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LLE B _F TR R R

LRy Fil] S R a»m -

L L T o T R O WO

gégn' Ul Hefldd, ml:arzgﬁzruu‘témzimwsu dail ary APy w?ult;:-iéi&*ﬂ:
Rl AP PUN YL Gush B, |
iRl ALY, A o Al SE GUR ARSI
G s A\ AW, WFZe, UMGH,, dBdIME Adl rlgugla
Stage conventions .\ sy dd, oe--IgU) Y SRAMI Madi Hed
oHid uslAl PYM Non-Illugionistic Thedtre 4313 2iomiy 8, i
Aeoll, Ay Fdl Ay GRIAIN WA Al m(vﬂ AREIY YA AU
UaaiA). BN Mg St dwia. o
wighe Aearna bl WikrdiRs],. de k2 e qu aﬁh&w Py
A WS (ORI Ry 8% O, auell - [ula-L U Ye i),
AR FIA Al GRITIM sat €T Ml WA B A i e s
Fasdl Ag wF e Hidg B..

() Al Wy YLy

Yleig Ui aiéibe‘ma‘mng d ' Ching hsi,' Hei & VWY
SO I UM WL D YUY Ching ARSI WA dsl B, A2Q
ching hei V¥l €19 B - ol Hizs' waly 'UEN dlout §
G0N AU AL Wi R B,

480 #W0R = cping hei -~ 9 H2udlld DEm D, ‘ﬁidt\m OCI

AA DI, UGN, Huckg) RIT oo GusTW dasd WA NS ' uley' A
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2usul VRN et sall B A AT angFs wruaB wl AE A
et il 2 ztie. oot UL (eI 8 el waet sal B,

% The tefhm.que of the Chinese actor can be analyged
under ffmr bma*d h&io:.ngs. They are Sgeech and son9) movsments
ang gestuxes; Cos tume and make=up, Use of Weapons ‘and othe:r
stage~properti %o illectively, ﬁl‘aey serve & purpose which
mayks them a§art from their equivaiénts in @ moye realigtic
Westerh -theatre. gach is related 0 the other in providing
a Symbollsm which is necessary t0 the appreciation-of .,"baszes
art. ® |

A, G sott ,
{The Classical Theatre of China P.92).

%R gpeech and song N BRI RS ARHAME vlgy
cdtll gabllst #fcied,. movements and gestures .rﬂ rqwém"mfﬁlé u{Geiy
Aeoied, . Costume -makeyp = gtage properties °il fq"!«ilwl. il ARy
depld A B,

Ml HRUURURME M2l FifRicl Qfsh ¢t § . Ching Hsi
sl §isn «W am CEL @;ﬁam AR Py G o B,
(a) sheng 2itly ygd uig (2) a0 wuld W uid (3) Chingiuwy
DRVUYS gs»i YUdeil YsIUS chi\«dﬂl‘(?s’) Ch'oui;qu 425 A uld,

éimng'Athrs‘;gw ggﬁnw\ Hyd B, aWt BN u oW B,

M & (1) 1ao sheng ¥udl hug sheng - @l €31l 8 HER,
() hsiao sheng  ¥lq yald *9 (3) Wen sheng ' bty

qesRnal uigl (¥)  wWu sheng i &Rs uigl,
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Tan Actros. jwi 'l uig) ayd . d«l wa Q21N e¥ 8.
™ § (1), lao tan  walyq ykl (R) Ching 1 hw‘d‘ nepM aquell Ry
Qe YRicct =A@ (3) Huz tan e ot Sl AfiAY AR -
S SW Adl dl uld) (¥). K Wel men tan ~ H&i, widlal
(4) Mu Tan = qsius Bty GRiadl, usdd, qls{«qm SR Ul Ry
efl- Aol | o
Ching Actors  AADUAYSH M - paintéd face - HlUddl
AWARLS, WA Y ASIAS ulgd Hyell "2l és. . "
ChotActor = 83U clown g uld ®yacll €21 & g Yy St
Comic relief o <l Gas)d sulddig ®.
AU usiAfl gEsi), MR ylRMB 4Rladl qut dley Euilg
dgi AleRs Pl - Maletdl - WEES WPuA vl b B, Al ulg)
' sifetlg lay! a‘mﬂi. Al g ud ARGty B, m«s;z&"éa?x s, AiRist, duei
AGIYS uld) <l [eds dAql & qtdé‘eeﬁbn WUl § A4 G4 e;r»xaim ad
AW USlY,
gz oy uTuuel AvRidl ald SRR iRl MARS) AlZuRg
Farley Richmong %l deél %ud & 8 -
" Interestingly; ‘th'e major pa'cagcries of chaxmacter types
in Peking Opera;f éazallel'those o:;’t%,\ined in the Natyasasta. The
male charfacters (Shené) and female chazscters (tan) correspond
to the hexolc male woles '(Niyaka)fand female :;:Olés (Nayika) of
gangkrit drams., The major supporting mele roles (ching) may be
compared with tﬁa various Kﬁnisteﬁxzs and offlclals of Smbsidﬂx";r

court xenk in the S@nskrit plays. And the clown (Ch'ou) in
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t

peking Opexs finds his countezpart in the jester (vidugaka)
who in Snskrit thedtre often dssumes @ significdnt role
becauge he often serves ag idvisolr 0 @nd close associateof
the king., Each of the mﬁjor citegoxies in both the nginé
Opera and the Sanskrit dpama is furthexr gubdivided depending m
an age, mnk and te!npzdment. » |

~'Suggestion for Directors*
‘*sangkrit Drama in Performiance'Page-93

LA WA Ul MY <t UGS, Afls dul sigldl
IR 5 AN A FAl wEHLEAIB A ARG qwEA) AsiY.

(1) . wifis wfisy

R D D . T W

AR Fal A3 UGS ARy vkl UL [EE SGUDIAL
Weld Ul wHFdd QAL @R sul & ddl AA AEN WA Tung e
el @8 po gy movements U gegtupes © AHAY sRAMI

g B,

sheng; tan, ching, Chtou U1l A3 usi ute Wl udiel A

Mg, Aladll g6 ol datdl @sd ¢ B, Jals, uds uid-l FHRaA Yel,
YlddiAl ¢d Ul dadi-l daal uRRd ¢ 8, |
S
Tung teo 3 FRRE wiReUMS wal 8 il 2ol ANYS sa-RiavRl

>4 My AR o Rl eBP A B SR+l dude uly d, 2 Guald aul

@0 dlamwad) o) ove movements, | SeTIERL il i, ,

uig aidA), AW WAL go0 4 movements , AEWIR, ElalH
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duia) beard movements deu FAR ugel vloidl PId-)l phea sant
feathext o vements "l w&m ma 3, PR IR el Ul ngq’t

AR SReyfel 2ABIS wfq ot GRuR wd W AR ARvilel USH,

o Refy i) ‘mgm-«m‘ Aeid Y BRAYA GAYEI, 13 WY éedggim
dtll 30 e QeLigI MUl 8. e ééﬂggm:ﬂ Valguemf? 2R e‘xa"lg‘
Grgtz Gelg 8, ¥l QyeR sl AR ayg), eFs uelul, aa-a&&l,
Garil qat etal AlSksud Hdll‘f&!d SN’ A B, A AL HeR mgszeu;us
eyl ARG, 33 @A ABMS SW B, W 3 Mudls &AYE! Rl pugke,
ARUE , AP al, Wad, SR, A, FAY ASHSWY yARid v ¥S B,
et youghe & wPHAl aial U AERY UGl Hgs WiMS SRRl Ul
al sl G, 30, ARG, ABFS MR SR S el A
Y B, A A dlgaeicig Geled om B, |

i 0w s wsiv ReRiadl Wit Bls aa, f&ua,
aa-uz-n AlBMsudl Ry saml A B, eRluladA) 2N WRMAS ewe 8
chou 4 EXS eIl uiaH e il GHBUR)  pand movenents -
sw 8. uds &d(&qigj faw ug asy e odf wi GelsJu S2els

fé%dﬁlﬂiﬂ uidl astd,

“-—-b—---————.u-——-.—.--.“—---—-.-—n--m—n.—-—-—-—u-unu—--‘.’----——’-u——.

nw-—--‘—-p-——-—"a—.-p.._'—-—-u-.uno-—-—---..-a-—--‘-n-—-n‘-s——u-.-—u-n--—_

tan actoy OB61 GuR ds A usied Qcudian ol
A% 23 A A O YRl - ombarressment .
AR B, sl Ale AR Wa ydifid 83 9.
2ol Rl Al RS



Pai shod

Chao stﬁu

Chiian ghou

Tien shou

yeal AR B, ‘sheng actor .

aijs) AL AN D,
ching actor otél o)
yeel AN B,

Rt} ¢lu, wel Seal Géusm

Gl l, AnaAME WA

LEIE I SDRYEEN s
He sl 42 G B ¥

8o sloft oA yRaatl
Cag B, a4 yid) MI> L

&l i’ Ay @ D,

@lgg=) 28 uddl b=
HoHl #158al v, ¢AalA
Ml 2§ Al dat st
o FRAAML M B, R
g As & AR ¢eldaml
g D.

M2 didiel AR

Uiz ydal bl st
ald eflsami g 9.

stol ¢la, suel Guied
o6t Sial, 6 Gursdl
dRg Al g B U4
PRl gl ¢dal Guis
dRg Al AN AdALA stoi
ot R oW FReaml
W . ‘
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ARGt A 3 ' eq el
$¥ RAW WAL Al' AQ)
ol Y &Ml

s ealgal-l eig
udifed saind,

$¥ell Gur gudl $did)
A yeilid i,

e aw', ¢ WE Ay @,
'3 eptald ¢ wR) sul
ol Y @AY ena

yeell fied §inl.
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Chih Shih Al @R st Al gmg i Gfad anpid,
Ao e iy B, Wl SB RIE A wlal
Wl 3 3y Wi AlE- Wl SRR
ut 3§ B, -

WU T I P MGG W e R RGE WS G A e AN A R WS (FR R N I G R A W WA W e A A G e I e W G L S U SN B WY WP e G A e e e e e s

Q80 AU “é&‘l‘iﬁml U AAEFER M Gxiye Pl R AgEA -

ERed 5\ uru VG S & AT A cuimairl W G il wa o uiva 3l
AN yMalL 2t yei B, Gl @RY GO a‘aua;:} tail @l
g, (sul, yewl, a2, ABFIS 3ol A3 Y s wsiy Avf{ dHIM Asudia)
oR ySIRW APy WHRSIIW GRIA S 27 A’ diguesial’ ¢ ustarﬁ
qBAy WLESIME ol Has) A R 8.

; Gligrl AUlal

L R I R R

ARy B digel Greds, Ged a’%a,:. ALY, AR R e usizA
AUl M3l D Fl @ADL el Al B, w0 aRilad) AEMHS Mt wie
SR JBOEE citll AIQUSMA AR SW B, |

SN AR ua aiBFs Wl wiz s MG MG dig WA
apm movements AW & ¥l il wiReUMS 3, Ke Po oAl
Fan Ke po, Wan ke po, Tuan ke po.\ Ning ke po,Peo Kepdddi?d |
91513\ D vl i @AY WD) ASHSW yilfd Sl apa . -

uleA™IdL

-t .- - -

‘@ngfﬁfi Al st qa;&z sl AaRl Adl [Eg ulg QAL
Ml B, st Gud EfEH il 'amyiR dul Ak e Guubdl Rl

@ty 3wl B,
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G0 WM w36 il Aaatel qun gsal ol WS
e ddl &w B, r&mé uévndl i@ta Al Foot Movements | uidf
WRAIfS Y & Chiae , WY as‘térﬁ’ e Cheng pu  sdaly P,
Pao pu  ESelefl ¥l del & i unt wien WA osuel widl HRarl 24
B.chu pu A Bl dEl @ABML ol Yl S Wl wigatan) B,
Yiin Pu  MEylddl wcRa wd GemiRl Weld yi2 sARM maa‘utc{ai 8.
Ay Gensal oul ofy s i3 dauiaicqﬂa elstuzed Gatfl & galf
Wi sl Conventional foot movemen®r B, al wisakiiaAl ¥ A
M3l REE AR qul 3 o ey a3 D, MARSL gl
A Férely Richmond U3 & § - |
T "in Chapter"lS‘VBhaxﬂtﬂ digcusses 2t some length the
gaits {gati) which are appropriate for various chamacters,
depending on thelr sex, zenk, 8ge and mood., One of Bhamita's
best examples of @ gait Lig that appropriate for either & b;ind
men or 8 person wialking in the dazk. He suggests that the
actor's feet glide over the ground and il;iands-g:ope for the way.
Descriptions such as this femind me of the conventional
movements typicélly found in the Peking Opera of China. In i¢
one finds exceilent examples of conventional patterns of
movements reminiscent of the cdri and gati of India. The
actor of the txmditional Peking Opera éresewed in Taiwan uges

conventional pozeg and gelts which are appropriste to the

i
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particular type of Chazactexr being portréyede.... Glven the
Close parallel betwsen the Peking Operd Chdpecter types and
those of Senskrit Dema, it seems redsonable to gpeculate
that the extensive stylizgiion of poses and gaits in Peking
Opera May have been gimilarly handled in the Snskzit
Productions. In any cise, an expeyimental production of &
Sngkrit Play in which the teochniquesg of the Peking Opexe
are uged #s @ source of ingpixetion would not bs wtally

out of keeping with the spirit of Snskxlt thedtre prectices.

suggestions for Directors
snskyii Dxme in Perfommnce Page 93.

Bl Ayl uisi@eladl ¥ G0 DAL NGl Hadl WaFuend
Ay WG S, wG W AFHRALR W AUAEUME APl g iy B 92d
AEL WA F AX WP AW ARG Ul 33 S A yeilsies
Al g & é% Weet ey will v ABS APy i @Y Wil
33, AlGtE udlols odiy aPABA AGERL Blad) QW o ag sxMis

oy $A USIY,

ST MM YR GBS AP Ul G AWM Nl el

ABIS APl it Bed ury 0g & M sel wsta,
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(?) curize iy

Rl RIS WY el W2 YelE ygAml éuq\gi’! il fEpas
gl L @za‘uwwa&m * MR e RRAIRYdS itae 8 S, uidsl
ARYAR Wil Amsy AN AN FoMA Y4, @Y uskel UEALE A i
Yl [AMHAD AR guel D,
USTL S0RRANE 3 o2 W2 e Ao s Py éﬂl AT
Wl et O\ Al saRas Midard wd B, AN L o sm‘;t C o el
¥l § 3 - |
"In considering the actor's spéeéh'én;;i song it is °
necess,a;;:y o understand éhé '??mporféﬂce of poetic reci*taiive';
including the ::h»;rme and tone quality of Chinese language as
applied 0 the technical construction of Ch'ang pai which~makés

great use of prosody. "

o - ‘The Clagsical Theatre of Chind Page-92
Chang pai 2?1 Speech and song U2+ WIRWIBS Y B,
Hey M 1 ulgel udR dUl PR WA WARISY ol rsbstmsl

gar aamg Fede 53 8 u AN AV w wigl wdd AMd Yin tzu
i\ rqmqm sRami wd d. A sy " 1’“"‘# USY UsH. al agugd oW B

L Uil USF Rl olleuu oAUl suiWl MY w SRaML AW W B,
epfiai 2 ydela Q- vin tzu g uert 63 & w4 AfiA chang shih
U3 63 O Il WR dleIl A2y SIS Yy SRaAML 2 8. tso chang shih

yest U3 oYU 8 P uld, wigHl SRS MRl ddd ¥ -

tung ming
wird) (i) Syl WA O, oL A2 WA YA dual Ygel udl el SV o)

q ditgles W ditais e e f3d 5% H 39 58 B, glatgmuus
~ S . Chao pan
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"2 AAUESW dibdiEd U3 sl § S sRal W Add sl e B,

URAYFR 5 aBenl dkpla udd uadal wik) 3 uslel ydudl
MWL W8 iz deul Ggal & A WM Wt Win tzy
USIRAL Uid U Sl yid aMmf S\l-l Al égdta‘g Rell el suls
Ruct el 68 U B. Tien Chiang Chun Sihng  USIRWl WMudY
&I Yigh w@iﬂ qe (0] ealou-n Al aw é Nien tui lien shang
HSIR YiMud A uld My %Rm Al Adl ¥Sd Uy §. Tao pan
shang usizel uldyduen uig vel GRU ey SHIAL W3 Uiy § iR
Ko S shang  4SIRwil ulgiuduied Wi Asel Y 2 Wil
yudi 9, o | |

HEN AWM Ui Sl Ya el Al t-tal {deds  Chou ru
Wydle Ridly ApoBredl Atied @il Asl v mduﬂa ¥ ke uigl
‘EERY s6l B Adl wsiedl 6V B. M A swott M acell AW
B8 - v The dia.loéue of ’the plays does not imi¢ste ordinary
speech except in the cage of the Chou who speaks his paxrt in
the pai hua op evei'y day telk of Peking an’d evebv‘he sometimes
z;elapsels into mozre convééntional phxs s'eeloéy. L { @fa?{taﬂ‘ﬂ’ 49l
[@AgMS BRI HadEd UG-l [Ra 5% B, ') vonorific 2nd
pollte texlms ma:ck the ch-ng pa.x or actor's Vol techmq%-*
apart from everydiiy_ speech, buj: it is not there that the
difference liess The effect @2imed 2t is a | rhythmi ¢ éﬂ t’cgrn
vocaliy, t0 gain 'tfﬁ.s the actor adipts his words to special

modulation of the voice which riges and falls or drsws out
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cut certain syllables in accordance with this attention
to zhythm, regaizrdless of biterel convexsational’

statement.® € v u. 1¢)

£38 uidell UMl AR Vocal technique  WRN YA -2
WHIHL sl GUTE stal We ( tembre ) A Yldlg3y oellddte) yed
53 B, verli usd dal s qy Ay Ulag, dug, BRI sdl @R
ey ysifl HHEIS Aozl A AAEAl A §, “yEHT Alaydb

Dalld, 021 ol Yoeiell i’ Sl D A At Heodl e Ang @l

. e .. - -

SELLICICTICY -negmﬁba ‘Pi‘ﬂ A24Bd silzuuabl B, Adl2sHHl
Bald wa qul Citr!‘iq{‘éi‘ Gg; SR HIZ  vigHs P Gué CICERIER T
ERUGHL <l wsiRl mml%m siEy Aqii g H A yRid géma Uyl
oAUy LMl deel [RRe ysiel WIS WP dul RS WP G2l
AouBUlAl WA Ul il WAL WSd B Aadl, ' s’ Mg
H2U3E A PP Gu RIEH Skuls WAL GAL $aMT et Hul
uREHA SalRl WAl YAl Hidg, |

QM AWl Wi "2l b dul Gl sifl SRy wlgud

(Gal e Ul aldiaw Gy skaM A B, M AC swott i Aol

PUd 8 8 = w The stage Ltself is devold of all seenic aids, -
it Books what it is,2 bare platfomm from which the actor
declainis his part. A hanging curtdin at the rewz, 23 single

carpet on the floor, two plain wooden cheirg and a smaii table
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are the bagic requirements for @ typical stage, however large.
The audience & not reau::,re any external trappings. thelyx

interest is focused on the person of acfor who is telling
them & stO:;‘ir by woxd and gesture, @nd the :sylnbolism of his
techhi que d:.spenses with time, place and atmsphexe in

any ma g,em.al fa shion, i:hese drecreated in the uaagmna ﬁo‘ns

‘of th@ onlcokers." (The Chssioal Thea tre of Chma P. 17)

Wil | utésbe L e‘an@irﬂ»a M AN AWM WL - Picture frame
stage ,-ltﬂ 8 ARA@SHIA)L MY G $rAl ML Wil stage scer{ery
-am.,lz':m'q oL GigRl yell ¢ B, el GuR v2el WIS kel 2 DAsel
AL BEUAIRGA SR s Ul Anld B, M Jack Chen 8 D & -
" The Chinese clagsical theatre crests a theatrical
world of its own and gives tﬁerely certain necessary hintg
as to the place ans ti.mé of the action, which the immgination
of the gpectator is free 1o expand @s he ia'.s’cs. Thulls, wﬁile
there is no scénezy in the usual 'x?éesfergn Sensé, i;here are
properties
numerous stage m}%es which are mainly in fact *‘prp
for the aud:.ences’ 3.magz.naﬁ.on. Many of the ac¢tozs'
conventionsa li‘sed gestﬁres iie simi larly "propst. ™

The - Chihese Thea tre Page=27

Aeged Vel Y [EH AL DAL yisal aml YR

Ul MI3Al DY BYR vdd] G iy B B Al uR usel W B, AR
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U YSEIHL ¥ Rideml @fEs Y81 Guadl §3 8, Vel uloasl Hpdme
green mom S 8. VYU BuR dRAMESIH AR GAY el Y
Al Atfl, SO AWML AulBulel WU U dldiqRy oy Sql AA iy
d 3 wryar wd As A Grgw aed, | |

DIag £ S of), 26 GuR NsA YR uR A3al ulgd 2,
Q FusHi il G4B  pammoo freme  HSS1 G & B, W
e, w52 Gl gl EalaMl Gwidal IRl YAREAIRAL Rt H(sd
ysein ed Mol 2T B, AN g2 YT udl & DisufAl udatanz A
use i ¢sldl AN ok diel Aveaml dg wu B,

quid 3 Pl W il A Aoy y AR sl e
A Al YRR @R 48 a5 alsdMl W ) ARl Guncil Chember
gualy 9, AMl SRl YAl Ui auqél MIZ 8 RisHIML udUeiR ulgHl
s WA D WA el sl el dsiel mdqtm\' URY 4% sl in{m‘
3a) W B, Yol ¥ auda) AUs £ Wl 52 B, yel Seuiirl
W3 53 D, el yudal uidAl A8 sl M1 -2 didlA YA uloa
Gl 2§ & uA YR ylsal AL ¥ Seuiteil-Al wGRalel APk
o8I YW $W a»-i delR %A O, yRAM kil sl AdA Wl wiy . §aAml
usl BT ocll Ui Yuddl ME A2 Yt Guidl A Yus) MR D Y
151 Wl 52 B, aRo? yadal Z skl A ussl AR B Feed
A5 3 A ¢oR AMSY Ty yuay B, ol lgial A stal azen al B,
UGS 43 slAl A3l ST @1 D, givi Fal elal a3 ARAL AR sl
a3 olladi) ABd Gy B, i el A A Vel 53 S Ay GeleM)

B, wugsWiets, didaedll vertbil @R AN Mg Add A Aguuicigy

Gelg@ B,
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oyl QUL A il G lour cheme g8l Sl M2
ydls el MR @ Mg B, 93 P S wim, oy W2 R, D,
Hi2 - R8dd, an ugaaﬁ SleuteHul Y ulgl M MfRd Wil a‘::ﬂuu |
gt @id 8, Ut AWMU w1 @YU 9@l widdl usF Al dlqq) 48
838, ™ 5 ald Bl A dMPBA W) RSl yualy d, slal B ad
sl %A Fuiaadl YWt B, 42A DL 93 gAUS A e, FsAquY
Yudia 8, el B 93 WY, @AY, stdielat YAl §, AW T 35
D ACRME YUadl SRl Bt Uil a’azﬁm stil Qe d Dy uléitey
Al Ad B, Ay w8, GER, s, A @A dldldl Dot dal
AAYYHI lal Vi it it W . a
AR DU GYR M tif%&‘@i ~?~M wurq(u &R WaldR Ydiy
A A SNyt DA 539 :m g8 i RIE a2l uy B,
Wi GEE3HWRA wel ey, enﬂcs AUl leud AiFd mgq 8. sl
Wilel Bl H2U3BAN B, ARSI Ay GH) x.saqs-n‘ $¥ uled Yl
Atl, Ayl M3ud digugzlal %3 A WAL WA Az2u3a, w3zud
Rl Bt o) U 6T A ol sl At B 33 3 ) 'elgueicn’

(&a) il APl Uyl

WS R W en BB N W W A WA e TER A W

M Agdew 43l g B A "m'mdm' f2a etg&qt& A&‘;».«a' A%
ofiosi sem\ Migs it Y., . ¥t sl %am [eenit) N 29 zﬂ-mr%ﬂ
SWkil 27 § W=l cmnurm rcmai A endR éé’l&d Wx. @q Qld
AAulenl Yoo AAls AR SIGST ust WAl -uaam qnqn w2 Oy 43 &mx
sty R R ML udAuidl W T mmaqdf oAt yhrivil -%la\du%'ﬂ '
GuR e+l 2§kl mz‘wi; Ay O W s W de@ @S a@é 89

ud . (Al DA Y1) )
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(1) A Aesdt -y Aai

u-n—n---‘-«--m—u—-—-

Al v?azs ﬂﬁw. e@w‘!—m. a;@. -rna\uuam é\ql-j s(l zr@qs,rs usru
wid 8. A4 ami, ax(éma. z:t%. amva rm: AHY Hid¥d tc‘w we-ﬂ 8.
q Ui, YL, O a\sam ofmaa\ ol B, wieell ot 2f vﬂ&ld.

(sl )aaa {gfﬁa»n Gtwbl $3 59 83 Sdtaaii dlsd 3Aq) um s}
- (B . u)
Al 26l ARy Sl it HBIS, LB onl aeid A o sk vl
ARl @B SR U radEd A usiy, |

-'*"!lbt& %@Hq

HRAYCR Al QUUADMI M, Aty 4 R Ul ulgYA) Ay
GRie il B, 34l yuWel 'HUBIS AUPR' S de Ul AN ék-;!
Ao Aad), MR e Mad A D, [RE Qg SR §3s
diq, yeitd, Bal, g2t WwiMHS z’m Uil ug g 8. % uies
dance-dzama 39 WU HAA B, T el Al WA aAlE AL Aide wE
B, 46 AU W euly WY B Al Uiyl WL AR AIQUURD WY
B 3 dubuiglul Wigsw Al B21del BeRl 8. Ml wik-uls YerVL
AMIY UG v &y, Azd A AW -{czmxas Ayl ¢ 8 aittel
tfl, W ol emstmn 3¢ ug Al t;gm\ 5] a.m amf maaox FRsIR Ao

A M B, (B y. 13)

Japanese National Commission For Unesco &R AuliEd

"Thea tre in Japan® PASHT wmtiay § 3

“The term 'dRnce’
is applied 0 all movement on the Noh Stage- sometimes it is

to the sound of Bnstruments only and at others with the



1834 -

addi’cion of the Chorus (chant, The movemenfs which became

set several eé}mies ,a'g;g by the c‘rs.;_.;:"mal‘perfoxm‘ers, hav§
become ;tandalrdized.o X its( best Noh is able to
represent the ﬁ.nest‘ shades of medning through the sugge;s‘ﬁ.on
of & moyement oy geﬂstu;ce. vee

- (Dence and Acting of Noh Page 8~29 )

MR gl gRUWI EIRFA USIRA AR [FHUD guea) B,

Al dedele st wl YEiel gRUWI o) MUY Uy H, " Rapid
movements of gréat‘exci_te;ment. comba t with sword§ and vay -
dance whare vicolent battle ot eise fiendish md levolence is
required, are tredted in this way (.i«.e. through mimed
“"action yroo e “ (Rl Q, '\’(4)"

APER P oegIRY sgtal’ @RS Ul AFOBL AR AL

8., Ak q«uaigw&f BB AMOEL ¥R dctid 33 Dol ARWAR yawiy O,
#"The Stylised movements, Cla ssa:.fied in ihe"ﬁoh“ repe;foire :

of o hundred and fifty, are repl'::esented for the most
, past by the basic forty actions, indlduding wa lking, -stﬂncﬁ.ng,

sitting, bowing and poses with the fan., Some of these, have
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their usual significance, but others are stylised actions
of individual gx;-ée which are encompossed within the oversll
tredtment of Noh.®
= (Bt u, Re)
AMED DL [EY AMGE 3 35 Al Ye il

‘agd' dut 'ubsd -l siye WL D, Al deuriidudl 2GS AR wL
sl 2ae Al 4A B, ! The walking action muét conform to the .
set pathii:n - no matter at what speed the action is done,
ba lance 5,5' papsmount, and inclination of the body is forbidden

since @ gmooth gliding is alwa ys exacted. Only when oompléte
control of the body is achieved, is the perfection of from
possible and from this wa Iing all the -complex vaziations of

, foym
movements are dexived o make up the dénce fzem of Nohse ®

( 5%%% a.'eé | )

AER B Ul gl uldBl el diadl MiE Agusrie
sy BN S, A JririguMl dladl “celestial maiden Haguryo
ol Ate v il Gsiaefl oW 8. ufth -H2ufY Al Fernsu Hall
9d 8 & '' Haguryo tekes a long time to Move ajong the
Ha shigakari usiﬁg the highly specialized Noh walk i the

artist glides very slowly along sliding & white=socked foot

H
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over the polisﬁed flooxr almost without mising the hee};,
keeping the kr;eeg bent, ‘and‘keepi;ng {he w%le body inclined
foma;q like t!fte oostume, the mask 5nd the stzﬂnée musi ¢,
this creates 8 very convincing imége of a Isupematunal
being, ® Noh, Kabuki, kalmkaqi - ‘Sngeet Natak

Jan-Maxch 1968.

SRyl [l ebele) Aidul B, AW oustzaml’ yuicl
| GeMERN Katag  SSald B, sl el M Fernau BRIl Wl Hded

. ) » v . . )
duidt ¥l 8.'' wop has Katas which are the equivalent of

Indlan Mudmes, but they are used for wore sparingly with

one or to accompany many, lines of verse with a wide

variety of word-imageg.® ~
(Bt y,¥0)

susa™i 2 A6l fid yse Sl 2 WisHl WG tii?scsﬁ poetl c imfiage
Hi2 Rayel U d v s grudiedul 2 §8d NSy USIRAL el
Kata % ochiori 83 6'd - uuwl Alseil Glld Ui 53 B. At Gstel
See I, d2, AS. ¢l MR R m-u U AAS GY WY H - Wl § uly
godl - 23 uysl 42 4R el 1A ald . |

i ol el uA B A A AR ER 39 Aiguted
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ust L ABS MR Sool § dal ARGSL, 33, 43 sl ABES
ysieel 8, |

() aRs wfmay -

O~ -

Bt wigh, Migell wigVl 2t didal W aeyfd G uld) w3
Pl ydyal wuf B, gleutgm siguudbml wl VeI f usH ERN |
PusHAA' L @ADL AR oitg wd YREMF U1 Ray € UM YAy el
a B, it deedul’ M Nasi- vd, Gx3d wid i af aeidar SIRIER A1

I, AR 'AURS A D BNy uR AW AR bl ey

Uset Sl WY ¢ 3 - " This pertkcular manner of recting
and the  (prose and verses) in varplous swaras acoording
to the bhavs, time ef’ttlxe @y, situation atc. sepn in - |
Kuﬁyat.ta'm wh;il. ch I think follow; the N3 ﬁ%s & lgo some
paxailel in the Noh of Japan. In thé Noh or Ko the 'I'fighly
lyrical gpepch "comp::ising'of the prose and ;fersés is
recited §.rhi ch ig very far from realism. The speech of the
Noh acdors is highly stylised al;nd abgtract and givfés an
impression of hearing somesother =-worldly speec\h

appropriate for the "*-i{;%cﬁ&& % chardciers.® | R

Slealgl deylivll v Rtaldy Aldcy Nal 1d H, aul JHim



* . 1838

B uidl 4sd Adl @ Ysidl 20 HaRIR Fol weld [ABid quml,
M stetitq id, o opl e wst Adled us+ iy Adl ysleAfl & B,
yRiEEl WARS) Aizufg Farley Richmong oud 8 8 ~''wnskrit
verges and dialogues are Chanted in (Unusual pattem_s) by |
Kuttiyattam 2ct0rse ... 'Al‘though'not?denticél. the chanting
of the actors _\igémif}‘f:jsr .me of the measured‘kﬁ ce ﬁ\d fonel |
quality ;af the actors of No plays in Jspan. Any directors who
whshes to experience the mood and the pace of Kuttyttam is
adﬂsed tO hsten to rec@rdlngs of ‘No plays. - Suggestions &f/

directers s $nsk:it Dzﬂma in perfozmance Page 96=97,-

-dé deiigeml HgRIR g8 g ulsausH A usty W B.
® Theatre in Japan® Yris4{ Music of Noh [Hy ey wuaty 8 & -
* The chanting is dim“x.déd into stmng tone and lighter 'f'm,né
and these i;re used acfording to the emotional intensiiy of
the gcene, altféugh the pitch varies by the chaxmcteristics
of the voice of each singer.. The rhythmeis made up of irpegulax]
placed intervals and 0 d3nnot be s8ld to possess & definite
tempo, although, over the whole plece, there is a continuity
and completoness of pattern. It is & part of the 2rt of Noh
singing t0 concelve the relationship between the distxibution
of changes of time and spe%, according 10 the mood &nd meaning

of the play in relation tw 1ts chiéf Character. o complex is
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this deteil of appreciation and perfowmance that at feast
ten ysars of tmining ig considered necessdry t© do justice

0o 'i{he art. ®

‘Mlél?.{ M(“Mq

R . ¥

A% il HRURA UL AL DY QA S, DHY By A
yRLl dal. alkial Gur olud & 8, Hi2s Sl wrl Yy, u,HleR AW
Su B, DR Gur 8 ol oA A uivw M U ulEl oW B, (gleatan
Algauad M2HE D Gu wal Al ¢ D) GUs) 9 RN siol iy
ulpanit diddl ust steit u e el R W S vatd yigl wAA B, A
SI6 Yl wig)l WA Bai=iui2 et Guabil §, Al sa-kad 932
43 2l A Ul A5 AR G, W AdR Lls) wMy Asal Gy
a 8. siofl oyeit spal ufeictd oo A2 A1 ushl Geit Wdiql M d D,
uEhe Wt VHY B4R U Al ARARN ol MeiclA alal 45 Aste
il Wioo oREEF WHIHL A4 USIR WA et guidl usdl (RosRS).
R g,,hu‘a:ua Torsl wlen aulge d Agdala 98 &' dal sfumil Hedal il
ufeicl uloa guies st.Scﬂ (wfiste Q!léﬁ({} qiRidewil, del-yyidl gruml |
afelclA »R 1594 aeu Ayt A Vsl (Revlladl) um A 4RI Red
DMA BYR R Meddi WA AARAL "2 WHIAL BB iuiMl Gya
530 s,

Yeils! scdioant MY GyR Siofl cuigd vent ol uleldl Ui

afuoll wigdl utel s OF B, stel warl- qpMIERL ul wRsdl ¢ am
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#1 4T uig)l 4AT B, wiooel & Ul & uidiel R MIZ IS Yl
Wi AR s A5 GH elnl A B, ulie dksd Vi Gy W
JUA yisoed QR Autefel VY GuR Yadl A e et AN sl
A5 ulz QU AHAUES T oIy - Ariell,

HErufcl uisn offda) gl ag) Adal ysel wsisl Al
2Tl W1 B ¥ Bas) dAKR N U B, wam AT ysel &) Aul,

Wy oRgd Bl MW, Slamf diudidl ¢y @A yuida iy B,
i MEWRIAL £35 Ul SR Buubl $RF R, AlgsU Wy HEWIA) Guud
SR G B, W MRS ASSMEL VRN GRANR My 3 MR
Dpcial ool Guabrl daml A S, itk a8 HHL gaanAd del iy
HR3ell sl WRll. Ryl un ekl WY Aol BES MR 6an
sul @, it W el 'uRRe ' Al Wyl B uA AWl FMBA vER
Y A @l B,

Al el yaBdel Al MERS usI ARl AR €14 G3 B,
el idqaiel yt oot ¢ D, ¥ MeRIA 130 Feal usI) B, Ml g8,
BURY, 6las), U\, B2l fagddi, o6 Eadi), YYAE usiR),
doed), Y3 AULAL @A Aude wy B dRN WE ya BEY s
MR seaml A &, ALul A1, BES G-l AU, A 238 el
AGURAL oS AL SIRA A Al &2 uiss Ad Fal Yg Ml
el HeRPL siul, usidl, @RY Ad DI 5 A SueA ot A
@S], 48WIHL g1 it sul D Ag A Agaed uIAl ANt ool :a;smm'
Erias Retsul (4.11) U B, 21 4 uskiAl 2RI ds0 uklAl slaptq
w oeacl ¢ Al Al 8, A HORM o GuR Duaql Aq L Yo,

SyR e Asulel ABIUIAR Yl uSIRl ad yal Al AlanuS yReiel el '&cgwﬁ
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st B, did Ry §A LymiEe' seyf © A Sl Ao Fmb R
(34 8 A" HeR A sIRR-suoyd wabene g Al gtz YRl A .
| R rell SUS MR 2. sl Zonal Divisions "sgu’m}
DY GuR - SlUMs AWM, a4, ADIR, €l udd BAT GUL $A Ukl
ABIS Ul AlfIS. NPIAY ALY AR Add oWid S, Ak deudiza vl W
WicRgell WEEHS Guubl KR Rk BuRUe) gualy B, wdl 204 d12sHl
Migs Asel As org el.d, G1ws @R, & GUL ysl ) Gl Al Jad A
Guabml ag Ast B, il wegapla wi g Heg Wd D, it Ad AlguiuR
ud . oA ool WEA Mol g A AulaA) wbY §, Al Sza) Gasia),
84 Galsdl, 31 ussal, Al Be) 8¢ A Gidiadl, SAR d1yRa), AL
DN AL AX Guabl 53, B cﬂéug' %f, YL WY W D ¥ § Al As |
USIRA Wil ey Gell ug A B, (M w1R) AR ATLS. WY
e elfind it As wdjell Yesture= language RSUAl B M
agl’ el dlboil At G udel ol Ml B,

o J2tyeibidl 2fadl HUSA opladl 0 e &l g 9.3

3y, mRM O Ralaz, A G el Aal ansel?, Balely DN us)
e uge B, Bel wl vgwied o omomd g s Wi, AW
AR - MW, A WA e /AT 4 YA Ao A w3 v, A Add Dl
P2 U} Wy, Anfe WMQulg e, APl B, Gutl iR -
Rlsud) ysil, a1t oe ust & W@ As 428, A8 e+, As Ag o) Hidles
€2 °arlclg" ug Ad D, & Hd) Al dAdl Hisdl A usiA WAl wuld
Aol AL RV L ud o D, ..t (B y.av)

ML )y otupml gt B, A Pid MRE M2 AW

gy Greit Wb Ml B WP T, RV GuR Aumel g

M dgaed 134t A B, (A .19
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(o)  sigsl «l2sel AR el

O A W A Y W WP - s

Ak A o) 'ufise' Al2RA3u B AL SIS alsevu, S16sly #irdlY
YIRUIRS 2RARUL AT - vy $ANX suscl WA Ary vht ud §, ey
WRUIRS #H2Y W), AReyf sl WA et et sl wfmatictad
RSB gy B, A2Q SiG8) dul susdlfl ywmal dtugd el duta,

SISl 31N susdl feree o Allkeepafeft Aude) ofEis) 9, s 2
dett, WA 2 M) @3N DM S A Hesadl did Mool [WIUW el Wi
D dlod i oAl ARMIMSY BiurAet 2l

HRefld uIRUIRS HZRAZUL ARl RUAYEIUA HuR B,
wull - H2eRAU) 3w AL AURY Zen Aesthetics A gyl B,
tRcfly ARWMST 6B FRAR-UGEIS WL &IRA U desdn ual 18 S Ul
I 02 U et yReUd! WIR, Yt WA, UMl yuet 5 3 A
@dusYd Hidd B,

M sutsal) ARkdle MRdl M12, susdldt S48 Alud ARAE@S WIdAA
CURI I (3] H@lalaui., yaasur), edsuiiAl fRaml [@eiR &quvﬂ. dail Avil
y3 & Ju SigstHl D43 il ARARSAIA. el MIZ Yaidl €6 willing suspen
-ston of disbelief M quldl-Awal ud B. 34 3. GIYEMI ¥R seull 2t |
( fantasy /) 43RS ( myth) el WEESH (- gymbo lsm )
Al W S F W ul usIRe Afsis meéuaévggﬂ A5l Al ARy
Algud ' slsfus’ sel A3 AWEL Nl Bad g AWRyd, Brlled
s Mird D A Aml * Agaealal A ule Wstal 9, Dpdag wdild wag
aRdd 8, DY Y] Wid N qRdfS P S FHRAYG A - theatric

] , ofied, el ozt Quuiel AL
universe 8, Aldoey M(@Mu,ﬁ,ﬂd i, T3 3|
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i s Presentdtional Form Gy sRdi«l uued iy yt Hal
el wa § A suA 2 o GUAIRAZUL YRRl iy D, |

susal w2, gl ARl el BN WM D, HRAYFEI. W aud
AU, Jood, P ol Al2Ul) Yol WPilid B 34 -5 yabidl carul siydl A
Met, DA Ul 2Dt wFad Wy ey B, ' algsl' e oAa gqat e,
dl ot WAL W34 53 B, dm § ‘5:"41 e aly & a4t Yo' e uy
Ul B et e 'St el iy B uli4y,

C SIGSIHE UMl WNAMmS A2l dydeil wl usiel MU WAL

uls YWy Aoyaal Aai ABIR stN STyl el uls oadl B,
AWl BRIV WA uls mévﬂ dle aute] 20 Rl 2ol $didl,
Soals Yy A2W Wl uls sap Azl GEh Al sig1 3 Al udAw, delnt
a3 oeRant’ ¥ AFEAFRN Al Y8t A AR AR yoy YR ug, dogy
AGT WL Bl USIRH HRIMDIAL YU [2), DU IR uel A Wiy udde
uddl sl SRl cll, a}™F W [ 13y WAl all,’ (%mlrﬂ ey
Y. 30) . |

"2l SR NUls ol M guiggut’ usiAl st
581 B.. suseMi Wl wluls Yy #2) SaRly UPHAd By D, SIYsl M3
 susal uil, 6N AIZRAZUL Freiligy WU UAT B, o MIZ Meld 5HW clen
Mﬂqla?‘é.. ofHl oWl ol SAat duet S saAM A D AUt ol
Gty 2iD1s An2ilf uitiwy a2 Y34 21 SN W uisiel Rl yAIRMS
Wal W 4 Geidl ¥OL B, oAl 2R SEML AL, UYS, SHA, Ky WA
il gDl Fal Suladial QWL SIGS) HH2sHT sadl Gy ¥} Ry, Welladial
Wsdd k) Aol i3 ) s Sl ¥ wit vy sl usl Uk

Suilagial ¥ wSdd =2\ Wlulg) Aadied AMSPraR wy sl Rl
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Wuld W 2l &Ry el walid o A Sacus . BAUSY WN D,
. SusalMl AN YIN) LR Aorldl SWied d dRAES Wl uidl
Wil W 43N 2] el U3 Adl uid usiA ' Alet 33 WA DL
SHsciql s YRACHRA daml’ Aal W B, E4) Ml yela),
A, elda), Bea Miqa) @A 25 yigl i v v S, A8 48Ul yid)
el ARMIAdlY Ui 0 aide ety B, SIS -l yldl MUl
e MA S, Pl vildeld g silafl w2l Ohimesama , A5 yYrefl
alie) oiran TR, PR RAYGHIR, delg? Smumi,  qglelR
A48, aDN YA, GG, YER R 3T &A AR @A 2190
uy 9.
Aeel WPl uol ¢ oW JFUWE YAl A0 s quid,

MBS fde

L X 2 2 R X

 susalql yiud diRals Al w2 adl 343 Al yubidl RES
33, ko ‘M&m il ARSI Al UB B, A2 Wellell SIS,
Yoy AU il APy e AeW A4S e ugd SN & B, W
MY WIS APy i QG 38 Ul wlBlHs ow 3.

Stesl W 3(5@ $3) HPiwy .aa‘maa 8. g= U, dl 4
duuRuRiae Hid sl ayalol JAlEl WY A SAME MG B, A
oMl AUl ol Aodl He Foal seic et sd B 3 Al el
Ye ol '“clihi e éei’ﬂ u-‘m aa-ﬂ am’l SAS B, 2lal ustA Hfeud
Keta  4SIRAL ufqy 58 is | '

asqs’t Ma 5u5dl ~ o o9 -1@;-11354 wgum s, Y§l2, @\a-n

@ diad) iRt %, Bidl, N, g, ds FAR wAs VA (ERg
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R Ry sl WA B, SIGSML 2R Wyt ADIS Ygl Exdggers ted Pose
3 Mive S3aml wd D, F4RA Csem UuF Wl A Glose up oA
gRulets MR Gt uly B, Al el Fapubion ’éowexs el »Uapahese
Theatre® g%ﬁé‘if. RIG IS The pose is s necessary a part
of Kabuki as phra@sing is in music. At"intemls the acto'z:é i
momentard ly pause irx}'pw,iti'on‘and all moﬁ.cn on the stage
is arrested...Faozen appearences (seridashi) and Qpantomin’tic
puppet gesticulations are other irarieties of acting., Acting
Qs a2 whole in Kabuki is noteworthy for its‘ serieg of
exaggerated, dincelike, expansive and carefully measured

gestures and movements. *

SUSAML A2 UMl WGBS @AY Sy YAASIAA AAHAWN Addd
G B, SV W el Glsd Al wsly @l uieisd Gty AL 34 ;Sé';
M, ulust, WAL 8181, 4§02, RYS, sk @I b= Guibiwl Ana-A i
3AS @ﬂql,(qaq%tl. g2}, (BaR) dudl W A diciaW Wi acwfaﬁ s
a3 B, SISl d2 Yy&d wWEs Toelol duy Yl Senwu  qul Auidl 24l
Tonugui b 0Kl ASFS A st gl o ¥ MI el uds
Ry usdlled §j w3 B, |

susdl 43 SiGsl 2 6 gl [IUHL Uds AR ABIS ‘zibai
talRl Alidlel sl 24d S, AN FA 2R usidl @R AWBLS

WP 56uL B Al £aR WL ol uSIRAL grusigy AGUHL Ul B,
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. SISl 3h- GuiiAl BIRE el afad veigd Al Yy
WPy HRYR Hidtil gl B, ey, SBId. ule A el BEY Alaq),
'Y, AFWRIRY B SIgsme st B ka3 okl wA B, As @A
56 3 3 - Kabuki is complex mixture of gesture #nd mime
{fuzl), movements 6f the upper part of the body (mai) and
(odozi), quick Hvely le2ps, jumps and other movements of

lowsr part of body. " $angeet Natek Cct=Dec. 1969 Page 48.

id 5181 WY suSAMl udls ABLs doal ABFS, AE6EL qal
3¢ usledl €W &, AMesdl Stylization 3q) ym @, Symbolic

representation is scul of Kabuki 4l SUA Al ;nﬂoi&&, Bleef
385 Ylist Al stylised wfiriy Ui d8d 83 8y M Leonaxd
C. Pronko Ml Rels Theatre Bst and West ( Page 183)

MT g § an Stylization does mot meah divorced from reality,

but simply approaching reslity through a dlfferent
perspective, choosing what is most significant, meaningful,

pleasing or drematically effective.®

. - - u o >

QIR ¥Ry

SIS dul suSAM! yUMd) QRS Ay wl ARo Styllzed
S D, As ﬁ&us-{y SU= ’;id%{li - The Kabluki ‘wanner ¢f *speaki.ng

the lines is more like singing. The rhythmic dialogue or
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monologue is always recited to the aéoompnimént ofxmusic'
Kabuki is musi.eél i_f not opezﬁﬁc. “The ‘sound of music

colours variously the performance of Kabuki play.* Sangeet.

Natak Oct=Dec.83 Page 32,
YR AW yset wmd Auy BEY YR qud gl Wiid-)

ST BRI M=l B, ¥ 3 utrfdle) ebicl AW At wd FAU us-un
gsel Avicltef Yot HA B, ol W WA AHUuABIML, SUsA™ML duy Sigshl
e\ usd Awelpedl ol ¥ AT ot B A A Al gd 0N

ug «2. A A ey 3, i -«il@&&’fﬁlﬂ Aol A udal oW 8,
Ut @i

R R ]

o udls Wel MR gl AUl & ¥ uigdl dugni A
Vi Bl dAgs1 ML UslUS FA3 B, SIS u utgel Taegpliel
A ool Al M8 S, susatl S uledl i1 uiaAl o il é.— M
3w dtdl dlal gl DRt Geled, q1R A GeM AlUS) AM, §WL, A
@AT g0 83 B, 'S’ uual sl DL dMfs uigl IO 53 S A
SIGSTHI wa [@lgy Q@fdés' Hig) 12 & o kil WS s qalfl TR
e’:lvim iy 8. 8 ﬂﬂﬁaat 54 YU - The face of @ good ox
high ranking man is painfed Cha'lk white. The evil ig painted
in varying degrees of red. T® express inner gualities of @
more complex ndtuze, the KumQdexi make-ups of emgoid axe

used. It is to show the exaggerétion of the face by lines of

md?‘go} bluish Mock,}aw};{g, %0}& ebc.. - .. . These Limgs
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are govérned broadly by the following principlesifor
. i ) )
strer‘g;th, the lines curve upwa rd; . for weakness villai;xig

or humpour the lines slant downwa rds.?

( Ayd y, ¥3 | ),

s1048) ai-? SYUsAll fci%x@im Ul Dl WEMS usiredl W & Gt
il 'oftde SRl Gog! larger than life  oguy &, siost il
o1 ez Y1 Pyt RS dg‘z;zm'qmn‘ witet Ak Dl el AR o vl
53¢l mrle Emet Al Kabuki- Thawtre -l el ¥
el 62 B d el wfs &, |

* The principﬁi?« of using make-up is t txensfoim the
%ﬁdividuﬂl face © @ character type are common fcoAKabuId.
and Chinege Opera form of theaires. Thesg highly s;izylised
technigue of meke~up is a deliberate attempt not to achieve
dig=gimi litude with life but to idealize' life with greatexr
nobility and strength. The reality to which these makerup
and costumes correspond is not photogrophic but interioxn,

symbo li¢c and theetrical., By reﬁ)resenting redlity to its

extremes a thestzlcal tzangposition is cxedted rather then
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3 reslistic imitation...But because of stylization, Kabuki
and Indian Taaditlonal Thed tre are non-illusionistic and
uncompromisingly theatrical fomm Gret nevey have these

' m
formg discarded re’ality however fo.r}essly exaggezate@*

emes, aeasa‘t, g, *mdm wma Al 20 539 sudl o mag&

das A3 tﬂ et Al A B, susdl d&u emxa‘-tf e zam'u qu
webr Uty B S Gas) uA et ﬂw-~gmunﬂ~1evel w2 fod oW B
glealgy udi, iglefl @llel U1 QU W, R AUl AR ul2

platform  GuR WU B, Alclly WIRUIRS #2U [HHI 24l UsI il
DRl GAs A3 A28 Ayadl SalSIRL 4 8wl Soaty B, G4s WA e
R el e Aul. Jas A uig Al AdNe $3 U D, Siegsiet
BRI el AS Wi {th ystasdl WAl &, o A glz fusl i Dpmted
SI 18 ARSI QIS SIn yd Q&i’S\_q?ﬂ Bt Ass) yon é’eue‘ﬂ el Ay B,
A GUR w2 VMU GYR udW U 83 Ul SiM YF Wl Ut agaa H1g s
va d, wol Wi Al ¥ w3, G48) A N A3, Wt SWy &l el ud)
eWIAY W A, At v 2 ;gangwéy ~ il DR Gu yde-
Wald $Rdl QW B, | ,

| SISl #A sUSEL - U R Jeudliey [IU)L el theatre
sl Usld Aal usiaell 8. Wi, e, APHAAY B a‘am'au‘zqgm Fiadl

A S,
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GReiiMe WAl el el Dpfd, Ul DY AUl FiuiAl Dp - A
U uSIl DY AU ARAAQUE] DU ST gl il USIRWL non=
illusionistic MU B A4 Al uuWid) AR A5 Wis Sl AlB ks
asd B, Sed oand Py @ANW oWt ud D, wymsul vk e aual
non~i uu'sg{onis‘ﬁc YSIRAl theatre i Y&dl B, %I Fsudal
Y] vfid Al Al uslaAl Dpudl G asig O, A Al B3 é
2210 WIRST WV T U ARARSHIA 3 NYe AR S, 2 Wsi-A
aEAaRARAL As Ad ulRMel UAd B, WYFES AL ARY e ACEN QLA
Huef HE 1L ey ARy R WM Ul WRWHE AW uE D el AUl
e el udatl 2GS DY G ulirUyg WU YSRY WwUA ¢l A,

EFs DY BuR HPia €y

WD G M G S S TR A S A AL G R o S e MR A W

ugMHAlE Ul dRdaAlEdl WA So0 My URIFUM U2 el @S
ylle WYFs a‘:ﬁfn Gu Rierd usil 2By Gl RS upl 8, Hel
Aot A2s Wl Alyel Barual duy dididel FIwdal ¢WRl dar A12s v
dogil H1Z ARdAAlE] APIHY Bl AGES DR GuR Ay Wi ol D,
ARG 2ot GM) 83 Jal gl uigd Wyl aRdBs A Y SRl
M3 uged A2 Wil AARS AW AEAA s and 8,

SeiRgel 23 salR%SsH afefieh g B2l ufmad sat A5 @R
ustedl sal B, 1M SRl UFSY ogt el UL Guudl $ Wit
sagMyg Gl s3 5, sl Sl MPRAGL Wb AT Wkl WA 23
wary GuadMl A 8. udd 2 A s Soumt Asu S, AU
AES, AU AT AR At BRI SIR A2el AR dUl Aled A

@old GuR HMUMs Py Al aff it 3FE sAME 214 D,



ity ‘
- GleU wWibA) m'd; AL

(v)  wwdlweapl - g (1) sz,
. WsRYsd  (2) AAINs AR
- Afagn  (3) dlasi yo

(r) M -~ il e (¥) Asiydl
- DpRA dv () v Nsekil qal YD Y

Ololdll 9 (BeMis Aaldt gt

(5) i epds YESUGA

gy AU F:ma‘ A Mt ¢ ultddl il g 8, 9
UAWRAAAIE S AW WIKIRRd oY %3%L & a qusmﬁ;j A AR 4
sl vl WMIRRA QW dlcRs D a delt olsy witf ikt S il
%33 G B, (‘Rdgmv%fﬁl&i afis - wfuA ¥ il s S J
Vellen W' dolh S,

42 uFs oAAS UM MR WAL Bsuiaal u3 B, Sl uws
Scynielise, Astadi, v ;%5'2?1!615 GRaRI Beir) YMIdY Ay By HAYHA Al
R ka5 Py éréwiﬁ 83 9,

sl sid  Algardds Sas) el a% waid B A 4 Repy M)
Wiicl, w1l AHES uiNBEHT W U Y N8 B

#The successful stage pexformance is @ feift of axtistry
that has been gayefully plannsd for the purpese of communi cating
with the greiatest poes:r’.me effectiveness the medning of & ”
particular play 1o an sudience.®

Charles M&Gaw
Acting is Believing Pege =
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AMYMS AP 24l B4 kel RS GUR &tr vl

g W™ § -

(1)

)

@)

ARGHS FASKYL ¢

D e G S NP R - -

iy gl 33 digeid A izl Y 8. N2d de il ARGIAS amy
Wud GVl asiRl el w3t an 8, i Guad 9 wldeu, Wil
dul Rigseunf uqd‘ma AEY Yol HRSIR Avcl 4d B, elrcyivsll
e o) Ag &\ s AT, Ricw «2i, [EL <00, sal Aul, ab «ul,
St rul & Gl igunl @EAD A8 di ol uSIY Al Bl oW, #2d
ng el @uﬂ G} o2l $AL ¥ ol .,

ey oidii

L R R

deell WEL & A AN WA arll, Al 6N AW oy ay
HERAEAEM oetdddl didit oty diatt sdaly 8 M\ wudw

: . § ¢
AR ATBLS At Ul diRLS AR Aenld i Bl sul B,

ofellRs ol

L X R R R

A2+t AdeAl), ALRRN Yol GUlEts «R3 dladl Wit A+l Sawin)

Pl (RS i M AdY dty B, @R Al R Ulkas
H@d U Gld- 2 Hbld S B,

viefer vl clleiM

B e I I

Roduds] afid, del @O A0 sg2 ¥ A4 Al Wil

Ay Cuefuzed] dlen Wl ule B, ey A uul atfs

W@y Al Rl s B,

RedaR e

D R G D

Rexl @l yolrul BRE G0gSR, A w2, s dul el
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WAL bl @RR, ARPFR 1 yaleana® Al utiaiol W Hal uuWA
Wt wa cdtum, drsd @A AT gl Ai- GuiiWl [EY A
Ay Ul F i s S Al MR 42 yala $34) us)
Skl guald 8,

(s) iy eryarlel susiqll dlaM

Algauuabt gl yd daRl 3as) aiddl o, Alzuuabl & duld
Wlsd, dd, did-t Rl dUl Asy HMasel BRE YOI Yo G

el Al A, HRyFR A4l BRIR * EEEEUA Al sul B,

WYHs DA GuR ‘uid AT A ABA ROY Hee dlyand wd B
HRcyfl Al R YPstfse’ daa i $1 8. a2t IS
Mg A AL MY AR ofAZHT IR AacER AL g B,

WYFHS PMY GYR uﬂ«md [ Ayl ek 69 wr-awq%l %
Uyl APiHURI A, uRR AVl Usia.

(5) ReltFRAIRSI HPIARRI

e kR I

Mol RWet Az 4l RS SRR IFRAIRS) t(wsa»-ag—aa)'
8§ ARAYECR fé&éwq‘l A% uter A ' udiers dRiveRic’ 3 A
D Afiriu Sefl A M2 ARG U AU Gt U us2 ula B,
iR w2d Rt A 4L aur oW e AU e we?-srn el el
P M BuR 481 € IR Risei®l (Seiwil w}a etk Ageiet G‘alemm sl

W B, WA JUCRAURSA ulets HARUEM'  Creative state of
»Ia} aatt s e& 2 oll2d] M e theataical state of mind
T AR e B, Bwid Al RUGEMT 459 3 P Ml SIM 8

minn
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A d YAPUHS APl ydal el B, W2 ABIHS M RUM Sl A uid
5 a8 A il Rt FRURAN AFRAURSIA 531 D, ¥ Wil »ifieia-
RRIRAL WIS A HAadl eV Blde SRAlL Gush B, -
I rRaleRSIAL Sud a@m H3 Al AYMS U IRUM ulel 9
ME ulg WD 'oia A5y dgead YU N D, ulghl dd g ¥g Al
6 3. IFRAIRSI 39 'Adellens Mo RUM S B A AR | i)
AURE $61 B, Medll WURA WHAY A2 ARAS ®lg ys2 83 U é
AYAIS Mo iRUF i §dl M2 W8 sl Asiudl Saadt ud 53 Sas i
elasell Wil &uieiA SIGME dol MI2 =2 ot qé % ol oefl Y W W,
W A i 3Fedt 53d ud . ¥l A3 wERAIRSY $ ydeud Asid
( Pyblic M tude) ) 53 8 A bl ur uid 87 AskY B,
AFRAIRSE 3 Riirrll Astuedl $61 B A4 ey@d ual Wil s6l B,
42 ulg wfi-dla 2sy ‘au&xg' YR, 42 ulghy g ¥R A
W bRalaRsly Mt §, 2ol E6MI uldell dieil 4AUAL YN A lFRAIRSLY

up2 s 9,

%Cha re cterisa tion, when accompanied by @ real trensposi-
tion, @ sort of re-inéirnaﬁcn, ‘is @ great thing. Since an
actor is called uon 1 create an image while he is @n the
stége..:{Chapacterisation) becomes & -necessity for-aill (actors)
In other words all acmis who are axtists should make-:use of
characterisation: A capacity '1';:)" transfo r&-~*lxim5'elf, -‘bor.:ly'a—nd' —
soul, ig¢ the prime :ce&uk::ement for an actor, ®

Building A Character -
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WUERAIRSIAL @il FAIRL ARy A oRildal esHl vpud .
Nt 46 S - |

qul e weelld [ uReumudg oSy i

yRele yg3d uWE WBA: U

A gft: U Al FUL AF Heill 1R |

Al @Al R ifry IR 1 |

(veaty 3uAdls RE-R9)

¥ wud uel wHIel Raftdd) el s oot £l Wisy s
ot ueil Wyl wia @std @ ( re~incsmnation ) Aumd ‘A gy g
Ag el Actel WA il 31, Teel, AR, dal A stdeiql s KR!
RIFRAIGRS Hav] yariis RUM Saddl M di2suivl given
circumgtancesl YU $Wl iy B, Given circumstances . 92d
4 el Wwpeddl Sl il @il B 3 - » Glven circumstances...This
expression means.,.the story of the play, the facts, events,
epoch, time and place.of action, conditions of life....thé
' seks, costumes, propexrtlies, lighting and sound effects all
circumstances that are given t an sctor to take into acocount

as he creates his zole.® An Actor PrepRres. : {

RIFRAURSI ¥ Given circumstances 56Ul 8 a7 &yl
VEendt s WM D, Rl AdHY Reld ol utd 29 Gl Wil Wsaldd
R W), 9130 2y B YAl Gglud Beuaml MU didias §§ 8.
RIGRAIRSE olladl Ws2d M3 given circumstdnces  LARUR ¥3:
el @, A2 g Hog SR AN WMl A3 8. ARAES S ua Alasil

ysls® M J el fEeld, saul SIREA A Hia oAud WY B F Ayl s
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AoVl § A A2 anyd N AG W S, A FIA. Beild FHRuEML
A CRAURSY SBU given circumstances A4 A1 Al B,

FRAIRSN YA Bd2 Rl wida s SRR ¥ Mewen s2lol
A ABIS wfrug Wy Uil ueds oarl Yol g 3 Gal A yxz
$¥ 8 d UW sigy, Al S@g‘ 8 & wldudl gl simple concrete
action & uuiy ‘?:1!&\";{;52 Ba' 8, Bul A A2sAl um H, PR Y
ayed dld ® A e‘aﬁ’a Gur Y. §dl UERL B el Juty Slew e, Al
gg&ﬂ. SR AUlsd Y 53 o um. steattll a1 AYLIW s1A, wys usEy
Wi Y 83 A DY 4R ARIAAL RY S USIH B, N2d given circumstan

= ces ) eyl sul yel A VMUY € WY ueld S HIE w2
Simple coixérete physical actions &R;«’\Wi& ul 8. HQ«@GP?% A
MIZ tareit’ s A B, el wlud WY AR A w46 (hal Gl us2 Uy
AR sgella sdaml WA D, 3 WA Aa vdud Y A} sl Afy
42l WA B, Al <l Gedlg AU D, ) QB UT AU B, Y- o,
glelbRaRl, Ry @A Gue) wy 8, 3mis NsA s 1@ W Muy D
B, s amd B A Drd GuR RY S AsY #=fl uA UNsAl '2Aggeilql
3 % 'ulel 4882 [BURL ' B A AqSwW H2 MI2 UsU B, ARIMI 2
el SAIRAY Ol Pl $RdL ¢ B,

JAICRAIRED Hoefl AFAHS RUG Yyl s3al M2 et ¥
Botion Memozry S Qltsaly ¥+ 8§ B, M i WERAIRS]
wWid & 8 - w That type of memory which makes you z:e;live éhe.
sensations you once felt....We call emotion memory Just s
your vigval memory can reconstrdict an inner imsge of some

forgotten thing, place or person, your emotion memory can bring
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ba ck feelings ‘You have alreﬂdy exPem'.enced. Th_ey mdy seem

beyond recall, when suddenly a suggestion, a thought a- -

fami liovr object will bringl them back in full force.

. >
Sometimes the emotions ¥xe as strong as ever, sometimes

weaker, oometimes the same strong feelings will come backv

in a gomewhat dlfferent guige. ¥
An Aéter Prepares.

RACRAURSIN U AR F Al alr) use 5%4&%{1 sw ,éa;
Foll cpilg W sl F ¥R O el use iy S, 42 &d YA
A 5Y W Wl Al Wi R 8 g Wield g ¢V Al F abpid Wed.
uy o J Ha el U A Yool MRl SNIRML A ustAl-2ivls RIE SN
¥l Gsd I AN Al uisMl F g Aot %R &9 q Mgl use ud,

ARAYER M, A5, Gld, SBL WP, ER 3 Gaile Aal My
R AUAY UK B, ARADRA Bl S QA A Mgl ali-LgE,
81 egﬁi WUl S\l oy B, wl WA gl yPy U dgga WA Slasl
AoDI) - [l o vl wad Y B, i} [N Al 4o Py
wisigl Rl ¢t S ¥ dA d2 Wl R *m:,m 53 U8 B, Hgdudt lid
r2uf wit 2As usiwl WAl WAl WSIFY [GEHIA U & »9 YWl
SAISRIA SR AR & AU m 83 3. Uil Al 2 ukdint W
el aisiA '@qu ellell 93 €9 a4 uHAl 21 2Rt AaW wl Gugte

oollell U3 S, M W2 ulgw uml-n £4 oYl A3 A Y¥Hiel cmtw\ C ]
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iyl A8, ul HBiAccsll SYet AgUIR H2 uldivl i W g Ay
A0 S sl wel, A YHWIGH WU I wurt' @ D, HERAIGREN
Wl emotlon memorxy B4R WAL Uell ) M@ WU AR uA in 2
somewha ¢ different guise = = 65 Yel WIH dadl ¢lig WUy B,
M2 WHlAll SCarBlEe skt A1y i arBY gy decl - AT
oefld 8, M el Al @A AT @Il diERalRSIA gy
Bead wadt g 8, |

IRl RSl glven cilrcumstances-emotion memory

%Y physical actions Al el ARYH Sl [Aeilc-Ala-2igeita]
wlsa ol ud B . -

dDRIRG 23 el cdede A Riclefl gl ©RYA @S W a%@ \
A R AouRIRgME Wil A AR AiaAl Sl Ry U B, @R
foelings Ml cird W3 RNFRAIRSL UKL Ming - - (i :5%) feelings
(avRe) Action  (fbut) ¥3 Sub-conscious  (Maddd) i}
Ricige 8.'" Al A ovidd steRe) ud B, |

 (vRusal y, u3)

RAFRAHED. A2+l wlldin 3 usieefl Mt & (3) 66U External
2 ‘(e) HelRS Innex: .

External Technique ¥¢#d z&&iﬂwt%l-n IR Lyl B,
( An Actor Prepazes Builging a chazecter Yadsl MlYl e{aﬁm)

(1

"An a;:tor is under the obligation to dive his paxt

inwarély, and'tﬁehti;o gi\.re this experience n externa l

ambodiment...in a besutiful artistic form...The dependence of
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the body on the soul is particulariy important in our scheol
of arte..In o.r'der 0 express @ ﬁﬁst delicate and larc;;ely
subconscious life, it is 'necess§~ry w0 havé control of an ~
' unusua liy resmrtsiQe excellently prepazed vocel 2nd physicl.
apparatus...That is why an actor of our type is obliged
work s0 much more than others...on his outer physical
apparatus.*
| {2)
o This makés an gnormous oall onour externsl

technique, on the gxpxessivengss of oui bodily appéxa—tus-;'

our voice, di'ctién, intonation, handlingof wozgs 4" ph:;.\‘ises,
o ,
splﬁeches)ou:p‘fa clal expression, plasticity of movement, -

way of walkingese.

AR DS MBIy ¥ WS BRI F Ry MU 5P B
a7 WllRaIRSIA e ml  Extexnal Technique  g¢) etsuﬁ. »#GS
Wi i wé«i};ﬁﬁ UigAl @fEs ol MIst goumt ) dgh SIeo
a3 A s, WA, dei&l] v ng B, 8l acroba i cs
AL W WU B B, WUGRAURSI W WIS APl dtem 58 a»ucaél
oMM el WSIR SR WU § § - % Expre‘ssjive ko dy 'txaini}xg~...

includes gymnastics, dance,; acrobatics (tumbling), fencing
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(foils, xepiexs, daggexrs ) wrestling, boxing, carziage,

all the aspects of physical {zeéining.¥

- Building & Chaectex.

AR 2ABIS Ay el AdiPinay @a;t faw =g 8,
FNFRAIREW wt WGBS Pt AP Mee R0 Byt Ruy d § -
A chatteriné togque or mechanicd lly moving hends cannot
take the place of compx-ehehding eye. The eye of an a;wx
whi ch looks at an%sees an object attmcts the attenﬁ;oﬁ
of'thg spectator and by the same token points out +0 him
what he sho_uld look at, (onversely, @ blank eye lets the
attention of the spectator wander away from the stiges...l

need not tell you..,.that the eye is the mizrror of the soul.

The vacant eye is the mirror of theug:ﬁty soyl,.,.®

. ected Works Vole=ij
RN Yoy Ay vl Agell [RA8 Gub GuRA All, s,

sy, RiGSs, eviql [AEE duladl FRal 8, UdA WYL Gur % Hen)
S8 Al €W ol 2 W) UsY ol W, My ARHEA YR AN

@O Méra HPER alsy B, THrRAN -4 ol w6l Ateld MPAY sl
dle Wl ARYS AR IR - yledell dld S YHLR “e ‘qS AsY Hejief]
ys2 Sl B, AR WGBS ARYNT * Yy M@idq";{ % A wy D

anedl Agy Wid AUPRAIRS L Wy B,
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" racial expressions are brought about of their own saccord, -
naturelly, as @ result of intuition, inner fe@ling, Wever the
less their effectiveness can improve through the exercise and
‘development of flexibility of facial muscles. Yet...to
accompligh thig one must be fawmilier with the musculor

anatomy of the Face.* ®llected Works, Wilg.11I and VI
HReMF Rl M3d QRellPieyt Algasd ysiadl D A ug u
el hsept usiRel apR Al seppl W, & uetH M3uly ew.
ALBUGSIRHIU N¢ SRy g;im A aldenr $4 9. WFRAIRSE WHLS
ARl Gl @ Autad) iRl UalPiasad en Ay B
WFRAIRSIA £RRA 2t USIRAL RUIAL Ags RUHs AU d. (Representa
tive. ), WdMs symbolic Al duly alstrd del B, wifRalRs]
Sell Bttty Mo Aol WU 8 § ~ 2 If the oyes ax¢the mirror of
the soul, 'the;i the t’f.ps of the fingers ®re the eyes of our body. ‘
ee.+sYour hands axe not yeflecting any truthful meaning when
they are not developed. You must learn to feel...with tips of
your fihgexs. Develop your wrxists and hﬁnds...'oﬁcource‘ hands
can agsume twenty thousand different positions, but you should
‘know how 10 provide a justifiable basis for each one...."
* We must borrow....the amazing capacity of wozk and

the knowledge of how to tzain the body from the artists of

‘the ballets®
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A 8 WUFRAIREIN Ballet i yaliell alied oBr, afy ygwi,
Aefl |, clid-ad gosd DRI gl BEHADE Sral4l [RW sul B, Alesw
Rbis, elys, Wil Ysladl Psycho-Physical Actions W3
@Ay aulye WAL D, '
mzdgm ARS ufdY bs'daid PulgupAY of ¥ uerd, Gig,tg' & aneny
AgY Herd W FRAUCRST ‘ speech’ } audl wuey B 3

¥ We need fixm foundations for our art...in
particulax the art of gpeech and the ability t speak versé.
Musical speech opens up endless possibilities of conveying
f.he inner life (we experienceé on the stage...what can we
express with....our ordinary register of five or six Notes ®...
We relize how ridiculous we &re....{When) we have to convey
compli cated emotions. 1t ig ke playing, Beethoven on a
ba la laika.l.a. @eéch is music Pronunciation on the sta.ge is
ag difficult an 23t as singing. Every 2ctor must be in
possession of excellent diction and pronunciation .... He
must feel not any phreses and words, but also each syllable,

each letter.... T0 an &ctor a word is not just a gound, it is
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the evocation of images.... "
Buildi.ng a Chamcter.
% Intonations and pouses in 'themsglves péssess
the power 10 produce:..an enbtional effect, ®

puilding & Chazs ctex:

Ay 81y (intonations - ) #3 @24 ( pouses )9 @l

dul v wd aisal wrel d A Wl MA emotionsl effect 13y,

HGMS DY éue Externa 1 dcold uds cs%gm-h WAy B,

AR pidal ateld Al BUR Exterml  afdld ma B,
" Extermlé*are costumes, make=up, wigs, padding, dialects,
foreign accents and hand properties such a@s fans, pipes, canes,
| snuffboxes, c<lgerette holders. The term also includes physixoal
attributes sucha posture @ mannex of walking or sitting, @
digtinctive gesture or any 'SU‘ch 'physlcil abm:nnality ag
being lame ox hunchbacked. " |
= Charles NicGiw

(Acting is Believing Page~1D)

ARy Fill 6 Bed Hleid afY vEly DML A QL 2R uighl
ydu SRl MIZ AR Guubll AR B, s dul AW SR A2 UHidl AUD
251 €0 Ud S 9 dul «123 Wkl AN uid HsAar’ 4 Guabll H4d B,
QElG‘RC-IM%&'l:i Ui?i s5ud B § - » when @u have credted aven oné

10le, you know how necessory on 2ctor's wing, bedrd, costume,
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props, ‘all are t0 his creation of an image... Obly he who

has travelled the difficult path of achieving @ physical
form for the chazdcter he 'is to play....can undexstend the -

significanze of edch detril....of mke-uf) and accessories. .

. (egseg
A costume or an object appropriate t0 a stkge flgure ceses

be @ simple material thing, it acquires & kind of sanctity

for an actor. ®

Wllected works Vol-T1I

AR Mgl uigl DN U JuoNe sl [N aiug
AL B, ulgll o, deRY, USRI, M Auy Baldl W, Sla dUl Ya
( local colour . ) Hgaid el wigb Dl o e avral ey
8. %iﬂxﬂ%’tﬂ Yl ) g A U B § - "An actor must
know how €0 “put on and wedy &:-00s t@e. vs {Be must know- ) the :
cugtomg, manners Of the ‘times, .the ways of Qreeﬁ.ng peop‘le,

the use of a fan, sword, ¢ane, hat, hendkercidefie..

Collected Works Vol,IIX
Rl RSl stage conventions dl [BA Ay A
conventions Wl good ¥ badddl A ysia wd B, WIFRAIRS)

WUd B & -~ # The production may be....relistic, stylized,

modernistic, ndturalistic, impressionistic, futuristic it .

makes no difference providing it is convincing and true or
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or true seeming...conventions which do not fulfill these

vequirements are bad. * ~My l:'t.fe in Art.

A A MM @Y s'cage oonvent:z.ons, conv:.ncmg

W yrue seeming il &M Al 8¢l msm
WM AUCRARSD F u@al eyrernal techid que sal

B, Al Acyf MM ABIS, RIS ol st AR w03 U B,

Uil ¥ fochnique W Inner technique %‘ﬂ'
e«uﬁgamg‘t given circumstance, emotion memoyry, action ,
A Al aide 3 8. YWz tal 1 ulg wd cledsy' @A BudY Wi
Ml B, AreFR A IR TAkas da dul P HIdEIw el
83 8, ks ACIMYY Jud odes usSIRHL 2eN-y seu) B,

Alkas A A We, yay, Ed‘f‘!,‘a'cﬁif, Wb, Fa) v WANRS
@lsap) § ¢ Mol UL é{‘mq’t- gl #tl, N2@ A2 ulddel Mg gl
%30 B, udd #2 ulgHy orcl avd w AYE AAZA deucl ) Widly ud |
B, “RAHFR Al uFs NI Fiel 2Dl FIW D, ANERAIREER A9
double function of inv actor S gl W AWl B, AR
Hciel ai&'l il owitd & 3 - " Anactor Jives; weels and laughs
on the stage, and all the while he ig 'w-"stﬁhiné his own teszs
and smiles, gt is this doﬁble rfuncﬁon, this belance between

C
life and afting that makes his art. ® - An Actor prepares.

W ARG AGLS, RIS, Aol Arml dwerdal ¥ yrs12
syl § 4 dul eufcqa mm-ma aba sl My WA S A Ay A2 Kl

ulg A 1=l Mgamﬂ mmctcu 86y & d Amﬂ LRSI AT

wdd ara Y b.
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(s) ook (el uBWY R

-ﬂ--ﬂb“-—u‘--——mv—-p—-

Wty Al C-l\s&*i‘fdl-i\ YyuSIR aul m(é% m@ma-ﬂ ¥&vs a\m-msn
w8 Gm FRAIRSIH M\m‘-u i3 B Fell Sl rtlQQ&H'fdldl Y12
L AR s A2y dm Wil AFad |y ecﬂm M d2ke el

qokm Wl cheus 8 %& Auig Al wpeud a8 3 - The one

advocated by Stamslausky xs mo re akin to ®lokadhazmi? and i

eahstic ‘while. that of- B::echt is cloger w Natya ‘dhaxml - -

‘following ‘to @ larger extent the eonventi.anal type of hlst:innic

L ——— R
B Caan W e ST

ﬁxpz'essionw(ﬁ%&ﬁi@méz@ph&a%—&@ S

Wir S[, NouAus, RIS ma%»a @@a (a‘ . we-c»\c-qs)
[CRAIRAU e @ Rell Fassilef aﬁ-msw, $3 3. WIFRAIRSA -
HEUAMT uigel amm@ g':ésm 52 M2 A2 Adi ulg WA Asgudl A
%3q B, wZ A+l uld A %;Stz-quw 4 od wMaid B, el @[ -
Roef Hasy 33 w2y el ofl Gl G WL g«ifd :ﬂass Mig o+l el D.
S\ AV A2 BASW U2sMl oiddl el W dietey uibial £ e
A¢l. 2 %1: S48\ Hig ERIR Sl A (ely ditiel s ¥ ) A sM y3
uy A sl wsiu. gsul ggid en el vz N2 Guius, 2PsISIR aa‘
qmwmaasg' FokL s, |

U USIRA 28N %fs&fm' da¥e R uWa) uiRMIfBS wE B
' R@d-’ éazaqu ‘a-glsat, a) af Hiugh - san 6 A2, FL wis
83 B Ml dey o ug, Wkl uistd =uigtl ool g A AAR,

a2k e 53 H 3 -
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* The actor cdoes not allow himself to become completaly -

trans fcmed on the stage into the chax@cter he is p@rtxﬂying.
L
He is not){eax, Harpagon, Schweik, he show them.m’e rePro duces

,'their remarks ds authentically as he c&\n; he puts fon@a:i:ds
thely way of mpﬁg to the best of his abillties and knowledge
of men, but he never tries to persuade himself (and thereby
othe:r:) that thig amounts to @ wmplete tzﬂnsfomuon...Once
the idea of total i;.:ansfo:ma’d.on ig abindgned the actox speaks
his pcrt not a8 if he werve improvising it bimgelf but-like a
~quotationc L o :
j ‘B'rechtvon Thea tre ga ge 137-138.

ARAGIF2(E8UA- 42 Wl uis Wi 63U Ul @l ALY 5qi4)
N2d GFY Rl oignl v dl, w2 %iﬁwa el 8y yig #n‘al Al A
ARG $818. Y 8% B, sURGA 58 B, Faell aamae?cﬂ 24 A
Aeistonl Gai wigd ¥ a@g - 54, A 42 'sqL! swg. Aud 3\ Alsy
UM deuudl Padl' saldl Au, B ¥ eyq wid ¢y W A dlq wige

83 58 Al GelIR) Bluq), SAUAL YAl WYl 51, G UM Aol

W6 B, Re 88 ' - This showing of other peoples behaviouw
happens time and again in oxdi.x;mry lifeewitness of an éccidei\t
demonstrabting t0 newcomers how the victim behaved & facetioug
person !(fxmitating a friend's walk etc.-without those involved-
/ making the least effort to subject their spectators to an
illusion. At the same time they do feel thelir charscter's
ekbns with a view o acquizring thelr chazectexisticse®
Brecht on Theatre Page-136~137.
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3’11‘1’ e kil ald 26T ool AF ad B, MM aiyal yued
SAI Al 811 3 8 izl A3 A5 HE Ul W A W A oul
GuR GlYR QWA N aavﬂ. A5 AW ﬁvm‘ dald A3 SN S&WL, &
M) GHEM S AUst, alslf 2\ Asg ug ug, YR MR ¥l ¢dl &
ISP WS ES Al WielY am. g3l % “ Ulde) ¢ell, I Uladif G -
A HIA dladl-l Bl - Golad! §8RUdel dld $&ql, Wl $Rd] Aql
deil, Al d03 S\PME Yol Ayl GEB MR il Wil ¥R als)
et 3 A4, A 98 Ul wis & Al ol Pl Huddl - F AdNeld
AHAL B, A uigh Wi Al ¢SS Y ST UL igichs Aoy #RY, cultig-
PRI As U3 As Mel sy wal ), Aol ey oy, uWM A2,
Yy § A Weliell §6 il W@l AU, M GuR WA 4¥d B A ulgli

oW (@ell, HSEl AR 2Ry WAl ¢ 53 D, uls 4ed A 9.
(3 Ugaen M3l AH2ABIT Y, 119-912)

Ag 348 (Buld dew PUSR Wl $d ud B, M A A mé‘
ezé 8 HIRL § oasul A5 B3R 2 wis WA G AL B, ol Ul -2
WAL il A A sonl ag 3 D 3 WSV Mys (Bai e W
53¢ A & vl Rell Al 1N B, s mgwé A gal TEE)

Zoml o2 SRewl vy RSN 2 481 ASIU: A2 UMiAL uidg
Al (rielen Ao AT 3R Ggsl A #2 W diciey wug 6, 2,
yistl oo G GuBds, 215161 A gwildHdes 418 8 8.

da@idt 3 AmuupiiAt Rl QMg Uikl 421 9, il Hizs)
oA Hd ARy URUIiRS deaémgql @ qil-okl Guod ¢l B4 [dus)
wd e ook SRe uW s6A B, wls) use), Ydig- rdlal- Ayl

DAl derwtt @ A wist mifedl Hel ¢dl, @ Al ARAAUA
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@oilasiAl 4o AiRefld, A+ o uifl Non-illusionistic | dypium(
Wl B, ye G2 m—ﬁ L IGET ,Q&&r«:m‘ Wl alienstion el slae
$A H. ( Alienation effect§ in Chinese Acting: Brecht on Thedtre
Page 91 to 99) al At S @zzdgrﬁvﬁ APy BRIAME 3 Liena tion
“l dvei\-ﬂ gelde m usiy, | |
HRAYFR 28 g A A plsEUS' My B, ud W SlsFHUS
A el MeBAEy A Gl BuRIA dlsWE, ANWEY , (e MER Yl A
B. ook el g®ied di2s A sport O, Enphesis on Sport™’ - il
Al il osUd & & - ' There-seems to “be ‘nothing “to-stop-the -

theatre having its own forxm of ‘Sport.'

¥ig Berliner B’tsemblez: Thea terarbeit (1952) Al
Al L @l & 3 - "' The theatrze is for “playing"® we may
expect the describtion‘of this playing to be somewhat serious,
since it could be of importance for society.®

émumi GYAsed ERAIRYY Yr :5us 0 AT 2wl 4d B,

mzdgm‘l "‘llua\uem"dl fetgdmr @ Menation  wi e m;
YAl Nt m?z B.. @M MM ARG seyel ﬂl?‘&l&*l’fldl‘-j Gegre
Gele W B.. del «2 ulg WA dleien vghcul @it Mid wgwﬂ &nei S
‘el A Al3Hs AY ydlfid s U3 D, & leMJtCHI Mid, w2 A mcm

A W, udls i gs it RS a«u(‘ad s m . sl e amyn

Wi 4z & Ayl s ©Y e.,a»xgaaeuaa A9 A ABES Ad. um
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Al WS el EEHADL SURA A e Cild uniltid 83 95 B, Mﬁw
M EIRL igd g uW %i:j,@tq’l -'@nqésa‘ &I A 'ugt s AR
e ug i s, dgssis A alstl et q vy 57 98 B,
(adxf-mncéga’l). R Uil g el el 2Axjeicy rq-u; Yigell Aol R,
[Huclls. ReYEIgs Ml AMmslal Rl 811 ABFS U g olq
Ytlic 520 13 B, A WRsqmi Symbo Bom = lien? tion
d de %G O W w2t g & skasiudl A6 waly O 3,
' ARESI PRy midel iRl AZuel RN epelie q) Ao o B
AL PR g Rl : e o Huly de ulg WA wiadsy
ugoid] CllcligRUR A FARMY G U a3 By 53 4 Qlssd
SRt EIRA wPulal Aaiest 8AT J Aiguemi uel el @i sy
“guleAl Wallesiz @ Menatlon . o Griew B,

e ABS ARAY Sl i’ Wl Glled u\aalseﬁ Wl ¥ %
w‘é‘faa: ABLs yg I éestures iy B d et Agusdld Geis\ W
alienation o ded 8T B. d2ke P2 83 3 3 ' Everything o do
whthithe «:dmotions has to be externalized, that is %o s8Y
it must be developed into @ gesture. The actor hes to find &
sensibly perceptible outward expresgion for his chemmcter's -
erﬁotiéns. prefersbly some éction that gives away what is
going on inside him. The emotion in question must be brought
out, must lose all its restrictions so that i't cen be tredted
on a big scale. Special elegance, power and grmece of gesture
bring gbout the A-effect. A masterly use of Besture can be

seen in Chinege acting. The Chinese actor achieves the
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A=-effect by being seen to obsefve his own movements. "

Bhecht on Thek tre Page~139

HRelR pldal @GS gestures ui 4z e udiell ML
wAEAL il visttl veat ¢l wddlst ud D,

Ul ARy uTul ¢@ut 93 HAsIBeRAN ¥ b a‘mmr #ig
® aul se¥e R alienatation I d@l 3@ B. HAME ' AFRNR
ygzlley it sttt ne! apladt ks @Al §3 & 3 -

YRR ysel EaIRUEN ;|
Y3l @UAN sl e W Yoy bl
AT SeeflieBeli Bt EBydsy |
SHIMd g WisA (3 Moy Qulsq(‘m: 0% 1l
AguuEAL] waldneusay |
s AeSlEA H3q Ry 0 09 1 M

Hist 43 didl SRR ulgell AR g Yol ue daly dsul sa
Hell SUR M Gdigdl %ﬁeﬁ}l. Al YHI @ ol dut ikl Ry sl
NeM, Wt et siul ‘U’ Wi ( shmbol ) Higtl - FilEve ageuduIR
ghil &Y - ueRld §Ral A, I 81 uig HY T 2 W MRl
At Wl MRl Al glid 83 D A Y3u slunl Qal ieid, vald uem
azqm‘l'ei\slvj, @t sl @aterl U S ¥ .

28T el ue SR ARSI, 2EU 1R MU, vielA IRl
ENSH), M iRt U WS WPHY A-effect YUIH  alienation

d GEleR 6 § A el ‘Ul ARHU uA' FHUS BRIRWA MUR
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Medsud sl usiy,

gol P rigueMl wPirRiuiR' g% sfId @ Menstion o
GeleW B,
Sedls ﬁemm alienation ' 4) aef @esthetic distence PN

v 82id B, el Al d@UIRMT Gyl R W Wi B, Jaisy
AL GESE AU ¥ g RSN st Wiy 8 4 3,39;
JEICY "1 W 340 Guddiety B, AR 'eleRuydsd dleied’ pial usly,
Al e @l elgsil yrslusWmdlely MHai@t Qv oud & 3
2ol ulded) & el oW o UaAl Riel s Wi dedl Ygy A dleiey
B Sl s A, dUBS AAdml dwl WA deryu Bt wieh B,
G5 A3 wiud o uidel WETHL sl Rl ylgan ddiel ¥ A0y
A 1 A dUSS g Fal BAYRRML AU, AeENUS deudi-l
e uie oliEss deudl Avyel iodl WA A, wdeBeyd A @uA D

B 'ez lo®AA enldd 2 udlad, ! RulglEml P add, adlRad,
Bel-Rd3d' ' Nt @RPZ Aokl Fept el My ' A WHAY A UgRdA
AERIRAA ' A usiael MR Aokl ulRelAl v Fign wil, Basel

Wig] Euds 4Aedl A ' digRaydsy disiey’ ¥A sl Sesthetic

-

distance 88 é%., o2t BRe-l alienation, bi%tfd‘ Yelletoy (ot -
'ues’la&w" Al ool dasel wial ' dieRayds digieu’ A el )
H. Rl Gas AV M GEY a3 dlesd wilt S,

Al AR @A R Heefl ¢BeR allenation Wi del
utstil Aepl ekl eiedl - 'dla\qﬂ‘t'idl;ald symbolism M 2l Jased

£ B2 LSl W= uREIUSAL dedl WG ' cdleRAYdsHl I e
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aesthetics dlslancet! Wal d o 8¢t vsi2, N 3 dewdiydsdl
e teul [l ARddrad] RMPURIMT B3N Yl v S Azdl wpedl
sl @2, ’

(8) MWl -G

P D M3 W W e ©O

WhrSAl yRiE de~oedls %l e Rsl (6.0.9¢88-) i el
ol AoEl SUDIB HiYHe DUl 85 RMI Mgrnl ol ) 8.
1esy MU AU qAsAl vid Uiz dalRe A vl e wifsgHl W ae
s3dlwl AELs a’%« dAgmy Wd B,

eiBiey det' Wl dg Al2s) kY SReAlAl AUl udy RAuSAMT AR
SalAl B, [IFRARST uol H2, AlA, das A9 dl2s @d = Dl @
el AN Y SR YW1 AS Y P2 § A A AR B,
RIFRAIGRSY, AlRelY, Auid sd ARUG EUWL Al2RIRg el d aMid]
DRI A ded) duil Wil Heel Ry sul § ¥ a;(vu Yyl ' Tows rds
a poor theatre  HI Yulled aul B,

W2 RS Al g F2R ARz 8L UKL 9 A2l uldds gRusdl 8,
dady Alzulal] Htufly ol & uA AuePl, 2R, Wi A, usiel,
Qelyd A7 T8 @ W %&v“ud A2yl YRR Aedl w3 8 Ad M ey
B, G ue Myl Sl A2 I Sul B, SV idl
sRURsA [, usIY Al [l e 3cm Wl WGBS, dif1s, uifds
2R 9 HpuUd udfd S gudi YAT B A ARy H‘{-zfu 3.
3 A NN, DL ol A AIQH GuSTAWL A el wlBUS
Wiz sul B uN dlguydd Alauavld aRR el d-) uie sal .

AR WEIH. MY A2 ulRusa of, fed 3 AlqRsd ymbly R &R

q ulsuml A wgH 8 i @ A o W8 4 uhiig Ayl w83,
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il A RPUCHEY d2q ey A YR §R. MReAYFHI 5 HguR
Mool QUM a R B, e Rsiycii-aru® SUA RS “idlg uis2y
usy o B, Ay yad, AN @A W WRARs [laR) avsmm'fg% 8.
de ol gl ulld Ayl i A 8¥ s Rl R A sl e
'ast! ugel ug A,

YRWSA g hed A2t Saapl 4 a4 SY g At LAY, e
Sgapiia) t;t;a 880 & o oWl ugfePBN 24P Ay B AU BAR SR
B A (alRg 43 Ricidl GR ¥3 olgu (Bar A yny delst Al & Jel
GM 4 B Asy Sy, HRARHFRA Hadl WEA Ul A4l @R i A
ey ARARS @lsumn q;'iuvn Aud atsl G i But fsy Swly A Ad
e Aikds el FH S, uly A §, AUl Gel udl dlg kS B,
yigtl yui? WAl de utlig o] 2R Qe A9 A4) weig g vy A ‘c’io:eai;
asia-l i A 6n i} udy 29 1y ded [idgl el @R, Me; u&y
A Gegdz AuIGuUUl VMR, S ¥ WD Aty Y, YN W F e @A
oley glld B q 2 AHIRS e EAIA <yt 52 B, ud( GF A Gut
i As ool Y B, Re-UAA HURL B R Uy B AR, Bun
asdl o A5 WdRs Gy B, Wl A 4GRS Adrdl Vendal Surlg
UdRud ofd Guaitdin Y aialruaa 258" Adl Y weldl @siqA Y&
HE RS ellg' HwMl Any RS HReel afisdlatal 1y
Ads B' dat st wui uA S, ARWED el Al RiRaIKS)
st Purely Phychologicalﬁgil‘tf A qiael ‘Ps_ycho-physic:‘il Caml
il Al wThe Oxford Companion to the Theatre * -« [@&iAW
ARyl UFAS P B BRI AL Uk R ERERMT

W uty yse uul @4l @ -l
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AHAA WA WIS W' Aol @UIRU %A Y2 WS|H)  thed tre
is an encounter  «l MUA YR ALY YAT B, WRWSL MIHad el

EFs OBl M5l SRl Ak N3 A2 Al BRI 53 D, W2 WS
q,vg“é‘i & § -" Theatre only has a meaning if it allows us o

trangcend our stereotyped vision, our conventional feelings,
customs; our standards of judgement = not just for the sake
of doing 50, but so that we mdy experience what is real and
having already fiiven up all aai ly egcapes and pretence in a
stete of complete difenselegsness, unveil, give, discover
ourselyes. In this way « through shock, through the shudder
which cauges us t0 dzop our deily masks and mennerisms= we
we aye able, without Iﬁ;ding anything to entrust ourselveg
to something we c¢snnot name but in which live Exos and

_ Chaxilas.®

ll

Tgwé rdg & Potir Thea{re
(Odin Thes trest Forlag,Holstebre=Page 257)

Ay ul Ueizsrh 3482 A¥ss uafs el Yod 53 AU
A4\ @Rl S AdAl UGN WoR D, APl SUs gl Gas,
2 ol zigSiddl wd, Sld ¥ ulsde As ool Be GSil € & A
aig, WA, Sl 2N culdead Hyle il ysd 0y wHIW @Ay e s/AA D.
A DN A Gmrﬁ Wi The Aesthetlc Experience according 0
Abhinavgupta M amnéﬂa widl deol an B & -

oy ai&iéeuﬁi'wa&arﬂ wafel ¥l #el, (wasid ol oS

afseus sisl aldl oy HAT S) WA Wy Masdl uREd yigad qalel
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w3l {;jm WL =, ) Al el Wiy B, ds 4R ¥ wasiad Halemen

wuffed W D wi g aud, A g8l Yd), A Wasia A stdsias

ALV oA 12 o WAl cdel R yalerll iRl Gui wie oty B,
(gaite = A piide Rl W)

AR 2 Quiwi YRR GyRsd @EIMT AT yd:
sisiy 8, |

anmamgwe 1ego Ml sifEalunl '2fisitd Algda’ .2z R
du.ui Fula sy ef. AW AUl usSHERA Y8d &l e{m 30
gl g el Ny és;.{ b2 YScdusl WKL satel AP Atel

A8 Sl MIseu A4 SIREIRAAL Bt A2 A edl, Al AL2UUDIAL saals
cRUN g diucmf st D, | |

12 =8 aa-ﬁ dleboil P abi' A ua Guud sal B, G wd Gt
ol YAIfEd! Aaddil Wl A8 AN @R sl B0yl 2 Mesasid
Aofel Al NS Alely A il SSUBIAL AR Gy Risicdolel 381,
salFmil 412 wioRus R4Sl @GR Gur et Y8 sfiny yssildAl Oesite
s 8. (W 818 ~ MU Y. ¥y)

W LRETR suselell ¢eelo) yal A2l <l M2 wunl died &t
MRS @R 23 AUV Yyl gl et e susalA) iy sul
&l %;% AN WS o aifizr doMl WA Auidl didil bid 1 sul edl,

A sl buggm PpUAL Guy Wil spontaniety ud yRive
A2y uuAH Yl ol ' RHHAL Pl WHrdY Rl el
Ry EB sed B & Ad &\ Aus «ul, Riew [ul, @Al AUl sl

aell, aby e, Sid Al & el okl W ud, WeReiAl ud Hidzr duls
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Aol il Adel ulllefl WoldUl Vivieection dMld D siw & aui

RS UYHMS SAR - Alded, Biey, Big, Wiy, Ysial, Al - 2 85

WE Yoot a4l ussiv a9,

( Towards @ pooxr theatre ‘Pigewlfi | )
s RAYFHL AlEREUERAY WY §E5 el |UAT WL 38

o Ml ueldl M-z Yofi) GRIRUIAMY Yt W6 .
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