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Gati is the movement of the actor through which the character and situation is established on
the stage. Gati refers to the gait, which comes from the root-word gam-gach — to move or to go.
Gamanam means moving or walking, a synonym of gait. Hence, gati represents the way the actor
moves on the stage. Abhinavagupta says, though the uses of angas and upangas starting from the
head to feet based on the exposition of rasas and bhavas are given separately, Bharata enumerates the
combination of its uses in these gaits or movements performed by the caris and mandalas, which
influences the cittavrtti.* Gati can be dance - in dance movements and walk - in drama sequences. As
soon as a person enters the stage, his character of the drama can be judged by the spectator from his
gait. The character should first enter the stage, so the starting action is gati and then he or she can
perform the expression in sthiti (static) or gati (dynamic). When the actions are performed or the
songs are danced, the actor cannot stay in a single place, he has to move around and cover the stage.
Though the gait involves mainly the movement of the legs, hands and facial expressions also come
under gati, when the actor represents the mental caliber of the character through his gait. Therefore,
the actor should be proficient in all abhinayas especially arngika. These are the features of gati in
drama. At times, the drama also has dance segments. In dance, gati relates to the movement of the leg
in unison with the rhythm. Here the gati is always dance — like, based on the rules of natyadharmi®
and thus involves time measure. Thus, gati can be placed in natya as a stylized walk, in nrtta and
nrtya as dance movements. Therefore, gati becomes an integral part of dance and drama.

Bharata says ndatya is anukarana, that which re-presents the activities of the people in the
world. When a person plays a role of a man, a woman or a bird or an animal, he should walk around
the stage with that particular movement to represent that character, in other words the actor should
imitate the actions of the happenings. Gati depends upon the character, situation, sentiment, place,
time, and so on. Abhinava says, gatisca prakrtim rasamavastham desam kalam capeksya vaktavya
pratipurusamabhidhanat®

The gait can be presented on stage in a natural way or a stylized way. Sometimes the actor has
to imagine a mountain on the stage and climb on it with a particular gait or he has move around with
steps on the stage making the audience feel as though his gait is on the aerial sphere. The mood or the
property for the scene is created by the gait of the actor. It involves movement of the arngas, upangas
and pratyangas of the whole body.

There are caris and karanas referred by Bharata and these movements form the gait for all the
actors. Gati, if taken as walk it relates to cari and if taken as movement it relates to karana. These
movements can be performed repeatedly so that the character moves from one place to another. The
mandalas are sequential movements, which can be used in fight. Angaharas are sequential
movements, which are of uddhata (forceful) and sukumara (graceful). The uddhata arngaharas can be
used in vira and raudra rasa and sukumara in srngara rasa. Thus, gati plays an important role in the
delineation of rasa.

Gati is based on the rhythmic aspect of #@la also. Abhinava says, ‘the action of hands is tala.”
Time measured with the beating of palm is rfala. Tala is very important because there is nothing
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without zala.’ He also adds the importance of zala. The letter ‘ta@> denotes tandava and lord Siva as it is
performed by him. Letter ‘/a@> denotes ldsya and goddess Sakti as it is performed by her. Tala is thus
named because of the union of Siva and Sakti. Takarastandavah prokto lakaro lasyamucyate.® These
vocal and instrumental music are the essential arts on which the other arts like dance, drama, etc. are
based on.

Other than this, gati can also be used in dance movements. Here the gait of the dancer is more
stylized and it brings a visual impact in the spectator. These gaits are mainly used for covering the
stage and it brings out the uzsaha bhava in the dancer. Gati is a culmination of the action of the whole
body through a combination of the elements of arngika and sattvika abhinaya. Hence, gati forms the
basic element of natya, nrtta and nrtya.

Gati in works on Nagya

Many writers in dramaturgy have dealt with gati in different ways. Though Bharata is
considered the earliest writer on dramaturgy, it is surprising to know that no one has followed his way
in describing the gaits, except Visnudharmottarapurana. Bharata elucidates the chapter on gati in a
very elaborate manner, but some later scholars gave a different approach to the subject, though they
follow him in other aspects of angika abhinaya. Works on dance like Abhinayadarpanam just
mention the gati as the gait of various animals and birds. Sangitaratnakara, which faithfully follows
Bharata and even adds some desi aspects of dance elements such as caris and karanas, has not dealt
with the aspect of gati in a separate topic. However, the viniyogas of karanas in the performance of
the gait of various bhavas, rasas, locales and situations are explained by Sarngadeva. The works on
drama, such as Dasaripaka and Natyadarpana, does not mention about gati. Sargitamakaranda has a
manuscript, which deals with gaits.

Balarama Varma in his Balarama Bharatam does not include the topic of gati but he defines
gati in a stanza, which says:

vinayollasa bhavabhyam angavinyasa purvakam |

talanukaranam krtva gamane gatirucyate |’

Thus, he feels that the expression of the song performed followed by the rhythm and
movement is gati.

It is interesting to note that the importance of gati as in the Natyasastra is neither thought-out
by the works on drama nor works on dance which came after the Natyasastra. An evolution has taken
place and the concept of gati has taken a different form. However, Bharata’s demarcation seems to be
unique and very useful to the theatre artists, the dancers and the actors.

Gati in Nagyasastra with explanations from Abhinavabharatt

Bharata in the Natyasastra has written a chapter on gatipracara. This comes as the final
chapter on angika abhinaya. He deals with its varieties in an exhaustive manner, nearly twenty
categories though he does not number them.

Abhinavagupta, the author of Abhinavabharati, has explained it skillfully. Without his work,
it would be very difficult to understand the nuances of the Natyasastra.

Bharata gives various gaits to be followed by various types of characters, in different
situations, portraying the nature, for enhancing various sentiments and for many other subjects. These
can be performed only after having a basic knowledge of the chapters based on angika abhinaya,
which relates to the basic exercises of the movement of asigas and upangas. These gaits explained by
Bharata in the Natyasastra® can be brought under five broad classifications.
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Gaits according to theater.

Gaits for types of characters.
Gaits relevant to sentiments.
Gaits pertaining to circumstances.
Gaits of animals and birds.

These gaits can be performed accordingly by the actors when they move around on stage
portraying different characters. Bharata, in tandava laksana- the fourth chapter of the Natyasastra,
has defined the karanas (combined movements of hands and legs) and in eleventh chapter the caris
(movements of legs). He states the karanas and caris can be used for depicting the gati in dramas
(natya), but is not mentioned in the chapters of the karana, cari or in the gati about which cart or
karana is to be used for the relevant gati. Abhinavagupta has explained all the caris and karanas
elaborately and has suggestions for the uses of the karanas in a particular gati. However, he has not
elaborated about the uses of karanas in the gati chapter.

Bharata has enumerated a variety of gaits, which gives ample scope for the dancer and
dramatist. The researcher feels that as these caris and karanas are given under nytta varieties, which
can be used for portraying the gait in a dance drama. During Bharata’s period, nrtta (dance) was a
component of natya (drama). However, now as drama has taken a separate form, these gaits given by
Bharata can be performed in natyadharmi - stylized way of using the caris and karanas. Moreover, a
particular gait can be performed with one or more caris or karanas.

Therefore, gati can be performed through cestakrta - actions or movements of the whole
body, or caris- thirty-two specified movements of the legs, or mandalas (combination of caris) -
twenty specified movements of the legs used in fighting sequences or karanas- hundred and eight
specified movements of the body or arngaharas - thirty-two combined movements of karanas either in
drama or in dance.

Bharata says, after the upavahana, instrumental music is played and the dhruva song,
appropriate to the place and sentiment, is sung. Then the curtain is removed and to the
accompaniment of music, the characters enter exhibiting the theme and sentiments of the play.’

Abhinavagupta explains thus: “After upavahana - the humming of the tune, gati can be
understood just with music.'® Upavahana is one of the components of the pirvararnga, procedure in
which the singers start humming the musical notes of the song. After this the instrumental music is
played in order to enhance the entry of the character. Gati thus introduces the sthayi bhava to the
audience and intensifies the rasa. Gati, which is arngaviksepa, transforms to anga abhinaya when the
character is introduced. Dhruva songs describe the place, garden and characters, nasi will enter, sing
the season and call the character to the stage. Gati is thus used for entrance and actions on stage.
Character should enter with a perfect sthana, drsti and mukharaga.** Audience should understand the
character and the rasa immediately. These sthanas are stances of the body from which the gati
originates. The drsti and mukharaga refers to eye and the mukhaja abhinaya or facial movements of
the actor. Pravesa dhruva is sung along with puskaravadya when a character enters the stage. Pravesa
or entry of a person cannot be done without the music and song. The full impact of music is got by
gati and thus music is taken to audience by the exact gati and vice versa.

Hence, gati is performed for entering the stage, rangapravesa along with the pravesa dhruva.
This will be in madhya laya along with suskaksara ganam. These suskaksaras are meaningless
syllables that are recited or sung like the solfa syllables or jathi solkattus of present parlance. Thus,
the entry of a character should be with a proper gati. Gait, which is based on body movements, along
with eye and facial expressions becomes sattvika and thus is capable of strengthening the rasa. These
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pravesa dhruvas are now seen in dance forms in the name of pravesa daru and these songs introduces
the characters.

Relevant Sthanas and Nyayas Related to Perform the Gati

The basic beauty of the body is maintained through these positions that give raise to the
movements. The rekha or the bodyline and angasuddham is to be maintained through these elements.
As the stances give rise to the movements they should be properly maintained. Those performing the
movements should take care of the sausthava, for the limbs without sausthava does not create beauty
in drama or dance. This gives beauty to the stance as well as to the movement.?

Sthanas are postures of the body from which the gait or movements begin. The six sthanas for
men are vaisnava, samapada, vaisakha, mandala, alidha and prayalidha. They are to be used in the
release of missiles. The sthanas or stances are the starting position for the caris, karanas and gatis.
Therefore, the actor should possess the perfect sthana before he starts his move.

Nyayas are the different ways of releasing the missiles. They are of four types and in the
bharata nyaya the weapon should strike at the waist, in the sartvata at the foot, in the varsaganya at
the breast and in the kaisika at the head. In these nyayas, arising out of the various caris, the actors
should move about on the stage while using weapons. The nyayas are so called because fights on the
stage are niyante- carried out with the asigaharas relating to the nydyas and arising out of them.™

With these graceful movements of the limbs, weapons like the bow, the thunderbolt and
sword are to be performed by the use of gestures and postures along with rhythm and tempo.™* All
these can be performed with beautiful karavartanas and mandalas. Women have to assume certain
stances in their movements like walking and in conversations. There are three such stances, for
women are gyata, avahittha and asvakranta.”

Manifestation of Gati in Caris and Karanas

Carts prescribed by the rules and connected with different limbs relate to one another
constitute a vyayama. (Vyayacchante from vya-yam, stretch out to). A cari is a correlated movement
of the whole leg. The movement mainly with a single foot (pada) is called the cari. The movement of
the two feet is called the karana.™® If one leg is moved in various ways, direction it is cari and
generally the other leg is static, and when the other leg starts to move it becomes karana. Both legs
can be moved simultaneously on the ground or even off the ground in some of the movements like
leaps and jumps. However, this carikarana is different from the nrttakarana, which is a simultaneous
movement of the hand and leg. Mandalas are the combinations of various caris, which are the
sequence of movements. Gati is mainly based on these movements. Bharata says, natya is completely
dependent on car7, and without the performance of car7 nothing can be done in a natya."” Karanas are
combined movements of hands and legs, which can be used for depicting the gatis in natya and nrtta.

Performance of Cart

Cari forms the base for management of spacing techniques on the stage. As in choreographic
methods, the stage is fully utilized for the movements and positioning of characters. The main action
of the movement of cari is only through the leg. But, sometimes it involves the upper part of the body
also. Foot is moved close to the ground in Bhami cari. Foot is moved in the air and then placed on the
ground in Akasa cari. .
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Prayoga of Cart

From the caris proceeds dance as well as movements in general. The release of missiles and
the fighting sequences on stage should be performed with the caris and mandalas. These caris are
used in personal combats as well as in the karanas.'® The akasacaris consist of the graceful
movements of the limbs. They are to be applied in the release of weapons like an arrow and the
thunderbolt (vajra).”

These caris consists of graceful and forceful movements of the limbs. Abhinava suggests the
uses for caris. The gati of casa in casagati cart, gati of ajaka in edakakridita cari, lajja and irsya in
aridvrtta, matta gati in mattalli, mrgapluta for vidisaka, etc.”® He adds that sthana in sthiti and cart
in gati are the main elements. All these caris are movements or gatis at first, and then they become
stances or sthitis.”*

Performance of Gati through Mandalas

The mandalas are beautiful combinations of the caris, which give scope for mere nrtta
sequences and fighting sequences. The mandalas are grouped as the bhu mandalas — earthly and
akasa mandala — aeriel, just as the caris. Ten mandalas are given in each earthly and aeriel mandalas.
The Bhumandalas have some akasacaris too and the akasamandalas have some bhiamicaris too. If the
bhiumi or akasa carts are combined separately based on the category then it is called samacart
mandalas. The gati performed by the mandalas is very important in natya. They are called mandalas
because the formations are in circles. The khandas are combination of few caris performed in semi-
circles and mandalas are combination of khandas and they are performed in circles.?? These gaits can
be identified in uparipakas such as rasaka, dandardsaka, natyarasaka and many dance forms like
kummi, kolartam, garbha and so on. Such circular and semi-circular movements are also in fighting
sequences like kalarippayattu, silambam, etc. These are not specified with varieties in Natyasastra.
Bharata allows us to create Khandas. These can be used in the gait for attacking and defending.

Representation of Gati with Karanas and Arngaharas

An angahara is a combination of six or more specified karanas. The combinations of the
karanas, that is the angaharas, have been dealt and numbered in the Natyasdastra as thirty-two
angaharas. Some are uddhata, some are sukumara, and they can be used as nrtta gati and interspersed
in order to enhance the abhinaya items so that the mood of the piece is not altered.

Abhinavagupta says karana is kriya-action. It is the action of dance. i.e. the action of moving
the limbs beautifully. Amarasimha says arngahara is known as arngaviksepa, which means gracefully
composed limbs.?® These karanas and angaharas can be performed in various speeds while
excecuting the nrtta gati. Abhinava quotes Bharata here. ** As in the anigahdra called apaviddha the
movement should be performed in fast tempo. Abhinava adds, that in between the song the gati is
added. »

Sixteen angaharas should be performed in caturasra tala (four beats) and other sixteen in
tryasra tala (three beats).?® From this, it is understood that gati can be performed with angaharas. The
explanation and uses of karanas given in Abhinavabharati, Sangitaratndkara, Nrttaratnavali and the
commentary on Sangitaratnakara. Therefore, these nrtta karanas, which comprises of leg movements
called caris.

Observations on Gati Aspects
The concept of gati is very important for the dancers and the dramatists. Scholars who have
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written works on dance and drama have not elaborated the concept of gati, which is beautifully
explained by Bharata in the Nagyasastra. This is because, the change took place due to the non-
performance of ripakas and performance of wuparipakas, which were more dance oriented.
Jayasenapathi, author of Nrttaratnavali, who had followed Bharata in many aspects have not
expanded on gaits in his work but has mentioned about nrttagati, which must have been popular
during his period. Sarngadeva who has completely followed Bharata for his chapter on dance has not
taken this topic in his work. Yet, as some karanas for the performance of gati had been mentioned, we
come to know that Sarngadeva was familiar with Bharata’s concept of gati. It is astounding to know
that even Dhanafijaya, who had followed Bharata in writing his work Dasaripaka, which gives all the
details about dramatics, has also not explored into the topic of gatipracara.

It is interesting to know that neither the scholars who wrote works on dance, nor drama, have
included the chapter on gati in an elaborate manner. Bharata has commenced the chapter on gati, as it
determines the character on the stage and it is an important element, which gives the rasanubhava to
the audience. Therefore, it should have been an important element in Sanskrit dramas. Before the
advent of the desi works on dance and drama, these dramas should have been performed as ratya,
based on Bharata’s technique. Even the commentaries on natakas of Kalidasa and other famous
authors explain only the literary aspect. The performance of Sanskrit plays as per Bharata’s norms
should have been obsolete after the 10" century. It must be the reason why no major works on
dramaturgy starting from Dasartipaka, which is dated 10th century, had elaborated the gati aspects.
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