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(Practice of Bharata Muni’s Codified Acting:
In Search of a Theoretical and Practical Framework Regarding the
Principles of Cari)

G, e TR e
FIE O =P P

PRCFA

TR 2T AT SRS =T FIoT+E Jfefo bofdy sfenam o gl
wPgeld QI “BIRY Narel Sare T | @2 N Wiy o *mrelfgs
o SEPTRICT TG @3 “1f6wr fafy 67 g [fkied gders s
F(E @7 T OIfGE SO 8 AT FARAF SPTAI | @R ST
AN T (@, BIA [RUITTR AdF 2nel SferTons fes ies 9oy e
TEPR ACH GFT PP 8 C*IfEF @I FrAe [eeia 72T |

Abstract: This article is devoted to examine ‘Cari’, an import notion
of performance theory discussed in the Natyashastra, the oldest
treatise on classical Indian theatre. Understanding the lexicological
meaning of Cari, this essay focuses on both the theoretical structure
and practical framework along with an analysis of its relation to
the Western theatrical canon. This research demonstrates that the
successful implementation of Cari empowers an actor to obtain an

impactful and artistic unity between actor’s body and the stage.
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Even the movements of the arms and hands can only augment the feeling
inherent in the body positions established by the feet. There are many cases
in which the position of the feet determines even the strength and nuance of
the actor’s voice. An actor can still perform without arms and hands, but to

perform without feet would be inconceivable (Suzuki, 2014, p. 6)
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If the actor loses his concentration on his legs and loins and so misses the
sense of being toughened or tempered, he will not be able to continue on to
the end with a unified, settled energy, no matter how full of energy he may feel
[...] In either case, the energy produced as the feet strike the floor spreads into
the upper body (Suzuki, 2014, p. 9)
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The performer does not show someone who is shooting an arrow. Rather, she
recreates a dialectic person-bow-arrow relationship: the static position of the
archer versus the release-speed of the arrow. This relationship is illustrated
by the series of oppositions which are created: the twisting of the vertebral
column to take the bow from the quiverd, displacement of the body’s weight
in the second phase of the action, to notch the arrow. The effort needed to draw
the bow is recreated by means of the work of the left (forward) leg, which
supports the body’s weight, and the work of the curved arm, which seems to
echo the large curve formed by the head, the spinal column and the right leg
(Barba & Savarese, 1999, p. 98)
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JCN, “These are called nyaya-s because the battles are conducted (from root vni) in
accordance with the bodily movements prescribed in them” (Rangacharya, 1996, p. 95)
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Performing according to a semiotically constructed score of movements,
gestures, songs, costumes, and makeup. This score is rooted in tradition
and passed down from teachers to students by meens of regorous traning
(Schechner, 2013, p. 183)
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The performers of the various oriental traditions have codified the acquisition
of a new balance and have fixed the basic positions which the student must
learn and master through exercise and training. In India, for example, the
body is bent according to a curved line which passes through the head, the
trunk and the hips. This fundamental position is called the tribhangi, ‘the three
arches’[...] Precarious balance is also found in Occidental theatre, as can be
seen in this commedia dell’Arte actor from the sevententh century, Whose
Positions strongly resembles the thribhangi. If we look at the silhouettes of
these two figures, we notice that in both cases there is a deformation of the
daily position of the legs and a reduction of the base of support in the foot

(Barba & Savarese, 1999, p. 34)
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In Japanese Noh theatre, the actor walks without ever lifting his heels from
the ground: he moves forward by sliding his heels. If one tries this, one
immediately discovers that one’s centre of gravity changes position, and that
therfore one’s balance also changes. If one wants to walk like a Noh actor,
the knees have to be slightly bent. This results in a slight downwards pressure
from the vertibral column, and therefore from the whole body. It is exactly the
position assumed when one prepares to jump. (Barba & Savarese, 1999, p. 36)
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According to the opposition principle, if one wants to go to the left, one
begins by going to the right, then suddenly stops and turns left. If one wants
to crouch down, one first rises up on tip- toe and then crouches down. (Barba
& Savarese, 1999, p. 176)
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In india, the opposition principle takes a characteristic from in both dance and
the other figurative arts: it is called tribhangi, which means three arches. The
dancer’s body takes the form of the letter ‘S’ (head, trunk, legs): the result is
a precarious balance, new resistances and tensions which create the body’s
extra-daily architecture (Barba & Savarese, 1999, p. 180)
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Standing position with the feet apart. Make four rotations with the head
towards the right then with the trunk towards the left, with the spine towards
the right, with the hips towards the left, with the left leg towards the right,
with the thigh to the left, with the ankle to the right, and so on with the right
arm circling towards the left, the forearm towards the right and the hand itself
towards the left. The entire body is involved, but the impulse comes from the
base of the spine (Grotowski, 2002, p. 140)
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“Grotowski and cieslak insist on these exercises being done bare foot. It is essential to
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feel contact with the floor” (Grotowski, 2002, p.186) @ﬁ@ AL T G AW
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