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THE TRAGE

MACBETH.

DIE

eA&us Primus.

Scena Prima.

1. 1come,Gray-Malkin.
AL Padock calls anon: faire Is foule,and foule is faire,
Houer through the fogge and filthie ayre, Exennt,

Scena Secunda.

King, What bloody man is that?he can report,
As feemeth by his plight,of the Reuolt
Who likea, and hardic Souldier fou,
ot King b bciadgeef e ecy
e,
A hou 8 e . o
r C-p.‘_Dulhﬁnhluld. 'y

King. Ovaliant Coafin,worthy Gentleman,
Cap. As whence the Sunne “gins his refl
Shi ing Stormes,and direfull Thunders ¢
Dilcombore oSt Kinw ol Secimodimar”
(wells: Marke Ki Scotland,marke,
!hfnnnn" dMK“bd.'e h.d'wid‘VL.t:er'hd:
g skipping Kernes torruft their heeles,
ml‘kﬂ-qm wfmingnnp,
With fusbufht Armes,and new fupplyes of men,
Begana ficthaffaulr.
King, Difmay'd not chis our Captaines, Macberh snd
?

Cap Yes,3 Sparrowes,Es,
(z_ul?f;li:re I|l|¢ yonti ot
11 , Denult ‘were
R Cotnontcuceha 4w oo Cecks
Sndwy::,blyndmbldmvp%wl’wl

¢ they meant to bathe in recking Wouads,
Or memorize another
Teannot tell : but I am faine,
My Gathes exy for helpe,
ing. Sowell thy woedsb 1 . 3
They. of Honorboth : Goeget him Surgeons,
Enter Roffe and Angea,
‘Wha comes here ? EL.

Mal, Theworthy Thew of Roffe,

Lensx, What a hafte lookes throughhis eyes?

So (hould he locke, that feemesto fpeake chings firange.

Roffe. God fauetheKing.

King, Whenge cam’fl thow,worthy These
o R Frombe rcKing,

e

For braue Machrrh(weell hez deferucs that Name)

Difdayning Fortune,with his brandifhe Steele,
{moak'd with bloody execution

ﬁh Valours Minion) caru'd oug his palage,

LY -} "’,—. !lh.l ra h = :'m.
And ck their Arts T Al I And plecold,
(Worthie rebe 2 Rebell, for rothat Norway himfelfe, with terrible nambers,
The mukiplying Villanies of Nare Alﬁﬂedbythnuwﬁ&ﬂnpll‘fm
Doe fwazme vpon him) from the Wefterne 1fles The Thane of Cawdot,begana
“nmsuuGaﬂﬂgm&lthzd, Till chat Beffoma’s Bri lape in proofe,
And Fortune onhisdsmned i Confrented him!

SRy,
Poh:_tgainﬂ  Arfoe Arme,
e I

King. Greac

hee fac'd the Slame: Craoer B
‘Which new'r (hooke hands,nor bad farwell to him, Nor would we dcigne him buriall of hls mea,
Till he vnfeam'd hirn ftom the Nae coth' Chops, Till he disbarfed,at Saine (Wees ynch,
And fix'd his Head vpon our Batslements, Tea choufand Dollars,to our generall viz. King, N'o)
L

To-morrow, and to-morrow, and to-morrow,
Creeps in this petty pace from day to day

To the last syllable of recorded time,

And all our yesterdays have lighted fools

The way to dusty death. Out, out, brief candle!
Life's but a walking shadow, a poor player
That struts and frets his hour upon the stage
And then is heard no more: it is a tale

Told by an idiot, full of sound and fury,
Signifying nothing.




About The Play

"Macbeth"is a tragedy by William Shakespeare that tells the story of a Scottish general named Macbeth
who receives a prophecy from three witches that he will become the king of Scotland. Consumed by
ambition and spurred on by his wife, Lady Macbeth, Macbeth murders King Duncan and takes the
throne. However, the guilt and paranoia resulting from his actions lead Macbeth on a path of self-
destruction.

As Macbeth becomes increasingly tyrannical and paranoid, he engages in further acts of violence to
secure his power. The play explores themes
of ambition, guilt, betrayal, and the
consequences of unchecked ambition. Lady
Macbeth, who initially encourages her
husband's ascent to power, is also consumed
by guiltand descendsinto madness.

The play features supernatural elements,
including the three witches who prophesy
Macbeth's rise and fall, as well as the ghost of
Banquo, a friend whom Macbeth betrays and
murders. Ultimately, Macbeth faces a tragic
downfall in a battle against forces that
oppose histyrannical rule.

"Macbeth" is known for its psychological
depth, dramatic intensity, and exploration of
the moral consequences of one's actions. Itis
one of Shakespeare's most famous and
frequently performed plays.
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Playwright

William Shakespeare

William Shakespeare (bapt. 26 April 1564-23 April 1616) was an
English poet, playwright and actor, widely regarded as the greatest
writer in the English language and the world's greatest dramatist. He
is often called England's national poet and the "Bard of Avon". His
extant works, including collaborations, consist of approximately 39
plays, 154 sonnets, two long narrative poems, and a few other verses,
some of uncertain authorship. His plays have been translated into
every major living language and are performed more often than
those of any other playwright.

Shakespeare produced most of his known works between 1589 and
1613. His early plays were primarily comedies and histories and are
regarded as some of the best work produced in these genres. Until
about 1608, he wrote mainly tragedies, among them Hamlet,
Othello, King Lear, and Macbeth, Romeo and Juliet all considered to be among the
finest works in the English language. In the last phase of his life, he wrote
tragicomedies (also known as romances) and collaborated with other playwrights.
Throughoutthe 20th and 21st centuries, Shakespeare's works have been continually
adapted and rediscovered by new movements in scholarship and performance. His
plays remain popular and are studied, performed, and reinterpreted through
various cultural and political contexts around the world.
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Raghuvir Sahay is counted among those poets of Hindi literature
whose language and craft had the influence of journalism, and the
plight of the common man was reflected in his works. Raghuvir Sahay
was an influential poet as well as a storyteller, essayist and critic. He | 3
was also afamous translator and journalist. He was honored with the 8
Sahitya Akademi Award in the year 1982 for his book 'Log Bhool Gaye '
Hain' His other books 'Aatmhatya Ke Viruddh', 'Hanso Hanso Jaldi |
Hanso' and 'Seedhiyon Par Dhoop Mein' were also quite popular. |
Sahay belonged to the generation that grew up after independence
with many aspirations. Sahay has expressed the same aspirations in
his poems. Sahay is also counted among those poets who preferred
to remain future-oriented rather than looking into the past for
inspiration.

Raghuvir Sahay was first a poet and later a storyteller, hence his basic
sensibility is that of a poet. Just as he is a completely different type of poet, he was also a different type
of storyteller. Raghuvir Sahay has broken the conventionality of prose at many places in his stories and
has tried to write a new type of prose.

Translation
Raghuvir Sahay
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MACBETH: The Subtext of Power, Politics, and Predestination
Professor Dattatreya Dutt D.Lit.

Macbeth is often compared to Greek tragedies due to its unity of action and economy of presentation.
This unity sharpens its conflict and accentuates the sufferings of the agonists in such a way that we are
not merely hypnotized, but nearly dumbfounded by our experience of the play. Further, there is the
combined impact of its compact poetry, dramatic tension, and the psychological realism of dialogues.
No other Shakespearean play reflects the constantly evolving mind of its principal character through
such sharp dialogue.

Butitis notan 'original' play in the popular sense of our days. Shakespeare, like all great playwrights in
history, borrowed the story, the characters, etc. from written historical sources or romances. For
Macbeth he borrowed primarily from Holinshed's Chronicles of England, Scotlande, and Irelande, but
possibly also from William Stuart's poems on the relevant parts of Scottish history. There were older
sources too,and even an earlier play on Macbeth which he most likely had never consulted.

But Shakespeare had used history in a unique manner. When we read or see the play, we receive the
impression that the whole series of events happened within a few months at best; but Holinshed
writes that the historical Macbeth had
ruled over Scotland for seventeen years

(CE. 1040—1057). It is interesting that of ”H .
the nine Kings that preceded Macbeth in l s i
the century preceding his reign (CE. (/ Y -
943—1040), seven had died in violence: ]
either from domestic strife, or by
assassination by the next King. Duncan
was no exception; and as such his death |
was quite in keeping with the existing
Scottish practice. Significantly, the
historical Macbeth was dedicated to
establishing order in Duncan's rather
inept administration, introducing just
civic laws, an ethical penal code, and
punishment proper to every crime.
Shakespeare has suppressed all these
achievements of Macbeth to create an
epitome of a sinner: a monster from whose clutch no one— master, guest, friend, women, children,
subjects— can escape; whose tyranny raises communal wailing throughout the land, and whose
subjects begin weeping afresh even before their tears from one sorrow have time todry up.

The reason of this transformation is historic-political rather than artistic. Before primogeniture— the
inheritance system that prefers the first-born above all— was established in Scotland, the clannish
royal inheritance system decreed that the throne should go not necessarily to the King's eldest son, but
to the most powerful relative of the King. This was a practical solution to the problem of leadershipina
turbulent age when a puerile heir-apparent might endanger the Kingdom through political and
military ineptitude; but the downside of the system was that the next aspirant to the throne was ever
intent on robbing the ruling King of both life and crown. Its corollary again was that the ruling King,
anticipating such eventualities, often tried to exterminate the aspirant branch of the clan wholesale.
Duncan's grandfather Malcolm Il had succeeded in achieving precisely this end by exterminating the
entire branch of hisrival branch of the clan to secure the throne for his grandson Duncan, whom we see
inthe play.

However, a pregnant wife of that branch somehow survived, and later married Macbeth, the powerful
Thane of Moray. Consequently, this Macbeth acquired a double claim on the throne: firstly, as the
husband of the surviving lady, and secondly as the father of the child that she bore— the descendant
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of the said exterminated clan. Next, when Duncan followed in his grandfather's footsteps to flout the
established order by declaring his son Malcolm lll as the next King, the other aspirants to the throne felt
robbed of their rights again. It was in this murky ambience of political ambition and discontent that
Macbeth had killed Duncan. He would have been supported in this by his revengeful wife, and by the
political interests of the other feudal Thanes. Malcolm, the eyesore of the Thanes, fled the country; and
Macbeth ascended the throne both as the King-slayer and the other claims mentioned above. Malcolm
invaded Scotland after fourteen years with an army raised in England, and fled again, thoroughly
drubbed by Macbeth. After three more years he returned in the same manner and managed to defeat
Macbeth and killed him. In the meantime, Macbeth had probably laid too much stress on law and
order, maintenance of peace, and 'even-handed justice' to remain a favourite of the Thanes; and
therefore everyone heaved a sigh of relief and accepted Malcolm as the King. The powerful English
army would have contributed much to their acquiescence; and the establishment of the French title of
Earl, supplanting the native 'Thane'at the end of the play indicates that Malcolm had bought his throne
atthe cost of theindependence of his country.

According to the then ruling social norms, Macbeth had committed no crime at all in punishing
Duncan for his transgression. But around the thirteenth century, as the inheritance system of
primogeniture and the Divine right of the King to rule gained ground in Scotland, his action came to be
interpreted as a grave sin—a violation of Malcolm's Church-approved 'divine' and 'rightful'inheritance
of the throne. The historical Eleventh century Macbeth was possibly a thoroughly good ruler; but later
historians began loading him with all kinds of crimes during a large and even larger part of his reign,
staining his personal character with assorted evil traits. Yet, the fact that they could not wholly erase
the record of his praiseworthy reign suggests that the historical King Macbeth had ruled as an excellent
king. A parallel process of dramatic
legendary inventions— such as the
introduction of one Banquo as
Macbeth's right hand, or of Macduff as
his béte noire— continued throughout
the later centuries. Even the historical
feudal strife was often suppressed to
make Macbeth's personal enmity
towards Duncan the motive of the
murder. In the process of time, these
diverse legends gradually combined
into a 'history' of the rise and fall of
Macbeth. Altogether, we may say, the
historians themselves, rather than
Shakespeare, had largely shouldered
the burden of transforming Macbeth
from 'Bellona's Bridegroom' to a 'Hell-
hound'.

Still later, it seems around the Fifteenth
century, a number of legends grew up
around Macbeth: for example, that he
was the nephew of Duncan, and that his
mother was impregnated by a 'faery’
(pre-Christian age native Pagan Celtic
'folk’, inevitably condemned by the
Church as diabolical beings). This faery
father had left Macbeth's mother with
the prediction that no one born of
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woman would be able to kill this child.
Thus a little devilish blood also was
infused into Macbeth. After growing up,
Macbeth one night had a dream of going
hunting with Duncan and meeting three
weird sisters who addressed him as the
Thane of Cromarty, the Thane of Moray,
and the King of Scotland. Within a short
while Macbeth murdered Duncan,
married his aunt, and ascended the
throne.

In the next century this legend was
slightly altered to substitute Duncan
with a man named Banquo as Macbeth's
hunting partner, and the dream was
transposed to real life: making the
meeting with the Weird sisters a part of
'history" It was the age of the Stuart
Kings' reign in Scotland— who claimed
their pedigree as descendants of
Banquo's son Fleance. (Apparently, no
one worried about the fact that the
character of Banquo was an invention
and an interpolation in history.) Therefore, the further invention of a prediction about the future of
Banquo's progeny turned out to be politically quite handy. Holinshed had adopted more or less this
version of the 'history' of Macbeth from his forerunners. However, he had not blackened Macbeth the
ruler to the extent that Shakespeare did in his time; because after Queen Elizabeth's death, King James
Stuart of Scotland himself became the King of England. In such a political situation 'Macbeth the
murderer of Banquo' simply had to be represented as the epitome of evil, and Banquo 'the forefather
of James Stuart'as agreatsoul.

As an addendum to the above we should also note that the Macbeth as we know it is a shortened
version of an original, much larger Macbeth, in which, putatively, Banquo had been portrayed in his
true character as a treacherous accomplice of Macbeth, whom Macbeth naturally had to dispose of as
a witness to the assassination. Banquo's eager enquiry about the 'seeds' of time, his silent
acquiescence to Macbeth's unspoken proposal in return for increased prestige, his failure to make an
enquiry into Duncan's death, and his later ruminations about the future kingship of his progeny— all
indicate that he was seriously involved in the assassination. We should also remember the presence of
two daggers in a murder case where only one dagger would have sufficed to kill a sleeping old man.
These are the traces of the original Banquo as Shakespeare might have initially painted him. In view of
James' kingship, it was a political necessity to purge Banquo clean, and adorn his character with an
unconvincing eulogy in Macbeth's soliloquy, with nothing to supportitin the rest of the play.

Traces of the Eleventh century Macbeth as they had probably existed in the original Macbeth play
remain there in such occurrences as Lady Macbeth's words to her childless husband: 'l have given suck,
and her reference to past conspiracies between the couple about killing Duncan, when the time was
notyetripeforit.

It must be said however, that the reason behind the wonder, sympathy, and pity that we feel towards
this vile and terrible sinner named Macbeth is that the playwright here is Shakespeare. Although he
had at hand a thoroughly distorted history, and had to mould it even further to suit his political,
professional, and artistic needs, he yet had embodied humanity and its queries about the meaning of
life in this play. And face to face with such queries, we feel ourselves destabilized, almost endangered.
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Even in a literal sense, historical drama is always a reinterpretation of history. Plays like Jogesh
Chowdhury's Digwijayi or Camus' Caligula in the last century depict historical villains not only as
tolerable, but even as persons larger than life. Theirideas and ideals, or the philosophical basis of their
actions, contrast so sharply with those of the common man that they appear inhuman in
implementation, turning the perpetratorsinto villains in our eyes.This, however, raises their characters
to alevel different, and higher, from ours, since they open up fresh possibilities of our interpretation of
life, thus paradoxically bringing them close to our hearts. Shakespeare has also moved in the exact
opposite direction Troilus and Cressida, painting the Greek hero Achilles as a petulant, sly, and
cowardly mercenary hated by all of us. But what happensin Macbeth can be described only as nothing
else but Shakespearean magic. He has stripped away all that is good in Macbeth, downgraded his
character to a selfishly ambitious and vicious paranoid bereft of all ideals, a mass murderer ruling with
state-terrorism, and yet has brought him close to our heart. The principal reason behind this is that the
weaknesses and excesses of Macbeth also exist as seeds in our minds. A greater reason is that the
questions about ends and means that Macbeth raises are the queries of our own lives too.

And this enquiry includes the question of the meaning of action in life. Why should one actif the end is
foretold? As Macbeth ruminates, if he was indeed fated to be a king, he might as well be one without
personal effort. This opens up the dilemma of the relationship between free will and predestination, of
the issues regarding ends and means, and finally of the Greek idea of moira: or one's predetermined
'share’in life in the scheme of things: problems which have not been solved to this day, but exist in our
minds as the central concerns of our life's philosophy. In the play we find the idea of predestination
externalized in the Weird Sisters, a name which derives from Norse Wyrd, or the eldest of the three
fateful sisters who, like the Greek moirai control our birth, life, and death.This of course leads us back to
the Greek beliefin the lunar triple Goddesses Selene, Artemis, and Hecate, and in effect to a time when
the religious world was presided over not by a male, but by a female deity. Seen in this perspective,
Macbeth becomes a manifestation of the matriarchal decree and an ancient practice that the King
must die in the hand of a successor chosen by the Goddesses, who is only to be slain again by the next
king. Thus, moving from history to legend, and from legend through myth to religion, Macbeth the
playitself becomesa myth stirring the racial unconscious within us. Therein may lie its true power.
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HE@THIET 3R ST & 3 eel ATSI H I8 Tl [ HbdeT T SH Bl AR STl AT | THH ST Hfr2ied
el 3R 31 RISTHITD AT Fardl & &l ¥ ST ga fhar 8197 | Fd1d} &7 3iRa} df fhfhe) Hehd
I BISHR 91T T, AR AHIY ST & AN AR FUR SfoaaRgd =T TTai— QT & w9 d R8T o
AT BT 7TAT | HohbH o dige I8f & 918 37ais | S AT B A1 Thlcais UR 3T fhar, R Hhger
R 98 A8 | ORIRTA BIR e | 4IRT 1371 3R 9 991 & 91¢ 98 ST a8 et 3iR Hhd &l 80+ |
BHTHATT BT AR IABI Peal DR QAT | 39 919, Hhd 7 FaT€l BT UHaIQl g 89 DI JHId: BT AR
AT, I TY G AR FHAAT =TT IR I8 3N TR &7 3R Sy 1 =1 18 &1 |14 o1 31R
HewhH DI RIS & HY H WIBR BR (o747 | ST Gl B o1y ATRTRATA U T BT 980 BB AR 8T
BT 31X A1Ce & 3id H <3 Farg &l UfRAIfUT R §Y B SIS ‘3fel’ Bl 19T $RTd HRell © 1
HopH = 37T T BT JTSIMG] DI BIAT IR 79T RIS WAST AT | Tchlelld MABIT ATHING ATGS] B
AR SH DI I AR & oI IfST BB HHd -1 Blg UMY 2l {HAT o1 | <fde avedl |9l &
JATAUTH, ST9 GRTIHA DI STARMYBIR FOIAT SR IS & AT BRI D Qd AMABR DI Whices H g e,
T9 IS P DI U THR UTT & HY H FHM S oW — =4 gIRT ARG RIgrad &1 e’ iR Har
fIRTAT BT HodH gRT Soaiad! UeIRe IREd! TIdTe] BT Heba2l WHad: Ueb a8 <o 2D 2T, olfh
915 H SfABTIPIRI 7 9 UR A YHR & IR TSI
Y IR AT | IS AHABIA b U 9 3R Jacik
R @ IR M @ ervil g1 SHG AfddTd
FRF Bl Beifbd B Gar| R W, qeg a8 g fdh 9
IAD TNER AEADBI & A Rble Bl QX a8
fiyer 781 W | 9 99 3N} Gabd HhId & b Vfdeis
RIS HHdYT H TIPS ISl & wU H A6 fhar
T | ATSHIY UIRIOTSH IMFASHRY BT Teb FHATATAR TiehaT
— I HHeY & ST 81T @ B0 H Udh Sl T STD
$eY UfIggl @& wU H Hhsh &I Ydv— 9 B
viafeadl @ ST X@T| J&f db b SHha & gfd
Hepd2l &1 AT AT DI BT BT AHHG 91 B
foru vfdeifRie I st &r Y rHaR THT BIdl
AT | FHY BI Ufhar #, I fafdy fhaciaar fiR—R
HHIYT & ST IR gd= & ‘sfasrd’ § wnfad 81 1% |
B HATHR, BH B8 Fabdl o b VRURR B TSI WY
SfETIdIRI 1 A%HdYT B I, Geal W
"RE—NHRI TP g8 BT IR BIPT 8 P 37T
Pl IR ST | fbr oY 91 #, 01 o rar © & ugsdl
IATR] B IMAUTT HHIT Bl dABR Py [hdgfadr
fAwRT 85: IQ1EI0 & oY A fh 98 SHA &1 Hdllol o1, AR IHH! Al ofl T ‘o' (Yo—918 T & qol
el gaqured Afcesd o’ AfFard wu | == gR1 AT WivEl & wu | [Hied) gRr w™adt ot | 39
TO—AAT ¥ HH9Y &) AT BT 39 Hfasai & | vrs foar o1 & S & 79 9 S+ B 9 Afdd 39 92
T TS AR GIUT | 399 TR 2TST AT Xad Wl Hbdel H STl AT 2 | g8 819 B 918 HpeT 7 U IId U
YT 9T fh a8 S+ & A1 IR UR 771 © 3R i Afers g8 9 S9aT1 fAe=r 81ar 8, 5 S sharc!
T AaTd, HIR BT 719 3R ThICelS DI ST Sh hadh AT B B ol | {B & Ul H Hebdel 1 Sh Bl
FT B <1, SHDI AT | TSN BR <l 3iiR RIgr<T U 96 7137 |

AT TATS] H Sh TH & Ffdd B AT TR HHaT & BRI A1l & w0 § 9T & =19 | 39 fhagadr &l




TSl gaet fadm 1T 31 §9 [U D! IRKAfdD Sia- H dael QT 1T | TSl g81 A JeApId Bl "Sicrsrd’ &1
fREAT FATHR UE Whicers H WIIT (7 & AMFADIA BT I AT — [TH dh1 & o< fel=q & I & wd H
U dRITdel BT <1aT fahaT | (SRR AR Ox, fhsl @1 1 359 a1 o1 far =21 off f 91 &1 aRk= gfagra #
U MMAHR AR TP YeTd o7 |) SAfIY M 9] ® FdF & A & IR H TP Afa=gareh &1 fassR
RIS U | HTHT SUARMT AT gaT | BIfRIS 7 Hehal & SIETA’ & 39 FIBIN (WU) DI HAELT
IAD gAll A 1T 2 | ETalffch, ST ATHS HHY BT S 8& b baihd el (b1 FIa-T aafdaR 7 37+
A ¥ AT o1, i BRI UfTSTTder &1 3cg & 18 Whicels @ RIGT ol ICIT W §7eivs & TGl a4
T | O RIS Reafd # R18 @ Ucfid & ©U # Ao, @1 &1 g1 &1 gfafafd dr 8191 €1 o1 8ik
Teh HET 3] b WU H Sl Dl SIFF FEIIC B Yool & wU § G117 |

SWRIFT B IRRIE & wU § 54 I8 A1 €19 <1 =12 fob Hepder, ST fob 89 S 8, Uep Hlfold, agd fagnd
HDHIY BT AT BT 2, fTHH, HIUT AR WR, §&! & ¥ aRafdd IRk § Hemde & fJearaard el
& w0 H 3T foar 11 2 [ Hohae 1 [MIfde w9 A 1 & 418 & 90 H MUSHT UST | d0T & 99
% IS’ & IR | IGD YBATS, 981 g3 TSI & dael § Hhad b Adhe UK b Tl IHD! HIF WIpicl,
P DI G DI S B H IHD! [AHAAT 3R IHD! HATH @ HA™ d— ST B & IR H 917 H By 7Y
a9 ¥ Hord ferdn © {6 98 831 9 TR WU A A o7 | 84 U 8T & A H QT WoRl &l SURRT &7
1 TAROT RGT AR S8l Ueh AN §U ¢ Pl AR & (oT¢ Dl T ok 8 D11 81T | A JA ool & Herma
2, T o RaaftiRR <1 I Y6 4 AT (51 81T | 517 & RISTed T <& 8Y, b1 Bl TG HRAT AR Haveer
& AU H U g Wi & A1 IABT ART RN HAT U IS ATqeaahar off | Y Ared |
SHBT AHLT BRI & [olT o AT T8l & | TREd! Al B HHd & [F2H, ST b 9 Gvad: Abder &
qIed H ol WU H AIsE o, ofs! A & U (AT ufd 819 & el Sl ge=msi | «l 94 v8d ©: H4
= foraT 27, 3R SH &I 5T & a1 H SHRT & I [Usell AT BT SHDHT FaH, STd HDT 341 FHY el
3ATAT AT | BIAMD, T8 ATI BB ST AT b Hepeler 19 & § i1dl 3R I U4l & Hfcl SAR 31,
FETPfT 3R ST 91T BT BRI IS & [d T8l AIChDR AFAUIR 2 | Bleilih Iqd 81 H G9) A8 ¥ fadd
AT o1, 3R S 3 7Y JIoi-Ifdh, U 3N

BATHD ATITIRATAN B AR ST AT | IHF R

Al 39 ArcH § AFEdr AR SHad & 31 & a8 H

IHD o=l o g wu fear 5— iR U = 1
TRl | MHA—ATH, 89 0T BT IRAR, STTHIT
AR H HEGH PR © | i (N

vifsges 3l § Y VeI Aresd g9e s &l Wiy
g BIdT © | fUwell earedl H§ S Al & / \
)

TGS a1 B & el S Ared Ui {

WAATIDR! BT 7 Hddd Te1d & w4 H, dfed Siad | !

I3 Afedal @ vy & ) a3y axd € | $9a AR t‘ '\\
IR A, AT 9P BIAT BT SRIHD YR AH ‘\\
e & Bl A g1 fAuRig € b drafaaa § HL

M T 81 B, IR IORIAT BT ZAR AoR H

WAGd 94T <d © | Blciifd, S faRumd wu 4

AR fod & ®9 dd? I8 39D ARl BT AR

FRAT I fI7 3R STaay WX R SoT <dT &, Hifd 7

ST &1 SHRI FRAT BT T AYG13T BT Wleld © |

AR W St fauda feem & i 91 8, Sigas

IR wiFsT, W Ar® srfhford &1 s fasfrs, gd

IR BRR 918 & aafdd & w9 7 f&If3d & g, &9

T & gRT R THRT B 9l = | oAfh Hepaer & ' A o
Sl o Gfed BT &, SHHT 9UF ARUTIR BT W15,
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& AfIRET 3R BB To! [T T FahalT | SHH HH H ST o T 16T o1, IH B4 o721 © | F1 et |
dferd, ge arefl, Ag@rmiel ik g uiTd aafdd, ISI—STd®Harg & Ar WRIF B 38 TP Affed AR B
WU ¥ IHBT Goll BH B 3T 7, 3iIR R 1 4 9R et & w0 1 Qa1 & | 9T HIR0T 59 4TS I8 & fh
AHael B HAAINAT AR SRR W TR 79 ‘97 & w4 # A2+ € | 7o 991 HROT I8 7 6 Avae
AT 3R AT B IR H Sl T SSTAT § I §HIR 31T+ g+ & U9 47 € |

IR 39 S | S1a= | ®H & 1] BT Y2 ] A & | BIS Afdd HIRaATs FT DY, 3FR 3 B qfasgarofy
Ugel B B &1 DI T3 57 Ol b HhdeT Ared 2, Ifc SFd 9T H aRAd H ST 99471 1, A1 98 aafdaira
I & ST U1 91 Aebal T | SHA WdH 3281 SR A, |rd ok 9 9 Hafa g, iR i
AT & AT IR & Heg Red a1 gfaen Get Sl 58— A1 =6l o Arorr § Sitas H Bl 1 gaeiiRd
T Ul w1 SMTST b 8 T8l B 8, olid 89K QAT § AR Siig= g2 &1 bty fordreil &
wU # HigE € | Ared # g fafus 984 # ydfafa @ e &1 91 wu # urd € | g T S A 98 9 forar
AT B, AT A IR 9 H I g€, 9 W A B ARE TAR O, ST 3R g BT FafIa e
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I | U A H 19 g1 ST a1 1enedr fwr go¥ g1RT Fel, dfed U AT <adT gI_T dl S o |
9 URYeT § IW@T SIY A1 AHa ARJHIIHD IS BI fWeAfdT 3R Teb U= Jar 99 Sidl o, oraa
ST RIS BT AT <fAAT §IRT G §U STRIMABNT o BT HRAT BT, 5778 3ol IS §IRT fh H AIRT S0
2 | 39 UHR, S8 ¥ AT 9gd gV fhagdl, ok fAye® & A ¥ fdhagdl ¥ u¥ d%, TR HIiaR 9%
3T BT HEHI §Y HbeT ATCH W U M 9 SITdl & | SHH SHSD] 31l efad Hf2d &1 Faell 2 |




Macbeth...Macbeth...Macbeth again in my life... | have developed a powerful bond with this
particular play. It came into my life in my school days, and my university days, and accompanied me to
worldwide Festivals... but thatisanotherstory.

Now and here, | am given the opportunity to work with the play as a teaching apparatus to the second-
year students of the National School of Drama at New Delhi. Initially, | had thought of working with
Troilus and Cressida in view of the present international political situation. Unfortunately, we didn't
findanadequate Hindi translation.

| thought it better to consult the students’ wishes. Every theatre guy dreams of doing Macbeth, and it
turned out that our students were no exception. So | had to prepare myself once more to battle with
Macbeth: my third confrontation with the play. But this is an exceptional experience: an academic
programme where the students'learning ismoreimportant than my personal creative explorations.

In the process of teaching Macbeth through play production, | concentrated more on the background
of the Eleventh-century Scottish King Macbeth. As we delved into the history derived from Holinshed's
Chronicles andrelated sources, rather unfamiliar facts surfaced:

-Macbeth had ruled Scotland for seventeen long years and was agood rulerin his time.

- It was a period of transition from the pre-Christian to Christian age, before the law of
primogeniture was established: the most powerful relative of the King, rather than the son of the King,
was entitled to become the next King.

-Killing off a King who defied the above convention, like Duncan did, was not a crime. Moreover,
most of the Kings before Duncan had died unnatural deaths, usually involving murder.

-There were several versions of the murder of Duncan. Some said that Macbeth had a diabolical
father who had predicted that he wasimmune to enemies not born of woman; also that he had met the
Weird sistersinadream only.

-Banquo and Macduff were much later legendary inventions, gradually historicized.

- Malcolm had attacked Scotland with foreign forces not once, but twice, escaping with his life
thefirsttime.

- Malcolm's concluding declaration that Scottish 'Thanes' would thenceforth be known by the
foreign title of 'Earl'is politically significant
A note on our philosophical speculations:

We think of Evil in negative terms as the absence of Good. But in Western thought, Evil is positively
existent as a force that is opposed to the Good. Close parallels would be the rishti of Hinduism and the
maara of Buddhism, which intend to destroy the Good. Macbeth is the only Shakespearean play in
which this maara pervades the world physically with such intensity. The Weird sisters physically
embody maara, since their power is the taamasik (Dark) power. By tempting Macbeth, maara enters the
world of good. The entire kingdom— evens the neighbouring countries—gets enmeshed in this
conflict of good and evil. This is why this play is not just a story of regicide, not even the narrative of the
duality of sin and salvation in the protagonist's heart. The violent advent of maara in life, and its
ultimate defeat is the real centre of our play. This maara became connected to Macbeth because his
heart, vacillating between right and wrong, fell prey to the taamasik power which gripped it, grew, and
consumed his virtues.

We have built our production around these fragmentary ideas. | am really thankful to Shri Chittaranjan
Tripathy, director of NSD, who has shown much faith in my theatre work and provided me with this
chanceto produce Shakespeare with the students.|am sincerely grateful to all who have put both their
time and energy into making this production a success.

Let's come and confront with Macbeth.....

The Director's Take
Dr. Santanu Das
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Hepeer ... Hpdef ... Hehael R | WX Sl | ... #1 39 fARIY A1ed & A1 U wihernell du+ faefd faan
2| U8 W The B A1 3R AR fawafderery & faa | 7R Siia # o773, SiiR AR | gHr 9 & Icqal |
31T ... cifcbl T8 b SR BB 2 |
319 3IR =, g1 718 facell § LR ATcy fAened & SHR 99 @ BTHI & oy U RIv—Sud’vr & w9 4
AICEH & AT BT B BT ATFR AT AT B | UIRH H, H IIAM SARTERT Irai=iiards Ry T <@ gv
SIS 31IR HIAST & ATT BTH R & IR H Al AT | gHFI |, 84 I f&ar rgare a1 A |
H BTl B ST & HIel URTHR DHRAT J8aR FHS | ITH BT &R Jadh Hhael BR+ Bl [T adl &, 3R
I8 U1 =T b AR BT W1 Big AYATE el oF | S 1 AP & A1l o & oY Ga Bl U IR R
TR HRAT UST: AICh & 1Y AR AT THRIF | WlfhT I8 Ueh ATHIRYT AT & | Yeb JbIaAD DIAHHA
SR BTAT BT URIAT A AThITd Ta-TcHD STINUI 3 378 Hewaqul o |
A1CT URIT & ATIH A HBA DI UG DI UihaT H, H TREI! WCATET & IBICL RIS Aol Bl T4 H
IR 31 &a19 Higd fhar | 991 b &9 giferrs & sfdsrg R Aefid idi & ured sfoerd § yd9r fhar,
3R T e1fdrss rufRferd deur |H= oM

« 49 A FFE ATl T WhIcels UR ATHA BT AT 1R I8 310+ FHI H U (ST UATHD o |

« U8 YA—SA1g ST I H FHAU B fAS off, SAY Ul foh UIGAISICR BT I 10T b
AT | ST & I B qol1 IISIT BT FaY ATherell REIQIR, JRTAT MG G994 BT 8HAIR BIAT o |

frdere a1 ™
SI. ¥Ta] I

s SH DI IE SURITH UNURT BT Soaid= BRI el XSIT Dl ARAT BIg UM Fa] AT | 9 3ATdT,
S 3 Ugel AR RISTI3I BI 3HTHidD Feg Bl Ts oY, FTAH IR UR 5T 2MMfAe o |

« SH B BT D Dy AEHRYT I | BB o BT [ Hebel2l & U Yo A1 T A7 F7+ wiqsraroft o1
off o a8 U geol W UfoR&r o1 ST Afelr 9 Uar 981 g¢ 81,98 1 fb 98 dhacl Yo qu+l ¥ 3foild g8+l I
fAre e |

« 1 3R Hsth 980 a8 & URIMOID MAHR o, T GR—R Vfereiie 8l g |

« HehH o1 UBCll IR JAUAl SIF FAThR AN 8Y U IR 8], dfed &I IR [aoel HARil & A1
whlcele UR BHAT fhaT T |

« HehH B! AT G907 b IRIfCT ‘ardl’ ol 34 | el & Aol 2N¥e | ST TG, ST
w9 ¥ AEAYYl ¢ |

BRI QeI Jcddl u¥ ua fewgof:

B9 AHRIAD UG H I3 Bl ABTg DI AJURANT & ®Y H Arad & | olfb ulRadl [FaRi |, /15
HAHRIHD ©U A T VI 2RH & H9 H AIS[S © Sl 3726 HT [ Hal & | g o9 31 Rite 3R dig g9 &
ART & 419 gf s FaEdai] 871, ST 31818 ®l A &R &1 SN&T I § | HhdY AFAMUIR BT YHATS
e © [THH I8 AT ARG S0 | AT TedT & |reF 1 § «rd = | fafes g8+ aiRe w9 9 ART
B A B9 <Al 8, Fifds IAD! 2ARH AMRNIS (3IAR7) 2RB B | HBI BT JHIHR, ART 3T DI gAT § JILT
FRAT B | QT 05T — T&T T 1 TSN <27 o1 — 3728 3R R & 39 9oy # Is1 91 & | T8 HRvT 2 s a2
Ared Rm  AAgS B B A8] 8, A6 & O | Uy 3R SR b g8 &I HAT W A8l 8 | S | JRT
&1 fdHd SMTHA, 3R gHa! i B8R AR AlCd &1 IS Bg © | I8 AT HbdT H g 1T Fifh
IqHI fadt, F21 3R TeAd & dra Fols a1 gy, A 21fth &1 RIER 81 731, 9 39 Savs foran, a8
¢ T, AR IHD TN BT SUHNT 3T |

B 3 WiST ARl & ga—e U+l u=gfel el € | § /1AL & Fawe & R Burch o arkig |
MR g, ToT=Ri= *R 9T+ # 9ga faears faamr & 3R g1 Bl & A1l AdFUIR BT URIRT B BT AhT
U fhar & | § 391 941 &7 dz et | SR g RT21 39 URI[T I Ahdl a1+ | (AT F9Y 3R Hol
CRIKSEIEES

FfeTq, HHdeS BT A1l AHAT B T ..
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EMPTY SPACE - CHALLENGES: ACTORS

The performance designin our version of Macbeth embraces minimalism and enhances audience
engagement. The stage, elevated and surrounded on three sides by spectators, provides an
immersive and intimate experience. This approach to set design provides space for the
performers to explore the timeless tale of ambition, supernatural mysticism, and the intricate
depths of the human psyche.

At the heart of this student production lies a deliberate choice to minimize set elements,
emphasizing the power of storytelling and the raw dynamics between the actors and their
audience. The elevated stage becomes a focal point, allowing performers to cast their gaze in all
directions, addressing the diverse audience that somewhat encircles them. This unique
arrangement demands a heightened level of engagement from both actors and viewers,
fostering an atmosphere of shared experience and collective immersion. This space requires
performers to navigate their lines, movements, and interactions with a conscious awareness of
the varied perspectives surrounding them. This demands a nuanced approach to blocking,
ensuring that every audience member feels an intimate connection with the unfolding drama.
The proximity of the audience enhances the visceral impact of the actors' emotions, creating an
atmosphere thatis both captivatingand unsettling.

The use of hanging ropes as part of the visual is to add to the storytelling. These ropes not only
contribute to the minimalist aesthetic but also create striking vertical lines that draw the eye
upward, emphasizing the play's themes of ascent and descent, ambition, and the consequences
of unchecked desire. The ropes, like the fates themselves, become a tangible representation of the
forces that guide and entangle the characters.

The hanging ropes also serve as a canvas for the ever-changing backgrounds of the scenes.
Through subtle lighting and shadow play, the ropes transform into visual metaphors, reflecting
the shifting moods and themes of the play. From the eerie glow of the supernatural to the stark
shadows of ambition's descent into madness, the ropes become a dynamic backdrop that
resonates with the psychological depth of Macbeth's narrative.

Ambitions, both noble and nefarious, take centre stage as characters grapple with the
consequences of their desires. The minimalist set design magnifies the internal struggles of
Macbeth and Lady Macbeth, inviting the audience into the darkest corners of the human soul. The
three-sided audience configuration ensures that no emotional nuance is lost, allowing spectators
towitness the unravelling of the characters with unparalleled intimacy.

By stripping away the extraneous, the performance design is an attempt to delve into the core of
Shakespeare's exploration of human ambition, the supernatural, and the profound complexities
of the human psyche.
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DAY D BHIN FIBIVT DI TG AT AfTHEHATE Pl AYATI & AR T eh] DT eI DI Tl 2 |
ST AR <19 TR A <2hepl A ORI g3r Hl, Uep T8 3R R A9 TG HRAT 8 | G W hedT Bl
I DI HADIRI Pl HETATHIE, Acil{heh YBXIATE AR AT HITH D S TeRIgAT DI BIARIT HAT
@1 USATSA BT ¥l ST AT |

9 B3 UK[A & D5 H gAY dcd] Bl =gATH DR, Bl Hol Dl efdd 3R AR 3R I9e qeih| B
41 el TARTATT IR SR < T Udh Ara—a4qell [ddhey [fEd & | a1 99 Ua os fdg 949 Srdn &, orad
DHATHIR FHT FQRTTaIl H =T &1+ Dfecd BR Febdl & 31R A= qeiepl Bl AT BR Fabdl & Sl BB B< b
S8 BN §U € | I8 SFIS] HaRAT WIS 39 3R AHfed fawsi- & AIEldl Pl ggIdl ad g, JfAdra 3%
TPl QI I ST W AFNGIRT BT HAT BT & | 39 AT B foTU HATHIRI BT 397 MF—Urd & fAf=
SftedIoN & Uity o STRadaT & AT U= yfdadl, Tiafafd™ Sk sid-fharsii @1 faem < @ sraegaar
gl 21 I8 gARFd &vd ge fb e <vis
SR AE A dlel e & A1 U AT
HH HEYH DR © I8 ARG D ol Uh g&d
SfEHIUT B AN HRAT & | Dbl Bl bl
SR T HIaRIT & e J91d Bl F Tl &,
/9 T VAT ARl 99T © ST HARA $IR
3R T BT 5 |

T P UNT & HU H FAchl RAAT BT UM
FHEH BUT H gfg & Y & | A IRFAT 7 DHadt
RATH Hieddry | AITaTE Bl 8, dfod FHYD
FEAER Y@ 1 g91H 8, S ARG BT FUR Bl
3R el &, ST Aled & I AR 3faaR,
HETATDIET 3R ST §26T & URMAEl iR TR
AT 2 | IRFAT, 417G BT ARE, I AfKIAT BT T
& e & SRl € S urAl @1 Arlee
FHCH 2 3R I8 Sl B |

STeddl RGN ST DY AR geord] T8YfH &
foy v B9 & w9 # W B BAA L | geH
JHIe 3R BRI AlCH & ARIH 4, IRFAT g
WUDT H gl STl ©, Sl e & gaeld I8 3iR
fawal 1 RS Bl 8| 3ralfdbd bl 93D
TS ¥ D] AEATDIEAT & YRTAdT H I @l
el BT d, RFIT b faeie g 99
ST & G Aehaer &) AT BT FdSh TS
@ et wfcreafd g € |

S E1 U 31U Bl & RO ¥ SE ©,
HETATDBIEY, = 3R AT QIHI, B WR UR 37
S © | RATH 3T WDl Hha 3R oSl
AHIYT & ATARS Hs! BT 9 &, ST DT Bl
AT ST & FIH AR BT 7 AT B © | TT—aBT Sb—I=I19 Ig AR T © b Big
HIgATHD qRITBAT B 7 SV, [T T2 DI g STRIAT & AT UTAl & oA BT Al (A A |
1830 =Sl 9 g€ gY, U JAMHUAT AFRAMURIR D1 AR AS<ATDIE, TcllThdh IR AFT—HITH DI T8+
SIfCEAdT3i @l WISl & el H I BT U T 7 |

Raa e — geifaat: afEan
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Dr. Santanu Das is one of those modern theatre practitioners who
have been trying to find out a new theatrical language as much as
possible. He has obtained PG Diploma in Dramatics from the
National School of Drama, New Delhi. Presently he is working at
Rabindra Bharati University, Kolkata as an Associate Professor & HOD
inthe Department of Drama.

He started his career as a Director and designer in 1990 with the play
Atha Dar Pal Katha. Later he Designed and Directed Power of
Darkness, Ebom Indrajit, Romeo Jeannette, Raisin in the Sun,
Manushi, Oedipus Turranus, Ghare Baire, Gollachut, Macbeth
Mirror and many more with the theatre group Kalyani
Kalamandalam.

In 2015 he jointly directed a production named 'Crossing’ with Aude Marehsal, at Mondvil, France. He
also helped Padma Shri Bansi Kaul as a Designer in the South Asian Music Festival, Adult Education
Festival, Republic Day Festival, National Games, Festival of India in Bhutan and many more. His
production has been invited to perform in different countries like France, Vietnam, Israel, Czech
Republic, Poland, Bangladesh and Nepal. He got the Silver Medal for Direction at the 4" International
Experimental Theatre Festival - 2019, Hanoi, Vietnam. He has acted in the Bollywood movies PANGA
and T3EN.

He has presented papers:- South African Shakespeare Society Conference - 2012, Rhodes
University, South Africa; Elsinore Conference - 2016, Helsingor, Denmark; PQ Design Conference
and Festival - 2019, at Prague, Czech Repubilic. His essays regarding theatre have been published in

About the Director
Dr. Santanu Das

different National and International journals. He has edited two books named A Forgotten Thespian:

SatuSenand Macbeth as Macbeth Mirror.
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Vishala Ramachandra Mahale, graduated from National school of
Drama, New Delhi, with specialization in Theatre Technique and
Design in the year 2014. As an artist working in multidisciplinary,
multilingual set up, he has worked / collaborated with various
groups, performance makers, directors, visual artists and
choreographers to create wide range of art works. At present he
works as a freelance writer, content developer, directorand designer.

Associate Direction
Vishala Ramachandra Mahale
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Acting and Speech Guidance

Dr. Danish Igbal

Dr. Danish Igbal specialises in Voice and Speech. He is a graduate
from India's premier theatre-training institute the National School of
Drama, New Delhi. Dr. Igbal completed his Masters Degree in
'Classical Acting' from the Central School of Speech and Drama,
London.

He also received a Junior Fellowship for research on 'Experiments in
Nautanki' by the Ministry of Culture, Government of India. Dr.Igbal
further pursued the Vani Certificate Course from All India Radio. He
received his PhD from Indira Kala Sangeet University, Khairagarh
(C.G.) Dr. Igbal has focused his efforts on training as well. Having
conducted various workshops on the craft of acting. He also served
as the Creative Director at Bharti College, Delhi University. He taught
Speech and Voice at the National School of Drama, New Delhi. He was an Acting Instructor at Balaji
Telefilms, as well as at the Drama Department of Indira Kala Sangeet University, Khairagarh.

He has been the recipient of many awards for his continued work in the theatre. He was awarded the
Charles Wallace Trust Award in 2004, the Ustad Bismillah Khan Yuva Ratn Puraskar in 2010, and the
Manohar Singh Smriti Samman in 2019. As playwright he has been awarded the Mohan Rakesh Award
for Akeli,and the BV Karanth Best Playwright Award for his play Khauf.

Dr. Igbal is currently serving as an Assistant Professor in AJKMCRC, Jamia Millia Islamia, New Delhi. Dr.
Igbalisanactive presencein film, theatre,and academia.
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Music Direction

Nandlal Nayak

Nandlal Nayak, born in the lineage of traditional Jharkhandi tribal
folk musical family, Son of Padmashri Mukund Nayak, as an American
institute of Indian studies and national endowments for the art
senior research fellow, he has been trained under the best namesand
institutions globally and having carved a niche for himself
internationally, he has dedicated himself to performing and
promoting the practice of customary Ghasi tradition of Jharkhandi |
tribal music, as a 6th generation proponent. He has numerous global
collaborations with musicians, Theatre artist and filmmakers from
USA, Japan, Ghana, Germany, Italy, Austria, Great Britain, etc. carrying
the fragrance of traditional Jharkhandi culture in each of his works.
Mr. Nandlal Nayak has contributed as an ambassador of Jharkhandi
Music, dance, culture and film for well over afew decades.
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Raghav Prakash is an actor and light designer. He joined
BhartenduNatya Academy (BNA) Lucknow in 1984. He received
many awards as an actor like Sarvashrestha Hasya Kalakar Award,
Natya Sangh Award etc. He acted in LTG Repertory as well as NSD
Repertory and was Lighting-in-Charge of NSD Repertory (1992-
1993). He was awarded with Chaman Lal Memorial Award For
Excellence in Stage Light designs-2011, 7th Natsamrat Theatre
Award for best Light Design-2015, Broadway India-2018 award. He
has done more than 600 shows at USA, England, Spain, France and
Oman.

He is the recipient of Sangeet Natak Akademi Award for Lighting
Designin theyear 2020.

Light Design
Raghav Prakash
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Pratima Pandey is a NIFT alumni and winner of Grazia Young Awards
in 2011 in the category of eco-friendly fashion. Her fashion label |
“PRAMA"lays emphasis on natural handloom fabrics and indigenous
embroidery techniques, thereby encouraging craftsmanship and
sustainability. Being a member of FDCI she has showcased fashion
collections at the India fashion week (New Delhi n Mumbai) runway
for 15 years. She has also showcased internationally at Paris, Dubai,
Kenya, Indonesiaand many more.

Her urge to contribute back to the industry runs deep thus she has
been teaching over a decade at NIFT (New Delhi n Mumbai) and NSD
(New Delhi). And also designed costumes for many NSD and
repertory productions.

Her collaboration with renowned artist Vivan Sundaram for Avant grade costumes called “Gagawaka”
hasbeen memorable.

Costume Designer
Pratima Pandey
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Choreography

Lalit Khatana

Lalit Khatana is an Interdisciplinary artist from Gurgaon. He engages
in the field of Dance as A Performer, Choreographer, Teacher and
Dance film maker. In 2008 he got hand-picked by Jaychandran
plazhy, Artistic director of Attakkalari centre for movements Arts
(Bangalore). With the company he performed Nationally and
Internationally in various dance festivals. Lalit decided to move to
Austria in 2012 to pursue further education in Contemporary dance.
He Got Post graduation degree in Choreography and contemporary
dance from Salzburg Experimental Academy of dance (SEAD) Lalit
had opportunity to work with some European choreographers Such
as Richerd siegal (The bakery France) Samir Akika (Unusual
Symptioms , Germany) and Eulalia Ayguade Farro (lali) from
(Barcelona Spain).

In Bollywood : lalit has worked as Assistant Choreographer in song “Bismil” National award winning
Choreographyin 2014 movie“Haider” Another two songs in the movie“Rangoon”Directed by MrVishal
Bhardwaj. Currently is working as dance collaborator with Choreographer Sudesh Adhana (Norway).
Mandeep Raikhy India. He has been a guest faculty In National School of Drama since 2015.
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Mayengbam Sunil Singh completed a three-year diploma course
from the National School of Drama, New Delhi in 2019 with
specialization in direction. He also completed a three-year coursein
Manipuri classical and folk dance. He worked as a former artist of
Sanskar Rang Toly (Theatre in Education company) National School
of Drama. He attended as a workshop co- ordinator of Bal Natya
Karyshala (Children's Theatre Workshop) organized by Sangeet
Natak Akademi in 2022. He completed fellowship of the National
School of Drama on the Topic of "Integration of Drama Tools in
School Curriculum and what are the limitations and possibilities"
under the Guidance of Riken Ngomle (Chief of T..E Company
National School of Drama).

Property Design
Mayengbam Sunil Singh
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lllustrations & Poster Design

Subhendu Sarkar

A master's degree in fine arts from the Govt College of Art &mp;
Craft, Kolkata started his career as a freelance designer. He has done
several projects for reputed organizations, NGO's and media houses
like ICICI, Havells, Indian Navy, Times Now, Peerless Group, and many
more. Soon he started performing as a cartoonist to explore his new
medium; Wordtoon. Now his core objective is to explore Wordtoon
based on various socio-cultural issues of our society engaging the
audience from common people. Presently he is working as a guest
lecturer of Fine Arts at Rabindra Bharati University, Kolkata.
PUBLICATIONS---Translated auto biography of great artist Marc
Chagall from English to Bengali, published by Durotto, Kolkata 2016,
CHITRA BICHITRA (a collection of cartoons) published by R. B
enterprise 2017, Hundred Zen stories published from Aajkalpublication 2018 auto biography of artist
PaulKlee published by Mandas, Kolkata 2023,

Awards: College Award 1999, Certificate of merit 2000, Government college of art &amp; craft, national
scholarship 2001-02 (Govt. of India)
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ON STAGE
First Witch:

SecondWitch:

Third Witch:
Duncan:
Malcom:
Captain:
Ross:
Macbeth:
Banquo:

Lady Macbeth:

Servant:

First Murderer:
Second Murderer:

Macduff:
Seyton:
Siward:

Aoy :
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AnitaBitalu

Unnimaya P

Sangeeta Sarkar

Amaresh Kumar

Mallika Lokhande

Lod Akash /Kabir

VipinYadav

Kabir/Lod Akash

Sumit Rajput

Garima Singh/Pragati Shinde
Pragati Shinde /Garima Singh
Pragati Shinde /Garima Singh
Lod Akash /Kabir

Amaresh Kumar

Lod Akash /Kabir

Sumit Rajput
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OFF STAGE

Make Up-Incharge:
Make Up:

Acting and Speech Guidance:

Choreography:

Assistancein Costume Design:

Costume Design:
Property Design:
Lighting Design:

Assistancein Lighting Design,

Programming & Operation:
Music Direction:
Musicians —

Bagpipes:

Percussion:

Strings:

Music Programming & Operation:

Stage Manager:
SetDesign:

Assistancein Set Design:
Poster &Brochure Design:
BrochureText Translation:
Associate Direction:
Design &Direction:
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Anita Bitalu, Sangeeta Sarkar
Babbu Khan &Team
DanishIgbal

LalitKhatana

SalmaDandin

Pratima Pandey
Mayengbam Sunil Singh
Raghav Prakash

Divyang Srivastav
Nandlal Nayak

Kuldeep Singh Rawat

Sina Fakhroddin

Anil KumarMishra

Santosh Kumar Singh (Sandy)
Amaresh Kumar
SantanuDas

Dipankar Paul & Salma
Shubhendu Sarkar

Anil Sharma
VishalaRamachandra Mahale
SantanuDas
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Our Sincere thanks to -
Prof.VidushiRita Ganguly
Shri. Avatar Sahni

Prof. Dattatreya Dutt, D.Lit.
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. ) Vocals &
Bagpipes [Percussmn) Strings

Kuldeep Singh Sina Anil Kumar
Rawat Fakhrooddin Mishra
Sound Asst. Light Design, D.ESiQ'.' &
Programming & Programming & Direction
Operation Light Operation Student

Sandy
Santosh Kr Singh Divyang Srivastav Salma Dandin




Our sincere Thanks to -

Production Department

Set & Carpentry Department
Costumes Department

Lights Department

Sound & Video Projection Dept.

Property Department

Library

NSD Publication Department
Bookshop

Estate Department

Student Mess & Canteen staff

All the departments of NSD and staff
members
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Photography & Video Documentation Dept.
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P AT fa=mea
NATIONAL SCHOOL OF DRAMA

Bahawalpur House, Bhagwandas Road,
New Delhi - 110001
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