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1. Bhand Pather

Bhand theatre based on social satire is popular in Northern India - specially in Kashmir and Punjab.
The literal meaning of Bhand in Hindi is jester i.e. a professional joker. Pather means a play in the
repertoire of the traditional Bhand theatre of the Kashmir. Although there is no special mention of
the folk plays in Sanskrit literature, but there are few which are known as Samvakar, Vyayog,
Prahasan, Bhan and Sattak. It is quite possible that the term Bhand could have been derived from
Bhan, which is popular as 'Bhand-Bhandaity'. Bhand Pather of Kashmir, is a unique combination of
dance, music and drama where satire, wit and parody are preferred for inducing laughter. The group
of artists — dancers, singers, actors involved in this form of theatre are called Bhands. It is believed
that Sadaf Bhand was a descendent of court musician and a pioneer of the Bhand theatre.
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2. Bhand Pather

In 15th century A.D.. during the reign of Sultan Zain-ul-Abidin, the theatre and performing artists were
patronised and the performance was staged in Royal Courts. It is believed that the rulers of Kashmir
Ali Shah and Hasan Shah also invited Carnatic musicians. With the passage of time, performances
could not be staged in Royal Courts, still folk arts flourished. Bhands travelled extensively in the
countryside also, entertaining and educating the masses and the classes alike, thus retaining the
essence and the skills.

Bhands belong to the community of farmers. During the harvest season in May and June, they are
rewarded with paddy, clothes and money for entertaining people. Gods and goddesses are reverred
by Bhands through their performances. Such performances are termed as 'Bhand-Jashn'. Apart from
worship of gods and goddesses, 'the Jashn' is full of satire, wit and parody. Whenever the Bhands
perform, they imitate one and all like barber, safaiwallah, priest, peasant, king, cook, boatman etc.
Imitating others is the significant feature of Bhand Pather. Imitating and ridiculing the kings and elite
alike 1s a speciality of this art form. ’
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3. Bhand Pather

The performances in Bhand Pather do not follow a written script. The story progresses with the usage of
dance, hand gestures and facial expressions interspersed with comical and satirical vocal passages. The
repertoire consists of two actors, two male artists playing female characters two surnai (an aerophone - very
similar to Shehnai) players, two drummers and one nagara (a type of kettle drum) player. The different actors
of the play make their entry while sitting in the audience. The costumes and make-up conforms to Kashmiri
traditions.

One of the traditional Pathers is Shikaargaa which 1s a satire based on the story of hunters who go to a
forest for hunting deer. They claim to have killed a tiger which was killed by a genuine hunter. Shikaargaa

1s the only Pather in which masks are used to portray animal characters. In the picture, two actors with the
masks of deer and tiger can be seen.
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4. Swang

Swang, is a folk-theatre form of Haryana and Punjab. It is similar to Nautanki, traditional theatre form
of Uttar Pradesh. As far as thematic content, dramatic structure and theatre techniques are concerned
the literal meaning of Swang is to camouflage oneself with costumes and make-up in order to
impersonate the designated characters. Bahurupias also practised Swang to earn their livelihood. On
the occasion of Holi festival, Swang artists move around in small groups displaying their art and
during Dusshera festival, they are part of various tableaux. Usually social or mythological stories are
presented through sculpture like images in these processions.

This traditional theatre form is more popular in Haryana and it is also believed that art form flourished
more in this region. As soon as the audience gathers, the Swang performance begins with musical
presentations. The solo or group singing is accompanied by nagara, dholak, shehnai, sarangi,
harmonium and cymbal players dressed in traditional costumes. As in Nautanki, in Swang also, the
nagara and drums are played to herald the beginning of the performance. The range of Swang
performance is from the ballad singing to the dramatics based on theme of historical events.
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S. Swang

The Swang theatre is a radical departure from the devotional aspects prevalent in traditional theatre
forms of India. The Swang is generally not performed near the houses of worship. A special emphasis
is laid on traditional costumes. Mainly two actors enact various scenes in Swang. The dialogue
continues with the question-answer sessions between these two actors. Some scholars are of the view
that much stress is not laid on theme in the Swang. The dialogues are captivating and presented in
a lucid manner.
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6. Swang

Swang is a humorous and comical theatre form which is mostly presented by the bride's side during
marriages. As a general convention, the female roles are also enacted by male artists, as is the practice
prevalent in other performing folk art forms. The artists wear the traditional costumes of Haryana and
the themes of Swang are related to historical episodes in addition to ridiculing social orthodoxy.
Expressions, gestures, dialogues, songs used in Swang are simple and clear as they convey the
essence of rural life.
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7. Nautanki

Nautanki is one of the most popular traditional theatre forms of North India. As the term Nautanki itself suggests, the basis of
this form of entertainment is Naatak (play). It is believed, that the original form of Nautanki was also known as Saangeer, a theatre
form with many facets including Bhagat, Swang, and Nautanki. The renowned Hindi litterateur, Jayashankar Prasad believed that.
the term Nautanki itself was just a local, dialectical variation of the classical term Naataki. Dr. Hazari Prasad Dwivedi an erudite
scholar and writer maintained that India's first aesthete, Bharata, the codifier of Natya Shastra has given details about the theatre
form Sattak, which was similar to Nautanki. The famous author of Hindi Amritlal Nagar, on the other hand opined, that in the times
gone by, at some stage there could have been an entry fee of nau takas, or nine coins for the Nautanki, and hence the name.
Few other scholars, suggest that Nautanki, with the same name is merely sixty-five to seventy years old.

Nautanki, as a form developed from other traditional theatre forms like Bhagat, Swang, Nakal, with romanticism as its driving force,
has its mainstay in most of its presentations. Contemporary situations are also being included in its repertoire now a-days.

Nautanki presentations are musical influenced by Quawwali, Ghazal and Thumri. Doha, Chaubola, Laavani, Maand forms of folk
music have been embedded to impart a new dimension to the scenes of suffering, sympathy, agony in Nautanki presentations.
Jaan-e-Aalam, Bhakt Puranmal, Lala Rukh, Prem Kumari, Ankhon ka jaadu etc. are some of popular Nautanki presentations
enriched with romanticism and Braj dialect. Some traces of Punjabi, and the language used by Amir Khusuro can also be seen.
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8. Nautanki

Nautanki presentation of Kanpur, Lucknow and Hathras are famous because of their distinctive styles.
Many famous folk artists have contributed significantly for the professional development of this art form.
Parsi theatre also influenced this traditional theatre form. The Kanpur style introduced the usage of
curtains, sub-themes and dialogue delivery with emphasis on accent and pronounciation, enriched with
the use of the meteric form of Behar-e-tabeel. The stylized presentations in Lucknow, on the other hand,
stressed on costumes and modern make-up techniques. The unique features of Hathras style of Nautanki
is the emphasis on songs and gestures. In this tradition, the language being used is still a mixture of
local dialect and Urdu. Its uniqueness lies in the use of Doha, Chaubola, Chhappai and Behar-e-tabeel.
In the beginning, the men used to enact female roles but later on, women too, proved their talents on
the stage. The region of Rohtak in the state of Haryana hac emerged as a leading centre of Nautanki.
Sultana Daku, Veer Abhimanyu, Raja Harishchandra, Bharthari, Udal ka byaah, Vaah ri kismat are
some of the famous Nautankis presented in this region.

Apart from these, the Nautankis based on Urdu literary works, like Mordhwaj, Sivaah posh, Laila Majnu,
Shirin Farhad, Inder Sabha, ctc. also form the repertory of this theatre form.
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9. Nautanki

Nautanki is staged on an open, raised platform. At times, the stage has backdrops as per the requirement. The backdrop depicted is
connected with the scene and accordingly the backdrop is often changed. The accompanying musicians occupy the stage first. The
nagaara player creates the ambience of the beginning of the presentation by playing the instrument. The performance begins with an
invocation in chorus and the blessings of the divine beings are sought. The dialogues composed in Doha, Chaubola and Sher herald the
actual commencement of the presentation. The most important role of narrator is played by the Ranga, who begins the story to be
presented. The Ranga connects the various episodes of the play. Although the dialogue is in prose as well as in verse, Nautanki is treasured
because of the rhymed dialogues and their musical compositions. The actors swinging to the rhythm of the percussionists, dance se-
quences and the music hold the audience spellbound.

It is for the scenic description, dialogue and details of the totality, that the Doha, Chaubola, Daur, Behar-e-tabeel meteric compositions are
used. When a song sequence is over, the basic tune is played on the Saarangi and the harmonium, to which rhythmic pattern is provided
on the nagaara. The tihai or the third repetition, makes the end of the sequence clear and the second music composition takes off from this
point. The most important instruments of Nautanki are the nagaara and tikaari. They have such a profound musical effect that nothing
seems impossible to the onlooker. Navrasa in different hues and colours are presented with different permutations and combinations of
musical compositions. The descriptive details seems to be so realistic as if virtual war engaging millions of soldiers is being fought without
showing even a single soldier on to the stage. For that matter even most horrible incidents can be staged accordingly as if happening
actually. Like in other forms of folk theatre, costume and make-up techniques are highly stylised in Nautanki also. With time, however, some
changes have taken place as far as costumes and make-up techniques are concerned. These are nearer to life, to reality, to surroundings.
Depending on the characters and times dealt with, headdresses are turbans, crowns, head gears with ornaments, beards, moustaches, wigs
and so on. Many composers have contributed significantly in the holistic development of Nautanki.
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10. Raasleela

Based exclusively on Krishna legend, Raasleela is highly musical traditional theatre form of Uttar Pradesh. The tradition
of Raasleela is older than the beginning of the Christian era. Raas comprises all the characteristics of a folk art play
mentioned by India’s most ancient aesthete and codifier of arts, Sage Bharata. In Braj, this theatre form has developed
from a narrative form, with song and dance as base, to a form which includes acting, alongwith music and dance. It is
believed that this dimension to traditional Raasleela was brought in by Shri Narayan Bhatt. Down the ages, Raasleela
began with the thematic episodes like Gocharan, Kalivadaman, Saanjhi, Daan and Maan, etc. During the Raasleela, the
lively details of the forests, mountains, rivers, cowherds, cattle, life in pastoral surroundings are enacted.

It is believed that Raas originated and developed from ras — an emotion or aesthetic experience. Originally, Raas was
dance movements in circles, with emphasis on love, Shringaar ras. In the Puranas, there is a description of the Raas,
which includes the depiction of scenes which are vivid. These selfless devotional love scenes lay emphasis on the
fragrance of flowers, moonlit nights, pleasant weather conditions and so on. But, Raasleela itself has been inspired by
the divine love of Radha and Krishna, and sentiments associated with love and separation. At its climax, Raasleela
presentations uplift the audience to such an extent that they get totally immersed in the devotional love of Radha and
Krishna.

Invocation, adoration, dance, and the lively depiction of Krishna's pranks evoke in the audience a feeling of natural
reverence.
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11. Raasleela

In this dance form body movements and facial expressions play a very important role in expressing the emotions. There are certain
postures and gestures which symbolize special, unique feelings and emotions. These gestures and postures are related to Chalan,
Halan and Chitvan. In the facial expressions associated with this dance form, the smile is the most significant. The texts dealing
with the legends of Radha and Krishna mention the smile again and again. The emotion of love is depicted in this dance form
through the eyes. They seem to merge into one at times, and at times, they merely give an indication of love. The smile of the
divine lovers are like treasures suddenly discovered. In Raas, it is Krishna’s Tribhangi, or division of the body into three parts,
or sections, which is important. It is the perfected art of placing the left foot, balanced on the toes, in front of the right foot,
placed firmly on the ground. The left heel is raised gradually. The waist and the neck are tilted towards the left. The hands are
raised to an angle, giving the impression of Radha and Krishna playing the flute.
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12. Raasleela

" In Braj, there are two schools of Raasleela, the open Raasmandal and the pataa Raasmandal. In the first kind, there is a stage approximately
four feet above the ground, whitewashed. The area of the stage is bigger, about ten yards. It seems, that the performance is nature-oriented.
Traditional colouring agents are used for the face, which seems to glow red. Krishna’s forehead is decorated with roli, sandal paste, to give him
a distinct personality, other than the Gopas, the cowherds, his friends. Radha and the Gopis, the women of Braj, who are her friends and
Krishna’s devotees, have bindis on their foreheads, a practice continued down the ages. Krishna also wears a triangular crown and collyrium

in his eyes.

The music and dance of Raasleela, has been the mainstay of this theatre form down the ages. There is no dialogue as such. But, song and
gesture give the impression of a dialogue. The instruments used for the music in Raasleela are harmonium, jhaanjh, manjeera, tabla, pakhawaj,
tanpura and kartaal. When the chief singer introduces rhythmic syllables, bols during the narration, the ankle bells, ghunghroos are also
jingled, to produce the effect of dance. Because of the influence of Kathak dance form, the chief singer introduces the bols or sound-patterns
of rhythms, used mainly by percussionists otherwise, except in certain musical forms like the Taraana.

The lyrics and rhymes of this dance-drama are its main props. The audience has gone into raptures down the ages because of the songs of
Raasleela which are full of joy, love, separation and emotions. On the one hand these songs have been sung to evoke religious feelings, faith
and build ethics among the common people and on the other hand they have been sung on festive occasions while observing rituals of other
appropriate events. Some of the singers of Raas have given preference to the more attractive couplets to make the art popular. Jayadev, Surdas,
Nandadas, Paramanandadas, Lalita Kishori, etc. are some of the eminent poets who have been closely associated with this theatre form.

The influence of Parsee theatre technique on current Raasleela can be seen in the kind of costumes worn by the artists. Radha and Krishna are
dressed in a way, that bears not much resemblance to the costumes of the other cowherds and maidens of Braj. Now-a-days, even the musicians
of Raasleela have distinct costumes.
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13. Bhavai

Bhavai is a traditional theatre form of Gujarat and Rajasthan. Bhavai is supposed to have deep roots in Kutch and Kathiawar
in Gujarat. The term 'Bhavai' itself continues to be the cause of controversy among scholars. There are those who believe that
the term refers to the firm grip of the goddess causing and controlling the dreaded small pox, while others maintain, that the
term Bhavai means the flow of emotions.

Bhavai originated as a prayer offered to the Goddess Amba, during the Navratra festival. Later on, however, the Bhavaya sect
started presenting Bhavai on other occasions as well, as a means of entertainment. The name mentioned with love and reverence
for giving this theatre form artistic touches, aesthetic appeal is that of Jayashankar Bhojak 'Sundari'. Names associated with the-
new elements introduced in this theatre form are : Deena Gandhi and Rasik Lal Parikh.

There are also some new themes associated with this form, now. With "Maina Gurjari" and "Jasma Odan" the new elements were
incorporated into this form, bringing it at par with other contemporary theatre forms.

It is believed that the creator of this form of entertainment was Asita, or Asaita, belonging to the Mehsana district of Gujarat.
In Rajasthan, Nagaji has been closely associated with theatre form of Bhavai. It is said that Nagaji's love of music and dance
caused him a lot of trouble.

In the beginning, this theatre form was used to rouse religious sentiments and devotional attitudes in the people. With time,
this theatre form included in its framework historical, mythological, social and romantic themes. Bhavai is a presentation of
several themes, unconnected with each other but put together in a planned manner. Each performance lasts from fifteen minutes
to an hour.
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14. Bhavai

Bhavai is performed as a celebration during the nine nights of festivity, the Navratra, usually near
a temple. Bhavai is presented in a circular arena and the audience sit all around. The pavilion for the
staging of the show is decorated with leaves of the date palms, flowers with silver-lined banners at
times. The walls are also decorated. The four pillars of the pavilion are draped with curtains. A garbi,
or earthen pot or maandvi is placed with reverence, as a symbolic homage to the Goddess.

The musicians sit on one side. All the actors generally are males. The female roles initially were played
by male actors. The actors first make their obeisance to the Goddess, Amba Devi, seeking her
blessings. The Bhavai actors are known as Kanchaalia. Comedian is known as Ranglo. The favourite
comedians of this theatre form are : Jhoothe Mian, Chatki-Matki, Kajora Makhdan, Tej Sethani, etc.
As the actors make their entry or exit, wind instrument Bhungal made of copper is played. The music
of this theatre draws heavily from the rich and varied folk music of the state. The instruments
commonly used are rabla, dholak, flute, pakhawaj, harmonium, sarangi and manjeera. Dance
sequences are introduced mainly for dramatic effect. The delivery of dialogues is often made forceful
with group singing, in which the entire troupe takes part.
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15. Bhavai

The plays in the repertoire of Bhavai are like skits abounding in elements of prose and couplets. The
poetic forms commonly used in Bhavai, are Doha and Chaupai including songs. Inextricable part of
this theatre form is the lead actor's style of acting, his way of singing, and comments at regular
intervals, during the performance itself. Bhavai has remained true to the folk traditions when it comes
to the entry and introduction of the characters, the development of the theme, dramatic interludes and
song sequences. Some of the plays associated with this theatre form are Jasma Odan, Ramdev and
Jaising.

A pagree, loose pyjamas, shirt, etc are generally used as costumes. Traditional make-up material such
as gulal, haldi, geru, kumkum, shankh jiru, gond, chandan, rice paste are used. Also depending on
the roles being played the beard, moustaches and long hair form a part of the wardrobe.
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16. Jatra

Jatra is one of the most popular traditional theatre forms of Bengal and Odisha.lt is believed to have come into existence about
a thousand years ago. Jatra performance begins with musical presentations. It is important for the performing artists to have a
sweet voice. The play is enacted along with group singing accompanied by mridanga players. The performances are staged on
a high platform. The singers come to the stage wearing a loose dress known as choga. The compositions of gaurchandrika are
sung in Jatra quite similar to recitation of Nandi paath in drama of Pauranic tradition. Naldamyanti Jatra and Vidyasundar Jatra
are some of the popular Jatra presentations. Gods and Goddesses are revered by the devotees through their performances for which
they travel extensively, hence the name 'Jatra'. Over the centuries, it was influenced by the Krishna cult. Gradually, faith and
religious fervour has been replaced in this folk theatre form with contemporary themes of social and historical significance.

This dance form has also been referred to as Jatra gaan, because apart from djalogue and soliloquy, this form also includes
‘kavigaan' the recitation of poetry. Apart from this, Jatra consists of Panchaali (poetry), Kathkata (commentary) Tappa (light,
North Indian music) Keertan (devotional songs to the accompaniment of Khol and Kartaal). The main singer sits behind the choir
(Juri), plays the violin and gives directions when required.

India's poet laureate, Ravindranath Tagore produced two plays based on the form of technique of Jatra namely Valmeeki Pratibha
and Mayar Khela.
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17. Jatra

As a general convention, Jatra has only male actors. The female roles are also enacted by male artists.
The actors specializing in female roles, used to add the term 'Rani' as a prefix to their names, so as to
distinguish themselves from the rest of the actors.

The costume, make up and jewellery associated with this form, have the stamp of the different cultural
phases and influences. The costumes do not necessarily conform to real life.

Earlier, natural colouring agents, materials, etc., were used, like kajal, white lead and red powder. Now,
modern techniques and appliances are used. These include, the eyebrow pencil, lipstick and so on. The
artists wear traditional costumes. The preferred colours continue io be red, yellow, pink and blue. Down
the ages, the villains of Jatra have worn only leather costumes. The practice continues.

WFds dd Td 9 &5 Centre for Cultural Resources and Training







TRd &1 IRl ed Afear
Traditional Theatre Forms of India
1

18. SIT=AT

ST W J ARE A S FI Sen Aew AUk T THA B WA-FY 3 ey H o ufed gan 21 o
ST 1 WS Bl STk B g1 21 TOH GAUR 991 FE 9 ord 3@ i e fieran @1 seet s
= URY § AgwEne 7 3 fodes | w1\ g K an foaes w5 =fs Aew # e 9., sttt it -y
2 q 7T AN I SAR! FE B G SME w1 yd e B e wHewreha fawat w o s Aew
T ¥ 79 yRufe g faun A 5 o qun sgaaE & dl W e TR 21 varm wea, faem, el anfy
T R | e T A % W ¥ S A o W sfa aH e @t 21

s § wiafae wita qd fuife g @ - g @, 98 % 39, o gaR, g, feee, onfk we sl w
it fafvea war 21 qeell, @, Ve, FiAe, arafer, s, Sigh iR R wge 81 ol wqa o 2

18. Jatra

Jatra is a play more than dance-drama or opera. Naturally, the form has changed with the times. Jatra
has also turned commercial, in the sense, that it has to compete with other forms of entertainment. Today,
the Jatra does not have the Sutradhar or the narrator to keep the different scenes and themes within
the framework.

It was in the beginning of the twentieth century, that Mathur Shah introduced the character, Vivek in
Jatra. This character, a combination of the clown and the narrator, moves the play forward, gives warning
of the calamities to come and makes the villain aware of his misdeeds. Because Jatra depicts life in all
its dimensions, its ups and downs, and is based on contemporary themes, this form has attracted an
audience from all classes engaged in diverse occupations.

Jatra music is usually based on the ragas Shyam Kalyan, Behag and Purvi. The music is scene-bound,
so to say. War scenes, long dialogues, love and affection, denoument, etc. are invariably portrayed with
music. The musical instruments used, are tabla, drum, shehnai, clarinet, violin, kartaal, flute and guitar.
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19. Maach

Maach is an extremely popular theatre form of the Malwa region of Madhya Pradesh. It bears resemblance
to Khyal of Rajasthan and Nautanki of Uttar Pradesh in music but differs textually and metrically. Maach
is identified by its typical style of prose and poetry. Guru Balmukund ji of Ujjain is known as the
progenitor of Maach. He composed sixteen plays in which he also played the lead role. The copies of
these plays is still in the custody of his close relatives.

Maach, meaning arena, is derived from Manch, a raised platform, which is usually built in an open space.
One week before the performance starts, a pole for the performance of Maach is fixed in the ground.
The artists get together around that place and their Guru performs the religious rites. The stage is built
on the poles, 5' to 10" high from the ground and on the stage a curtain is put on its rear side decorated
with colourful flowers made of paper. There is no green room in the Maach theatre. The artists change
their clothes near the place adjoining to the stage. The audience sits on the three sides of the stage
as the Maach is performed from all these sides.

Initially the poles used to be erected on all sides of stage (Manch) which was covered by a canopy,
nowadays there is a curtain fixed on the rear like in any other performance.
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20. Maach

In the Maach theatre form, the setting of stage occupies an important place. Elaborate arrangement of set 1s done with two tall
structures representing palaces with a lower platform in between. A big pitcher on one side and a prisoner-post on the other can
be seen. To seat the king, the guards and about 16 others, there is a projected balcony. There is a place to sit only for the king.
All this was to create an imposing atmosphere for the play. Apart from mythological stories and Pauranic characters — which have
universal appeal, heroic play intertwined with the drama based on theme of social orthodoxy and historical events are also

performed and appreciated.

Three main characters are present in all the performances of Maach theatre. They are Choubdar (the mace-bearer) who acts like
Sutradhar, Bhishti (who carries a large leather bag to sprinkle water before the performance) and Farash (who rolls the carpet on
the stage). In addition, there is a clown. The Maach actor is not a glorious figure. The performers in the Maach theatre are modest,

humble and are familiar to the audience.
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21. Maach

Dholak is the primary musical instrument used in the Maach theatre form. The sarangi and dholak with
the accompaniment of nagara are played during the performance. To keep the tempo of the plays upbeat
the rhythm is a very important component particularly in verses and songs. Dance too has an important
role in Maach.

Make up is usually loud with costumes comprising shining clothes with pattern and lot of brocade work.
As contemporary issues are adopted in Maach theatre nowadays, make-up and costumes are taken from
daily life.
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22. Ankia-Naat and Bhaona

One of the traditional theatre-forms of Assam is Ankia Naat The performance itself is known as Bhaona. The original term is
‘Bhaoloa’, which means the expression of emotions through mime and gesture. In Assam, this traditional form was born and
developed in the monastries, and continues to thrive there. It is believed, that it was Shankar Dev who popularized this form of
dance-drama. Apart from the basic Assamese character, there are also traces of traditions of Bengal and Orissa, as also of Mathura
and Brindavan. The language used in Bhaona is called Brajboii. It is a linguistic union of many sources. It is possible, that this
multi-based linguistic structure makes the form popular, with local changes and adaptations, in Bengal, Bihar and Orissa.

As Bhaona has been inspired by Vaishnavism, down the centuries, it has portrayed the pranks of Krishna and the deeds of the
characters of the epic Ramayana. The festival of the birth of Krishna, Janmashtami, Nandotsav, Dolyatra, Raaspoornima, are
occasions which can hardly be imagined without the performance of Bhaona. Gradually, this theatre form became so popular that
its performances were no longer confined to just religious occasions. The farmers, for instance, after harvest, used to get the artists
over, for a performance. Ankia Naat is a rare combination of classical Sanskrit and traditional Assamese theatre forms. The
Sutradhar or narrator in Ankia Naat begins the play with a commentary in Sanskrit, and later on switches to Brajboli or Assamese.
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23. Ankia-Naat and Bhaona

The performance of Ankia Naat is presented in the monasteries in Bhaona Ghar. It is roughly ninety meters long and fifteen meters
broad. As there are no walls surrounding this area, the audience can be huge and everyone can watch the play either seated or
standing.

In this rectangular pavilion, the Thaapana or throne is placed on one end. The musicians have their reserved place at the other end
of the pavilion. The singers are known as Gaayan-Baayan. The musicians, accompanying the singers play to mridang, rehri-gomukh,
the large jhanjh or manjeera. A little distance from the pavilion is the Chattar, which is the room where the actors apply make up,
and dress up for the show.

The pavilion where Bhaona is traditionally staged, is made of bamboo stumps tied together, to form the pillars covered on the top
by iron sheets and matted straw.

Like most folk theatre forms, Bhaona also begins with the introductory Poorvarang also called Dhemaal in Assam. It is after this,
that the Sutradhar comes in, dancing, giving the introduction of the play, the characters, the episodes. These traditions are all based
on the classical Sanskrit theatre traditions. When the main character makes his entry, pravesh geet, or the song of entry, is inevitably
sung.

It is after this, that a white sheet is stretched, indicating the conclusion of the introduction. It is also the signal given to the other
characters to make an entry, introduce themselves, all in strict adherence to the rules of Bhaona.
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24. Ankia-Naat and Bhaona

In this traditional dance-drama, there are pure dance sequences as.also sequences emphasizing the element of acting and mime.
The plays with a long duration are called Naat, and those with a short time-span, Jhumura. The poet who has composed the
largest number of Jhumura, is Madhav Dev. Normally, this dance form is only presented during the day, till sunset. After sunset,
the Naat, is presented, often throughout the night. The performance ends in the early morning, with ritualistic Muktimangal. At
times Bhaona is performed with the active support of people of many villages, lasting quite a few days and nights. These
presentations are called Bara Khelia Bhaona.

As a general convention, the role of women in Bhaona is presented by men. Their costumes and make-up are essentially feminine
and in good taste. They wear saree or mekhala and also wigs. Some of the characters wear masks, making their identity absolutely

clear. These masks are made of bamboo or terracota. They are painted with red, yellow, blue and black colour, according to the
role played.

In Assamese literature Ankia plays have been given a prominent place. Like other classical theatre forms, it has its own identity.
Ankia is not divided into scenes, incidents, intervals, etc. It is a continuous narration and depiction of dance, song and sequences
which are systematically presented. This coherence is also brought about by the use of prose, in both dialogue and narration.
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Living traditions occupy a prominent place in the Indian social system.
Any living tradition has a natural flow. There can be no doubt about the
fact that traditional art forms reflect the ideals of the society, its determination
to survive, its ethos, emotions, fellow-feelings, and so on. Drama in itself
is a complete form of arts. It includes in its framework acting, dialogue,
poetry, music, etc.

In community living, the art of singing has its own importance. In all the
traditional theatre-forms, songs and the art of singing have an important
role to play. Traditional music of the theatre is an expression of the feelings
of the community. Traditionally the language of ordinary people has an
element of creativity, though not based on classical or grammatical roots.
This kind of creativity is spontaneous, emerging from the circumstances.
When there is intensity of emotions, there is a natural kind of rhythm in
the expressions. It is this natural rhythm from which emerges the traditional
theatre-form. In this art form, sorrow, joy, frustration, hatred and love have
their role and place.

The elements of acting in folk theatre take a natural tone. Normally, there is
dynamism and flexibility in words and body language. These are used by
the actors, with slight emphasis and subtle change.

Traditional theatre forms even after acquiring a distinctive style have an
ample scope for improvisation, making it possible for assimilation of local
traditions. When the hold of conventional rules and rituals grow strong,
then local traditions form a kind of challenge, as they have a strength of
their own against rigidity. The potential of local traditions to fight against
rigidity makes the theatre form multi-dimensional. Traditional theatre forms
reflect the thoughts of the common man.

In different regions of India, there are religious festivals, fairs, gatherings,
ritual offerings, prayers, almost throughout the year. During these
occasions, traditional theatre forms are presented. They reflect the common
man’s social attitudes and perceptions. In this social portrayal, there is
also the individual’s role which is given due importance.

Traditional theatre forms, incorporate not only the common man's interests
but there is also a classical element in them. This classical facet, however,
takes on regional, local and folk colouring. It is possible, that those
associated with the classical world of Sanskrit drama, went to the
neighbouring regions after its decline and intermingled with the local theatre
forms. This kind of synthesis, give-and-take must have taken place on
various levels such as written, verbal, classical, contemporary, national
and local.

In traditional theatre forms there are special styles of dance portraying the
entry on to the stage or platform, narrative and descriptive roles. The best
example of descriptive acting, is the Bidapat naach. In this traditional
theatre form, emphasis is not on beauty but on acting itself and narrative
and descriptive skills. Dance as a narrative art is the base of theatre form
which can be seen in the traditional theatre form of Bhavai of Gujarat. In
this form, quick or slow foot movement is a means of narration. The art of
making the entry by dancing has been perfected in the traditional Kashmiri
theatre form, Bhand Jashn. The way each character walks and enters the
platform, identifies him. In Koodiyaattam and Ankia Naat, the entry by
dancing itself is complicated and artistic. In both the forms, the tempo and
basic posture and gesture identifies the role of the character.
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In traditional theatre, age-old forms, customs and the desire to improvise
are intermingled. It is usually when the significant themes are enacted,
that the acting restricts itself to traditional norms, not deviating from it.
But, everytime the theme inches towards the contemporary, the actors
improvise as far as dialogues delivery is concerned. In the Bidesia of
Bhikhari Thakur, the actors perform on both levels. Bidesia, Jatra,
Kirtaniya, Bidapat are all dance and theatre forms in which there is a
synthesis of intensity and lalitya which can also be explicitly seen in the
Ankia Naat.

In traditional theatre forms there are certain conventions of presentations
depending upon and changing according to the form and size of the stage
or the platform and other available situations. There is no formal set-up
governing the entry or exit of the actors. Depending on the situation or
context, the actors enter into the stage and enact their role without being
formally introduced. After a particular event or incident is over, all the
artists make an exit, or all of them sit down on the sides of the stage or near
the backdrop, conveying the change of a scene.

In traditional theatre forms, there is no such thing as episodes. There is
always a continuity in its theme, structure and presentation. There is also
a scope for improvisation and incorporation of new references leading to
subtle extension in the story-line. There is direct and intimate
communication between the actors and the audience.

Traditional theatre forms have definitely been influenced by industrial
civilization, industrialization, and urbanization. The socio-cultural aspects
of these influences should be carefully studied. There was a time when
Kanpur became the centre of the traditional theatre Nautanki. Artists,
dancers and singers produced plays based on local heroes, their popularity
and traditional love stories. Thus, a local theatre form acquired a
significance in the field of entertainment.

Traditional theatre forms have a common distinguishing feature, that is
the element of simplicity. What is the underlying force of traditional theatre
forms that has enabled it to survive and maintain its simplicity? The fact
remains, that it is the immediate, direct, realistic and rhythmic relationship
that the spectators are able to develop with the artists of traditional theatre
forms which is generally not experienced in other art forms. It is reflected
in the applaud by the spectators by means of clapping their hands.

Secondly the development of traditional theatre forms is based on such
local and regional peculiarities which are not bound and restricted by
social and economic divisions, limitations, etc. Traditional art forms have
influenced classical art forms and vice-versa. It is an eternal journey in the
sphere of ‘culture’.
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In traditional theatre forms, for certain sentimental scenes and their
presentation, special training is given to the artists. In Raasleela due to
emphasis on childhood pranks and adolescence, the roles are given to the
young boys. In Yakshagaana, on the other hand, veer rasa requires the
characters to look tough and muscular. In Nautanki, it is the shringaar
rasa that is emphasized, resulting in a concerted effort by the artists to
match the emotions.

In traditional theatre forms, characters keep changing their place on the
stage to be more impressive and to give the situation a greater significance.
This technique also reduces the chance of boredom through repetition
and stillness. Dialogues delivery is usually carried out in a high pitch. This
helps the actors in reaching out to a larger audience. The artists always
add something or the other to the original dialogue on their own. The
changes brought through improvisations, make the spectators ecstatic.
Also, it establishes a direct relationship between the artists and the
spectators. The clown also plays a similar role. While being humorous,he
also touches upon the socio-economic, political issues and situations
with lot of satire. There are different methods too, in the way the clown
makes his appearance. If the king, in traditional theatre forms, decides on
a step not beneficial for the people at large, the clown appears and takes
the side of the common man. He makes the audience laugh and at the same
time discloses the anti-people attitude of the king,

The actors of traditional theatre forms are mostly not highly educated.
But, through acting and with the help of emotions and body movement,
they present the entire theme. They are able to sing reasonably well, since
they have inherited the sweetness and rhythm present in the voice of their
ancestors and forefathers. In traditional theatre forms, music is a useful
means of communication with the audience. The nagaara heralds the
audience with powerful drum beats. Percussion instruments like mridang
and dholak weave together the situation and the dialogue.
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Different forms of traditional theatre

The traditional theatre forms of Swang, Nautanki, Bhagal, etc. are usually
similar. There is often stylistic diversity, which strengthens their identity.

Originally, the theatre form Swang, was mainly music-based. Gradually,
prose too, played its role in the dialogues. The softness of emotions,
accomplishment of rasa alongwith the development of character can be
seen in this theatre form. The two most important styles of Swang are from
Rohtak and Haathras. In the style belonging to Rohtak, the language
used is Haryanvi (Bangru) and in Haathras, it is Brajbhasha.

Nautanki is usually associated with Uttar Pradesh. The most popular
centres of this traditional theatre form are Kanpur, Lucknow and Haathras.
The meters used in the verses are : Doha, Chaubola, Chhappai, Behar-e-
tabeel. There was a time when only men acted in Nautanki but nowadays,
women have also started taking part in the performances. Among those
remembered with reverence is Gulab Bai of Kanpur. She gave a new
dimension to this old theatre form.

Bhavai is the traditional theatre form of Gujarat. The centers of this form
are Kutch and Kathiawar. The instruments used in Bhavai are : Bhungal,
Tabla, flute, Pakhaawaj, Rabaab, Sarangi, Manjeera, etc. In Bhavai,
there is a rare synthesis of devotional and romantic sentiments.

Raasleela is based exclusively on Lord Krishna's legends. It is believed
that Nand Das wrote the initial plays based on the life of Krishna. In this
theatre form the dialogues in prose are combined beautifully with songs
and scenes from Krishna’s pranks.

Maach is the traditional theatre form of Madhya Pradesh. The term Maach
is used for the stage itself as also for the play. In this theatre form songs
are given prominence in between the dialogues. The term for dialogue in
this form is bol and rhyme in narration is termed vanag. The tunes of this
theatre form are known as rangat.

Bhaona is a presentation of the Ankia Naat of Assam. In Bhaona cultural
glimpses of Assam, Bengal, Orissa, Mathura and Brindavan can be seen.
The Sutradhaar, or narrator begins the story, first in Sanskrit and then in
either Brajboli or Assamese.

Fairs in honour of gods, or religious rituals and ceremonies have within
their framework musical plays are known as Jatra. This form was born and
nurtured in Bengal. Krishna Jatra became popular due to Chaitanya's
influence. Later, however, worldly love stories too, found a place in Jatra.
The earlier form of Jatra has been musical. Dialogues were added at later
stage. The actors themselves describe the change of scene, the place of
action, etc.

Bhand Pather, the traditional theatre form of Kashmir, is a unique
combination of dance, music and acting. Satire, wit and parody are preferred
for inducing laughter. In this theatre form, music is provided with Surnai,
Nagaara and Dhol. Since the actors of Bhand Pather are mainly from the
farming community, the impact of their way of living, ideals and sensitivity
is discernible.
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In this package, students can get detailed information on:
— the essence of Indian traditional theatre forms

the psychology of the Indian people's life

different dimensions and aspects of folk music

ritualistic traditions of different regions of India and

some unique aspects of folk art forms.

Some activities have been suggested, on the basis of which one can use
the printed pictures as well as the text. Teachers are suggested to give an
idea of the richness of Indian traditions through instructions in theatre
forms as also the ideals forming the basis of these arts. This will give the
students an idea of the aesthetics underlying these forms, and also by
inspiring them to create in the masses new aspects of entertainment and
enjoyment, which might culminate in establishing a new sociology of
interest. Today it is necessary to develop aesthetic awareness. The
performances can be staged after learning about traditional theatre forms,
its rhythm, music and postures.

1. The different regions of India have their own special cultural
aspects. These aspects have to be noted down systematically, so
that regional literature, art, dance and theatre forms can be referred
to by everyone. Especially, the crafis of various traditional theatre
forms can be studied. It may sound strange but true, that it is the
common people who have perfected certain techniques of
presentation on the stage or platform, which can astonish anyone.
It is people like them, who are storehouses of information and
techniques about traditional theatre forms. Teachers should find
out these masters of the art of acting and introduce their students
to them. With these old masters of theatrical traditions, teachers
could enrich their own information and communication skills as
also that of their students, with theatrical terminology, context,
costumes, music, etc. '

2. Workshops should be organized in the institutions with the help
of artists of traditional theatre forms. In these workshops, not
only in students and teachers, but also others interested in theatre
and its various aspects should be invited to take part. This will
lead to the development of traditional theatre forms on both
regional and national level.
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10.

13.

Students and teachers should be encouraged to watch
performances of traditional theatre forms taking place in their
region.

Provincial and national trips should be organized so that students
and teachers get an opportunity to study different forms of
traditional theatre and meet the artists. It would be better o draw
up the list of artists to be contacted during the trip.

Teachers should organize in their schools frequent performances
of traditional dance dramas. Students and teachers who excel in
these activities should be given awards as well.

There should be frequent competitions of plays and music,
costumes, etc. associated with these. This will act as incentive to
perform better and at the same time acquaint them with different
dimensions of the theatre forms.

Students should be asked to study the various ritualistic contexts
of traditional theatre forms, their mutual dependence and influence
on each other and also trace their roots.

Traditional theatre forms being performed in other languages
should be translated in their regional languages which will lead to
atmosphere of exchange and closeness at the level of languages
and literature.

There should be a fund for helping those upcoming artists who
have talent and need financial help.

Artists and others associated with traditional theatre forms should
have their biographies printed and published in the various
branches of the media. This will give information to the reader of
unknown artists as also lesser known art forms.

The art of staging and presentation, should be described in depth
50 as to introduce the students to stage-decor and other minute
details.

The flowers, animals, birds, cities mentioned in the musical meters
used in the verses of traditional theatre forms should be carefully
taught and studied.

The musical instruments used in traditional theatre forms should
be understood and students trained to play them. There should
be a collection of these instruments in the schools so that students
can play them when the time permits.
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14.  The schools should have pictures and paintings on the walls
depicting the world of the theatre so that there is a constant
awareness of the various aspects of the subject in the students.

15.  The schools should collect audio-visuals and other relevant
material on traditional theatre forms. Regular viewing of these can
help in familiarization and appreciation of these theatre forms.

16. There should be a collection of books and magazines on the
subjects of traditional theatre forms. A bibliography should be
readily available in the school library.

17.  There should be frequent seminars and meetings on issues
connected with theatre forms in schools and on regional and
district level so that there is a better assessment and appreciation
of contemporary conditions and situations. It will inspire to
generate new viewpoints and nascent thoughts.

18.  Students should be encouraged to make comparative study of
different theatre forms. This will lead to a better understanding
and appreciation of the regional variations and their cultural
structures.

The packages produced by the Centre for Cultural Resources and Training,
and other similar devices should be used to enrich the artistic sensitivity
as also the acting talents of the students, inspiring them to attain higher
goals.

Acknowledgement : Shri Panchanan Pathak
Editing : Girish Joshi
Rishi Vashist

Hindi Text : Dr. Ravindra Nath Srivastava
English Text : Smt. Samriti Chopra
Photography : Anil Sharma

Anil Aggarwal

Sangeet Natak Academy

Shri Avinash Pasaricha




AR & IR TeE sifear
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ARG ®1 YRURe Aeg vfaar
Traditional Theatre Forms of India
1

1. Bhand Pather

Bhand theatre based on social satire is popular in Northern India
- specially in Kashmir and Punjab. The literal meaning of Bhand
in Hindi 1s jester 1.e. a professional joker Pather means a play
in the repertoire of the traditional Bhand theatre of the Kashmir
Although there 1s no special mention of the folk plays in Sanskrit
literature, but there are few which are known as Samvakar, Wayog,
Prahasan, Bhan and Sattak It 1s quite possible that the term
Bhand could have been derived from Bhan, which is popular as
'Bhand-Bhandaity’. Bhand Pather of Kashmir, is a unique combi-
nation of dance, music and drama where satire, wit and parody
are preferred for inducing laughter. The group of artists — dancers,
singers, actors invelved in this form of theatre are called Bhands
It is believed that Sadaf Bhand was a descendent of court musician
and a pioneer of the Bhand theatre

2. Bhand Pather

In 15th century A.D., during the reign of Sultan Zain-ul-Abidin,
the theatre and performing artists were patronised and the perfor-
mance was staged in Royal Courts It is believed that the rulers
of Kashmir Ali Shah and Hasan Shah also invited Carnatic
musicians. With the passage of time, performances could not be
staged in Royal Courts, still folk arts flourished. Bhands travelled
extensively in the countryside also, entertaining and educating the
masses and the classes alike, thus retaining the essence and the
skills.

Bhands belong to the community of farmers. During the harvest
season in May and June, they are rewarded with paddy, clothes
and money for entertaining people. Gods and goddesses are
reverred by Bhands through their performances. Such performances
are, termed as 'Bhand-Jashn'. Apart from worship of gods and
goddesses, 'the Jashn' is full of satire, wit and parody. Whenever
the Bhands perform, they imitate one and all like barber,
safaiwallah, priest, peasant, king, cook, boatman etc. Imitating
others is the significant feature of Bhand Pather Imitating and
ridiculing the kings and elite alike is a speciality of this art form

3. Bhand Pather

The performances in Bhand Pather do not follow a written script
The story progresses with the usage of dance, hand gestures and
facial expressions interspersed with comical and satirical vocal
passages. The repertoire consists of two actors, two male artists
playing female characters two surnai (an aerophone - very similar
to Shehnai) players, two drummers and one nagara (a type of
kettle drum) player The different actors of the play make their
entry while sitting in the audience. The costumes and make-up
conforms to Kashmiri traditions

One of the traditional Pathers is Shikaargaa which 1s a satire
based on the story of hunters who go to a forest for hunting deer.
They claim to have killed a tiger which was killed by a genuine
hunter. Shikaargaa is the only Pather in which masks are used
to portray animal characters. In the picture, two actors with the
masks of deer and tiger can be seen.

4. Swang

Swang, is a folk-theatre form of Haryana and Punjab. It is similar
to Nautanki. traditional theatre form of Uttar Pradesh. As far as
thematic content, dramatic structure and theatre techniques are
concerned the literal meaning of Swang 1s to camouflage oneself
with costumes and make-up in order to impersonate the designated
characters. Bahurupias also practised Swang to earn their liveli-
hood. On the occasion of Holi festival, Swang artists move around
in small groups displaying their art and during Dusshera festival,
they are part of various tableaux. Usually social or mythological
stories are presented through sculpture like images in these
processions.

This traditional theatre form is more popular in Haryana and it
is also believed that art form flourished more in this region. As
soon as the audience gathers, the Swang performance begins with
musical presentations. The solo or group singing is accompanied
by nagara, dholak, shehnai, sarangi, harmonium and cymbal

players dressed in traditional costumes. As in Nautanki, in Swang
also, the nagara and drums are played to herald the beginning
of the performance. The range of Swang performance is from the
ballad singing to the dramatics based on theme of historical
events

5. Swang

The Swang theatre is a radical departure from the devotional
aspects prevalent in traditional theatre forms of India. The Swang
is generally not performed near the houses of worship. A special
emphasis 15 laid on traditional costumes Mainly two actors enact
various scenes in Swang. The dialogue continues with the
question-answer sessions between these two actors. Some scholars
are of the view that much stress is not laid on theme in the
Swang, The dialogues are captivating and presented in a lucid
manner

6. Swang

Swang is a humorous and comical theatre form which is mostly
presented by the bride's side during marriages. As a general
convention, the female roles are also enacted by male artists, as
is the practice prevalent in other performing folk art forms. The
artists wear the traditional costumes of Haryana and the themes
of Swang are related to historical episodes in addition to
ridiculing social orthodoxy. Expressions, gestures, dialogues, songs
used in Swang are simple and clear as they convey the essence
of rural life.

7. Nautanki

Nautanki 1s one of the most popular traditional theatre forms of
North India. As the term Nautanki itself suggests, the basis of this
form of entertainment is Naatak (play). It 1s believed, that the
original form of Nautanki was also known as Saangeet, a theatre
form with many facets including Bhagat, Swang, and Nautanki. The
renowned Hindi litterateur, Jayashankar Prasad believed that the term
Nautanki itself was just a local, dialectical variation of the classical
term Naataki. Dr. Hazari Prasad Dwivedi an erudite scholar and
writer maintained that India's first aesthete, Bharata, the codifier of
Natya Shastra has given details about the theatre form Sattak, which
was similar to Nautanki. The famous author of Hindi Amritlal
Nagar, on the other hand opined, that in the times gone by, at some
stage there could have been an entry fee of nau takas, or nine coins
for the Nautanki, and hence the name Few other scholars, suggest
that Nautanki, with the same name is merely sixty-five to seventy
years old.

Nautanki, as a form developed from other traditional theatre forms
like Bhagat, Swang, Nakal. with romanticism as its driving force,
has its mainstay in most of its presentations. Contemporary
situations are also being included in its repertoire now a-days

Nautanki presentations are musical influenced by Quawwali, Ghazal
and Thumri. Doha, Chaubola, Laavani, Maand forms of folk
music have been embedded to impart a new dimension to the
scenes of suffering, sympathy, agony in Nautanki presentations.
Jaan-e-Aalam, Bhakt Puranmal, Lala Rukh, Prem Kumari, Ankhon
ka jaadu etc. are some of popular Nautanki presentations enriched
with romanticism and Braj dialect. Some traces of Punjabi, and
the language used by Amir Khusuro can also be seen.

8. Nautanki

Nautanki presentation of Kanpur, Lucknow and Hathras are famous
because of their distinctive styles. Many famous folk artists have
contributed significantly for the professional development of this
art form. Parsi theatre also influenced this traditional theatre form.
The Kanpur style introduced the usage of curtains, sub-themes and
dialogue delivery with emphasis on accent and pronounciation,
enriched with the use of the meteric form of Behar-e-tabeel. The
stylized presentations in Lucknow, on the other hand, stressed on
costumes and modern make-up techniques. The unique features of
Hathras style of Nautanki is the emphasis on songs and gestures.
In this tradition, the language being used is still a mixture of
local dialect and Urdu. Its uniqueness lies in the use of Doha,
Chaubola, Chhappai and Behar-e-tabeel. In the beginning, the



men used to enact female roles but later on, women too, proved
their talents on the stage. The region of Rohtak in the state of
Haryana has emerged as a leading centre of Nautanki. Sultana
Daku, Veer Abhimanyu, Raja Harishchandra, Bharthari, Udal ka
byaah, Vaah ri kismat are some of the famous Nautankis presented
in this region.

Apart from these, the Nautankis based on Urdu literary works, like
Mordhwaj, Sivaah posh, Laila Majnu, Shirin Farhad, Inder
Sabha, etc. also form the repertory of this theatre form.

9. Nautanki

Nautanki 1s staged on an open, raised platform. At times, the
stage has backdrops as per the requirement. The backdrop depicted
s connected with the scene and accordingly the backdrop is often
changed The accompanying musicians occupy the stage first. The
nagaara player creates the ambience of the beginning of the
presentation by playing the instrument. The performance begins
with an invocation in chorus and the blessings of the divine
beings are sought. The dialogues composed in Doha, Chaubola
and Sher herald the actual commencement of the presentation. The
most important role of narrator is played by the Ranga, who
begins the story to be presented. The Ranga connects the various
episodes of the play. Although the dialogue is in prose as well
as in verse, Nautanki is treasured because of the rhymed dialogues
and their musical compositions. The actors swinging to the
rhythm of the percussionists, dance sequences and the music hold
the audience spellbound.

It is for the scenic description, dialogue and details of the totality,
that the Doha, Chaubola, Daur, Behar-e-tabeel meteric composi-
tions are used. When a song sequence is over, the basic tune is
played on the Saarangi and the harmonium, to which rhythmic
pattern is provided on the nagaara. The tihai or the third
repetition, makes the end of the sequence clear and the second
music composition takes off from this point. The most important
instruments of Nautanki are the nagaara and tikaari. They have
such a profound musical effect that nothing seems impossible to
the onlooker. Navrasa in different hues and colours are presented
with different permutations and combinations of musical compo-
sitions. The descriptive details seems to be so realistic as if
virtual war engaging millions of soldiers is being fought without
showing even a single soldier on to the stage. For that matter
even most horrible incidents can be staged accordingly as if
happening actually. Like in other forms of folk theatre, costume
and make-up techniques are highly stylised in Nautanki also.
With time, however, some changes have taken place as far as
costumes and make-up techniques are concerned. These are nearer
to life, to reality, to surroundings. Depending on the characters
and times dealt with, headdresses are turbans, crowns, head gears
with ornaments, beards, moustaches, wigs and so on. Many
composers have contributed significantly in the holistic develop-
ment of Nautanki.

10. Raasleela

Based exclusively on Krishna legend, Raasleela is highly musical
traditional theatre form of Uttar Pradesh. The tradition of Raasleela
is older than the beginning of the Christian era. Raas comprises all
the characteristics of a folk art play mentioned by India’s most
ancient aesthete and codifier of arts, Sage Bharata. In Braj, this
theatre form has developed from a narrative form, with song and
dance as base, to a form which includes acting, alongwith music
and dance. It is believed that this dimension to traditional Raasleela
was brought in by Shri Narayan Bhatt. Down the ages, Raasleela
began with the thematic episodes like Gocharan, Kaliyadaman,
Saanjhi, Daan and Maan, etc. During the Raasleela, the lively
details of the forests, mountains, rivers, cowherds, cattle, life in
pastoral surroundings are enacted.

It is believed that Raas originated and developed from ras — an
emotion or aesthetic experience. Originally, Raas was dance
movements in circles, with emphasis on love, Shringaar ras. In
the Puranas, there is a description of the Raas, which includes the
depiction of scenes which are vivid. These selfless devotional love
scenes lay emphasis on the fragrance of flowers, moonlit nights,
pleasant weather conditions and so on. But, Raasleela itself has

been inspired by the divine love of Radha and Krishna, and
sentiments associated with love and separation. At its climax,
Raasleela presentations uplift the audience to such an extent that
they get totally immersed in the devotional love of Radha and
Krishna.

Invocation, adoration, dance, and the lively depiction of Krishna's
pranks evoke in the audience a feeling of natural reverence.

11. Raasleela

In this dance form body movements and facial expressions play
a very important role in expressing the emotions. There are certain
postures and gestures which symbolize special, unique feelings and
emotions. These gestures and postures are related to Chalan,
Halan and Chirvan. In the facial expressions associated with this
dance form, the smile is the most significant. The texts dealing
with the legends of Radha and Krishna mention the smile again
and again. The emotion of love is depicted in this dance form
through the eyes. They seem to merge into one at times, and at
times, they merely give an indication of love. The smile of the
divine lovers are like treasures suddenly discovered. In Raas, it
is Krishna’s Tribhangi, or division of the body into three parts,
or sections, which is important. It is the perfected art of placing
the left foot, balanced on the toes, in front of the right foot, placed
tfirmly on the ground. The left heel is raised gradually. The waist
and the neck are tilted towards the left. The hands are raised to
an angle, giving the impression of Radha and Krishna playing the
flute.

12. Raasleela

In Braj, there are two schools of Raasleela, the open Raasmandal
and the pataa Raasmandal. In the first kind, there is a stage
approximately four feet above the ground, whitewashed. The area
of the stage is bigger, about ten yards. It seems, that the
performance is nature-oriented. - Traditional colouring agents are
used for the face, which seems to glow red. Krishna’s forehead is
decorated with roli, sandal paste, to give him a distinct person-
ality, other than the Gopas, the cowherds, his friends. Radha and
the Gopis, the women of Braj, who are her friends and Krishna's
devotees, have bindis on their foreheads, a practice continued
down the ages. Krishna also wears a triangular crown and
collyrium in his eyes.

The music and dance of Raasleela, has been the mainstay of this
theatre form down the ages. There is no dialogue as such. But,
song and gesture give the impression of a dialogue. The instru-
ments used for the music in Raasleela are harmonium, shaanjh,
manjeera, tabla, pakhawaj, tanpura and kartaal. When the chief
singer introduces rhythmic syllables, bols during the narration, the
ankle bells, ghunghroos are also jingled, to produce the effect of
dance. Because of the influence of Kathak dance form, the chief
singer introduces the bols or sound-patterns of rhythms, used
mainly by percussionists otherwise, except in certain musical
forms like the Taraana.

The lyrics and rhymes of this dance-drama are its main props.
The audience has gone into raptures down the ages because of the
songs of Raasleela which are full of joy, love, separation and
emotions. On the one hand these songs have been sung to evoke
religious feelings, faith and build ethics among the common
people and on the other hand they have been sung on festive
occasions while observing rituals of other appropriate events.
Some of the singers of Raas have given preference to the more
attractive couplets to make the art popular. Jayadev, Surdas,
Nandadas, Paramanandadas, Lalita Kishori, etc. are some of the
eminent poets who have been closely associated with this theatre
form

The influence of Parsee theatre technique on current Raasleela can
be seen in the kind of costumes worn by the artists. Radha and
Krishna are dressed in a way, that bears not much resemblance
to the costumes of the other cowherds and maidens of Braj. Now-
a-days, even the musicians of Raasleela have distinct costumes.

13. Bhavai

Bhavai 1s a traditional theatre form of Gujarat and Rajasthan.
Bhavai is supposed to have deep roots in Kutch and Kathiawar
in Gujarat. The term '‘Bhavai' itself continues to be the cause of
controversy among scholars. There are those who believe that the
term refers to the firm grip of the goddess causing and controlling
the dreaded small pox, while others maintain, that the term
Bhavai means the flow of emotions.

Bhavai originated as a prayer offered to the Goddess Amba, during
the Navratra festival. Later on, however, the Bhavaya sect started
presenting Bhavai on other occasions as well, as a means of
entertainment. The name mentioned with love and reverence for
giving this theatre form artistic touches, aesthetic appeal is that
of Jayashankar Bhojak 'Sundari’. Names associated with the new
elements introduced in this theatre form are : Deena Gandhi and
Rasik Lal Parikh

There are also some new themes associated with this form, now.
With "Maina Gurjari" and "Jasma Odan" the new elements were
incorporated into this form, bringing it at par with other
contemporary theatre forms.

It is believed that the creator of this form of entertainment was
Asita, or Asaita, belonging to the Mehsana district of Gujarat. In
Rajasthan, Nagaji has been closely associated with theatre form of
Bhavai. It 1s said that Nagaji's love of music and dance caused
him a lot of trouble.

In the beginning, this theatre form was used to rouse religious
sentiments and devotional attitudes in the people. With time, this
theatre form included in its framework historical, mythological,
social and romantic themes. Bhavai is a presentation of several
themes, unconnected with each other but put together in a planned
manner. Each performance lasts from fifteen minutes to an hour.

14. Bhavai

Bhavai is performed as a celebration during the nine nights of
festivity, the Navratra, usually near a temple. Bhavai is presented
in a circular arena and the audience sit all around. The pavilion
for the staging of the show is decorated with leaves of the date
palms, flowers with silver-lined banners at times. The walls are
also decorated. The four pillars of the pavilion are draped with
curtains. A garbi, or earthen pot or maandvi is placed with
reverence, as a symbolic homage to the Goddess.

The musicians sit on one side. All the actors generally are males.
The female roles initially were played by male actors. The actors
first make their obeisance to the Goddess, Amba Devi, seeking
her blessings. The Bhavai actors are known as Kanchaalia.
Comedian is known as Ranglo. The favourite comedians of this
theatre form are : Jhoothe Mian, Chatki-Matki, Kajora Makhdan,
Tej Sethani, etc. As the actors make their entry or exit, wind
instrument Bhungal made of copper is played. The music of this
theatre draws heavily from the rich and varied folk music of the
state. The instruments commonly used are tabla, dholak, flute,
pakhawaj, harmonium, sarangi and manjeera. Dance sequences are
introduced mainly for dramatic effect. The delivery of dialogues is
often made forceful with group singing, in which the entire troupe
takes part.

15. Bhavai

The plays in the repertoire of Bhavai are like skits abounding in
elements of prose and couplets. The poetic forms commonly used
in Bhavai, are Doha and Chaupai including songs. Inextricable
part of this theatre form is the lead actor's style of acting, his
way of singing, and comments at regular intervals, during the
performance itself. Bhavai has remained true to the folk traditions
when it comes to the entry and introduction of the characters, the
development of the theme, dramatic interludes and song sequences.
Some of the plays associated with this theatre form are Jasma
Odan, Ramdev and Jaising.

A pagree, loose pyjamas, shirt, etc are generally used as
costumes. Traditional make-up material such as gulal, haldi,
geru, kumkum, shankh jiru, gond, chandan, rice paste are used.



Also depending on the roles being played the beard, moustaches
and long hair form a part of the wardrobe.

16. Jatra

Jatra is one of the most popular traditional theatre forms of Bengal
and Ornssa, It 1s believed to have come into existence about a
thousand years ago Jatra performance begins with musical presen-
tations It is important for the performing artists to have a sweet
voice The play is enacted along with group singing accompanied
by mridanga players. The performances are staged on a high plat-
form. The singers come to the stage wearing a loose dress known
as choga. The compositions of gaurchandrika are sung in Jatra quite
similar to recitation of Nandi paath in drama of Pauranic tradition
Naldamyanti Jatra and Vidyasundar Jatra are some of the popular
Jatra presentations. Gods and Goddesses are revered by the devotees
through their performances for which they travel extensively, hence
the name 'Jatra'. Over the centuries, it was influenced by the Krishna
cult. Gradually, faith and religious fervour has been replaced in this
folk theatre form with contemporary themes of social and historical
significance

This dance form has also been referred to as Jatra gaan, because
apart from dialogue and soliloquy, this form also includes
‘kavigaan' the recitation of poetry. Apart from this, Jatra consists
of Panchaali (poetry), Kathkata (commentary) Tappa (light, North
Indian music) Keertan (devotional songs to the accompaniment of
Khol and Kartaal). The main singer sits behind the choir (Juri),
plays the violin and gives directions when required

India's poet laureate, Ravindranath Tagore produced two plays
based on the form of technique of Jatra namely Valmeeki Pratibha
and Mayar Khela

17. Jatra

As a general convention, Jatra has only male actors. The female
roles are also enacted by male artists. The actors specializing in
female roles, used to add the term 'Rani' as a prefix to their
names, so as to distinguish themselves from the rest of the actors.

The costume, make up and jewellery associated with this form,
have the stamp of the different cultural phases and influences. The
costumes do not necessarily conform to real life

Earlier, natural colouring agents, materials, etc, were used, like
kajal, white lead and red powder. Now, modern techniques and
appliances are used These include, the eyebrow pencil, lipstick
and so on. The artists wear traditional costumes. The preferred
colours continue to be red, yellow, pink and blue. Down the ages,
the villains of Jatra have worn only leather costumes. The practice
continues

18. Jatra

Jatra 1s a play more than dance-drama or opera. Naturally, the form
has changed with the times Jatra has also turned commercial, in
the sense, that it has to compete with other forms of entertain-
ment. Today, the Jatra does not have the Sutradhar or the narrator
to keep the different scenes and themes within the framework

It was in the beginning of the twentieth century, that Mathur Shah
introduced the character, Vivek in Jatra. This character, a combi-
nation of the clown and the narrator, moves the play forward,
gives warning of the calamities to come and makes the villain
aware of his misdeeds. Because Jatra depicts life in all its
dimensions, its ups and downs, and is based on contemporary
themes, this form has attracted an audience from all classes
engaged in diverse occupations

Jatra music 1s usually based on the ragas Shyam Kalyan, Behag
and Purvi. The music is scene-bound, so to say. War scenes, long
dialogues, love and affection, denoument, etc. are invariably
portrayed with music. The musical instruments used, are tabla,
drum, shehnai, clarinet, violin, kartaal, flute and guitar

19. Maach

Maach is an extremely popular theatre form of the Malwa region of
Madhya Pradesh. It bears resemblance to Khyal of Rajasthan and

Nautanki of Uttar Pradesh in music but differs textually and metrically
Maach is identified by its typical style of prose and poetry. Guru
Balmukund ji of Ujjain is known as the progenitor of Maach. He
composed sixteen plays in which he also played the lead role. The
copies of these plays 1s still in the custody of his close relatives

Maach, meaning arena, is derived from Manch, a raised platform,
which 1s usually built in an open space. One week before the
performance starts, a pole for the performance of Maach 15 fixed
in the ground. The artists get together around that place and their
Guru performs the religious rites. The stage is built on the poles,
5' to 10" high from the ground and on the stage a curtain is put
on its rear side decorated with colourful flowers made of paper.
There is no green room in the Maach theatre. The artists change
their clothes near the place adjoining to the stage. The audience
sits on the three sides of the stage as the Maach is performed from
all these sides

Initially the poles used to be erected on all sides of stage (Manch)
which was covered by a canopy, nowadays there is a curtain fixed
on the rear like in any other performance.

20. Maach

In the Maach theatre form, the setting of stage occupies an
important place. Elaborate arrangement of set is done with two tall
structures representing palaces with a lower platform in between.
A big pitcher on one side and a prisoner-post on the other can
be seen. To seat the king, the guards and about 16 others, there
1s a projected balcony. There is a place to sit only for the king.
All this was to create an imposing atmosphere for the play. Apart
from mythological stories and Pauranic characters — which have
universal appeal, heroic play intertwined with the drama based on
theme of social orthodoxy and historical events are also performed
and appreciated,

Three main characters are present in all the performances of Maach
theatre. They are Choubdar (the mace-bearer) who acts like
Sutradhar, Bhishti (who carries a large ‘leather bag to sprinkle
water before the performance) and Farash (who rolls the carpet on
the stage). In addition, there is a clown. The Maach actor is not
a glorious figure. The performers in the Maach theatre are modest,
humble and are familiar to the audience.

21. Maach

Dholak 1s the primary musical instrument used in the Maach
theatre form. The sarangi and dholak with the accompaniment of
nagara are played during the performance. To keep the tempo of
the plays upbeat the rhythm is a very important component
particularly in verses and songs. Dance too has an important role
in Maach.

Make up is usually loud with costumes comprising shining
clothes with pattern and lot of brocade work. As contemporary
issues are adopted in Maach theatre nowadays, make-up and
costumes are taken from daily life.

22. Ankia-Naat and Bhaona

One of the traditional theatre-forms of Assam i1s Ankia Naat. The
performance itself is known as Bhaona. The original term is
‘Bhaoloa’, which means the expression of emotions through mime
and gesture. In Assam, this traditional form was born and developed
in the monastries, and continues to thrive there. It is believed, that
it was Shankar Dev who populanized this form of dance-drama. Apart
from the basic Assamese character, there are also traces of traditions
of Bengal and Orissa, as also of Mathura and Brindavan, The
language used in Bhaona is called Brajbeli. It is a linguistic union
of many sources. It is possible, that this multi-based linguistic
structure makes the form popular, with local changes and adapta-
tions, in Bengal, Bihar and Orissa.

As Bhaona has been inspired by Vaishnavism, down the centuries,
it has portrayed the pranks of Krishna and the deeds of the
characters of the epic Ramayana, The festival of the birth of
Krishna, Janmashtami, Nandotsav, Dolyatra, Raaspoornima, are
occasions which can hardly be imagined without the performance
of Bhaona. Gradually, this theatre form became so popular that its

performances we:~ wo longer confined to just religious occasions
The farmers, for instance, after harvest, used to get the artists
over, for a performance. Ankia Naat is a rare combination of
classical Sanskrit and traditional Assamese theatre forms. The
Sutradhar or narrator in Ankia Naat begins the play with a
commentary in Sanskrit, and later on switches to Brajboli or
Assamese.

23. Ankia-Naat and Bhaona

The performance of Ankia Naat is presented in the monasteries
in Bhaona Ghar. It is roughly ninety meters long and fifteen
meters broad. As there are no walls surrounding this area, the
audience can be huge and everyone can watch the play either
seated or standing.

In this rectangular pavilion, the Thaapana or throne is placed on
one end. The musicians have their reserved place at the other end
of the pavilion. The singers are known as Gaayan-Baayan. The
musicians, accompanying the singers play to mridang, rehri-
gomukh, the large jhanjh or manjeera. A little distance from the
pavilion is the Chattar, which is the room where the actors apply
make up, and dress up for the show.

The pavilion where Bhaona 1s traditionally staged, is made of
bamboo stumps tied together, to form the pillars covered on the
top by iron sheets and matted straw.

Like most folk theatre forms, Bhaona also begins with the
introductory Poorvarang also called Dhemaal in Assam. It is after
this, that the Sutradhar comes in, dancing, giving the introduction
of the play, the characters, the episodes. These traditions are all
based on the classical Sanskrit theatre traditions. When the main
character makes his entry, pravesh geet, or the song of entry, is
inevitably sung.

It is after this, that a white sheet is stretched, indicating the
conclusion of the introduction. It is also the signal given to the
other characters to make an entry, introduce themselves, all in
strict adherence to the rules of Bhaona.

24. Ankia-Naat and Bhaona

In this traditional dance-drama, there are pure dance sequences as
also sequences emphasizing the element of acting and mime. The
plays with a long duration are called Naat, and those with a short
time-span, Jhumura. The poet who has composed the largest
number of Jhumura. is Madhav Dev. Normally, this dance form
is only presented during the day, till sunset. After sunset, the
Naat, is presented, often throughout the night. The performance
ends in the early morning, with ritualistic Mukrimangal. At times
Bhaona is performed with the active support of people of many
villages, lasting quite a few days and nights. These presentations
are called Bara Khelia Bhaona.

As a general convention, the role of women in Bhaona is
presented by men. Their costumes and make-up are essentially
feminine and in good taste. They wear saree or mekhala and also
wigs. Some of the characters wear masks, making their identity
absolutely clear These masks are made of bamboo or terracota.
They are painted with red, yellow, blue and black colour,
according to the role played

In Assamese literature Ankia plays have been given a prominent
place. Like other classical theatre forms, it has its own identity.
Ankia is not divided into scenes, incidents, intervals, etc. It is
a continuous narration and depiction of dance, song and sequences
which are systematically presented. This coherence is also brought
about by the use of prose. in both dialogue and narration.





