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UPARUPAKAS AND NRTYA-PRABANDHAS*

Dr. V. Raghavan

A study of this subject, Uparupakas and Nrtya-prabandhas,
is necessary for the light it could throw on the history and
developement of many a dance-form prevalent in different parts of

the country.

The ancient Indian stage was a growing one and at one point
in its growth it was considered useful to classify the performances
into two kinds, the rupakas and the uparupakas. Broadly speaking,
the rupakas are major forms of drama and the uparupakas, minor
forms of drama in which music and dance predominated and most
of which were forms of dance-drama or regular dances. Thif
distinction cannot however be strictly enforced because in th«
rupaka class, considered to comprise the ten forms—da$a rupaka—
not all could be entitled to be characterised as regular or major
dramatic types. Barring the two leading types, the heroic nataka
and the social prakarana with their derivative product the natika
and the farce, prahasana, in one or two Acts, the others were lesser
or irregular forms. Except probably in the case of the vyayoga
we have no survivals of early specimens to know what exactly the
ancient forms of dima, anka, samavakara and lhamrga were like
The vithl and the bhana, of which latter we have some definite
idea from descriptions and old specimens, were not examples of
drama proper and could legitimately be classified among the

uparupakas.

The technical distinction which Natya Sastra works make
between rupakas and uparupakas is that while the former present
a full rasa with other rasas as accessories, the latter could only
present a bhava or bhavas; the former were accordingly referred to
as vakyartha-abhinaya and the latter as padartha-abhinaya. That

*First read as a paper at the Dance Seminar held by the Sangeet Natak
Akademi, New Delhi, 1958. First published: Sangeet Natak No. 2,
pp. 5-25, S. N. Akademi, New Delhi.
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is, in the rupuka a full story was presented through all tbs
dramatic requirements and resources fully employed but in the
uparupaka only a fragment was depicted and even when a full
theme was handled, all the complements of the stage were not
present; the uparupaka lacked one or other or more of the four
abhinayas, thus minimising the scope for naturalistic features—
lokadharml—and resorting increasingly to the

resources of
natyadharmi.

Thus in some the element of speech, vacikabhi-
naya, was omitted, as in Kathakali, though the representation
included a continuous theme and the portrayal of different
characters by different actors or dancers. Often, the reduction
of the lokadharml element of each character being played by a
separate actor or dancer formed the chief feature which made for
the performance being classed as an uparupaka. The bhana
among the rupakas negotiated the theme through a single actor
through the device of the ‘talk in the air

alcaSabhasita, ot
imaginary conversation.

This reduction of dramatis personae
took with it the elimination of one whole abhinaya, the aharya.

Aharya included also the use of a few stage properties whose
renunciation threw the burden of interpretation exclusively on
the solo artiste and his or her ability to expound and exploit to
the full the possibilities of angika abhinaya.l

The Natya and Alahkara Sastra texts in Sanskrit had to
codify the uparupakas that were growing and compelling recegni*
tion at a particular stage and the texts simply drew a line, which

was somewhat historical, though, as explained already, having afl

artistic and technical basis. Just as there were bhana and other

irregular types in the rupaka-class, the uparupaka-class too had

larger dramatic forms which were placed there on historical

grounds, but with this justification for inclusion among them*
namely that music and dance dominated in them.

Such a typé6
was sattaka,

exemplified by RajaSekhara’s Karpuramanjan, a

complete Prakrt counterpart of the natika. In the ancient and

traditional technique of production, music and dance formed an

1. See the writer’s Bhoja's Srngara Prakaia (1963), ch. xx, Bhoju and
Natya Saitra, pp, 533 ff., and especially 545 S.



integral part of drama, but what is meant here specially with
reference to the uparupakas is that these elements played a greater
part here, as thematic features and motifs too ; often, the vacika,
the spoken dialogue, took a musical form, the story having been
composed in songs.

How early do we hear of these lesser varieties of the ancient
Indian stage ? In the Kama Sutras of Vatsyayana, we already hear
of the men and women of taste witnessing or taking part in
hallisaka, natyarasaka and preksanaka. Bhamaha and Dandin,
who were primarily rhetoricians concerned with ‘read poetry "»
mention by the way that there were dvipadi, rasaka, skandhaka,
lasya, chhalilca and Samya—all of these intended to be *seen
These werecompositions set to music and dance. As these
names comeup in regular treatises on Natya Sastra, we shall
come laterto the consideration of what these actually were.
Some of these appear also in descriptions in literature, for
example, Kumarila, the great MIm5msaka, speaks of dvipadi and
rasaka in his Tantravarttika, and the chhalilca, or chalikya, occurs
as a dance in the Harivam&a and is mentioned by Kalidasa as
being learnt by Malavika.

As already explained, Bharata’s text itself mentions one
performance which is not included in drama, but is of the form of
dance, namely lasya. The greatest name in the history of drama
and dance after Bharata is Kohala whom some recensions of
Bharata’s text itself—for example, the one in the Kavyamala
edition—mention as the author of the Uttaratantra, suggesting
thereby that Bharata’s text would be the Purvatantra. All that
developed in the post-Bharata period was codified by Kohala: in
fact, the labours of Kohala were so significant that it appears
from Abhinavagupta’s statement that even Bharata’s text under-
went a redaction on the impact of Kohala’s work. From
Abhinavagupta’s observations, we gather that it was Kohala who
for the first time spoke of the stage-performances outside the pale
of the daSarupaka. And it is in Abhinavagupta’s commentary on
the Natya Sastra that we first see some of these uparupakas
referred to, occasionally mentioning a technical characteristic of



theirs and an illustrative composition also. The chief of these

uparupakas mentioned by Abhinavagupta as dealt with by Kohala
is the totaka- The totaka is described by post-Abhinavagupta
writers, 6aradatanaya for example, but none has any clear idea of

it nor even an undisputed example of a totaka. Totaka is taken

like natika and sattaka, more as a dramatic form and sometimes

the Vikramorva&iya of Kalidasa is cited as a totaka. The

correctness of this identification cannot be vouched for. Though
the names sattaka and totaka, or trotaka, have been understood
as names of dramatic forms, it is not forgotten that they were

intended to be danced or that they were dominated by music and

dance. It is quite likely that these were originally popular dance*

forms. As early as the Barhut Stupa,

we hear of the sSdakO
dance.

These dance-forms might have been taken and used a!
bases or motifs for sophisticated and elaborate dramatic efforts
by the classic poets and dramatists, and gradually the over-
emphasis on the literary side might have led to their growth into
a species of drama. An element called totaka occurs among the
sixty-four sandhyahgas or emotional or incidental ideas occurring

in a regular drama. Bharata defines it as something said io
agitation, under the stress of an emotion.

The following uparupakas are referred to or described by
Abhinavagupta in his Abhinavabharatl: dombika, prasthanm
Silpaka or sidgaka, bhanaka or simply bhana as distinct from the
bhana in the data rupaka class, bhanika separately from bltdnaka
ragakavya or simply kavya as distinct from the poetic composi-

tion proper called kavya, prerana,

ramakrtda, rasaka and
hallisaka.

W hile these are the forms mentioned by one writing
from Kashmir, let us see what varieties of these minor

stage-
performances a writer from Malwa mentions.

Dhanika in his
commentary bn his brother’s standard treatise on drama, the
DaSarupaka, refers to the uparupaka forms, dombl, Srigadita, blian<t\
bhani, prasthana, and kavya; he cites a verse mentioning these

and the verse significantly adds this remark that these seven are

executed by a single dancer. In the same region of Malwa aross

the royal polymath and patron Bhoja, who, in his magnum opUti



shows his acquaintance with the local as well as Kashmiri
traditions; his Srngara PrakaSa is the first regular work on poetry
and drama to give a codified treatment of types of uparupaka.
He defines, citing examples for some, twelve types: irlgadita,
durmilika or durmilita (mentioned by others as durmallika too),
prasthana, kavya or citrakavya, bhana (Suddha, citra and
sankirna), bhanika, gosthl, hallisaka. nartanaka, preksanaka,
rasaka and natyarasaka or carcari. Thus between Abhinavagupta
on one hand and Dhanika and Bhoja on the other, we get a good
deal of light thrown on a little-known side of the ancient Indian
theatre. The ancient Indian stage—to emphasise an important
fact—had a rich repertoire and the ancient rasika had a surpri-
singly large variety of stage-performances to witness and enjoy.

Later, three other works, the BhavaprakaSa of iSaradatanaya”
the Natokalaksanaratnako&a of Sagaranandin and the Sahitya-
darpana of Vigvanatha, give full descriptions of these uparupakas
but their evidence is of less value; they draw their material
mainly and ultimately from Abhinavagupta and Bhoja. As
maintained at the outset, an examination of these uparupakas is
useful as it lights up the history of the surviving forms of popular
dance and dance-drama. The uparupaka is the link or common
ground where the classic met the popular, and the sophisticated
took up the folk-form ; and therefore an inquiry into the nature
of these uparupaka signifies an effort to codify these lesser and
popular forms, and assigns them a place in the framework of the
theory ; and their relevance and significance to our present purpose
will be clear if we refer to them by their other name, nrtya-
prabandhas.

Now collating the data available in Abhinavagupta, Bhoja
and other sources, let me place before you such reconstructions as
possible of the wuparupakas and nrtya-prabandhas. First the
Srlgadita.

This is a composition depicting love in separation—
vipralambha, featuring a kulahgana or lady of family, along with a
lady friend of hers (sakhi); the heroine describes the qualities of
her lover and then, referring to his bad behaviour towards herself,



complains against him. According to Bhoja, itis called Srlgadita,
the utterances of Sri, because Goddess S'rl or Laksml and her
Lord, Visnu, are the prototypes of the beloved and the lover
figuring in it. In Abhinavagupta, we come across a form
described in similar terms but called sidgaka which
times given as singaka or in a Sanskrit form iilpaka. There may

be here a process of wrong Sanskritisation or hyper-Sanskritisa-
tion, which is quite common

is some-

in this process of give and take,
According to Abhinavagupta, in sidgaka, a nayika in separation

relates to her friend her husband’s bad conduct and perverse
behaviour. Students of dance may at once recognise here the
similarity of this theme with that of the recurring theme of
Bharata Natya songs, particularly varnas.

Whiie the heroine in Srigadita is a kulahgana and the
atmosphere is dignified, that in the next type durmilika or

durmilita is less dignified, dealing as it does with clandestine love.

The character featured in this type is a female accomplice of a

lower type, a cetll who takes the audience into confidence over ;
the secrets of the clandestine love-affair she is aiding. After she
appears and holds the audience for some time, one of the parties
to the love intrigue appears on the stage, and she sets forth her
plans and makes her demands, bordering on blackmail. The
name dur-miliko (-ta) may mean the clandestine union. Songs

featuring themes approaching this can be found among the padas
of Bharata Natya.

Prasthana is a type described by both Bhoja and Abhinava-
gupta, but by each in a different way. Bhoja says that prasthana
depicts all the phases of love in separation including pravasa or
that caused by the lover going away on a journey, which last is
evidently to be understood by the name prasthana. There isto
be the description of the seasons of spring and the rains, and the

longing of the heroine. A technical detail of music and dance

mentioned by Bhoja is the performance marked by four apasaras.
Apasara, the Natyadarpana explains, is the name of a section
marked by a course of dance, nftyacchinnani khandani apasarah.

The performance enlivens itself towards the close by the



introduction, through some device of the theme, of the heroic
sentiment vira rasa. Prasthana means also ‘starting of a warrior
on a victorious expedition ’ and if the hero is one such, his
triumphant return and the description of his exploits could very
well introduce this heroic element at the conclusion of this piece.

Abhinavagupta speaks of different other elements in his
version of the prasthanam He says that it should be played in both
the styles of tandava and lasya, forceful as well as delicate, with
the latter predominating. He too speaks of the going-on-journey,
evidently of the lover. But the striking detail mentioned by him
is that, in the piece, there is imitation of the gait and movements
of animals like elephants. Are elephants and horses to be under-
stood here as forming part of the forces of the hero going on the
expedition? In another context, Abhinavagupta refers to a music
feature called varnanga as characterising the prasthana.

Kavya and citrakavya, in the class of uparupakas, are not to
be confused with types of poetry of those names known in
Alankara Sastra. The kavya is here a whole story composed into
songs and dances. If the whole song-poem is in one raga, it is
just the kavya, if it is in a variety of ragas it is citrakavya.
Bhoja’s description of these two is full of technical musical
details concerning the composition, raga and tala. Abhinava-
gupta gives it the clearer name ragakavya-, it is sung and inter-
preted in gestures, abhinaya. Two examples are also mentioned,
on parts of the Ramayana story, the Raghava-vijaya and the
Mnricavadha, the former composed and sung throughout in
thakka raga and the latter in kakubha grama raga. Abhinavagupta
makes special mention of the fact that in this type, despite the
change of situations and sentiments, the same raga continues to
be employed. A verse of Kohala is quoted in the same context,
describing a variety of this in different ragas and talas, which
would be the citra-kavya mentioned by Bhoja. Elsewhere
Abhinavagupta quotes Kohala describing the story of Tripuradaha
composed in this form, sung and danced to by $iva. That this
was an early development is shown also by a reference in the
Ubhayabhisarika in the Caturbhani collection to courtesan-



dancers taking dancing contests on such story-compositions for
dance as the Purandara-vijaya mentioned there.

It could be seen that the celebrated Gita Govinda, in the
wake of which many musical story-poems arose, belongs to the
type citrakavya noticed above. The Gita Govinda occupies

indeed a key-position in the history of both music and dance and
not only inspired numerous Sanskrit imitations but led to the
outburst of a class of musical dance-drama in the local languages,
sometimes mixed with Sanskrit, in different parts of the country.
The compositions of Saiikaradeva of Assam, of Umapati in Bihar,

of Bhagavatanatakas and Yaksaganas and the Krsnanattam and
Kathakali of the Andhra, Karnataka, Tamil and Malayalam
areas—all turn to the Gita Govinda as the ultimate source and
inspiration. In the whole history of music or dance, in any part
of the world, | do not think there has been a creation of a genius
of greater destiny and potentiality than the Gita Govinda of
Jayadeva.

The raga-kavya, particularly of the citra variety,
cultivated in the Tamil country,

but sometimes with the
drama too.

has been
in the field of music primarily
intention to be performed as a dance-
Thus we have whole puranas, itihasas and episodes
thereof and stories on the lives of saints composed in Tamil in the
form of klrtanas in different ragas and talas: for example the
well-known compositions of Nandan Caritram of Gopalakrisna
Bharatl and Ramanataka-Kirtanas of Aruijacala Kavirayar,

the lesser known Skandapurana-Kirtanas,
skandha-kirtanas, etc.

and
Bhagavata-daSaind’

Such raga-kavyas in one or more melodies were produced in
some number

in Orissa when there was a music and dance
renascence there in the 18th century. This was to be expected of
a place where the Gita Govida was produced and where there

had been provision made, at the temple of Jagannath, for its
dancing. Purusottama who flourished under King Narayana of
Parlikhimedi, associated with the

writing of Sahgitanarayci
produced some

raga-kavya and Purusottama’s son Narayana



speaks in his Sangitasarani of the two classes of the ragakavya,
the Suddha-prabandha in one melody and the sutra-prabandha in
many melodies ; in the former class, he composed four and in the
latter two, one on the Ramayana and one on a Jagannath Temple
festival.  Purusottama composed three Suddha raga-kavyas on

the Ramayana story-

According to Bhoja, bhana, bhanaka, and bhanika constitute the
singing of praises of the deities Siva, Visnu, Devi, Skanda etc.
Bhoja’s description of this type includes a number of music and
dance details. It is to be in seven sections, employing one, two or
more languages and danced in both forceful and delicate styles.
Two noteworthy points found in Bhoja’s description may be
underlined : as the musician sings, he will go on saying something
continuously (gayana-sahokti-yuktah) and some speech appears to
be necessary to explain its name, bhana. The other point is that
things difficult to dance or interpret in abhinaya, intricacies of tala
and rhythm—all these are to be displayed in the bhana. The
same type would be bhanika, if the subject of the stotra is God
Visnu, with softer dances called forth probably by the love
sports of the Lord; nine or ten themes in equal number of sections
may be composed into the bhanika.

That this type called bhana is definitely a music and dance
composition is confirmed by Abhinavagupta who says that
instrumental music is to dominate in the bhana. Regarding how-
ever the subject matter of the Mana-composition, the specimens
known to Abhinavagupta were of didactic nature, inculcating
principles of dharma etc., through symbolic descriptions of animals
—Ilion, boar, bear, buffalo—much in the same manner as the
anyapadeSa verses known in poetry ; when these animal-examples
are used, they are featured in themes of the form of continuous
animal-fable, thus necessitating imitation of the gait and other
activities of the animals. This would then have been very
valuable indeed as affording considerable scope for the different
animai-gaits set forth by Natya Sastra texts in the chapter on
gati. The animal-gaits, it is added, are displayed by the lady
dancer who figures here. The scope for speech is also included
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in the definition to justify the title bhana. From Abhinavagupta%
mention of Man-Lion (Narasimha) and Boar (Sukara) and Bhoja’s
reference to exploits of Hari, we may be tempted to link these up
to some imitations of the incarnations of Visnu. | have dwelt
on the bhana at some length, as | understand from Sri J. C.

Mathur that there is a type called bhana still surviving round
about Mathura.

The gosthi, which is known from Bhoja only, depicts
Krsna’s exploits in killing the demons. Halllsaka, more widely
known in literature, is a circular dance, in the manner of Krsna’s

dance with the gopls. The circular dance of girls is one of the

most widely prevalent folk dances found in all parts of the
country ; the garbha of Gujerat, the acciyarkuravai of ancient
Tamil classics, the kummi, kolattam and kudichuppattu of Tamil-
nad and the kaikottikkali of Malabar are all varieties of halllsaka.

The narlanaka is important, as it isjust the well-known dance-
recital by a single danseuse, such as we have in the Bharata
Natya. This isthe same as the lasya described by Bharata
himself. Bhoja underlines three features of this : slow tempo and
elegant movement, and the abhinaya of transitory moods of the
rasas. According to him Samya, dvipadi, chhalika are only forms
of this. Samya means the short multi-coloured span-long sticks
that girls use for striking the rhythm-beat in their dance, from
which the dance gets that name; iamyd also means one of the
hand-actions in beating the palms for keeping tala-, therefore, as
a dance, iamya is done by girls either keeping tala with sticks, in
which case it will be danda-rasaka or the kolattam of Tamilnad,
or with their palms in which case it will be the kudichuppattu of
Tamilnad, and the kaikottikkali of Malabar. Dvipadi is the
name of a laya, a music composition and dance based on it.
Chhalika, as already said, is mentioned by Kalidasa as learnt by
Malavika; Kalidasa says in his play that it was associated with
the lady Sarmistha as its author, that it had four parts or themes
and that it was very difficult to perform. Malavika performs the
fourth part of its theme which depicts purvanuraga-vipralambha or

longing before the first union. Later commentators fall back on



the word chhalita, its possible derivation from chhala and so on,
or on Malavika’s dance itself and offer no enlightening comments
on it. The only source, apparently early, which gives a rather
elaborate description is the HarivamSa, but no clear picture of the
distinct form of this dance could be had from the text. From
more than one context here, we learn that it is primarily the name
of a piece of music, from which the dance employing that music

gets the name. ,

The preksanaka was a show which took place in the open on
streets, amidst a gathering of people, in quadrangles, and temple
courtyards; it was performed by a number of persons. Bhoja
gives also the performance of the Burning of Cupid as an example.
Even now, at the time of Holi, in Maharashtra, and under its
influence in Tanjore District in Tamilnad, the episode of the
Burning of Cupid is enacted in public, employing a Marathi song-
type called lavani in which one party contends that Manmatha
had been destroyed and another that Manmatha still lived.
Preksanaka has also been used by later authors to denote any
kind of irregular stage-performance, not conforming to any of the
well-defined types.

While all ancient dance, tandava and lasya, was associated with
3aivism, later dance traditions had come under the sway of
Krsria and his legends and sports. Already we noticed that the
types of gosthi and hallisaka were associated with Krsna and
the gopis. Rasa is the type par excellence with which Krsna and
the gopls are connected. Rasa is also a dance in a circle, by a
number of women, sixteen, twelve or eight. The style is delicate or
forceful; it isin indifferent talas ; in fact rasa itself is a tala-name.
The women sing and dance but there is no abhinaya. They do

only pure dance or nrtta but what is noteworthy in this is that
they execute many patterns. As they are in some numbers, they
combine Into different patterns and designs called pindibandha,
irnkhala, bhedyaka and lata. The first is the dancers coming
together and forming clusters; Srnkhala is forming a chain ;
bhedyaka is breaking from the lines of the former and going

into different positions and lata is formation like creepers, with



intertwining of the dancers standing in two or more lines. As

one text says that the number of ladies in a rasaka can go up
to sixty-four pairs, wonderful patterns are possible here.

In the description of the next type, natya-rasaka, Bhoja goes

into further details about these patterns. Natya-rasaka otherwise

called carcarl is done in spring and in honour of the King, for
example, the one at the opening of the drama Ratnavali. Carcarl
itself”is a fa/a-name, but Bhoja mentions varnatala as being used
here. The girls who do this in a body execute the patterns pindi,
gulma etc. First one pair of dancers enters and dances, then

another and thus groups are formed. Drums, sticks, recital of

rhythm-syllables. other instruments, all these are employed. The
performance ends with a benedictory verse, making a reference to

the Gods having danced thus when they got the’ nectar by the
churning of the ocean.

Pindi is a term already found in the Natya Sastra of Bharata

in the description of the dances preliminary to the play proper,

the purvarahga. Pindi is here described as the nartaki executing

the form of the weapon or the riding animal of the different
deities, Trident for Siva, Lion for Devi, Elephant forIndra and so
on. In the same chapter, Bharata speaks of the patterns Srhkhala
and lata and while explaining these Abhinavagupta says that
pindibandha means in general what dancers do by coming together;
they can combine in two ways, the sajatiya in which the two
dancers would appear as two lotuses from a common stalk or the
vijatiya in which one dancer will remain in one pose like the
swan and the other will be in a different pose to give the effect of
a lotus-with-stalk held by the swan-lady; in gulma-Srhkhalika
pattern, three would combine and in a lata, four. Bhedyaka,
Bharata says, is done with dance; that is, while executing the
other types there may not be elaborate dancing in the form of
steppings whereas in bhedyaka, regular dancing is to be done.
Further interesting information given by Bharata here is that these
patterns are achieved with the aid of (1) perfect practice, (2) some

mechanical device, and (3) some armless seats or

similar stage
properties.

Abhinavagupta however puts a different interpretation
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on this passage. | have devoted some attention to this, as there
may be a wrong impression among some critics that Indian lasya
is stereotyped, that there is no scope for group work and/or the
exploitation of the pictorial possibilities here. That such
compositions of pure dance with groups of dancers were done is
known also from sculpture and | would draw attention in this
connection to a frieze in the Amaravati sculptures (Madras
Museum Bulletin, Pi. XI1II, fig. 16); there are four ladies here,
one kneeling in the foreground with another standing behind her,
and both flanked by two others; the placing, the variation of
sthana and karana, the symmetry, everything is so perfect—we may
not be able to identify exactly the karanas here in terms of the
108 in Bharata, or of the pindis etc. mentioned above, but this is
one of the simplest and most beautiful compositions. (See
illustration).

We lost ourselves in the labyrinth of pattern-dance whila
speaking about rasaka and natya-rasaka. When on rasaka-varieties,
we might refer again to the variety already touched upon, the
danda-rasaka. In Act IV of the play Karpuramanjan of
RajaSekhara of the sattaka-class already explained as being full
of music and dance, the poet introduces the vatasavitrl-vrata,
celebrated in summer and as a part of its festivities, depicts
different dances. Danda-rasaka is played here by thirty-two
nartakls, and as these, with their steps and sticks in their hands
close to the tala, wheel round or cross each other, dividing them-
selves in two rows of sixteen, they form variegated patterns—
vicitra-bandhas. According to a detailed Sanskrit extract in
a Tamil dance-text in manuscript called Suddhananda-
prakaSa, these patterns executed by them showed hexagonal and
octagonal formations. The Sanglta-samaya-sara has a long
description of the danda-rasaka ; Par*vadeva gives elaborate and
varied instrumental accompaniment to this; cymbals, bells and
tala-vadyas like pataha, hudukka, mrdanga and Ilcarata. Starting
with a pair of dancers who entered” first and then bringing on
further ones, they went up to eight or more pairs; they danced
facing each other and as they executed their elaborate dances, by



steppings and wheelings they formed different sthanas, karanas

and bandhas. The Nrttaralnavah has also a long description of
danda-rasaka and mentions that, in the place of sticks, the
dancers hold also a fly-whisk, sword, etc. The Nrtyasarvasvd
refers to dances of deSi-type with sword, piece of cloth, stick,
garland, fly-whisk, lute and ball. Till recently, it is known, that
Nattuvanars fitted adavus and jatis to sword dances and trained
their dancers doing varnas to execute the same with swords; i°
the course of their movements, they would cut vegetables with the
sword tied to the body of a girl lying on the ground ; in the course
of their footwork, they would at specific points of the dance,
bring down their swords on the vegetables in a most uncanny
manner, without causing any hurt to the girl bedecked with the
vegetables ; they would similarly go about their dance movements
with pieces of cloth in their hands, which, even as they danced,
they would make into a dove.

Apart from these, a rasakahka is found in both Abhinava-
gupta and Bhoja and they quote from a composition called
Radhavipralambha, on the theme of RadhS in separation, by poet
Bhejjala.

We now come to a type, important in a different way—the
dombi ox dombalika. Abhinavagupta refers to it several times
and quotes from a composition called Cudamani Dombika by
poet RSnaka, and perhaps from another composition also called
Gunamala. The dombi is a type like the nautch, done by a single
nartakl; songs are sung by accompanying singers, and the dancef
the dombt, dances. The difference is in the person of the dombu
and the nature of the theme. Dombi is a kind of drum and also
a class or community of people accomplished in music and dance.
The Rajatarangini refers to domba-gayanas and a domba-mandala
consisting of one Ranga and his two daughters called domba-
gayikasm The dombankuttadis were, till some time back, common
in the countryside in the South, moving about with their women
and drum and displaying their difficult rope-dancing. The
dombas must once have been a community of people highly
accomplished in the arts of music and dance. The kings used to



receive them or entertain parties of them and spend time seeing
their dances in which they sang songs of secret love-episodes, of
how such and such a lady in love fared and what her accomplice
achieved for her, themes not far removed from those of some of
the lower specimens of padas in Bharata Natya. One Important
thing to be noted which makes for its difference from nautch and
for its being a popular form is that the dombl does not interpret
the words and meaning of the songs closely in abhinaya ; on the
other hand she does some action in accordance with the character
and the theme, like the suggestive action of brows and eyes and
some simple movements of hands such as figure in normal
human activity and speech. The dombl concentrates on the song
and the dance movements and poses she executes according to the
laya of the song. During these dance interludes the hudukka
drum is played as accompaniment, and Abhinavagupta says that
in the vernacular this is called cill-marga.

Two more uparupakas or dance-compositions are mentioned
by Abhinavagupta: the preram which is said to be comic and the
ramakrlda which is said to describe the different seasons. In a
second reference to prerana along with bhana and bhanika
Abhinavagupta speaks of descriptions of animals and animal
fables having a didactic import as figuring in this type also.

References have already been made to the chalika and carcarl
dance featured in the plays of Kalidasa and Harsa. The
Karpuramanjan of Rajasekhara is an interesting source of infor-
mation and it describes dances other than the lasya and danda-
rasaka, noticed already. We may note them as they are quite
out of the way and add to our knowledge about the richness and
variety of dance forms; RajaSekhara speaks of comic dance, and
dance of women dressed as hunters; he describes a terrible type
depicting raudra rasa called Smaiana-abhinaya, with facial masks
of fierce spirits, emitting weird noises. Another dance done by
the women here is calledyoginl-valaya-nartana-keli but no details
of this dance can be gathered from the description. To the
accompaniment of the hudukka in rather fierce sequences and of



the mardala drum in soft sequences, another woman performs the
cillikarma. Cilli, also called cillimarga, is, according to
Abhinavagupta, what is done as pure dance in between the
sections of the dombi already described. This vernacular name
shows the popular character and origin of the dombi.

The BhavaprakaSa describes some uparupakas not noticed by
Abhinavagupta and Bhoja. These are sallapaka, iilpaka,
ullopyaka, mallika, kalpavalli and parijata. A few of these names
may be traced elsewhere also but the variants in the names
themselves and the descriptions, such as are available, give us no
help to get a clear picture of these.

Having dealt with dance-forms that could be gleaned from
sources which are of somewhat remote accessibility, | might turn
now to those found in sources more accessible to general students
of music and dance ; the sources to be tapped now are of a later
date, and if we follow a chronological order, they would, by steps
lead us to the present survivals in different parts of the country.
It may also be noted that while the folk-affiliations of the
uparupakas had to be traced vaguely, the series of dance-forms to
be taken up now, disclose their popular origin clearly ; they are,

in fact, dealt with in these treatises under desi-nrttas. Another

point to be noted is that from the rupakas to the uparupakas and
from the latter to the nrtya-prabandhas there is a progressive
reduction of the vacya or text or speech till it is completely
replaced by songs ; a literary composition of some length or size
gives place to short songs and dance-music. The music and
dance treatises used for the collection of this material,

some of
which are still in manuscript, are : the Manasollasa of Somesvara,

Music and Dance Section (Ms)l the Sangitaratnakara, the
Sangitasudhakara of Haripala (Ms), the Sahgitasamayasara of
ParSvadeva, the Nrlttaratnavali of Jayasenapati2, the Sang'ita
Cintamani of Vemabhupala (Ms), the Sanglta Raja (Nrtyaratna-
koSa) of Kumbhakarija (Ms), the Aumapata, the
Muktavali of Devendra (Ms),

1

Sangita
the Sahgitadamodara of Bhat|a

Since published in the Gaekwad Oriental Series, Baroda
2. Govt. Oriental Mss. Library. Madras. 1967.



Subhankara (Ms)1, the Sangita Darpana of Damodara, the
Sangita Saramrta of Tulaja, Saiigita-sdra-sangraha of GhanaSya-
madasa and several other works dealt with by me in my account
of Later Sangita Literatures, as also some amorphous complica-
tions in print as well as manuscript.

The gondali is the most important of the dances described in
these treatises. From the NrttaratnSvali of Jayasenapati we learn
that this was organised into an art form for recitals from the folk
dance of the gondalis of Maharastra by King Some”vara of
Kalyan, after seeing a gondali dancing before his camp. Gonda
and gondali mean hunters. Without a knowledge of this history,
some writers had needlessly made gondali, into kundall, made her
a divine damsel learning this dance from Parvatl and propagating
it! In gondali the difficult music compositions are to be eschewed
and easy and delicate dance movements are to be resorted to.
The danseuse may or may not herself carry or play the instrument
called trivali. She is to wear Karnataka make-up, for KarnStaka
extended upto SomeSvara’s capital at that time. The progress of
the gondali dance also follows the Karnataka mode, starting first
with melapaka, then after instrumentation, going to puspanjali,
and then the danseuse beginning her dance. Either the dancer
herself or a supporting musician should sing after a course of
dancing with the accompaniments of instrumental music. The
singing should include recital of rhythm-syllables and end with
kalasa or tirmana as we might now say. After this she should
resume dance involving various caris.

The next important dance on which detailed technical
information is given by Sarngadeva, Jayasenapati etc., is the
perani, also given, in a slightly more Sanskritic form as prerana.
The connection of this with the prerana of Abhinavagupta is not
clear. The perayi is a gifted male dancer, highly accomplished in
music of voice and instrument, and in dance, capable particularly
of doing the deSi bhramans and karanas involving jumps or

1. Since printed from Calcutta, from a single ms.

2. Journal'of the Madras Music Academy, Vol. IV and Bulletin of the
Sangeet Natak Akedemi, New Delhi, Nos. 17 and 18.
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utplutis. The most striking thing about him is his make-up:
with a shaven head mounted with a tuft and a replica of a hooded
serpent, with stripes of holy ash on his limbs, with ornaments of
of cowries, gold pieces and stones, and with a number of small
bells on his lower leg, bearing in one arm a stick and in the other
a fly-whisk, he enters the stage; before him singly or in pairs four,
six or eight associates of his in the same dress being already
present there; taking his stand in their midst, the chief perani)

assuming the samapada or bhujahga-trasita karana, shows himself

to the audience on the rise of the curtain. His dance has five

sections; first, pure dance in both tandava and lasya styles; the
next is kaivara or kavicaraka, a poetic composition in praise
of the king; the third ahga is garghara in which instruments of
tala are played along with the steps of the dancer ; this instru-
mentation and footwork has six or seven stages, involving
different kinds of floor-contacts of the feet or adavus as we might
now call them in the terminology of Bharata Natya; the fourth
section is called vikata and comprises the imitation of the acts of
goblins, monkeys, etc., and movements of face, lips, eye, abdomen
arms and legs, displaying contortions and exciting laughter; the
last ahga is the singing of songs. | mentioned that the perani
entered surrounded by associates, with make-up like his own; one
of these called atta-bodaka, that is a deSi word meaning one
with a completely shaven head, is said to indulge in some comic
dancing before the perani arrives in their midst.

Side by side with this perani or prerani, texts like Nrttaratnfc
vali and Sangitasaramrta speak of a pekkhana or preksana of
prehkana. This comprises six ahgas of music and dance and

involves carls and Icaranas of utpluti type in udhhata or forceful
style. It is danced by men as well as women.

Sivapriya is a form described by Jayappa, and following him,
by Kumbhakarna also. This is done by devotees of Siva, men of
women, wearing stripes of holy ash and rudraksa rosaries,
standing in a row and singing of Lord £iva. Quite a large
number of tala instruments are played, each member of the party
playing a different one. They recite the rhythm-syllables, form



into two rows facing each other or circlcs, and dance in delicate
style executing many movements. The occasion of this dance is

festivals of Siva.

Kollata borders on circus. In this, with the sounding of
horns, drums, cymbals, bells and the like the dancers walk on
ropes on high, cutting difficult poses, mount;high poles and wheel
round on the top, play with edges of swords, endangering their
lives in these movements, strut about lightly with heavy loads on
their bodies, jump up into air like birds and brandish swords and
other arms. Some of these were referred to above under the
dombika and dombas. During the Dussera festival, displays of
some of these feats were common a short while back. The story
of Vivarta in ch. 8 of the DaSakumaracarita describes the wonder-
ful display of dancing with swords and the execution by the
dancer of many karanas, of the marga and deft varieties. In the
Naisadhiyacarita of Srlharsa and the poem Hirasaubhagya there
is a description of a party going in front of processions and
making display of sham fighting etc. The same Naisadhiyacarita
refers also to dancing on the top ofthe pole. These artistic displays
of sword-play etc. are not later developments ; they are very old.
In fact, the four vrttis and four nyayas of Bharata’s Natya Sastra,
as | have shown elsewhere, were derived from sports like sword-
play, javelin-throwing etc.1 Dances connected with weapons still
survive in the dramatic baris of Bali. Unfortunately the decay
of national games and physical exercises, as a result of the rise of
more fashionable Western games and sports, has had its reper-
cussions in the field music and dance too.

Kanduka-nrtta or the dance with the playing of the ball was a
wide-spread and at the same time important form. The simple
beating of the ball by the flat palm, as it springs from the ground,
was worked out into a regular dapce with the dexterous execution
of different swift movements, turns, wheelings etc. This kanduka-

1. ‘The Vrttis ’, Journal of Oriental Research, Madras. Vols. Viand
VII. See also ‘Sanskrit Drama and Performance,”J ofthe Madras Univer-

sity, Vol. XXIX. i.



nrtta forms a motif in one of the stories of Dandin’s DaSakumcira-
carita (of c. 700 A. D.) ch. VI, the story of Princess Kandukavati
of Damalipta who was, till her marriage, propitiating Goddess
Vindhyavasinl by performing before her on the day of the Krittika
constellation every month, the kanduka-nrtta. In this dance which
the Princess did before an admiring crowd of spectators, Dandin
says, she adopted the three tempii of madhya, vilamba and
druta; she displayed very rapid to and fro steps also; plied both
her hands, sang, sent the ball in every corner and made it come
back, executed numerous and varied karanas and moved in circles
(mandates), wavy lines (gomutrikas) and other movements referred
to as gitamarga and pancabinduprasrta ; and displayed further
many a beautiful game with the ball. The commentary
even to a text on ball-playing as an art,

refers

called Kanduka-tantra-
Describing this kanduka-nrtta, Jayappa refers to the playing of

music instruments, carls and rhythm patterns of steppings called
lotus, wavy line, serpentine gait, and circle (padmabandha, gomutri-
kabandha, nagabandha and cakrabandha), and soft and delicate
actions. Jayappa speaks of the kanduka-nrtta as a group dance
in which the women, besides beating it on the ground, threw and
exchanged the ball and ran to catch it.

The cindu is a dance-form of the Dravidian-speaking areas
taken up and set In a standard form in the Sanskrit texts,
Nrttaratnavali, Sahgltadarpana etc. The songs are in the Dravidian
tongue (Telugu is meant) in a dvipada form, having udgraha and
dhruvapada only and bearing the name cindu; young women in fine
dress dance this, to the recital of yatis or jatis ; movements are
graceful and there is abhinaya of the meaning of the songs. It
may be noted that, in the movements, the cindu in common with

other deSl forms makes a liberal allowance to heavings and

swayings of the chest, arms and hip. According to the Sahgitam
darpana, which speaks of two varieties of it, the dancer carries in

his or her hand a trident, etc. In an anonymous and fragmentary

text, printed recently from Jaipur as many as six varieties 0of cinau
are described, and the poses occurring in cindu dance are also

indicated. In the variety of cindu dance still prevalent in rural



parts of the Andhra-Karnataka border-region, there is indulgence
in some obscene songs also, and sometime back, a legal suit also,
arose out of this. In Tamil cindu is a dignified and beautiful song,
featuring love or devotion and a particular votive offering and
pilgrimage to God Kumara and is accompanied by devotional
songs of this class called kavadi-cindu.

Bhmdika is a comic dance indulged in by jesters. They
strike their palms according to tala, recite the drum-syllables
orally, and imitate lame men, dwarfs, children, monkeys, peacocks,
water-birds, parrots, asses, camels, dogs, imitating their cries,
speaking and disporting their limbs indecorously. Though
obviously hilarious and intended for fun, these buffoons dance
extremely difficult rhythms.

The carana-nrtta is a dance contributed by Saurastra; here
minstrels sing beautifully composed dohaka songs in the local
language along with recitation of rhythm-syllables and dance with
forceful steps, wheeling movements and varie'gated hand-
movements; as men go about this in uddhata style, women with
veils covering their faces, dance in circle and in delicate style.

Bahurupa is, as its name signifies, a pageant of the world; the
varied forms, dresses and actions of different types of people are
here portrayed. This is done by a quick change of dress, voice,
etc.; he or she may also have assistants. Despite its avowed
realism, it is stressed that this should not descend to the imitation
of low characters. This is the same as the pagati-vesa and
pahal-vesa of Andhra and Tamilnad in which a series of imperso-
nations of characters in life by two actors, male and female, is
presented on successive days of a week.

Ghatisiri (-sani ?) is a rather interesting form mentioned by
Jayappa, the correct form of whose name is not recoverable from
the corrupt manuscripts. In this figures a candala woman-dancer
who sings with fine voice different songs including philosophical
ones, caryagitas to the accompaniment of a hudukka drum hanging
from her shoulder; she is supported by male and female singers and



players of flute, horns, cymbals and drums; the subject of the
songs is S'iva and Parvatl in their appearance as the Hunter and
Huntress; as these songs are sung and instruments played, she
dances in the delicate style with graceful movements.

Jakkadi or jakkani is a Muslim dance-form with songs in
Persian and bunches of peacock feathers in the hands of the
dancers. The Sangita Cintamani of Vema and the Sahgltasarae
sahgraha of GhanaSyama speak of a parasika mattalli, or simply
mattalli, another Muslim dance-form.

In addition to the gondali which has its origin in the
hunter’s dance in Dekkan, there are other hunters’ dances also;

GhanaSyama speaks of two such; the Sabda-nrtta and the kurunji
or kuranji nrtta.

In the Sangita Darpana and Sangita Muktavali we come
across yati-nrtta and raganuga-yati-nrtta and Sabda-nrtta and the
abhinaya of particular types of songs—all of which brings us to
the threshold of the modern period and form really the fore-
runners of the jatisvaram and iabdam, the second and third
items of the Bharata Natya programme. Many other items or
songs intended for dance set forth in such works disclose
features similar to those forming part of the dance recitals as
we know them now or in the near past. But the works produced
in these later times show such a variety of names and in-flow of
vernacular technical terms and jargon from all regions of India—
sometimes different names for the same aspect or its varieties—
that it is a highly difficult task to collate all these and work out
their respective connotations and relation to what survives now.
When probably the projected scheme of a Dictionary of Dance
and Music Terms is put through we may be able to classify this
data to some extent. For example, the madhupas or carls of
different kinds inclusive of floor contacts, urupa or ucjupa which
is of twelve kinds, neri, kurananeri, bhitra, citrQ, natraka, etc. the
dhvada of twelve kinds, lagava, the daru which is the contribution
of Andhra, nibandha, lavanl, chatu, kattari, kalpa, and vaipota in
Kannada and Telugu languages. The Laysa puspanjali refers



to dances of Jaunpuri, Tirhut, Tamil, Telugu, Persian and
Maharastrian regions.

In the foregoing survey only the literary sources in Sanskrit
have been used. An examination of Telugu and ancient Tamil
literature would reveal many other forms which require to be
collated with the material set forth above. It is not possible
here to include the material in ancient Tamil literature, which has

been collected by the writer.

These dance-forms which had a popular origin have in many
cases parallels in all parts of India, and have even become part
and parcel of our talk, thought and philosophy, for example, the
puppet-play, than which man has not been able to employ a better
simile for the way the Almighty controls and moves him. Some
of these common popular forms are things that surprisingly
persist from the most ancient times, such as the karakam or the
sacred decorated pot poised on the head of a votive dancer, which
came here from Tamilnad for one of the Republic Day Festivals
of Folk Dances, is something which goes through the Upartisad
to early Vedic times, when as part of the sacrifice and at the end
of the marjali-act, eight servant maidens carried water-pots on

the heads, singing songs to Indra.

What are the results of this long sweep ? We know from this
that the ancient Indian stage was rich and had numerous forms of
performances in its repertoire. The art of dance was not static,
it was putting forth new forms continuously. In the creation of
these fresh forms, the classical authors took freely from popular
forms and built them up in the classical idiom. The regional and
popular elements enriched the dance art with their own contribu-
tions which were, far from being ignored, utilised. In the art of
dancing a whole new section became aregular part of treatises in
the later times devoted to deil counterparts of the classical
carls, karanas, lasyahgas, etc.

When we look for literary sources or authorities for poses
and other aspeots in current practice and attempt to identify the



latter in terms of those found in theory, we should, therefore,
look as much among the deii-karanas and de$i-lasyahgas, as
among the things said by Bharata or depicted in Chidambaram of
Tanjore.

While all this intake of new nomenclature from different
regions was going on, it is to be notedl, there were two features
which helped their smooth assimilation—one the underlying
similarity or even identity, and the other the consistent technique
of nrtta and nrtya with which they were harmoniously adapted and
fitted into the framework of a national tradition. Indian dance is
one more illustration of that genius of Indian culture which
synthesised and evolved a pattern of unity in diversity.

1. See the author’s “ Variety and Integration in the Pattern of Indian
Culture 7, the Far-Eastern Quarterly, U.S.A., Vol. XV. iv. Also “The Popular
and Classical in Music ”, Journal of the Music Academy, Madias, XXVIlim
pp. 100*6.



The Kuhanabhaiksava and the Somavalltyogananda
Dr. V. Raghavan

When we met last year at this same place for our Sixth
Annual Meeting, we had Dr. G. Artola of the University of
Hawaii speaking to us of the short plays of Harijlvana MiSra of
Jaipur, of the 17th century. He was working with me on those
plays, and to his accounts of these, | added mine of one of
them—the Sahrdayananda. In addition to the publication of
these papers in the latest issue of our Samskrita Ranga Annual,
one of these, the Palandumandana was also recently produced by
us. Continuing this line of work, we may devote some more
attention to these short plays coming under the category of
Prahasana or farce.

The Kuhanabhaiksava of Tirumalanatha

The Kuhanabhaiksava of Tirumalanatha alias Ayyalunatha is
represented by five manuscripts, two in the Madras Government
Oriental Manuscripts Library (R. 2361, 5224), one in the Adyar
Library (Des. Cat. V. 1352) and two in the Oriental Institute,
Mysore (Cat. |. p. 275). The author is Tirumalanatha alias
Ayyalunatha, son of Bommaganti Gangadhara who is evidently
related to or came in the same family as Bommaganti AppaySrya
alias Marapota, of the Court of Sarvajna Singabhupala (1381?
1421 A.D.) of the Recarla dynasty of Andhra deSa to whom the
well-known treatise Rasarnavasudhakara is ascribed. From the
Prologue, it is learnt that the play was written for the spring
festival at the Krishna (Goplnatha) temple at RiijaSekharanagara,
which may be the Recarla capital Rajacala or Racakonda.

This, as well as the other farce, we shall speak about after
this, uses Prakrt for the ladies and some other characters. My

* Paper read at the 7th Annual Meeting of the Samskrta Ranga, Madras
on 14-10-1966 with Dr. R. K. Sharma, Secretary, Central Sanskrit Board,

in the chair.
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account now of this farce is based on its two manuscripts in
Government Oriental Mss. Library, Madras, one complete and
the other incomplete, in both of which however, the Prakrt is, &
iscommon in South Indian manuscripts, badly preserved. Tb{
Chaya which is provided for in places is helpful.

The Prologue itself is interesting. In the customary dialog®*
between the Sutradhara and Natl, we are told of their stup”
son-in-law who has suddenly torn his ears and has become3
Khanpat yogin, abandoning his wife, their daughter. A lad)
fortune-teller (VipraSnika) is also brought in and there is a Hvell
and realistic portrait of this folk-character (the Kuratti we afe’
familiar with)—her taking a measure of paddy, her shaking tbe
winnowing basket with her arm resounding with bangles, be
singing in verse and prose of Gods and sacred places, predicting
the union of the daughter and son-in-law and asking for hg
presents flower, pan-supari, and grain-flour and molasse*
(kappariSi). The Sutradhara observes that the oncoming Spring
season, if not fortune-tellers, will bring the separated pait
together. For what is the fortitude of recluses or those ft
austerities before the Spring season ?

This inducts the play proper which opens with the last'
mentioned character, a recluse. Atmayoni, with his pup*
Damodara, enters. The pupil Damodara who enters first reveal!
that the previous evening his Guru went for worship to the tempi*
of Gopiuaiha, and seeing there the dancing girl CandrarekW
became enamoured of her and has siuce been conducting himself
in an unbecoming manner. Himself being the most trustwortM
pupil, tne Teacher had laid on him the burden of bringing the t#
together. Unfortunately, the situation was difficult as Candra’
rekha was in the custody of a Muhammedan, Ahmed Khan, tb{
umbiella-bearer of the King ; but the Teacher would not mind tb*
depletion of the Math treasury lor achieving his end. The pup*
pities the perverse infatuation of his Teacher for the fickle dancinf
girl, ignoring S ankarakauSiki, a lady pupil long attached to binl
Enter Sankarakausikl desiring to know from the male co-pup”
the cause of the Teacher’s malady. She is also a member of



sect, clean-shaven, dressed in spotless white and robust in body.
She knew that the Teacher’s new infatuation is for one Candra-
rekhs, for he has already started calling others, like herself, by
Candrarekha’s name. He even pushed aside the Sdlagrama etc.
of his piija and started drawing on the wooden seat of the Deity
the figure of the dancing girl. She is all the more angry with him,
as he had enticed her from her home and mother while she was
yet a girl. If the Muslim Ahmed Khan would only come to know
of this, he would make her Teacher shudder before him. Having
been with]this Teacher from her young days, she lets out to Diimo-
dara, the more recent pupil, a secret about their Teacher, namely
that he is not really an orthodox recluse; he was really a Jain
Sadhu who fled from the Jain Sangha afraid to pluck out his hair,
and without any one as his proper Guru, and calling himself
Atmayoni, a name ironically enough correct (meaning as it does
an upstart), he has been masquerading as an orthodox Sannyasin.
Damodara, although surprised at his Teacher's fraud, comforts
himself and SahkarakauSiki that himself as well as the other pupil
Govinda are no better, that is, they too are not Brahmans proper
and are just pretending to be so.

The pupil moves into the Math to take away the vessels to a
side lest in the current state of his mind, the Guru might break
them to pieces. The two think of diverse methods to bring round
their teacher: they might tie him up to a pillar or Sankarakaugikl,
when she goes to th: temple to draw the Rangavalli-decorations,
might accuse the dancing girl as having brought about the down-
fall of their Guru and assault her ; but all this is not possible ; in
the temple, several of the amorous fellows who would congregate
would side Candrarekha and belabour SankarakauSikl. She
could of course go to Ahmed Khan himself and report the affair,
but that tipsy fellow might lay hand on herself forcibly. She
then hits upon a strategem : “ 1am stout and can well imperso-
nate Hamid Khan, the Muslim servant of Ahmed Khan ; in his
guise | shall take my stand in the garden and when the teacher
comes there, | shall threaten him and ask him to give up his ideas
about Candrarekha; | have only to hide my sundered earlobe”.



As she is planning thus, the Teacher comes with his other
pupil Govinda. He is waiting to hear if Damodara would return
with any fruitful plan to bring about his meeting with Candra-

rekha. As the Teacher has to visit the temple too, the goes to the
garden to take an offering to the Deity.

Candrarekha also enters the garden, with her friend
Kaumudika. Having come immediately on the sound of the
temple bell, they propose to spend some time there collecting
flowers, till their friend Kanakarekha also comes.

This brings the recluse Atmayoni and Candrarekha together-
After enjoying for a moment the sight of Candrarekha stretching
herself upwards for plucking flowers, the Teacher asks his pupil
to make her aware of his presence there. The pupil Govinda
accosts the two ladies and asks who they are, disturbing their
Teacher’s meditation. The two ladies offer to pay their respects
to the holy man and bow down and touch his feet. Thrilled at
this, the Teacher conveys his inner' desire through Kaumudika;
anxious to help Candrarekha to collect more flowers, he offers to
bend himself to enable her to get upon him and reach the
flowers on the higher boughs; then at the suggestion of their
pupil he adopts the better course of lifting her up by his arms.
However, as there are monkeys on the higher branches, he has
to drop her. The monkey which first makes the Teacher drop the
lady helps him later ; for as it comes down, she is frightened and
runs into the recluse’s arms. The recluse blesses the monkey as

his best pupil, for he has helped himto achieve what his two
pupils had failed to do.

“ | shall beat this red-faced monkey looking like a Muham-
medan ” says the recluse, when, as irony would have it, a
Muhammedan comes on the scene, with drawn sword, shouting
“ Who is it who is frightening my master’s beloved? | am Ahmed

Khan’s servant, Raja Khan, come to present to her his compl*
ments with flowers and pan.”

The recluse and his pupil withdraw into a thicket. Aftef
explaining to the Muhammedan, Candrarekha and Kaumudika

—



enter the temple for service. The Muhammedan agrees to their
going and proposes to stay in the garden and drive off the
monkey. Unfortunately the recluse has hidden himself in the
same thicket which the Muhammedan started beating for driving
away the monkey. The dilemma and agony of the Teacher are
taken by the pupil as a fit punishment for his unnatural
infatuation for the dancing girl. As the monkey is luckily caught
by some one and bound, the Muhammedan departs and the
recluse heaves a sigh of relief and comes out of his hiding.

Some of the beatings on t*he bush by the Muhammedan had
landed on the recluse inside and produced swelling on his faee
and body. When the pupil remarks about these, the Teacher
alleges that some wild ants etc. had bitten him. “ Enough with
flowers; | am afraid another Muhammedan may come No
sooner had the recluse said these words, there arrived Hamid
Khan, that is, Sankarakau”iki in the guise of a Muhammedan
servant of Ahmed Khan and searching for her Teacher. The
Teacher is frightened and as if not seeing him, she swears, “ |
shall cut the recluse doting on my master’s beloved A scuffle
follows between SankarakauSiki in disguise on one side and the
pupil and the Teacher on the other. Her sword and the Teacher's
stick and the wooden sandals which the pupil takes up crossin the
fray. In the end, afraid of being found out, 5>ankarakati6ikl
retreats but not before sufficient suspicion had been aroused in the
Teacher and pupil about her identity. The Teacher surmises
that SankarakauSikl might have adopted this plan as a vengeance
against his turning his love from her to Candrarekha. The
Teacher stays behind and commissions Govinda to go and m”et
his co-pupil Damodara and urge him to arrange for a meeting
with Candrarekha.

Govinda repairs to CandrarekhS’s house and as he was
about to enter, he sees his co-pupil Damodara issuing out of
her house. Govinda asks if any arrangement for the meeting
has been made. DSmodara says that there has been a quarrel
over Candrarekha between Ahmed Khan and one Dastur Khan
and from thijt time onwards her parents have been vigilant. No



amount of money could tempt them. Damodara has therefore
hatched a plan. In the evening, Ahmed Khan is usually ina
drunken state. Their Teacher could be dressed like the female
companion Kaumudika, with her own ornaments, and thus
smuggled into Candrarekha’s house. Then the Teacher and
Candrarekha could meet in the garden inside. The two pupils
are also to dress themselves as other Cetxs and assist in the plan.

Evening sets in and the first to arrive is Ahmed Khan, reeling
and dancing in his drunken state.

Then enters the Teacher dressed as Kaumudika. The pupils
warn him of Ahmed Khan’s presence. They make their Teacher
shroud his face and hasten inside. The obvious thing, which
they were afraid of, now happens. Thinking that it is Candra-
rekha who is somewhat cross and turning away from him, Ahmed
Khan comes up to the Teacher in lady’s robe to entreat and
appease her; he embraces that figure and dragging it, starts
dancing. The shocked Teacher calls out “Narayana, Narayana”
and the intoxicated Muhammedan offers his partner the pan-
juice from off his mouth. The recluse turns aside and not
knowing what to do, mutters more prayers. Finding the partner
not dancing, he administers some knockings on the head and
says affectionately “ You perverse danseuse! Now you do some
of your beautiful dance.” The dismayed Teacher executes some
dance and the pupils laugh and lament aside. Ahmid Khan
goes to the next stage and having himself drunk some wine
gives its remnant to his partner.

As time is dragging on and Ahmed Khan’s intoxication
may subside and things may be discovered to their great trouble,
Damodara wisely decides to go to Ahmed Khan and break the
news to him that he was dancing about not with Candrarekha
but with her friend Kaumudika. Damodara adds further that
finding him playing with her Cetl, Candrarekha who is having
head-ache is resting inside. Seeing his mistake, Ahmed Khan
retires, proposing to come later, allowing Candrarekha time to
get over her mood.



Now the Teacher and his pupil are happy that they have
past the mortal danger of Ahmed Khan. The eunuch now
appears and announces that Ahmed Khan has gone from the
place because Candrarekha was keeping inside in anger and that
they should all therefore remain quiet. The Teacher and pupils
draw themselves close to a corner of the wall, fearing that the
perverse Ahmed Khan may make his appearance again. At the
corner, a scorpion bites Govinda and from his cry, the eunuch
comes to know of this party including the Teacher in female

guise. They offer some excuse, escape his attention and even get
his permission to go in.

The Teacher congratulates the pupils on their resourcefulness
in managing to get bim inside the house of Candrarekha. They
go to the garden inside and there, in a short while Candrarekha
comes with her maid Cakorika. She checks up with her maid if it
is true that the Teacher, coming in the guise of Kaumudika, was
held up at the entrance-chamber by Ahmed Khan, made to dance,
knocked on the head and so on. ' Cakorika confirms all this,
having been an onlooker through the window.

In the garden they first catch sight of Damodara who was
in the guise of Madhavika, the maid who arranges Candrarekha’s
flowers, perfumes etc. As she has been delaying obviously,
Candrarekha orders that she might be tied up with a creeper and
beaten; but when the Ce”ls begin to do so, they discover it is
really Damodara in Madhavika’s guise. Damodara then informs
Candrarekha that his Teacher was sitting on a platform within
the bower.

Candrarekha approaches the bower and bows to the Teacher.
As he pronounces his blessing with “ Narayana, Narayana ”
Candrarekha observes that he should rather chant “ Kandarpa,
Kandarpa They all squat down and remove their disguises.
After the strain of going through their plan to get in, they all
now relax; almost bare-bodied, thanks to his minimum recluse-
clothing, the Teacher is happy as Candrarekha attends upon
him with sandal etc. Following Candrarekha’s precept, he now



chants “ Kandarpa, Kandarpa ” instead of “ Narayana

sandal, the series flowers, pan etc. goes on. The beatified teacbet
asks the pupil how he looks ; one pupil compares him to a
decorated monkey and another to “ Arjuna-Sannyasin”. The

moon is up now and it is time for the pupils who have success-
fully contrived all this to retire.

Aft®*

Damodara does so after tellilt®
his Teacher that as the night-guards who keep vigil usually ta"

asleep in the early hours of the morning, it should be easy for t®
Teacher to slip out.

The Teacher thanks and blesses the pupil-

With a simple and elegant style,

excellent descriptions of the female form, of Spring season, 0

flower and creeper in the garden and of the moon. The the®6
strings together a number of comic situations,

Tirumalanatha giveS,;

employing ®°re
than once the machinery of disguise, particularly with a change o

sex, all these situations however hung on the main string of tW

Teacher’s desire and the pupil’s effort to contrive the meeting ®
the Teacher and the courtezan.

The novel feature of Tirumala5s
farce is of

course his introduction for the

first time O
Muhammedan characters.

Apart from depicting a false recluse
the title character-whose main preoccupation is the penultinial®

purusartha instead of the ultimate one, the style and diction o
the play, it must be said, does not show any coarseness.

The Somavalliyogananda of Dindimakavisarvabhauma

Arunagirinatha

The Somavalliyogananda is a Prahasana available in 6\
manuscripts, one in the Madras Government Oriental Manuscrip
Library (R. 1611 (b)), two in the Sarasvati Mabhal,
(Nos. 4637-8), one in the Oriental Institute,

I. p. 287) and one in the India Office, London (No. 8216). ~

said to have been printed in 1895 by Paravastu Venkat .
ranganathasvami, presumably on the basis of a manuscriP

in their family collection, the Arsha Library, at Vizagapatall
noted in their list as Ditt*"ima-prahasana, This printed copy is °0

Tanjor
Mysore (Catalog



available and the present account is based on the Madras
manuscript of the play (R. 1611 (b)).

The author belongs to the celebrated family of Arunagiri-
nathas of Mullundrum village near Tiruvannamalai, patronised by
the Vijayanagar kings and well-known in the 15th-16th centurie*
in the literary history of Vijayanagar. On our author who
flourished about A. D. 1422-50, | have given a detailed note in
Vol. | of the New Catalogus Catalogorum, p.276. He war*
the son of Rajanatha and Abhiramanayika and grandson
through daughter of Dindimaprabhu, and grandson through
son of Sabhapati who defeated a poet named Nagana
and the poets of the Baliala court and gained thereby
the title of Kavi-prabhu. He gained the titles of Dindimakavi
SSrvabhauma and BirudakavipitSmaha and was  father
of Rajanatha, who wrote the Saluvabhyudaya Kavya
on their Vijayanagar patrons, and grandfather of Kumara
Dindima Kavirajaraja Arunagirinatha who  wrote the
play Virabhadravijaya Dima. Our Arunagiri wrote three
works : the Mahanatakasuktisudhanidhi, the Ramabhyudaya
Kavya and the Prahasana we have now taken up. He wrote also
probably many panegyric poems for the royal patrons of their
family, for one of his titles refers to him as B/ra"/a-kavi-pitamaha.
It is in the prologue to the Prahasana we are to review now that
we have most of these interesting historical data about the author
and his family. The Mahanatakasuktisudhanidhi is inscribed by
him in the name of his royal patron Devaraya Il or Immadi
Devaraya (1422-40 A. D.) and it is this king who figure* as
Devaraja in the, Bharatavakya-benediction at the end of our

Prahasana.
The farce takes it* name after a recluse (Maskarin) named
Yogananda and a lady named Somavalll. The main incident

relating to their clandestine and illicit love comes towards the end
of the play. In the former part of the play, Yogananda, whose
own false outer robes and amorous inner inclinations are made
sufficiently clear, is presented as a witness to a sequence of scenes
featuring, among others, fellow-recluses of other religious
persuasions, Jain and Kapalika, and their involvements witM

women.
9



The scene is laid at dawn on the banks of Tunga river in the
Vijayanagar Capital, not far away from the Virupaksa temple-
Enter the recluse Yogananda with his pupil,

recalling the meeting
with Somavalll.

He asks his pupil if she bears love towards him
and as to how they could come together. The pupil comforts the

Teacher that she is in love and would herself fulfil his desire ; and
assures his own help in the matter.

The first to arrive then is the lame Brahman Damodara

Bhatta, with a walking stick in one hand and a book in the arm-
pit ; he laments that he entertained a guest the previous day with
the result that the guest walked away with his wife.

It is not so
much the elopement or her misconduct,

to which he has been
accustomed, that matters ; but he has been planning to perform a

sacrifice and it has been hindered by her going away in this

manner. A costly expiation is proposed.

There is a hubbub now in the street.

A young merchant
Vasantadatta, a courtezan Kamavalll

and a barber are seen.
Kamavalll had proved faithless and Vasantadatta, in his anger,

had decided to punish her by asking the barber to give her a
complete shave.

The next person to come on the scene is a farmer whose

wife is clever enough even to hide her paramours from her
husband’s view

Enter then a Digambara Jain and a CetT. The latter is Kama-
valll, bawd of a merchant named Manikirana, and mistress of a

Kapalika. The depravity of the Digambara Jain is described, as

also Kamavalll’s audacious behaviour. But soon the Kapalika

arrives ; he is greatly intoxicated and afraid of him, Yogananda
shrouds himself in his orange robe; unfortunately the Kapalika
mistakes him for his mistress and hugs him- Yogananda
enlightens the Kapalika of his mistress’ conduct. He then
pursues the Digambara Jain who tries to run away. The Kapalika
sets his dog on him and holds him. The Jain falls at the

Kapalika’s feet and the liberal distribution of liquor by the Ced

neutralises the animosity. In the tipsy state, the Kapalika



decides to go to the Candika temple to perform his dance before

the Goddess.

It is noon time now. Yogananda and his pupil move to a
grove on the river-side. As Yogananda’s thoughts go to
Soraavalll, she enters, equally eager to meet him. The two forget
each other and as they begin embracing, the pupil warns them
that pilgrims are passing by, on their way to the temple. They
then engage themselves for the whole afternoon in ingenious
sexual talk, employing the terminology of different Sastras,
grammar, Vai®esika and Nyaya, Mimamsa and Vedanta.

Evening sets in. The moon rises. Yogananda dresses him-

self as a clandestine lover, and with sword in hand proceeds to
To the same spot Somavaili also

the tryst to meet Somavalll.
The two see each other’s

goes in male-guise, with sword in hand.
figure hazily and start shouting at each other, taking the other to

be a real armed male. Somavaili shouts that she is Bhadrakali,

and would go in for the other’s blood.

The city guards who were going round hear the shout and
come in to save the person or persons whom Bhadrakali is going
to overpower. They also pray to the Goddess that as the King
was propitiating her every day, she might leave harassing the
people. Realising the difficult situation that was developing,
Somavaili reveals her identity to SomBnanda and the two
anxiously exercise their minds as to how they could escape from
the city guards. They even think of each putting an end to the
other with the sword or of committing suicide.

The city guards Sulamitra and party have now approached
them. The pupil desiring to prevent further trouble, reveals that
there is no Bhadrakali at all, that the lady was Somavalll,
daughter of the court priest Yajnadatta and wife of Madhava-
bhatta and that the other person was his teacher Somananda.
The guards are however glad that they were able to catch
Somavalll and Yogananda whom they have been after for a long
time. They want to take them to the king, as the king wa*
rather partial towards her father Yajnadatta and by bringing this
to the knowledge of the king, they could get rid of Yajnadatta.



The guards bring the two culprits to the king’s presence and
disclose their identity. The chief guard represents that it would

be proper for the king to banish the lady’s father and husband

(Yajnadatta and Madhavabhatta) and then punish her and the
recluse.

The king thinks over and decides that the best thing to do
was to make the recluse give up his aSrama, marry the harlot and

lead a householder’s life. The proposal is only welcome to the
recluse who now praises the king.

The above summary would show that the play does not set

any store by a running story or a striking comic situation

functioning as a central incident. The poet handles the customary
prahasana personnel, the depraved hypocritical ascetics of diverse
faiths and the equally depraved women of professional and

non-professional types, and the frank portrayal of the whole

milieu of their illicit unseemly life. The coarse presentation of

all this is common to the farces ; there are indeed some ingenuities
which our poet works on these conventional things: there is, as
already noted, a context in which the terminology of the different
Sastras is given a pornographic orientation (S'ls. 78-82, pp. 31-33);
but what is especially noteworthy of this poet is his stark realism,
his not refraining from description of sexual perversities, of all
that goes on in this dark underworld, to which the complacent

world shuts its eyes or over which it draws or maintains the

curtain of double life. He reminds us of some of the latest

American playwrights who are shocking the conscience of people

by their all too open presentations. Arunagiri is a poet of great

gifts and some of his images and descriptions of raw life and the
dirty and the detestable strike one as those of a modern realist.
Not only is his live imagination and fancy conspicuous when he
makes his characters see sexual imagery even in sun-rise or sun-
set or in snakes gliding into their holes or lotuses unfolding;
but also in his other pictures of the background, he catches not
the usual objects and animals or their customary forms, poses

and activities which conventional and decadent poetising had
made stale and tiring.



Here are some of Arunagiri’s powerful and original descrip-
tions and pictures: the play opens in the small hours of the
morning and as the darkness gradually lifts and light spreads, the
poet greets the rising sun as the great Barber who shaves the heavy
hair of darkness from off the oval head of the globe:

A little earlier, with a ridge of light, tinged with red glow,
and darkness like a hollow all round, the horizon appears, says
the poet, like the yawning mouth of a monkey with its gleaming
row of teeth:

The dawn is not a picture of sweet birds chirping, fine lotuses
blooming or swans swimming around them on the river-waters ;
it is the picture of the crow performing its wonted Kakasnana,
splashing water over itself with its wings; dogs getting up from
their sleep on ash-heaps and giving their dirty bodies a vigorous
shake-up; and owls stealing themselves back into their tree-hole

homes. (SI. 23, p. 9).
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The whitening patch of east throws itselfup like a bare piece
of bone ; the doctor of dawn makes all the glistening boils of the
stars subside on the body of the sky; the long-drawn sound of the
conch drags on like the wind that the harlots of the quarters
(Diks) break as they rise from their slumber (£1. 24, p. 9).
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And then, there are other sights and sounds which you have
and you do not take note of: there is the distant yell oftb«



jackal and the ominous howl of the owl; on the left is the lusty
ass with its waxing tempo of braying and in front, the dog
urinating and taking its own time about it (SI. 28, p. 20).

This is the time when pious Brahmans at the river-edge do
Surya-namaskara and go on alternately bowing and lifting their
heads, like chameleons ( Si. 26, p. 9). Only those who have
closely watched these creatures on boughs and shrubs could
appreciate the appropriateness of the description.
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Look at this evening, which you may all recall when the poet
draws your attention to its constituents: the fishermen are
returning home putting the stale fish in the baskets on their
slings; on the way-side, the asses of the pedlars, having cast off
the goods weighing on their backs, are rolling on the ground ; and
naughty boys take off their sacred threads, some leaving it
on the banks and some tying them up round their heads, and take
their leisurly neck-deep naked bath in the rivers ifil. 83, p, 33).
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THE WINTER’S TALE AND THE SAKUNTALA-

A COMPARATIVE STUDY

Prof. A. C. Subrahmanian
{Professor of English, N.S.S. College, Pandalam, Kerala)
A close examination of The Winter's Tale and The Sakuntala

shows remarkable similarities in theme, dramatic technique,
purpose and achievement.

The theme in both dramas is that of love, suspicion, forget-
fulness, rejection, repudiation, repentance and final reconcilia-
tion. Leontes, king of Sicily, conceives a sudden and violent
suspicion which develops into a frenzy of tyrannical jealousy and
orders the poisoning of his dearest friend, Polixenes, king of
Bohemia. Camillo, the minister entrusted with this villainous
task, reveals the truth to Bohemia, and he and Camillo flee
Sicily. He imprisons Hermione, his innocent wife, orders the
baby girl born to her in prison to be exposed to death in some
distant land and brings his queen to the shame of a public trial.
Hermione makes a dignified appeal to his better sense and
invokes the judgement of the Oracle of Delphi : the Oracle
declares that Hermione is innocent, that Leontes is a jealous
tyrant, and that the king should live without an heir unless that
which was lost is not found. The king rejects this verdict of
the Oracle and proceeds with the trial.

Then a messenger informs him that his son, Mamillius is
dead of grief. Hermione swoons, is carried off the stage and
report soon follows that she too is dead- The king is shocked
by this obvious divine punishment and repents as suddenly as he
conceives his jealousy. He lives in retirement for years grieving
for his dead wife and son and the baby girl exposed to death.

Out of this tragedy, however, regeneration comes. The
child that is exposed to death on the wild coast of Bohemia is
picked up by an old shepherd though Antigonus who did the
errand was eaten by a bear and the ship he travelled sunk in
the sea with all its crew. The fourth Act opens after an interval



of sixteen years with a chorus by Time explaining the gap of time.
The child exposed to death is called Perdita, and she has grown
up into a most beautiful young lady. By chance or divine provi-
dence the falcon of prince Florizel, son of Polixenes, descends
near the shepherd’s cottage; the young people see each other,
fall in love, and resolve to marry. Polixenes discovers the
romance, and threatens to separate them. The prince and supposed
shepherdess flee the land and go to Sicily. Camillo and Polixenes
follow. By the intrigue of the merry rogue, Autolycus, the identity

of Perdita is established. The friends are reconciled ; the young

people are married; and, to crown all, a statue of Hermione

executed by Julio Romano comes back to life and the play ends

in a scene of blessed re-union. (The statue is Hermione herself,

who had kept away from her repentant husband out of respect for
the words of the Oracle.)

Turning to The Sakuntala, the same theme is easily discernible.
Dusyanta, king of the Purus, goes hunting; by divine providence
he arrives in the forest near Kanva’s hermitage. He is requested

by Vaikhanasas not to kill the hunted stag ; the king graciously

accedes to the request. They bless him and say that soon he

would have a son who would have all his father’s good qualities
and who would be emperor in the land. Sending away his chariot
and taking off his royal robes, Dusyanta humbly enters the
sage’s hermitage. By a chain of lucky accidents he finds
S'akuntala like a fresh-blown flower in the very first flush of
youthful grace and beauty watering the trees? Daughter of
Menaka and sage Vigvamitra, she is an adopted daughter of
Kanva and she can be married by the king. The scene of their
first meeting and the birth of their mutual love is a masterpiece
of world literature and vies with the sheep-shearing scene in
The Winter’s Tale. Their mutual love ripens into a secret marriage
and the king departs, promising to send for SakuntalS. The sage
who was away on pilgrimage knows of the incidents in his
hermitage by his spiritual powers. In one of the most touching
scenes in this great play Kanva takes leave of S'akuntala who in
turn take* leave of the sage and also all her childhood friends,



trees, shrubs, nymphs and companions with whom she had
grown in beauty.

In the meantime, all unknown to her, the choleric sage
Durvasas had visited the hermitage and Sakuntala, lost in thoughts
of Dusyanta, had failed to notice it. The sage cursed her and
said that she too would be forgotten by him whom she was so
deeply thinking of, to the neglect of the rules of hospitality. On
being pacified by Sakuntala’s friends, the sage modified his curse,
sa>ing that when she produced some symbol of their union the
king would recover his memory. Accident once again steps in
when the signet ring, the Abhijnana, that the king has given her
slips into the 3acitirtha while she is offering worship. Therefore,
when Sakuntala is presented to the king, the curse of the sage
operates. He repudiates her, but is afraid to break Dharma. How
can he take to himself another’s wife? How can he reject his
wedded wife, if what she says is true ? The dilemma is resolved by
the king’s priest, who says that the hermit girl should live in
his house till delivery. If the child is found to have the marks of
an emperor, the lady should be received as the queen. Sakuntala
leaves the stage in tears, appealing to the Gods and a miracle
happens. A radiance in the form of a nymph descends on her and
she disappears.

This news is received by the king with awe and wonder.
Before long the police bring before him a fisherman accused
of having stolen a royal ring. The man had got it from a fish he
was cutting open. The king recognised it and memory comes to
him in a flood: of the watering of the flowers, of the secret
meeting, of the marriage, etc. He is stricken with grief and for
some time it looks as though he was doomed to misery, having
lost his wife and child.

But the Gods will it otherwise. The harshness of sorrow
is broken by the song of Spring. Matali, Indra’s messenger,
comes to take the king to heaven to fight against Indra’s enemy,
Durjaya. The demon is defeated, and on the way back they come to
Marlca’s asrama. There the king sees his son Sarvadamana and
is reunited with his lost wife. Sakuntala had lived in penance
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and prayer, waiting for her lord ; no word of reproach escapes

her lips. The sage tells her of Durvasas’ curse and the recon-
ciliation is complete.

This account of the themes of the two plays does not take
into account a good deal of recent criticism on

the last plays
of Shakespeare.

These have been the happy hunting ground of
imagists, symbolists, myth-lovers and specialized critics of various

kinds who try to take some part of the play and exaggerate its
importance at the expense of other aspects. Lytton Stratchy
found in them a boned Shakespeare, a Shakespeare whose powers
were declining.  Other critics have found in them the perfection
of Shakespeare’s craftmanship. In this paper the play as a unit,
as a drama meant for acting, is considered in the light of a
masterpiece in the same genre from the greatest poet of India.

The view of this writer is that the last plays are not the result
of decadence, negligence, experimentation or desire to keep in the
fashion or anxiety to provide a type of play suited for a particular
theatre. They are the expression of the final view of life of a
great artist, an awareness of the wholeness of life which transcends
the exclusively comic or the fundamentally tragic but which has
been fashioned by the Gods. We are such stuff as dreams are
made of and our little life is rounded with a sleep. Ay, but the
dream implies the dreamer, and His ways transcend the wit of
man. All the world is a stage and all the men and women but
players. Ay, but who is the dramatist, and what is the play ? It
is the realization of this, a calmness, a serenity, a confidence that
presents luck or chance or fate or accident as not inimical to man
but as on the whole friendly to goodness, endurance and virtue
and inimical to wickedness and evil. Virtue is in the end rewarded J

wickedness is transformed, forgiven and reconciled and regenera-
tion effected.

Let us now pass on to dramatic technique. Both plays are
tragi-comedies. The first part of The Winter’s Tale ends in a
tragedy. The king loses his wife and children and is left grie-
ving. The fourth and fifth Acts bring in the element of youth, love
and happiness, and the sins of parents are rectified by the inter-



vention of divine providence, good sense and good luck, and by
the grace of the children. Similarly, the part ending with the
report of Sakuntala’s disappearance and the king’s realization of
his grave error on finding the Abhijnana is highly tragic. But
redemption, rebirth and reunion come by the grace of the Gods.

Critics of The Winter's Tale have been very much exercised by
the gap of time, of 16 years between Acts IIl & IV. There is a
similar gap of about 5 years in The Sakuntala also. The trouble
is mainly theoretical based on the supposed unities of time, place
and action. Sidney in his Apology for poetry seriously complains
of this kind of play. Sidney wrote before Shakespeare’s plays
were staged and Dr. Johnson sensibly remarks that if a man in
the audience could imagine that a day had passed in two hours,
he could as well imagine that years had passed. In other words,
this objection disappears in actual production. No one who
witnesses the play is worried about it.  There is a willing suspen-
sion of disbelief . He wants to be amused, and he does not bother

to ask questions.

The other objection of Sidney, however, is that the first set of
actors is forgotten and a new set of characters monopolise the
stage. This would be valid if the illusion of the stage was destro-

yed by a violent change of atmosphere.

It may be noted that this difficulty does not arise in The
Sakuntala when the idyllic scenes of love open the play and there
is a gradual transition from earth to heaven.

Wouldst thou the young years’ blossoms
and the fruits of its decline,
And all by which the soul is charmed,
enraptured, feasted, fed,
Wouldst thou the earth and heaven itself
In one sole name combine ?
| name thee, O, Sakuntala, and all
at once is said. (Goethe)

The great German master sees in The Sakuntala the meeting
of earth and beaveii, earth gradually growing iuto heaven.  That



is the range, the scope, the vision of Kalidasa, and that too is the
vision of Shakespeare in The Winter's Tale.

Critics who find the last word of perfection in Greek or
Shakespearean tragedy find it difficult to appreciate plays which do

not have the vital relationship between action and individual
character as in Oedipus Rex or Hamlet.

It may be remembered that pre-conceived theories are a
danger not merely to the scientists and the statesman, but they

are also a serious handicap to a critic. The critic is neither a

judge nor one who has in his possession an infallible touchstone
of art and poetry. On the other hand, he is a highly sensitive soul
who shares in some measure the creative genius of the poet. He
by an effort of imagination, understands, realises, feels, experiences
and becomes one with the poet. So the muse of poetry advances
her cause by the help of the poet and the critic. The critic is the
poet’s Boswell and he draws out his Johnson so that the different
facets of his experience may be understood and shared. Each
poet is an individual and each act of appreciation, a creative effort.

If this is realized, critics will not search for the features of
tragedy in Shakespeare’s last plays. They will realise that
Shakespeare’s mind is engaged with eternal verities, certain truths
which are common to all humanity ; certain tendencies, emotions,
impulses, reactions which are the features of every man. The
young Shakespeare who played with words and juggled with plots,
later got interested in character and the profundities of individual
experience which brought out the greatness of stage. He realised
that there was a special providence in the fall of a sparrow and
strove to present an experience in terms of the fundamental

human emotions, the Sthayibhavas. Shakespeare got interested

in Rasa and so naturally the emphasis shifted from plot and
character to human destiny and human reactions to the world
order which is essentially beneficent to man.

And that leads us to the question as to what purpose Shakes*
peare set before himself in his last plays, specially, The Winter's
Tale. It has already been noted that the problem of forgiveness



*nd reconciliation, of regeneration after destruction, interested
Shakespeare most at this period. In The Winter's Tale, Shakes-
peare presents a good period of time, with the scenes set in two
different countries. The story reveals how time finds a solution
to many insoluble problems, and when people pride themselves
on their modernity it is well for them to remember that what is
ancient now was once modern and what is modern to-day will
become ancient in future. In The Winter's Tale, in this story of
love and suffering, of strange adventures of loss and gain, of
love and jealousy, don’t we find kinship with the actors, however
fantastic they may appear at first flush? In other words, Shakes-
peare, celebrates the triumph of lime and the workings of a
beneficient chance which leads man from error to truth, from
darkness to light, from the death of hatred to the immortality

of love and forgiveness.

In this view, this play is a treasure-house of marvels, full
of strange adventures, great beauty and goodness, and above all
the strange ways of Providence. The jealousy of Leontes is
accordingly a sudden and strange affliction as surely as fate
led Oedipus to murder and incest. Adverse fate makes Leonte*
persist in his tyranny, persecute his wife, send his daughter to
death, and defy even the Oracle of Delphy. Then the reversal
starts with the news of the death of Mamillius, the report of
Hermione’s demise, the change of heart in the king who repents.
Then fate has its victims in the ship’s crew and in Antigonus. Most
marvellous of all, fate turns into good luck, Perdita is saved, she
meets the prince, the young prince falls in love, the old misunder-
standings are cleared, and most marvellous of all, Hermione
comes back to life.

This is romance, a marvellous tale of love, goodness and
strange adventures.

How does The Sakuntala resemble this play ?

Tagore, in a famous essay, endorses Goethe’s view that The
Sakuntala portrays the development of flower into fruit, of earth
into heaven, of matter into spirit. But one cannot accept th«



Brahmo view that earthly love is something unclean, that the first
union of S'akuntala and Dusyanta marks a fall, that the young
Dusyanta is a rake, and that they both make up by tapasya for
their passionate unrestraint in the first part of the play. On the
other hand, the story of Sakuntala is a story of marvels
Gods, nymphs and men work together to bring
Bharata, the eponymous hero of India.

in which
into existence
By a marvellous chance
Sakuntala was born of ViSvamitra by Menaka ; the child was
exposed to the mercy of nature ; birds looked after the baby ;
Kanva adopted it. The Gods willed it that Dusyanta should
stumble into the hermitage during Kanva’s absence and there see

that marvel of youth, beauty, and innocence and fall in love with her.

The love is reciprocated. The Gandharva marriage, the wonderful

foreknowledge of Kanva, the marvellous send-off that the nymphs
give to Sakuntala, the grief of the sage, his blessing that S'akuntala
should come back to the hermitage after entrusting the kingdom
to her son, Durvasas’ curse, its fulfilment, the errand of Matali,

the final meeting and reconciliation, each event is strange,

unexpected and fascinating, showing how the powers wanted to
produce a great emperor in whom nymphs and saints, kings and
emperors united. Kalidasa idealizes the character of Dusyanta,
who, far from being a rake, refuses to receive S'akuntala because
he is not sure she is his wife. The central Rasa is no doubt

SrngSra, but how large is the element of Adbhuta, wonder ?

Parallels between the two plays are numerous : the scenes of
idyllic love, the court scenes, the musical interludes, the scenes of
final reconciliation. The Sakuntala presents a play without ugliness
or evil; The Winter’s Tale transmutes these. Death and destruction
are avoided in the former; in the latter

Mamillius, Antigonus
and his companions die.

But these are superficial differences.

The essential achievement in either case is the creation of a
classic which presents whole life and presents it steadily, true to
all time and marvellous in iti beauty.



*nd reconciliation, of regeneration after destruction, interested
Shakespeare most at this period. In The Winter's Tale, Shakes-
peare presents a good period of time, with the scenes set in two
different countries. The story reveals how time finds a solution
to many insoluble problems, and when people pride themselves
on their modernity it is well for them to remember that what is
ancient now was once modern and what is modern to-day will
become ancient in future. In The Winter's Tale, in this story of
love and suffering, of strange adventures of loss and gain, of
love and jealousy, don’t we find kinship with the actors, however
fantastic they may appear at first flush? In other words, Shakes-
peare, celebrates the triumph of time and the workings of a
beneficient chance which leads man from error to truth, from
darkness to light, from the death of hatred to the immortality

of love and forgiveness.

In this view, this play is a treasure-house of marvels, full
of strange adventures, great beauty and goodness, and above all
the strange ways of Providence. The jealousy of Leontes is
accordingly a sudden and strange affliction as surely as fate
led Oedipus to murder and incest. Adverse fate makes Leontes
persist in his tyranny, persecute his wife, send his daughter to
death, and defy even the Oracle of Delphy. Then the reversal
starts with the news of the death of Mamillius, the report of
Hermione’s demise, the change of heart in the king who repents.
Then fate has its victims in the ship’screw and in Antigonus. Most
marvellous of all, fate turns into good luck, Perdita is saved, she
meets the prince, the young prince falls in love, the old misunder-
standings are cleared, and most marvellous of all, Hermione
comes back to life.

This is romance, a marvellous tale of love, goodness and
strange adventures.

How does The Sakuntala resemble this play?

Tagore, in a famous essay, endorses Goethe’s view that The
Sakuntala portrays the development of flower into fruit, of earth
into heaven, of matter into spirit. But one cannot accept the



KUDIYATTAM - ITS FORM AND SIGNIFICANCE AS
SANSKRIT DRAMA*

Dr. V. Raghavan

As | look back, I find it a coincidence, worth mentioning
on this occasion, that among the earliest studies 1 published
thirty-four years ago are papers on various aspects of Natya Sastra
and among them was the one on Kathakali and other forms in
which Bharaia’s Sastra has been surviving in this part of the
country; and in this paper, I drew attention to the Kudiyattam
and the NatahkuSam In the Drama Seminar organised in Delhi
by the Sangeet Natak Akademi in 1956, which opened with my
paper on Sanskrit Drama and Performance,'l | again drew the
attention of the wider world of theatre-lovers to the only survi-
ving form of traditional presentation of Sanskrit drama anywhere
in India, namely the Kudiyattam of Kerala. Subsequently |
persuaded Sri J. C. Mathur, a great theatre-enthusiast, when he
was Director-General of the All India Radio to come here, to
witness a sample display of this art and to do something through
the Radio to make it better known. A further effective and signal
step could be taken by me when, thanks to the financial aid of the
Central Sanskrit Board on one side, and the persuasion and help
of Kerala friends on the other, I could, under the auspices of the
Samskrita Ranga, Madras, afford an opportunity to Sanskrit
scholars and those devoted to the arts of drama and dance in
Madras to witness this art and gain a first hand knowledge of it.
Sri Mani Madhava Chakyar and his associates came out of Kerala
for the first time, | suppose, and presented at Madras on three
nights scenes from three p\ays-Subhadradhananjaya, Abhiseka and
Nagananda. In our Samskrita Ranga Annual (I1) was also publish-
ed a detailed article on this art by Dr. K. Kunjunni Raja, which

‘Opening paper at the Kudiyattam Seminar on 2nd and 3rd June, 1966
at the Kerala Kalamandalam, Chiruturutti under the joint auspices of the

American Institute of Indian Studies and the Mandalam,
1. Triveni, Madras, VI. ii. Sep.-Oct. 1933.
? J. ofthe University of Madras, XXIX, i. July 1957, p. 28.



prepared the more serious students of Sanskrit drama to under-
stand these performances. From Madras to Delhi and elsewhere,
Sri Madhava Chakyar’s tours and performances have proved an

eye-opener to all those interested in theatre and the traditions of

Sanskrit play-production. This is therefore the most appropriate

time to have this Seminar on Kudiyattam, in which we are having
four groups of participants - the active exponents of the art
themselves ; local scholars who have seen it often ; and outside
scholars and Sanskritists who have had opportunities to see and
study it on the background of the large and long space-time sweep
of the Natya Sastra and Sanskrit drama ; and lastly votaries of
theatre in general who are not only interested in its significance
as a theatre-form, but also desire to get through it an idea of how
a Sanskrit drama was enacted traditionally, what practical fortn
some of the principles and directions in Bharata’s text took
and how the classical technique adapted itself when the art had
to live among the people at large and had to be made understan-
dable and enjoyable by them. As an old friend of the late poet
Vallathol and sympathiser of the Kalamandala, and as a Member

of the Indian Advisory Committee of the American
Indian Studies, I
organised.

Institute of
am very glad that such a seminar has been

As some persist in asking “ Was Sanskrit ever spoken ?”, so
also some may ask *Was the Sanskrit drama enacted ?’. The best
evidence of its having been enacted is the practical nature of the
treatise of Bharata, embodying teachings to the actors, and before
Bharata’s text the Natasutras of the same character. A host of

evidence is available in general literature bearing out the produc-
tion of the Sanskrit plays.

The plays themselves contain sufficient
data bearing on this.

When the art of presenting Sanskrit drama
was perhaps at its peak in Kashmir, we have the evidence of the

Kuttariimata of minister Damodaragupta of the 9th century A.D.
who gives a detailed technical description of the playing of
Ratnavall. So far as the South is concerned, we have Cola
inscriptions, e.g. the one of A.D. 994 (130 of 1925) of the time of
the great Rajaraja, granting Nrtyabhoga for actor Kumaran
Srikanthan for performing the seven Ahkas of Aryakkuttu at the



annual festival of the temple at Tiruvavaduturai in Tanjore
District. The Cola inscriptions mention also the actor Kuttaccak-
kayan and the grants given to him, Sakkai-k-kani. 5>akkai hat
other meanings besides actor and although the word has been
discussed by several scholars, and several old and new etymolo-
gies have been proposed, there is as yet no satisfactory explanation
of the word. The Bhavaprakaia of 3aradatanaya was a product of
the later Cola period and there, its South Indian author says that
he wrote on the Rupakas and Uparupakas after witnessing all the
varieties in 5>arada’s temple, in front of the image ofthe Goddess
enacted in the Nartana hall of the temple, by Natas.

STWfar erf 3%rl: |
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A popular Uparupaka form of dance-drama, employing the local
language had developed, earlier than Krsnattam and Kathakali in
Kerala, in South India as well as in other parts of India. Butinall
areas, the popular forms have a lineage going to the classical
Sanskrit production. In Kerala, it is well known that the Kathakali
or Ramanattam goes through the Krsnattam to Kudiyattam. The
Kathakali, with its popularity, has overshadowed the Krsnattam and
Kudiyattam but to the serious scholar and earnest student, the two
earlier forms and the Kudiyattam in particular, offer many data of
historical value, academic importance and aesthetic beauty and
significance. Here is something, the only living source, from
which the authentic traditional Sanskrit play production could be
reconstructed, and given the resources needed, enthusiasts could
endeavour at producing Kalidasa, Sudraka and Harsa in a way
different from the modern realistic style in which they are handled
now in any part of India. With music, dance and abhinaya the
ancient Sanskrit production as | have emphasised in more than
one paper on the subject, was really an art of dance-drama,
utilising fully the intrinsic and purely artistic resources of Natya-

n



dharmi. Although the plenitude and perfection of this display
could not be seen in Kudiyattam, yet it is in itthat one gets
glimpses of the glory of the abhinaya of the Sanskrit play, glimpses
which, aided by imagination and knowledge of the Sanskrit
Natya Sastra, could help one in visualising how it would have all
been done in the heydey of the classical Sanskrit stage.

The name Kudiyattam may be interpreted in different way*
so as to bring out the various aspects of this art. It might refer
to the fact that as against the form in which one person imper-
sonates the different characters, here we have several actors coming
together to enact their respective roles or as a corollary of this,
full complement of all the four abhinayas are together availed of
for the enactment. The distinction of Ekaharya and Aneka-harya

is a fundamental one in the definitions of the varieties of Rupaka
and Uparupaka.

As regards the date of this tradition of Sanskrit production in
Kerala, available evidence would point to the 10th century A.D.,
the time of King KulaSekhara, author of the Subhadradhananjoya.
The common nomenclature of some Ragas in the music of
Kudiyattam with the Devaram music tradition in Tamil - e.g-
Indalam, Sikamaram, KaiSika - points to the same period. But
the presentation should have grown and gathered increasing
adaptations to the local milieu during the course of a few
centuries.  The critique of Kudiyattam, namely NatahkuSa,
should belong to this later developed stage of the art.
Towards the end of the NatahkuSa, the text gives among
possible replies to its criticism, that the discrepancies
shown are coming down for some time in their practice |trt ftsifef-
mWrfiR5<!F*r:—-which presupposes a certain passage of time for
this tradition. Another evidence on this is the growth or
prevalence of diverse practises among the different ChakySr-
families in respect of adding a verse or omitting it or doing or not

doing it or doing in adifferent manner,-a fact which figures among
the criticisms of the NatankuSa,

The most obvious feature of the Kudiyattam which will
Strike any onlooker is the free admixture of the local language,



a Point included among the several criticisms in the NatankuSa.

it is not so much the bilingualism as such, for that is basic to
the very text of the Sanskrit drama in which characters speak in
Sanskrit and the different Prakrts. But it is the further use of
contemporary local language. The historical and cultural
necessity and significance of this as part of the endeavour to put
across the Sanskrit play to the people at large and to educate
them are obvious. But what should be noted is that this pheno-
menon is not isolated but appeared in different parts of India.
In the Parijatapaharuna of Umapati (C. 1400 or 18th century A.D.)
of Bihar, the local language is used for the songs ; and right from
this, we have a whole crop of plays in Sanskrit-cum-Newari in
Pattan and Kathmandu in Nepal. The Ankiya-Nat of the
Sankaradeva tradition in Assam employs Assamese and Sanskrit.
In the Dhurvagana, the musical outfit of five kinds of songs, set
forth elaborately by Bharata, there are two ideas which it is
worth while for us to remember in the present context: one is
that these are to be in Prakrl and the other is, as | have
maintained in my papers on the subject, they had to be composed,
on the guide-lines available in the poet’s text and verses, by
music-composers forming part of a drama troupe and added to
the text. It is in this light that we have to understand Act IV of the
VikramorvaSiya which has come down to us in manuscripts in a
version fitted with ApabhramSa songs. This solves the question of
un-orthodoxy regarding additions raised by the NatankuSa as also
to some extent the discrepancy of an actor enacting a verse
referring to himself, in the third person, instead of in the first, a
criticism advanced by the NatankuSa. For we know from the survi-
ving regional dance-drama traditions, particularly from the Telugu

Bhagavata plays, that when the entrance-song, the PraveSiki

Dhruva or Daru is sung, the actor who is described, himself enters
dancing to it and rendering in gesture what is described in it

about himself in the third person.

To return to the use of Malayalam, the criticism of the

NatankuSa would be proper in respect of the disproportionate
length, vulgarisation, aud introduction at the slightest pretext of



lengthy excursions into different branches of learning. Th6
explanation that these have played a great role in mass and adult
education and spread of Sanskrit and learning is of course there.
There isalso some justification when characters like the Vidusaka
indulge in this, as this could be taken as providing comic relief.
Comic interludes or improvisations in local language seem to have
been resorted to in other parts of the country too, although no
written manuals have come down there- At any rate, these
should have been short and not matters of hours’ or days’ duration
as in Kudiyattam. The NatahkuSa cites in further justification of
criticism that such vagaries are not introduced in the presentation
cf the Sakuntala. It is in respect of length, irrelevance and the
splashes of vulgarity that the criticism of NatahkuSa is justified.
Otherwise, the vernacular interludes seem to have been prevalent
in other areas too ; for the Bhavaprakaia, which was written in
the Kancl region, says (Ch. X. 11 15-6. p. 311) that at the finales
of song, speech etc., the Natas etc. may, for the diversion of the
audience, do some comic interludes through the local languages.

The printed edition reads wrongly :
read |

i It should

It may be noted that as against the criticism of the NatahkuSa,
the reply is given in one place that Bharata’s treatise contains
Anuyogas or permissive directives to enlarge or adapt or extend
the application of his directions. This is true but as the NatahkuSa
rightly insists, these should be done without loss of Aucitya and
without Rasa-bhahga, that is, without endangering the requirements

of proportion or propriety and without impeding the flow of Rasa
or spoiling it by things in bad taste.

As | have shown elsewhere, the intensive treatment of the
poet’s text by the stage-artistes enlarged the dimensions of the
play aud the production of a play had to extend in duration and



most probably only one Act could be presented at a session. This
would also explain the prevalence from most ancient timei of
individual Act-names in plays like Mrcchakatikaand N agananda in
manuscripts as well as in treatises on dramaturgy.1l Such separate
Act-names Mantranka, Ahguliyanka, etc. are well known in
Kudiyattam. A direct outcome of this is that when these Acts
are taken separately, on different days, the continuity has to be
given to the audience and the resume or flash-back of the story
upto the Act on hand-what is called here Nirvahana-is required
and a further development from this is new compositions of
verses for the story recapitulated, including a new Nandi for the
Act-all of which figure among the aberrations cited and criticised

in the NatankuSa.

In my paper on Music in Ancient Indian Drama2 1 have
devoted special attention to the different ways in which this
twin-art was harnessed to augment the Sanskrit production.
Without going over the ground again, I might draw attention to
the preservation of the relation of Ragas and Rasas and Bhavas in
the Kudiyattam scheme, in whatever modified or attenuated form
it may be; particularly as borne out by the emotional and
thematic, rather than melodic, nomenclature in certain cases -
Arta, Tarka, Duhkha and so on. The big pot Mizhdvu reminds
one of Bharata’s Bhanda-vadya, which was however multi-faced.
The prominence of the preliminary drum playing in the Purvaranga.
part is also very old and had given rise in the olden times
to the Sanskrit saying ‘Amrdangam Natakam’, ‘play without
drum ’, referring to anything happening without its due attendant
noise and hubbub, an idiom misunderstood3by some unacquainted
with dramatic practice as a reference to a lost Nataka or a type of

it called Amrtanka.

1. See particularly Sagaranandin’s Natakalak®ana-ratnakosa for a large
number of these separate Act-names in well-known plays.

2. Artand Letters, London, XVIII. i. 1953, pp. 10-18; J. of the Music
Academy, Madras, XXV. 1954, pp. 79-92.

3. Some regrettable papers have also been published recently under this

delusion.



The Purvarahga was a very elaborate affair and included
several items of religious and propitiatory significance mixed with
all this music and dance. The full details of these became
obsolete long ago, as the Sahityadarpana says (VI. 27/28);

AN
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But in the regional dance-drama traditions, where the
religious background is important, some part of the old Purvarahga
survives. In Kudiyattam, we have some elements of the old
Purvarahga and it is necessary to understand fully the details of
the preliminary dances here, the Caris, the Gatis, and also the

meanings and significances of certain dances bearing names like
*Yasi Yasi

It is, in fact, with the preliminary acts and dances called KriyS
that the NatahkuSa starts its criticism and concerns itself for the
greater part of its discussion. The question as to why, if it
belongs to Purvarahga, it should be done by Hanuman after his
entry is discussed at length. We may however remind ourselves
that on the ancient Sanskrit stage, there was the practice of the
character or characters of the opening scene of the play figuring
in the PrastavanS, as the Sutradhara and the Nata. In the
two plays of Bhavabhuti, the Uttararamacarita and the Malati-
madhava, the Sutradhara and Nata in the prologue announce
themeselves as citizens of Ayodhya of Rama’s time and Kaman-
dakl and Avalokita and it is in the dress of those characters that
they carry on the Prastavana. Hence the question in Natahlcuia
whether the person dances as Nata or as Hanuman does not arise,
as it is all governed by convention. There is the more telling
universal phenomenon of the Bharata-vdkya which is uttered by

a leading patra in dress, but well understood as recited by an
actor, Bharata.

Two points struck me with reference to Vacikabhinaya. In
the gcenes from three dramas which | witnessed, | kept the Trivan*
drum Sanskrit Series editions of the three plays and followed
closely the dialogue spoken on the stage with the printed texts.
I found that practically the oral and the printed texts agreed,



but there were some small differences here and there. It appears
that for satisfiying our scholarly curiousity we might as well
collate the oral and the printed texls of the plays in the Kudiyat-
tam repertoire. The second point relates to the recitation of the
text by the Chakyars in a sing-song tone, the prose dialogues too
being evidently correlated to some tune. The evidence on the
musical accompaniment of the Sanskrit play, instrumental and
vocal, shows that this was a continuous one, particularly the
instrumental which kept up a background and tempo, but the
instructions regarding Pathya-gunas qualities of the delivery of
speech, given by Bharata, do not warrant any sing-song delivery
of vacika as seen in Kudiyattam. The NatankuSa criticises the
adoption of a particular tone Svara-viSesa, with reference to

Malayalam speeches; probably this spread to the Sanskrit part

also.

I have kept to the last what | consider as the most precious
part of Kudiyattam. The essence of this art lies in the Ahgika-
abhinaya. Drama or Rupaka is called Vakyarthabhinaya while
Uparupaka and forms of dance-drama are called Padarthabhinaya.
The actor has first to show the whole Rasa or Bhava which is the
Vakyartha and then come to its break-up and interpret word by
word, Padartha. The Vakyartha is shown prominently by the
actions of the parts of the face chief lyby the eyes, that is, in terms
of Bharata, by the abhinaya of the Upahgas. The second aspect
of this abhinaya, especially of the beautiful verses which blossom
forth on the dialogues likes flowers on the boughs, is the improvi-
sation. The possibilities of ideas and sentiments that could be
drawn out of the lines, whereby the main idea could be enriched
are unfolded and gone through in abhinaya. The very scheme of
Sancari-bhavas and the detailed description of the Anubhavas, and
again the elaboration of the interpretation through the six stages
of Sarirabhinaya-all set forth by Bharata, show that this should
have been the ancient and traditional way of interpreting the text

of the plays. Although there are no old manuals of such abhinaya

handed down in Sanskrit for the classical plays, we have some
indications of this line of interpretation in the Kuttanimata, anc}



in the Kudiyattam tradition, we have actual manuals. Thi»

technique is quite familiar to the spectators of the well-known

dance form referred to as Bharata Natya, in which Padas especially

are interpreted in variations, whose range and number are in

proportion to the imagination, knowledge, culture and maturity
of the artist.  The third point which | would like to touch upon
is one which the NatahkuSa mentions and criticizes, namely,
a character in a particular role, for example Hanuman in male
dress, enacting the feelings and actions of Slta, a female, not
present, but indicated by a mere symbolic gesture of taking up the
end of the garment. This would apply also to Ravana portraying
the actions and feelings of Parvatl, as also of Siva. The unknown
author of NatahkuSa is no doubt an eiudite scholar in Bharata’s
Natya Sastra but some of his critical observations will have to be
modified. Taking the present case, the inapplicability of the
criticism will be clear if we recall cases like Dusyanta recapitula-
ting before the Vidusaka the incidents of his meeting Sakuntala in
verses like Snigdham viksitam and Darbhahkurena ; and if he has
to render these in abhinaya, he will naturally have, while being
in his role and make-up of the male Dusyanta, to display all
the feminine bhavas and Anubhavas of Sakuntala. Indeed it is
this mastery of the whole art of expression that makes it possible
for whole troupes of female actors, as the one figuring in the
Kuttanimata, or for whole troupes of male actors, as in all Bhaga-
vaia-plays, to portray successfully any role, male or female.

This brings us to the proper perspective of what to do at the
present time with this art of Sanskrit drama.

What is of intrinsic
and artistic value and

intimately fused with the text of the
Sanskrit plays and flows directly from the ancient production
technique as seen in Bharata or even later texts should be preser-
ved. The digressions in local language may be completely left
out, if this is to be produced abroad, outside its Kerala-home,
and it is not necessary to venture on the task of translating all

the Nirvahanas and Purusarthas into Hindi. The preliminaries

could be confined to the first show or reduced to the minimum

by drastic slashing of the number of prayer verses etp, They



may even be omitted except when some are specially interested
in them. Music may be brought in tune with contemporary Carnatic
or Hindustani style in its pure classical form and capable singers

Instead of the whole thing disappearing by its sheer

employed.
its overgrowths, let its

prodigiousness, its sprawling out, and
essence be retained so that, by adopting its technique, not only
the thirteen in its repertoire, but also several other classics of
the Sanskrit theatre could be produced in the indigenuos style
all over the country. Our hopes are not airy, as the masters of
the art who are participating in this Seminar are alive to the

situation and willing to co-operate.



INDIAN CLASSICAL CONCEPT OF TOTAL THEATRE™*

Dr. V. Raghavan

For its antiquity, the Sanskrit or the Classic Indian
theatre had dramatic conceptions which are, on one hand,
aesthetically sound and satisfying, and, on the other, would
find acceptance among those in other parts of the world to-day
who are evolving fresh conceptions of the theatre. Bharata, in
whose name the first known full treatise on drama has come down
to us, says that drama comprised, in main, four parts and called
these Abhinayas or media of bringing the thing to the audi-
ence. The first of these four is the Word and Voice, that is, the
text of the drama written by the dramatist which embodied th*
story and was spoken by the actors (Vacika); this included song
aud music. lhe idea of actors brought on the second, the Make-
up and the othei extraneous aids ; because these aids were put on
and/or brought from outside, they were called Aharya, implying
the idea that, being external, they were dispensable ; indeed, apart
from make-up wtnch is elaborately dealt with and was meticulo-
usly done, Sets and others Properties were mostly dispensed
with, as we shall see in more detail presently.

The two other
modes of expression - for modes

of expression these four
Abhinayas are - come under actual acting ; the third is acting in
general, Ahgika (meaning ‘belonging to the limbs of the body’)
and the fourth, a department of it, the Sattvika, that is repre-
sentation of the physical and voluntary modifications that appear
on one’s body in tense emotional states, that is, the representation

of tears, perspiration, becoming pale and so on, things which

cannot be shown by an actor except by completely entering
into the soul of the charactar, his situation aud feeling. All these

present not only the story and reproduce the situations, but
convey to the spectator completely the emotions of the story and
situations and ivoke in the spectator his response and rapport
(Rasa).

¢Paper presented at the East-West Theatre Seminar,

New Delhi, 24th
to 30th October, 1966.



A complete drama should have the full complement of all
these; deficiency in one of these reduces the status of drama as

such. Thus when speech is eliminated or only one actor imper-
sonates all characters, the presentation is classified among minor
dramatic varieties or forms of dance.

In brief it may be stated that the above points to a type of
the total theatre concept. But while ancient Indian drama went
the whole length in this conception in some departments, in
others it dispensed with those elements themselves and adopted
in their place an idealist and symbolic technique. An element
which they used fully and most effectively iS music. In the text
of the drama itself which was written in prose and verse, the
latter representing the highlights or nodal or effective points,
in the dialogue the classical Indian actor sang the verses, supported
by the musician in the orchestra; a correlation of melodic
modes and emotional moods and situations, which they were
suitable to suggest, was worked out and this scheme was followed.
A theatrical company included music composers who composed
fresh songs corresponding to the situations in the text and in
symbolic lauguage, and such songs introduced a character, showed
his exit, suggested a new situation and burnished further a current
situation. The vocal songs were not the only music ; in fact, the
more important music was that of theinstruments of which
there were many - flute, string and percussion. Besides accorn-
paying the songs, they also followed and underlined the prose-
speeclies and accentuated also mere action like walking. A scheme
of instrumentation and set rhythms, tempo and measures
appropriate to moods and situations was followed to suit
the gait of «characters according to sex, age, mood and

situation.

I said Sets and Props were not used. Bharata laid an
emphasis on the artist’s own ability and his own intrinsic
artistic resources and did not call in extraneous aids. Charac-
ters did not even carry small things in their hand like bow and
arrow ; the action of drawing a bow and releasing an arrow
wae shown; no mounts, vehicles etc. were brought on to



the stage. The limitations of the Stage and the difficulty of{

accumulating all these material aids were realised and the
problem was solved by utilising to the full the possibilities
of acting and miming. How did they manage the locations?
Instead of providing painted curtains or bits for forests,
hills etc., they conventionally apportioned parts of the

stage - space as standing for the different locations as

requi-
red and the actor came round to the

appropriate places
as required by the text and context. This was called

Kaksya-vibhaga. In addition to this, the song which introduced
a character, contained a symbolic description which supplied
the information as to who was entering, where and in what mood
and form. In further realisation of the situation, the poet-
author of the play had poetic verses and speech-bits in the

text which also enlightened the audience about everything which

spectacular sets and long stage directions strive to convey.

Thus the poetic or lyric or descriptive portions of the text of
a Sanskrit drama have to be properly understood on the back*
ground of the indigenous production - technique. All these, in"
stead of merely pleasing or striking the eye or making things too
ready-made for the onlooker or necessitating him to look into a

hand-out of a summary or programme book,

called forth his
attention and

imagination and cultured his mind and attuned
it to the play in an effective manner. This avoidance of the
Sets thus affected directly, as already pointed out, the techni-
que of writing the text of the play; as in a Radio play,
which is heard, everything including the actor coming on or
his situation had to be orally indicated in advance and thus
do we get the lyrical descriptions of Nature and the surroundi-
ngs and of the poses and postures of the characters themselves
as observed by other characters on the scene on whom
they have repercussions of dramatic value. As spoken by one
character, these passages of the text affect him and through
him the audience which sees and hears him is affected.

A further refinement in the presentation

is that, instead
of mere realistic action, which follows

automatically as the



concomitant of speech, close gesticulation or miming of each
word, of the verse or the prose, was adopted. The pose of
hand or movement of some Ilimb or part of the face was
precise and stylised and not casual. When a verse or part of
speech was thus rendered in gesture, the actor-artist interpreted
it, bringing out its implications and complimentary ideas, aug.
menting and enriching it by his imaginative improvisation. The
acting was thus a commentary and the actor as well as the
spectator were participating in a highly concentrated art which
called forth the utmost attention and absorption on both
sides. Together with the song and music of instruments on
which the movement of the actor was set, this kind of enact-
ment made the ancient Indian drama really an art of dance-drama.

The style of presentation and production described above

was called Natya-dharmi meaning the conventions and the

idealistic and symbolic technique which were adopted.

The ancient Indian total stage conception was thus a

in respect of the essential and intrinsic and

total conception
respect of the

purely artisic aspects of the play and not in
other extraneous elements. For example, we may take the question
of lighting which has assumed such a large place in modern
production that playwright and actor are nobody before a
stage-engineer and light-expert. If it is mid-day, for instance,
the text contained words and the actor represented the whole

sun, scorched earth, perspiration etc.; the

situation of hot
fact and the

whole picture and the complex of the natural
actor’s reaction to it with thesort of gait which showed that
the sand below was too hotfor the feet, with his look at
the sun above wunder cover of his pa>m and fingers, and
with his wiping off of his perspiration-brought home to the
spectator’s eye and mind the time-factor, not by itself as
something abstract but as related to a character in the blazing
mid-day better than the high power bulbs and the switching

on the lighting apparatus.

I have made my present statement of the
Conception of the Total Theatre in a brief and compact

Indian Classical



manner as | have written on the subject often. Those who are

desirous of knowing this subject in greater detail may read the
following published papers of mine:—

1. Sanskrit Drama and Performance— Paper at the Drama

Seminar of the Sangeet Natak Akademi, New Delhi. Journal
of the Madras University, Vol. XXIX. i. 1957 - Humanities,
pp. 11-29.

2. Music on the Ancient Indian

Stage—Indian Art and
Letters, London Vol. XXV11l. i. 1963 pp. 10-13 ; Journal of the

Music Academy, Madras. Vol. XXV. 1954, pp. 79-92 Bulletin of
the San*eet Natak Akademi, New Delhi, No. 4, 1956, pp. 5-12.

3. Producing Sanskrit Plays - Natya, Bharatiya Natya Sangh,
New Delhi, 1959, Spring Number, pp. 9-13, 60.

4. Natya Dharmi, Journal of Oriental Research, Madras.
Vol. VII. 1933. pp. 359-75.

5. The Aesthetics of Ancient Indian Drama- World Theatre
Special Number, Paris, 1956 ;

Indian literature, Sahitya Aka-
demi, New Delhi,

1. ii. 1958 pp. 67-84.

6. Production of Sanskrit Plays and its Value for Contempo-
rary Play-writing and Play-Production - Bharatiya Natya Sangh,
Delhi, Report of Seminar, 1961, March 31, pp. 53-7.

7. Koodiyattam - Natya,

Bharatiya Natya Sangh, VI
1962. pp. 21-3.

8. Uparupakas and Nrtyaprabandhas-D&ncc

Seminar Paper-
Sangeet Natak Akademi.

First published in Sangeet Natak
No. 2. 1965-66. pp. 5-25; again in the present issue of
Samskrita Ranga Annual, pp. 31-54,



Kalidasa, sanskrit drama and Indian theatre?*

Dr. v. Raghavan

In different arts and intellectual pursuits, to-day, in this
country, different ideologies and notions of progress are being
held. In music and dance, authenticity and perfection according
to the classical tradition is prized ; in literature and drama,
foreign models are taken for guidance, translations and adapta-
tions from them form a regular line of activity and whatever new
theories, trends, styles and schools have developed in the West'
not only in drama-writing but also in acting and production, have
their Indian replica. While in this country the ideal is to aspire
to a condition of being not more than carbon-copies of the foreign
originals, in the West, particularly in America where, at Univer-
sity as well as outside centres, drama-activity is full of fresh
experiments; writers and producers are looking out on all sides,
and particularly towards the theatre of the Orient, Japan, S. E.
Asia and India, for fresh ideas and techniques which they could
incorporate in their work. During his visit to several such centres
in the States, the writer found a great desire to know more of
Indian drama, and to secure printed materials on Indian theatre
and English versions of Sanskrit plays. In fact, an institution in
New York regularly sponsors a non-American and non-European
play every vyear and in University Departments, Sakuntala,
Mrcchakatika and Bhagavadajjukiya have been produced.

In Delhi, from time to time, Drama Seminars come up and
when participants like the writer bring up the ancient Indian
production and the classical drama, an wultra-modern group,
among whom are some Professors of English and some whose
native roots are negligible, raise up their hands and smother all
such discussions by calling all this historical material and not rele-
vant to-day. As against this attitude in this country, we may
place the following passages from some of the recent American

* A Talk on All India Radio, Madras Station, on 28-11-1966 in con-

nection with the Kalidasa Day.



publications relating to Sanskrit drama. 1In a book called the
Classical Drama of India, we read : “ Itis from the standpoint
of world drama and world literature that the Indian plays are
reviewed, with confident belief that from this perspective they
will be found worthy of high place among plays in a harvest
comprehending all times and lands.” (p.3). In the chapter on
Theatrical Technique on the Sanskrit Stage, the same book says
(p. 110): “ This was at once an intensely literary theatre and an
intensely chorcographic theatre, combining the greatest possible
attraction for both ear and eye. One medium is never sacrificed
to another”. Concluding a discussion of dramatic style, the book
observes (p. 130): ,-The world today stands in a period of tran-
sition for the musical, the choreographic, and the poetic stage.
The plays of ancient India offer us a wealth of suggestion*”
Introducing in English version, some leading specimens of the
Sanskrit theatre, the book The Genius of the Oriental Theatre
says regarding the technique of sophisticated acting on the
Sanskrit stage which dispenses with props : “ Any one who has
seen an Indian or S. E. Asian dancer imitate with his body or
even with just his hands and arms a serpent or a tiger, realizes
that a stuffed animal or a man dressed in a skin and attempting a
realistic imitation is far less effective”.

The theory, technique and aesthetics of this Sanskrit drama
are set forth in the elaborate and earliest available treatise, the
Natya Sastra of Bharata. But what is set forth in abstract in the
treatise could be more clearly seen and appreciated better from
the actual plays. Of Sanskrit plays which we have and of which
the time or authors arc definitely known, the earliest are those of
Kalidasa. Kalidasa is foremost not only in poetry but also in
drama. In his first play, he mentions three predecessors of his,
two of whom are mere names; to the third some plays recently
discovered have been attributed but not without controversy. One
or two other pre-Kalidasa dramatists are known only through brief
citations or fragments. It is therefore in Kalidasa’s plays that
we have to see for those principles of Indian dramaturgy which
Bharata enunciated. Kalidasa was indeed proficient in drama*



turgy ; in his first pJay Malavikagnimitra, he mentions many of
the important ideas associated with the art of drama and acting,
its definition, scope, its different forms, its essential elements,
the supremacy of appeal and the high value that had been
attached to the art (1. 5). In his second drama, the Vikramorva&iya,
again, the poet introduces the enactment of a drama in heaven as

and mentions Bharata the teacher of drama and the

a motif,
More valuable is the pre-

essential features of the production.
servation in some manuscripts of an actual stage-edition of Act 1V

of this play from which we get an idea of how music was
employed on the ancient Indian theatre. If we go through his
Sakuntala, we come across a number of brief stage-directions which
throw light on how the Sanskrit play was enacted.

As the drama opens, we have King Dusyanta and the charioteer
on the scene; they are shown as riding a fleet chariot and giving
chase to an antelope. Here the poet’s stage-direction is Kathavegam
For shooting at the antelope, the poet says Sarasan-
last Act, Dusyanta and Indra’s
is

nirupya.
dhanam natayati. When in the
charioteer Matali get down from the chariot, the direction
Natyenu avatirnau. Similarly in the opening Act of the
Vikramorvafiya, King Pururavas rescues Urvasl and brings her on
the chariot with her, and as the chariot is supposed to g) down
and there is jolting, the poet gives the instruction Urvaii ratha-
vataraksobham natayanti etc. Now what do these brief stage-direc-
tions mean ? They mean that there is no chariot at all on the
stage ; the characters get on the chariot and get down from it by

Natya, that is, by action appropriate to getting up through suitable

poses of legs and other limbs; similarly when the charioteer

is said to represent the speed of the vehicles he does so by
appropriate physical action such asthatofihe hands which arc
in the pose of holding the reins. And the coming down of the
chariot on uneven ground with jolting is shown not by the chariot
as a stage prop, but by the character-occupant showing the sugges-

tive bodily movements from which we visualise in the mind the
At the beginning of Act IV

chariot and its particular movement.
Anasuya and Priyamvada

we have Sakuntala’s two friends
13



plocking flowers in the ASrama, Tatah praviSatah Kusumavacayam
natayantyau sakhyau, says the poet. How do they do this? There
are no flower pot*, or paper-flowers nor do they carry any flower
baskets. From imaginary creepers, with one flat left hand palm
in Pataka-pose, representing a receptacle, the two ladies pluck
flowers by the right hand in Arala-hand pose. The abhinaya of
the creepers and plants and the two ladies plucking flowers from
them, is, instead of being merely realistic, really effective so far
as the audience’s realisation is concerned. A similar scene
recurs at the beginning of Act VI of Sakuntala. Spring season
is setting in and two maids of the palace come to the garden and
having plucked the tender fresh sprouts of the mango offer them
to the God of Love, to serve as his arrows. Here the poet’s
direction is found Kapotakam krtva. Kapota is the cup-like palms

brought together, as if containing a handful of things, flowers in
the present context.

If stage properties were thus dispensed with, how was the
scenic location known ? Further, how was the identity made
known of a character who entered a scene ? This question
takes us to a prominent feature of Sanskrit drama, namely its
poetic character. A foreign reader may wonder at the des-
criptive, sometimes self-descriptive, passages, generally in
verses, that he comes across all through the Sanskrit play. There
S, cb the American writer quoted above observes a
“ dexterous inter-weaving of stage-business and dialogue” in
the Sanskrit drama. When in Act | Dujyanta approaches
the hermitage of sage Kanva, he says, “these are certainly
the grounds of the hermitage” aud goes on describing the
several signs and characteristics of the sage’s dwelling and its
environs ; and when, during reciting this descriptive verse, he
interprets the ideas in it with gestures, elaborating them and
reinforcing them with complimentary ideas, the whole picture
begins to live before the mind’s eye of the spectator more vividly
than a painted curtain. One reads when Dusyanta or Pururavas
ISon the stage, a stage-direction Parikramya at places ; it is where
he is to move from one location to another on the empty stage
but graphically described in the text and the song that the direction



Parikramya occurs. In the version of the lyrical IVth Act of the
VikramorvaSiya, found in some Mss., as already mentioned, we
have additional songs corresponding to such descriptive verses
relating to the location and the characters and objects introduced-
a number of birds and animals. Five types of such songs called
Dhruvas in Prakrt language and symbolic imagery composed by
the musicians of the stage were sung by the vocalists of the
orchestra, which, augmented by the poet’s own text, attuned the
hearts and minds of speciators to the situation and made them'

not only visualise the scene such as the Himalayan wooded region

but also be in a mood ready to receive the character in a given

mood such as Pururavas in a hall-mad state.

This is the full meaning of Sanskrit drama being defined as
DrSya and Sravya, a complete and continuously integrated
experience of the eye and ear, without having to evolve a type
which has been characterised in the West as the ‘epic-narrative
theatre.” What was said of scene, character and action, applies
even more to the presentation of feelings, the subtle play of
which in a character evokes the minute observation and descrip-
tion of the other related character on the stage who is deeply
affected by it and it is as emanating from one character and as
affecting the other and expressed in the latter’s words and gestures
that the whole emotional situation goes to the heart of the
spectator. The verses of Dusyanta in Act i, giving those memo-
rable pictures of Sakuntala, Sarasijam anuviddham, then Calapah-
gam drstitn when she is harassed by the bee, then Srasldmsau
depicting the strain on her limbs, caused by watering tue trees,
attain a special significance wnen we understand meir role in tne

enactment of the play.
When Goethe read the translation of Sakuntala, he was not
only moved to sing its beauty and sublimity in a sonnet, but was
also taken up by the idea of the prologue to the play which he
adopted in his own Faust. This provided for the poet a means
of preparing and conditioning the minds of the audience and

supplying or suggesting the essential clues to follow the play and

appreciate its whole meaning and message. This prefactory piece



called Prastavana has its complement in the concluding piece

called Bharata-vakya. This device of Sanskrit theatre, which in
the words of the recent American writer on Sanskrit dram*
quoted earlier, “ subtlizes by conjugating intricate inter-relation*
between ‘real ’ life and theatrical life, the audience and the play”
isemployed by Brecht continuously in hi* short play The Exception
and the Rule, and has been traced to the
the Japanese No theatre.
the Indian theatre.

influence on Brecht of
All such oriental traits ultimately go to

The Sanskrit stage has over forty types of plays and perform-
ances, each characterised by a specific dramatic idea, thome,
character, sentiment, technique of production or emphasis on one
aspect of it. This wealth and variety have been further enlarged

by the dance-drama traditions in the different regional language

areas which developed in its wake. Without any rigidity, the

concept of drama has been freely handled on the Sanskrit stage
and within the wide spectrum of its dramatic ideas, could be seen
the germs or counterparts of most of the new trends, including
ideas like meta-theatre or the theatre of the absurd, that had been

developed or written about in the West by modern dramatists,
producers and critics.



BHASR-
D. V. Rgaen

The boundaries of Sanskrit drama which had for long been
marked by Kalidasa were suddenly extended by some centuries
by two discoveries round about 1910. In the North West, the
German scholar Dr. H. Luders discovered at Turfan in Central
Asia fragments of Sanskrit drama by the Buddhist poet Aivaghosa
and in the South-West corner of India, in Kerala, Pandit
T. Ganapati Sastri discovered a bunch of palm-leaf mss. of some
new dramas, which were anonymous, but which, by putting
together the bits of evidence in Sanskrit literature already known,
he presented to the world as the plays of Bhasa. He shook as it
were the world of scholars who were first unwilling to accept his
identification and opposed him strongly; Ganapati Sastri defended
his discovery with further arguments and the world of scholars fell
into two camps, the anti-BhSsites and the Bhasites; the latter
included stalwarts like A. B. Keith who completely accepted him.
There is also a third group of scholars, with a more open
mind on the question of Bhasa and bis plays, who accept part of
the discovery and discount the rest. The present writer himself
is in this third group.

Kalidasa was the earliest Sanskrit dramatist whom
outside came to know, study and enjoy through translation. The
state of perfection seen in his works presupposes a long develop-
ment of drama. There is also the evidence of the earliest
theoretical treatise on drama, Bharata's Natya Sastra which
Kalidasa knew and which already described at length ten kinds of
drama and the elaborate art of producing Sanskrit drama, with
music and dance. More than all this, in the prologue to his
first play, the Malavikagimitra, Kalidasa mentions three prede-
cessors of his and adds: ‘How will people prefer a contemporary
poet’s play when they have the works of such celebrated masters,
BHASA, Saumilla and Kaviputra?’ The name of Bhasa was thus

the world

#1n a somewhat abridged form this was broadcast in the External
Services ofthe AU-India Radio, New Delhi on 12-5-1967.



known from Kalidasa himself. That there was an eminent
dramatist named Bhasa and that he wrote several plays was
known also from the great prose-master Bana who praises him
in the prefatory verses of his Harsacarita. Vakpati, the Prakrt
poet, mentions Bhasa along with Kalidasa and some others, and re-
fers also to a favourite dramatic motif used by Bhasa, namely Fire.
The poet and critic RajaSekhara mentions Bhasa not only as
author of a whole cycle of plays and of his use of Fire, but also
the actual name of a plot of his, obviously his greatest produc-
tion, the Svapnavasavadatta. A close reading of Rajas'ekhara’™
verse on Bhasa and his play gave also an indication of the central
theme of this play and implied further also that the other play#
of the poet were lost even in Rajas'ekhara’s time (10th century).
All the data mentioned above Ganapati Sastri found in one of
the thirteen plays he discovered. In the other twelve plays, he
found several features common to the Svapnavasavadatta and from
this he extended the authorship of Bhasa to all the thirteen plays.
Subsequent search for evidence brought forth more data to confirm
Svapnavasavadatta as Bhasa’s work, although the text discovered
was not either the full or the correct text of the poet. The Antho-
-logies in Sanskrit have several stray verses of remarkable beauty
and finish which are not found in any of these plays. None of
the plays in this group, other than the Svapnavasavadatta, has
been quoted in the large mass of works on Sanskrit dramatu-
rgy or poetics.

Kerala has preserved not only mss. of Sanskrit literature
but also an active tradition of producing Sanskrit plays, called
Kudiyattam. In this tradition five of the thirteen plays dis-
covered by Ganapati Sastri had been on the repertoire of the
actors, which shows some antiquity, although no authenticity
so far as Bhasa’s authorship is concerned. In fact, some
critics have argued that these plays might be the work of the
Kudiyattam-players. Anyway, these thirteen plays added to
the already known variety and richness of the Sanskrit stage,
certain minor types, particularly of one-Act play, old speci-
mens of whieh were not available before. Indirectly a greater

gain of the Bhasa-discov~ry is that further search brought out



Some other plays of great importance, like the farce Bhagavadaj-
jukiya, which revealed new aspects and achievements of the

Sanskrit theatre.

accurateness of the ascription to Bhasa of

Whatever the
idea of the

twelve plays in this group, we may have an
themes, treatment and dramatic quality of the thirteen plays.
These thirteen plays fall into four groups: two based on the
Ramayana, seven on the Mahabharata and Krsna story, two
on the Udayana-cycle and two on romantic tales. In the first
group are Pratima and Abhiseka Natakas in 7 and 6 Acts,
covering between them, more or less, the whole story of the
Ramayana. In the second group, there are seven, of which
five are one-Act plays; two of these are on the theme of
Embassy : the mission of Krsna ia an attempt to prevent
the war, Dutavakya, and the mission of Ghatotkaca, the demon-

son of Bhima; the Karnabhdra is on the episode of Kama’s

suicidal gift of his armour; Orubhahga is on the last tragic

scene of Duryodhana’s life ; Madhyamavyayoga is an imagina-
tive piece bringing about a meeting of Bhima with his demon son
Ghatotkaca, without their knowing each other’s identity. Like
Krsna in Dutavdkya, Drona in the Pancaratra, in three Acts,
makes a futile attempt to prevent the forthcoming conflict;
the plot is an imaginative creation on the Virataparvan of
the Great Epic. The Balacarita depicts the boyhood life of
Krsna in Gokula, in the midst of Gopas and Gopls, his killing
of several:demon-emissaries of Kamsa and finally of Kariisa him-
the romantic cycles, there are two plays,

love of Kurangi and a Prince
and Daridra-

self. From
Avimaraka in six Acts on the
cursed to be an untouchable for some time,
Carudatta a fragment related to the well-known full play,

Mrcchakatika.

The remaining two plays are from the Udayana-cycle: the
Pratijnayaugandharayana in 4 Acts dealing with the earlier part
and the Svapnavasavadatta in 6 Acts with the latter part of the
story of how King Udayana was captured by ruse by the Kking
of Ujjain who wanted him to marry his daughter Vasavadatta,



how Udayana eloped with her to Ujjain, her reported loss
in a fire, his second marriage with the Magadha princess
Padmavati and final discovery and union with Vasavadatta.

The one-Act plays form a distinct enrichment to Sanskrit
drama ; of these the Madhyamavyayoga is an example of one of
the ten types of drama, Vyayoga, for which old examples have
been so far wanting. The meeting of father and son without
knowing each other has been very well handled by the poet
here. The symbolic presentation of abstract ideas like curse
and of weapons in human form in Dutavakya and Balacarita
use a special technique of Sanskrit drama. The Avimaraka has
scenes which are very effective on the stage. Simplicity and
pathos mark the poet’s handling of the plots of the two
Ramayana-plays. In all plays, the diction is simple, and
without too much poetic effusion, action progresses; the
situations of emotional possibility are not left un-exploited.

On many of these points, particularly grammatical sole-
cisms, simplicity of style, irregularity of form, non-conformity-
such as the end in tragedy in the Vrubhanga, which is
prohibited - the Bhasa-enthusiasts have claimed for these plays
antiquity and also great influence on Kalidasa and other
dramatists. It has been proposed that the Daridra-Caru-
datta, a mere rag, is the source of the rich drapery of
Mrcchalcatika.  Even those who contest these claims cannot
deny that the greatest play in this set is the Svapnavasava-
datta, that on all evidence that play at least is a genuine work
of Bhasa, that the play shows Bhasa as a truly great drama-
tist, fit to be mentioned with respect by Kalidasa.

Quotations from Bhasa’s Svapnavasavadatta, as already
mentioned, confirm the authenticity of the play and its opening
scene ; at the same time they also show that what has survived
is a shorter version, as some crucial motifs and situations
cited in works on drama are missing. Also in parts where gaps
were found in manuscripts, the text must have been made up,
for some of the citations, as also the Bhasa-verses in the



show a composer and a style of composition of

anthologies,
In our

greater artistry than what is seen in the available texts.
appreciation of this play, the masterpiece which, as Rajagekhara’s
verse shows, stood the test alike of critics and of time, we should
take also the passages quoted but missing in the mss.

The theme is something fit to be handled by a master;
a Queen is told that for her King’s welfare and the good of the
State, she should not only accept that she is dead in fire but also
be witness to the King’s second marriage ; it does not stop here,
The brain behind the moves, the Minister Yaugandharayana.
places the chief Queen in cognito in the custody of the Queen to
be, in the latter’s place ; and then she is made to help in the get-
ting up of the marital garland, the marital make-up of the new
Princess and so on. Of course King Udayana’s love for Vasa-
vadatta and his grief at her reported death are too deep and
strong to be easily got over, whatever the requirements of the
strategic marriage he is made to go through. The new Queen is
poignantly made aware of this greater and unforgettable love for

Vasavadatta. Frequent wupsurges of this under-current create
situations of great dramatic significance and emotional appeal.

The continuous series of evidence of Vasavadatta not being
really dead, but alive and present in the very same premises,
culminate in the title-scene of the play, of a Svapna, a half-wake-
ful state in which Vasavadatta finds herself by accident by
Udayana’s bedside and Udayana is addressing her in a dream-like
state; as he rises to clasp her, she rushes out.

While it is unnecessary to discover non-existent virtues in
Bhasa, particularly from the doubtful plays, the superiority and
dramatic merits of his real play Svapnavasavadatta are beyond
question. Indeed the Svapnavasavadatta entitles him to the
tribute which Kalidasa pays him as a dramatist of established

renown-Prathita-ya&as.



BOOK-REVIEWS

V. R.

THE CLASSICAL DRAMA OF INDIA. Henry W. Wells.
Asia Publishing House, Rs. 16/- THE CLASSICAL DRAMA
OF THE ORIENT. Same author, same Publishers, Rs. 30/-.
SANSKRIT PLAYS. Same author and same Publishers, Rs. 40.
THE GENIUS OF THE ORIENTAL THEATER. Edited by

G. L. Anderson. Mentor Book. The New American Library,
New York and Toronto.

Contrary to the prevailing attitude among theatre-enthusiasts
in this country, there is a growing interest in University centers
and non-University organisations in U. S. in Oriental theatre and
Sanskrit drama. The interest there in the Noh and the Kabuki of
Japan has a longer history but recently, as the reviewer had
occasion to observe during his visits to these centres in the States,
there is a great desire for the study of Sanskrit drama, its
technique and aesthetics and for the production of Indian plays.
Mr. Henry W. Wells, till recently of the Columbia University,
and responsible for three of the books under review, had col-
lected a good deal of material relating to Eastern theatre in the
Brander Mathews Dramatic Museum of the Columbia University.

In the first-mentioned book, he writes wholly on Sanskrit
drama. Without aiming at ‘an historical survey or a comprehen-
sive description  he reviews the ancient Indian plays “ from the
standpoint of world drama and world literature ” and lays in
justification of his book which he addresses to the Western
readers : “ Many of the qualities which we do actually value most
highly in all Western theatrical masterpieces are found in the
Sanskrit works together with some which are at once almost
unique achievements and still valuable for our modern world”.
When the author observes more than once that the aim of
Sanskrit drama is ‘spiritual composure ’ and ‘serenity ’, he is
evidently having in mind the theory of Rasa and hrdaya-viSrdnti;
in a whole chapter (6th), he illustrates how in Sanskrit drama
there is an achievement of equilibrium through the balancing of
several elements, characters, episodes etc. In two chapters (3rd



and 4th), he analyses Sanskrit plays vis-a-vis the world stage and
modern stage. In this respect, the most important chapter of the
book is the tenth, Theatrical Technique on the Sanskrit Stage, in
which the author has some noteworthy observations to make. As
examples of the social play and the heroic play (Prakarana and
Nataka), he gives detailed analysis of the Mrcchakatika and the
Uttararamacarita.

The weak chapters in the book are the 5th, Sanskrit Drama

Indian Thought, the 7th, Sacred Drama, and the 8th on the

and
the last-mentioned

several deficiencies of the Sanskrit plays;
chapter would admit of considerable revision. ‘Art of Swooning
important to be allotted a whole chapter. In the
More than

is not that
summary of Malatimadhava on p. 88, there are errors.
once the author goes out of the way to say that few Indian
scholars have written about Sanskrit drama, interpreting its
interest and value adequately ; but this is a distortion of fact, as
his book does bear evidences of his having had the benefit of

reading the writings of this kind of Indian scholars.
The second-mentioned book of the author is a companion

volume, a very much larger one, devoted to the Chinese and the
Japanese drama. The Chinese part deals with different types of
Chinese plays, tragedy, comedy, the ethical theatre and a type
that could be called *extravaganza ’. The religious elements and
the mythological theme of these plays are also described. The
author is more at home in the Japanese theatre, of which the
Noh alone is analysed, although there are passing references to
the Kabuki. In addition to the principles underlying the Noh,
the music, the dialogue, symbolism etc., its influence on Western
writers, chiefly Yeats, who was greatly responsible for the know-
ledge of it in the West, receives attention. The concluding
chapter on the future of the Noh considers the possibilities of
adapting the art to modern times or other parts of the world.

To one who has seen the performances of the Peking Opera
or of the Noh, the continuity of the Indian tradition and technique
in the Far East is clear. However, in this study of the Chinese
and Japanese theatre, the author devotes no attention to this

aspect.



The third and fourth books are collections of English trans-
lations of Sanskrit and Japanese plays. The first collection
is edited by Mr. Wells and forms a companion to the first
book reviewed above; in it, the following are included:
The Vision of Vasavadatta (translation by A. C. Woolner and
Lakshman Sarup), the Little Clay Cart (R. P. Oliver), the
Sakuntala (A. H. Edgren), the Vikramorvacie (Sri Aurobindo),
Rama’s Later History (C. N. Joshi) and the Nagananda (P. Boyd).
Mr. Wells has written a General Introduction also to the Volume
in about thirty pages. He regrets that Sanskrit drama is not
well-known to the wider world of writers and theatre-artistes in
the West. The presentation of some of the best Sanskrit plays in
translation, as in the present Volume, will help to remove the
above-mentioned defect.

The fourth book edited by Mr. G.L. Anderson offers a collec-
tion in English translation of pkys from India and Japan which
form in the words of the editor “ two of the great civilizations of
the Oriental World ” which * have considered the drama as a
major art of form.” Appropriately the editor has chosen for
India the Sakuntala and the Mricchakatika, which he gives here
in the versions of Monier Williams and Arthur W. Ryder. Part
two gives five Noh and two Kabuki and Joruri plays, taken from
the versions of Arthur Walley, Donald Keene and A. C. Scott.

The Sanskrit plays in the above volume have a
Preface on Sanskrit drama in fourteen pages which concludes
with the observation: “ Any one who has seen an Indian
or South-east Asian dancer imitate with his body or even
with just his hands and arms a serpent or a tiger realizes
that aistuffed animal or a man dressed in a skin and attempting a
realistic imitation is far less effective.” The Japanese plays have
similar short introduction on Noh, Kabuki and the Joruri (the
puppet theatre). In his general Preface, the editor says that these
plays “are not of historical interest only and they have been
performed in New York and a rising interest in Asian civilisation
will bring more of them to our local stage and cause more
Americans to seek them out abroad.”



DRAMA IN RURAL INDIA. By J. C. Mathur. Indian
Council for Cultural Relations. New Delhi, 1964.

Sri J. C. Mathur, the author of this book and an author of
some Hindi plays, has been well-known for his keen interest in
Indian drama. Member of the Indian Civil Service and formerly
Education-Secretary of Bihar Government, he became Director-
General of the All India Radio and in this capacity, had a great
opportunity to visit different parts of the country and study forms
of indigenous dramatic tradition. The results of such first-hand
study are embodied in the present book which is a valuable
addition to the meagre printed material availabl* on the subject.

The line of treatment adopted by the author in this book is
original and useful for a correlated study of these tradition* in
different parts of the country. The putting together of features
or practices observed in different forms discloses suddenly
identities and ties with common source and the ultimate unity in
the midst of diversity. Thus instead of regionalising the accounts,
the author classifies his field of study into (1) places of perfor-
mance (2) the stage-preliminaries (3) the actual performances
(4) the themes and social purpose (5) the art and the aesthetics
of the enactment (6) the music and dance involved in the presen-
tations and (7) lastly the puppet-drama. The pooling together
under these heads of practices in the various forms found in differ
rent parts of the country shows details which can be recognised
survivals of some very ancient features going upto Bharata. On
p. 16, the author notes under places of performance that, in the

Assam valley, on both sides of the Rangasthali, there are small

low-pUnth  pavilions, — wooden platforms — with their own

canopies, where actors who have finished their part and are to
come on again, rest. This reminds me of the Mattavaram described
by Bharata on either side of the Rangapitha. What is said by the
author in continuation of this about the change of situations

being indicated merely by moving from one platform to another,
is just what is envisaged in Bharata’s Kak$yavibhaga. Similarly

the two levels mentioned in the Rajasthan Stage (p. 19) ofa



higher platform from which actors descend to the lower for per-
forming (cf. rangavatarana) supports my contention, against some

writers, that Bharata’s Rahgapitha and RahgaSirsa refer to two
different parts of the Stage.

In the rural play of North Bihar called Vidyapat, as the
author notes, the preliminary drum-playing before the show,
locally called Jaminika (i.e. within the curtain), is a survival of
a part of the Purvarahga music.

The 'procession’ of the characters that enter (p. 22) can be
compared to the Purappadu of Kathakali and the similar practice
in Bhagavata plays. As the author says (p. 39), more than the
other features, *“ the essential unity of Indian traditional and
rural drama is seen in the ‘preliminaries ’ to a performance.”

The paragraph (p. 47) entitled ‘The Call of the Drum’ points
to the abiding tradition of nirgiia-vadya of Bharata and the role of
the mrdanga which resulted in the proverbial saying ‘a-mrdahgam
natakam’, as shown by me elsewhere.

The author describes briefly a form surviving in Kashmir
called Bhand Pathar; Pathar, as the author suggests may be pcitra,
but Bhand is related, not as he says to the monologue Bhana, but

to Bhanda, clown ; Sanskrit texts de*cribe a form called Bhandika
Nrtya.

The day-performance described on p. 56 has its parallel
in the pahal-vesam of the South ; this as well as the Vesas of
Gujarat and Maharashtra described on p. 90, are all offshoots of
the Bahurupa form described in texts.

It is not the data and information we have on forms of tradi-
tional drama all over the country that are valuable in this
account by Sri Mathur ; but the underlying unity of the forms
which emerges out of this account, the higher aesthetics of the
traditional concept of the art, and the underlying social purpose
and the way the people and the art became fused together, in a
way not possible at all in the modern surroundings. One would



feel along with the author and echo wistfully what he says (p. 65):
‘Standing behind the responsive crowd, one could only wonder
how the genial current had been frozen among us townspeople.”

THE FOLK THEATER OF INDIA. Balwant Gargi.
University of Washington. Publication on Asian Arts, Seattle,

Washington, U.S., 1966.

The publication of this book, on the theme same as that of
the previous book, from a University center in U. S. shows the

growing interest among American theatre-circles in Indian drama.

The author who has been in the States more than once has

recently been at the Center for Asian Arts at the University of
Washington and taught and assisted in the production of Indian
plays. The book deals with Jalra, Nautanki, Bhavai, Tamasha,
Ramlila, Rasalila, Terukkuttu, Yaksagana and Chhau in a detailed
manner, and in the last chapter touches briefly upon other forms.

There is an introductory chapter at the beginning on ‘The folk

and the classical A glossary of Indian words and an Index are

provided for to help the foreign students.

The book is very well produced and has, besides a number of
excellent photographs, numerous line drawings by the well
known artist S. Chavda, all of which would help the foreign
student to get a mental picture of what is verbally described in

the pages of the book.

The Director of the Center for Asian Arts at the University
Mr. Millard B. Rogers, writes in the Foreword :

of Washington,
offers excellent material for

“The folk theater of India
horizontal investigations since it combines elements of literature,

performance, dance and music with aspects of painting and sculp-
ture as expressed in costumes, masks, make up and setting. , .

Further investigations of other Asian theatrical traditions are

being sponsored by the Center and the results are planned for
subsequent volumes of the Series.”

We welcome the publication of Gargi’s book in this Series
and look forward to the other ones that are promised.



NEW SANSKRIT PLAYS—ANCIENT AND MODERN
V. R

In the Gaekwad's Oriental Series (University of Baroda),

three short plays have been published. Of these two belong to

the Vyayoga class, dramatising a heroic encounter. The Sankha-
parabhava-vyayoga by Harihara is historical and celebrates the
defeat of S'ankha of Lata at the hands of Vastupala of Dholka
in the first half of the 13th Century A.D. An

interesting festival
in honour of Goddess Ekallavlira is introduced.

The Bhvnavikrama-vyayoga in the same Series (No. 151) is

on the well-known theme of Jarasandha’s death at the hands of
Bhima, taken from the Mahabharata.

The play was written in
A.D. 1328.

The Dharmoddharanaincluded in the same volume (GOS. 151),
belongs to the class of philosophical and religious plays employ-
ing allegorical characters and following the model set by the
Prabodhacandrodaya. The deterioration of values in the Kali age
and the restoration of Dharma and Dana form the theme of the
play which seems to have been written in the Moghul period.

The Trivandrum Sanskrit Series did not lag behind ; it brought
out, among its several recent releases, the following plays :

The Srngarasundara (TSS.

214) of Isvara of Bimbali or
Vadakkumkur is

a Bhana (monologue). The Adbhutapanjara
(No. 210) is a full-size Nataka by Narayana Dlksita of Tanjore,
on Shahaji, the foremost of the Maratha rulers of Tanjore ; this
a marriage romance. Vasumatlcitrasemya (No. 217)
Appaya Ill, younger brother
To the normal material

is by
and pupil ofNilakantha Dlksita.
of a love-romance—to which class this
belongs—the playwright adds a number of new motifs and
devices.

The Bhairavavilasa by Brahmatra Vaidyanatha is on the story

of the Tamil Saiva Saint S8iruttondar. It is in the form of a

single-act Preksanaka and Sri Narendra Nath Sarma of Jubbalpur
has brought it out from a single manuscript.



The Krsnabhyudaya by Lokanatha Bhatta of Kanclpuram, near
Madras, is an one-act play on the birth of Krsna. It has been

edited by the same scholar.

The Sattaka is an all-Prakrt play on the model of a Natika.
Of the few examples of this class, composed after the pioneering
example Karpuramanjart of RajaSekhara, the Candralekha, of
Rudradasa of 17th Century A.D. of Kerala deserves mention.
The credit of publishing this play goes to Dr. A. N, Upadhye of
Kolhapur. A second edition of this play has just appeared in the
Bharatiya Vidya Bhavan Series in which it originally appeared.

The President of the Samskrita Ranga in his capacity as

Chairman of the Central Sanskrit Institute, Tirupati, edited the
short one-act play Vibudhamohana, a farce by Harijivana MiSra
of Jaipur, described in tbe last S. R. Annual (pp. 44-5). |Itis
published in the inaugural issue of the Malayamaruta (pp. 113-127),
a collection of minor literary works in Sanskrit, undertaken by

the Central Sanskrit Institute.

As the Editor of the Samskrita Pratibha of the Sahitya

New Delhi, he brought out also a special volume in

Akademi,
called Samskrita Ravindram,

honour of Rabindranath Tagore,
carrying Sanskrit renderings of select poems, prose and plays of
Tagore. In this volume are included three plays of Tagore
rendered into Sanskrit: Vartagrha by Sri Dhyanesa Narayana
Cakravarti, and the Valmikipratibha and Natirpuja by the Editor ;
the last two were produced on the Radio and the Stage in Madras

by members of the Samskrita Ranga.

Two more Tagore plays which appeared
time of the Tagore Centenary celebrations are: Muktadhara by
Cakravarti and Ratharajju by

in Sanskrit at the

the same Dhyanesh Narayan
Vimalakrishna Matilal.

Sandhya, Malayalam play by G. Sankara Kurup, has been

rendered into Sanskrit by Dr. E. R. Krishna Sarma, Professor of
The Ahalya-episode is sug-

Sanskrit, S. V. University, Tirupati.
Twilight is the heroine, Day

gested here in a symbolic manner.
her husband, Sky, the paramour, and Star, the maid.
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Another translation into Sankrit of a play famous in the
regional language is Bhumi Kanya in Marathi by the late Mama

Warerkar, which Dr. Ratnamayi Devi, Delhi, has rendered into
Sanskrit.

In the pages of his own Sanskrit journal, Sri Ananta Tripathi
Sarma, M.P., Berhampore has been regularly publishing Sanskrit
renderings of Shakespeare’s plays. Of these Twelfth Night and
Much Ado About Nothing have been brought out in separate book
form. The rest will follow in due course. Inthe pages of another

Sanskrit periodical has appeared serially a Sanskrit rendering of
the Tempest.

A number of Sanskrit plays by contemporary Sanskrit writers
were also published recently. The Vimukti written and produced
by the President of the Ranga, was published in the pages of the
Samskrita Pratibha, Vol. V, No. 2. Sri S. B. Velankar of the
Postal and Telegraph Directorate of Government of India brought
out a Sanskrit rendering of the Marathi play Sangitasaubhadra of
Anna Saheb Kirloskar; the Sanskrit version was played by the
Sanskrit Drama Wing of the Brahmana Mahasabha, Bombay.
The Volume RanaSrlranga by the same author consists of three
short plays KalindJ, Kailasakampa and Svatantryalaksmlh, two of
which had been broadcast. Kalindi named after the Jamuna
river, presents the prominent geographical features of Uttara
Pradesh in the form of a romance. Kailasakampa which features
Siva and other allegorical characters related to the Himalayan

region, was prompted by the Chinese aggression onthe Himalayas.
The last is on the Rani of Jhansi.

One of the last plays that Dr. J. B. Choudhuri wrote and

produced at many places, before his demise, is the Bharata-viveka
on Swami Vivekananda.

Srijiva Nyayatirtha who is author perhaps of the largest
number of Sanskrit plays among the contemporary writers, put
forth a play on the great poet Kalidasa,, the Mahakavilcalidasam,
which is one of the many which several writers were inspired to

compose at the instance ofthe All-India Kalidasa Samaroh Samiti
of Ujjain.



Prof. V. P. Bokil has been well-known for his books on
Sanskrit Pedagogy. He has recently come out with some new
Sanskrit plays composed by him. The Krsna-Rukininiya of his is
a Nataka on a traditional theme. In his Sri Sivavaibhava, he
brings out in five Acts the greatness of S'ivaji by highlighting five
episodes in his life.

In his Canakyavijaya nataka, ViSveSvara Vidyabhushana
Kavyatirtha dramatises the old story of Canakya and Candra-
gupta and brings out the former in his role as a dispassionate
fighter for a dharmic cause.



A volume of Radio Talks on Kalidasa, his genius and
works, collected and edited by the President of the Ranga, when
he was Special Adviser to the A. I. R. for Sanskrit, was recently
published by the Publications Division, New Delhi. The Talks
here, apart from touching, indirectly, upon the poet’s dramas
and dramatic genius, include two talks on the poet’s two dramas,

the VikramorvaSiya and the Sakuntala ; the former by the Editor,
deals also with Kalidasa as

a dramatist and the technique of
Sanskrit drama.

* # = #

The President of the Samskrita Ranga received during the
year the Prize for Sanskrit Research awarded annually by the
Sahitya Akademi, the National Academy of Letters. The prize
which was awarded by the President of India, Dr. S. Radha-
krishnan, was for his work Bhoja's Srngara Prakasa on Sanskrit
Poetics, Dramaturgy and Aesthetics. Students of Indian Theatre
may be interested not only in the general theory of the Rasa
which has been expounded here at length but also in the long
chapter devoted to Natya £astra and varieties of Uparupakas
and the reconstructions of a number of rare old lost Sanskrit
play* of significance to the history of Sanskrit Drama.



APPRECIATION OF THE SAMSKRITA RANGA’S WORK

Agamadambara
2-1-1964

The Dinamani Chudar, 1-3-64 :

The Samskrita Ranga produced this play very well
indeed. Dr. V. Raghavan who had brought to light this 10th cen-
tury play from Kashmir was the main pillar of this production,
which came off at the Museum Theatre. Lovers of Sanskrit who
witnessed it felt that they should have more and more Sanskrit
plays.

Tbe Swadesamitran, Madras, 8-2-64:

This 10th century play of Bhatta Jayanta of Kashmir
emphasises unity and tells the great truth to people caught in the
sectarian religious controversies that all faiths lead to the same
goal. This has a significance in the present times also.

The Indian Express, 22-1-64:

A philosophical drama by a 10th century Kashmiri poet
Jayanta Bhatta was to-day staged by the Samskrita Ranga at the
Museum Theatre.

The actors did their part well, considering the toughness of
the scheme. Special mention must be made of Pandit Gopala
Sarma (“ Vraddhambhi ” ) and K. Ganesan ( “ Sankarshana ”)
for effective portrayal of their roles.

Dr. V. Raghavan spoke on “The philosophical and allegorical
play in Sanskrit”. Prof. Warder, Professor of Sanskrit, University,
of Toronto said the intrinsic merit and charm of the ancient plays
deserved special attention. Mr. T. K. Shanmugam, President of
the Madras Nataka Sangh, said such rare, superb dramas should
be presented in Tamil,



THE SAMSKRITA RANGA, MADRAS
SEVENTH ANNUAL REPORT
1964-1965

The last Annual Report of the Samskrita Ranga was presented
at the Sixth General Body Meeting of the Ranga held at the
Music Academy premises, on 27th May 1965. The Report for

the year ending with 15th November 1965 is now presented at the
Seventh Annual Meeting.

Members

During this year, Sri R. Aravamuda Aiyangar became a Life
Member; Sri V. Krishnaswami, B.Sc., Mrs. Parvati Krishna-
murti, B. A., Miss. Sita, B. A., M. Litt.,, and Miss. Renuka
Rajan, B.A., Dip. Lib., became ordinary members.

Donation of Rs. 25/- was given by Sri T. N. Gopala Sarma,

of Rs. 15/- by Sri D. M. Agrawala and of Rs. 10/- by Sri A. Ranga-
nathan.

Production
Sva&ruvijaya (Triumph of the Mother-in-law):

On the Sixth Annual Day Celebration held on 17th February,
1965, Svairuvijaya, a modern social play in Sanskrit, written as a
direct reply to the Snusavijaya of Sundararaja Kavi of Trivandrum,
staged previously by the Ranga, was presented by the Samskrita
Ranga at the Museum Theatre, Egmore, Madras. Written by
Sri V. K. Subrahmanya Sastri of Kumbakonam and printed in
1922, the play depicts how an unruly daughter-in-law, in alliance
with a wicked friend, seeks to bring under her dominance her
husband by administering some herbal drug to him and to send
her parents-in-law away from the home. The play ends with the
daughter-in-law becoming submissive after she realises her
mistakes. The play was produced by Dr. V. Raghavan, assisted
by Sri C. S. Sundaram and S. S. Janaki. The play was well
received by the audience which included well-known actors like
Sri T. K. Shanmukham and Sri V. Nagayya, the latter being



the chief guest at the function. The occasion was availed for
felicitating Sri Nagayya on his being awarded the title of Padmasri
by the Government of India.

The following participated in the play: Kum. Kanaka,
Kum. R. Usha, Sri T. R. H. Sundaram, Sri K. S. Rajan,
Kum. K. Sabita Rani, Pt. S. Rajagopala Sastrigal, Pt. T.N. Gopala
Sarma, Sri M. Narasimhachari, Kum. S. Renuka Rajan, Smt. Mee-
nakshi Natarajan, Sri B. Krishnamurthy and Kum. R. Vedavalli.

The enaction of the play was preceded by an informative talk
by Dr. V. Raghavan, President of the Ranga, on the wide range
and thematic variety of the modern Social play in Sanskrit. He
gave a survey of a large number of modern social plays, mention-
ing the central theme of each specimen.

On 27th May 1965, the Sixth Annual Meeting of the Samskrita
Ranga was held at the Music Academy premises. After Tea and
the General Body Meeting, Dr. George Artola, Professor of
Sanskrit University of Hawaii spoke on Harijlvana MiSra and his
Short Sanskrit Plays. This was followed by a talk on the Sahrda-
yananda of the same Harijivana Misra by Dr. V. Raghavan. The
texts of these talks have been printed in Volume IV of the
Samskrita Ranga Annual.

Special ltems

During the period under report Dr. V. Raghavan, President
of the Samskrita Ranga and of the Madras Natya Sangh, delivered
three lecturers on the history, development and technique of
Sanskrit drama at the Madras Natya Sangh for the students of
the training course in Drama. He gave also a talk on Sanskrit
Drama to the students of the National School of Drama at
New Delhi.

The President gave also help and guidance to the following
scholars interested in drama who visited Madras: A. C. Scott,
Director, Asian Theatre Program, University of Wisconsin,
Madison, U.S.; Ch. Brysky, Polish Research Scholar; Sri Balwant
Gargi ; Mr. Clifford Jones, U. S. Research Scholar, and
Dr. (Mrs.) Satyavrat, Delhi University.



S. S. Janaki, one of the Secretaries of the Ranga was
awarded the Doctorate degree by the University of Madras
during this period.

Affiliations
During the year the Ranga continued to be affiliated to the
Madras Natya Sangh and the Music Academy, Madras.

Office-Bearers

The following formed the Executive Committee of the Ranga
during the year:
President: Dr. V. Raghavan

Vice-Presidents: Sri G. Venkatachalam
Prof. A. Shanmukha Mudaliar

Mrs. Indira Ramadorai

Trustees : Sri M. M. Gurunath
Sri T. S. Rangarajan
Secretaries: Sri C. S. Sundaram

Kum. S. S. Janaki
Sri T. K. Venkateswaran

Treasurer : Sri R. Kalidas

Members: Prof. P. Thirugnanasambandham, Sri U. Venka-
takrishna Rao, Sri T. N. Gopala Sarma,
Mrs. Kamalam Unni, Sri R. Ramakrishna lyer,
Sri K. Ganesan, Sri S. Rajagopala Sastri,
SriS. Ramanathan, Kum. V. Ranganayaki,
Kum. E. R. Rama Bai, Sri E. P. Aravindakshan,
Kum. R. Priyamvada and Sri K. M. Ananta-
narayanan.

Incomc and Expenditure

During the year under Report the Samskrita Ranga received
Rs. 182/- by way of Subscriptions and Donations and Rs. 7.25/-
by sale of publications.

The chief item of expense during the year related to the pro-
duction Svairuvijaya, for which an amount of Rs. 441.88/- was



spent. The Ranga is thankful to the Madras Natya Sangh for its
aid for this production. The other details of Income and Expendi-
ture can be seen in the Audited statement of Account for the year
under Report.
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SAMSKRITA RANGA, MADRAS

Receipts and Charges Statement for the year ended

15th November, 1965.

Rs. P. Rs.
To Opening Balance By Drama Staging Expenses 302
on 16-11-1964 : Subscription to Music

Cash on hand 10 38 Academy and Natya Sangh 60

Punjab National Bank Printing and Stationery 2
Ltd., Madras 32 04 Meeting Expenses 18

United Commercial Bank Conveyance 79
Ltd., Madras 4: Postage 29

S. B. Account No. | 90 80 Bank charges 0

do. 1 1,323 73 Pooja expenses 9

Subscriptions collected 132 00 Closing Balances (15-11-65):

Donations received 455 50 Cash on hand

Sale of Publications 7 25 Punjab National Bank

Interest received 49 63 Ltd., S. B. Account 32

United Commercial Bank
Ltd., Madras-4;
S. B. Account No. | 163
do. 11 1,369
2101 33 2,101
GOVERNMENT GRANT ACCOUNT
To Interest receipts 45 57 By Closing Balance :

Opening Balance (16-11-64) (15-11-65)

United Commercial Bank United Commercial Bank -
Ltd., Madras: Ltd., Madras-4 1,369
S. B. Account No. Il 1,323 73

1,369 30 1,369
V. Raghavan S. S. Janaki S. S. Janaki
President. C. S. Sundaram Treasurer.

Secretaries.

Verified and found correct.

(S. Venkatram & Co.)
Chartered Accountants.
6th August 1966.
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