and 84)

The Brahmin boy Madhyama enters after taking his last gulp of water and gets ready to

be taken away by Ghatotkacha and Ghatotkacha takes possession of him and leaves.

After “orantTgi. .. ", Ghtotkacha takes Madhyama by hand, takes a round and exits at

up left in “Chempata Druta Kalam”. Bhima after, “‘sir 9&% ! fa=s = 1” in the same

Tala follows Ghatotkacha, the Brahmin and family also follow him in the same Tala but

with mild steps.
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Ghatotkacha enters from the right in the same Tala and proceeds to the left, Bhima
follows Ghatotkacha repeating ‘T T 1”” and blocks him from the front. The Brahmin

group enters in the same movement as they left.

SCENE 14:
THE OLD BRAHMANA PREDICAMENTS TO BHIMA: (Illustration: 85 and 86)

The old Brahmana presents their predicament to Bhima and implores him to interfere and

save their son.

SCENE 15:
BHIMA ORDERS GHATOTKACHA TO FREE THE BRAHMANA BOY:
(Hlustration: 87 and 88)

Bhima encounters Ghatotkacha and wants him to free the Brahmana boy, to whom
Ghatotkacha curtly disagrees and declares that even if his father requires him to do so; he
would not condescend because he caught him at his mother’s behest.

Bhima enquires who his mother is and he spells out her name *Hidimba’ to which Bhima
excitedly reacts, but still hides within him his feelings.

Bhima orders Ghatotkacha to free him and when Ghatotkacha again refuses, he snatches

the boy away from him and offers himself to go with Ghatotkacha.

SCENE 16:
THE FIGHT BETWEEN BHIMA AND GHATOTKACHA:

— After “&% FuEamE®l...”, Ghatotkacha with vigorous steps in “Chempata Druta

Kalam”, gets ready for a fight in a long leap moves from left stage to down stage right,
fixes there at the end of a “Tala Vatta”.

The Brahmin and his family member standing at upstage right lean towards the right,
Ghatotkacha moves to the left and in the same Tala, the Tala is repeated when the
Brahmana group, with their bodies leaning towards left, drift along stumbling on the way
and fall on the up left. Bhima remains on the level upstage. He then comes down and

fixes just in front of the Brahmana group.
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FIGHT WITH TREE:

Ghatotkacha moves forward from the downright uproots a big tree and beats Bhima with

it to the accompaniment of a “Chempata Kalasam”, Bhima snatches the big tree with his

left hand, breaks it is to two and throws the two pieces away.

FIGHT WITH MOUNTAIN: (Ilustration: 89 and 90)

Next attempt of Ghatotkacha is to hit his opponent with a mountain. He lifts the mountain
in “Chempa Druta Kalam”, approaches Bhima with the mount, the Brahmana and family
run to the right corner (up stage), Bhima follows them.

Ghatotkacha in a “Kalasam” throws the mountain, Bhima in the next “Cheru Kalasam”
holds the mountain with both hands, threatens his opponent with the gesture of a throw he

smiles and throws away the mount with his left hand.

FIGHT WITH DUAL: (Illustration: 91)

Ghatotkacha boasts himself about his prowess and offers a fight with him to prove his

might; Bhima gets ready for the dual. Ghatotkacha wants Bhima to be armed with his
weapon, to which Bhima reacts saying that his hand itself is the weapon. Looking at
Bhima’s posture, Ghatotkacha wonders that such strength can be exhibited only by his
father. Bhimasena without actually knowing that he is facing his own father. Bhima now
asks who his father is and tries to belittle Ghatotkacha’s father (who is Bhima himself).
Ghatotkacha gets furious on this and there follows a test of might between the two.

Then the duel in “Muri Atanta Tala” from down left. Ghatotkacha moves to the centre
and raises his right hand at the end of the “Muri Atanta Vattoms”, in a similar “Tala
Vattom” Bhima does the same. The duel continues in the Kurappu of the same Tala (in to
4 and 2).

In the end Ghatotkacha in a mime, holds his hands in a gripping posture, as if he is
holding the opponent in a tight grip. Bhima, also in a mime, assumes the posture of being
held in the grip of Ghatotkacha but both really remain at least one foot apart. Bhima,
while in the grip, makes a jerk of his body, Ghatothkacha reacts to this, finally in a leap

Bhima gets himself free. Invariably in every fight, Ghatotkacha fails.
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SCENE 17:
MAYA PASAM: (Illustration: 92 and 93)

— Before calling “ar fR| 3foeam@dl...”, the ritualistic atmosphere is created by the

<

<

rhythm in “Chathurasra on Chenda” playing with palms as in “Kriyanaga
Panchavadyam” accompanied by boles “Yahidhrem Yahidhrem Yahindha Ku Ku Ku”.
Ghatothkacha mimes the flow of the river from the mountain beholds the same, sips the
water with both palms ceremoniously, from this ritual he creates an imaginary rope and
shows that he ties Bhima with it. Bhima reacts by turning round and assumes the plight of
being tied up. To affect the deliverance from the Bhima does the same ritual in
“Kundanachi Tala - Ta Ka Ti Tak Ti Tai”.

SCENE 18:
GHATOTKACHA REQUESTS BHIMA TO KEEP HIS PROMISE:

As Ghatotkacha fails in the every fight and feels totally defeated, he requests Bhima to
keep his earlier promise of accompanying himself for the sacrifice and Bhima follows
Ghatotkacha.

SCENE 19:
HIDIMBA’S ENTRY': (lllustration: 96)

AHARYA - HIDIMBA: (lllustration: 94 and 95)

Hidimba is essentially of demonish origin her basic nature is marked by the canine teeth
and by the protruding breasts common for demons in all Traditional art forms of Kerala.
Her matted her is tied on the top by a string made of stones and beads. Ornaments also
are of similar nature.

Her umbrella skirt like in Kathakali is black in contrast with that of her son who inherits

his father’s qualities also. Her loin cloth also is covered with dined cocoanut leaves.

Pati Thirissila — Chitra Yavanika is held by the Curtain dancers. They hold the curtain
with one hand a torch each with the other hand. Two persons hold torches at either side of

Hidimba. After the first phase her entry, the stage hands take the torches held by the
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curtain dancers and exit. The curtain now moves to the centre, it is held in a position at
right angle to the audience, dividing the stage in to two. Bhima and others enter at the
right; Hidimba sits on the level at the left. (Illustration: 97 and 98)

SCENE 20:
HAPPY RE-UNION OF THE FAMILY: (Hlustration: 99 and 100)

After “313% =3t 1...” by Hidimba, she and Bhima meet each other across the curtain.

The curtain dancer exits. There is a happy re-union of the family.

SCENE 21:

BHARATAVAKYAM:

In the final sequaence Bhima, Hidimba and Ghatotkacha and the Brahmin family exit

Bhima comes back to the stage for the Bharatavakyam with a ritualistic move.
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» URUBHANGAM:

= PERFORMANCE TEXT:

= DRAMATIS PERSONAE (IN ORDER OF APPEARANCE):

e Warriors

e Balarama

e Duryodhana

e Suyodhanan: Theyyam of Duryodhana
e Dhritarashtra

e Gandhari

e Pauravi

e Malavi

e Durjayan

e Ashwathama

= SYNOPSIS OF THE PLAY:

e Based on the Mahabharata, this tragic play in One Act depicts the duel between
Duryodhana and Bhima. There is the elevation of Duryodhana who has been made to
behave better by Bhasa than as shown in the original epic. Bhima defies the rule of battle
and to fulfill his own, smashes Duryodhana’s thighs in the “Gada Yuddha — Fight with
Maces” and hence the title is most appropriate.

e At the close of Mahabharata war, the fight between Bhima and Duryodhana begins. The
prelude features warriors who witness their “Gada Yuddha — Fight with Maces” and give
a graphic description of the battle field is full of corpses of kings, soldiers, horses and
elephants slain in battle and of jackals and vultures assembled to eat the flesh of dead

bodies.
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e From the back-stage some noise is heard and later on it is found that a terrible “Gada
Yuddha — Fight with Maces” is going on between the two giants in the presence of
Vyasa, Vidura, Balarama and Krishna. The fighters are equally matched. Though
Duryodhana has greater skill in the club-fighting but Bhima has an edge over him, with
his superior strength, as opined by another warrior. At the fight progresses suddenly
Bhima gets a blow on his head and falls down. The anxiety of the Pandava supporters
grows, while Balarama becomes glad at the victory of his disciple.

e Duryodhana makes mockery of Bhima by telling him not to be afraid as he is not going to
kill him though his life was at Duryodhana’s hand. Krishna now makes a secret sign to
Bhima by striking on his own thighs and gazes at the sky indicating that the thighs are the
weak spots of Duryodhana. This refuses a new spirit in Bhima. With a loud thundering
noise, he rises up to confront Duryodhana. Both exchange dreadful blows and after
fighting for sometime Bhima hurls his mace with both hands on the thighs of Duryodhana
as directed by Krishna and thus disobeys the standing norms of “Gada Yuddha — Fight
with Maces”. Duryodhana’s thighs are broken and bleed profusely. He falls to the
ground.

e In Act proper Duryodhana is first shows with Balarama, who indignantly out bursts at
Bhima’s foul play and affirms that Duryodhana had been cheated and he is going to Kill
Bhima. This provides greatest consolation to the fallen Duryodhana. Balarama asks
Duryodhana to hold on a little longer. With great effort, Duryodhana crawls in and tries
to pacify Balarama but the latter becomes more enraged and talks of killing all the
Pandavas. He realizes that it was not Bhima but the great lord Krishna who has deceived
him and says that it was no use fighting in these circumstances. Now there is touching
scene of Duryodhana’s meeting with his parents, wives and son.

e Enters Dhritarastra, Gandhari, his son Durjaya and the queens of Duryodhana — Malavi,
Pauravi. They all bewailing his sad lot and searching for him on the battle field. The
queens are crying on aloud, walking on foot and bare-headed, without their usual veils
with hair in disarray. All this pierce Duryodhana poignantly than his physical injuries.

e To fulfill this father’s desire to salute him Duryodhana tries to get up to fall at the feet of

his father but falls down again. He utters “...When Bhima hurled his mace at me, he did
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not rob me of my thighs alone, he robbed me also of the power to go and prostrate at my
father’s feet.”

e His son comes to him in his childish way to sit on his lap but the father prevents him
from doing so. His inability to offer his lap as a resting place for his beloved son is the
unkindest cut all to Duryodhana. He breaks down in grief.

e Gandhari too comes to the spot and softly weeps. He seeks to comfort his parents. He
requests Dhritarastra to console his mother by telling her that her son died in the war with
out showing his back. He is dying in the same dignity in which he was born.

e He expresses his love for his mother by his desire to be her son in all his future lives, if
he has earned any merit. He consoles the warrior queens by standing that their husband is
meeting with the hero’s death having performed in all earnest all his kingly duties. They
should not weep but only think of his glory with pride.

e In his parting advice to his son, he preaches reconciliation and his enmity with the
Pandavas gives place to a sort of repentance and purification of the soul. He asks him to
honour Draupadi and Kunti like his own mother and to join with the Pandavas in giving
him the last oblation. At this moment, arrives Ashwatthama who makes a big sound with
his bow. He is infuriated at the news of the condition of Duryodhana. Duryodhana
however replies that his condition is due to his discontent. But Ashwatthama is firm in his
decision to kill all the Pandavas and Krishna.

e Duryodhana tries to dissuade him by stating that after the lose of his brothers Karna and
others; it is of no use to revive enmity. Unconvinced Ashwatthama tells him that it
appears as if his dignity has been killed along with his thighs. But Duryodhana replies
that dignity in the life of the king and it was for dignity alone that he fought. He further
says that the sins committed by the Pandavas are nothing as compared to his ill treatment
towards Pandavas such as the dragging of Draupadi, the slaying of Abhimanyu or the
making of the Pandavas wonder in the forest.

e Despite Duryodhana’s every councels to peace, Ashwatthama swears vengeance with
Balarama as a witness to fight with the Pandavas and crown Durjaya as the emperor. At
this Duryodhana feels satisfied.

e Visions of his revered ancestors, his brothers, Abhimanyu and Apsaras etc. float before

Duryodhana and he passes away. They cover the corpse with a cloth. Grief stricken
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Dhritarastra decides to go to the forests for penance. Will upraised weapon, Ashwatthama
depart to kill the Pandavas in their sleep?
e Drona ends with the general praise by all the protection of the earth by “Our King” after

destroying his enemies.

= INTERPRETATION WITH DIRECTOR’S NOTE:

e URUBHANGAM, noted for its pathos, fury and heroism is a rare specimen of tragedy in
the Indian concept. Set on one of the most poignant scenes from Mahabharata, it depicts
the final fall of a Kaurava King Duryodhana, who decidedly stood for ‘Adharma’ all
through his life.

e At the end of his life, suddenly he realizes that his belief was wrong. When he faces the
inevitable finale of his life, he looks back. Even in him the feelings of dharma dawn.

e The war continues to be fought in and around Duryodhana, he realizes its fatality. But
how can he spell it out? He himself has unleashed the evil forces. Now it is too late.

e He succumbs to his doom even as his son Durjaya and his retinue march on to the goal he
once cherished.

e A word about Dhritarashtra.

“Is he blind?
Yes - but no.”

e His blindness is described by Bhasa’s Baladev: “His eyes are divided among his hundred
sons.”

e In this portion, it is attempted to recreate the funny, pathos and tragedy by creating two
Duryodhanas. One, the warmonger and the other his “Theyyam”, which we may call
Suyodhana, suggesting the good qualities in him which spring out from him at the
moment his thighs, are fatally broken by Bhimasena.

e Of the two-told aspect of the hero, tie mundane one is the mortal existence of
Duryodhana struggling under the pangs of death. The other is his spirit, which unveils a
supernatural dimension and is projected in his “Theyyam”. “Theyyam” literally means
Daivam or Godhead. It can be his death itself. It is the spirit half-released from the
wounded Duryodhana; his own conscience advocating all his higher qualities.
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— DRAMATIC TEXT - DECONSTRUCTING AND RECONSTRUCTING:
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= SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY:

e Bhasa’s “Dramatic Text” Urubhangam structurally divides in to two parts —

= FORMER PART:

— Vishkambha - A vivid picture of the terrible destructiveness of war.

= MAIN PART:

— Two Fold Aspect of Suyodhana.

e But Panikkar’s “Performance Text” consists of a succession of more or less self-

contained performative units that coalesce into four major “Performative Movements” —

= FIRST PERFORMATIVE MOVEMENT:

— The scenes on the battlefield.

= SECOND PERFORMATIVE MOVEMENT:

— Duel combat between Bhima and Suyodhana.
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THIRD PERFORMATIVE MOVEMENT:

The interaction between the mortal ‘Suyodhana’ and his ‘“Theyyam’.

FOURTH PERFORMATIVE MOVEMENT:

Suyodhana’s “Swargarohana”: The ultimate union of the mortal ‘Suyodhana’ and his

“Theyyam’.

In the Panikkar’s Urubhangam, the character of Suyodhana assumes three illusory

dimensions.

FIRST SUYODHANA:

Reporting of the war in the Vishkambha, the soldiers assume the roles of Bhimasena and

Suyodhana and fight with their maces taking the conflict to its crescendo.

SECOND SUYODHANA:

This is followed by the entry of Baladeva and later of Suyodhana. This is the second

Suyodhana who is the real one.

THIRD SUYODHANA:

When Suyodhana is half dead of this two-fold aspect, the mundane one is the mortal

existence of Suyodhana, struggling under the throes of death; the other is his spirit, which
unveils a supernatural, dimension and is projected in his ‘Theyyam’ emerging from him,

the moment he is beaten down wounded. ‘Theyyam Suyodhana’ is the third Suyodhana.

The method throughout is that of selective, suggestive elaboration, which are designed to
extend and deepen the spectator’s emotional response to this ‘Anti - War Play’.
Panikkar’s Urubhangam gives a vivid picture of the terrible destructiveness of war and
towards the end of the play, speaks through his characters that the praise on the victor of
war is profitless. And hence, Panikkar’s theme is lively in the context of the world

situation and is relevant to all times.
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FIRST PERFORMATIVE MOVEMENT:
THE SCENES ON THE BATTLEFIELD: (lllustration: 101 To 107)

In the first movement, warriors in varying combinations mime battle scenes with real

swords, shields, and spears, warriors on horseback, elephants on the battlefield, a fight
unto death between two soldiers, and vultures devouring the dead.

Despite it brevity Panikkar’s Urubhangam is a radical ‘Classical Sanskrit Performance’
because of the subtlety with which it both conforms to, and deviates from, the established
Mahabharata narrative and the prescriptions of the ‘Natyashastra’.

Because the rules of ‘Sanskrit Drama proscribe’ violence on stage, Panikkar evokes the
brutal aftermath of war and the visceral immediacy of hand-to-hand combat entirely
through the resources of vividly descriptive, ‘Metaphorical Theatrical Language’. “Dead
horses and elephants, soldiers and chieftains,” for instance, are “sharply etched by the
harsh glare of sunlight” as jackals and vultures devour them.

All these scenes of combat employ modified and “improved” versions of ‘Kalaripayattu’
with some recitations, which is simply vocalize rhythmic consonant clusters that have no
linguistic “meaning” but that constitute the oral accompaniment to ‘Kalaripayattu

Movements’.

SECOND PERFORMATIVE MOVEMENT:
DUEL COMBAT BETWEEN BHIMASENA AND SUYODHANA: (lllus.: 108-110)

Reporting of the war in the Vishkambha, combat segment reaches a climax when the two

outer warriors in a group of ten metamorphose into Bhima and Suyodhana, and the others

remain on stage to witness their confrontation.

FIRST SUYODHANA - “WARRIOR ASSUME THE ROLE OF SUYODHANA:

Those two outer warriors assume the roles of Bhimasena and Suyodhana and fight with

their maces taking the conflict to its crescendo.

Impersonation of characters such as Bhimasena and Suyodhana and the re-enactment of
with it happing in the ‘Samantapanchaka’ in the role of warriorss is a technique which
makes a shift of the locale and creates in illusion of the real incident.
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— During the duel, the two principal characters, Bhimasena and Suyodhana freeze in their

<

®

poses after every major gesture of assault, while one or more “observers” provide
comment. The warriors who impersonates Suyodhana gets back to his original role of the

soldier after enacting the fall of Suyodhana and the Vishkambha comes to a close.

THIRD PERFORMATIVE MOVEMENT:
THE INTERACTION BETWEEN THE MORTAL ‘SUYODHANA’ AND HIS
‘THEYYAM’:

SECOND SUYODHANA - “REAL ONE”:
(Hlustration: 111 and 112) This is followed by the entry of Baladeva and later of

Suyodhana. This is the second Suyodhana who is the real one who reveals a dual
personality with his remorse on the one hand he is fade of ace with death and his egoistic
earthily longings on the other hand even when he is half dead of this two-fold aspect, the
mundane one is the mortal existence of Suyodhana, struggling under the throes of death;
the other is his spirit, which unveils a supernatural, dimension and is projected in his
‘Theyyam’ emerging from him, the moment he is beaten down wounded.

ENTRY OF SECOND SUYODHANA: (Hlustration: 113 and 114, 119 and 120)

—> The entry of Suyodhana creates baffling problem which goes deep into the roots of our

%

histrionics; that is, whether he would walk after having fallen down in the battle with
both things broken. How and to what extent can ‘Natya Dharmi’ concept of ‘Abhinaya’
acting are relied on to design the entry of the character. The description about his entry

given by Baladeva in Shloka -
“ ST WETEEA SRRV . . MRS sifeestat argrn: 117

“That he crawls like the serpent ‘Sesha’, let loose on the waves after the churning of the
oceans by Devas and Asuras... etc”. Use of “Pati Thirissila — Chitra Yavanika” is ideal

for producing the required effect.
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—> But then while the play proceeds, the problem of his locomotion continues. If the
physical inability caused by the braking of the thighs is to be taken in the true realistic

sense, he cannot but the stationed at a fixed pleased on the stage.

— But this will not in any way help the actor to project the real situation in which the
character is entangled. The logical in giving proper locomotion to the body of the actor in
order to reflect his psychic emotion is simple and in conformity with the basic concept of
the Indian approach to art; so much of if a similar situation is to be presented in
Kathakali.

—> Accordingly Panikkar, “We could imagine that the genius of the art would positively
warrant a style that keeps away from the touch of reality. A person who receives a mortal
physical blow like this would behave in a way, which if truthfully imitated, could not
serve the purpose in theatre, even if the style of acting followed in realistic. It all the
more become imperative in the ‘Natya Dharmi’ way of expression to externalize the
inner agony of the character by the application of different moods to which he is exposed
to. Acting involves the creation of various sentiments in the mind of the spectator by a
constant shift form “Sthayi (Basic) Bhavas” to “Sanchari (Transitory Mood) Bhavas” and
again to the “Sthayi Bhavas”. This naturally requires the interaction between the “Psyche
of the Actor” and “Physic of the Actor”.

—> Hens through the character of Suyodhana, the actor has to create the feeling of the
struggle under the pangs of the wounds and at the same time traverse through the various
“Sanchari (Transitory Mood) Bhavas” like Hatred, Anger, Disgust, Terror, Valour etc.

given expression to these thoughts, but again striking the basic pathetic note.

® THIRD SUYODHANA - “THEYYAM SUYODHANA": (lllus.: 115 To 118, 121)

— Panikkar’s production focuses on Duryodhana’s sudden change in personality and

transformes in Suyodhana. “Here is a ‘Nayak’ who stood for “Adharma - Evil and
Injustice” all his life, but time moment he faced the inevitable, “Dharma - Duty, Law,
Righteousness and Virtue” dawned on him”.

— The third movement in the play, which is the most innovative and philosophically the

most complex, has no equivalent in Bhasa. To make the idea of Duryodhana’s emergent
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alter ego concrete, Panikkar invents a second character — ‘Theyyam’ (Godhead or
Incarnation), who springs out of the former’s shattered thigh and literally embodies his
better self. The broken body is Duryodhana, his goodness raises from it as in the form of
Theyyam.

— ‘Theyyam’ which literally means ‘Daivam’ or ‘Godhead’ or ‘Incarnation’, is a
“Traditional Ritualistic Performative Art Form of Kerala” with “Archetypal Images”,
having ancestral worship as one of its motifs. The conferment of Godhead on a war hero
after his death was also not rare, as the case of the “Theyyam’ know as ‘Kativanur Viran’
amply illustrates. There are no better instances to show the use of “Indigenous Myths and
Traditions” to explain a “‘Classical Drama’.

— In Urubhangam this concept is relevant in so far as the “Theyyam’ depicts the spirit that
is half released from the wounded Syuodhana, which possesses all his sublime qualities
and also manifests Suyodhana’s death itself.

— The interaction between the mortal Suyodhana and his ‘Theyyam’ and the ultimate union
of the two, leave at the finale, a lasting impression of consecration on the part of
Suyodhana from all the taints and blemish of human frivolity.

— The purpose of these deviations is to reconceive the once arrogant and querulous Kaurava
prince as the noble, stoic, and forgiving “Suyodhana,” and to recast his final struggle as a

process of moral transformation.

® ENTRY OF THIRD SUYODHANA: (lllustration: 122 and 123)

— Beginning with Suyodhana’s entry on stage behind the “Traditional Pati Thirissila —

Chitra Yavanika”, this scene develops a triangular dynamic in which the ‘Theyyam’
counsels the wounded prince, allows him to sublimate his anger, and brings him to a state
of recognition in which he can forgive his enemies and accept his impending death.

— The scene obviously has a crucial “Theatric Function”: It places Suyodhana at the centre
and creates a space for his ethical transformation through the agency of a character that is
“visible” only to him.

— But it is also visually spectacular, presenting the ‘Theyyam’ as a larger than life figure on
stilts, with an enormous headdress and a red and gold costume. The yellow costume and



CHAPTER: 5 Page 387 of 458

DY

normal appearance of Balarama then contrasts with both the imposing figure of the
“Theyyam’ and the prone figure of the wounded Suyodhana.
(Hlustration: 124 and 125)

FOURTH PERFORMATIVE MOVEMENT:
SUYODHANA'’S “SWARGAROHANAM”: THE ULTIMATE UNION OF THE
MORTAL ‘SUYODHANA’ AND HIS ‘THEYYAM’: (lllustration: 126 and 127)

The fourth movement, which begins with the entry of blind Dhritarashtra, Gandhari,

Suyodhana’s two wives — Pauravi and Malavi and his son Durjaya, is textually close to

Bhasa but again unpredictable and intricate in its methods of elaboration.

ENTRY OF SUYODHANA’S FAMILY: (lllustration: 128)

When Dhritarashtra and Gandhari enter the battlefield with Suyodhana’s wives Pauravi,

Malavi and his son Durjaya; their entrance is a Panikkar’s interpretative version of the
“Kathakali Purappattu - The First Entrance of an Important Character from Behind the
Pati Thirissila — Chitra Yavanika”.

In Kathakali, the ‘Purappattu’ ‘involves the formal, stylistically rendered, symbolic
presentation of the characters through dance / movements in four stages’. In other words,
the plot stops while the moral characteristics of the character are laid out for the
spectators through dance / movements rather than dialogue; then the “Pati Thirissila” is
dropped or pulled away, the character joins the scene and the plot continues forward.

The “Theatric Conversation’ in this scene is interspersed with choreographic patterns that
focus attention on the key relationships among the Kauravas:

Suyodhana and Dhritarashtra - Gandhari. (Illustration: 129)

Suyodhana and his two wives — Pauravi and Malavi. (Illustration: 130)

Suyodhana and his son Durjaya. (lllustration: 131 and 132)

In Panikkar’s production, the elongated entrance of Suyodhana’s family establishes who
they are and most importantly how they feel. Durjaya leads his grandparents onto an
upstage walkway where they move slowly to the accompaniment of a dirge-like
drumbeat, which unrelentingly pulls them forward to the place where they confront the
death of their last remaining son.
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— Dhritarashtra and Gandhari take three faltering steps and rest, three more stumbles and
recover; three more steps forward and stop. They are so distraught and so old, feeble and
blind that they can hardly walk, and they weave from side to side. Every so often they
wail: “My son, where are you?” and “Where are you, my child?” Their vocal delivery is
modelled after the Kutiyattam performer’s “Swarathil Cholluka”, a form of vocalization
that comes from Vedic chanting. As Panikkar uses it in Urubhangam, the “Swarathil
Cholluka” has the quality of keening and is its own ‘Vocal Act’; that is, the quality of the
sound itself rather than the meaning of the text that accompanies it convey the emotional
depth of the moment.

— Again, the emphatic and sorrowful enunciation of the words ‘Putra — Son’ and ‘Maharaja
- Lord, King, Husband, Father’ in the performance connotes both the strength of familial
relations within the Kaurava house and their inseparability from political relations.

— Through their keening, the actors give the sense that Duryodhana is already dead and that
his parents are already in mourning. When they step onto the main acting area they
collapse with their heads in their hands, groaning their lines for the third and final time.

— As Suyodhana approaches the moment of death, the ‘“Theyyam’ returns to prepare him for
the after world, while young Durjaya becomes another parallel self. Father and son
appear seated together on the floor with their backs to each other, while the half curtain
gradually conceals them. The myth Suyodhana itself undergoes a “Structural Variation”
to accommodate Bhasa’s unconventional reading of his character and Panikkar’s even
more novel theatrical interpretation of it.

— The play ends, however, by superimposing the public on the private once again: the
chorus of warriors returns to witness Suyodhana’s exit, and Ashwathama’s unappeased
rage shatters the elegiac mood of the final scene. (Illustration: 133)

— Panikkar’s production is also unique with use of the technique of “Pakarnnattam”. This is
normally used when one character transform to another character. There it is used not for
a person, but for an idea - the innate goodness in the character and it is given a physical,
though supernatural form. The split character is externalized in two concrete forms;
transformation here touches a “Trans — Theatric” level. (Illustration: 134 To 136)

— This type of extended elaboration is known as ‘Anukirtanam’, which Panikkar defines as

a “Celebration of mood by stretching it out to enhance the ultimate Rasa’.
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» ABHIINANA SHAKUNTALAM:

= PERFORMANCE TEXT:

= DRAMATIS PERSONAE (IN ORDER OF APPEARANCE):

e Shakuntala as Deer

e Dushyanta

e Dushyanta’s Charioteer

e Vaikhanasa: Hermitage

e Anasuya

e Priyamvada

e Madhavyah: King’s Jester
e Durvasa Rishi

e Kanva Rishi

e Sharngaravah: Hermitage
e Sharadvatha: Hermitage
e Gautami

e Chorus

e Matali

= SYNOPSIS OF THE PLAY:

e Abhijnana shakuntala of Mahakavi Kalidasa is based on the “Shakuntalopakhyana” of
Mahabharata. The poet has recreated the epic situation and made it a profound work of
art which would combine “the earth and heaven in one sole name” as praised by Goethe,

the great German poet.
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The original play is in seven acts. The present production is an abridged one and intended
to bring out the subtext depicting the love theme between Dushyanta king of Hastinapura
and Shakuntala. The scene of the four acts takes place in sage Kanva’s hermitage at the

foot of Himalaya. Later the scene shifts to Dushyanta’s palace.

In the first act King Dushyanta is in the forest with his retinue engaged in the royal hunt.
While he is about to shoot his arrow at a deer, he is interrupted by an ascetic who informs
that the animal belongs to the *Ashrama’ of ‘Kulapati Kanva’. In the ‘Ashrama’ he comes
across three girls watering the flowering plants: At the first sight itself the king falls in
love with one of them, who is Shakuntala the adopted daughter of Kanva. The king out of
extreme love for Shakuntala determines to encamp there and engage in his love pursuits.

Shakuntala also is struck by the grace and charm of the new visitor.

In the second act the king is introduced in a love-sick condition with his bosom friend
Madhavya the Vidushaka. In the ensuing scene we find both the hero and heroine

affected by the malady of love.

The 3" Act ends with the union of the lovers in the traditional Gandharva marriage and
the king adorns her with a signet ring where his identity is marked. While Shakuntala is
alone in the hermitage, brooding over the thoughts about her lover, she fails to offer
proper hospitality to sage Durvasa who visits the hermitage as a guest. The hot tempered
sage curses her that she would be forgotten by the person whom she contemplates. Her
friends Anasuya and Priyamvada plead Shakuntala’s absent- mindedness. Then the sage
forgives by saying that the curse would cease to have effect on the production of some

token of recognition.

In act - 4 Kanva approves the Gandharva marriage and sends her to her husband with
Gautami and two of his disciples. The whole scene depicting the departure from the

hermitage is touchingly portrayed in the 4™ act.

In the act — 5 at the royal palace the king cruelly denies all knowledge about his
relationship with Shakuntala. Shakuntala fails to arouse the king’s memory. As a last

resort she wants to show him the signet ring which was given to her at the time of
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parting; but unfortunately it had slipped off from her finger during the journey. Finally

she is driven out of the court.

e In the concluding scene we find how the lost ring was regained and how the king’s

memory was recollected. The play ends with a happy note of reunion.

= INTERPRETATION WITH DIRECTOR’S NOTE:

o The first textual reference “FITATAGRY Ifddl gsd=c:! Mrgaya Vihari Parthivo

Dushyantah” clearly indicates the king’s disposition and the reaction of his subjects on
his hunt at different stages. The second passage appearing at the end of the text “Prakrti

hitaya parthiva” also is coupled with this to bring out an interpretative meaning for the
production. “SehfAf&c™ Prakrti Hitay” is “SSTfgdar Praja Hitay”, (welfare of the

people) to which the king is abounding by duty. It is evident from the text that
Dushyanta’s hunt which started with a hunt for the animal, had ultimately culminated in
the hunt of the poor girl Shakuntala. Shakuntala is also another deer of the forest; the
textual words lead you to the contextual acting by which Shakuntala represents nothing
but nature. This too is amply indicated in the text by Kalidasa where Shakuntala is linked
and seen as a fresh flower, as an innocent deer etc, clearly suggesting that Shakuntala is

not only a hermitage girl but nature in its most exuberant and pure form.

e Another point to be noted is that there is an interaction between the group and the
individual — the king and the people at large - one complimentary to the other, both
moving in a causal chain, both coming at cross and both compromising each other.
Dushyanta feels that he has no bounds while he dabbles in his own fancies in the sacred
precincts of the hermitage. So the note of caution from the people was not cared by him.
Slowly by the end of the 3 act, he responds to the sentiment of the group; but by then he
is head and soul deep in his commitment. We find that the same people instead of her
mother the heavenly character Menaka, have given refuge to her when she was thrown

out by her lover.
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¢ In the final scene of reunion, the same people kindle the king’s memory by handing over

the signet ring to him.

e The limit of one’s own rights irrespective of whether one is the ruler or the ruled has to
be prescribed by some super imposed sanction, lest the social equilibrium would be
disturbed. Whichever age we belong to, the problem repeats in different contemporary

dimensions.

— DRAMATIC TEXT - DECONSTRUCTING AND RECONSTRUCTING:

AR AR
TUATSSh:

o Ffve: wegew Fet Rt a g T &

¥ @ el Rvea: sfafwmEer a1 fFuar @y e |

IATg: FASTSTIRIARIT Fa1 FIfo: roTaed:

FIET: YeeTe el (FRad aATfeRseIfader: || ¢l

(ATred=d)

FIUR: — (AU gaaeed) I, afe Avegfau=aafdcas] | saeaaeregde | (9faea)
AT - I, SAATEA |.

FEUR: - 3 JHfeTsifassr aRwiea# | ey Tef FiAEafAaaedar AdaTiaAdLndedereds
ATCHATEATTTH IEATH: | A TAITATIIAT Teed: |

A& -gRafgauderaarde 7 Al aRgread |

FIUR: - 3, Fafd o oo |

3 ARAISTEfdeST o |IY Hed FARTd A |

Joaey RfSdEACA=agcad Ad: IRl

e - 3T, TIAA IefecRmUIAAY AT |

TAUR: - fhAaeEdr: IRYe: ATHeeAd: ? AGHAAT ddaoRAdedHIHITeTH FsHAaaaa DT
MNae | Tufa 3,

FHITHTAATINGT: TS HH G eeTdreT:

TeorRgesier feaar: gRomeER#AvET: (13])



CHAPTER: 5 Page 393 of 458

AT - A

SHAITeFaaTeT SAY: FHARGER @ |

adafed ggAmT: yoer: Rfwggar Iy

TAUR: — 31, WY M | 3 IS RIeAg eeRTT e 39 Fdell TgT: | et
HAACTRIUTHTAAATHRILITH: ?

A - FArar IS JUHAATACAATN A Dol AHE Aeeh

LRI IBIERCIEIS I

FIUR - 3 TN RAsR | 3eAwe0 eyd @ Aardad | $d: -
JarfeA MarEor gIkom 98 & |

TY Iold go¥ed: ARSAOMTEET I3l

G fsshred)

ST

(@ FfARIfY FIMTE FIRATIGEA ST IV iR )

g - (TSIl AT AITAFE) ITYSHA |

FSUR GeRualEcd iy Tifteashels |

FITHTROT HIETcaRATHIG OiTiehata] 1€ I

ST - o, GIAHAT RGNV GIATRSE: | 3 GARGAATT

qeATdfel Yfase: RAAHATLIA JaHIH |
TedieaodcaTe aaf agal Fdrmeed Faf Il |l

(GTaEAT) deY HYATUAT U H TAcAU&ToNT: Hod: |

el -3gSA, SeEriaen AR HAT IRATTHAAG IUET Hedlhdl dT: | del T TV fAGhSeloe:
Hged: | WY FoCREicdaed o guwer dfasafd |

TS - A & FAoIearasiiva: |

gl - JeTAaIcAGSHT (YA 8T ) 3MYSHA, T 9T |

ey IRAY TRrITqdehrar

forsehey arerfRrar Aegcedenor: |

3MCATEE R IS TEReEHaT

UTdecgH Y FITSTATeTHAT I2T: ¢l



CHAPTER: 5 Page 394 of 458

TSl - FIH | 3T gRar gdieg aded arfaet: | aur f§ -
TeTellsh FEH ot HEAT defagerdl

et fafeoes #afd Hau-u=ag dd |

Yehcdl Tedsh et HAEM A1) -

A A Y Trf>aceioA™ 7 ured TUsrard IRl

qd, T eAeIAHA (3T AU Areafd )
(@YZA) AT AT ST, ITHAAIMN ST, o gocledl o goclcd: |
el - (MRUATTAIFT o) HYSHA, 3T Tef d SO clel: FUHAREAR d9Tede] 3AREIT: |

TSl - (FHSHEHA) A & Joededn arfse: |
qe: - aUr (3fd W FUhafa)

(@ glaercaTeA=r Jidr damr:)

AGTH: — (FEAHCTF) AT 81 ToTel, IHHAAMSY o ocled! o goclcd: |
J Tl d Te SUT: FleadTcANsTHTEHT

Agfal FIRRR qemRenfaanfas: |

FT 9 gRUTHIAT Siidd dTfderel

g I RARAlAATar ae@anT: REd ligol]
dcATYHAHTT JTAHe FIhe |

HTCATON d: AEH o TEIHAETE (122

TS -y gfaded: |

WY - HERATITIATEIIEY $ad: |

SIeH JET G JFRAfAE ad |

QIAd U Tehdfdaareie (1221

SR - (918 3eTFT) FEAT Tshdfcled TIATTE |

ST - (AYOMHA) FfAENT STEAvTaTTe |

G- ITeT, AIACTEROMT JREYAT TTH | UY W] FHUGET HolTAATTATRANHA TI |
o UeegehAiadra: 9iavd Sldaeddaiady: dehr: | 3T

TEIEAAYATT Sfagdiaear: foram: gHaaree T |

AR fhaget & Yerfa Aldifromss sfa g3l

TS - 3 AfeaAlgdlsT Ferafd: ?

G- FETAAT RN AFerdAHATAT AR AT Saaear: gfagel ARG AN I1d: |



CHAPTER: 5 Page 395 of 458

ST - §1dq | dAd g&anid | &1 Tef [afeasiied A #gs: vusafd |
dE: - ATYIHAEAEAd | (3fa afsar fAssped:)

ST - G, WeATRET | qUaTsHe drdelcHll g |

g - JeTAadcArgsAET | 3fd ogar wyaer feqafd |

TSl - (FATAIGAd) Hd, Jh AT AR Ta JUARATHATHTE GG a1 |
qd: - YA

T - & 7 geafa sae2sE R,

AART: YRR GHSCIETCUITHE:

gieAen FaRfEgIhalde: qeded TaTer: |

faRaraTeTAE fiesteras: e Hged HIT-
TATYRYIATRT Tohol (AW ASTre @IS ThdT: || 21|

@ - T |

ST - (FdlhHAweR 3Tcal) dNaAATAATHIRIET AT [ | od U TG JlaeaerTia |
el - Hel: Heel: JacargsArT |

ST - (3Ed) g, [aehiaador gaseeaniel quiaaiar A | 3¢ dardae, Jeaars | (3fd Feeamsroni=
TARTNIAITIA ) F, ATTETHHAT: FegdedgHdac draereayser: fohdel arfsi: |
qa: - aur | (3t fAsshed:)

TSl - (TR o) SEATHHACINA | Aracyiaentd | (i, fAfdcd geae)

M AGHRIATE TP T SME: Fel: Hel[AGET |

3ar AfAdedE GaRIfor Hdfed |47 1| 29 ||

(@92 5 3 TEA! |

ST - (0T Eocdn) 310 GATOIS geTdTieeshrATeNd 3a HTd | Jraes reolid | (IRpeIradiey =)
UATEdq e aehedeh:

WTUH?:EE\': JIATCHTIIICIFT: AT E\'IT:I’ﬁH dr-

fAaded | (Aqer feca) 3iel, AyRerar gdiee |

YERTragor e aUSHAITA IS Saey |
&{hll: T IVReATAT defeldriar: [I2€ I

IrafeAr oA gfauref® | (3t Aeeas ya:)



CHAPTER: 5 Page 396 of 458

(@ FfARIfY JUFIATIRT T FEEAT Aheciel)

AFrclell -3 3d: TE&Al |

3T — GeAT Apoclel, TS ATTRTRATEATHAGETRT: THIRT: 3fd Thama | T
ATAARTHIATANT caHAITHATAATIROT TG |

Aprclell — & hdel dIdi=del Td | AT & gAY (3fd gardas eqafd)
ST - FAAG 1 Foagfedr | AR T dHemae] Feadl I sAMHHT Fgsad |
3¢ fhaTcareAegY d9Eay: &H Aufd I sTofd |

Yd H AT TTIRET AHTedl TS Hedasatd 112l

Had, eUledied T faastl dracar qeama | (i qur #if)

Apecell - B I, ATAALA Toshele BFaedr Faferariea | Riffe dragdd |
oA (3fa RIfderaf)

fOaer - 39 TARIAEARTAG cH=AT Faaaaurelsned | (AT FhadTelsrd?)
ST - HIHAATEIHEIT ST Tochel o JARCISHRIAT o AT | Fes,

WA S Aqel=r &=

AfoaafT BaErenden Jedl aafa |

SYATUHHAIAT TedholodlTd dedl

Tl & AR AU A= 1| ¢ I

AFwclell - (IAANSTAFT) T AARATeAATSI A R ETTcN AN HEIGeTeh:, Ardesd HHaATH | @&fa
aRshrAfe)

fOiger - ge AFedd, 34 draeagd (v, Arad caANIaTea =Y a1 $HeRgais: qfasiid |
Apedell — 37T T 0T a1 !

ST - TOIAfY aegar (Apeden) O&der | 3/ @,

3R FRHETIRIT: A Iear kol | arg

TYATHAT ol3TelId AlaTAgay Feattes] 1231

3TTGAT - &l APeciel, 3T TAIRAY: FEHREY TN FAAHUIT el AlcEai(d ATHIADT | Tadl
faeaarfar

AFedell - TEIcHAAT fAEARSATH | (TAAdcATer @) gell, THVIA Tl Hle Taed
AACUTRYAET IfAHT: Hged: | AGFGAAIGAT Tefodiceadl FATaTecTaaaeNITers: Fehr: |
figer - e, Al “fh qpeden ddedlceAfdaT geafa sfa 2

3T - o Tl [AHETA | AT |

Tgaer - JUT FASAEATIITT Tetal HITell, I AHTAGHACHAISTRY al T Fhl |



CHAPTER: 5 Page 397 of 458

APl - TY el dalcHdTdl HARY: (3 dereraATasiafd)

TSI - 3T AT FHelad RIAFIUTTHAT TACT? 3UaT Fd Feagel |
3T STAIRIEETAT IGRHATIHATHATY H Fel: |

ol & Heeguey a&qy JHUHT: FOMdead: [IRe || UMY decad TAHIAE |
APl - (FHHHHA)IFAT | FiTordien HHACIA! AqAAhHscd de= # AYFAIsHacd (3
soRaTen fAeaafa)

T - (B
JATIS TEE FIRITH TEM JTYAT

EEIEAE Faafd g wullfedea: |

R eAYracar: Uil faaaeaatr

Y Al dTeAYR glecd Tef Pl (12

APrdiell - o TY oot faAfd | 3gar Afasaf@ | (Feear Fycar, aefscaivsn) Fufadiscanesidl
g, TRATIYT ATHA gfdeilclel HEFHOMNIIATAH!

3N - & AT IRATIA? ST AThee, | TR &I dugeATT AT

ST - AEASTATCHT GeIRATH | o Hcled o AATH - (Scatifehed] T |) AsteAaEcarereiid
HAd | $dq, Td dATGeiRurEy |

AFedell - (TeledX TEear, FefSeatus) FUfAdsT AR

T - (FeTT)
%: AR agAd arEfd faaR gidearm

ITATRAIAT HIURY AURTH-ARG 12U (T I goear fhfFafea darredr:)

IAET - 3, 7 T fFhaacanigde | 33 @t el Ayaonfes@aAEr Srasan 3 3 | @fd
Apedel gafd)

TS - (ApedeHEr ${car) 3T ol TEHA? (Ahoder AreaaEad favsfd)

AT - SEAATITATINTATHT | §ol AFerciel, eOICoH | PASHLAATY | 3& lalesh sfasafd |
TS - Sl Fojada IR parfazas |

fOriger - A= eaeal georRiaeTar aeduviafedar Hgaaaiaed IRATAG Ficard: |

ST - e JIATAT HHOT GRATeT: |

3TTGAT - Bl APeciet, T of: TYUEAATTAAH | 3rafaema: | (3fd #@d suiderfed)

peclell - (3TcaTa#) o] Wicad 96 quiaaiaRITeET faehReEd A Heed!

T - (Far faelie) 37e aAaaRemAvT Haden dlerca!



CHAPTER: 5 Page 398 of 458

gaer - (Sieliedehs) =g, H 7 ed¥ TEEHRIBAHLR Daard=ysaara qegd?

3TN - A, AATATET Flgeld | Jeolid dracaT# | (FohRIH) IR AERTAISlieldl [aeesr J
Headd Shold 0T TSIaeiseishad, Haar ar faRgadcgehole: $al o, & AfAca ar FHARRISTT
TNTATHAG RAFATITCHT FeFatrel:?

AFecel - (HHINAH) ged, AlcdFd | TN T RfTad=g=gar #==ad |

TS - (TCHITH) HUTHSTAATCHTA [AAeTH; HU ATCATIER HATA? 87 | Td draeelr ded | (FehIH)
Hafd, I IRAUT IR YATRRR Agere: AsgAfTeATshaTe= g teRvafAeaAard: |

3TTEAT - FATAT SEAT LRAAIROT: | (Apeciell HIRelooll TUAT)

el - (SHARTRR T, Sfellfeciehs]) §ell Apodel, FeITNed dld: Fieadigd Sdd?
peclell:: - dd: fh sda?

aedt - 3H Sifdqadedarafafafady sard sRsafa |

Apecell - Famuasd | fFaf ged Fear #=AY | 7 AU AT |

TSl - gAY dragaca: aderd Rl georH:?

& - 3T, 3T FATASILAT |

ST - HIAhIRTT: QMTd AT YU 3fd gepren: | 39 T 9 FE delcAafd HIAdA?
ITGAT - Aolcard: | 3R i e sfa aaada Agrosma a=f¥: |

TSl - 3T | 3T |

IAGAT - AT IEET: GHIAGES | Aol STogiarar: RRAGEIE Fedidereadisear: e |
T - 3TogTdRrsee Sifald & Hlqgers! e Ao |

3T - HUNcard: | FMAAAR [ el a6 TS 33 TURY aiTA= e ARy Siarghédeiasn
ATATCERT: YR fTAfaetamiRon |

TS - IFAACIATANY e Sarae |

ITEGAT - Tl THeAER - (THeATGTR)-FHAY TET SeATGAG 39 U&T........ (Eeatfed asorar faafa )
ST - WEAART TF | FEACaHHAW |

HAFAT - Y fHA 2

ST - 399 |
AN HY a7 TETT TIT Hoa:
o TR SAfeefd agenderd 13311 (Apeaenaiad fasafd )

ST - (M) Feumaanel & FRY: | 6 T aReeeed aRurde e gaeddismaamea 37
Hel: |

fOriger - (AfeAd peden fadled AT edr ) YRy dadee sard: |

(el TEHASIAT Forafd )



CHAPTER: 5 Page 399 of 458

TS - HEIIURI Hacar | 3ed of: FeaRaAauieidcae ™ yseeas |
fgaer - 3l faar | SifaeauTeReEda s A |

e - 3fa '@ @ AgfAeeE -

JEAE fRATIT ITAIGHACAIRAY FAeaed fAsfadead |

cTedNd AIETUTdeasTiaRTE! Haceafa ao gRomga=nfa: 1yl

frgaer - 39 GHERUIST Warisd Sl | IRT: [AREAT He[eaRTel dsehod: |
ST - (JTCHIAH) o GRATIS Tof e |

9 TC I AIHAAY TUTT TAeggvrdr rd: |

TSR Tefed afeg TINETH Ietd, IRl

AFerdell - (TANAT) TG, FASTFIEH |

e - o AfAeaw 2

Aol — SHFHRTEET Oaeraad tard fAdeRsara |

IAGAT - W, 7 JFAAPAAHRAATAEAY faqged Faeoeed! IHAH |
(Apecrell o ferf>egerear gfeyda )

ST - (T AES oI eATCHTAH, JTHIH) 376! TSI PhiiATadaIgica: | 37 T8,

AT ATl TgdT faerdet arRdwer:

AT Icdd e Ffafaded: IIRel

fiaer - (rpeaen eed) gor, o d Jad TegH |

Aiell - (Heggae) & e 2

fiaer -gareaet g Aty & | TR dmad | A Araficar aar afsafy | (R Sereer Hadafa
)

ST - 85 eTaeed IRAAHATHIA et | TUAEIEAT:-

FEHG AT [Tl STg eicatqom —

eeNY TAIauy Sierafd ear: YAOme: |

- G Aeheeaaf@ar: qdigar Feem: 1Rvll

AEEAAHAT FNHA (SIS eIJATSIA) (37 ATHHGERIUITAT RERATARIA: )

ST - HAATATTIAT THTST | el IRIGISTH | 3 TR ATHGISY |
frdaer - ad R A AdesImAgIades | e FaaeeueRaY | (rFagfase) gar




CHAPTER: 5 Page 400 of 458

AFciel, ATTARIFRFIARIOT | 3T FERISNA | TS |

APl - (JCHITH) FeATcHa: FHTISATH (FehTer) T od fadseceaey Uteedey a1 ?
ST - (heciell Teller, eAaTdd) & F Tel TUT TIATIHATATACIEAT Ticl TTe] ? HYaT
SSHTGhRT A Tl | T,

ard o sl geaft & qafd: ot sercaf@ad #fdy s |

A o favafd HAearaadie sjRsea=afavar @ q eivezear: ¢

(AU # HEAUTETeT: FioaATgar: duldaHcca’el #ad | Yeardes: fohel FargTiagl aridial gsdiee: |

JEGLEAEad & {fdeufavaaseriacsay |

g IRUTARUTSRIRr: ATHTHE SaHHAGAY 11311 31T I,

drareraufgdaeta- i d:

RICEAERIRECRIRECINECIG LI A

Al faeaeaqud ga A fFeraRsgar

AR 9fAAfa o Hegararte i 130l (FaT: FHot gear fei>afea deredr:)

TSI - (3MTcHeTaT#) 37gY e | ORT 3EAe=aANuT: quldaIetied | $daq | Fianiasamedad |
el - 3, HAARUARcclledsl TG TH: | eSHATE o SSTMHAT |

ST - (HEHHAA)TTO HacT: | SUACIHAAST JUT 7 afd dur gafasarag |

et - 3, EefaaiafRachr s deuiiaiAcd oesiag 3 faemafRgH |

ST - AT AGH | Eeletd AT RERAISTEA |

(APprclell ISTAATeN Rl FeATSl faelred T AWISAT fAsshled )

TS - Aeelcgeralsia AaRaHed 9fd | A aiEee] 8 AifdeY duaaed @adas] | & Tef
QAT ApedTITARIGICHT facagH | 7 & -

IeSfd gU: R arafd qRaedEdd od: |
AAThfAT Sel: gfdard AAETET (132l




CHAPTER: 5 Page 401 of 458

aﬁ?ﬁﬁs's\"'m":

(@ wfafa fayoon fagye:)

fgwe: - (f:eaww) RANATGAR USAH I oAb Rced ARET | o feses !
T FIARNEET I aIEsiae AfquonsiEa |
LIRS FfreafaraTeuesay d-Rifsalgusdd edidsed! | TIagaSIaNor sheshifal TR STeltiar
draed | 3ifATdae LeTATEATS HERT sad | Id: Agcdd Jog¥ arear: I3

AP AT IATGUIRITG ool FTANTASEH | FAGAATT WISt o fAsshraAfcd | dcdl 0sEqaR fAus:
Hgcd: | &F: TREATy ey dH8dc) FIMTHRUTAH JaSeTT dralehedehl Ahecell AT AT
gfRiar | AFd TIRATHAT Fel: HYATT T HUTA | AT 8T dTHT Feadalsgom: THTTATET | HT
IfeY: | lded FAARARGH TRAMA | (3fd aRshearaeld =), t¥ vq Imresid Naaes: | s&q |
HSATHSAdehel a0 $cal TAEAMH | JIIATT 1H fasH a8y |

Efa guswroATEFe Ud: |) (dd: gfaerfd FurfaféseaRany =)

TSI - A AT o GoroT Hefeq dgraeaAreany |

3rpardfsf TSt fcageraumdar o N2l

(AT Fean) TaaATcATIRIIEsTAdSeaAdcadfod: TERAr fasesad |

Taey AfgFE=adsf a3 ITecaT aar

I1d Ied fAdeaaeeaar A faemaried |

AT I U Y& AT ARIHFAT Te

a4 afcshel ACTRIIUTHG! HHAT Fadr aeafd IRl

fguer:- (qufyd wa) o aued, T A gEaug TRfd | dGaTgAET I |

TSl - (HREA) FHcllsd IMENTET: 2

faque:- Fd: fohel TaTHEAFHANFAHHROT oA 2

TS - o Geddeolfd |

faque:- 8 9T, Fedad: FHeolellell [ASFaATT el fhATCHsT: FHIAUT, ofe] ALY ?

ST - FEGIETT HROTH |

gy - A T |

ST - HUfAT 2

faqweh: — Ud ISThRTTGISHAAree e dereRdicdall cadl #iaded# | Icdcd Tcdg
RETICHAHROT: FENAAATUSTHUIAT HA IMAOTHARNSEH Tt | AT faase AHwATT
draefasfage |

ST - (TFAH) 31T dGAE | AATT PTRIYAH I HIATAFeld det: | e, -



CHAPTER: 5 Page 402 of 458

o AARDIATASIATEA el TeReARaargs Ay |
geaaiaqdcy &: Tmr: d sa 7oy fAefsdager: 130

faqueh: - (= g@ faeiiera) smerar AT ged Hoar Feaad

3IRTY AT SfETATHI !

ST - (AReATH) FAeaw 2 Jfawmaoid 7 Feearean sfa Ruarsien |
fagy: - s | (fa seqfaresh)

ST - IIET, fass | |rady A a9 |

RIgw: - JMIg e |

ST - fAseded HIAT AATIARREHAATITY HHATOT TgTeT Hiadea# |
faque: - f& Aewariesrare ? da ead goeid: &fo: |

ST - IT IEIIA | F: dIsT A 2

i) SlarRes:-(Jora)3rardaq & |

ST - Ygdeh, FaArdfaedraergadiA |

alaieh: — a2 (3fa fesshea Faican He get: UiaRd ) U Sraraaaichval icfdl geaefeya fassfa
| 39Edcard: |

AeATafd:- (TSTAHTeNF) TSI FAfAf Farar hael Jomda

Hgedr | dur & &a -

FARALTAERTeATHIYS IFAFRROTETRS] WeertRiFeaa |

3URITAT M cATIdcagded FAIReR s a9 yvErR afd 1yl

(39cT) SIS TN | TEIARATICHOTH | hoA-a Jaefiard 2

TS - HAeelchTg: Flls[EA FIAIAIEAT AT |

YA~ (STelieceh) HW ERRGTAeHl 8 | 376 dlacealiAsliRecdgicaseidicsd |( JehI#) Foldedy
99 | oo TIRE g |

ACeBePIe] oY HAG UG qY:

Hea AT oead fashfaateacd sgshier: |

3chy: ¥ ¥ ufeae Ifewa: Reafea @ o

g egae Fefed FERETRase: $a: 9l

faeue: - 319fE, ¥ 3cHEed® | JFAHATRIAT: | od dracedidIsTdIAGUSHT FaATaehIelelaed
Shotered el A8 afasafy |

ST - 81 [eAT9d, A eaARse I TH: | IA¥d gl ANfAAelA | 3eg drdd ;



CHAPTER: 5 Page 403 of 458

BHSteheFah Hidhed NHITFITA] |
Tt foharar augdfafeeederfa: qeae
fam asranfae o RifYosaerumTaee: el

JATIT:- JeTATasUd A |
ST - e fe acd qaerdeaaanieor: | Io7 @ A Afsrduaague-uled qur Heteer: | 9o,
AAYUTAY JANGAY I[¢ & eTeTcAhaAred st |

TRAfeThell a9 FIhlededeadsiiaerarcadizd ol

AT Terargatl Qe |

faquer: - eaqdl T 3cagdcdied: | (fsshied: darafd:)

WS - (ARSI fdeiler) 39eded Hacdl HIFEYH | Yddeh, cadA ™y T FAE F% |
aRSe: - I=d revafa | (3 )

faeue: - Fd sad AHTEISA | FETTARHA Tegesr iR dafadiTaer Rerder fadedg
HATITICEH TS U $7arial |

TSl - TSI |

fage: - vq e (St aRrias)

TSI - AT, HAdTedas]: Balsf | AT caar a2l o T

faqueh: - o] Sraretaral A acid !

TSIl - §d: FHleaHlcad T | 38 J AHASHAAHSN Ao tiehed sialia |

[aqueh: - (FaaTc#) $aq | TR o G | (FehRFA) Al aTET, o ATqHh-dhegdar gegd |
ST - §9, o 9RER e dRamon #e: yadd |
Fgafawsrd fohel HRUCH dgfogiaiedTas |

3R R TgaiAd Aaarfasmegas I

Tagueh: — (f96%) JUT HEAMY MUsEsRTedSIaed folaUAHRIANT $Tdcadl THReTIRHATAAT s7aed
STAFIYT |

ST - & dracal 9RIfd Isigaard: |

faeue: - dege WU Fgadisi fowrgacaeafa |

ST - a7, o agar 2

RRfAdsy aReEfeTddccaaem sucede #Aaa fafder Far o |

ARG gfasnfa a1 & arqiasfcadldRecd aqea a&m: (1R

fagseh: - Tedd geIreer serl sachan |

TS - 86 T A FAAY Fdd |



CHAPTER: 5 Page 404 of 458

3ATeT S0 fohaeraaes Htee:

AT Tool HYATHAREAIERHH
31@US qUATAT HeAAd T dgueeTe
o Sl sNeFdR fohfRe geoeareafd f@fe: (ol

faque:- A & g aRAIAAT a7aret | AT FER qufEas ssedidafaarueiver sE afasafy |

TS - AT @] dF Hafd | o T FleagdlsT Jeeia: |

faqueh: - 3T HIrdHA-AOT HreFaET: EfSeIT: 2

TSl - (AT ey e arsia: | auifd q -

FfeAE AR FgdAerl gRdA-aA Acdpdies |
faergarRagicaraedar s fagdy #ear o o dgd: lieell

faqueh: — o We] TSCATIET TaIS9 ARG |

ST - A GEAT Gef: ATl HHATIASRl STaFsiacdr | aur f§ |
SHTSFAUT TROT: &7 FcARIUS dedl AT Hfdfded gerfer arear |
3Mefagcdder T faATadedl AT dehomdFdA T gaATome 112l
fagueh:- A1 f& JEITIAN 19 | Fd cqAIded TNIARTT FRAH |

STl -, qURaie: SRUCARASER | FRedd ddd haraeds JRISHTS Teoma: |
faquen: - HISRISTERT FoHTH IAH ? AITRTSS HETHEAThATE ocd |

TSl - H{Y, HAT AETEIAT qUiasl Adufed @ Ierhaf fAernfaeead | gea -

ggfcasafa qufsar syumon &R dcher |

dq: YSHIITHETZY Secarugehl g o 123l
(@T) goa ! fAEard w4 |
ST - (FOT gean) 3 PRuedrarauiafaaadeas |

(GifaRT) ElaTRen: — ST3iq STaq el | Uell gal RNHART TcieRefAAaed |

ST - OeT Egideles JaerT dt |

alaRer: - uy gaernf® | (i Tswer w¥pAREar w8 yfaed) sa sl Hawdt |
ToTel faeliendd:)

(3t

YUH: - el ACAAANSTT FARTHATAET dYY: | AU e oA HVe ifafden Tl | Far:

ATl FEIRAATIAHA FEHNTY WIREIEIATT q9: Tede Al>eairi |

3T AT TR aRARAROTEHeNd: qoa: rear ARARTT Tg: el Terqd: Il ¢yl
eiacg: - JMaH, 30 § TelHcasl gsded: ?

gUA: - HY A |



CHAPTER: 5 Page 405 of 458

gfad: - 3= &
SATeT AGHAGTARATHAAT GRAH Uh: Pkl ATRIREIISTEAAFT |
IMEe FRATAY GO TeedT & S ey vy s diegd @ a9 1l e9ll

3H - (FUeEy) fasraEa o !

ST - (ITHAIGEY) JHHAEd Hawcll |

39 - Tafed sad | (3T Beegued:)

TSl - (FYOTH IRE[Ed) 3Taaadfacsia |

35t - fafgar saEsHACIAEET: | A Haed Wgded |
ST - fRATATII T ?

3H! ~TAHAT: HUTET AT HIALAIGEIT o SISCITEAH 3cUGATed | deidIaRTs ARG AT
HAIAT FATRTRIATH 3THH:” 3T |
TS - ITErctsTed |

faqueh: - (39ard ) TeEHgRAT dseTLT |

TS - (PR Fcdl) Yadeh, HAegdeigeddl ARIA: - F0MHe IHHIEATT” 3T |
Gaie:- aRa srarafa | (st Pewea:) 33t (@)
IARIRTT gl grcedtae @l |

ITeATHIEAY SIfETcT: el Aam: Il 2ell

ST - (FOTHA)TESAT I $dedl | gACITUCH 39T Ud |

391 - faergea (3fa Asswreal)

ST - HTUS, AR Apedeieda Hged ?

fagyeh:- gua FuRaEARNT | Ferel TaTagcdlrds e AraQfyd: |
TSt AT HS | A Aewey afdsad

faqyer: - wy et | (Ffaed)

alaTieh: - Hooll TUT HTISTATELAAIET | Y FeAeIRIEIIAHTATCAG: FeH I |
TSI - (HFEIH) fhaAFaT: 9f¥a: ?

glaier:- 3y fove 2

TS - ] YT |

glaiier:- gr | (3fa osshe, Fxerhor g ufaed) oy &at | 3999

hETh: - ST SIAq il | cedreaAtd “ AT TqAicad TgeaIRul HA 3udrar Hfasafd | a7
SrarguTaed afesfgas sifadeas ) sfa |
ST - SfAduieasria | $dl qeelellal | I SadA Ty Jeashaoias | e gfafadgs 2

faque: - PegpRarRre fass |



CHAPTER: 5 Page 406 of 458

ST - HAATG AR |

Feadifdeicercare, gatheraid & #el: |

T gfagd &S ET: TAdEgr IAT (126l

(fAfeca) aw, cawrear g7 3fd gfae@ia: | Iar sarfaa: gfafaded quitasricgaame=d Aaey
AN TAhcd HSSIIAE A |

faqweh: - o @ AT ENeiieeh IR |

ST - (TRAT) FUATEA T THTT ?

faqweh: - IUT TSN Aecied AT TeoIH |

TS - oo AWa=AaRIY: IREXoN sfd FafaaarEhrecadd ¥g Fearaama |

faque: - (Faera®) deT & gareiesereil Hgcd: |

TS - (FITH) IS ag: | HaTdaEHATIIAH Hod: PoT: FAAd | 7aqg | Tad agd | (Ragwa
BEIEIcAT) I, HINRAEHH ITBIH | o To] TcIAd AT IhAT HATHAT: | 927,

Fq g8 F9 WETH-AUT FIRMS: FHRATAT Se: |

aRerafasiiead a@ warda o Jeadr a=: |||

faqueh: - 31y e |
&fa fasshearead )

s Seh:
(AT TTARAT FRAACTH TSTHATATASY:)
RIs%:- 3161 AGlefATa: UIfal g8¥ecl: | FHIASCHATT TarsiH o Hafd Aedgarfor & F#ATOr Fgedria |
& YT SUH ARG &I |
gFRUIG UeW: | [eaedeia el
TafeATAfGHERUTS gHisfcassa 3ugUfd | (IReFFaaead 7, 3T ) friae, FEeA R
AuTdfed T Afg710r dfided ? (Hfaafds) & gy 2 “3audsaeard Jeaceasdr ageder |
ET: RRFATIOU 3 2 A TeATel STUIee | AT Tof 391G HUaEd Feldceeodiaad | A
AT AMecgadmied Mareed Rasiasaf® | (3 )
fasehFaTen:

(dd: gfaerfa sAIATATGEST TST)

ToTT- (@fded foeaey)

ST JUEYT I IT a1l Wadita & fafeas |

HAAREA Il ged Uiy a4 FadR—gA IR

(FeASTYT foeed) #9Tae] HHAYGY, 0T Tegaal o aaaeasgrafaa-tiad Hiifsaad: | $d: -
da FEARE MeaRAAAwar:

caafAcHAIATY TId AGAUY |

fagefa ReamiRiTafargage:



CHAPTER: 5 Page 407 of 458

CIATY FHAUTeaFARIRUT 11311 3720aT

HAAATT AFHIHATET TAATTGATHAA 3 |

Ife AfeTadgs amAfea gexdifa s

(FUE URshed) &9 o Wel VYT HAT FGRRAA: AHFATHACHA faaeana 2 (f: w@ea) & o
el A NAEered IRUHAI ? AaeAHTISATH | (YEHACNFT) SHTH SIATde YAV Fcderddacy
AAATRY FHEISAT Aercloll IHATT | T3d dAracgresnid | (IRsher weqed sufican) 3T,
FATAGHIMSTHRA: |

AFIAN I HITH: FHUTATE Ao |

HFIRAGIARATATATTASTEIT Tt (I3]]

(ARFITTAFT T ) HEAFATTARTETCT FTATHUSY HioaAgedl Apeciordl dfdcdeds | dur i |
HFGooTdT QLEAGAINGT STHAMNATIRAT |

CaRsE qTusfed ygugiade eaasidsTar lsl

IraeiacaleeRUTacehaTid |(TRHFT TUT Fedl, He#H)
3, oY AFAAOEH | T A AARATVITAT HHGAEROT RIeIgAfRRE FEam=arad | #ad |

AT AT | (3T faeeae oY) (dd: gfaefa JUFdeaaRT ¥ aE@isdi o)
eI - (3UdST EG) Foll Ahedldl, T U d AfT=Ag7ard: ?

AFedenl- foh A7 doraa: wedt 2 (wed! {we Aeficar weRATdEad:)

STT- TAGCETETINRT Gl Aedell T2 | (AfIdha) afHATATTIGIY: T, 30 JAT A FAATY dcid ?
(AR fAdud) 3r2ar Fd Tedge |

FAeaEdRi yRIRAfaaHuTe ST

Omam: e AT FAT aqieH |

TATATT: HIH AATHTAGTEIIERAT —

F g drAedd FIRrATeE gatag Noll

Rider- (Sieliedss) 3, a8d s FUACHHAT RIT Tdcgeha AFedar | & 7
GeataEd e [HcdlsSTHATASH! $dd ?

AT —HiE, HATINEIIRISH §eIed | Haq G&IMA didears | (FeheH) T, geecard fhafy |
Sordlel @ef d Hedld: |

pectell — (YaTefeT ergeiigear™) gor, foh gerqermatd 2

3G — §ell, Ahocel, eAeTecy Tedldl Healced Jedleaed | o rehfagrae=ay
FHIAAAHIEAT HIA, e dd A | HYF, SfAAed T Fdr: 2 fTdR @of

RATIATS ATATARFH: FlIhRET !

ST~ IAGIAATAIT AGIETH: |

peclell — (JTCHITAH) Toldlel To] ATATAAL: | SENATT Fgdadlel Al fFdefada |

iiaer- afE, Apedel, g5 TN HUIfd | fhaTcrsl 3Tashaderd ? fead Te] IRETATN: | dhefel
SAUIHAT BT ol o H Al |



CHAPTER: 5 Page 408 of 458

SlT- JHaauATE Oreer | aur g, -
EITHETTHRITTHITTHI : crwlfbo—qaicrmﬂo-i

ALY: FoAleclel: YhATIAAEE Bfd: qrog |
MAT T ISAT T AcATFTSCTATAETT
TATOMAT NGO FHEAT FTYSCT oIl AT (<]

eciell- AW, FEF aaey HURASAA 2 fhcararaREierst af srfasarfar |
39- 31 vq To] AT | et d@faererd 8 g degdes Hafd |
USll-  YSCT STolel HHGEHEE dlell 13 o qeaqfd HARTTATTSIHA |
7ol fagcy IgAsTIAAT HJSUTHATR AUTHIARAT IATsTEA IRl
AFedell- A, TT: FHfA FAA GHATUARTT: F TANTAIRAT AATz-mmmmomoeoeeev ETdlFd ool Aeafd )
39- FHUgd DIad |
Apedell- dd HRET deTFAIOIdEaeEA Hed |
ST~ (HEWH) el Acreds !
T U9 dagdfaraffar § v 7 Ard: |
fGaw sanrarATaIcTd Sfadeed ligel|

Reheciell — T ATHA,JET JAT Il JAT T T efshedaiidn s7aTfd | deg2araed @fFad &
forelieena |

ISTT- TATTSTE, T |

MFaer- (Sielledehs) ¥, GUTAHeHATSETHY BTV JTEH SECHTAN, § oTellH: GRarom |
degFdaeaT feemsiRafze g |

AT — AT JAT HOUIRA |

Brder- (FhRIA) A, EveaIqeuedsEifaay: | HPRHASSIcdl 7 a7 HgldeddcRid 7 gamil
HEHRHA-RUT Il Toeliddl Tge ?

TST- fohatar e, afe faemy eremseheraraedctd !

ITGAT- F: GARUTT AT ead e o HEAT HARY Fearedra: ?

rgeer- foeydfafa Reaea sad | efufafa g |

AT — HUfAT ?

fOider- e & ISIREar Revuesear GRansiery Udie aard SomRH «@ead |

ST FeafHedsrd warfes | aar 7, -

seafRIRNTEaEameauiauiied

fafr Afr sereaearagayaRf@T®: |
Felhdeld TEd FET FIAT Jiaarda lgell
iaer- (fafeca) g, AcToalsTd hadid | d AARNIT $eal CaVAEEAIC aFd &

grafasaf® |



CHAPTER: 5 Page 409 of 458

IAgAT- W A FHAR: FAET: | fh a1 erpecienn $1oTfY 2
Aprciell- & @M a1 fAehecad 2

aer- a1 & 3cAe 3u-araqd Reay drad Al afaauessues ||

Apecell- goll, Redamggs | JadRumsiies qadud & ged# |

ST () 37 § o fasofa agamaicge [ugsa % FdisaeiRoms
A ar SR 7 ar B P qua: sy sad gl

Egl- 3 IcAUIEAIT, % FaTll RRIAATARET ARG SAIEAT TeledsT IR ?

Apedell- (ARSI deaes | (scgufaser Reaafd)

TSl T T faegafaasor agqsr Draadnanta |

Sl HARHATHTATHEDT: TaIfel T |

Suchhdel JUATT HTIET Sarelel (193]

Apedell- gell, RAfedd #7IAT Mdaeq | 3R diia Jelefgerameraiia !

fOriger- TaRAsyHIegHaR Al auffacdatt F% |

Aol (TN FTIcal) gell, YUIAiAerl Ty o afd |

3H- afed ¥4 |

AFedell- (ArAfd) da & ST g&d AA ToT: HAT @i aHFAf |

fgor aufa JeiEaf gear-iRaeasenfa eyl
ToTl- (HEAIY) dufd ooy FAeTecarATAel Al qdeadd |

TAUATT AT AATSh o AT f§ Hoeadr Gaa: sl
Tl (faelierd HevHcU) TR Tde Edel HARYET | (Apedorsgeardiaesid)
TST- HTHTATINS |
HreSCHGARNIAAT eFellecl [ aHTSIEIOT |
TEIRATI o O ATAOITARAST 12l

3eTEET- Sci: RITdclsheRFATsHIG a8 | (TSafaIfa Al Helooll fdvafd )

Rriaer- caaR JaR-AaeReT: JeaaT: | @EReg: Jordt Jeaadiiest Hfa |

TST- He, AdcaRerd#d | fafeld egeferdaead serafd |

fraer- 3Mueaey favafarfiar STaearideion I AfaaeaAcay Ioats ael: |

TSAT- ATEATCREA |

ger- e §raTaa): HEad A REACHATEUR Il HEATRITIT |

ST He HTURONST GUTT: | FAATIE IS A

pecoll- (Tidersaced) gell, fheed: RIETI T TR 2

SEHAIRIAUHIAT geqdledATed g6 HH |

e FHSTR AfYETOr AR EA g T N0l

HAGAT- TIEY, Tgdeeldl AsTlel: Hed | JAT al TRl steieriesar = safd aur f@ded|




CHAPTER: 5 Page 410 of 458

aRagegcasid gd Iiase Hered A |

THGAAT Tdf T T JaARzH Nls¢l

39- faqa @ |

frgaer- (FefSeaius) 3q, UV Sdlecdeescden! Il ARAT-aSId | e Faerdig U | Tfg
AT TAA | (3o ieea)

QpecTell- gell, 3ROMEA | eI JaARFES |

34l gi¥ear I RO | d9 @AY add | (Efd Aasme)
Apedell- HY I TF ?

TSMT- HAATANA | ArTIARTY AT FATATHAYT TA ?

f& efdel: FemfafefAudards asararf afdshicearged: |
Hgdh AU FAT IYHE o FaAGATHA TOMNGd Fererat 2Rl
Fedell- 7 ATAISATCATARIIRASY | (3cgedr™ TediAcota)
TSTT- o, HARTAATON fead:, 37 o o a¥Rraer |

o

3T HUAATA ATlsGerehioTdEdeITa o |
FYATTY AT IREreTITaRE:: |1Re |l (37T Tacar Haaara)
Apciell- ARG, 8T fAATH] | AATedCdT o TodlcHd: Y7ard |

TST- 8%, 376l TeoTarsrdeT | goer o RfausT qasraear ay agrsafa Fordfa: | ge,
meador (4 Ao &) meudor fSaa JETAT TATSheehT: I
HIed aRoNAEdT: @ Rgferear@eafeear: @) 1:¢1

Ardell- H>d dG-HH | AT TUSTAATATARISY |
TSTT- ag AEAA |
AFeclell- el ?
eRET AUrEdr #37 d Jed GeaX IEdd ST (IR
& AGHAEA: FHAARIATOTT | Ahedell TREXTd ATede )
(FT2A) ThAThaYH, NHATET TEIRHA | ST Ioedr !
Apeciell — (T gedl, FHHAHA) UG, 36T AH IR cclled T i Tarresfd |
defaedledRar & ?

ToTl- AT | (ScATCATTAAT T fasafd ) (ac: yfaefa argear s Tt = )
gEgl- 3 3a 3mAT Atae |

M- (AP ey )T, 3T Tl dsgantat ?
AprcIell-3T, 3R & faaw: |



CHAPTER: 5 Page 411 of 458

et 3@t gelfeder favramesa @ R sfasafa | (3rge)

gcd, gRoTdr fGad: | vfg | 3eodg Ieore: | (TRYdT:)

Ahodell- (JCHITH) §&d, TIHAHAT FEITed HARY HIRHAE o F>48 | FeREAAueaEd 3 o
HFIA Hod19: ? (FeTec [EUcar, Geh#) ofdiaeld, Hoedl9gRen, 3H3 i AT aR#AemT |

(3T G TAShiecll Aepecioll TERIT:)

AGAATEAld T&HAET: FIAG A o giead d 123l

Fd o T WEYT IO ? 32T, 369 DATARFFAHFA SIdTaerd Fqgd TATAMH | (FddIsTAF)
qET: eaadT R R Remranfag

Folled! AHANE TY Afolegy A& |

gedieasefae foamsRuIfAcarasIATAToN

fordfed TEaT o JTEIETECFATE YrAET (1Y 1| (3ThIL) i !

AR FAARHOT HYGed IG ganeratad aika: g |

BIARMIrd TEUT HIATCUTAT: FereAradeehaem: AR 191 3T s

TSTT- FTAGHARTTSIA |

ggUfsseh:

(ceT: FfaRId: AT AcT=cdl T

3T ae, e AT AT [HgedehedIun ehedalsaeasieia«l ddcdid fadd & ged,
aurAdrad e |

[ERCCASIC T C I

3IEET- 3T | ASIMNRISE IREATANAITH TSI IcAsl IR TRl [EAFETT Scileld Jecled
R ar o afd |

faer- fagsen & | o dre’n ATHAfaRINT JUIfaRIEE! sdfed | dTd $e=NAH godled Hcdl o STat
f& gfdaceaa sfa |

I JUTE TRATH TN TETHA 7 |

[ERCCASIC T C I

HAHAT- IV Hedel Ffauresidcad didd JIH: Hshed: | d IS daAa grareald, A-asuards
el TEeTe: |

Traer- (qeuensi=l faeiierd) afE, safarer afoes qaicar Haame |

ITIT- o] TEIT: AT HHAETICTArd=ar |

fdaer- goad (3fd dca FATHATI:)

(@T) A AT |

HAGAT- (0T gean) fadeniaa Hafeas |

fOrider- Aeeerateafgdn Qrepeder ?

3G 3T g dadieated | JefAarair: Hg: |



CHAPTER: 5 Page 412 of 458

@a) 3m: fafRaRenfafa

AT aTedl TAFIATH daNee afcH 7 AT |

ARSI ol o | Qs G U7 GHcd: TUH HATfAa 121

rIeer- g1 &k | g1 o | 31fSAe Haead | HiFAT TollesIRIEaT LIEadT Adhecial |
(QIsTellrd) o Te] ARTHA HIEHAT | TY GaTAT: FolsTehal HG: | TUT Accdl daTaelicPpooral garar
I gfafaged: |

HAHAT- el W wafd ? Ireo, UIedl: GUEd foldacs, Jracsatichduheqand |

Efa s

Rrgaer- aur

TEAT- (FeTect TEfAd [A%CH) 3761, AT AT AT T HATIEEAT ToU3TTeTe !

i gedeTar soafa )

wifaR) Brider- @, ghfdak: @ HEae=d Yiaagonta ? Fafd g degmer: oo |

HAFAT- (FFEATH) AEHAA Tedde™ | 2 |

frdaer- ger Fafdd Aeofd, dar e #ar * serae, 9UH 3fd 9eTafeay: JHaed giRgel=ed
TGRS TRTET AYRITeT” 8f |

HAGAT- daEad: |

Rrdaer- &dl, ‘d A gaaa=grefagaeta | 7 g sfeemRoedas e Fafdsaa sfa a=gamr
Taledted: |

3TN~ AFIHACTAARERITH | A el AN HH A TATHIATSThTAGIclIeh FAROMATAT
T Oete s | AieHs] Tartiaarr Apeden siasafd |

Rgaer- af@, e | oo draeear fAadame: | (IReRHAa:)

iaer —(faeiier) 3o, 9T diad | aseEdbigd acasfaflda Peadr | seraan Reaarcaeay
oAsT faseafd | foh qeReEgRa |

3AqAT- [O¥aer ggaRd (Al W) ¥ Jedledasad | Ifadedr Te] Yhiaderdr e !

RIaer- FI ATHASONGHhT AgAT el @i ?

TsehasT:

(@ gfaufad gedifeua: fRrsr)

fRIr:- deliveraTondAeselsA a7 Haar Jargudcds Freav | Yerel fiaearacaeienanta
fehgeaiIse Totear i (IRsheaTaea T ) §od FoTIaH | 2 18, -

ATAFASTARIE TRATRATATTISH AR T Thalsdh: |

AANCIIET LIICTITACITHAT Al ATFIT FaATCHAGATTRY IR 11 3T 7

Hedfed AR da FAGad A T 7 Feeafa ATl avem

AT A AT AT AT G TAATTATT Fg: T 1131

3TGAT- I ATH [ATTRISHEET Seeicled fdiced a2l del AT AhecdoRAHA—IAT R |
farsg:- FraquiFrar gieder JRa Fdea® | (Frssied:)

IAgAT- Sfdgearf & sReafA? & 7 sfasaf ooy seaue saifa ! # sard dwer sad,
YATHIHD ST Yeaged FEl U HIRAT | 37uar garg: g vy faerafa | 3wz, &4 |
TSEaE A AraRcddrad: Heed dEAAT 7 fagera 2 atdsreasenas awr e |




CHAPTER: 5 Page 413 of 458

@l qUfastel HIseTLIdA 2 e WA ey 3fd cFafdarfy & yranfd garavfafageass
AR AT RONATATI e edl Afocoll [AdeATH | ScUTAsTATR: o aofas 2
(ifaRa) FRiger- (Fg¥#) A, caREd cai¥d A el TEAAhIdh HAIIR—TH |

HATGAT- AW, HYATA ?

foaer- 4] | gerell GERATRAAYSHT AhecTolFehre IAAEH |

IHAHAT — FAEA: ?

R¥iaer- AraesT dooNadan@l IRSId diderRIusas JfAdleedd | fGsear gt iodesexi
STHATAEY qTaeh Taghd: Ifadm 19cd, GRsgaRecdr [aedanne=ara dgcar | 3fedd HRErdr o
o T fawsrarAfa |

IAGAT- 3T el FATEAIRIRITET Joclod: ?

aer- 31fereroT giasesy RN AT SealdAzar amoar |

HTqar- (laeAd) HufAg ?

Oaer- (FEpdATAc)

GIeCIATTed ol GuTetl 3 #7a: |

3} ol SeAwATIe A AT Iyl

3T (PREeAResT) afE, B & | & caadia AHeddl NTd ScqhUsETTRUT IRATTHFaH |
frdaer- |, e diagehvsl faeleRsara: | |1 quiae fAdedr sad |

TEAT- dlel EAARHIIRITEIA I F e ATIhHHCI, el eEcaiooigd $6 | AdeeHT T&y
FIRTEAT e fccent qaifhaoramiic AT faTaanfd |

Trdaer- aur fShaams | (3=gEn Asshiedr, DRider Aredsl gAear Jgomi)

(FTLA) TR, feRTedi ATSIRATHAT: AhedAATAY |

fOiger- (Foiecdn) e cated | T Te] §IRAATqRaNTHeT: HI: AseeTed |

(FTART HATAFSTTEE) AT — W, Tfg | aresra: | (3T aRspAd:)

Oiaer- (eltera) o gfew va R gfaftsasiargEda:
TafEaraiaeh T R e gATAT hecer fasald | 39add Tl | (Scguadd:) (dd: Fiaerfd
U SCITIRT HAEAT Aheclell )

AIRAHATAT- (Aperctell ) S, HITGATA IR FETGRRISE, a7E |

gfadar- acd, dryafast g |

qellT- acH, STSEear 8d | (ScATRAIST Eccdl iceiast fersshiear)

Tl (3ucY) TR, gUHASS o #aq |

Apecell- FTAETT A FE&A: | o e |

3H- (HASHAUHATUAG, 3UTA2) §all, Hoolls1d, TTded AFITATHATAFHT IRIATG: |

peciell- SEATY S Hedodd |gsHerdl AEiAvs Hiasadifa |

39- |, 3R o o AR AfedH | (ST T ATed=l JHTET: )

TSIaer- RN SUATHHAG AN : THTEA AT | (FTIeAIIeTg g P aARI)

3- SGHUSHIUIA | cifshadraadadr | (TaT e fafeaan)

M- T F ARG, Hel TAd ?

TUH:- dATARRITIHTAT |




CHAPTER: 5 Page 414 of 458

MaA- & A {edn?

&fadii:- o @el | AIAH | dF HGcl JIATACAT: Ahedellodlaadeaiasd: FAIRIAT | dd
gerelialld shel RfGrgUrg dRum ATSITIATASH ATSTIRTRONTHIGAHT eeTRE: dhel A |
AT FAGTATRAORTIGHTINe2re-

Ea=ansRuT dfchaeraigeuideatearar: sl
TBaer- (e faelle) §ol, Aeguacar el d Tciiessfadean Tsteredr: | (erpcte
st Aeaafa)

T3, TeAfy | JfNFEAIvTT FRIUT garafadar Haeara: |

gfadr:- qur | (3fa faswedh)

HEAl- 31, HAIGFAIUNST Sie: | ferehaAuR=de 3753y o smerorfafaaer #d: |
Qbeciell- Sflel di Aqud| (3 ACAeATeisndd:) (Ad: FIf FATAerdT: FRIT:)

HIRAT:- AETACT Ahocolid Fed HFESCHhUS]

HUS: FFIdaTIgfedhe¥iRdedlos e |

dFelcd AF ATACETHG Fgeudiehd:

disged MU HY o deAgnaevgded: lell (Sfa aRehmaf)
e — gell Apeciel, IATAIATSATE | IREcF T &ftAgITerA . |

Tl — ST, U9 o 3ol Rariear T&INT IRSaSiAE 39 IEAEd: | HER ddcd{ayeded |
AFedell- (FHSH) did, Tog; |
H1IT: — T,

TATARG ATASST HJdgHAT Ha |

gl cadA T FHTS da e ol

el 39TaeT, I @edw: | ARl |

PIRAT:- Tl | SATHEAT geAro=l Teiaoiipesa | (T TRepaAfed )
FIRIY: — (FFCCATSSATET)

3l af aften: woeatasoar: ] affeaed: seaeediest: [§) |

el gRA gega-d dATeAEcal deid: Uaded il

JTaSSEACTIA - (TETSaaITH) & o ASIRATHAT: 2

(wfae) fRrsam: — serae, 37 & |

FIAT: — AT ARTACRT |

UEIRT: — 5 3l Hadr | (I IRep#ATq)

FHIRIT:- A A | HiedATgdTEdIIdaTd]a: |

aId o YUH STIEITd STl JEATIAY A7

AlGed TIIAUSAITY Hadl EAged AT ToodH |

I AT Ahoctell ITda]g HRTAIAH IRl (Hifehord Frdean)
HAATITHAT Aehoclell A(ARNT ToAdTHTY 3 |

URIYATAEc hel FUT FiTaaallehcd A TRRIEAH 120 | (3TN




CHAPTER: 5 Page 415 of 458

Feal: HAfAAERS: FfsRgARafAdEAgEdT: |
AT GUREDT: SMedllefeheladered RIgee q=ar: |22 | (T FfaeAgamhugizad)
aitaa- STa, aﬁaa%wm@mwmﬁ duldel Sadifd: | JOTH Herad: |
Apecell- (IO IR, STelfednd) goll e | ATl HRT HeHHTE IRTSIecar gl
A Ot GI: Fareld |
RIaer- F $ad dUlagAaigRIcRT AT | caAIEAAGARRET dNTAEAY dTacgHaEAT TId |
3eaTfoIdesehdell Hag: IR HII: |
UGAUUSTAT H>AecIHONT ofcT: 12|
Apeclell- (FHcan) drd, A defedicesT diad AR |
HIRIY:- ATH JsTIT AIGARIEH | 3T dAG=iarole |
Apocell —(3UcT AAANAGIY) TeledlcEl; AN AT FeATASAATATN: ATETEEIE: | 3T fa
eraRafdelr o @el sfasaA |
IR~ gehioTd TUAAT HAT Ta1Y HARHATCHELY FehcldTal cad |
ool FIATTA FATATTAHTA IEAHE cafy o wufad dafded: 1123
3d: 9T gfdueaed |
APl — (FEA Jidl) gell, U qaagaaiged ey |
TEdt - 3 I FET gEd gAN: ?
HIRAT:- 3T, 37el Tfeear | 7] HacheaAa [Ediehciean
Aol | (T aRswAf)

Hoclal- did, TN I e arRoll AHHRT HIatdalsAassdr 7afd, dar #ed A TafadeRigs
[CHEIRR RN

FIRAT:- o1 AEANSTH: |
AFecell-( ATAASI TUcal) HT o Tody fAadH A Hoold ?
FIRIAT:- I, TTT
T JUTTSRIYUTTASIGH ol #ATN=ad AW HAFATaee |
QATATRA TSR STETTT AIsT o Goeheleh: gedl HI 12¥ll
Aepoclell — a—mﬁ:mmnﬁ—qﬁ?ﬁnmawﬁr?yﬁ?w@mmﬁmaﬁjﬁw | SEAT FAT
faRfed caf aalRasafsafa | Aadea aeq |
hIIT:- jc‘-ld'HUIIo-iqo-MIb‘-lbi—qcllcd g Ea3 E3IEGRI ﬁm |
ST EATeI T T AT Al gerfel @of o fawaisrafea lesil
QMSIRG: — $79TaeT | mwmswsﬁrﬂgﬁ | dfee TREIRA | 37T dleaT
Al e |
ST~ el BT AIRGETEORAATI: | (T TRwhe &)
HRIAY:- (TcHIH) o o Tl TT HAA! ToeheT JFATTHEHTIR:
Feeseedd ? (3fa Reaafa)
Aprciell- (STeflfecieh) §ell, TRT |AfeiAITAed R 3T TERATRIATRT ThalFIRE T GEhIHAG
FATT |
HAGAT- HW, AT AAIET |




CHAPTER: 5 Page 416 of 458

Ty RRor f3ar afa oEt e aRe
AT foREq @RS Agafd 126l
FTIT:- ASING, 3fd aIT FAegaaATd & T Apeciell RER TFdeT: |
ATSING:- HTATII] HIGT |
FIRYY:- IEAHTY ARecd HIAUATTS Fel dTcHeA-
EITIET: FYAYATHdl Tgadfed o e |
ArATgAfAafcaqdehAd Ry T3 a1
HTIR—ICAAT: W o Te] dedred aya=eia: (gl
ATSING: — IEId: Foo2l: |
HIRAT:- T, CATACTAHTATAINY | FetlendilsTd Hecll lfeheheil ag+ |
AMSIRG: — o Ge] LA HiREiavar =1 |
FIRYY:- A caffd: gfdehel 9o,
YATET FHoohs HIHEglcd Hcailotel
AT AT AT AT T T I7A:
RS o gigon IR Wﬁm—éﬁw—rﬁ
ecdd ATEoNS Jacr aTAT: FHeredre: (el

F2 a1 Mg g ?

Tl — TATaTe YA | ST, Telede] §d 3aURY |

FIRIY:- I, IRSISd AT TWIST T |

Fedell- dld, 5 Ud fo Rrigeeed st afdsda 2

FRIAT:- I, 37 T 9&A | F FFAAA: TF Tofdy | ca;T §e AT AreAfT |
Apocell- (MERARTT ) HAACE ATTEATSHICT RS HelATCeH Il Trgeloldd alllec SHidd
HRRASITH 2 |

FIRIUT:- I, | fFAT Iy ?

HFSTIaar a7 eered feyar ayfgofig

feraarefay: Hdeaey gfasoETSe |

JAIARRISTAS 99T T qraed

A faXEet o cd dcd e AUASAR (1¢- 1| (Apectel O dre: gefe)
HIRIAT:- Fieeold o deEd |

ApocTell — (AEATGUC) §ell, g 3T AT FAAT TRSIAATH_ |

&l - (FUT Fean) W@, | IE AH T ST FATHATHRT
HIcATETEATRAGHTHATHOATS b A g el I G2 |

Aheclell — 37eiel Heagel ATHTHFIATEH |

gedt - ar fd: faeg: JoersaT !

AMSIRG: — AMecRAESG: Fidell | cakcraerac |
AFedell — (ATHAFAG RUcar ) d1d, Fel o T dUIa= Jfarsy ?
FHILTT:- HIAAH |




CHAPTER: 5 Page 417 of 458

Heal R TRedF I SIS e 9ok dod faaed |

T deficTpherasnor AT Aledd HREIF 7 TRHASTEAA [1Re |l

IMFHT-STT | TR ITFAdeT | A AR | 3rrar RO ¢ IR¥d #eafsad | fAaddi sar |
HRIAT:- TcH, 3TLETA AN STSSH |

Aeprcell — (3T: ARARTS) TuROTdfEd dTANRA | d=AIAS HH Hd Schvad|
FIRYY: — (HieT:RaATHH)

AFEASAT HA Meh: FY o TA | cadT IAALIH ? |

3colgariaee Marafe f[adsad: I 9 |

s | RIaed 9eUle: Foq | (fAsshledl Aol TgATAR)

& (AFeden faeer) g1 ek | g1 e | 3eafdar erpedel aerrsan |

HIRAY: — (Ffel: LATHH) G, | Al af HeaIRUN | fAed deraegeresd A 9egda |

38 d1d | YpedeliaRed YeAfAT duidst HY gfaem: 2
HIRAT: —ElgygfccRac el (Ffaast aRehe) g &1 | Ahecioll Ulcidhel G oIeufferE Fareeas

I
f f§ #edm HT va AT @S GRS |
ST FATY faee: 9ahH I Afdeard SaeaireAr 1R (3 fasshredr: ad)

IsdAIsSh:

(AT FTAR—ATTHAELY ST fagwere)

faqueh: — (U &ean) T TIEY, FSINRTCecsTTed afg | Horiaeerr Md: FaREIET: s7d | S
TAHA gaUfeHr auaR@ad aIdia |

TSil- ooll Ha | Araarhoranfa | (3 afad)

HATTAY T AT IRIFT FAANIA |

FHATAITAAATA FYRT AT AT FIHA 1121l

ISTT- 38T | IemaRarfeofr affa: |

fquen:- o draeaicar raerdrsand: 2

STl (A Ficdl) HhehdIUR—I Sief: | deddl edl agANH-RUT HAGUIFHIASEH | §9 Arerey,
Aegd-geadl gaufeer | faqurearersetsTAfd |

Taeue: — Tgaaradic (3cUT) I g, TRIaET Tl WhRIEE: RIGguss AsTATEacHE
ARG AT SeTeil H AlLT: |

ST - TS | ARTRGBIAT HAIATH |

faqueh:- &1 arfa: (3f forsshrecr:)

TSlT- BUIFT) S S &d: | U Tel RATTRETcISRUATAT: HRITHG/AATGT FEAIHEAITEdsT:
FFITCAT: | Hcar &d: ATH | (3TcHeTdd) fF o @el MdAafaurdaAehudsests aigredsi

Solaqcen 0odISTEH | Tl UaAls[EH | TeldgeehiOarsTEH | 3720,

0T e AYRIRT ey rsele] ege! afd Iegradisi S=q: |




CHAPTER: 5 Page 418 of 458

TRl TR FAASTd AR Siaear dtgeriar 1211 (3fd waiperieasald)
(ITaRT) FH>IRT — 38T o WedeNATEAT FiAT=AISTEA |

AR gegafgdsl HAT T AT ATATCIERILIRY T: |

Flel 1 Tgiad AA T AT JEATAAFITITRIAFTATH 131l

8 | T UHAPRAA I Caed | qUTdieTeiiad YA ST JeuRItsh huaRIsararsTaes
Arcas TacRgH | ruar fasalsd AdhaeaTiaaR: | Fd: -

HTe]: HPpceFddqisdl Ug TR I-tdg: YA |

AY: FEATTRANTANR: TSGR &3 Tw: gl

FrafeAAaAA IS | (IRepFITTeNFT =) U9 & —

USIT: USl: ¥ 39 dedidcdl oNadseedd=r afaedsd |

e F>ard ayecd: fid fear sue@agfades: s

JSTT- (FTETH) o FIRITHRTROT: 2
H>gel — 37U fohe 2
WeTl- et f§ HAeadelic Aemeadeareard: eRid: | 3e-sHariaer: Ao At dcpcy Tagdq
vaARIgHeTa | 3EHTE auiFaceeifad seer fFud: gfaurernta |
H>ghT — Ferard ea: | (3fd fasshred:)
ST - (3cUr) aFafa, JPTRUTATTAGT |
FeRY- & gar &4 |
el GREhEATT (TSREE @ecT ) Ha: Wi¥aHYH AReET gut dyedd Sed: | T o TR
g@lead |
HcgeraArEHAaaeIata gfassr [Feeafa asuaRures gicata |
ATIHATIATATT TAT HATI T FAGEAYAUSTAATAITH 1€
(Ffae) darferet — fasrarar &a: |
TUH:-  FaHEieRiHey: @ dishedl: Yidfearaar d gicaiafata |
Jeprata & Feat areudeeysot e afard s SEEEe loll
afadi:- FIAAl AR cdeUs: wRAafd fdare Head W@y |
3y ATy A Fed AH @y J IRTACT Teghed ToT=1A ¢l
ST - T Felleadtard: Joaetdisar: & |(3fa aRemeAfa)
TRl — U JfATaATsTa s AlenfedaiAde: ATTeRonfaee: | 3IREd 3a: |
ST - (3MeEd IRSTAETaers! fassfd) a¥afd, fhafRRT sEradr weIde AcgehrEyy: ¥ ¥F: ?
& aracafaseauar eteaar gid
UHRUTRY FeAfigd Tiorsaaditeds |
RIRacyHar AATTARATISeFar dreems
$cqlb¢d69ld9hd-l‘-i?{bwachc4 A JT: IR
JdErI- mﬁaaﬁ?rmwaamﬂaﬁmmgﬁrmﬁ | (@ igerfea aitasr afear: agpeden
QEHT HAG: | QAN shsgehl AR |)
aw—-fﬁr 3d 3dr Haed: |




CHAPTER: 5 Page 419 of 458

QITSING:- ANEAd,

FETATIT: A FITR Aot faHt

o FRacauiATATIAIF T HTa |

aurdig RacaRRIafafasdsT #erar

SARIOT FHe gATEIN TTAT ligoll

ARETd:- FAA HATGRIARMGY $: HJed: | IEAM,
3FFFAfAT E1a: YRRAFAT ggee g9 goad |
StefHg ERATdsAE gEaghiaafa (el

peaa- (Rffed gafiean) et fF & gt #oe ey 2 )
IMeT- ST GfdgdHasaTe | Yo o sgpereddm faaited | @ aRsm@fd)

qifed:- (et Aféea) St Hieauf¥ast:, SrMTaasHar quisEmN T yrela AFaraar @ Sfaurefa |
TI AT |
MR- $T HETSTEACT, HIHATC Heleceild TAMT TIHT HEIEAT: | Tl -
Hafed FAHAENRT: BeH: AdFIIACIIdeT el gall: |
el HCYRNT: FHTERTE: Tasd TAY TRIGRIROMH 1|22l
FchgR- aawmg@avﬁﬁaﬁ IS fassesra |
TSIl (Ahedell ToCAT) ATTHAT,
wfﬁmwm?ﬁmﬁm%mﬁwl
ALY AN fhaerAd qrogarrona [1¢3]]
TcEI- &d, Hegeren: E@H’rﬂ:ﬁraﬁ TERI | o] el JoREdT 3ehfceadd |
TSTT- $ad JfAaoiela werer# !
pecloll- (FEAHR I caT, 3McAIAH) Fed, fhald aud 2 YT HaHTa 4R dragd |
qﬂ%?r (I aTean) v RfteeEarauftas: | HRad vyeueaREge: | J & et |
ToTT- 3rafgarsiEa|

R (FEAEICIFY) TasraEd Taie |

TSTT- FAARAEY |

T -WW|

ToiT- 3 fAfdestdoar #e12: 2

- Fl eAfRaTfaEe: Far ek @l
JeEqufa aatet sefanfasafa eyl

ToTT- 3T el H IGIREE: | 37U HTAlealRIIURIA HeACT HI2IT: ?

HOY:- FardieTsherer: AfEeHAed: | § Haedr ATAIIeAqdHHCHTE |

ST foRATATIIfa $9raTe 2

AMEIRG:- “leAY: FAANCH HAT G HAURIEA Teddl NAHA JaARAAAH | Fel:-



CHAPTER: 5 Page 420 of 458

THEAT TR THAIST 7 Apeden AfGAAT T afcwar |
FHATIECIIOT aea] RRET ared o ad: gamafd: 112sll
dfeer AT acad gfdeeadl Fgus=Romy” | 3fa |

M- 3, Al gorqera @A | @ A qeaaEsiFd | wafafa,-
SATTEYIAT IRoTAlSHAT AT Joel o detfslel: |

TheAd IRA AR frAwAseA 126

Aepecol- (ATcHITTH) o o Toardyqar sforfa 2

T ffAcAI=IETH ?

AepocTell- (ITCHITH) UTaeh: Wol TUAITATH: ?

ATSING: — FYUFAS ATH ? Hded: TT AU Ahdedled ISOTdT: |
TNAT Ffasearasar Selsegar HdAdr faerssd |

31el: @Y aRUGRsa B ar geer saewyiE: ol

ToTT- fpaasgadr #ar tlﬁ'UﬂquT:I‘f')

Aheclell- (HIAAIGH, ITHITH) T, HFI o TS |

AMEIRG:- o ereprieavd aef i fag@afar = 2

TSAT- FHAISTAAHIATIL: ?

AMEIRG:- FeSecddll AhRT: JRvRTIFAY Ne¢ll

ToTT- faonfafacars T |

M- ST, FgS AT SToored | HIASAA T IHIUSAA| ddeedl HAfaarearid |(FHed HAfd)

TSAT-(pedell fAGud, HTeHITdH)

SCHITAAT FUATFISCHITed TAHATRIEIT Fleel dcTTTEeT |

HFR 39 A Peddledt TR 7 T o] IRHFG AT AN A N2l 3T faorae Fua)
clERI- (F9TcT#) el YHATIMETAT 87c: | ST 1 F@IUeld &0 gocdl His=ar faarafd 2

UFRT:- HY T |, FRfAfa Svarega 2

TSlT- AEANEAT:, RIeadeal T 7 Tol TANAOHIHIA: TAUTH | TehATHATH TR AT HedelaTuT
JcATcHTs] ST UTHTISHAT: Ffdaced ?

Aedell- (IIar) IR IRV Ta Heae: | Hd Saldl A quiaifguanem 2

QTSIRG:- AT TSIl AT drdd | AT TSl AT ardd |

FANAAAHATHIAT: Gl cadl ATH AATTHA: |

Fe¢ gfdemeaar FaAY arfigdl gEgRartd A IIRel|

NI~ ASIRG, faver AfAeNH | Apedel, TFdedd] SFIACATR: | WSTAIHAATATE | SIAHER
JegguidadsTd |

Feciell- (3IATY) SEHTEITER I dTe2lee foh a1 TAIRGE 2 3cAee 7 aei s crafasaq
| (TR IIYA--- (Fcgeiferd) HRd sert IRU A9 Feerar: | 9ka dika, god = O aur
WHATS, FaATElclAGCaTHH STl FHAGE T HTaHIedREN: FeAEards ?




CHAPTER: 5 Page 421 of 458

TSTT- (ol e ened ar9e 2

SICRATAAR fhelied SAfAe o arafigH |

Folshvd 8 THeAHFAEICAE T 112l

Apeciell- Had | I AT WuRagsiehar cadd Jded dafAAAT TaRISHHATASINA |
oIl 3CR: She'd: |

AFodell — (AR THLY) g 8% | g7 T | 35enashesar Fsgalfon: | (3fa afawg afiassasrd)
Tiael- 7 O APEAARSIR NN IH ST T HTAIT: FHCHSIAIRH THSCHII NI |
TSl (FRFATH) 3¢ AT cTeatAfd FUAfT Jgzad |

Apeclell- 379 dlae aftiar ffid Fefcas] | 3R o HuRsarfa

TSiT- Atceaffierii Hgeas |

APl — e] UhiEHe fead AaATTIrHvSY Al aTsITeiIddeeh dd §&d Hiea Qs eHe |

{elT- HUTHEATI . |

AFedall- dcaT0T F H JIhde! GETIIS F1H FIAdSHICAd: | I draca s
RefcacaasiruaTeaieed 36 | 7 TEdsURTAEEEAIHATIT: | TRATcdeHeod AAT TR
ferdlsaAe Fc: YU | del cafficd vefAastl | @ @eedy eafafa | qaraeraruasmfafa |
ST TaATTE: AcAmRd A aeTarsae i 3Thsaed faufdor: |

Tilcef- HETHTT, AGEId HoAIH | oGl AT el helaed |
EHomARIETTICcaAARNY Heedd fhdAd ar: gidead: |

TR RETRTHATCETAY IS Aede dot: TRl Wel arefed 1Rl

pecTell- (FRIYH) T, HHA EATAWT J&TH | & FaleaAeal T Ihid RIeTEuTeteThaIH7ET
REIGCACECICER S C I

TSTT- (HTHIAH) Hieaaddfes Hl dhdesiehcdd SAIEAT: DUl T&Ad | TAUT EJAAT-

A faEuERvRcadcd! ged 1§: TORIAYTUCT AT

Hereydl FieaaRIdeNfedrear siee RFATATITET FTRET 1123l

(IR G, TR gS¥eaed TR | JUdE 7 T8I |

Apeclell- G dldeT TAeowGalRUN Halies, AEHed JRaRITcaed HUAUIGEATTIEY EETsAAHIIT |
(el ATAGE Nfefa)

ASINT:- FUATHSHAH IWfded a9 Gl |

3 IRET Fded fAAVcHITT @ |

3TATdgedsdd dirHafa digesd 1Rl

TSTT- A & fohATHac I aTeaT- Hgdarsmean: fayorer 2

ASINT:- (AHIHA) A HATEIENRA |

3T STodeT: AMSTARATEAT TEATITIHIT Tae] FAET |

WA AT T T Themcaara: (1l

WSiT- 81 Hediiest, 38guald ardeeAieRas | fh qaRamfaEurg qead 2
SIRT:- fafaara: |




CHAPTER: 5 Page 422 of 458

orT- fafadre:, okd: oreda sfa 7 seegdaqa |

IREdd:- ATSIRG, FhHAcOT? ST IRT: Feeel: FfafAadiare a9 | (el i)
AT HAT: el cFsl dell FEIVT T |

39T f§ ERY YoIc A [IRE |

s, reenEra: (FfEUdr:)

ApocTell — HUFAA fATTUTEA, TIATT AT IRTSY ? (ScTTdvS)

aite- ([Erean) acq, AMSIRG, ITesdd Tef o: FRUARS A Aehoclel | TeACAYEY §iR & a1 &
qi¥ehT I ?

AMEIRG:- (FAY Ageed) o QAT Farde=aqdor=d ? (rpectell 3T a9d)

AMSIRG:- Aehercle,

Ife gur aefa f@fauedar caafd & Aqecperar caar |

3y g afcH YT FAATH: Ifdpel dT SEIAT &THA (R0l

fass | argImAr agH |

T AREAUEas], fhAaadr faversd 2

FHACIAAd RS AT NeAfd Ighelleda |

afeelr f& RaRaregd eevRIsaEr gica: ¢l

AMEIR:- eT I YAdcaH-IHSIGIATHAT HaEdel HyH eaise: 2

TSl oA JRelTad Jeoiid |

#G: TIHGAW dT aeferdfd @ |

SR $TaTEaTEl REETLger: (13311

Rifeer:- (faerd) afe qracd fhaams |

TSTT- JHARAEG HT T |

Rifge:- 373 Sl ArdeHaleEHc e [dsod | Sd $eHId dcl; cd AYFRIESCY: TUAAT Tehafciel
T3 ARSI | Aol R aedeasuadea sfasafd, iffideey eaeaas Jaudsafy | faudy
d AR g uAgTH1aRTdAT |

STl JYT TEEAT A |

e I, Heeres A |

Apeclell- AT Y $Erafd aqe, gfg 7 faaws !
3fa Tech wftar | frspear wg quEr auf¥afied ger amvegaftarqfa: agedameana Reaafa 1)
(@9) IMeTIARTIA_ |

ST (3Teh0d) T o @e F1e] 2

(FTaRT) Q- (AfAEAIH) 29, Igd Te] T !

TeTT- foRfAT 2

RIfET:- &d, WGy FUIRSAY AT fAeerdl Farfal oAy arer srgeald shiegd o Ygedm |
e 6 = |




CHAPTER: 5 Page 423 of 458

gicaTdel SAfcteh ST (13011 (@ fawa sugfea)

XSiT- $73Tae], FIeTY WISEATPRY: Feaiiese Ua | & gur ahonfeasad 2 fasmaqg sar |
Rifge:- (o) fasaea (s

TSiT- dard e, TATelsea | reeifAaTiaee |

SelleT- 37 Far &@: (3 wfea)

TSIl A FeaTesel FIA 7 GRAE HATITAA |

Solded qIAT JcArgdd Al geda (132l
G forsshrear: ad)
YSolsgeh:
(e gfaerfar AeTRe: eaTer:, URuEEts JevATGIIR &)
TfErott-(qey Arsfcan)3R HFRh, HUT FF Gl TdeH UG Ul chIUATHET TSI IHSI el
AT |

7ey:- (fdefeasds) gfieeq smafdsm: | A ieR |

T~ & eMerel SmeAvT Sfa Fear e wfderet & 2

Y9~ HUElH | HUIRTAH | 3 AHAARITreardd fer: |

efad: - greeeR, frAeAfasnta: geer 2

AT~ HAh, FYA] HIATHAV | HAlAHATAT FfATesiias |

38} Farged A FA |

TIY:- 3G STelSIMeie i cEaa-taIaR: Herasrol A |

TV~ THITAT-Gad Tusel NfpdAEd AA7 FHfeud: | AacdeAeFIedr FaT drafes
TCAHRASI NG TSCH | TRl 3EAET [ashary adiae Fgrdl smaias: | AR af Hud a |
SIATETHIcAled: |

Tl HFNAhEIAAET [FANATIH | TTholdla Teomdl: | AATEeH ISIeldeh JUNTHA el
frdey ad: aras gdeT fasenfa |

JUH:- Sllefeh, FHIAT HH FEATET TUET HAH: ﬁ?ﬁ?ﬁ | (3T tglsr fafeerfa)

TEY:- SATgid HIEISHRUTARY HiadH |

(TR QATel:- HTIAAT STellFoiidl | 3UTeol: ToaEATSIATEIFH: |

TEY:- ERH, 3dlsth JoATh GAAHCT HId |

Ter:- AT, AgedtEcd TIaIETSH &l H HIcd: | FeFaJHATAIRATATS TUAGEEH 35T |
Ao USHIaUIAT TeaTH: | deolUsHIuEHd ot | (3fd Ashedead)

TSTT- FW, FETHACTT TATH AFederr: SaHAcdedH |

faque:- #: fhAdd ? 3fuded Tedled afy | FHeld FgeuT: MPTarededT o Hafed | e Jardsi™
fAseear TR |

ST GE, fRretor faeredran: HAarr: AaeHTEH]cd SolacerRons A (fagweh: — (Jerers) o |




CHAPTER: 5 Page 424 of 458

I AT forf@dead ?
STl AT TFTdTedhered I RIAATI AT
YA FURIEY AHAG HUGIATAT FHINA 11201

ACAAISSh:

wfafetaganar fevear v Ryarfa & gad |

IREMe AR FATITET AT AT 1Rl

APl — S SAAr - - - (Scatiferd arushvd) faafa)
(HAITHIH)

HATY T &T9I sAleleilige: Jeisid TRaTcRITFRTcHST: 11391l

G fAswean: ad)

= SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY:

e Mahakavi Kalidasa’s great play ‘Shakuntalam’ noted for it’s highly poetic quality and
allegoric brilliance with sweet sentiments and charming melodies becomes relevant for,
any time.

e A classic like ‘Shakuntalam’ gives us sufficient scope to reconceive, reinterpreat and
reconstruct it in the ‘Modern Indian Theatre’; inferet such great works gain the status of
classic, perhaps mainly due to their viability for such reconstruction for all times.
Panikkar re-interpreat ‘Shakuntalam’ inspired on two key passages in the play which he

wanted to interrupt in the “Contemporary Social Context”:
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o

FIRST PASSAGE — INTERPRETATION:

The first passage which speaks about the royal hunt of Dushyanta in Act I -

“FHIGIAgRT Il g8a=d:! Mrgaya Vihari Parthivo Dushyantah”

Which is clearly indicates the king’s disposition and the reaction of his subjects on his

hunt at different stages.

SECOND PASSAGE — INTERPRETATION:

The second passage appearing at the end of the text “Bharat Vakya” -
“epfigr aTfda: Prakrti hitaya pathiva”
This is also coupled with this to bring out an interpretative meaning for the production.
“FepTdiecrd Prakrti Hitay” is “SoTfgdra Praja Hitay”

To which the king is abounding by duty.

This experimentation and utilization of the “Basic Text” in creating the “Sub Text” for
“Non Textual Acting” involves both “Content Wise and Technique Wise” creation.

But this has to be done without taking the textual motifs too far from the goal intended by
the author or atleast adduced from the script while reading through the lines. It is not easy
to pinpoint such intention with exactitude in the case of a work which unveils many
dimensions due to its poetic impact. Although such works are conceived far back from
our time, they are amenable at all times to re-thinking and re-interpretation.

Panikkar’s own interest in doing the play came from the above mentioned passages,
which suggested that the play could be treated with an effective stress on
contemporaneity, without making and change in the text; but by editing it thoroughly so

as to suit the interpretation.
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e The adaptability of the text and the flexibility of its concept hold enough scope for
renewed improvisation which, Panikkar felt would reinforce its classical grandeur. The
theme is focused on a conflict between the self — indulgence of the ruler and the social
insistence on bringing him back to duty and righteousness.

e The individual Vs society is an eternally baffling problem which should inevitably

culminate in the subjugation of the individual’s interests by those of the totality.

& FIRST PASSAGE — INTERPRETATION:

IR arfdar gsge:!
“MRGAYA VIHARI PARTHIVO DUSHYANTAH”

® ENTRY OF DUSHYANTA: (Illustration: 137 To 139)

— Dushyanta enters the forest for the hunt of the animals. Nevertheless it finds no reason

why it should not interfere with the king’s temptation to cross the legitimate domain of

the royal hunt and hence accuses him “cd: 9TaRIf FITART FRRATIGEAT ST I

HcAA| O King Dushayanta is in his hunt”.

— The word ‘Hunt’ acquires a different dimension by virtue of the added connotation
ascribed to it, even while the king follows the “Fd - Innocent Antelope” in the
beginning of the play.

® TRANSFORMATION OF MRGA - ANTELOPE INTO SHAKUNTALA:

— Panikkar has tried to project this aspect in his production by which the whole concept to

‘Shakuntalam’ was put in a nutshell by showing the *King’s Chase’, at a point at which it
appears to him that “the antelope has culminated into the hunt of the poor damsel —
‘Shakuntala’.” He rubs his eyes and looks to find that it is only the antelope.
(Hlustration: 140 To 144)

— The visual manifestation of this idea is further corroborated in the text when Vaikhanasa
speaks to the king thus:

Y Y ST, HTHAFIN ST o ol o Gl |
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® TEXTUAL WORDS=>CONTEXTUAL ACTING=VISUAL INTERPRETATION:

— From the words of Vaikhanasa, it is clear that Shakuntala is the “Ashram Mrga - The
Deer of the Hermitage”. Word “Hanu” in “Hantavyo” means “To Kills” and apart from
killing, also signifies “To Follows”.

— So Vaikhanasa might have been cautioning the king against chasing the “Mrga”, meaning
also “Shakuntala”. The word “Mrga” means not only the “antelope”, but also “that which

is sought for”. Means to say “Don’t follow”, while what is evidently stated is “Don’t kill

the animal”. It is evident from the text “#3TAT” connotes “The Hunt for a Prey” as well as

“The Quest of a Desirous Mind”.
— The textual words lead you to the contextual acting by which the antelope turn out to be
Shakuntala herself for a moment. From this aspect, the visual interpretation in the

beginning of Panikkar’s production was conceived as follows.

® ENTRY OF SHAKUNTALA:
(Hlustration: 145 To 154)

— The displacement of an image form the original text for the sub textual application was

felt in introducing ‘Shakuntala’, ‘Nayika’ through the flora and fauna of the hermitage
which she adorns. Dushyanta while entering the precincts of Kanva’s ‘Ashram’ beholds
‘Sakuntala’ form behind a tree and perceives her as a flower, an image of innocence and

beauty. In a different context ‘Sakuntala’ is described as —
“Anaghratam Pushpam.....Kisalayam Anunam”

— Here what is portrayed is the depersonalized and conceptual figure of *Shakuntala” which
may be termed as ‘Shakuntalatva” as quality beyond time and space, the qualitative
quintessence of a state of being or “Avastha”. This is much beyond the worldly persona
that is “‘Shakuntala’.

— There are two distinct ways of “Encoding and Decoding” depicted here. The main one is
encoded figure of ‘Shakuntala’ as a flower, an image of innocence and beauty.
‘Shakuntala’ is disturbed by the cruel lust of the King who looks at her from behind the
tree. The King’s sensuous desire gets encoded into the bees hovering around the flower.
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— It is introduced as a “Sub — Textual” interpretation to justify the disturbance which
‘Shakuntala’ experiences later and the sudden appearance of the King with a sword as if

to kill the bees in a vain glorious heroism.

& SECOND PASSAGE — INTERPRETATION:

“ehTcigerd 9Tidid: PRAKRTI HITAY PARTHIVH”

“YHfARART PRAKRTI HITAY” IS “SSTfaRl PRAJA HITAY”

PRAKRTI Vs PURUSH-PRAJA: GROUP Vs INDIVIDUAL

— “Prakrti Vs Purush — Praja”, “Group Vs Individual”; both moving in a causal chain, both
coming at cross and both compromising each other. The group’s reactions as an essential
background against the individual’s experience is further felt and maintained throughout
the scheme of the production. (Illustration: 155 To 158)

® CASE -1:
® DUSHYANTA'S “daam — HUNT™ IN THE FOREST:

— Dushyanta while entering the forest for “F3rar — Hunt” never realized that the word

“HITIT” had wider connotation. The antelope which he chases foreshadows in him faint

musings of a romantic thought, which normally one should cast off while one enters the
precincts of a hermitage. When the hunt kindles in him feelings of amour and he initiates
a step further from his expected limit, the interference of the group manifests itself in the
form of disapproval but never the less this proves to be futile. He feels that he has no
bounds while he dabbles it his own fancies. Slowly by the end of the third act he responds
to the sentiments of the group; but by then he is head and soul deep in his commitment.
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— Dushyanta assumes a level of “Social Consciousness”, reacting to the “Attitude of
Multitude” but he hides behind blissful forgetfulness, ascribed to providence, a
dimension contrived by the great author to make his portages far above any possible

blemish in his character, which might cast shadows on the “Traditional Nayak Concept”.

In the case of Dushyanta, “H5ITAT” indicates his individual pursuit which takes him away

from the group.

— Here the group always shares common sentiments and feelings. When the “Nayak —
Dushyanta” is not trank in his approach to problems, the group strongly resents to his
actions with one voice. In the beginning we find them to be completely in harmony with
their kings’ ways. They stir the forest for the hunt and transform themselves into pairs of
antelopes and tigers and run amok. From among the group one stray antelope is chased
by the king. At one point while he approaches the deer, it suddenly turns cut to be a
beautiful damsel — “Shakuntala”. He rubs his eyes and eagerly looks again to find that it
is the same old animal. Dushyanta, taken aback by this strange experience; while he is

again on the hunt Vaikhanasa cautions him —

Y AT TSTT, ITHAFINST o gociedl of gocded: |

® CASE -2:
® KANVA’S KANVATVA: (Illustration: 161 To 163)

— All the Individual characters in the play except the — Vaikhanasa, Sharngaravah,

Sharadvatha, Kanva and Durvasa etc. all belong to the group representing the people at
large. Kanvas love for Shakuntala, the message which he sends to the king and similar
human sentiments are reacted as the group feelings Kanva not even appears an ascetic in
his outfits. His ‘Kanvatva’ (the state of being Kanva) emerges from the group against an

act which possibly hurts the lofty image of a ruler.
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® CASE -3:
® CURSE OF DURVASA: (Illustration: 159 and 160)

— It is only from the group consciousness that the character Durvasa emerges at the end of

the third act after Dushyanta is show to have realized his duty as a king and left the
forest.

— The curse of Durvasa, although not meant in the text to be enacted, is made relevant to
the context when it manifests itself into the wrath of propel against the unrighteous act of
their king, who has done injustice to an innocent girl — ‘Shakuntala’ and stealthly kept
away his treacherous designs from them.

— The society’s wrath leads to the loss of memory of the king of his commitment to
Shakuntala. When the king repudiates shankuntala in Act V and thus errs again, the
society comes for her rescue and succour and takes charge of her in the place of Menaka
her mother as in the text. (Illustration: 164 TO 166)

— Here, the loss of memory of the ruler, although desired by the group, cannot be made to
last for long, because that would entail serious damage to the observance of righteousness
of their king, and hence the acceptance of Shakuntala by the group instead of by Menaka
as it is depicted in the text. This may be treated as a major deviation from the original;
but to make the interpretation more effective and meaningful in the context the
supernatural element is taken away and the interference of the group is introduced as a
logical conclusion.

— Later the “Marital Ring”, “Abhijnanabharana” recovered from the belly of the fish
becomes symbol of legitimacy of the conjugal relationship of the king with Shakuntala,
readily accepted by the people. “Abhijnana” which is indicative of oblivion and
remembrance, two psychogenic functions of the mind experienced by Dushyanta. This
takes us to the denonment where the lovers and reunited and merge in the crowd singing
the Bharatavakya and Shakuntalam ends with a note of optimism.

(Hlustration: 167 To 169)

EEARIESIRRIRCE
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& CONCLUDING OBSERVATION:

— Accordingly Panikkar, “That means nothing other than the imperative need for diligent
observance of duty and responsibility on the part of every one, not to speak of the ruler
alone. The limit of one’s own rights irrespective of whether one is the ruler or the ruled
has to be prescribed by some superimposed sanction, lest the social equilibrium would be
disturbed. Whichever age we belong to the problem repeats in different contemporary
dimensions”.

— Panikkar has used the great text with a view to project this thought for which the later
portion of the story was not essential. The incidents happening in the play after the sixth
act were out of the purview of Panikkar’s scheme of interpretation and hence deleted.
Taking only the reunion of the lovers as the denonment, taking shape as a natural and
logical evolution of the thought process.
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> VIKRAMORVASHIYAM 4" ACT:

= PERFORMANCE TEXT:

= DRAMATIS PERSONAE (IN ORDER OF APPEARANCE):

Chorus
Pururavas

Urvashi

= SYNOPSIS OF THE PLAY:

The play is considered a “Trotaka’ as it depicts the love between Pururavas — A mortal
king and Urvashi — A semi divine nymph of exquisite beauty who.

The king accompanies Urvashi on the high reaches of “Mount Kailasa’. While dallying
with the king, on the banks of the “Mandakini River’ the king happens to see Udayavati, a
Vidyadhara girl engaged in bulding sand — castle for fun. Thinking that Pururavas is
gazing at the girl, Urvashi gets enraged.

Angry at her husband for this trivial cause, Urvashi leaves her mortal lover in a spasm of
jealousy and enters the grove of Kumara, the divine war lord which is forbidden to
women. Once Kumara took a vow of eternal celibacy and went to ‘Gandha — Madana
Hill> for meditation and a rule that any female who entered his finest would be
metamorphosed into a creeper. So, Urvashi is cursed to be transformed into a Jasmin
creeper. Now begins the pathetic pursuit of the king after his invisible beloved. He enters
in a mad fenzy with eyes fixed on the sky.

He keeps asking birds (Chakors), the swans, the tusker, the fragrant cave (The favouriate
haunt of the celestial nymphs) and the deer about his sweet heart. But all his efforts go
futile until he notices some bright red thing that shines from the crevice between the

rocks.
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e The gems fall into Pururavas hands at the instance of a divine sage, who from behind the
stage asks him to take it, as it is through the power of this gem called ‘Sangamaniyam’
meaning ‘Reunion’ created from the red of mother Gauri’s feet that he would regain his
lady — love. The king looks round in all directions and sees the sage in deerskin.
Pururavas takes the advice as blessings and accordingly picks up the gem. Shortly he
comes near slender creeper and embraces it.

e Under the influences of the gem, Urvashi is at once brought back to herself. Seeing her
king swoons and falls. When he regains his consciousness Urvashi informs him that it
was due to the curse of Kumara that she became a creeper and regained her own form due
to magic stone.

e Pururavas shows her the gem and places it on her forehead. Happily they enter the city of

‘Pratishthana’ to enjoy each other’s company.

= INTERPRETATION WITH DIRECTOR’S NOTE:

e The theme of the play “VIKRAMORVASIYAM?” is can conceived in this production as
the growth of a man from his physical might to spiritual glory.

e Pururavas is already like a full grown Aswatha (bannyan tree) reminding us of the verse
in Bhagvat Geetha —

FEIHAAY: AGASTY ATgITIH |

Teald IET Yulifel IEd a5 T dgiad ||

e Pururavas is climbing the height to heaven and reaching there, the helps Indra the
supreme lord of the Devas. In his might he excels even the heavenly beings. Kalidasa
refers to be ‘Swethaswathra Upanishad’ in the *‘Mangalacharana’ where Lord Shiva is
viewed as the cosmic “Purusha’. This suggests the whole theme of the mortal Pururavas’s
growth as a Superman. The motif of the banyan tree is to be understood in this context.

e In the Vedic original (Mandalam 10 Sukta 95) of the story of Pururavas and Urvasi the

image of lightning followed by thunder is used. Here Urvasi is the lightning and
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Pururavas the thunder that follows. She is like the breeze that can never by possessed by
the mortal. That means that she is the essential quality that makes nature inaccessible to
man (Duraapanaavaata Ivaahamasmi). Still Urvasi, as the name suggests, is attractive to
many (Urun Vasikaroti) the enchantress who has sensual pleasure as her direct quality.
That is the reason why Pururavas is attracted by her beauty, especially when he was
himself feeling elevated in his physical powers which could even render service to the
celestial beings. After having saved Urvasi from Kesi the demon, and the first love
sprouted and developed in Urvasi towards him, Pururavas remains human with his
periodical visits to the land of the immortals.

e When Urvasi commits a mistake in rendering the name of Pururavas instead of
‘Purushathama’ as in the text of the play ‘Lakshmi Vijayam’, Sage Bharata the director
of the play curses her to go as a mortal compainion of Pururavas to the earth.

e Pururavas loves Urvasi under the full belief that she is the gift of Gods and as such
should even remain immortal. But being turned into a mortal she seems to pass through
the process of ageing. This fact disturbs Pururavas who goes away from her enticed by
the gandharava girl which ultimately proves to be a futile exercise. By the time Pururavas
realises that he was running after a mirage, Urvasi has turned out to be a twig by entering
the Kumara Vana which is a prohibitted area for women.

e Whey is Udhyavati conceived by Kalidasa as a girl who plays on the bank of ‘Mandakini
River’ making heaps of sand? He is infatuated by the girl when Urvasi who is agening
becomes an obsession for him. This subtle reference in the play clearly establishes his
momentary shifting of interest. This infatuation and running in search of the mirage is a
really contemporary problem not only in love but in all matters in which the youth is
enamored of.

e The birth of the son Ayushya also is symbolic of the realization of Pururavas his own
rebirth by which his approach to Urvasi totally changes.

e He treats Urvashi as his mother-being the mother of his child - which is again his own
rebirth or experience reborn into a spiritual context.

e The stone, ‘Sangammariya’ was the reason for his self realisation. The very same stone
which made Pururavas realise his identity and helped him to join Urvasi was taken away

by a vulture.
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2> SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY:

For the production of ‘Vikramorvashiyam’, Panikkar inspires mainly from the
“Performance Structure of the Kutiyattam” and “Kalaripayattu”. The presentation of an
excerpt or a single act of a Sanskrit play suits quite well with the “Kerala (Sanskrit)
Theatrical Tradition — Kutiyattam”. In fact the Chakyars never do the full text of a play in
their repertoire of Kutiyattam. Usually it seems the Ankas (Acts) had been named as
“Jatayuvadhankam”, “Parnasalankam” and “Toranayuddhankam” etc. for the purpose of
production.

In Kutiyattam each act can constitute a complete thematic structure, with enough textual
material for a full length treatment, extending to several nights. The earlier part of the
performance would consist of very elaborate story telling to the audience — “Purappadu
and Nirvahanam”, as prelude to the specific content at which the play proper commences.
In the acting of the play the tendency is to limit the extent of the text and given it the
maximum visual elaboration. For this purpose there are elaborate theatre manuals called
“Kramadipika and Attaprakaram”, running parallel to the text and consisting of not only
directions for acting and instructions to the followed in the make up, costume etc. but
also the non textural passages for “Vachikabhinaya’ to embellish the textual situations.
Panikkar was asked in 1981 by the Kalidasa Akademi, Ujjain to do the IV Act of
‘Vikramorvasiyam’. The same work was assigned to two other directors as well, Kamlesh
Dutt Tripathi and Ratan Thiyam. Here was a situation were you are asked to do
something, which you yourself wouldn’t have preferred to do as part of your creative
work in the normal course. But the idea of the Kalidasa Akademi behind this scheme was

two — folds:

To give an opportunity to probe into the possibilities in Sanskrit theatre and face the

practical problems involved in doing a play.

To see the three different ways in which the same text would be interpreted by three

directors.
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& CREATIVE PROCESS:

e The text seemed to be a hard nut to crack because it posed very subtle problems of
creating visual pottery. How to cope up with the plan and make it a creative process?
Failure in this would render the whole Endeavour meaningless.

e The great problems to be faced at the outset itself have been to identify in the test a self
contained emotional buildup and to construct content — wise structure for the fourth act
alone, at the same time creating an appropriate outer form consisting of choreographic
pictures, mostly through a single actor who does the role of Pururavas.

e This mythological hero is endowed with very high qualities of wisdom and prowess. He
is held in high esteem for his indomitable courage and strength. His abilities are
acknowledge even by gods, in the approval of which, he gets a long lease of
companionship with the heavenly damsel Urvasi. A man who nurtures his inherent
virtues and practices them in life becomes himself the embodiment of virtue. The path of
virtue is however, strewn with thorns. Eternal Vigil is the price for the upkeep of the
glory one attains painstakingly. Even a moment’s lapse would push him down from the
pinnacle of happiness into the abyss of agony. It was such a fall that happened in the life
of Pururavas, as it can be found in the fourth act of the play.

e King Pururavas, a here of the “Dhiralalita” disposition, was in a position to woo several
wives simultaneously. But justice demands that a person with several wives has to remain
faithful to them all. Pururavas has for once failed this norm. He becomes unmindful of
Urvasi, who has till then adorned his thoughts and whom he had scored as an intimate
part of his own soul. The moment of his unmindfulness heralds his precipitous fall from
glory and happiness. The lapse from his righteous path is occasioned by Udayavati, a
bewitching damsel whom he espied on the banks of river Mandakini. He gets infatuated
at her enticing charm, an act unworthy of a great hero. He thus loses his integrity and also
his own beloved Urvasi, that is his own identify.

e The sense of lose soon awakens him from the sham world of infatuation. Where did she
Urvashi, disappear? Or to be more truthful, where did he lose his own soul? Thence
commences the long search, search of a man who has lost his very elements. This search

forms the current in which the theme flows apace to its consummation.
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NON-TEXTUAL PART:

Apart from Kalidasa’s text Panikkar using the “Rigveda Pathya” also in which the
dialogue between Pururava and Urvasi gives useful material for “Recreation of The
Myth”,

URVASHI TURNES INTO A CREEPER:
CHITRA YAVANIKA - CREEPER DANCE: (lllustration: 170 To 179)

Urvasi has entered “Kumaravana’, a place forbidden for women and turned into a
creeper. The creative use of the curtain in the “Indian Theatre Tradition” is an important
device with which many a dramatic situation could be embellished.

After the introductory sequence from the Pravesaka, as a link of the theme, it is shown in
the production how Urvasi turns herself into a creeper on entering the forbidden forest.
The functional use of the curtain is established by Chitralekha and Sahajanya, the curtain
beige used as a creeper by rolling it around Urvasi and, unrolling it and thereby creating a
curtain (creeper) dance.

PURURAVAS EKAHARYA ABHINAYA (SOLO ACTING) / PAKARNNATTAM:
STHAYI BHAVAS = SANCHARI BHAVAS = STHAYI BHAVAS:

Pururavas, in his confusion, seeks her presence in all that meet his eyes. His senses run
amock. Looking up to the skies, he sees for a moment a demon flying past with Urvasi in
his hands. But oh! No it is not a demon, but only the dark blue rain cloud; and it is not
Urvasi struggling for freedom from the demon’s steely clutches, but the flashing lighting.
(Hlustration: 180 To 183)

Pururavas then conjures up the image of a he — elephant that has lost its mate. How heart
rending is the agony of separation for the elephant?

On the stage at this point, before the intent gaze of the audience, transformations of roles

take place. In the place of the pining king, there now emerges the pining elephant.
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The link of impersonation that extends from the actor to the character, to another
character, to still other characters and back to the original character, creates several layers
of illusion in the minds of the audience, this technique known as the
“PAKARNNATTAM”, which is “EKAHARYA ABHINAYA (Solo Acting)”.

In such evolution when the mood changes according to the change of character, the
“Sanchari Bhavas (Transitory Moods)” that intervene create a panoramic change of
sequences, reporting back to the “Sthayi Bhava (Permanent Mood)” of the main
character, thus strengthening and aggregating them into a comprehensive thought
process. (lllustration: 184 To 186)

TRANSFORMATION OF PURURAVAS INTO ELEPHANT:

This transformation is achieved by the actor’s taking a few rhythmic steps around and
turning to the audience taking the ‘Pose (Vadivu)’ and ‘Gesture (Mudras)’ of the
elephant, inspires from the “Kalaripayattu”.

Then proceedes the elaborate acting of the role of the elephant writhing in “Mental
Agony”. The roles of the king and the elephant intertwine from the king to the elephant
and the elephant to the king. This technique which is intended to show that the turmoil of
the elephant is the same as the king’s own, offers rich drama and abundant scope to feast

the eyes and the imagination of the audience.

TRANSFORMATION OF PURURAVAS INTO PEACOCK:

The imageries change in quick succession. After the elephant it is the peacock. Pururavas
now espies, a peacock dancing in ecastacy. He wonders why it is so happy. Must be, he
figures, the peacock has now become very proud of the beauty of its plumage since its
better rival, the long and curly tresses of his beloved Urvashi are there no more.

The point to be stressed here is that it can be inferred from the text that in the acting
technique, the changeover of the character of Pururavas into that of the peacock, showing

its mirth is essentially involved, although a different method of presentation also can be
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adopted by introducing the peacock onto stage by a different actor and the whole

sequence can made visually rich by the use of chorus also.

e Each or any one of one of these variations is appropriate to the context and there are
further possibilities also worth attempting. Panikkar’s method was more risky in so far as
it offered definite challenge to single actor to keep the tempo undiminished during almost
the entire duration of the play by creating the illusions through the impersonation of
several characters and changing moods involved therein.

e Now, to revert to the development of the plot; at the end of his search, Pururavas comes
across the precious gem ‘Sangamaniya’ which comes to him only as a result of penance.
With this gem adorned on his head he embraces the benevolent nature which turns out to
be none other than his lost beloved Urvasi.

(Hlustration: 187 To 191)
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» KALIVESHAM:

= PERFORMANCE TEXT:

= DRAMATIS PERSONAE (IN ORDER OF APPEARANCE):

e Nata

e Pati-Dhari Nata
o Kali

e Nala

e Damayanti

e Nata’s Wife

e Karkotaka

= SYNOPSIS OF THE PLAY:

% SCENE 1:

e The Kathakali actors, a pious Brahmin, known for his role Kali in the famous Kathakali
play “Nala Charitam”. Kali is an immoral character, invisible to all; but visible to the
actor and of course to the audience too. The actor is cautious to keep the character
without being possesses of it. Slowly the character takes the upper hand in the process of

interaction; but badly hit by the reality that it can manifest only through the actor.

e |t tutors the actor all its immoral attributes and the poor Brahmin actor turns out to be
ferocious. King Nala having lost his royal sway wanders through the forest with his
consort Damayanti. Kali through the actor creates a sense of fear in Damayanti in the
guise of a serpent. Actor and Kali were two entities; now they become one, then there is a

“Threeness”, Nata, Kali and Nala made into one entity.
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& SCENE 2:

The night performance is over, the actor returns home in the morning; still at his wits end
in the obsession of Kali. His wife tries her best to keep him normal. But he finds Kali
everywhere, in every one including his wife. In a reflective mood he entreats his fans to
cast him on any role other than Kali; preferably that of noble characters like

Dharmaputra; but this is rejected.

SCENE 3:

Kali instigates Nala to abandon his consort in the forest. When Nala is away Kali makes a
futile attempt to molest Damayanti. Her chastity transforms into a forest fire which
threatens to annihilate Kali. Serpent Karkotaka who falls in the fire seeks Nala’s help for
rescue. When saved, the serpent shows its real nature and bites Nala. The venom within
Nala drives out Kali from his within. Nala graciously allows Kali to be off on a condition

that he will never disturb the virtuous.

INTERPRETATION WITH DIRECTOR’S NOTE:

A play based on the famous Kathakali story “Nalacharitham” — an interpretative
extension of the puranic theme, which focuses on the life experience of an actor who is
known for his role of Kali. In the epic theme, King Nala is the protagonist who gets

possessed of Kali, the evil character.

The text of this play provides a context in which Nata (Actor) instead of Nala is the
protagonist. There is an interaction of three characters Nata, Kali and Nala. Kali has no
physical existence. His presence can be manifested only through Nata (actor). When the
Kathakali theme makes its renewed passage to the contemporary theatre it presents to us
a thought process, which forms the very basis of the art of transformation in theatre.

Is it incumbent on the part of the actor to be subservient to the role, which he enacts? Is it
not the basic tenet of the art of acting that it should not be like that? The Nata (actor) in
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this play is a Brahmin who follows his cast prescriptions for a strictly religious life,
whereas he is destined to do the role of a wicked character. When the actor encounters a
situation that his fans always prefer to see him in Kali’s role, he is caught up in a

predicament and he is denied of any role than that of Kali.

e This experience of the actor can be extended beyond the individual level, so as to reach
out to the realm of life of those who are hit by the evil designs of Kali and who meet with
their tragedy. The purpose here is not to probe into the erosion of values in man. The play
envisages the crisis, which human life encounters and the idea, which lies integrated with

the theme, highlights how such dilemma could be overcome.

2> SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY:

& SCENE 1:

— Benediction - The theme is on Natya.

& SCENE 2:

® SEQUENCE 1:

— (Mlustration: 192) The Nata enters and introduces himself as a pious Brahmin, a

Kathakali actor who is destined to take the role of Kali, the evil character in the play
Nalacharitham. (lllustration: 193) Kali is a concept of all vices (addiction for gold, wine,
women, gambling and murder) put together. Depicted as black colour in the beginning
and then turning out to be a spirit, Kali tries to get into the psyche of the actor. The actor
resists stating that Kali will not be allowed to enter into him without his consent and that
he can never function without him. (Illustration: 194 To 196)

® SEQUENCE 2:

— (Hlustration: 197 and 198) In the process of getting ready for the performance,

(Hlustration: 199 To 201) Nata learns from Kali the details of how he should enact



CHAPTER: 5 Page 443 of 458

Kali’s role. (Illustration: 202) The entry of Nala and Damayanti. Nala is in exile after his
wedding with Damayanti, losing his kingdom as a result of internal conspiracy. They are
in a joyous mood. (lllustration: 203) Kali creates serpent phobia in Damayanti and the
actor is taught by Kali to assume the form of a serpent. Damayanti gets frightened at its
sight. Nala says that the serpent is one among many who attended their wedding with a

desire to marry her. Since Damayanti remains scared, Nala drives it away.

® SEQUENCE 3:

— Kali enjoys the beauty of Damayanti and tries to embrace her; but realizes that it cannot

be done without physical existence. (Illustration: 204)

® SEQUENCE 4:

— Kali demands that he should get into Nata’s psyche. Since he is a Brahmin, the actor

expresses that he is unfit to contain Kali. (Illustration: 205) Nala and Damayanthi enter a
bower and enjoy the romantic spring season. Kali gets furious when he fails in his
attempts to embrace Damayanti since it is only a spirit devoid of body. Kali instigates the

actor to follow him in full concentration and dictates to practice Kali’s five vices.

® SEQUENCE 5:

— The actor enters into a pact with Kali that he would always follow his dictates as against

his earlier stand and allows himself to get possessed of Kali. The three entities Kali-Nata-
Nala all fuse into one.

& SCENE 3:

® SEQUENCE 1:

— (Ilustration: 206) Nata reaches home in the morning after a night of performance. Nata’s

wife receives him. He starts to get engaged in the daily ablutions. When his wife looks at
him, Nata feels something strange in his own behavior, and wonders whether he has to
enact even in the role of a husband. He takes pity on his wife for her lonesome waiting
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for him through the night. She looks more tired than him who actually spent a sleepless

night of performance. He expresses his appreciation for his beloved wife.

® SEQUENCE 2:

— Nata’s wife recollects her dream of the previous night when she witnessed a frightening

figure, black as the clouds instilling a sense of deep fear in her. She relates this figure to
her husband. Nata for a while transforms himself to be Kali and assumes the cruel
behavior of the character when his wife looks at him and falls unconscious. Nata regains

normalcy, wakes her up and seeks pardon.

® SEQUENCE 3:

— (Hlustration: 207) Nata’s wife instigates him to do ‘Sandhya Vandanam’, the morning

oblation, and pours water to his palm. (lllustration: 208) Kali then enters and disrupts
this act. Seeing Kali, Nata scolds Kali for interfering even in his personal life. To Nata’s

wife, Kali is invisible.

® SEQUENCE 4:

— Nata is in a protesting mood. He witnesses the presence of Kali even in his wife and

drives her away.

® SEQUENCE 5:

— Nata makes his long felt complaint that he is always selected for the devilish role of Kali.

(Hlustration: 209) Instead he begs for a pious role like that of Yuddhistira and enjoys
enacting that role. But this privilege is refused to him, and he sarcastically agrees to be
satisfied with Kali’s role.
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& SCENE 4:

® SEQUENCE 1:

— (Hlustration: 210) Nala and Damayanti roam around in the forest. They are extremely

tired, thirsty and hungry. They see birds flying around and plan to catch and have one
bird as food.

® SEQUENCE 2:

— (Ilustration: 211) Nata and Kali together transform into a bird and defeat the couple’s

attempt to catch the bird. (lllustration: 212 and 213) In the process Nata as Kali takes

away Nala’s dhoti and Nala become naked. (Illustration: 214)

® SEQUENCE 3:

— Under Kali’s spell, Nala believes that Damayanti has brought in all bad fortunes for him

and tries to abandon her.

® SEQUENCE 4:

— Damayanti is shocked at the change of behaviour of Nala, and weeps in despair. Nala

then feigns pity on her and makes her sleep on his lap. While she is asleep, he stealthily

escapes leaving her alone in the forest. (Illustration: 215)

® SEQUENCE 5:
— (Hlustration: 216) Kali finds it as the best opportunity to molest her and instigated by

Kali, Nata amorously approaches to embrace her. In a helpless mood, her protest finds

expression in a forest fire.

® SEQUENCE 6:

— Karkodaka, the serpent gets trapped in the fire. Nala passes through to whom Karkodaka

implores to be saved. (Illustration: 217) When he is saved, he bites Nala and claims that
he is actually helping him by doing so as his colour got changed with the bite which

enables him to move incognito until his problems are settled.
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® SEQUENCE 7:

— (Hlustration: 218) In the end, Nala spells out Kalisantarana mantra and defeats Kali and

holds him at the tip of his sword, warns him and lets him free on the condition that he
will never get into good people. Kali’s spirit leaves Nata and goes to the audience in

search of an abode to dwell. (Illustration: 219)

& SCENES:
® EPILOGUE:
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» THEYYA THEYYAM:

= PERFORMANCE TEXT:

= DRAMATIS PERSONAE (IN ORDER OF APPEARANCE):

e Chorus

e Daivathar - Devta / Rama

e Angakkaran - Angakar / Lakshamana

e Poonkanni - Balkali / Sita

e Ramunni - Ramanna / Paranki — Phirangi / Ravana
e Yatri

e Police

e Jagirdara

e Salguni - Satguni

e Old Lady (Budhiya)

e Beppuran

= SYNOPSIS OF THE PLAY:

e ‘Theyyam’ can be roughly translated as the re-incarnation of a dead soul. Sometimes
dead war heroes are raised to the status of ‘Theyyam’. ‘Theyya Theyyam’ is thus a
double re-incarnation of a dead man’s soul and a dead hero. ‘Theyyam’, a ritualistic art
performed in North Malabar on festive occasions, usually represents the dead hero, who
is raised to the sublime level of God in the minds of village folk.

e The play ‘“Theyya Theyyam’ being performed here is the story of a villager ‘Ramunni’
who regularly used to cast himself as Theyyam in the village festival, as it was his family
right. He appeared as “Paranki Chamundi” every year without fail, for which the folk

admired him profusely.
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The performance here begins with a flashback which presents the story behind “Paranki
Chamundi”. The villagers have a version of Ramayana for themselves — in which Rama
is Daivathar, Sita, is Poonkanni, Lakshamana is Angakkaran, Hanuman is Beppuran and
Ravana is the pirate Paranki.

The people of the village are terribly afraid of Paranki who arrives on a sailship. In their
version of Ramayana Paranki is attracted by the beauty of Poonkanni, wife of Daivathar
and abducts her. Realizing that his strength is in the magic belt tied around his hip,
Beppuran snatches the belt and Kills Paranki when he is asleep. Thus put to death,
Paranki is raised as the Theyyam ‘Paranki Chamundi’ by the people.

Ramunni, who used to perform the Theyyam in the village, also has a past similar to the
story of Ramayana. He is the subject of a landlord named Mekkamthala. When
Mekkamthala is about to molest Kannipoo, the daughter of a respectable man named
Salguni, Ramunni foils the attempt and kills Mekkamthala.

That night, Ramunni flees the village with Kannipoo. This sets the police after Ramunni,
who is missing, but his mother is confident that he would return to the village on the day
of Theyyam, wherever he is. As anticipated, Ramunni returns on the day and performs
the Theyyam, as his vow is. Salguni and his people recognize him and beat him to death
when he performs the Theyyam. This makes Ramunni the Theyyam of a Theyyam —
“THEYYA THEYYAM”.

= INTERPRETATION WITH DIRECTOR’S NOTE:

The re-creation and re-enactment of the epic theme of Ramayana in the creative mind of
the rustic provide one stream of the plot.

Ramunni usually performs the main role in the ritualistic village version of Ramayana, -
that of Paranki (Ravana). Paranki means the outsider. Parallel to the epic stream there is
another flow of the plot — the story of the human beings who transform into the characters
in the play. There are instances when the two distinct streams join and then again flow
apart.
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e The process of transformation and the reversal are significant dynamics lying latent in the
play and this is justified in the play by using the acting area with the territorial division as
imagined in the Natyasastra concept of ‘Mattavarini’.

e ‘Mattavarini is the geographical area where the process of transformation takes place.
Probably the wings of the stage may be the extreme point where the actor transforms into
character as it is the area where he encounters the audience.

e But the transformation mechanism happens and should happen in the mind of the actor
and that should have happened much earlier than his appearance in the visual range of the
audience.

e The mental process of the actor evolves into the realm of the character at several stages
and the transformation is not limited to any specific spot; or rather it can happen
anywhere in the acting area during the interaction with the audience.

e Sometimes it is contemplated through a series of acting techniques. Sometimes it
suddenly sprouts when an actor gets enthused by certain specific motivation. In the
production the exact interaction between the reality in an actor and his otherness are

worked out to interpret the structural specialties of the play.

= SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY:

& THEORY OF TRANSFORMATION IN THEYYAM:

— “Theyyam - A Ritualistic Art”, performed in North Malabar, Kerala on festive occasions,
usually represents the dead hero, who is raised to the sublime level of God in the minds
of village folk.

— Means ‘Theyyam’ can be roughly translated as the “Re-Incarnation of a Dead Soul”.

Sometimes dead war heroes are raised to the status of ‘“Theyyam’.
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%

®

In “Theyyam’ there are two types of “Transformation”.

FIRST TYPE OF TRANSFORMATION:

First, every human being is transformed in to ‘“Theyyam’ after death. ‘“Theyyam’ means
the deification of the spiritual and word ‘Theyyam’ derives from ‘Deivam’ or ‘God’.

This type of transformation is a metaphysical one:

From Death to Deification

From Human to the Divine.

The social rationale behind the transformation after death is that persons who suffered
untimely deaths or who suffered injustice in an unequal society, as well as those whose
earthly life needs to be rewarded also achieve deification.

The ‘Theyyam’ deities were propitiated for the welfare of the community, village or
individual and they in turn appeared before the devotees through the medium who may be
a priest or chosen person and granted their wishes. The Theyyam then can also be a
functional tool for a society to assuage its guilt and the dancing, an act of contrition as

well as an attempt at appeasement.

SECOND TYPE OF TRANSFORMATION:

The second type of ‘“Theyyam’ is of gods whose different reincarnations are enacted as
‘“Theyyams’. These gods are Dravidian the protectors of humanity from natural disasters.
They do not sit in judgment over humanity in a shroud of morality, but actively
participate in the day to day life of humankind.

Demon gods such as Ravana are included in this list. The rationale is that there is no
distinction between hero and demon gods. On the human side, too, it is not just the
“Heroes and Protagonists” who are made ‘Theyyams’; it is also the “Antiheroes and
Antagonists”. The result is a flattening out of a hierarchical value system in the human

and godhead, which leads to the humanization of gods and the deification of humans.
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& NOTION /PROCESS OF THE TRANSFORMATION:

— Lying at the root of all the “Folk Traditions of Performance in India” is a great
significance ascribed to the “Notion / Process of the Transformation” of “Villager to
Character”. Here two level of “Transformation™:

*  First Level: “Villager to Performer”

* Second Level: “Performer to Character”

e The identification of villager for the role also on two level:

* First Level — Physical Sense:

— Villager learns the codes of gesture, mime, facial and body language, the language of
theatre etc.

* Second Level — Metaphorical Sense:

— The performer identifies with the role in a metaphorical sense, that he, villager, is being
transformed into the role he is representing.

— This process of transformation takes place in the mind of the, other villagers / spectators.
The spectator sees at once the villager / actor and actor / character and, since surface
realism is impossible to achieve in a village context the spectator is being asked to make
an even greater suspension of disbelief.

— It could be said, in fact, that the actor only plays a minor role in the process of
transformation, in that his primary function is to act as facilitator of the spectator’s

mental transformation.

& AESTHTICS OF RITUALISTIC PERFORMATIVE ART FORM OF THEYYAM:

— ‘Theyyam’ performed in the courtyards of Hindu temples, the demarcations between life
and performance are not fixed. Times are announced for the beginning of the
performance but these are never adhered to, as the enactment of the ritual is driven by

social factors, and is not considered an exhibition of “Fabricated Aesthetics”.
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— The action emerges from the villagers’ preparations without any significant ritual marker.
The performance emerges from a shared knowledge of the ritual between groups of core
performers. The emphasis is on the accomplishment of the ritual, rather than the
completion of a performance. With such life and performance markers being so fluid, it is
up to the spectator to transform the performer into a trance-possessed spirit. It is also the
spectator who transforms the hyperventilating, writhing performer into the living

embodiment of the god represented.

e Such a value system is evident in everyday life, is what Kavalam Narayana Panikkar
discovered, and his particular version of the ‘Theyyam’ ritual is based on a real-life
incident. Here was a case of a traditional performer also being involved in a real-life
drama similar to the drama he was preparing to enact, and the duality of the situation was
the inspiration for a play based on an ancient myth, and set in a modern context. This

duality leads inevitably to two parallel plots which eventually merge.

& SCENE 1:

® SEQUENCE 1:

— (Hlustration: 220 To 222) Entry of actors and musicians. (lllustration: 223) They are

preparing to enact a village version of Ramayana, and actors for different roles are
selected. Theyyam artiste Ramunni is selected to enact the role of Paranki (The Outsider/
Ravana) and he is assigned to dress up and get ready. Kannippoo is chosen as Poomkanni
(Sita) along with two actors in the role of Daivathar (Rama) and Angakkaran
(Lakshmana).

® SEQUENCE 2:

— Daivathar, Angakkaran and Poomkanni pass through the forest while the group watches.
(Hlustration: 224)
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® SEQUENCE 3:

— (Hlustration: 225) Ramunni assumes the role of Paranki by looking into the mirror and

makes sure that he is the character Paranki. (lllustration: 226 and 227) The leader of the
Group ties an amulet around Paranki’s waist which represents his strength. (Illustration:
228) They sing in his glory. (Hlustration: 229 and 230)

® SEQUENCE 4:

— (Hlustration: 231) A wayfarer is seen with a bundle on his shoulder by Paranki who

follows him and corners to loot his belongings to which the group protests and Paranki
drives all of them away. (lllustration: 232 To 234) Paranki then notices the trio -
Daivathar (Rama), Angakkaran (Lakshmana) and Poomkanni (Sita) and enjoys the
beauty of Poomkanni. The group interferes and warns Paranki to be weary of Daivathar

and do away with his amorous advances to Poomkanni.

& SCENE 2:

® SEQUENCE 1:

— (Hlustration: 235) A member of the group in the role of a police man enters and he asks

the group whether they are aware of the incidents happened during Ramunni's penance (a
religious obligation practiced prior to the impersonation ceremony of Theyyam). He
informs the group that Ramunni has murdered Mekkanthala, a notorious landlord. From
among the group an actor is selected to do the role of Mekkanthala.

® SEQUENCE 2:

— (Hlustration: 236 and 237) The group including Ramunni, Kannipoo is agricultural

workers in Mekkanthala’s farm. While they are engaged in harvest Mekkanthala
lasciviously approaches Kannippoo (lllustration: 238) and Ramunni who is her beloved
witnesses the landlord’s misbehavior and the whole group is in protest against the
landlord. (Illustration: 239) The clash between the landlord and the group reaches a
climax; the strength of the group becomes indomitable and they exit giving a warning to

the landlord to trust the soil and to have love for fellow beings.
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® SEQUENCE 3:

— As Kannipoo returns home after her work, the landlord once again makes advances to
her, which was watched over by Ramunni in hiding and when he is at the point of
molesting her, Ramunni jumps into the fray in which the landlord gets murdered.
(Hlustration: 240 and 241) Ramunni and Kannipoo hand-in-hand elope. (Illustration:
242 To 244) He realizes for a moment that he has to come back for the ritual of

Theyyam. But Poomkanni insists on going ahead with their escape.

& SCENE 3:

® SEQUENCE 1:

— (Hlustration: 245) Group introduces Salguni, who is the father of Kannipoo. He is in

total agony at the loss of his daughter. With the help of the police man Salguni takes a
vow to wreak vengeance on Ramunni. A lady from the Group introduces herself as
Ramunni's mother, argues to Salguni in favour of her son. (lllustration: 246) She
expresses confidence in her son that he would return, wherever he is, to impersonate as
‘Paranki Chamundi’, which is an inherited family rite. The Group pacifies Ramunni’s
mother that they would venture to search out for the missing couple.

® SEQUENCE 2:

— The Group on search comes across a river and discovers its origin to be the eyes of
Daivathar (Rama) who is pining over the separation from Poomkanni (Sita). The two
themes - the epic story Ramayana and the other the story of Ramunni and the concerned
actors merge into one. Salguni claims that the loss of his daughter is as serious and
sorrowful as Rama’s suffering. (lllustration: 247) The Group convinces him that

Daivathar’s agony is a shared one unlike any personal and ordinary sorrow like his.

& SCENE 4:

® SEQUENCE 1.
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— The Group selects one of the actors as Beppuran (Hanuman) to redeem Poomkanni
(Sita). (Hlustration: 248)

® SEQUENCE 2:

— Beppuran takes the message to be delivered to Poomkanni (Sita) from Daivathar (Rama)

and sets on his journey in search of Poomkanni (Sita). He flies over the sky and alights on

Paranki’s ship where he has kept Poomkanni (Sita) a captive. (Illustration: 249)

® SEQUENCE 3:

— The leader of the Group advises Beppuran to grab the amulet from Paranki's waist in

which all his powers are hidden. (Illustration: 250)

® SEQUENCE 4:
— Paranki (Ravana) approaches Poomkanni (Sita) to grab her and the group sets ablaze as
fire. (Illustration: 251)

® SEQUENCE 5:

— (Hlustration: 252) The furious Paranki goes to deep meditation to muster all his strength

to win over Poomkanni (Sita) and falls asleep in the course of it. Beppuran takes

advantage of this and grabs the amulet and kills him. (Illustration: 253 and 254)

& SCENE 5:

— (Hlustration: 255) The penultimate day of the Theyyam ritual arrives. There is a tense
atmosphere; the policeman ready to arrest Ramunni if he happens to arrive, Salguni
geared up to barge upon Ramunni if and when he appears, and the confident mother
excitedly awaits Ramunni (Illustration: 256) - when Ramunni makes his appearance in
full outfits of Theyyam. (Illustration: 257 To 259) During the Theyyam show, Ramunni
is beaten down to death by Salguni and friends. He dies in the guise of Theyyam and
hence “Theyya Theyyam - The Theyyam of a Theyyam”. (Illustration: 260 and 261)

— The irony, of course, is not lost that the character Paranki is deified after having

committed an unjust act. He had stolen another man’s wife, and therefore his killing
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could be seen to be just. But on the village level of the story, Ramunni is killed for
avenging an act of injustice, an attempted rape and he thus appears to be an innocent
victim. Given the nature of the value system however, it must be remembered that
Ramunni abducted, rather than eloped with, another man’s daughter. Both Ramunni and
Paranki are deified and it is at the point of the ‘Theyya Theyyam’ that the audience is
confronted with the irony that surrounds the act of deification. This cultural processing of
a noble religious ideal is based on shaky social and moral foundations even; the spirits
are attributed with godliness.

& PRODUCTION NOTE ON “THEYYA THEYYAM”:

— The chorus not only narrates but chants and sings, and is accompanied by percussion
instruments in measured rhythm. The members of the chorus also punctuate the action in
their self introductions directly to the audience. The inference is of the multiple identities
we all assume in everyday life. Everyday life and the tools associated with it take on
added significance in this production. The sickles used by the villagers at harvest time are
threatening instruments of death. Costumes are minimal, parts represent whole costumes
and the result is that we are always aware of the duality of the performer’s function.

— When Paranki puts on his belt, he is possessed by superhuman strength. Performers
become characters by looking into mirrors and seeing themselves reflected back as
characters, not as performers. The performer playing Bepporan - Hanuman builds up an
increasingly large vocabulary of monkey - like gestures, in south Kerala Ottanthulal /
Kutiyattam style — “Vanara Stobham”, in order to become the character. There is no
pretence at realism. All action is stylized and the dualities between the two storylines are
maintained only by minimum use of gesture and costume. The spectators are always
made to feel that the difference between past and present, and between the two fictional
realities of the drama, is minimal. The stage is a constant among these acts of
transformation and the chorus represents society as a perennial narrator of the stories, as a
witness to the drama of events. The dramaturgical and theatrical continuum is an index to

a belief system based on deification.
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— The plot involves all the vestiges of the rites, passions and concerns of an agricultural
community and the transformability of the actor / villager as sign, is as intact as in the

original Theyyam dance.

& NOTION/PROCESS OF THE TRANSFORMATION IN “THEYYA THEYYAM”:

— The play does not unfold chronologically. The villagers’ story and the Ramayana story
are woven together textually, achieved in performance through the use of chorus. No
character exists discretely. They all, both are antagonists and protagonists, emerge from
and return to the chorus. Simple acts such as putting on a head-dress, an item of costume,
picking up a sickle, or staring in a hand mirror, all achieve the transformation from the
choral text to character. Character identities are transient and fleeting, for as the narrative
moves on, the performers must move from one plot to the next and also take part in the

chorus.

& THE PHILOSOPHY OF TRANSFORMATION IN “THEYYA THEYYAM”:

— Accordingly “Brian Singleton”, Irony is dramatized by the transforming ability of
performer to the role and this forms the very crux of the play. The villager first
transforms by acts of penance into performer, and then from performer, by learning the
dance tradition, transforms into character A “Ramunni”. The performer next transforms
into character B “Paranki Chamundi” (The Deified Paranki) and still furthers into
character A (The Deification of Ramunni). And so the author, Panikkar, takes the
mirroring of the two roles and reflects them into infinity. The essence of this modern
theatre is the dramatization of the impossibility of totally the separating performer from
the role.

— This is also taken one step further by highlighting the lack of boundaries between
spectator and performer. Although spectators are not invited to perform, the performance
of “Theyya Theyyam” can take place even if the divisions between spectators and

performers are all their loosest. In an open space, with the performers on the same level
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as the audience. The actors can emerge from anywhere to perform. As well as breaking
down barriers it does much to suggest that theatre takes place in life.

— The stage has an important role to play in the act of transformation. This vital act of
transformation in the modern theatre is an allegory of the regional and religious value
system. The religious belief represented through theatrical allegory not only resists
urbanizing and westernizing rationality, but also any met theatrical self-consciousness on
the part of the spectator. Resistance, therefore, becomes theatrical as well as social,

religious, and non-rational.

e Panikkar’s “Notion of Interculturalism” and his “Interculturalist Approach to Modern
Indian Theatre” is a defiant attempt to legitimize his performance heritage by resisting

the dominant ideology through ritual practice.

e Close studies of the ‘Dramatic Text Vs Performance Text’ of the Plays are unfolding the
myrid forms of an ‘Imaginative Theatre’.

e Panikkar’s vision set the Classical Sanskrit Theatre on a strong foundation in his life —
time; it continues to inspire the Contemporary Theatre to find out a new idiom to
interpret ancient texts to meet the challenges of present — day life.
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KARNABHARAM

1, 2 & 3. Group is offering obeisance to the Narasimha.

5 & 6. Design Work: Karna's Kavacha, Kundala and Costume.
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7. Entry of Karna.

12. Shalya's Costume Design.
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13. Karna's failure begins when he is thinking 14 & 15. Entry of Kunti.

16 & 17. First Avastha: VEERA — UTSAH.
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18-19. Second Avastha: KARUNA — SHOKA.

20. Third Avastha: RAUDRA — KRODHA.

21-22 Transformation of Shalya into Parasurama.
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27-28 Entry of Surya.
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32-33 Design Work: Indra - Head Gear, Chitra Yavanika, Property.

29-30 Entry of Indra.

34 To 36 Fight between Indra and Surya.
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36 Fight between Indra and Surya.

37-38 Design Work: Mask and Costume

Vajra Mukha

39-40 Entry of Vajra Mukha.
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41-42 After a long training Parasurama is giving “Brahmashtra” to Karna.

43 Parasurama is sleeping 44 Vajra Mukha

on the lap of his disciple Karna. is biting both the thighs of Karna

45 Parasurama is cursing Karna. 46 To 48 Transformation of
Indra into Brahmana.
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46 To 48 Transformation of Indra into Brahmana.

49-50 Indra as Brahmana is asking for “Bhiksha” to Karna.

51 Karna is offering 52 Karna is offering

Cows to Indra as Brahmana. Horses to Indra as Brahmana.
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53 Karna is offering 54 Indra as Brahmana is rejecting

Elephants to Indra as Brahmana. “Bhiksha” as Elephants.

55 Karna is offering Gold to Indra as Brahmana. 56 Karna is offering 'Agnishtoma-Phalam'.

57 Karna is offering Indra as Brahmana 58-59 Karna is becoming possessed

“Kavach and Kundal - Armour and Ear Rings”. and giving “Kavach and Kundal” to Brahmana.
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58-59 Karna is becoming possessed 60 After becoming possessed

and giving “Kavach and Kundal” to Brahmana. Karna falls down.

61 Karna is again ready

with all the remaining strength.
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MADHYAMA VYAYOG

69-70 Entry of Ghatotkacha.
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66 To 68 Design Work: Aharya — Costume and Makeup of Ghatotkacha.

68 Makeup of Ghatotkacha.

71-72 The Brahmana and
his Family encounters with Ghatotkacha.

73 To 75 Demands of Ghatotkacha.
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78-79 Design Work: Aharya — Costume of Bhima.
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80-81 Entry of Bhima.

82 Bhima encounters with Ghatotkacha. 83-84 Bhima blocks Ghatotkacha.

85-86 The old Brahmana

predicaments to Bhima.
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86 The old Brahmana

predicaments to Bhima.

87-88 Bhima is ordering
to Ghatotkacha to free the Brahmana boy.

89-90 The fight between Bhima and 91 The fight between
Ghatotkacha: Fight with Mountain. Bhima and Ghatotkacha: Fight with Duel.
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96 Entry of Hidimba. 97-Hidimba
Ghatotkacha meet each other.
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98 Hidimba

Bhima meet each other.

99-100 Happy Re-Union of the Family.
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URUBHANGAM

101 -107 Warriors in varying combinations
mime battle scenes with real swords,
shields, and spears, warriors on 102
horseback and elephants on the battlefield.

103 104

105 106
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108-110 Two outer warriors assume the roles of Bhimasena and

Suyodhana and fight with their maces taking the conflict to its crescendo.

112 Entry of Baladeva.

111 Design Work: Aharya
Costume of Baladeva.
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113-114 Design Work: Aharya — Costume and Head-gear of Real-One Suyodhana.

115 & 116 Design Work: Aharya — Costume and Head-gear of Theyyam Suyodhana.
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118 Design Work: Chitra Yavanika.

119-120 Entry of Real-One Suyodhana.

121 Entry of Theyyam Suyodhana. 122 Conflict between Real-One
Suyodhana and Theyyam Suyodhana.
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123 Conflict between Real-One
Suyodhana and Theyyam Suyodhana.

126 Design Work: Aharya
Costume of Dhritrashtra and Gandhari.

128 Entry of Suyodhana's Family.

127 Design Work: Aharya

Costume of Durjaya and Pauravi / Malavi.
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129 Relationship / Conversation
between Suyodhana and Dhritarashtra — Gandhari. Suyodhana and Pauravi — Malavi.
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133 The chorus of warriors & Ashwathama.

134 To 136 Suyodhana's “Swargarohanam”: The ultimate union of the mortal 'Suyodhana' and his "Theyyam'.
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ABHIJNANA SHAKUNTALAM
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137 Design Work: Aharya 139 Design Work: Aharya
Costume of Dushyanta. Costume of 'Suta'.

138 Design Work: Aharya

Head-Gear and Ornaments of Dushyanta.

140 Shakuntala as Antelope.
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142 The antelope has culminated into the hunt

of the poor damsel — 'Shakuntala'.

143 Dushyanta is enacting the Shloka: 144 When Dushyanta is again on the hunt

“Wm bR Vaikhanasa is cautioning him
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145 Design Work: Aharya 146 Design Work: Aharya
Costume and Ornaments of Shakuntala. of Priyamvada and Anasuya.



147 Design Work: Aharya
of Priyamvada and Anasuya.

148-149 Shakuntala described as

“Anaghratam Pushpam...”

150 Entry of Shakuntala.
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151 Entry of Shakuntala,

Priyamvada and Anasuya.

156 Shakuntala in grief.

155 Entry of Vidushaka
Madhavyah: King's Jester.
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158 Shakuntala and Dushyanta

expressing their eternal love for each other.

157 Meeting / Conversation between

Shakuntala and Dushyanta.
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159 Design Work: Aharya 160 Shakuntala

Costume and Makeup of Durvasa. is day dreaming about Dushyanta.
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161 Design Work: Aharya

Costume and Ornaments of Gautami.
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162 Design Work:
Aharya of Vaikhanasa,
Sharngaravah, Sharadvatha.

163 Shakuntala is happily sent to Dushaynta's palace.



164-165 Shakuntala, Gautami and Vaikhanasa

present themselves in Dushyanta's court.

167 Matali being trapped.

168-169 Happy Re-Union of Shakuntala and Dushyanta.




491
VIKRAMORVASHIYAM 4" ACT

170 to 179 171
CREEPER DANCE:
Urvashi turns into a Creeper
with the help of Chitra Yavanika.

172 173

174 175
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176 178

180 to 183 Pururavas in his confusion seeks Urvashi's presence in all that meet his eyes.



184-185 Pururavas is conversing with Peacock.

186 Pururavas is conversing with Cuckoo. 187 Pururavas comes across

the precious gem 'Sangamaniya'.
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188 To 191 Happy Re-Union of Pururavas and Urvashi with the help of Chitra Yavanika.



192 Nata enters and introduces himself. 193 Nata is destined to take the role of Kali.

194 To 196 Kali is trying to 197 In the process of getting
get into the psyche of the Nata. ready for the performance.
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198 In the process of getting
ready for the performance.

202 The entry of Nala and Damayanti.
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203 Kali creates serpent phobia in Damayanti. 204 Kali enjoys the beauty of
Damayanti and tries to embrace her.

205 Nala and Damayanti enter a 206 Nata reaches home in the

bower and enjoy the romantic spring season. morning after a night of performance.

207 Nata's wife is instigating him to do 208 Kali enters and disrupts to

'‘Sandhya Vandanam'. Nata for 'Sandhya Vandanam'.
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209 Nata begs for a pious 210 Nala and Damayanti

role like that of Yuddhistira. roam around in the forest.

211 Nata and Kali

together transform into a bird.

4 i Kk
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212-213 Nata an
the couple's attempt to catch the bird. Nala's dhoti and Nala becomes naked.

= . = el

d Kali together defeat 214 Nata as Kali takes away
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216 Kali molests Damayanti and instigates,

Nata amorously approaches to embrace her.

215 Nala feigns pity on Damayanti and
makes her sleep on his lap.

-

218 Nala defeats Kali. 219 Kali's spirit leaves Nata.




500
THEYYA THEYYAM

221-222 Design Work:
Aharya — Costume of Chorus.

220 Design Work: Set.

35

226-227 Design Work: Aharya
Costume and
Head-Gear of Paranki.
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223 Entry of Actors and Musicians. 225 Ramunni assumes the role of Paranki.

224 Daivathar, Angakkaran and Poomkanni 228 The leader of the Group is tying an amulet

are passing through the forest. around Paranki's waist.

229-230 The Group sings in Paranki's glory.
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230 The Group sings in Paranki's glory.

231 A wayfarer is seen with a

bundle on his shoulder.

232 To 234 The Group warns Paranki to be weary of Daivathar

and do away with his amorous advances to Poomkanni.
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235 A member of the group
in the role of a police man

is entering and instigating the Group.

236-237 The group including Ramunni, 238 Mekkanthala lasciviously
Kannipoo is agricultural approaches Kannippoo.

workers in Mekkanthala's farm.

239 Whole group is in protest against the landlord.
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240-241 Ramunni jumps into the fray

in which the landlord gets murdered.

242 To 244 Ramunni and Kannipoo hand-in-hand elope.

245 Salguni is the father of Kannipoo, 246 A lady from the Group introduces herself

who is in total agony at the loss of his daughter. as Ramunni's mother.



505

247 Salguni claims that the loss of his daughter 248 The Group selects one 0 the actors as

is as serious and sorrowful as Rama's suffering.  Beppuran (Hanuman) to redeem Poomkanni (Sita).

249 Beppuran takes the message to be delivered 250 The leader of the Group advises Beppuran

to Poomkanni and flies over the sky. to grab the amulet from Paranki's waist.

251 Paranki approaches Poomkanni to 252 The furious Paranki goes to deep meditation.

grab her and the group sets ablaze as fire.

253-254 Beppuran grabs the amulet and kills him.
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255 Design Work: Aharya
Head-Gear of Theyyam.

260-261 Ramunni is beaten down to death by Salguni and friends.



