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UJT^D l5 lDSofls3T c^lsol <9j 63}<9)<3j <9)633fl<iB(9(i)(fl̂ 63r .

^)G<55rrj ^ ijr r& ds-bor63r^ <^63r<9)t9jfT60 <fB6M i s r r  <S60(BjdB., s _2=5 (5

j j j u j . . * ® ,  u s w a s u s in ir  ^ n j u i D i r a ;  f£ )S jtsra ;jji , 6T6060rr ^ r r ^ i f -

■»& ru _|ih s_ l_ G > s3t  Q « i r 6060 6T633r 6S3f)u j6U6i r  G u rr s o  a ir s sb r ia .-  

wp,sin&> Q ld stts tt  ^l(i.g<£6 <^l(rijs®r. tq^ls^.i£|-!rtf <sssr&tsr ^ ( 5 « -  

<€1(3t.

jg lG ^ n r (B0 6 C-<3= ® G ^ s u r r ® s r r  ! G < s ir u 3 j 65iT6b  ^ (JlsB iix iu jrrsar

( L p ® ^ ^ ) L _ s i r  U !T)3i?SIT IBrtJIBrt) Q s i i s i t ^  ,95 li}. J> J , Jgjl(iga5 g j a i -

d&LLij^aQfBrrsaiST©, 6iirr8srru_|Lb G ® i _ u j ^ s i n ^ t q i i  6r iB a51 <s=(T6i51 rt)0ii> 

8)GlHT&>6fT IT<3i 6 1̂rBl<fBc9}63} 3 > 6T 6§]rr<5i(c^li) 6U6*5)6Tt|6TT6TT UDfTb(JI 

0 i l i q - a & r u G u r r 6 O  s r s i r  &Qa,ir&,tj-6bT &ji&&tr&6tsr2sisr s r ^ l r r ^ -  

Q a=60iS (5 ir a i6i r .

g l 64J i f « s r f l0 6 US!n!Tu_)Lb Q (B 0 fE )^ l ^ rrL D L jjsrrsir , “ G a= ir^ ijr f< sG 6 T r, 

rBirsir ^ i r s i r  ^ ^ w a s r , ld < $ psu rShusnsir ', r§
Q iB tfltBaj rSiB/«6rr (S a, it u&i6S)gj e)Slu(SsvsmT(^lLb. (gjdSligsjsb

6 T jt)U l1l_  ^ ) 6 U iD r r s s r ^ s D ^ u  Q u tr  n j|®a j[rL 06b  ®/ril.(5 lL b  6firr&>6in&j 
in s s r s i j j j i^ l  u s !» i_ ^ a >  G io G so rrir  0 s s > n )  Q t y r r s b ^ js u if ” , 6T6ST njj 

8 n-j& ^ ( f } ® a ? ! ( 3 6 i r -

^ l(B 3 jU  ua>aih  <SJrrE3 >rrir ^ r r f f s i r  <s=0 6 5 fl— s m a G ^ f f r B ^  (gasiric).,

a jr fe s ifl, u « s s ) i_ s !n iu  sr  n S i ^ j  siSIlL(51, air6U <si5 jjL_6 ir ^ i f l a a S ^ s i r ,



ojosr £tr^^lujrreC  uffinasuiflsir ^jeisru^&n^  spt l̂aj&ji, d5s!ni_<s- 
aBS33r(OT5)sb ■ssstrarsOTfrraSlftSlLD rrir^ i^w iriflem uu  u i r i f ^ ^ j a -
QarrsOTrfJlLb, dgsmtruSlsb ® r r s b  oSlrr6 0 rr6b G a n r ils jn L . aiantrrt. g i  
Q arrstorfjlii, ^socssi^lujmnriu ĉ )(U)rrrB^l0 «<^l{n35sr.

jglG;$rr ! ^ jjS-iririu  jjjGirrr635r0li> iSl^nrix>a7)if lSs^>ud0 ld
^Q rrsrrua0s!nuJLi urrrfdgajj Q su ilcs^^frsb  ^fB i* 6rr (ipasfii,s&rr 
^fmi^uSlfs^eo  £y>ir}.c* QtBn-OTra^irassrr ! b
sr65T63r a— ssisrifffiflij QuiT6\5l6>( I srssrsar Ghjrr(nj&j<gjwrnu susmj- 
iuuuLLiq.(r^A<Sr)^i ! Q k j@  O^srflsumu  6Usio(riiJLJULLi_ epe>S)u_iLb ! 
tnaStpa^ujsaiL^lSrtjssr. lurrrrnsiG* ?

s i a i s t a r — Qsuji)rf)l £ _ 6® s T t _ i r « i l ( 5 i i i .

JIliG lU H — uojSTnsufflniu a iirtK SO T Lorr®* Q ffirrsa ir ijl Q u 0 l£ ! ^ ld Q a irsrrtg rjL b  

.jjjiBas gir&ickisT ^gijSDyagiftxr.

<3StrfiUSCasr— ^riiffiOT <SLli_&inrL/uiij. (QsuotAGuj QffsbaS^sw ). 

glliG lU ir-— ® w u  ! « ir« re r  J

dE0 UL| 2_ 6frsrrLbQd5/rsrori_ <s0 u u s ir , aS0 si^swsrsir, urr6irari_sw- 
&56rflsAr Q<£fitsbsxS)sir Gid60 6p0  G6u3K)UJ(T6rr G urr60 6ufB<9j)0 « -  
a0(56ir. Q u 6OTTOTpss>i_iu^/ Guirso Qu>6irs!»i£>MJir65r 35/rtn- 
q^irsoflsir QffnrtfjiSckrrffi G a s il* , afrtsss) ! a_sir atrsrornij- 
«2 m ';S tSiutrir Qa=iu^)Q<*rrstr J

(<^)0s^.ss3T0Lb <s(T6VJ50gULb iSltrCoSÛ ffiisQ̂ rrj/f.s o t )

<fl(j5— ^/fuDLi^grssflsir eurrir^sm^aiaiTasmb  ^rrtj^OTTspfflnL-UJ [£)«>ixirrssr 
rBilL|t®£Brr<S6ijib Guirir jgjlnj/Lonruq QffiirsrorljJ Q<?nrsirssrs!nd5« -  
Gastltsira; &jiifl(2ujrd56$r6BfluLb ajffaiisa)® 6U0 id gsiisijfraj 
QurrnjiuswLi rBireir ^ jt j  ffjj<sQa5rrsroTL<j.0ffi<99G njsir.
<3ld spue.

u s!»® 6U(flsjr iuir?sOT«srflsir LDs><9;* r6j,s&rr ^ a rr^ Q ^ n J Iiq ib  
Q « r r (5)Lb <*s33^smwLiiq«int_uj if in g y tS ^ , ^ IQ t r s r r u ^ l ig  «rr7 )u ili_  
^gjisuinfrsw^^frsb a_SB3Ti_rrsiir Gajrru^^u5)(S0) 6£jld ^S>/iT&&sar- 

ssPeir ĵ)|ixii_|«srrrr smr qujjba& rrrt^jpjti 0 0 6 U ii)a :ixirrs5r 
■jFS3srs!DL_uSl6b ^)«3brs35ri£ifriu ^jL^luJij Gunr<£lrr>3)).

JglGdgfr, ^jrr(SiLnr656rfl«3r an-U.irrrib. <j’)j!Jr.9: rr<*(6nj«a5nr<s g )s ^ i_ u - 
ukf. j^)0i.jL5lL_nidi®srr G ^su(Ss\3ir*^^j L0(T6tflsw>iB-
®(s5 < *0  6puurr<sGsi) jg)0<®c$sira)63i. L/sOsfl^LDirsnr ^ i q ^ n r j -  
<S6rr n>l!rii)L51uSi0dB0ii) ^^iLf^^rrSsCasb. s,sssrs<£F,ir)J!) 0 ^)sm/r«srr 
60(nJJiBj*srflsb a;cfairi*i0sir njsjsr. lurreksrajsir i51srf) njiaQsirnjsBr. 
^ l i G ^ r r  J gl^Q a^sinLD isQ asbsciTii) @ 0  QrBTii).u5)6b Orjijn) 

^l«sr0 ® 0 a: Gla=MJ<s ^siiuDfTOTT^^rrsb n9_/r)di! 09 ay.
ajuuiriu  G uarususir, fBjo^sBsrm jajsija^ siSGirir^l, GuiraaSff),



z>_^STSlssrrf^srfli_Lb ^ss>ujmj n) n)6U5OT, ajitrCoiuirsjSsrsisr
OTssr&OT® a s a w L ^ j i i  srsmssr rS iu m u L D ira ;.?  Q ^ i u i u  (SsusoijrfJl-

SiDrr, ^ s io a js 1 Gla=uJiuLD/rili_[r«w. ^Isottssotu). urrajirir-
tu(gOT)! a_6rr(S5ir GufrasomrKr ?

astraisDsjr-— ^ l d ,  u^LD iBiruif i%<36u<^)<*<K60iru>.

fl(llj-— (a_6ir(osir ^ sw L p tB ^ j)  srsarsar! srssrSssra  <®6isiiri_6ijL_s5r g ls iisu tr^ rr- 
a5sir sra sso in b  urrufruL) ^ s jn L -^ l^ ifa sC S srr  ! Q y i u u i i  (Ssiissisr- 
i_rrii>. « ® i o r r ®  . j^ a s s a r&,t£tso <-g>|LD0ffcJ®6Tr.

g lliG lU H ----6TS5T63T , 6TS5T6BT ! CoffiffSll&O T® a 5S3OTl_a|L_65r  ^ rT fffraS S tT  6^691

u ju iru i-i  ^»))s5>i_a9(r3 rrasrr ? (Suit ajjii), (Surrgiri), s>_(Bj®srr 
0 ipuuLb. (ipsirCSu rBfrssr <$6!nsn_3s!sr 0 rru «t£ l0 « -
aLLfJlii, ^ rr« [TS 3565 ! §iihj0  ^SswiriiSitJlususBT rBirssr @ 0 <s-
<3»)(o flSST !

— ( =g))0 ^ l6b eutisajj) ^|if(Biurr^65r, ersisrsm 8_L*rrrriB  dgjQ«rrs3sr- 
U|.0 <SdQ0 UJ ?

glliGlUT-----(=5J,a:6OT^a5siSl0fB^| d?(oLp fflSlflg^dgSSr. ^S3T«06TT QfffTSO-
^(rtjsw r) r f l ja = iu ib  ( S * a = 6u ss i 6Utfei0 0 «<s£l(r5 ssr ! (L p iu rb ^ ljS a y

‘ s^(LgIB^l0®£FJ(Ssus5S^L_^rLb,  s rs ir  d§irLDir sofla; a y , 2 _  n ji^ iu iriu  
<j!y)& 6srdi)t£lso cgi(iriiriB^l0iBig jL c , (Birsir (Stsffsusaflsw  a F a ^ liu irsb  
^ (Sy?  oSlfigrBgisiSLKoi—SBr. U 6 0  u )irsm uJ«sfr Q « n rsaisrL_sussr J§l(6ai 
j j/ T ^ s ir  i (Glsu6TfluLisiDL_iuir«) a j/ r^ , j§)a>j a _ s ir  ^ j^ s t s r i i) .

— ^ ty rn f u j  ajiCSrrrrsOTrCSir, t^^inrr (y>£i6\5)iu <_g)j!r<SFrr«(o6rr ! r§niu<ssTr 
tu (rsii0 ii) ^>|6u{rsufr ^ i F s s r ^ ^ l e b  a -aw inu  ^ i r ^ i i i a s s i r .

rBir(Lpii) a _ t l t s r r 0 < l̂(2 (irjL£). ( s —tla in r ir fB a jj Q a s ir s a is r® )

6r s m 63i ^gjjLpairsar <f^)^crub! ( a - j b n j j u  u r r f f ^ g j a S l i l © )  Coerusatsr-  

i_nrib, (BsDsaOTi—frib. ^ IQ frfflrru ^ lu S sar a « - r B ^ 2k>u-|ijb ^ s m L - s m i u -  

U-|ti ^ l(ij)u u& ieos0 6 h i t  ^ l u u u ^ ^ l s b  sus!T>!r[Ba§l0®a0 njgji ! srssrssr 
sflifcsmai ! .g iirC Su jir^sarsir a js ir  LDL_str>LDuSI(«s)6b a _ n ) ® i f ) 65r 
^ s u L D r r s a r ^ s jn ^  u t r i r a ir L D jQ .y i i J s b  srsir g)i ® 0 ^ j^ l(fgC S s3f !

sreu sir &>sir ^ s u s s in ju  Q u rra j] ld sst nr»iHj«srllsb Q s u t la ib  ^IsbsOfr- 
ld so  Q 6i i s t f l u u © ^ ^ | 6u frs ir  ?  syr)-°Lb, g l u u i_ ^ s j r > i5  ^ j u L j n j i j  

u lJl^ a jjfH Ja ss rr  !

glliGlUIT-— u ir^ jir iu sm ,  ui_^s*n<g 6r(S l^gJu G un r !

4 TSU9DS5I — 'jyv& rr  2_<s<$!ri&/. ( s r © ^  aya=Qa=sbi£)(i3siT).

§lllGujir-— U-iiD^rriDiriTsgsisflsor n&,trssr M_|̂ lsî ,i£j_(rsonr, 6U(nqi_)^(rs5r 
i lu js i r ,  ^IrB^frL-i^trssr ^ r r ^ a f s m w ,  fBS3r s 3 ru^str>^M_|srrs(r 
^ arSiS lsa fl 0  (D (rir if «  sir nr «jr ^ l(ru .6 « i_ itJif H5 0 6 O-a!:<3&(oaj6urf



ctsot &(2air^irir, w pnyib ^jevir^SsrT ĵS3briq.ssr6>irr<Si6rT, 
6rsb(S6Oir0 th Q& etr& iu ii s^frGssr ?

£({§'— ffim Bastnfl q^ij-(g)S5r rfi g lu u q ®  ( S a i l t _ j y  i£l&6ijib Quir0rE3>)- 
luQej. 6T60(S60ir(5Lb Qa=6iT<s<iluJLb. ^dievrrQ r) urrsmrLSHT- 
<K(gr5Lb a _ 65r g p s !o i_ u j  j j i i i  2 _ s s r  m (nlii)-6b ,

spiLp a_6rrsrr rBS0^ 6Md5Qiu6b60nru) efil&rrifl&i&jiaShl.® Q ^rflaJ*- 
<S)(fgfr<S6rr :

“  o tso S so u j n jn j aysOTu.siSOTig ^ g j / u s n l ^ G ^ i r i i ) .  (^ j^IulSIlLl- 
&jsu%simru_jlo ^ ^ s w a w J i r s b  6riEi<95(6ir5<S0 E _ if liu ^ fr S 3 r

u n i i 0  6rr&iffi(5i5 <S0  u f r a s ic Q t y iu j j )  ^ 6r f l « « u u i _ ( o 6u « !5r(5 )Lb ”  

6TSST
§||fG lU ir— O Tffirssr, 6 rsir6 !jr  ! a _ ifls s> w uurii& ir ! 6p(S&r ! f f i fn lt j .6 0  

C oaitls!D L_M Jnr(5liiiQ u/r(ip^j 6 r j q u l L l -  &;6ujr5l(6S)6b (ipsafl <3=nru^- 

sm^Li Q u ^ ^ i f  6r s 4r ^ I n j iu  sjihstn&j. 6ar n j 6iS) 0  ib a y  ^ sb so jo
f f l j/ r ip a s w a s D U j iiln506?r> i_U J n^^lrriraieiTiTSST
u r r 63b r i_ 6urr<S5(Si5 ffi0  (suit s r s i i s u f r d g a u u ( g j ) r r  (Lpirj-iqii ?

£ ( 5 — 2_<rar @ 60< s^ lss r  U Lp(i]<s«tn^6!nH j nsssr^ssaririi^ ^ s k is o r
(^(Sstl^KoffjsW '— ^dflffjj^lssru L5) ( f ln j^ ) 63r  sSl^l^^hxeSiriusisr

^ ,s fr ir^ l  <9= fB ^^ lu Sl6bsV5rrL06vSl n jr B a jn w . aS lu Jir- 

< ? 0 « 0 l c  ^ g > |u b tS ls3 i« « 0 ii)  iS n jiisa ; ^l(!^^irs)^i^.ixiss)6m a _ 6 i r  

65/Bsm ^ itfrgbuja;s?r>£> s r& ia j/r ffj/  ^ a n i^ iB ^ irs k  ?  Q evsm L,n ib, 
G s u s a w L T t i) . ^ ( iC o H j/ r^ s a r , ^gjlairajirj}/ 6j>0 « J 0 ® Q < 95ir0 6 u/r 

u s w t s s w iu  6U6n ( f u u ^ / r 5b  a _ 6 a r  0 0 6 » i l& ib  Q u o J!T 5rrsi5)6fa 

^ t 0 u u ^ r r n j  ^ j,6 s > « u jir 6 b  ( o jr r r ^ iS S B ) ^  LonjfE ip j,

ufrsaisrL_6D(r«6Tr fEUJLDrr<Si£F Q&ir6V6U6i»£5<3: Q&uj6urrujn'&.

^ /liC lU ir— g / T jS  ! 2—657‘ <S0  ^rr^liu(Sso  Q ^ r f iu ja J s b S s o . usr>s>euifs.Ssrr 
Q a i s i r n j j ,  a _ 6 rra m b  u « n i_ i5 3 5  ^ly^lsnihi^LDirixiiaistrirXi ^ s r r u  
u iJla Q rt ja y  m f r ® .  ^ Is iis i js o ^ ls b  iu ir^ l< s< su u (5)su a5)6 b & 0 ,

6rSrfllU6Ug)l«0 f̂r63TLD(T<S 6Uy)rBJd5UU(SlSÛ JLfl6bck). UfrSWJTI_S)Jrf- 
c*srr ^ jr r f f ir fr d s  (26U635jr(5 u )(r(g)sb  6)S)s!n!raSl6b f f i r a f f u  (Surrir 
qifliuilQlib ! @6bSso , <3=/r(B^)«OTtu ®rri£)-(S3)6b (yjsrflsurf su^1« 0 ld 
^ j ,^ l ! r u ) ^ ^ / £ B 0  65fr[nrsn-LDjnu Q iF sb so tltJlL O .

— gjirGiuirpetsr, S—jssSlesrstnrrai siQismuoiuiruj (S u ^ su ^ i
G u irg iib  ! y,/T6)j ggsirw  q « ra r 635f l u j s j s ; f r 6b (rn"gguj60<3<«j,i£)6ir>uJLi 

Q u ftp  6£06US5r a-ffj^swtru-jib n56wrurr<ssobrriqii> a ig j^ u u ir -  
(g ja S e b  cgj/susBT oSssbr uiriurra:uuil.L-Sii(Q)stirrsir.

gJliG lU  IT-— ajff&jisuQsm', 2—g&r LDrrwsir aib&saflL-ib /£ ^ g s p s u s r r m jL O  

5̂fflDUJ d5(rill_S)5l6b&0. 6TuQuiT(LgglW  6rrBJ®(6rlj<*0 Q,56(5>^&1>
Gtu 6i51Srrsi51^ /̂ siirfe  ̂ uirsuwL-surfli—ib mfrsor 6rsir a50&rer 
«frdL_(26Usiror(Slii) ?



i3(j§— iDUj.ris3>jjj otot q p  njQLDssr njj 6rswr«5ijr(25iJS!nsrL_rrLb.
U 6 0  ^i_6S>6Uffi6rr 0LpiB«O T^<s^rr« Qasirssrjr)] otsbt 3 > ir iu ® (g J
LSlsrr&mjiSiflfflnsij s r ^ u ^ ^ a S l ,  a js ir  a i iu a j i  (ipfSliriEiS <S(E®n3 j6OTiu|
^Isot n )u © 3 j i9 u-i aBLBffOTr ^ t(o tj® (d 6 u  i i)0 ^ iq su r rs b  Q a tr s b s o u i
ULli_rrsisr.

gjliG lU lI— r6 OTSctrGor a\_rf)l(63)f\j)ijb a i i s ^ a r  a _ s 3 r(OT) 6 0  6 U (0 ^ 1a ia L iL jili_ -|]  
suCSasr. a_«OT a5ij)Q u 0 S D ix i G u r r a j j i i .  d Jlsji ss_s5r s S ir ^ Q ^ iu s b j 
^ s s r  n)j. g lG ^ ir  urrrr— ^6W LD^LDiawr a ib a = 63r § 1  /o iE g ^ i)  
(d« l_(51 (S « iru ^ 3 ;n 's b  ĵiq_d5<9> i d ® ^  ran LlL_rra=(65)S!sr sgiytr& iB- 
a i& a ru  urr(ra)^s^i_fflT  u iu ^ ^ t r s b  ratJIraiaQ §j>i£).(ss)(oUJ— ^ a i r , !  
a_(wr eS tr ii ^ u G u f r g )  s r r a jG ®  (Su iru Slrf)^  ?

i§(ll)-— -3 i(Su jT & ,6ST ! (S^luSlssr QfBSlflsiJ Q 3 jlf)[Ei5 6 U0 <S0  fflSfTli « (T L L © ai- 
Q ig s i r u s j i  (Bajaf^sDasiLjLC <srrso<$stni5u_)Lb £§ l0 < S 0 ii) .
(Sunr ajjii), 6rs5r%5TLi u n j n 9 «or j°jl<sy}.y<#). a _ s i r  ® ir i f l iu ^ s !D ^  
<3=(fl5U!r Q a=iu. a _ « w  s=G «iTai!jrr«6i(fli_ib <j>|siTc| f f i ir il f j l .  
^ js u if iB s if ls ir  g n jp n a ia S s fr  inn j. a _  rfj^rflsBT (Sa=ir«sin<* 
^ l ib s m iD « 0 ib , LD^is5 i i n ® 0 i i  ressrsmLD uw j<i(gjib .

gjlliCSiUT— G>3 j6ULj Li^aD anrasjTiTssr UTOTjrL_6uir«(6nj<s{gjii LDir«sfli_(65)S3r 
6rstsr<s0ib  6 rii^ ( ip s!n  njuSlsb a_n j6 i| sy rt)u i_««i_(5lLb? Q ^ ir s w a s r -  
s s i ^ S u j  Q<3=rr6bs\5)as Q a rrsro r©  J g ^ u u a j ]  G u rr jjjib  ! m iaig i

0 j t 0 I U6OT

----( ^ 6O T®0 6 Tr) aSSsfltB (2 U # 1 ( 0  SO ^SUSBT &>sfr (gllUrtJSiDaSinUJ
si51i_Lom lL_rrs5 r .  njabcbr s i S i ® ^ ^  g ls u & s r *
<S6O<£0 6 0 (S jD sir. (Qsii6tfluus!DL_uj(r<K) ^ \irQ iu tT ^ ,ssr, c g fr .y -  
aistsrssflssr &is\Slsim£>, .-^jbnQfiO a _ s m ® 0 ^  Q a iiflu jir^ ir , 6T65rssr ?

g liG iU T — Q ^ ifliu irC o ^ .

— ^ u u i ^ u j i t  ?  (S * s ir .  (SsuL-sir a _ 0 s u ^ ^ l s b  suris^ u ^ u a S lsm u j 
(Sutrrr Q<5pi£jj>j s j 0 Ui£) Qa=iusi51^ ^ s i is s r  ; ®(rsw 5r i_ 6u susrsr&)6&>&) 
6£l;Lgra]<$« Q ®ir« !W i£ j.0 < s0 L b  ^gjjassafi u « 6 u r r g u a * i r «  Q u 0  
icssiLpssDUj^ &>sbr ^ ix iL ia s r r ir so  ^ © ^ c s s u s s r  ;  j t a s r s , -

Q ®n rs3brirj.0 iB ^  iS s u ir^ a s a i^ r r  s r s p i i  ^ j / h & i r -  

a & t r  s fil& rru jir ili_ rra  6^L^1^^5Usor ', siSltriri— iB a fT ^ ^ lsb  lS s^ ld it 
(tpajsiSUu Q u ifK D U Jir ira^ tr^  ^ irssr  6£ 0 6 xi(gs)uSl0 r6  j j j  Q ais iir  njsussr- 
^/rr(Suj(r^(OT)! a-sw afflsisr (LpsOT(g)sb rai_raa; 6 ^ 0  <yii)Li6Ud5 S3 )d5 iL|ib 

QffirsbaQCSjDSw- (3 <Brr6^M jrr^^lsin !ru 3 sb rfl^^lirC Scyssrig jsb  
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U PA R U PA K A S AND N R T Y A -PR A B A N D H A S*

D r. V. Raghavan

A  study o f  th is sub ject, U parupakas and N rty a -p rab an d h as, 
is necessary for th e  light i t  could th row  on  th e  h isto ry  and 
developem ent o f  m any a dance-form  prevalen t in  d ifferen t p arts  of 
th e  country .

T he ancient Ind ian  stage was a grow ing one and  at one p o in t 
in its grow th it was considered  useful to  classify th e  perform ances 
in to  tw o k inds, the rupakas and the uparupakas. B roadly speaking, 
th e  rupakas a re  m ajor form s o f  dram a and th e  uparupakas, m inor 
form s o f  dram a in w hich m usic and dance p redom inated  and m ost 
o f  w hich were form s o f  dance-dram a or regular dances. T h if 
d is tin c tio n  canno t how ever be stric tly  enforced because in  th« 
rupaka  class, considered to  com prise the  ten  form s—da$a rupaka— 
n o t a ll could  be en titled  to  be characterised  as regu lar or m ajo r 
d ram atic  types. B arring the tw o leading types, the  heroic nataka  
and  th e  social prakarana  w ith  the ir derivative p roduc t the n a tika  
and  th e  farce, prahasana, in  one or tw o A cts, the o thers were lesser 
o r irregu lar form s. Except p robab ly  in  the  case o f  th e  vyayoga  
we have no survivals o f  early specim ens to  know  w hat exactly  the  
ancien t form s o f  dim a, anka, samavakara and lham rga  were like 
T h e  vithl and  the bhana, o f  which la tte r  we have som e definite 
idea  from  descrip tions and old specim ens, were no t exam ples o f  
d ram a p ro p er and could legitim ately  be classified am ong the  
uparupakas.

T he technical d istinc tion  which N a tya  Sastra  w orks m ake 
betw een  rupakas and  uparupakas is th a t w hile the form er p resen t 
a full rasa w ith  o th e r rasas as accessories, the  la tte r  could  only 
p re sen t a bhava or bhavas; the  form er were accordingly referred  to  
as vakyartha-abhinaya and the  la tte r as padartha-abhinaya. T hat

• F i r s t  re a d  as a  p a p e r a t  th e  D an ce  S em in ar h e ld  by th e  Sangeet N a ta k  
A kad em i, N ew  D e lh i, 1958. F i r s t  p u b l is h e d : Sangeet N atak  N o . 2, 
pp. 5-25, S. N . A kad em i, N ew  D e lh i.
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il
is, in  the  rupuka a full story was p resen ted  th ro u g h  a ll tbs r
d ram atic  requirem ents and  resources fully em ployed b u t in the j
uparupaka only a fragm ent was depicted  and even w hen a full t
them e was hand led , all the  com plem ents of th e  stage were not (
p re s e n t; the  uparupaka lacked one or o ther or m ore o f  th e  four 
abhinayas, thus m inim ising th e  scope for n a tu ra lis tic  featu res— 
lokadharm l—and resorting  increasingly to  th e  resources of 
natyadharmi. T hus in som e the elem ent o f  speech, vacikabhi- 
naya, was om itted , as in  K a th ak a li, though  th e  rep resen ta tion  
included a con tinuous them e and  th e  p o rtraya l o f  different 
characters by d ifferent acto rs or dancers. O ften , th e  reduction  
o f the  lokadharml elem ent o f  each ch arac ter being played  by a 
separate actor or dancer form ed th e  chief fea tu re  w hich m ade for 
the  perform ance being classed  as an  uparupaka. T he  bhana 
am ong the rupakas negotiated  the  them e th rough  a single actor 
th rough  the device o f  th e  ‘ ta lk  in  the  air alcaSabhasita, ot 
im aginary conversation. T h is redu c tio n  o f dram atis personae 
to o k  w ith it  th e  e lim ination  o f one w hole abhinaya, the  aharya. 
Aharya included also th e  use o f  a few stage p roperties whose 
renunciation  th rew  the  burden  o f  in te rp re ta tio n  exclusively on 
th e  solo a rtis te  and  his or her ability  to  expound and  explo it to 
the full the possib ilities o f  angika abhinaya.1

T he N a tya  and Alahkara Sastra  tex ts  in S anskrit had  to 
codify th e  uparupakas th a t w ere grow ing and com pelling  recegni* j 
tio n  at a particu lar stage and th e  tex ts  simply drew  a line , w hich \ 
w as som ew hat h isto rical, though, as explained  already , having afl : 
a rtis tic  and technical basis. Just as th e re  w ere bhana and o ther 
irregu la r types in th e  rupaka-class, th e  uparupaka-class to o  had 
larger dram atic  form s w hich were p laced there  on h isto rica l 
g rounds, bu t w ith th is  justification  for inclusion am ong them* 
nam ely th a t  m usic and  dance dom inated  in  th em . Such a ty p 6 
was sa ttaka , exem plified by R ajaSekhara’s Karpuram anjan, a 
com ple te  P ra k r t  coun terpart o f th e  n a tik a . In  th e  ancien t and 
tra d itio n a l techn ique o f p roduc tion , m usic and  dance form ed an

1. See th e  w r ite r ’s B hoja 's Srngara P rakaia  (1963), ch . xx , Bhoju and 
N a tya  S a itra , p p , 533 ff., an d  e sp ec ia lly  545 S .



in teg ral p a rt o f dram a, but what is m eant here  specially w ith 
reference to  the  uparupakas is th a t these  elem ents played a greater 
p a rt here, as them atic  features and m otifs to o  ; o ften , th e  vacika, 
th e  spoken dialogue, to o k  a m usical fo rm , th e  story having been 
com posed  in  songs.

H ow  early do  we h ear o f  these lesser varie ties o f  th e  anc ien t 
In d ian  stage ? In  the  K am a Sutras o f  V atsyayana, we already hear 
o f th e  m en and  w om en o f  taste  w itnessing or tak ing  p art in 
hallisaka, natyarasaka  and preksanaka. B ham aha and  D an d in , 
w ho were p rim arily  rheto ric ians concerned w ith ‘ read  poetry  ’» 
m en tion  by the  way th a t there  were dvipadi, rasaka, skandhaka, 
lasya , chhalilca and Samya—all o f  these in tended  to  be * seen 
These were com positions set to  m usic and  dance. As these
nam es com e up in regular trea tises on N a ty a  Sastra , we shall
com e la te r to  the  consideration  of w hat these  ac tually  were.
Some o f these appear also in descrip tions in lite ra tu re , for
exam ple, K um arila , the great M Im 5m saka, speaks o f  dvipadi and 
rasaka  in h is Tantravarttika, and th e  chhalilca, or chalikya , occurs 
as a  dance in th e  Harivam&a and is m entioned  by K alidasa as 
being  learn t by M alavika.

A s already explained , B hara ta’s tex t i tse lf  m entions one 
perfo rm ance which is no t included in d ram a, bu t is o f  the  form  o f 
dance , nam ely lasya. The greatest nam e in  the history  o f  d ram a 
and  dance  a fte r B harata  is K ohala  w hom  som e recensions o f 
B h ara ta ’s te x t itse lf—fo r exam ple, the  one in  the  K avyam ala 
ed itio n —m ention  as the  a u th o r o f  the Uttaratantra, suggesting 
thereby th a t B h a ra ta ’s tex t would be the Purvatantra. A ll th a t 
developed in  the  post-B hara ta  period was codified by K o h a la : in 
fact, th e  labours o f  K ohala  were so significant th a t it appears 
from  A bh inavagup ta’s sta tem en t th a t even B h ara ta ’s text under
w ent a  redaction  on the  im pact o f  K o h a la ’s w ork. F rom  
A bhinavagupta’s observations, we gather th a t it  was K o h ala  who 
for the  first tim e spoke o f  the  stage-perform ances ou tside th e  pale 
o f  the daSarupaka. A nd it  is in  A bhinavagupta’s com m entary  on 
the N a tya  Sastra  that we first see som e of th ese  uparupakas 
referred to, occasionally mentioning a technical characteristic of



the irs  and an illu stra tive  com position also. T he ch ie f o f  these 
uparupakas m entioned by A bhinavagupta as d ea lt w ith by Kohala 
is the totaka- T he  totaka  is described by post-A bhinavagupta 
w riters, 6aradatanaya for exam ple, bu t none has any clear idea of 
it nor even an  undisputed  exam ple o f  a to taka . Totaka  is taken 
like n a tik a  and sattaka, m ore as a  dram atic  form  an d  sometimes 
th e  Vikramorva&iya o f  K alidasa  is cited  as a  to taka . The 
correctness o f this identification  cannot be vouched fo r. Though 
th e  nam es sa ttaka  and to taka , or trotaka, have been understood 
as nam es of d ram atic  form s, it is n o t fo rgo tten  th a t they  were 
in tended  to  be danced  or th a t they  were dom inated  by m usic and 
dance. I t  is qu ite  likely th a t  these were originally  p o p u la r dance* 
form s. As early as the  B arhut S tupa, we hear o f  th e  sSdakO 
dance. These dance-form s m ight have been tak en  and  used a! 
bases or m otifs for soph isticated  and  e labo ra te  d ram atic  efforts 
by th e  classic poets an d  d ram atists , and  gradually  th e  over
em phasis on the literary  side m ight have led to  the ir grow th into 
a species of d ram a. An elem ent called to taka  occurs am ong the 
sixty-four sandhyahgas or em otional or incidental ideas occurring 
in a regular dram a. B hara ta  defines it  as som eth ing  said io 
agitation , under th e  stress o f  an  em otion .

T he follow ing uparupakas are  referred  to  or described by 
A bhinavagupta in his Abhinavabharatl: dom bika , prasthanm  
Silpaka or sidgaka, bhanaka or simply bhana as d is tin c t from  the 
bhana in th e  data rupaka class, bhanika  separately  from  bltdnaka 
ragakavya or simply kavya as d istinct from  th e  poetic  com posi
tio n  proper ca lled  kavya, prerana, ram akrtda, rasaka  and 
hallisaka. W hile th ese  are the  form s m entioned  by one writing 
from  K ashm ir, let us see w hat varieties o f these  m ino r stage- 
perform ances a w riter from  M alw a m entions. D h an ik a  in  his 
com m entary  bn  his b ro th e r’s stan d ard  trea tise  on d ram a, the 
DaSarupaka, refers to  the  uparupaka fo rm s, dom bl, Srlgadita, blian<t»\ 
bhani, prasthana, and k a v y a ; he cites a verse m en tion ing  these 
an d  the verse significantly adds th is  rem ark  th a t  th ese  seven are 
executed  by a single dancer. In  the  sam e region o f  M alw a aross 
the royal po lym ath  and  patron  B hoja, w ho, in  his magnum opUti



show s his acquain tance  w ith the local as w ell as K ashm iri 
tra d itio n s ; h is Srngara PrakaSa is th e  first regular w ork on poetry  
and  dram a to  give a codified trea tm en t o f  types o f  uparupaka. 
H e defines, citing exam ples for som e, tw elve ty pes: ir lg a d ita , 
d u rm ilika  or durm ilita  (m entioned  by o thers as durm allika  too), 
prasthana, kavya  o r citrakavya, bhana (Suddha, citra  and  
sankirna), bhanika , g o s th l , hallisaka. nartanaka, preksanaka, 
rasaka  and  natyarasaka  or carcari. Thus betw een A bhinavagupta 
on one hand  and D han ika  and  B hoja on the o ther, we get a good 
deal o f  light th row n on a little -know n side o f  th e  ancien t Ind ian  
th ea tre . T he ancien t In d ian  stage—to  em phasise an  im p o rtan t 
fac t—had  a rich  rep e rto ire  and  th e  ancien t rasika  had  a su rp ri
singly large variety o f  stage-perform ances to  w itness and  enjoy.

L ater, th ree  o ther w orks, th e  BhavaprakaSa o f  iSaradatanaya^ 
th e  Natokalaksanaratnako&a o f  Sagaranand in  and th e  S a h itya -  
darpana o f  V igvanatha, give full descrip tions o f  these uparupakas 
b u t th e ir  evidence is o f less v a lu e ; they  draw  th e ir  m ateria l 
m ainly and u ltim ately  from  A bhinavagupta  and  B hoja . As 
m ain tained  a t the  o u tse t, an exam ination  o f  these uparupakas is 
useful as it lights up the history  o f  th e  surviving form s o f  popu lar 
dance and dance-dram a. T he uparupaka is th e  link or com m on 
ground w here the  classic m et the popu lar, and th e  sophisticated  
to o k  u p  the  folk-form  ; and  therefo re  an  inquiry  in to  the  natu re  
o f  these uparupaka signifies an  effort to codify  these  lesser and  
popu lar form s, and assigns them  a place in  th e  fram ew ork  o f  th e  
theory  ; and their relevance and significance to  our present purpose 
w ill be clear i f  we refer to  them  by the ir o ther nam e, nrtya- 
prabandhas.

N ow  collating the  d a ta  available in A bhinavagupta, B hoja 
and o ther sources, le t me place before you such reconstructions as 
possible o f  the uparupakas and nrtya-prabandhas. F irs t the  
Srlgadita.

T his is a com position  depicting love in  separa tion— 
vipralambha, featuring  a kulahgana  or lady o f  fam ily, along with a 
lady friend o f  hers (sakhi) ;  the hero ine describes th e  qualities o f  

h e r  lover and then , referring to  his bad behaviour towards herself,



complains against him. According to  Bhoja, it is called Srlgadita, 
the  u tterances of  Sri, because G oddess S'rl or LaksmI and  her 
L ord , Visnu, are the  prototypes o f  the beloved and the  lover 
figuring in it. In  Abhinavagupta, we come across a form 
described in similar terms but called sidgaka  which is some
times given as singaka  or in a Sanskrit form iilpaka . T here  may 
be here a process of wrong Sanskritisation or hyper-Sanskritisa- 
tion, which is quite com m on in th is  process o f  give an d  take, r 
According to  Abhinavagupta, in sidgaka , a n a y ika  in separation 
relates to  her friend her husband’s bad conduct and  perverse 
behaviour. Students o f  dance may a t  once recognise here  the 
similarity of  this theme with th a t  o f  the recurring th em e  of 
Bharata N a ty a  songs, particularly varnas.

Whiie the  heroine in Srigadita  is a kulahgana  and  the 
a tm osphere is dignified, th a t  in the  next type d u rm ilika  or 
durm ilita  is less dignified, dealing as it  does with  c landestine love. 
T he  character featured in this type is a female accomplice o f  a 
lower type, a c e tll who takes th e  audience into confidence over ; 
the secrets of  the  clandestine love-affair she is aiding. After she : 
appears and holds the  audience for some tim e, one of  the parties 
to  the love intrigue appears on the  stage, and she sets forth  her i 
plans and makes her dem ands, bordering on blackmail. The 
name dur-m iliko  (-ta) may mean the  c landestine un ion . Songs 
featuring themes approaching this can be found among the  padas 
of  Bharata N atya .

Prasthana  is a type described by both  Bhoja and A bhinava
gupta, but by each in a different way. Bhoja says tha t  prasthana  
depicts all the phases of love in separation  including pravasa or 
th a t  caused by the  lover going away on a journey , which last is 
evidently to be unders tood  by th e  name prasthana. T here  is to 
be the description o f  the  seasons o f  spring and th e  rains, and the 
longing of the  heroine. A technical detail o f  music and  dance 
m entioned  by B hoja  is the  performance m arked  by four apasaras. 
Apasara, the  Natyadarpana explains, is the  name o f  a section 
m arked by a course of  dance, nftyacchinnani khandani apasarah. 
T he  performance enlivens itself towards the  close by the



in troduction , through some device o f  the  them e, o f  the  he ro ic  
sentiment vlra rasa. Prasthana means also ‘ starting  o f  a w arrio r  
on a v ictorious expedition ’ and i f  the hero  is one such, his 
tr ium phan t re turn  and the  descrip tion  o f  his exploits could very 
well in troduce th is  heroic e lem ent a t the  conclusion o f  th is  piece.

A bhinavagupta  speaks o f  different o ther elements in his 
version o f  the prasthana■ He says th a t  it should be played in both  
the styles o f  tandava  and lasya, forceful as well as delicate, with 
the  la tter predom inating. He too  speaks o f  the  going-on-journey, 
evidently  o f  the lover. But the striking detail m entioned by him 
is tha t,  in the  piece, there  is im ita t ion  o f  the  gait and m ovements 
o f  animals like e lephants .  Are elephants and horses to  be under
s tood  here  as forming part  o f  th e  forces of the  hero going on the  
exped it ion?  In another context, A bhinavagupta  refers to  a music 
feature called varnanga as characterising the  prasthana.

Kavya  and citrakavya, in the  class o f  uparupakas, are no t to  
be confused with types o f  poetry  o f  those  nam es know n in 
Alankara Sastra . T h e  kavya  is here a whole story com posed into 
songs and dances. I f  the  whole song-poem is in one raga, it  is 
just  the kavya, i f  it  is in a variety of  ragas it  is citrakavya. 
B h o ja ’s description o f  these two is full o f  technical musical 
details concerning the  composition, raga and tala. A bh inava
gupta gives it  the  clearer name ragakavya-, it is sung and in te r
preted  in gestures, abhinaya. Two examples are also mentioned, 
on parts o f  the Ram ayana  story, the  Raghava-vijaya  and the 
Mnricavadha, the  former composed and sung throughou t in 
thakka raga and the la tter  in kakubha grama raga. Abhinavagupta 
makes special m ention o f  the  fact th a t  in this type, despite  the 
change o f  s ituations and sentiments, the  same raga continues to 
be employed. A verse o f  K ohala  is quoted in the  same context, 
describing a variety o f  this in different ragas and  talas, which 
would be the citra-kavya  mentioned by Bhoja. Elsewhere 
A bhinavagupta  quotes K oha la  describing the story o f  Tripuradaha 
com posed in this form, sung and danced to  by $iva. T hat this 
was an early development is shown also by a reference in the 
Ubhayabhisarika  in the C aturbhani collection  to  courtesan-



dancers taking dancing contests on such s tory-com positions for 
dance as the  Purandara-vijaya mentioned there.

It could be seen tha t the celebrated G ita Govinda, in the 
wake of which many musical s tory-poem s arose, belongs to  the 
type  citrakavya  noticed above. The Gita Govinda occupies 
indeed a key-position in  the  history o f  b o th  music and dance and 
no t only inspired num erous Sanskrit im itations bu t led to  the 
outburst o f  a class of  musical dance-drama in the  local languages, 
sometimes mixed with Sanskrit, in different parts  o f  th e  country.
T he  compositions of  Saiikaradeva o f  Assam, of  U m ap a t i  in  Bihar, 
o f  Bhagavatanatakas and Yaksaganas and the  K rsn a n a t ta m  and 
K athakali  o f  the A ndhra, K arna taka , Tam il  and M alaya lam  
areas—all turn  to  the Gita Govinda as th e  u lt im ate  source and 
inspiration. In the  whole  history of  music or dance, in any part 
of the world, I  do not th ink  there has been a creation o f  a genius 
of  greater destiny and potentiality  than  the G ita Govinda of 
Jayadeva.

The raga-kavya, particularly of the  citra  variety, has been 
cultivated in  the  Tam il country, in the  field o f  music primarily 
b u t  sometimes with the  in tention to  be perform ed as a dance- 
dram a too. Thus we have whole puranas, itihasas  and  episodes 
thereof and stories on the lives o f  saints com posed in  Tam il in  the 
form of klrtanas  in different ragas and  ta la s : for example the 
well-known compositions of Nandan Caritram  of G opalak risna  
Bharatl and Ram anataka-K irtanas o f  Aruijacala Kavirayar, and 
the  lesser known Skandapurana-Kirtanas, Bhagavata-daSaind' . 
skandha-kirtanas, etc.

Such raga-kavyas in one or m ore  melodies were produced  in 
some num ber  in Orissa when there  was a music a n d  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, a t the  temple of  Jagannath , for its 
dancing. Purusottam a who flourished under K ing  N aray an a  of 
Parlikhim edi, associated with the writing of  Sahgitanarayci 
p roduced som e raga-kavya and P u ruso ttam a’s son Narayana



speaks in his Sangitasarani o f  the  two classes o f  the  ragakavya, 
the  Suddha-prabandha in one melody and the  sutra-prabandha in 
many melodies ; in the  former class, he com posed  four and in the 
la tte r  two, one on  the Ramayana  and one on a Jagannath  Temple 
festival. Puruso ttam a composed three  Suddha raga-kavyas on 
the Ramayana  story-

According to  Bhoja , bhana, bhanaka, and bhanika  constitu te  the  
singing o f  praises o f  the  deities Siva, Visnu, Devi, Skanda etc. 
B h o ja ’s description o f  this type includes a num ber o f  music and 
dance details. I t  is to  be in seven sections, employing one, two or 
m ore languages and  danced in both forceful and delicate styles. 
Two notew orthy  po in ts  found in B hoja’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  po in t is th a t  
things difficult to  dance or in terpret in abhinaya, intricacies o f  tala  
and rhy th m —all these are to  be displayed in the  bhana. The 
same type would be bhanika, if  th e  subject o f  the  sto tra  is God 
Visnu, with softer dances called forth  probably  by the  love 
sports  o f  the  L o r d ; nine or ten themes in equal num ber  o f  sections 
may be composed into the bhanika.

T hat this type called bhana is definitely a music and  dance 
composition  is confirmed by A bhinavagupta  who says tha t 
ins trum ental music is to  dom inate  in the  bhana. Regarding how 
ever the subject m atte r  o f  the  M ana-com position, the specimens 
know n to Abhinavagupta were o f  didactic nature, inculcating 
principles o f  dharma etc., th rough symbolic descriptions o f  animals 
— lion, boar, bear, buffalo—much in the  same m anner as the 
anyapadeSa verses known in poetry ; when these animal-examples 
are used, they are  fea tured  in them es o f  the  form  o f  continuous 
animal-fable, thus necessitating im ita t ion  of  the gait and o the r  
activities o f  the animals. This would then have been very 
valuable indeed as affording considerab le  scope for the different 
animai-gaits set forth  by N a ty a  Sastra  texts in the chapter  on 
ga ti. T h e  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 t i tle  bhana. F rom  A bhinavagupta9s 
m ention  o f  M an-Lion (Narasimha) and Boar (Sukara) and Bhoja’s 
reference to  exploits o f  Hari, we may be tem p ted  to  link these up 
to  some im itations o f  th e  incarnations o f  Visnu. I  have dwelt 
on  the  bhana a t some length , as I unders tand  from  Sri J. C. 
M a th u r  tha t  there  is a type called bhana still surviving round 
about M athura .

The g o sth i, which is know n from  B hoja  only, depicts 
K r s n a ’s exploits in killing the  demons. H alllsaka , more widely 
know n in literature, is a circular dance, in  the  m anner  o f  K rs n a ’s 
dance with the  gopls. The circular dance o f  girls is one o f  the 
most widely prevalent folk dances found in  all par ts  o f  the 
country ; the  garbha o f  G ujera t ,  the  acciyarkuravai o f  ancient 
Tamil classics, the  kum m i, ko la tta m  and  kud ichuppa ttu  o f  Tamil- 
nad  and the k a ik o ttik k a li  o f  M alabar are all varieties o f  halllsaka.

The narlanaka is im portan t,  as it  is ju s t  th e  w ell-know n dance- 
recital by a single danseuse, such as we have in th e  Bharata 
N atya . This is the  same as the lasya  described by Bharata 
himself. Bhoja underlines three features o f  this : slow te m p o  and  

elegant movement, and the  abhinaya of transito ry  m oods o f  the 
rasas. According to  him Samya, dvipadi, chhalika  are only forms 
of this. Sam ya  means the  short  multi-coloured span-long sticks 
th a t  girls use for striking the rhy thm -beat in th e ir  dance, from 
which the dance gets tha t n a m e ; ia m yd  also m eans one o f  the 
hand-actions in beating  th e  palms for keeping tala-, therefore , as 
a dance, iam ya  is done  by girls either keeping tala  w ith  sticks, in 
which case it will be danda-rasaka  or the ko la tta m  o f  T a m iln a d , 
or with the ir  palms in which case it  will be th e  kudichuppattu  of 
Tam ilnad, and  the  k a ik o ttik k a li  o f  M alabar .  D vipadi is the 
nam e o f  a laya, a music com position  and  dance based  on it. 
C hhalika, as already said, is m entioned  by K a lidasa  as learnt by 
M a la v ik a ; Kalidasa  says in his play tha t  it was associated with 
the  lady Sarm istha as its au thor ,  th a t  it  had  four par ts  or themes 
and th a t  it  was very difficult to  perform . M alav ika  perform s the 
fourth  par t  o f  its them e which depicts purvanuraga-vipralambha  or 
longing before the first union. L ater  com m enta tors  fall back on



the  word chhalita, its possible derivation from chhala and  so on, 
o r  on M alav ika’s dance itse lf  and offer no enlightening comments 
on it. The  only source, apparently  early, which gives a ra ther 
e laborate descrip tion  is the  HarivamSa, but no  clear picture o f  the 
distinct form o f  this dance could be had from the text.  From  
more than one context here, we learn tha t  it  is primarily the name 
o f  a piece o f  music, from which the  dance employing th a t  music 
gets the  name. ,

The preksanaka  was a show which took  place in the  open  on 
streets, amidst a gathering o f  people, in quadrangles, and  tem ple  
c o u r ty a rd s ; it  was performed by a num ber o f  persons. Bhoja 
gives also the perform ance o f  the Burning o f  C upid  as an example. 
Even now, a t  the  time o f  Holi, in M aharash tra ,  and under its 
influence in  Tanjore  D istric t in Tam ilnad, the  episode o f  the 
Burning o f  Cupid  is enacted  in public, employing a M ara th i  song- 
type  called lavani in which one party  contends th a t  M anm atha  
had  been destroyed and ano ther  tha t  M anm atha  still lived. 
Preksanaka  has also been used by later au thors  to  denote any 
kind o f  irregular s tage-performance, not conforming to any o f  the 
well-defined types.

W hile all ancient dance, tandava  and lasya , was associated with 
3aivism, la ter  dance traditions had come under the  sway o f  
K rsria  and his legends and sports. A lready we noticed tha t the  
types o f  gosthi and hallisaka  were associated with K rsna  and 
the gopis. Rasa  is the  type par excellence  with which K rsn a  and 
the  gopls are connected. Rasa is also a dance in a circle, by a 
num ber o f  women, sixteen, twelve or eight. The style is delicate or 
f o rc e fu l ; it is in indifferent ta las ; in fact rasa i tse lf  is a tala-name. 
The women sing and dance but there  is no abhinaya. They do 
only pure  dance or nrtta  but what is no tew orthy  in this is tha t 
they execute many patterns. As they are in some numbers, they 
com bine  In to  different patterns and designs called pindibandha, 
irnkha la , bhedyaka and lata. The first is the dancers coming 
together and forming c lu s te rs ; Srnkhala is forming a chain ; 
bhedyaka  is breaking from the lines o f  the  former and going 
into different positions and lata  is form ation like creepers, with



intertwining of the  dancers standing in two or m ore  lines. As 
one text says tha t  the  num ber o f  ladies in a rasaka  can go up 
to  sixty-four pairs, wonderful pa tterns  are possible here.

In  th e  description of the  nex t type, natya-rasaka, B hoja  goes 
in to  further details about these  patterns . N atya-rasaka  otherwise 
called carcarl is done in spring and in h onour  o f  th e  King, for 
example, the  one at the  opening o f  the d ram a Ratnavali. Carcarl 
i tse lf  ̂ is a fa/a-name, bu t B hoja  mentions varnatala  as being used 
here. T he  girls who do this in a body execute the  p a tte rns  p in d i,  j 
gulma  etc. F irs t  one pair o f  dancers enters  and dances, then ; 
another and thus groups are formed. D rum s, sticks, recital of 
rhythm-syllables. other instrum ents, all these  are employed. The j 
performance ends with a benedictory verse, m aking a reference to 
the  G ods having danced thus  when  they got th e ’ nectar  by the l 
churning o f  the  ocean.

Pindi is a term  already found in  the  N a ty a  Sastra  o f  Bharata 
in  the  description o f  the dances preliminary to th e  play proper, 
the  purvarahga. P in d i is here described as th e  nartaki executing 
the  form of th e  w eapon or th e  riding an im al o f  th e  different 
deities, Trident for Siva, L ion for Devi, E lep h an t  f o r ln d r a  and so 
on. In  the same chapter, Bhara ta  speaks of the  pa t te rn s  Srhkhala 
and la ta  and while explaining these  A bh inavagup ta  says tha t  
pindibandha  means in general what dancers do by com ing  together; 
they can combine in two ways, the  sa ja tiya  in  which th e  two 
dancers w ould appear as two lotuses from  a com m on stalk or the 
vija tiya  in which one dancer will remain in one pose like the 
swan and the  o ther will be  in a different pose to  give the  effect of 
a lotus-with-stalk  held  by the  sw an - lad y ; in gulma-Srhkhalika  
pa t te rn ,  three would combine and in a la ta , four. Bhedyaka, 
B harata  says, is done  with d a n c e ; th a t  is, while executing the 
other types there may not be e labora te  dancing in the  form o f  
steppings whereas in  bhedyaka, regular dancing is to  be done. 
F u r th e r  interesting info rm ation  given by B hara ta  here is th a t  these 
pa tte rns  are achieved with the  aid o f  (1) perfect p ractice , (2) so m e  

mechanical device, and (3) some armless seats or s im ilar stage 
properties. Abhinavagupta  however puts a different in terpretation
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on this passage. I have devoted some a tten tion  to  this, as there 
may be a wrong impression among some critics tha t Ind ian  lasya  
is s tereotyped, th a t  there is no scope for  group work and /o r  the 
exp lo i ta t io n  o f  the p ictoria l  possibilities here. T hat such 
compositions o f  pure  dance  with groups o f  dancers were done is 
know n  also from sculpture and I would draw a tten tion  in this 
connection to  a frieze in the Amaravati sculptures (M adras 
M useum  Bulletin, Pi. X III ,  fig. 16); there  are four ladies here, 
one kneeling in the foreground with another  standing behind her, 
and  bo th  flanked by two o th e r s ; the placing, the variation o f  
sthana  and karana, the symmetry, everything is so perfect—we may 
not be able  to identify exactly the  karanas here in terms o f  the 
108 in B harata , o r  o f  the  p in d is  etc. m entioned  above, but this is 
one of  the simplest and most beautiful compositions. (See 
illustration).

We lost ourselves in th e  labyrinth o f  pa ttern-dance  whila 
speaking abou t rasaka  and natya-rasaka. W hen on rasaka-varieties, 
we might refer again to  the variety already touched upon , the  
danda-rasaka. In Act IV o f  the  play Karpuramanjan  o f  
R ajaSekhara o f  the sa ttaka -class already explained as being full 
o f  music and dance, the  p oe t  introduces the vatasavitrl-vrata, 
celebrated  in sum m er and as a part  o f  its festivities, depicts 
different dances. Danda-rasaka  is played here by thirty-two 
nartakls, and  as these, with their steps and sticks in the ir  hands 
close to  the  tala, wheel round or cross each other, dividing th em 
selves in two rows o f  sixteen, they form variegated p a tte rns— 
vicitra-bandhas. According to  a detailed Sanskrit extract in 
a Tamil dance-text in m anuscrip t called Suddhananda- 
prakaSa, these patterns executed by them  showed hexagonal and 
octagonal formations. The Sanglta-samaya-sara  has a long 
descrip tion  o f  the  danda-rasaka ; Par^vadeva gives e laborate  and 
varied instrum ental accom panim ent to  th i s ;  cymbals, bells and 
tala-vadyas like pataha, hudukka , mrdanga  and lcarata. S tarting 
with a pair o f  dancers who entered^ first and then bringing on 
further ones, they went up to  eight or more pairs ; they danced 
facing each o the r  and as they executed their e laborate dances, by



steppings and wheelings they form ed different sthanas, karanas 
and bandhas. The N rttaralnavah  has also a long description of 
danda-rasaka and mentions th a t ,  in  th e  place o f  sticks, the 
dancers hold also a  fly-whisk, sword, etc. T h e  Nrtyasarvasvd 
refers to  dances of deSi-type with sword, piece o f  cloth, stick, 
garland, fly-whisk, lute and ball. T ill recently, i t  is known, that 
N attuvanars  fitted adavus and ja t i s  to  sword dances an d  trained 
their dancers doing varnas to  execute th e  same with  sw ords; i° 
the  course o f  the ir  movements, they would cut vegetables with the 
sword tied to the  body o f  a girl lying on th e  ground ; in the course 
o f  their  footwork, they would a t  specific points  o f  the dance, 
bring down their swords on th e  vegetables in a m ost uncanny 
manner, without causing any h u rt  to  the girl bedecked with the 
vegetables ; they would similarly go abou t the ir  dance m ovem ents  
with pieces of  cloth in their hands, which, even as they danced, 
they would make into a dove.

A part  from these, a rasakahka  is found in  b o th  Abhinava
gupta  and Bhoja  and  they quo te  from a com position  called 
Radhavipralambha, on  th e  them e o f  R adhS  in separa tion , by poet 
Bhejjala.

We now com e to  a type, im portan t in a different way—the 
dombi ox dom balika. Abhinavagupta  refers to  i t  several times 
and quotes from a composition called C udam ani D om bika  by 
poet RSnaka, and perhaps from ano ther  com position  also called  

Gunamala. The  dombi is a type  like the  nautch, done  by a single 

n a rta k l; songs are sung by accompanying singers, and the  dancef 
the  dom bt, dances. The difference is in  the  person o f  the  dombu 
and th e  nature  o f  the  theme. Dombi is a k ind o f  drum  and also 
a class or community o f  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- 
g a y ika s■ The dom bankuttadis  were, till some tim e back, common 
in the  countryside in the  South, moving about with the ir  women 
and  drum and displaying their  difficult rope-dancing . The 
dombas must once have been a community o f  people highly 
accomplished in the  arts o f  music and dance. T h e  kings used to



receive them  or entertain  parties o f  them  and  spend time seeing 
their dances in which they sang songs o f  secret love-episodes, o f  
how such and such a lady in love fared and  w ha t her accomplice 
achieved for her, themes no t far removed from those o f  some of 
the  lower specimens o f  padas in  Bharata N atya .  O ne Im portant 
thing to  be noted  which makes for its difference from nautch and 
for its being a popular form is th a t  the  dombl does no t interpret 
the  words and meaning o f  th e  songs closely in abhinaya ; on the 
o ther 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 o f  hands such as figure in normal 
h u m an  activity and speech. T h e  dombl concentrates on the  song 
and the  dance m ovem ents and poses she executes according to  the 
laya  o f  the song. During these  dance interludes the  hudukka  
drum  is played as accom panim ent, and  A bhinavagupta  says th a t  
in the  vernacular this is called cill-marga.

Two more uparupakas or dance-compositions are mentioned 
by A bh in av ag u p ta : the  preram  which is said to be comic and the 
ram akrlda  which is said to  describe the different seasons. In a 
second reference to  prerana  along with bhana and  bhanika  
A bhinavagupta  speaks o f  descriptions o f  animals and animal 
fables having a didactic im port as figuring in this type also.

References have already been m ade to the  chalika  and carcarl 
dance featured in the  plays o f  K alidasa and Harsa. The 
Karpuram anjan  o f  R a jasekhara  is an interesting source of  infor
mation  and it  describes dances o ther  th an  the  lasya  and danda- 
rasaka, noticed already. We may note them as they  are quite 
out o f  the way and add to  our knowledge about the  richness and 
variety of  dance f o r m s ; RajaSekhara speaks o f  comic dance, and 
dance o f  w o m en  dressed as h u n te rs ;  he  describes a terrible type 
depicting raudra rasa called Smaiana-abhinaya, with facial masks 
o f  fierce spirits, emitting weird noises. A no the r  dance done by 
the wom en here is c a l led yoginl-valaya-nartana-keli but no details 
o f  this dance can be gathered from the description. To the 
accom panim ent o f  the  hudukka  in  ra ther  fierce sequences and o f



the  mardala  drum in soft sequences, ano ther  w om an perfo rm s the 
cillikarm a. C illi, also called cillim arga , is, according to 
Abhinavagupta , w hat is done as pure  dance  in betw een the  
sections of  the  dombi already described. Th is  vernacular  name 
shows the  popu lar  character and origin o f  the  dombi.

T he BhavaprakaSa describes some uparupakas n o t  noticed by 
A bhinavagupta  and B hoja . These are sallapaka, iilpaka , 
ullopyaka, m a llika , kalpavalli and parija ta . A few o f  these names 
may be traced elsewhere also bu t  th e  variants  in th e  names 
them selves and the descriptions, such as are available, give us no 
help to  get a clear p ic ture  o f  these.

Having dealt with dance-forms th a t  could be gleaned from  
sources which are of  som ew hat rem ote  accessibility, I m ight turn 
now to those found in sources more accessible to  general s tudents 
of  music and dance ; th e  sources to  be tapped  now are  o f  a later 
date, and if we follow a chronological order, they would, by steps 
lead us to the present survivals in different parts  o f  the  country . 
I t  may also be n o ted  th a t  while the  folk-affiliations o f  the 
uparupakas had  to be traced vaguely, the  series o f  dance-form s to  
be taken up now, disclose their popular origin clearly ; they are, 
in fact, dealt with in these treatises under desi-nrttas. A nother 
point to  be noted  is th a t  from  the rupakas to  the  uparupakas and 
from the  la t te r  to  the  nrtya-prabandhas th e re  is a progressive 
reduction o f  the vacya o r  tex t  or speech till it  is com pletely  
replaced by songs ; a literary com position  of  som e length  or  size 
gives place to  short songs and  dance-music. The music and 
dance treatises used for the collection o f  th is  materia l,  som e of 
which are still in m anuscrip t,  are : the M anasollasa  o f  Som esvara, 
Music and D ance Section (M s)1, the  Sangitaratnakara, the 
Sangitasudhakara  o f  H aripa la  (Ms), the  Sahgitasam ayasara  o f  
ParSvadeva, the  N rlttaratnavali o f  Jayasenapati2, the  Sang'ita 
C intam ani o f  V em abhupala  (Ms), th e  Sanglta  R a ja  (Nrtyaratna- 
koSa) o f  K um bhakarija  (M s), the  Aum apata, th e  Sang ita  
M uktavali o f  Devendra (Ms), th e  Sahgitadam odara  o f  B hat |a

1. S ince  p u b lis h e d  in  th e  Gaekwad Oriental Series, B a ro d a
2. G o v t .  O rie n ta l M ss. L ib ra ry . M a d ra s . 1967.



Subhankara  (M s)1, the  Sang ita  Darpana o f  D a m o d ara ,  the 
S a ng ita  Saram rta  o f  Tulaja , Saiigita-sdra-sangraha  o f  GhanaSya- 
m adasa  and several o ther  works dealt with by me in my account 
o f  L ater Sangita  L itera tures, as also some am orphous com plica
tions in prin t as well as manuscript.

T he gondali is the  most im portan t o f  the  dances described in 
these treatises. F rom  the  N rttaratnSvali o f  Jayasenapati  we learn 
tha t  this was organised into an art form for recitals from the folk 
dance o f  the  gondalis o f  M aharas tra  by K ing Some^vara o f  
K alyan, after seeing a gondali dancing before his camp. Gonda 
and gondali mean hunters. W ithout a knowledge o f  this history, 
some writers had needlessly made gondali, into kundall, made her 
a divine damsel learning th is  dance from Parvatl  and propagating 
i t ! In gondali the  difficult music com positions are to  be eschewed 
and easy and delicate dance movements are to be resorted  to. 
T he  danseuse may or may no t  herself  carry or play the instrument 
called trivali. She is to  wear K arn a tak a  make-up, for KarnStaka 
extended up to  SomeSvara’s cap ita l  a t  th a t  time. The progress o f  
the  gondali dance also follows the  K arn a ta k a  mode, starting first 
with m elapaka, then  after  ins trum entation , going to puspanjali, 
and then  the danseuse beginning her dance. E ither  the  dancer 
herse lf  or a supporting  musician should sing after a course of  
dancing with the accom panim ents  o f  instrum ental music. The 
singing should include recital o f  rhythm-syllables and end with 
kalasa  or tirm ana  as we m ight now say. A fte r  this she should 
resume dance involving various caris.

T h e  next im por tan t  dance on which deta iled  technical 
inform ation is given by Sarngadeva, Jayasenapa ti  etc., is the 
perani, also given, in a slightly more Sanskritic form as prerana. 
T he connection o f  this with the prerana o f  A bhinavagupta is not 
clear. The  perayi is a gifted male dancer, highly accomplished in 
music o f  voice and instrum ent, and  in dance, capable  particularly  
o f  doing  the deSi bhram ans and  karanas involving jum ps or

1. Since printed from  C alcutta, from  a single m s.
2. J o u rn a l'o f the M adras M usic Academy, V ol. IV  a n d  Bulletin o f  the 

Sangeet N atak Akedem i, N ew  D e lh i, N o s . 17 an d  18.
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u tp lu tis . T he  m ost striking th ing  ab o u t  him  is his make-up: 
w ith  a shaven head  m oun ted  with a  tu f t  and  a replica o f  a hooded 
serpent, with stripes o f  holy ash on his limbs, with  ornam ents of 
o f  cowries, gold pieces and stones, and w ith  a num ber  o f  small 
bells on  his lower leg, bearing in  one arm  a stick and  in the other 
a  fly-whisk, he enters th e  s t a g e ; before him  singly or  in pairs four, 
six or eight associates o f  his in the  sam e dress being already 
present there; taking his s tand in the ir  midst,  the  ch ie f  perani) 
assuming the  samapada or bhujahga-trasita karana, shows himself 
to  the  audience on the  rise o f  the  curta in .  His dance has five 
sec tions ; first, pure  dance in bo th  tandava  and  lasya  s ty les ;  the 
next is kaivara  or kavicaraka, a  poetic  com position  in praise 
o f  the k i n g ; the th ird  ahga is garghara in  which instrum ents  of 
ta la  are played along w ith  the  steps o f  the dancer ; th is  instru
m enta tion  and  footw ork  has six or seven stages, involving 
different kinds o f  floor-contacts o f  the  feet or adavus as we might 
now call them  in the  terminology o f  Bhara ta  N a t y a ; th e  fourth 
section is called vika ta  and  comprises the  im ita t ion  o f  the  acts of 
goblins, monkeys, etc., and m ovem ents o f  face, lips, eye, abdomen 
arm s and legs, displaying con to rtions and exciting l a u g h te r ; the 
last ahga is the  singing o f  songs. I  m entioned th a t  the  perani 
entered surrounded by associates, with m ake-up  like his o w n ; one 
o f  these called atta-bodaka, th a t  is a deSi w ord  meaning one 
with a completely shaven head, is said to  indulge in some comic 
dancing before the  perani arrives in their  m idst.

Side by side with this perani or prerani, texts  like N rttaratnfc  
vali and Sangitasaram rta  speak o f  a pekkhana  or preksana  of 
prehkana. This comprises six ahgas o f  music and dance and 
involves carls and Icaranas o f  u tp lu ti type in  udhhata or forceful 
style. I t  is danced by m en as well as w om en.

Sivapriya  is a form described by Jayappa, and following him, 
by K u m b h ak a rn a  also. This  is done by devotees of  Siva, men of 
wom en, wearing stripes o f  holy ash  and rudraksa  rosaries, 
s tanding in a row and  singing o f  Lord  £iva. Quite a large 
num ber o f  tala  ins trum ents are played, each mem ber o f  the party 
playing a different one. They recite the rhy thm -syllables, form



into two rows facing each o the r  or circlcs, and dance in delicate 
style executing many movements. The occasion o f  this dance is 
festivals of Siva.

K o lla ta  borders on circus. In this, with the sounding o f  
horns, drums, cymbals, bells and the  like the dancers walk on 
ropes on high, cutting difficult poses, m oun t;h igh  poles and wheel 
round on the  top , play with edges o f  swords, endangering their 
lives in these m ovements, strut about lightly with heavy loads on 
their bodies, jum p up in to  air like birds and brandish swords and 
other arms. Some of these  were referred to  above under the 
dom bika  and dombas. During the Dussera festival, displays o f  
some o f  these fea ts  were common a short while back. The story 
o f  Vivarta in ch. 8 o f  the DaSakumaracarita describes the wonder
ful display o f  dancing with swords and the  execution by the  
dancer o f  m any karanas, o f  the marga  a n d  d e ft  varieties. In the 
N aisadhiyacarita  o f  Srlharsa and the poem Hirasaubhagya there 
is a description o f  a party  going in front o f  processions and 
making display o f  sham  fighting etc. The same Naisadhiyacarita  
refers also to  dancing on th e  to p  o f  the  pole. These artistic displays 
o f  sword-play etc. a re  no t later developments ; they are very old. 
In fact, the  four vrttis  and four nyayas o f  B hara ta ’s N a tya  Sastra, 
as I have shown elsewhere, were derived from  sports like sword- 
play, javelin-throw ing e tc .1 D ances connected with weapons still 
survive in the  d ram atic  baris o f  Bali. U nfortunate ly  the decay 
of national games and physical exercises, as a result o f  the rise o f  
more fashionable W estern  games and sports, has had its reper
cussions in the field music and  dance too.

K anduka-nrtta  or the  dance with the playing o f  the  ball was a 
wide-spread and a t  the  same time im portant form. T he  simple 
beating o f  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 m ovements, turns, wheelings etc. This kanduka-

1. ‘ T h e  V rttis  ’ , Journal o f  O riental Research, M ad ras . V ols. V ia n d  
V II. See a lso  ‘ S a n sk r it  D ra m a  a n d  P e rfo rm an c e ,’ J  o f  the M adras Univer
sity, Vol. X X IX . i.



nrtta  forms a m o tif  in one o f  th e  stories o f  D an d in ’s DaSakumcira- 

carita  (o f  c. 700 A. D.) ch. VI, th e  story o f  Princess Kandukavati 
o f  D am alip ta  who was, till her m arriage , p rop it ia t ing  Goddess 
VindhyavasinI by perform ing before her on  the day o f  the Krittika 
constellation every m onth , the  kanduka-nrtta . In  this dance which 
the  Princess did before an admiring crow d o f  spectators, Dandin 
says, she adopted  the  th ree  tem pii o f  m adhya, vilamba and 
druta; she displayed very rap id  to  and fro steps also; plied both 
her  hands, sang, sent the  ball in every corner and m ade it come 
back, executed num erous and varied karanas and  moved in circles 
(mandates), wavy lines (gom utrikas) and o ther  m ovem ents referred 
to  as gitam arga  and pancabinduprasrta  ; and  displayed further 
many a beautiful game with  the ball. T he  com m entary  refers 

even to a tex t  on ball-p laying as an art,  called Kanduka-tantra- 
Describing this kanduka-nrtta , Jayappa refers to  the  playing of 
music instrum ents, carls and rhythm  pa tte rns  o f  steppings called 
lo tus, wavy line, serpentine gait, and circle (padmabandha, gomutri- 
kabandha, nagabandha and cakrabandha), and soft and delicate 
actions. Jayappa speaks o f  the  kanduka-nrtta  as a group dance 
in which the wom en, besides beating  it on the ground, threw and 

exchanged the ball and ran  to  catch it.

T he  cindu  is a dance-form  o f  th e  D ravidian-speaking areas 
taken  up and set In a standard  form in the  Sanskrit texts, 
N rttaratnavali, Sahgltadarpana  etc. T he  songs are in the Dravidian 
tongue (Telugu is meant) in a dvipada fo rm , having udgraha and 
dhruvapada only and bearing  the  n am e c in d u ; young women in fine 
dress dance this , to  the  recital o f  y a tis  or ja t i s  ; movements are 
graceful and there  is abhinaya o f  the  meaning o f  the  songs. It 
may be noted  th a t ,  in the  m ovem ents, the  cindu  in  com m on with 
o the r  deSl forms makes a liberal allowance to  heavings and 
swayings of  the  chest,  arm s and  hip. Accord ing  to  the Sahgita'■ 
darpana, which speaks o f  two varieties o f  it, th e  dancer carries in 
his or her hand  a trident, etc. In  an anonym ous and fragmentary 
tex t,  printed recently from Ja ipur  as many as six varieties of  c i n d u  

are described, and the  poses occurring in cindu  dance are also 
indicated . In  th e  variety o f  cindu  dance still prevalen t in rural



parts o f  the  A ndhra-K arnataka  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 G o d  K um ara  and is accompanied by devotional 
songs of  this class called kavadi-cindu.

B h m d ika  is a comic dance indulged in by jesters. They 
strike the ir  palms according to tala, recite the drum-syllables 
orally, and im itate  lame men, dwarfs, children, monkeys, peacocks, 
water-birds, parro ts , asses, camels, dogs, im itating their cries, 
speaking and disporting their limbs indecorously. Though 
obviously hilarious and in tended 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 o f  rhythm-syllables and dance with 
forceful steps, wheeling movements and varie'gated hand- 
movements; as m en go abou t 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 o f  the world; the  
varied forms, dresses and actions o f  different types o f  people are 
here portrayed. Th is  is done  by a quick change o f dress, voice, 
e t c . ; 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 o f  A ndhra  and Tam ilnad  in which a series o f  imperso
nations of  characters  in life by two actors, male and female, is 
presented on successive days o f  a week.

G hatisiri (-sani ?) is a rather interesting form m entioned by 
Jayappa, the correct form of whose name is not recoverable from 
the corrupt manuscripts. In  this figures a can da l a wom an-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 o f  flute, horns,  cymbals and drum s; the  subject o f  the 
songs is S'iva and Parvatl  in the ir  appearance  as the H unter  and 
H u n tre ss ;  as these  songs are sung and  instrum ents  played, she 
dances in the delicate style with  graceful movements.

Ja kka d i or ja kka n i  is a Muslim dance-form  w ith  songs in 
Persian  and bunches o f  peacock feathers in the  hands of  the 
dancers. The S a n g ita  C intam ani o f  Vema and  the  Sahgltasara• 
sahgraha o f  GhanaSyam a speak o f  a parasika  m a tta lli ,  or simply 
m atta lli, ano the r  Muslim dance-form.

In  addition  to  the  gondali which has its origin in the 
hu n te r’s dance in Dekkan, there  are o ther  hun te rs ’ dances also; 
GhanaSyama speaks o f  two such; the Sabda-nrtta  and the  kurunji 
or kuranji nrtta .

In  th e  Sang ita  Darpana and  Sangita  M uktavali we come 
across ya ti-n r tta  and raganuga-yati-nrtta  and Sabda-nrtta  and the 
abhinaya o f  particular  types of  songs—all o f  which brings us to 
th e  th resho ld  o f  the  m odern  period and form really th e  fore
runners  o f  the ja tisvaram  and iabdam , the  second and  third 
items o f  the B h a ra ta  N a ty a  program m e. Many o th e r  items or 
songs intended for dance set forth in such works disclose 
features similar to  those forming part o f  the  dance recitals as 
we know them  now or in the  near past. But the works produced 
in  these later t im es show such a variety o f  names and in-flow of 
vernacular technical te rm s and ja rg o n  from all regions o f  India— 
sometimes different names for the same aspect o r  its varieties— 
th a t  i t  is a highly difficult task  to  collate  all these and  work out 
the ir  respective connota tions and relation to  w hat survives now. 
W hen probably  the  projected  scheme o f  a D ic tionary  o f  Dance 
and Music Terms is pu t th rough  we may be able  to  classify this 
data to  some extent. F or  exam ple, the  madhupas or carls of 
different kinds inclusive o f  floor contacts , urupa o r  ucjupa which 
is o f  twelve kinds, neri, kurananeri, bhitra, citrQ, natraka, etc. the 
dhvada  o f  twelve kinds, lagava, the daru which is the contribution 
o f  Andhra, nibandha, lavanl, chatu, ka tta r i, kalpa, and vaipota in 
K annada  and  Telugu languages. The Laysa  puspanjali refers



to dances o f  Jaunpuri ,  T irhut,  Tamil, Telugu, Persian  and 
M aharastrian  regions.

In the foregoing survey only the literary sources in Sanskrit 
have been used. A n exam ination o f  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  m ateria l in ancient Tamil literature, which has 
been collected by th e  writer.

These dance-form s which had a popular origin have in many 
cases parallels in all parts  o f  India, and have even become part  
and parcel o f  our talk , though t and philosophy, for example, the 
puppet-play, than  which man has not been able to employ a better 
simile for the way th e  Almighty controls and moves him. Some 
of these com m on popu lar  forms are things th a t  surprisingly 
persist from the  most ancient times, such as the  karakam  or the  
sacred decora ted  pot poised  on the head of  a votive dancer, which 
came here from T am ilnad  for one o f  the Republic D ay Festivals 
of Folk  Dances, is something which goes through the Upartisad 
to early Vedic times, when as part  o f  the  sacrifice and at the end 
o f  the m arja li-ac t, eight servant m aidens carried water-pots on 
the heads, singing songs to  Indra.

W hat are the  results o f  this long sweep ? We know from this 
that the  ancient Indian  stage was rich and had  numerous forms o f  
performances in its reperto ire . The art o f  dance was not static, 
it was putting forth  new forms continuously. In the creation o f  
these fresh form s, the  classical au thors  took  freely from popular  
forms and built  them  up  in the  classical idiom. The regional and 
popular elements enriched the dance art with  the ir  own contribu
tions which were, far from being ignored, utilised. In the art o f  
dancing a whole new section became a regular part  o f  treatises in 
the later times devoted to d e iI counterparts  o f  the  classical 
carls, karanas, lasyahgas, etc.

When we look for literary sources or authorit ies  for poses 
and other aspeots in current practice and a t tem p t  to  identify the



la t te r  in term s o f  those  found in theory , we should , therefore, 
look  as much am ong the  deii-karanas  and de$i-lasyahgas, as 
am ong the  things said by Bhara ta  or depicted in C h idam baram  of 
T anjore .

W hile  all th is  in take  o f  new nom enc la tu re  from different 
regions was going on, it  is to  be no ted1, there  were two features 
which helped their  sm ooth  assim ilation— one th e  underlying 
similarity or even identity, and th e  o the r  the consis ten t technique 
o f  nrtta  and nrtya  with which they were harmoniously adapted and 
fitted into the f ram ew ork  o f  a na tiona l  trad ition . Indian  dance is 
one more illustration o f  th a t  genius o f  Indian  culture  which 
synthesised and evolved a pa tte rn  of unity in diversity.

i

1. See th e  a u th o r ’s “  V a rie ty  and  In te g ra tio n  in th e  P a tte rn  o f  Indian 
C u ltu re  ” , the Far-Eastern Quarterly, U .S .A ., V o l. XV. iv. A lso  “ T he Popular 
and Classical in Music ” , Journal o f  the Music Academy, Madias, XXVIII■ 
pp. 100*6.



The Kuhanabhaiksava and the Somavalltyogananda  

Dr. V. Raghavan

W hen we met last year at this same place for our Sixth 
Annual M eeting, we had Dr. G . A rto la  o f  the University o f  
Hawaii speaking to  us o f  the short plays o f  Harijlvana MiSra of  
Jaipur, o f  the  17th century. H e  was working with me on those 
plays, and to  his accounts o f  these, I  added  mine o f  one o f  
them —the Sahrdayananda. In  addition to  the publication  o f  
these papers in the la tes t  issue o f  our Sam skrita  Ranga Annual, 
one o f  these, the  Palandumandana  was also recently produced by 
us. Continuing this line o f  work, we may devote some more 
a tten tion  to  these short  plays com ing  under the category o f  
Prahasana or farce.

I

The Kuhanabhaiksava o f  Tirumalanatha

The Kuhanabhaiksava  o f  T irum alanatha  alias Ayyalunatha is 
represented by five manuscripts, two in the M adras  Governm ent 
Oriental M anuscrip ts  Library (R. 2361, 5224), one in the Adyar 
Library (Des. C at.  V. 1352) and two in the Oriental Institute, 
M ysore (Cat. I. p. 275). The au th o r  is T irum alana tha  alias 
Ayyalunatha, son o f  Bommaganti G angadhara  who is evidently 
related to or cam e in th e  same family as Bom m aganti AppaySrya 
alias M arapo ta ,  o f  the  C o u r t  o f  Sarvajna Singabhupala  (1381-? 
1421 A.D.) o f  the R ecarla  dynasty o f  A ndhra  deSa to whom the 
well-known trea tise  Rasarnavasudhakara  is ascribed. F ro m  the 
Prologue, it  is learnt th a t  the play was written for the spring 
festival at the  Krishna (G oplnatha) temple at RiijaSekharanagara, 
which may be the  R ecarla  capital R a jaca la  or Racakonda.

This, as well as the  o ther  farce, we shall speak about after 
this, uses P ra k r t  for the ladies and some other  characters. My

* Paper read at the 7th Annual M eeting o f the Samskrta Ranga, M adras 
on 1 4 -1 0 -1 9 6 6  w ith D r. R. K . Sharma, Secretary, Central Sanskrit Board, 
in the chair.
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account now o f  th is  farce is based on its tw o m anuscrip ts  in 
G overnm ent Orien ta l  Mss. L ibrary, M adras ,  one complete and 
the  o the r  incom plete , in both  o f  which however, the  P ra k r t  is, aS 
is com m on in South  Ind ian  m anuscr ip ts ,  badly preserved. Tb{ 
C h ay a  which is provided for in  places is helpful.

The Prologue itself is interesting. In  the  customary dialog®* 
between the Su tradhara  and  N a t l ,  we are told of  their stup^ 
son-in-law who has suddenly to rn  his ears and has becom e3 
K h an p a t  yogin, abandoning his wife, their daughter. A lad) 
fortune-te ller (VipraSnika) is also b rough t in and the re  is a HvelJ 
and  realistic po rtra i t  o f  th is  folk-character (the K ura tti we afe‘ 
familiar with)—her taking a m easure o f  paddy, her shaking tbe 
winnowing basket with her a rm  resounding w ith  bangles, bet 
singing in verse and  prose o f  G ods  and  sacred places, predicting 
the union  o f  the  daughter and  son-in-law and asking for he( 
presents flower, pan-supari, and grain-flour and  molasse*
(kappariSi). The Su tradhara  observes th a t  the  oncom ing  Spring 
season, if not fortune-tellers , will bring the  separated pait 
together. F o r  w hat is th e  fort i tude  o f  recluses or those ft 
austerities before the Spring season ?

T his  inducts  the  play proper which opens with the last' 
m entioned character, a recluse. A tm ayoni, with his pup*' 
D am odara ,  enters. T he  pupil D am odara  who enters first reveal! 
th a t  the previous evening his G uru  went for worship to  the tempi* 
o f  G op iua iha ,  and seeing there  the dancing girl CandrarekW  
became enam oured o f  her and has siuce been conducting  himself 
in an unbecoming manner. H im se lf  being the m ost trustwortM 
pupil, tne  Teacher had laid on him the burden  of bringing the t ^  
together. U nfortunate ly ,  the  situa tion  was difficult as Candra' 
rekha  was in the custody o f  a M uham m edan , A hm ed Khan, tb{ 
umbiella-bearer o f  the  K ing ; but the Teacher would not mind tb* 
depletion  of  the M a th  treasury lor achieving his end. The pup*' 
pities the perverse in fa tua tion  of  his Teacher for the fickle dancinf 
girl, ignoring S ankarakauSiki, a lady pupil long a ttached  to bin1. 
Enter Sankarakausik l desiring to  know from  the  male co-pup^ 
the cause of  th e  Teacher’s malady. She is also a member of



sect, clean-shaven, dressed in spotless white and robust in body. 
She knew th a t  the  T each e r’s new infatuation is for one Candra- 
rekhs, for he has already s tarted  calling o thers, like herself, by 
Candrarekha’s name. He even pushed aside the Sdlagram a  etc. 
of his piija and started drawing on the  w ooden seat of the  Deity 
the figure o f  the dancing girl. She is all the more angry with him, 
as he had enticed her from  her hom e and  m other  while she was 
yet a girl. I f  the Muslim A hm ed K han would only come to know 
of this, he w ould m ake 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 o r thodox  recluse; he was really a Jain  
Sadhu who fled from the  Jain  Sangha afraid to  pluck ou t his hair, 
and without any one as h is  p roper  G uru , and  calling himself 
Atmayoni, a  name ironically enough correct (meaning as it does 
an upstart) , he has been masquerading as an o r thodox  Sannyasin. 
Damodara, a lthough surprised at  his Teacher's  fraud, comforts 
himself and SahkarakauSiki th a t  himself as well as the o ther  pupil 
Govinda are no better, th a t  is, they too are not Brahm ans proper 
and are just p retending to  be so.

The pupil moves into the M a th  to take away the vessels to a 
side lest in the current sta te  o f  his mind, the  G uru  might break 
them to pieces. The  two th ink  o f  diverse m ethods to  bring round 
their teacher:  they might tie him up to a pillar or SankarakaugikI, 
when she goes to  t h :  temple to  draw the Rangavalli-decorations,

I
 might accuse the dancing girl as having brought abou t the dow n

fall of their G uru  and assault her ; but all this is not possible ; in 
the temple, several o f  the  am orous fellows who would congregate 
would side C andrarekha  and belabour SankarakauSikl. She 
could of course go to  A hm ed  K h an  him self and repo rt  the  affair, 
but tha t tipsy fellow m ight lay hand on herse lf  forcibly. She 
then hits upon a s tra tegem  : “  1 am stout and can well imperso
nate H am id  Khan, the  Muslim  servant o f  A hm ed K han  ; in his 
guise I shall take my stand in the garden and when the  teacher 
comes there, I shall th rea ten  him and ask him to give up his ideas 
about C an d ra rek h a ;  I have only to hide my sundered ea r lo b e ” .



As she is p lanning thus, th e  T eacher  comes with his other 
pupil Govinda. H e  is waiting to  hear if  D am o d ara  would return 
with any fruitful p lan  to  bring about his meeting with Candra- 
rekha. As the  Teacher has to  visit th e  tem ple too , the  goes to  the 
garden to  take an offering to  the  Deity.

C andra rekha  also enters  the garden , with  her friend 
K aum udika . H aving  come immediately on the  sound of the 
temple bell, they propose to  spend some tim e  there  collecting 
flowers, t i l l  the ir  friend K anak a rek h a  also comes.

This brings the  recluse Atm ayoni and C andra rekha  together- 
After enjoying for a m om ent the sight of  C andrarekha  stretching 
herself  upwards for plucking flowers, th e  Teacher asks his pupil 
to  make her aware o f  his presence there. T he  pupil Govinda 
accosts the  tw o ladies and asks who they are, disturbing their 
Teacher’s m edita tion . The two ladies offer to  pay their  respects 
to  the  holy m an and bow down and  touch  his feet. Thrilled at 
this, the  Teacher conveys his inner' desire th rough K au m u d ik a ; j 
anx ious to  help  C andra rekha  to  collect more flowers, he offers to 
bend him self to enable her to  get upon  him  and reach the 
flowers on the  higher b o u g h s ; then  a t  the  suggestion of  their 
pupil he adopts the be tte r  course o f  lifting her up  by his arms. 
However, as there  are monkeys on the  higher branches, he has 
to  d rop  her. The monkey which first makes the  Teacher drop the 
lady helps him later ; for as it  comes down, she is frightened and 
runs in to  the  recluse’s arms. The recluse blesses the  monkey as 
his best pupil, for he has helped h i m t o  achieve what his two 
pupils had failed to  do.

“  I  shall beat th is  red-faced  monkey looking like a Muham- 
m edan  ”  says the recluse, when, as irony would have it, a 
M uham m edan  comes on  the  scene, with drawn sword, shouting 
“  W ho is it  who is frightening my m aste r’s beloved? I am A hm ed  
K h a n ’s servant, R a ja  K han ,  come to  present to  her  his compl*' 
m ents  with flowers and  p a n .”

T he  recluse and his pupil withdraw in to  a thicket.  Aftef 
explaining to  the M uham m edan ,  C andra rekha  and Kaumudika



enter the  temple for service. T he  M uham m edan  agrees to their 
going and proposes to  stay in  the garden and drive off the  
monkey. U nfortuna te ly  the  recluse has hidden him self in the  
same thicket which the  M uham m edan  started beating for driving 
away the monkey. The d ilem m a and agony o f  the  Teacher are 
taken by the  pupil as a fit punishm ent for his unnatura l 
infatuation for the dancing girl. As the monkey is luckily caught 
by some one and  bound , th e  M uham m edan  departs  and the 
recluse heaves a sigh o f  relief and comes out o f  his hiding.

Some o f  the  beatings on t^he bush by the M uham m edan  had 
landed on the recluse inside and produced swelling on his faee 
and body. W hen  the  pupil rem arks abou t these, the  Teacher 
alleges tha t  som e wild ants  etc. had bitten  him. “ Enough with 
f low ers ; I am afraid  ano ther  M uham m edan  may come N o 
sooner had the  recluse said these words, there  arrived H am id 
Khan, tha t is, Sankarakau^iki in the guise o f  a M uham m edan 
servant o f  A hm ed K han  and searching for her Teacher. The 
Teacher is frightened and as if  no t seeing him, she swears, “ I 
shall cu t the  recluse doting on my m as te r ’s beloved A scuffle 
follows between SankarakauSiki in disguise on one side and the 
pupil and the  Teacher on the other. H er sword and the  Teacher's  
stick and the  wooden sandals  which the  pupil takes up cross in the 
fray. In  th e  end, afraid o f  being found out, 5>ankarakati6ikl 
retreats but not before sufficient suspicion had been aroused in the 
Teacher and pupil abou t her identity. The Teacher surmises 
that SankarakauSikI might have adopted this p lan as a vengeance 
against his turning his love from her to C andrarekha. The 
Teacher stays behind and commissions G ovinda to go and m^et 
his co-pupil D am odara  and urge him  to arrange for a meeting 
with Candrarekha.

Govinda  repairs to  C andrarekhS’s house and as he was 
abou t to  enter, he sees his co-pupil D am odara  issuing out o f  
her house. G ovinda asks if  any arrangem ent for the  meeting 
has been m ade. DSm odara says th a t  there  has been a quarre l 
over C andrarekha  between A hm ed  K han  and one D a s tu r  K han 
and from thijt time onwards her paren ts  have been vigilant. N o



am oun t o f  money could tem pt them . D am o d a ra  has therefore 
hatched a plan. In  the  evening, Ahmed K h an  is usually in a 
drunken  state. Their Teacher could be dressed like the  female 
com panion K aum udika , with her own ornam ents ,  and thus 
smuggled into C an d ra rek h a’s house. T hen  the Teacher and 
C andra rekha  could meet in the  garden inside. T h e  two pupils 
are also to  dress themselves as other Cetxs and  assist in the plan.

Evening sets in  and the  first to  arrive is A hm ed K h an ,  reeling 
and dancing in his drunken state.

Then  enters the  Teacher dressed as K a u m u d ik a .  The pupils 
warn him o f  A hm ed K h a n ’s presence. They make the ir  Teacher 
shroud his face and  hasten inside. The obvious thing, which 
they were afraid of, now happens. Thinking tha t  it  is C andra
rekha  who is som ewhat cross and turning away from  him, Ahmed 
K han  comes up to  the  Teacher in l a d y ’s robe to  entreat and 
appease h e r ; he embraces th a t  figure and dragging it, starts 
dancing. The shocked Teacher calls out “ N arayana , N arayana” 
and the  in toxicated  M uham m edan offers his partner the pan
juice from off his m ou th .  The recluse turns aside and not 
knowing what to  do, m u tte rs  more prayers. F ind ing  the  partner 
n o t  dancing, he administers  some knockings on the head and 
says affectionately “ Y o u  perverse danseuse! Now you do some 
o f  your beautiful dance.”  The dismayed Teacher executes some 
dance and the pupils laugh and lam ent aside. A h m id  Khan 
goes to  the next stage and having h im se lf  d runk  some wine 
gives its rem nant to  his partner.

As time is dragging on and Ahmed K h a n ’s intoxication 
may subside and things may be discovered to  the ir  great trouble, 
D am odara  wisely decides to go to  A hm ed K han  and  break the 
news to  him th a t  he was dancing about no t  with C andrarekha  
bu t  with her friend K aum udika . D am odara  adds fur ther  that 
finding him playing with her Cetl, C andrarekha  who is having 
head-ache is resting inside. Seeing his mistake, A hm ed  Khan 
retires, p roposing to come la ter ,  allowing C an d ra rek h a  time to 
get over her mood.



N ow  the  Teacher and  his  pupil are happy th a t  they have  
past the  m orta l  danger o f  A hm ed K h an .  The eunuch now 
appears and announces th a t  A hm ed K h an  has gone from the 
place because C a n d ra re k h a  was keeping inside in anger and th a t  
they should all therefore  rem ain  quiet. The  Teacher and  pupils 
draw themselves close to  a corner o f  the wall, fearing tha t  the  
perverse Ahm ed K h a n  may make his appearance  again. A t the  
corner, a scorpion bites G ov inda  and  from his cry, the  eunuch 
comes to  know o f  this party  including the  Teacher in female 
guise. They offer some excuse, escape his a tten tion  and even get 
his permission to  go in.

The Teacher congra tu la tes  the  pupils  on their resourcefulness 
in managing to get bim inside the  house o f  C andra rekha .  They 
go to the  garden inside and there ,  in a short while C andrarekha  
comes with her m aid  C akorika .  She checks up  with her m aid  if  it 
is true tha t the  Teacher, com ing in the  guise o f  K aum udika , was 
held up at  the entrance-cham ber by Ahmed K h a n ,  m ade  to  dance, 
knocked on the  head and  so on. ' C akorika  confirms all this, 
having been an on looker th rough  the window.

In the garden they first catch sight o f  D am o d ara  who was 
in the guise of  M adhav ika , the  maid who arranges C andra rekha’s 
flowers, perfumes etc. As she has been delaying obviously, 
Candrarekha orders th a t  she m ight be tied  up with a creeper and 
b e a te n ; but when the  Ce^ls begin to do so, they discover it is 
really D am odara  in M a d h a v ik a ’s guise. D am odara  then  informs 
Candrarekha th a t  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 “  N arayana , N aray an a  ” , 
Candrarekha observes that he should  ra ther  c h an t  ‘ K andarpa , 
Kandarpa They all squat down and remove the ir  disguises. 
After the strain o f  going th rough  the ir  plan to  get in, they all 
now relax; a lm ost bare-bod ied , thanks to  his minimum recluse- 
clothing, the Teacher is happy as C andra rekha  attends upon 
him with sandal etc. Following C and ra rek h a ’s precept, he now



chants “  K andarpa, K andarpa  ”  instead o f  “ N a ra y a n a  Aft®* 
sa n d a l, the  series flowers, pan etc. goes on. T h e  beatified teacbet 

asks the  pupil how he looks ; one pupil com pares  h im  to a 
decorated monkey and another to  “  Arjuna-Sannyasin  ” . Tbe 
m oon is up now and it  is tim e for the pupils who have success
fully contrived all th is  to  retire. D am odara  does so  after telli11® 
his Teacher tha t  as the  night-guards who keep vigil usually ta" 
asleep in the early hours of the  morning, it should  be easy for th® 
Teacher to  slip out. The Teacher thanks and blesses the  pupil-

With a simple and  elegant s ty le ,  T iru m a la n a th a  giveS,; 
excellent d escr ip tio n s of the fem ale  fo rm , o f  S p rin g  season, 0 
flow er and creeper in the  garden and of the  m o o n . T he the®6 
strings together a number of comic s ituations, employing ® °re 
than  once the  machinery of disguise, particularly  w ith  a change o 
sex, all these situations however h u n g  on  the  m ain  string of tW 
Teacher’s desire and the  pupil’s effort to  contrive th e  meeting ® 
the  Teacher and the courtezan. T he  novel fea ture  of T ir u m a la 5 

farce is o f  course his introduction for th e  first time 0 
M uham m edan  characters. Apart from  depic ting  a false recluse 
the t i tle  character-whose main preoccupation is the  p en u ltin ia 1® 
purusartha  instead of the  u ltimate one, the  style and  diction o 
the  play, it  m ust be said, does no t show any coarseness.

II

The Somavalliyogananda of Dindimakavisarvabhauma 
Arunagirinatha

T he  Somavalliyogananda  is a Prahasana ava ilab le  in 6V* 
manuscripts, one in  the M adras  G overnm ent O rien ta l M anuscrip  
Library (R. 1611 (b ) ) ,  two in  the  Sarasvati M ahal,  Tanjo1* 
(N os. 4637-8), one in  the Oriental In s t i tu te ,  M ysore (C a ta lo g  
I. p. 287) and one in the  India Office, L o n d o n  (No. 8216). ^  
said to  have been printed in 1895 by Pa ravas tu  V enkat . 
ranganathasvam i, presumably on the  basis of a manuscriP 
in their family collection, the Arsha Library, a t  V izagap ata 1”1 

noted in their list as Ditt^ima-prahasana, T h is  p r in ted  copy is °0



available and the  present account is based on the  M adras 
m anuscript o f  the play (R. 1611 (b )) .

T he  au tho r  belongs to  the celebrated family o f  Arunagiri- 
na thas  o f  M ullundrum  village near T iruvannamaJai, patronised by 
th e  Vijayanagar kings and well-known in the  15th-16th centurie* 
in  the literary history o f  Vijayanagar. On our au th o r  who 
flourished about A. D . 1422-50, I  have given a detailed note in 
Vol. I o f  the New Catalogus Catalogorum, p. 276. He war* 
th e  son o f  R a ja n a th a  and A bhiram anayika and grandson 
through  daughter o f  D indim aprabhu , and grandson through 
son o f  Sabhapati who defeated a poet nam ed N agana 
and the  poets o f  the  Baliala court and gained thereby 
the  title  o f  Kavi-prabhu. He gained the titles o f  D indim akavi 
SSrvabhauma and BirudakavipitSmaha and  was father 
o f  R a jan a th a ,  who wrote the Saluvabhyudaya  Kavya
on their Vijayanagar patrons, and g randfa ther  o f  K um ara
D in d im a  K av ira ja ra ja  A runagirinatha  who wrote the
play Virabhadravijaya D im a. Our Arunagiri wrote th ree
works : the  M ahanatakasuktisudhanidhi, the  Ramabhyudaya
Kavya and the Prahasana we have now taken up. H e  wrote also 
probably many panegyric poems for the royal patrons of  the ir  
family, for one o f  his titles refers to  him as B/ra^/a-kavi-pitamaha. 
It is in the  prologue to  the Prahasana we are to  review now tha t  
we have most o f  these interesting historical data  about the au thor 
and his family. T he  M ahanatakasuktisudhanidhi is inscribed by 
him in the  nam e o f  his royal pa tron  Devaraya II or Im m adi 
Devaraya (1422-40 A. D.) and it is this king who figure* as 
Devaraja in the, Bharatavakya-benediction  a t  the  end o f our 
Prahasana.

The farce takes it* nam e after a recluse ( M askarin) named 
Yogananda and  a lady named Somavalll. The main incident 
relating to  the ir  c landestine and illicit love comes towards the  end 
of the play. In the  former part o f  the play, Y ogananda, whose 
own false outer robes and  amorous inner inclinations are made 
sufficiently clear, is presented  as a witness to  a sequence of scenes 
featuring, am ong others , fellow-recluses o f  o ther religious 
persuasions, Ja in  and K apalika ,  and their  involvements witM 
women.
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T he scene is la id  a t dawn on the  banks o f  Tunga  river in  the 
Vijayanagar Capita l,  no t far away from th e  V irupaksa  temple- 
Enter the  recluse Y ogananda with his pupil, recalling th e  meeting 
with Somavalll. He asks his pupil if  she bears love towards him 
and as to  how they could come together. T h e  pupil com forts  the 
Teacher tha t  she is in love and would he rse lf  fulfil his desire ; and 
assures his own help in the matter.

T he first to  arrive th en  is the  lame B rahm an D am odara  
B h a t ta ,  with a walking stick in one hand  and a book  in  the  a rm 
p it ; he lam ents  th a t  he enterta ined a guest th e  previous day with 
th e  result th a t  th e  guest w alked away with his wife. I t  is no t so 
much the  elopement or her m isconduct, to  which he has been 
accustomed, tha t  m atters  ; but he has been planning  to  perform a 
sacrifice and it  has been h indered  by her  going away in this 
manner. A costly expiation  is p roposed.

T here  is a hubbub  now in th e  street. A young m erchant 
V asantadatta ,  a courtezan  K am avalll  and  a barber are seen. 
K am avalll  had proved faithless and  V asan tada tta ,  in his anger, 
had  decided to  punish  her by asking th e  ba rbe r  to  give her a 
com plete  shave.

T he  next person to  com e on th e  scene is a farm er whose 
wife is clever enough even to  h ide  her pa ram ours  from  her 
husband’s view

Enter then  a D igambara Jain  and a CetT. The latter is K a m a 
valll, baw d of a m erchant nam ed  M anik irana , and  mistress o f  a 
K apalika .  T he  depravity o f  the  D igam bara  Jain is described, as 
also K am avall l’s audacious behaviour. But soon the  K apalika  
arrives ; he is greatly intoxicated  and  afraid  o f  h im ,  Y ogananda  
shrouds h im self  in his orange r o b e ; unfortunately  the  K apalika  
mistakes him  for his mistress and  hugs him- Y ogananda 
enlightens the  K ap a lika  o f  his mistress’ conduc t .  H e  then 
pursues the  D igam bara Ja in  who tries to  run  away. The K apalika  
sets his dog on him and holds him. T he  Ja in  falls a t  the 
K a p a l ik a ’s feet and th e  liberal d is tribution o f  liquor by the  C e d  
neutralises the  animosity . In the  tipsy state, the  K apalika



decides to  go to the C an d ik a  tem ple to perform  his dance before 
the  Goddess.

It is noon time now. Y ogananda and his pupil move to  a 
grove on the river-side. As Y ogananda’s though ts  go to  
Soraavalll, she enters, equally eager to  meet him. The two forget 
each o the r  and as they begin embracing, the  pupil warns them 
tha t  pilgrims are passing by, on their way to  the  temple. They 
then  engage themselves for the whole a fternoon in ingenious 
sexual ta lk ,  employing the terminology o f  different Sastras, 
gram m ar, Vai^esika and N yaya, M im am sa and  Vedanta.

Evening sets in. T he  moon rises. Y ogananda dresses h im 
self as a clandestine lover, and with sword in hand proceeds to 
the tryst to  meet Somavalll. To the same spot Somavaili also 
goes in male-guise, with sword in hand . The two see each o the r’s 
figure hazily and  start shouting at each other, taking the o ther to 
be a real a rm ed male. Somavaili shouts tha t she is Bhadrakali,  
and would go in for the  o th e r ’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 tha t  as the  King 
was propitia ting  her every day, she might leave harassing the 
people. Realising the  difficult s ituation  th a t  was developing, 
Somavaili reveals her identity  to  SomBnanda and the two 
anxiously exercise the ir  minds as to how they could escape from 
the  city guards. They even th ink  o f  each putting an end to  the 
o ther  with the sword or o f  committing suicide.

The city guards Sulamitra and  party have now approached 
them . T he  pupil desiring to prevent further trouble, reveals tha t  
there  is no Bhadrakali a t all, tha t the lady was Somavalll, 
daughter o f  the court priest Y a jn ad a t ta  and  wife o f  M adhava- 
b h a t ta  and  that the  o ther  person was his teacher Som ananda. 
T he  guards are however glad th a t  they were able to  catch 
Somavalll and Y ogananda whom  they  have been after for a long 
time. They want to  take them  to  the  king, as the  king wa* 
ra ther  partia l tow ards her fa ther Y a jnada tta  and by bringing this 
to  the knowledge of the king, they could get rid o f  Y ajnada tta .



T he guards bring the  two culprits to  the k ing’s presence and 
disclose the ir  identity. T h e  ch ief  guard represents th a t  it w ould 
be proper for the  king to  ban ish  the lady’s father and husband 
(Y ajnada tta  and M ad h a v a b h a t ta )  and then  punish  her and  the  
recluse.

T he  king thinks over and  decides th a t  th e  best th ing  to  do 
was to  make the recluse give up his aSrama, marry the  har lo t  and 
lead a householder’s life. T he  p roposal is only welcome to  the  
recluse who now praises the  king.

The above summary would  show th a t  the  play does n o t  set 
any store by a running story or a striking com ic situation 
functioning as a central incident. T h e  poe t  hand les  th e  customary 
prahasana personnel, the  depraved hypocritical ascetics o f  diverse 
faiths and the  equally depraved w om en o f  professional and 
non-professional types, an d  the  f ran k  portraya l  o f  the  whole 
m ilieu  of their illicit unseemly life. The coarse  presenta tion  of 
all this is common to  the farces ; there  are indeed some ingenuities 
which our poet works on these conventional t h in g s : there  is, as 
already no ted , a context in which the  term inology o f  the  different 
Sastras is given a pornograph ic  o r ien ta t ion  (S'ls. 78-82, pp. 31-33); 
but what is especially notew orthy  o f  th is  poe t  is his s tark  realism , 
his n o t  refraining from descrip tion  o f  sexual perversities, o f  all 
th a t  goes on in this dark  underw orld , to  which the com placent 
world shuts its eyes or over which it  draws or m aintains the 
curta in  of double  life. H e  rem inds us o f  som e o f  th e  la tes t  
American playwrights who are shocking the conscience o f  people 
by their all too open presentations. Arunagiri is a p o e t  o f  great 
gifts and  som e of his images and  descriptions o f  raw life an d  the 
dirty and the detestable strike one as those  o f  a m odern  realist. 
N o t  only is his live imagination and  fancy conspicuous when he 
m akes his characters see sexual imagery even in sun-rise or sun
set or in snakes gliding in to  the ir  holes or lo tuses un fo ld in g ;  
but also in his other pictures of  the background , he catches not 
th e  usual objects  and animals or the ir  custom ary  forms, poses 
and activities which conventional and decadent poetising had 
m ade stale and tiring.



H ere  are some o f  Arunagiri’s powerful and original descrip
tions and p ic tu res :  the  play opens in the  small hours o f  the 
m orning and as the  darkness gradually lifts and light spreads, the 
poet greets the rising sun as the  great B arber who shaves the heavy 
hair  o f  darkness from off the  oval head o f  the  g lo b e :

A li t t le  earlier, with a ridge o f  light, t inged with red  glow, 
and darkness like a hollow all round, the  horizon  appears, says 
the  poet, like the  yawning m ou th  o f  a monkey with its gleaming 
row o f  t e e t h :

The dawn is no t a picture o f  sweet birds chirping, fine lotuses 
blooming or swans swimming around  them  on the  river-waters ; 
i t  is the  picture o f  the  crow performing its w onted Kakasnana, 
splashing water over i tse lf  with its wings; dogs getting up from 
their sleep on ash-heaps and  giving their dirty bodies a vigorous 
s h a k e -u p ; and owls stealing themselves back into their tree-hole 
homes. (SI. 23, p. 9).

$[$[ <r*rf% wmjcrwraai:
efsiT g e R ij j f t  ^  SgHTfoRTI: •
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*nsrg afasrfcr stei’zs u
The whitening patch of  east throw s itself  up like a bare  piece 

o f  bone ; the  doctor  o f  dawn m akes all the glistening boils o f  the 
stars subside on the  body o f  the  sky; th e  long-drawn sound o f  the  
conch drags on like the wind th a t  th e  harlo ts  o f  th e  quar te rs  
(D iks) break as they  rise from their slum ber (£l. 24, p. 9).

snw fer ;r*ret srT*rci*wT«Ni: i

And then, there are other sights and sounds which you have 
and you do not take note of: there is the distant yell oftb«



jacka l and th e  ominous howl of  the  o w l ; on the left is the  lusty 
ass w ith  its waxing tem po o f  braying and in fron t, th e  dog 
u r inating  and taking its own time about it (SI. 28, p. 20).

This is the time when pious Brahm ans a t  th e  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 
apprecia te  the appropria teness  o f  the description.

ST^f f |
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L ook  at th is  evening, which you may all recall when th e  poe t  
draws your a tten tion  to  its c o n s t i tu e n ts : th e  fishermen are 
re tu rn ing  hom e putting  th e  stale fish in the  baskets on  their  
s l ings ; on th e  way-side, the  asses of  the  pedlars, having cast off 
th e  goods weighing on the ir  backs, are ro lling  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 b a th  in the rivers ifil. 83, p, 33).
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fagafrr qtfssrcforarfnfsrjWKT: i

%sfq fw -
<?ra°3Hq* hjti ^  ii



T H E  W IN T E R ’S T A LE AND T H E  S A K U N T A L A -

A CO M PA RA TIV E STUDY

Prof. A. C. Subrahmanian

{Professor o f  English, N .S .S . College, Pandalam, Kerala)

A close exam ination o f  The W inter's Tale and The Sakuntala  
shows rem arkable  similarities in theme, dram atic  technique, 
purpose  and achievement.

The them e in bo th  d ram as is tha t  o f  love, suspicion, forget
fulness, re jection , repudiation , repentance and final reconcilia
tion . Leontes, king of  Sicily, conceives a sudden and violent 
suspicion which develops in to  a frenzy of  tyrannical jealousy and 
orders the poisoning o f  his dearest friend, Polixenes, king o f  
Bohemia. Camillo , the minister entrusted with this villainous 
task , reveals the  tru th  to  Bohemia, and he and Camillo  flee 
Sicily. H e  im prisons H erm ione, his innocent wife, orders the  
baby girl born  to  her in prison to  be exposed to  death in some 
d istant land and brings his queen to  the shame o f  a public trial. 
H erm ione  makes a dignified appeal to his better sense and 
invokes the judgem ent o f  the  Oracle o f  Delphi : the Oracle 
declares th a t  H erm ione  is innocent, th a t  Leontes is a jealous 
tyran t, and th a t  the  king should live without an heir unless tha t  
which was lost is not found. The king rejects th is  verdict o f  
the  Oracle and proceeds with the  trial.

T hen  a messenger informs him tha t  his son, Mamillius is 
dead o f  grief. H erm ione  swoons, is ca rr ied  off the  stage and 
repo rt  soon follows th a t  she to o  is dead- T he  king is shocked 
by this obvious divine punishm ent and repents  as suddenly as he 
conceives his jealousy. H e  lives in  re tirem ent for years grieving 
for his dead wife and  son and the  baby girl exposed to  death .

O ut o f  th is  tragedy, however, regeneration comes. The 
child th a t  is exposed to dea th  on the  wild coast o f  Bohemia is 
picked up by an  old shepherd  though A ntigonus who did the 
errand  was eaten by a bear  and th e  ship he travelled sunk in 
the  sea with all its crew. The fourth  Act opens after  an interval



o f sixteen years with a chorus by Tim e explaining the  gap o f  time. 
T he  child exposed to  dea th  is called Perd ita , and she has  grown 
up  in to  a m ost beautifu l young lady. By chance or divine provi
dence the  falcon o f  prince Florizel,  son o f  Polixenes, descends 
near the  shepherd ’s c o t tag e ;  the  young people  see each o ther, 
fall in love, and resolve to  marry. Polixenes discovers the 
rom ance, and  threa tens to separate them . T he  prince and supposed 
shepherdess flee the  land  and  go to  Sicily. Cam illo  and Polixenes 
follow. By the  intrigue o f  the  merry rogue, Autolycus, the  identity 
o f  Perd ita  is established. T he  friends are reconciled ; the young 
people are m a r r i e d ; and , to  crown all, a s ta tue  o f  H erm ione 
executed by Julio R o m an o  comes back to  life and  the  play ends 
in a scene o f  blessed re-union. (The s ta tue is H erm ione  herself, 
who had kept away from her rep en tan t  husband  out o f  respect for 
th e  words o f  th e  Oracle.)

Turning to  T he Sakunta la , th e  same them e is easily discernible. 
D usyan ta ,  king o f  th e  Purus, goes h u n t in g ; by divine p rov idence  
he arrives in th e  forest  near K an v a’s herm itage. H e  is requested  
by V aikhanasas not to  kill the  hunted  stag ; the  king graciously 
accedes to  the  request. They bless him and  say th a t  soon he 
w ould  have a son who would have all his fa th e r ’s good qualities 
and  who would  be em peror in the  land. Sending away his chario t 
and tak ing  off his royal robes, D usyan ta  humbly enters  the 
sage’s hermitage. By a chain o f  lucky accidents he finds 
S 'akuntala like a fresh -b low n flower in the  very first flush of  
you th fu l  grace and  beauty watering th e  trees?  D au g h te r  of 
M en ak a  and sage Vigvamitra, she is an ado p ted  daugh ter  of 
K anva and she can be m arried by the king. T h e  scene o f  their 
first meeting and  th e  b ir th  o f  the ir  m utua l  love is a masterpiece 
o f  world l iterature  and  vies with th e  sheep-shearing scene in 
The W inter’s Tale. Their m utual love ripens in to  a secret marriage 
and the king departs ,  p rom ising to  send for SakuntalS. T he  sage 
who was away on pilgrimage know s o f  the  incidents in his 
herm itage by his spiritual powers. In one o f  the  m ost touching 
scenes in th is  great play Kanva takes  leave o f  S 'akunta la  who in 
tu rn  take* leave o f  the sage and also all her ch ildhood  friends,



trees, shrubs, nym phs and  com panions with whom  she had 
grown in beauty.

In the  meantim e, all unknow n to her, the  choleric  sage 
Durvasas had visited the herm itage and Sakunta la , lost in thoughts 
o f  D usyan ta ,  had failed to notice  it. T h e  sage cursed her and 
said th a t  she too would be forgotten  by him whom she was so 
deeply  th inking of, to  the neglect o f  the  rules o f  hospitality. On 
being pacified by S akun ta la ’s friends, the  sage modified his curse, 
sa> ing th a t  when she produced some symbol o f  their union the 
king would recover his memory. Accident once again steps in 
when the signet ring, the  A bh ijnana , th a t  the king has given her 
slips into the 3ac itir tha  while she is offering worship. Therefore, 
when Sakunta la  is p resented  to the king, the curse o f  the  sage 
operates. He repudia tes  her, but is a fraid  to  break D harm a . How 
can he take  to h im self  a n o th e r ’s w ife?  How can he re jec t his 
wedded wife, if  what she says is true ? The dilemma is resolved by 
the  k ing’s priest, who says th a t  the herm it girl should live in 
his house till delivery. I f  the  child is found to have the marks o f  
an emperor, the  lady should be received as the queen. Sakuntala  
leaves the stage in tears, appealing to  the G ods and a miracle 
happens. A radiance in the form o f  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 
o f  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 f lo o d : o f  the watering o f  the flowers, o f  the  secret 
meeting, o f  the  marriage, etc. He is stricken with grief and for 
some time it looks as though he was doom ed to misery, having 
lost his wife and child.

But the G ods will it otherwise. The harshness o f  sorrow 
is broken  by the  song o f  Spring. M ata li ,  In d ra ’s messenger, 
comes to  take the  king to  heaven to fight against Ind ra’s enemy, 
D urjaya . The dem on is defeated, and on the way back they come to 
M arlca ’s asram a. T here  the king sees his son Sarvadam ana and 
is reun ited  with his lost wife. Sakunta la  had lived in penance
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and  prayer, waiting for her  lo rd  ; no word o f  rep ro ach  escapes 
her lips. The sage tells her of  D urvasas’ curse an d  the  recon
ciliation is complete.

This account o f  th e  them es o f  the tw o  plays does no t take 
in to  account a good deal o f  recent criticism on the  las t  plays 
o f  Shakespeare. These  have been the happy hun ting  ground of 
imagists, symbolists, myth-lovers and  specialized critics o f  various 
k inds who try  to  take som e part  o f  the play and  exaggerate its 
im portance  at the  expense o f  other aspects. L y tton  Stratchy 
found in  them  a boned Shakespeare, a Shakespeare  whose powers 
w ere declining. O th e r  critics have found  in them  the  perfection 
o f  Shakespeare’s craftm anship . In th is paper  th e  play as a unit, 
as a dram a m eant for acting, is considered  in the  light o f  a 
masterpiece in the  same genre f rom  th e  greatest po e t  o f  Ind ia .

The view o f  this writer is th a t  the last plays a re  not th e  result 
o f  decadence, negligence, experim enta tion  or desire to  keep  in the 
fashion or anxiety to  provide a type o f  play suited for  a particular 
thea tre .  They are the expression o f  the  final view of life o f  a 
great artis t,  an awareness o f  the  wholeness of  life which transcends 
the exclusively comic or  the  fundam enta lly  tragic bu t  which has 
b een  fash ioned  by th e  G ods. We are  such stuff as dream s are 
made of  and  our lit t le  life is rounded  w ith  a sleep. Ay, bu t  the 
d ream  implies the  dream er, and  H is  ways transcend  the  wit of 
m an. All the  world is a stage and all the m en and  wom en but 
players. Ay, bu t  w ho  is the  d ram atis t ,  and  w ha t  is the  play ? It 
is the  realization  o f  this, a calmness, a serenity, a confidence that 
p resents  luck  or chance or  fate or accident as no t inimical to  man 
bu t as on the w hole  friendly to  goodness, endurance an d  virtue 
and  inimical to  wickedness and evil. Virtue is in the  end rewarded J 
wickedness is transform ed, forgiven and reconciled  and regenera
t io n  effected.

Let us now pass on to  d ram atic  technique. Both plays are 
tragi-comedies. T he  first par t  o f  The W inter’s Tale ends in a 
tragedy. The king loses his wife and ch ild ren  and  is left grie
ving. T h e  fourth  and fifth Acts bring in the element o f  youth , love 
and happiness, and the sins o f  parents  are rectified by the  in ter



vention o f  divine providence, good sense and good luck, and by 
the  grace o f  the  children. Similarly, the part ending with the  
rep o r t  o f  S ak u n ta la ’s disappearance  and the king’s realization  o f  
his grave error on finding the A bhijnana is highly tragic. But 
redem ption, rebirth  and  reun ion  come by the  grace o f  the Gods.

Critics o f  The W in ter's Tale have been very much exercised by 
the gap o f  time, of  16 years betw een  Acts III  & IV . There is a 
similar gap  o f  about 5 years in The Sakun ta la  also. The  trouble  
is mainly theoretical based on the supposed unities o f  time, place 
and action. Sidney in his A pology fo r  poetry  seriously complains 
o f  this kind o f  play. Sidney wrote  before Shakespeare’s plays 
were staged and Dr. Johnson  sensibly rem arks tha t  if a man in 
the  audience could imagine th a t  a day had passed in two hours, 
he could as well imagine tha t  years had passed. In  other words, 
th is  objection  disappears in actual production. N o  one who 
witnesses the  play is worried abou t it. There is a willing suspen
sion o f  disbelief . H e wants to be amused, and he does not bo ther  
to ask questions.

T h e  o th e r  objection  o f  Sidney, however, is th a t  the first set o f  
actors  is forgotten  and a new  set o f  characters monopolise the  
stage. This would be valid i f  the  illusion o f  the stage was destro
yed by a violent change o f  a tm osphere.

It may be no ted  that this difficulty does not arise in The 
Sakuntala  when the idyllic scenes o f  love open the play and  there 
is a gradual transition from  earth  to  heaven.

Wouldst th o u  the young years’ blossoms 
an d  the fru its  o f  its decline,

And all by which the  soul is charmed, 
enrap tured , feasted, fed,

W ouldst thou  the  earth  and heaven itse lf  
In one sole name com bine ?

I nam e thee, O, Sakuntala , and all
at once is said. (G oethe)

The great German master sees in The S a kun ta la  the meeting 
of earth and beaveii, earth gradually growing iuto heaven. That



is the  range, the  scope, the vision of  K alidasa ,  and  tha t too  is the 
vision o f  Shakespeare in The W inter's Tale.

Critics who find th e  last word of  perfection  in G reek  or 
Shakespearean tragedy find it difficult to  appreciate plays which do 
no t have th e  vital re la tionship  between action and individual 
character as in Oedipus Rex  or H am let.

It  may be rem em bered  that pre-conceived theories are a 
danger no t merely to  the  scientists and th e  s ta tesm an, bu t they 
are also a serious handicap to  a critic. The critic is ne ither  a 
judge  nor one who has in his possession an  infallible touchstone  
o f  ar t  and poetry. O n the  other hand ,  he is a highly sensitive soul 
who shares in some measure the creative genius o f  th e  poet.  He 
by an effort o f  imagination, understands,  realises, feels, experiences 
and becom es one with the  poet. So the muse o f  poetry advances 
her cause by th e  help of  the  poet and the critic. T h e  critic is th e  
po e t’s Boswell and he draws ou t his Johnson  so th a t  the  different 
facets o f  his experience may be unders tood  and  shared. Each 
poet is an individual and each act o f  apprecia tion , a creative effort.

I f  this is realized, critics will not search for th e  fea tures  of 
tragedy in Shakespeare’s last plays. T hey  will realise  th a t  
Shakespeare’s mind is engaged w ith  e ternal verities, certa in  truths 
which are com m on to all hum anity  ; certain tendencies, em otions, 
impulses, reactions which are th e  features o f  every m an. The 
young Shakespeare who played with words and  juggled w ith  plots, 
la ter got in terested  in character and  the profundities o f  individual 
experience which b rough t out the  greatness o f  stage. H e  realised 
th a t  there  was a special providence in th e  fall o f  a sparrow and 
strove to  present an experience in  term s o f  the  fundam enta l 
h u m an  emotions, the  Sthayibhavas. Shakespeare got interested  
in R asa  and so naturally the emphasis shifted from  plo t and 
character to  hum an destiny and hum an  reactions to  the world 
order which is essentially beneficent to  man.

And that leads us to the  question as to  w hat purpose  Shakes* 
peare set before h im self in his last plays, specially, The W inter's  
Tale. I t  has already been noted  th a t  the  problem o f  forgiveness



*nd reconciliation, o f  regeneration  after des truc tion , in terested  
Shakespeare most a t th is  period. In The W in ter 's  Tale, Shakes
peare presents a good period o f  time, with the scenes set in tw o 
different countries. The  story reveals how time finds a solution 
to  many insoluble problem s, and  when people  pride themselves 
on their modernity  it is well for them to  rem em b er  th a t  w hat is 
ancient now was once m odern  and what is m odern  to-day will 
become ancient in future. In  The W inter's Tale, in th is  story o f  
love and suffering, o f  s trange adventures o f  loss and gain, o f  
love and jealousy, d o n ’t we find kinship with the actors, however 
fantastic  they may a p p e a r  at first flush? In other words, Shakes
peare, celebrates th e  trium ph o f  lime and  the  workings o f  a 
beneficient chance which leads m an from error to  t ru th ,  from 
darkness to light, from  the death o f  ha tred  to  the immortality  
o f  love and forgiveness.

In this view, this play is a treasure-house o f  marvels, full 
o f  strange adventures, great beauty  and goodness, and  above all 
the  strange ways o f  Providence. The jealousy o f  Leontes is 
accordingly a sudden and strange affliction as surely as fate 
led O edipus 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 o f  Delphy. Then  the reversal 
s tarts  with the  news o f  th e  death  o f  Mamillius, the report o f  
H erm ione’s demise, the  change of  heart  in the king who repents. 
T hen  fate has its victims in the  ship’s crew and in Antigonus. M ost 
marvellous o f  all, fate turns in to  good luck, Perd ita  is saved, she 
meets the  prince, the young prince falls in love, the old m isunder
standings are cleared, and most marvellous o f  all, H erm ione 
comes back to  life.

This is romance, a marvellous ta le  o f  love, goodness and 
s trange adventures.

H ow  does The Sakunta la  resemble this play ?

Tagore, in a famous essay, endorses G o e th e ’s view tha t  The 
Sakuntala  portrays the  development o f  flower into fruit, o f  earth  
into heaven, o f  m a tte r  into spirit. But one cannot accept th«



B ra h m o  view th a t  earth ly  love is som eth ing  unclean, th a t  the  first 
u n io n  o f  S 'ak u n ta la  and  D usyan ta  m arks  a fall, th a t  the  young 
D u s y a n ta  is a rak e ,  a n d  th a t  they  bo th  m ake up  by tapasya  for 
th e i r  p a ss io n a te  u n re s tra in t  in th e  first par t  o f  th e  play. O n the  
o th e r  h an d ,  th e  s to ry  o f  S a k u n ta la  is a  story  o f  marvels in which 
G o d s ,  n y m p h s  a n d  m en  w ork  toge the r  to  bring  in to  existence 
B h a ra ta ,  th e  ep o n y m o u s  he ro  o f  Ind ia .  By a m arvellous chance 
S a k u n ta la  was bo rn  o f  ViSvam itra  by M en ak a  ; the  child  was 
ex p o se d  to  th e  mercy o f  n a tu re  ; b irds looked af te r  the  baby ; 
K a n v a  a d o p te d  it. T h e  G o d s  w illed it th a t  D usyan ta  should  
s tu m b le  in to  th e  he rm itage  d u r ing  K an v a ’s absence and th e re  see 
t h a t  m arvel o f  yo u th ,  beau ty , an d  innocence and  fall in love with her. 
T h e  love is rec ip ro ca ted .  T he  G a n d h a rv a  marriage, the  wonderful 
fo re k n o w led g e  o f  K anva ,  th e  m arvellous send-off th a t  the  nymphs 
give to  S ak u n ta la ,  th e  gr ie f  o f  th e  sage, his blessing th a t  S 'akuntala  
s h o u ld  co m e  b ack  to  th e  herm itage  a f te r  en trusting  the  kingdom 
to  h e r  son ,  D u rv a s a s ’ curse , i ts  fulfilment, th e  e rrand  o f  M ata li ,  
t h e  final m eeting  a n d  reconc il ia t ion , each event is strange, 
u n e x p e c te d  and fasc ina ting , show ing how th e  powers w anted to 
p ro d u c e  a g reat em p ero r  in w hom  nym phs an d  sa in ts ,  kings and 
em p e ro rs  u n i ted .  K a l id a sa  idealizes th e  charac te r  o f  D usyan ta ,  
w h o ,  far  f ro m  being a  rake , refuses to  receive S 'akun ta la  because 
h e  is n o t  sure  she is his wife. T h e  cen tra l  R a sa  is no  doubt 
S rn g S ra ,  b u t  how  large is th e  e lem en t o f  A d b h u ta ,  w onder  ?

P a ra l le ls  b e tw een  the  two plays are  n u m ero u s  : the  scenes of  
idy llic  love, th e  c o u r t  scenes, th e  m usical in terludes ,  th e  scenes of  
final reco n c i l ia t io n .  The S a ku n ta la  presents  a play w ithout ugliness 
o r  e v i l ; The W in te r’s Tale  t ran sm u tes  these. D e a th  and destruction 
a re  avo id ed  in  th e  f o r m e r ; in th e  la t te r  M am illius, Antigonus 
a n d  his c o m p a n io n s  die. But these  are superficial differences.

T h e  essentia l ach ievem en t in  e ither case is  the  creation  o f  a 
c lassic  w hich  p re sen ts  w hole  life and  p resents  it steadily , true to 
a ll t im e  a n d  m arv e l lo u s  in i t i  beau ty .



*nd reconciliation, o f  regeneration after destruction, interested 
Shakespeare most a t th is  period. In The W inter's Tale, Shakes
peare presents a good period o f  time, with the  scenes set in two 
different countries. The story reveals how time finds a solution 
to  many insoluble problem s, and  when people pride themselves 
on their modernity  it is well for them to rem em b er  th a t  what is 
ancient now was once modern and what is modern  to-day will 
become ancient in future. In The W inter's Tale, in this story o f  
love and suffering, o f  s trange adventures o f  loss and gain, o f  
love and jealousy, d o n ’t we find kinship with the  actors, however 
fan tastic  they may a p p e a r  at first flush? In o ther  words, Shakes
peare, ce lebrates the  tr ium ph o f  time and the workings o f  a 
beneficient chance which leads m an from error to  tru th ,  from 
darkness to light, from the death o f  ha tred  to  the  immortality 
o f  love and forgiveness.

In this view, this play is a treasure-house o f  marvels, full 
o f  s trange adventures, great beauty and goodness, and  above all 
th e  strange ways o f  Providence. The jealousy o f  Leontes is 
accordingly a sudden and strange affliction as surely as fate 
led O edipus 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 o f  Delphy. Then  the  reversal 
s tarts  with the  news o f  the  death  o f  Mamillius, the report o f  
H erm ione’s demise, the  change of  heart  in the king who repents. 
Then fate has its victims in the sh ip’s crew and in Antigonus. M ost 
marvellous o f  all, fate turns in to  good luck, Perd ita  is saved, she 
meets the  prince, the young prince falls in love, the old m isunder
standings are cleared, and most marvellous o f  all, H erm ione 
comes back to life.

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

H ow  does The Sakunta la  resemble this p lay?

Tagore, in a famous essay, endorses G o e th e ’s view th a t  The 
Sakuntala  portrays the development o f  flower into fruit, o f  earth  
into heaven, o f  m atte r  in to  spirit. But one cannot accept the



K U D IY A T T A M  -  ITS  F O R M  AND S IG N IF IC A N C E  AS 
S A N SK R IT  D RAM A*

Dr. V. Raghavan

As I look back, I find it  a coincidence, worth mentioning 
on this occasion, th a t  am ong the earliest studies 1 published 
thirty-four years ago are papers  on various aspects o f  N a tya  Sastra  
and among them was the  one on K athakali and o ther  forms in 
which B hara ia ’s Sastra  has been surviving in this par t  o f  the 
co u n try ;  and in th is  paper,  I drew a tten tion  to the K u d iya tta m  
and the  N atahkuSa■' In the D ram a Seminar organised in Delhi 
by the Sangeet N a tak  A kadem i in 1956, which opened with my 
paper  on San skrit Drama and Performance,'1 I again drew the  
a tten tion  o f  the wider world o f  theatre-lovers to  the  only survi
ving form of traditional p resen ta t ion  o f  Sanskrit d ram a anywhere 
in India, namely the K u d iya tta m  o f  Kerala. Subsequently I 
persuaded Sri J. C. M a th u r ,  a great theatre-enthusiast, when he 
was D irec tor-G enera l o f  the  All India Radio  to come here, to  
witness a sample display o f  th is  art and to do something through 
the R ad io  to make it better  known. A further effective and signal 
s tep  could be taken  by me when, thanks to the financial aid o f  the 
Central Sanskrit Board  on one side, and  the  persuasion and help 
o f  Kerala  friends on  the o ther,  I could, under the auspices o f  the 
Sam skrita  Ranga, M adras , afford an  opportun ity  to  Sanskrit 
scholars and those devoted to  the arts o f  d ram a and dance in 
M adras to witness this a r t  and gain a first hand  knowledge o f  it. 
Sri Mani M adhava C hakyar  and his associates cam e out o f  Kerala 
for  the  first time, I suppose, and presented at M adras on three 
nights scenes from three p\ays-Subhadradhananjaya, Abhiseka  and 
Nagananda. In  our Sam skrita  Ranga Annual (II) was also publish- 
ed a detailed artic le  on this a rt by D r. K. K unjunni R aja , which

‘ Open ing  p a p e r  a t  th e  K u d iy a t t a m  Sem inar  on  2nd a n d  3rd  June ,  1966 
at the K e ra la  K a la m a n d a la m ,  C h i ru tu ru t t i  un d e r  the  j o in t  ausp ices  o f  the 

American In s t i tu te  o f  In d ia n  S tud ies  a n d  the  M anda lam ,

1. Triveni, M ad ras ,  V I .  ii.  Sep .-O ct .  1933.

?• J. o f  the University o f  M adras, X X IX , i. Ju ly  1957, p. 28.



prepared the more serious s tudents o f  Sanskrit  d ram a  to  under
stand these performances. F ro m  M adras  to  D e lh i  and  elsewhere,
Sri M adhava C hakyar’s tours  and perform ances have proved an 
eye-opener to  all those  in terested  in thea tre  and  the  trad itions  of 
Sanskrit play-production. This  is  there fo re  the  m ost appropriate  

time to have this Seminar on K u d iy a tta m , in  which we are  having 
four groups o f  partic ipants  - the  active exponen ts  o f  the  art 
themselves ; local scholars who have seen it  o f ten  ; and  outside 
scholars and Sanskritists who have h ad  opportun ities  to  see and 
study it  on th e  background of th e  large and long space-time sweep 
o f  the N a tya  Sastra  and Sanskrit d ram a  ; and  lastly votaries of 
theatre  in  general who are no t  only in te res ted  in  its sign ifican ce  
as a theatre-form , bu t also desire to  get th rough  it an idea of  how 
a Sanskrit d ram a was enacted  traditionally , what prac tica l fortn 
som e o f  the principles and  d irec t ions  in  B h a ra ta ’s tex t  took 
and how the classical technique adap ted  itself when th e  art had 
to live among the  people  at large and had to  be made unders tan
dable and enjoyable by them . As an  o ld  friend of  the  la te  poet 
Vallathol and sympathiser of the  K alam anda la ,  and  as a M ember 
o f  the Ind ian  Advisory C om m ittee  o f  the American Institu te  of 
Indian Studies, I am very glad th a t  such a seminar has been 
organised.

As some persist in asking “  W as Sanskrit ever spoken  ?” , so 
also some may ask ‘ W as the Sanskrit d ram a enac ted  ?’. T h e  best 
evidence o f  its having been enacted is the practical na tu re  o f  the 
treatise o f  Bharata, embodying teachings to  the  actors, and before 
B hara ta’s text the N atasutras o f  the  same charac ter .  A host of 
evidence is available in general l i te ra ture  bearing out the produc
t ion  o f  the Sanskrit plays. The plays themselves conta in  sufficient 
da ta  bearing on this. W hen  the  a r t  o f  presenting Sanskrit dram a 
was perhaps at its peak in K ashm ir, we have th e  evidence of the 
K uttariim ata  o f  minister D am odaragup ta  o f  th e  9th century  A .D . 
who gives a detailed technical description o f  the playing of 
Ratnavall. So far as the South is concerned, we have Cola  
inscriptions, e.g. the  one of A .D . 994 (130 o f  1925) of  the time of 
the  great R a ja ra ja ,  granting N rtyabhoga  for ac tor  K um aran  
S r ik an th an  for perform ing the  seven Ahkas  o f  A ryakku ttu  a t  the



annual festival o f  the tem ple a t  T iruvavadu tu ra i in Tanjore
District. T he C ola  inscrip tions m ention  also the ac to r  K uttaccak-  
kayan and  the grants given to  h im , S a k k a i-k -ka n i. 5>akkai ha t  
o ther  meanings besides ac tor  and  a l though th e  word has been 
discussed by several scholars, and  several old and new e tym olo
gies have been proposed, there  is as yet no satisfactory explanation 
o f  the  word. The Bhavaprakaia  o f  3aradatanaya was a produc t o f  
the  later Cola period and there, its South Indian au th o r  says that 
he wrote on the  Rupakas and Uparupakas after witnessing all the  
varieties in 5>arada’s temple, in front of the image o f  the Goddess 
enacted in the Nartana hall o f  the  temple, by Natas.

STWfar erf 3$rl: I
sw rt Tig sqifora: n

?r MT w r  ii Ch. I. p . 2. 11. 9 to 13.

A popular  U parupaka  form o f  dance-dram a, employing the local 
language had developed, earlier than  K rsn a tta m  and K athakali in 
K erala , in South India  as well as in o ther parts o f  India. But in all 
areas, the  popular  forms have a lineage going to  the  classical 
Sanskrit production. In  K erala , it  is well known tha t  the Kathakali 
or R am anattam  goes through the K rsna ttam  to K u d iya tta m . The 
K athakali, with its popularity, has overshadowed the K rsnattam  and 
K udiya tta m  but to the serious scholar and earnest s tudent, the two 
earlier forms and the K u d iya tta m  in particular, offer m any data  o f  
historical value, academic importance and aesthetic  beauty and 
significance. Here  is som ething, the  only living source, from 
which the authentic  trad itional Sanskrit play production  could  be 
reconstructed , and given the  resources needed, enthusiasts could 
endeavour a t producing K alidasa , Sudraka and Harsa in a way 
different from the m odern  realistic style in which they are  handled  
now in any part o f  India. W ith  music, dance and  abhinaya the  
ancient Sanskrit p roduction  as I have em phasised in m ore than 
one paper  on the  subject, was really an art o f  dance-dram a, 
utilising fully the intrinsic and  purely artistic resources o f  N a t y a - 
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dharmi. A lthough the  p len itude  and perfection o f  th is  display 
could  no t be  seen in K u d iya tta m , yet it is in it t h a t  one gets 
glimpses o f  th e  glory of  the  abhinaya  o f  the  Sanskrit play, glimpses 
which, aided by im agination and knowledge of the Sanskrit 

N a tya  Sastra , could help one in visualising how it w ould have all 
been  done  in  the  heydey of the  classical Sanskrit stage.

T h e  nam e K u d iya tta m  may be in terpreted  in different way* 
so as to  bring out the  various aspects o f  th is  art.  I t  might refer 
to  the fact th a t  as against th e  form in which one person imper
sonates the different characters, here we have several ac to rs  coming 
together to  enact the ir  respective roles or as a corollary o f  this, 
full com plem ent o f  all the  four abhinayas are together availed of 
for the  enactment. The distinction  o f  Ekaharya  and Aneka-harya  
is a fundam enta l one in th e  definitions o f  the  varieties o f  Rupaka  
and Uparupaka.

As regards the  da te  o f  this t rad ition  o f  Sanskrit p roduc tion  in 
K era la ,  available evidence would  po in t to  the  10th century A .D., 
th e  tim e o f  K ing KulaSekhara, au th o r  o f  the  Subhadradhananjoya. 
T he  com m on nom encla ture  o f  some R agas  in th e  music of 
K u d iya tta m  with the  Devaram  music trad ition  in Tam il - e.g- 
Inda lam , S ikam aram , KaiSika - poin ts  to  th e  same period. But 
the presenta tion  should have grown and ga thered  increasing 
adap ta tions to  the local milieu during  the  course o f  a few 
centuries. The  critique o f  K u d iya tta m , namely NatahkuSa, 
should belong to  this la ter developed stage o f  th e  art. 
Tow ards th e  end o f  the  NatahkuSa, the  tex t  gives among 
possible replies to  its criticism, th a t  the  discrepancies 
show n are  com ing dow n for some tim e  in  the ir  practice | t r t  ftsifef- 
■WrfiR5<!F*r:—-which presupposes a certa in  passage o f  time for 
th is  t rad it ion .  A nother  evidence on th is  is th e  grow th or 
prevalence o f  diverse practises among th e  different ChakySr- 
families in respect o f  adding a verse or om itting  it  or doing  or not 
doing it  or doing in a different m a n n e r , -a  fact w hich figures among 
th e  criticisms of th e  NatankuSa,

T he most obvious feature  o f  the  K u d iya tta m  which will 
Strike any on looker is the  free adm ix tu re  o f  th e  local language,



a Point included am ong th e  several criticisms in  the NatankuSa. 
it is no t so much th e  bilingualism as such, for tha t  is basic to  
the very tex t  o f  the  Sanskrit d ram a in which characters speak in 
Sanskrit and the different P rak r ts .  But it is the  further use o f  
con tem porary  local language. The historical and cultural 
necessity and significance o f  this as part  o f  the endeavour to  pu t 
across the Sanskrit play to  the people a t large and to  educate 
them  are obvious. But what should  be noted  is tha t  this ph en o 
m enon is no t isolated but appeared  in different parts o f  India. 
In the  Parijatapaharuna  o f  U m ap a t i  (C. 1400 or 18th century A.D.) 
o f  Bihar, the  local language is used for the songs ; and right from 
this, we have a whole crop o f  plays in Sanskrit-cum-Newari in 
Pa ttan  and K a thm andu  in N epal. The A nkiya-N at o f  the 
Sankaradeva trad ition  in Assam employs Assamese and Sanskrit. 
In the  Dhurvagana, the musical outfit o f  five kinds o f  songs, set 
fo rth  elaborately by Bharata , there are two ideas which it is 
worth  while for  us to  rem em ber in the presen t c o n te x t : one is 
th a t  these are to  be in P rakrl and the o ther is, as I have 
m ain ta ined  in my papers on the  subject, they had to be composed, 
on the  guide-lines available in the  p o e t’s tex t  and verses, by 
music-composers forming part  o f  a dram a troupe and added to  
the  text. I t  is in th is  light that we have to  understand  Act IV o f  the 
VikramorvaSiya which has come down to  us in manuscripts in a 
version fitted with ApabhramSa songs. This solves the question of 
un-or thodoxy regarding additions raised by the NatankuSa  as also 
to  some extent the  discrepancy o f  an ac tor  enacting a verse 
referring to  himself, in th e  third person, instead o f  in  the  first, a 
criticism advanced by the  NatankuSa. F or  we know from the survi
ving regional dance-dram a traditions, particularly from the Telugu 
Bhagavata plays, th a t  when the  entrance-song, the PraveSiki 
Dhruva or Daru is sung, the  ac tor  who is described, hims elf enters 
dancing to  it  and  rendering in gesture what is described in it 
about h im self  in the th ird  person.

To return to  the  use o f  Malayalam, the  criticism o f  the 
NatankuSa  would be proper in respect o f  the d isproportionate  
length, vulgarisation, aud in troduc tion  at the  slightest pretext o f



lengthy excursions in to  different branches o f  learning. Th6 
explanation  th a t  these have played a great role in mass and adult 
education and spread o f Sanskrit  and learn ing  is o f  course there. 
T here  is also some justification when characters  like th e  Vidusaka 
indulge in this, as this could be taken as provid ing  com ic relief. 
Com ic interludes or im provisations in local language seem to  have 
been resorted to in o the r  parts  o f  th e  country  to o ,  a lthough  no 
w ritten  m anuals have come down there- A t any rate , these 
should have been short  and not m atters  o f  hours’ o r  days’ duration 
as in  K udiya ttam . The NatahkuSa cites in fu r ther  justification of 
criticism th a t  such vagaries are n o t  in troduced  in the  presentation 
c f  the  Sakunta la . I t  is in respect o f  length, irrelevance and  the 
splashes o f  vulgarity th a t  th e  criticism o f  N atahkuSa  is justified. 
O therw ise, the  vernacular interludes seem to  have been prevalent 
in  o ther areas too  ; for the  Bhavaprakaia , w hich  was written in 
the K ancl  region, says (Ch. X. 11. 15-6. p. 311) th a t  a t  th e  finales 
o f  song, speech e tc . ,  the  N atas etc. may, for the diversion o f  the 
audience, do some comic in terludes th rough  th e  local languages.

T h e  prin ted  edition reads wrongly : i I t  should

read |

I t  may be noted  tha t  as aga ins t  the  criticism  o f  the N atahkuSa, 
the  reply is given in  one place th a t  B h a ra ta ’s trea tise  contains 
Anuyogas or permissive directives to  enlarge or ad a p t  or extend 
the application  o f  his d irections. This is true  bu t as the  NatahkuSa  
r ightly insists, these should  be done w ithout loss o f  A ucitya  and 
w ithou t Rasa-bhahga, th a t  is, w ithout endangering the requirements 
o f  p roportion  or proprie ty  and w ithou t im peding the  flow of Rasa 
or spoiling it  by things in bad taste.

As I have shown elsewhere, the  intensive trea tm en t  o f  the 
poe t’s text by the stage-artistes enlarged the  d im ensions o f  the 
play aud the production  o f  a play had to  extend in dura tion  and



most probably only one Act could be presented a t  a session. This 
would also explain the  prevalence from m ost ancien t t im e i o f  
individual A ct-nam es in plays like M rcch a ka tika and N  agananda in 
m anuscripts  as well as in treatises on dram aturgy .1 Such separate 
Act-nam es M antranka, A hgu liyanka , etc. are well known in 
K u diya ttam . A  direct outcom e o f  this is th a t  when these Acts 
are taken separately, on different days, the continuity  has to  be 
given to  the audience and the resume or flash-back o f  the story 
up to  the  Act on h a n d -w h a t  is called here N irvahana - i s  required  
and  a further developm ent from this is new com positions o f  
verses for the story recap itu la ted , including a new N and i for the  
Act-all o f  which figure am ong the aberrations cited and criticised 
in the  NatankuSa.

In  my paper on M usic in  Ancient Indian Drama2 1 have 
devoted  special a tten tion  to the different ways in which this 
tw in-art  was harnessed to augm ent the  Sanskrit production. 
W ithout going over the ground again, I m ight draw attention to  
the  preservation o f  the re la tion  o f  R agas  and  Rasas and Bhavas in 
th e  K u d iya tta m  scheme, in whatever modified or  a ttenua ted  form 
it may b e ; particularly  as borne out by the  emotional and 
them atic ,  ra ther  than  melodic, nom encla ture  in certa in  cases -  
A rta , Tarka, Duhkha  and so on. The big po t M izhdvu  reminds 
one o f  B hara ta’s Bhanda-vadya , which was however multi-faced. 
T h e  prominence o f  the preliminary drum playing in the  Purvaranga. 
pa r t  is also very old and had given rise in the  olden times 
to  the Sanskrit saying ‘ A m rd an g am  N a t a k a m ’, ‘play w ithout 
d rum  ’, referring to  anything happening w ithout its due a ttendan t 
noise and hubbub, an idiom m isunderstood3 by some unacquainted 
with d ram atic  practice as a reference to  a lost N  a taka  o r  a type o f  
it  called A m rtanka .

1. See p a r t i c u la r ly  S a g a ra n a n d in ’s N atakalak^ana-ratnakosa  fo r  a  large  
n u m b er  o f  these  sepa ra te  Act-nam es in w ell-know n p lays .

2. A rt and L etters, L o n d o n ,  XV III .  i. 1953, p p .  10-18; J. o f  the Music  
Academy, M a d ras ,  X X V . 1954, pp .  79-92.

3. Some reg re t tab le  p ap ers  h a v e  a lso  been p u b l i s h e d  recen tly  un d e r  th is  
de lu s io n .



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

^  sqtsrqcftrlr 8jr*5K :1
But in the  regional dance -d ram a  trad it ions ,  where the 

religious background is im portan t,  some pa r t  o f  th e  o ld  Purvarahga 
survives. In K u d iy a tta m ,  we have some elem ents o f  th e  old 
Purvarahga and it is necessary to  unders tand  fully the  details of 
the  preliminary dances here, the  C aris, the  G atis , and also the 
meanings and significances o f  certa in  dances bearing  nam es like
• Y asi Yasi

I t  is, in fact, with the  prelim inary  acts and dances called KriyS  
tha t  the  NatahkuSa  starts its criticism and concerns itse lf  for the 
greater part  o f  its discussion. T he  question  as to  why, if  it 
belongs to  Purvarahga, i t  should  be done by H an u m an  after his 
entry is discussed a t  length. W e may however rem ind  ourselves 
th a t  on the  ancien t Sanskrit stage, there  was th e  practice o f  the  
charac ter  or charac ters  o f  the  opening scene o f  the  play figuring 
in  th e  PrastavanS, as the  Sutradhara  and  the  N ata . In  the 
two plays o f  Bhavabhuti ,  th e  Uttararamacarita  and the  M a la ti- 
madhava, the  Sutradhara  and N a ta  in th e  prologue announce 
themeselves as c itizens o f  A yodhya o f  R a m a ’s time and  K am an -  
dak l  and A valokita  and it  is in the  dress o f  those  charac ters  tha t  
they carry on the  Prastavana. Hence the  question  in Natahlcuia  
w hether  the  person dances as N ata  or as H an u m an  does no t  arise, 
as i t  is all governed by convention. T here  is the  m ore telling 
universal phenom enon o f  the Bharata-vdkya  which is u t tered  by 
a leading patra  in dress, bu t well understood  as recited by an 
ac to r ,  Bharata.

Two points  struck me with reference to  Vacikabhinaya. In 
th e  gcenes from three dram as which I witnessed, I kept the  Trivan* 
drum  Sanskrit Series editions of  the th ree  plays and  followed 
closely the  dialogue spoken on the stage with the  prin ted  texts. 
I found th a t  practically the oral and the  prin ted  tex ts  agreed ,



but there  were som e small differences here and there. It appears 
tha t for satisfiying our scholarly  curiousity  we m ight as well 
collate the  oral and the printed texls o f  the plays in the  K u d iy a t
tam  repertoire. The second poin t relates to  the recitation o f  the 
tex t by the C hakyars  in a sing-song tone, the  prose dialogues too 
being evidently corre la ted  to  som e tune. The evidence on the 
musical accom panim ent o f  the  Sanskrit play, instrumental and 
vocal, shows that this was a continuous one, particularly  the 
instrum ental which kept up a background and tem po, but the 
instructions regarding Pathya-gunas qualities o f  the delivery of 
speech, given by Bharata, do not warrant any sing-song delivery 
o f  vacika as seen in K u d iya tta m . The NatankuSa  criticises the 
adoption  o f  a particular tone  Svara-viSesa, with reference to  
Malayalam sp eech es ; probably  this spread to the  Sanskrit part 
also.

I have kept to  the last what I consider as the  most precious 
par t  o f  K u d iya tta m . The essence o f  this a r t  lies in the Ahgika- 
abhinaya. D ram a  or Rupaka is called Vakyarthabhinaya  while 
Uparupaka and forms o f  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 in terpre t word by 
word, Padartha. The V akyartha  is shown prominently by the 
actions o f  the parts  o f  the face ch ief  lyby the eyes, tha t is, in terms 
o f  B hara ta ,  by the abhinaya o f  the  Upahgas. The second aspect 
o f  th is  abhinaya, especially of  the  beautiful verses which blossom 
fo rth  on the dialogues likes flowers on the boughs, is the  improvi
sation. The possibilities o f  ideas and sentiments th a t  could be 
drawn out of  the  lines, whereby the main idea could be enriched 
are unfolded and gone th rough in abhinaya. The very scheme of 
Sancari-bhavas and  the  detailed  descrip tion  o f  the Anubhavas, and 
again the  e labora tion  o f  the in te rp re ta tion  th rough  the six stages 
o f  Sarirabhinaya-all set fo rth  by B harata , show th a t  this should 
have been the  ancient and trad it iona l  way o f  in terpre ting  the tex t 
o f  the  plays. A lthough there  are no old manuals o f  such abhinaya 
handed down in Sanskrit for the  classical plays, we have some 
indications o f  this line of  in te rp re ta t ion  in the K uttan im ata , anc}



in the  K u d iya tta m  t rad it ion ,  we have actual m anuals . Thl» 
technique is quite familiar to  the  spectators o f  th e  well-known 
dance fo rm  referred to  as Bharata N a tya , in which Padas especially 
are in terpre ted  in variations, whose range and  num ber are in 
p roport ion  to the  imagination, knowledge, culture  and maturity 
o f  the artist. The th ird  point which I would like  to  touch  upon 
is one which the  NatahkuSa  m entions and criticizes, namely, 
a character  in a particular role, for exam ple  H an u m an  in male 
dress, enacting the feelings and actions o f  Slta, a female, not 
present, bu t indicated by a mere symbolic gesture of taking up the 
end o f  the garment. This  would apply also to R avana  portraying 
th e  actions and feelings of  Parvatl ,  as also o f  Siva. T he  unknown 
au thor  o f  N atahkuSa  is no doub t an eiud ite  scholar in B hara ta ’s 
N a ty a  Sastra  but some o f  his critical observations will have to  be 
modified. Taking th e  present case, the  inapplicability  o f  the 
criticism will be clear if  we recall cases like D usyan ta  recapitu la
t ing  before the  Vidusaka the incidents of  his meeting S akun ta la  in 
verses like Snigdham  v iksita m  an d  Darbhahkurena ; and if  he  has 
to  render  these in abhinaya, he will naturally  have, while being 
in  his role and m ake-up o f  the m ale  D usyanta ,  to  display all 
the  feminine bhavas and Anubhavas o f  Sakun ta la .  Indeed it is 
th is  mastery o f  the whole art o f  expression tha t  makes it  possible 
for whole troupes o f  female actors, as the  one figuring in the 
K uttan im ata , or for whole troupes o f  m ale actors, as in all Bhaga- 
vaia-plays, to  portray successfully any role, male or female.

This brings us to the proper perspective o f  w hat to  do a t  the  
present time with this a r t  o f  Sanskrit drama. W hat is o f  intrinsic 
and artistic value and in tim ately  fused  with the  te x t  o f  the 
Sanskrit plays and flows directly from the  ancient p roduc tion  
technique as seen in Bharata or even later texts should be preser
ved. T he  digressions in local language may be com pletely  left 
ou t, if  this is to be produced abroad , outside its K era la-hom e, 
and  it is not necessary to venture  on th e  task o f  translating  all 
the  Nirvahanas and Purusarthas in to Hindi. The preliminaries 
could be confined to  the  first show or reduced  to  the minimum 
by drastic  slashing o f  the num ber of  prayer verses etp, They



may even be om itted  except when some are specially interested 
in them. Music may be brought in tune with contem porary  Carnatic 
or H industan i  style in its pure  classical form and capable singers 
employed. Instead o f  the whole  thing disappearing by its sheer 
prodigiousness, its sprawling out, and its overgrowths, let its 
essence be retained so tha t ,  by adopting its technique, not only 
the thirteen in its reperto ire , but also several o the r  classics o f  
the Sanskrit thea tre  could be p roduced  in the  indigenuos style 
all over the country . Our hopes are no t airy, as the masters o f  
the  a r t  who are partic ipating in this Seminar are alive to the 
s ituation  and willing to co-operate.

U



IN D IA N  C L A SSIC A L  C O N C E P T  O F  T O T A L  T H E A T R E *

Dr. V . Raghavan

For its antiquity, the Sanskrit or the  Classic Indian 
theatre  had dram atic  conceptions which are, on one hand, 
aesthetically sound and satisfying, and, on  th e  o ther ,  would 
find acceptance among those in o ther parts  o f  the  world to-day 
who are evolving fresh conceptions of the  thea tre .  Bharata, in 
whose name the first known full treatise on d ram a has come down 
to us, says th a t  d ram a com prised, in main, four parts  and called ' 
these  Abhinayas or m edia o f  bringing the  th ing to  the  audi
ence. The first o f  these four is the W ord  and Voice, th a t  is, the 
tex t o f  the dram a written by the d ram atis t  which em bodied th* 
story and was spoken by the actors ( Vacika ) ;  this included song 
aud music. I he idea o f  actors brought on the  second, th e  Make
up and the othei extraneous aids ; because these a ids were put on 
and /o r  brought from outside, they were called A harya , implying 
the idea that,  being external, they were dispensable ; indeed , apart 
from m ake-up wtnch is elaborately  dealt w ith  and  was meticulo
usly done, Sets and others  P roperties were mostly  dispensed 
with, as we shall see in m ore  deta il  presently . The tw o other 
modes of expression - for modes o f  expression these  four 
Abhinayas are - come under actual acting  ; the  th ird  is acting in 
general, A hg ika  (meaning ‘ belonging to  th e  l im bs o f  the  b o d y ’) 
and the fourth ,  a d epar tm en t o f  it, the S a ttv ika , th a t  is repre
sen ta t ion  o f  the physical and  voluntary modifications tha t  appear 
on one’s body in tense em otional s tates, th a t  is, the representation 
o f  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 no t only the  story and reproduce the  situations, but 
convey to the  specta tor  completely the emotions o f  the story and 
situations and ivoke in the  spectator his response and rapport 
(Rasa).

♦Paper  p resen ted  a t  the  E as t-W es t  T h e a t r e  S em in a r ,  New D e lh i ,  24th 
to  30th O c to b er ,  1966.



A com plete  dram a should have the full complement o f  all 
th e se ;  deficiency in  one o f  these reduces the status o f  dram a as 
such. Thus when speech is eliminated or only one actor im per
sonates all characters, the  presentation is classified am ong  minor 
dramatic varieties or forms o f  dance.

I n  b r i e f  i t  m a y  b e  s t a t e d  t h a t  t h e  a b o v e  p o i n t s  t o  a  t y p e  o f  
t h e  t o t a l  t h e a t r e  c o n c e p t .  B u t  w h i l e  a n c i e n t  I n d i a n  d r a m a  w e n t  
t h e  w h o l e  l e n g t h  i n  t h i s  c o n c e p t i o n  i n  s o m e  d e p a r t m e n t s ,  i n  

o t h e r s  i t  d i s p e n s e d  w i t h  t h o s e  e l e m e n t s  t h e m s e l v e s  a n d  a d o p t e d  

in  t h e i r  place an i d e a l i s t  and symbolic t e c h n i q u e .  An e l e m e n t  

which they used f u l l y  and most e f f e c t i v e l y  is m u s i c .  In  the t e x t  

o f  the d ram a itse lf  which was written in prose and v e r s e ,  t h e  

la tter  representing the  highlights or nodal or e f f e c t i v e  points, 
in the  dialogue the classical Indian  actor sang the verses, supported 
b y  the  musician in the  o rc h e s t r a ; a correlation  o f  melodic 
m odes and emotional moods and situations, which t h e y  were 
suitable to  suggest, was worked out and this scheme was followed. 
A theatrical com pany included music composers who composed 
fresh songs corresponding to  the s ituations in t h e  t e x t  a n d  in 
symbolic lauguage, and such songs in troduced 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 m u s i c  was that o f  the instrum ents o f which
t h e r e  were many - flute, string and percussion. Besides accorn- 
p a y i n g  the  songs, t h e y  also followed and underlined the  prose- 
s p e e c l i e s  and a c c e n t u a t e d  also mere action l i k e  walking. A scheme 
o f  i n s t r u m e n t a t i o n  a n d  s e t  r h y t h m s ,  tempo and measures 
a p p r o p r i a t e  t o  m o o d s  and situations was followed to  suit
t h e  g a i t  o f  c h a r a c t e r s  according to  sex, age, mood and 
s i t u a t i o n .

I said Sets and Props were not used. B hara ta  laid an
emphasis on the  a r t is t’s own ability and his own intrinsic 
artistic resources and did no t call in extraneous aids. C harac
ters did not even carry small things in the ir  hand  like bow and 
arrow ; the  action o f  drawing a bow and releasing an  arrow 
wae s h o w n ; no mounts, vehicles etc. were b rough t on to



the  stage. T h e  lim ita tions o f  the  Stage and  the  difficulty o{  
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 th e  locations?

' Instead o f  providing pain ted  curtains or bits for forests, 
hills etc., they conventionally  apportioned  parts  o f  the 
stage - space as standing for the  different loca tions  as requi
red  and the  actor cam e round  to  th e  ap p rop r ia te  places 
as required by th e  text and context. T h is  was called 
K aksya-vibhaga. In  addition  to  this, th e  song which introduced 
a charac ter , contained a symbolic description which supplied 
the  in form ation  as to who was entering, where and in what mood 
and  form. In further realisation o f  th e  situation , the  poet- 
au tho r  o f  the play h ad  poetic  verses and  speech-bits in the 
tex t which also enlightened the  audience abou t everything which 
spectacular sets and long stage directions strive to  convey. 
T hus  th e  poetic or lyric or descriptive port ions  o f  th e  text of 
a Sanskrit d ram a have to  be properly unders tood  on th e  back* 
ground o f  the  indigenous production  - technique . All these ,  in" 
stead o f  merely pleasing or s triking th e  eye or making things too 
ready-m ade for the onlooker or necessita ting  him to  look into a 
hand-ou t  of a sum m ary or program m e book ,  called fo r th  his 
a ttention and imagination and  cultured his m ind  and  attuned 
i t  to  the  play in an effective manner. This avoidance o f  the 
Sets thus affected directly, as already poin ted  out, the  techni
que o f  writing the tex t  o f  the  p l a y ; as in a R ad io  play, 
which is heard, everything including the actor com ing  on or 
his s ituation  had to  be orally indicated in advance and  thus 
do  we get the  lyrical descriptions o f  N a tu re  and  th e  surroundi
ngs and  o f  the poses and postures o f  the  characters  themselves 
as observed by other characters on the  scene on  whom 
they have repercussions o f  dram atic  value. As spoken by one 
character , these passages of  the  tex t  affect him  and  through 
him  the  audience which sees and  hears  h im  is affected.

A further  refinement in the  presen ta tion  is th a t ,  instead 
o f  mere realistic action, which follows autom atically  as the



concom itan t  o f  speech, close gesticulation or miming o f  each 
word, o f  the  verse or the prose, was adopted . The pose o f  
hand or movement o f  some limb or part o f  the  face was 
p rec ise  and  stylised and  not casual. When a verse or part o f  
speech was thus rendered  in gesture, the actor-artis t interpreted 
it ,  bringing out its implications and complimentary ideas, aug. 
m enting and enriching it by his imaginative improvisation. The 
acting was thus a com m entary  and the ac tor  as well as the  
spec ta to r  were participating in a highly concentra ted  a r t  which 
called forth the u tm ost a tten tion  and absorp tion  on both 
sides. Together with the song and music o f  instrum ents on 
which the movem ent o f  the  ac tor  was set, this kind of  enact
ment made the ancient Indian d ram a really an art o f  dance-drama.

T h e  s t y l e  o f  p r e s e n t a t i o n  a n d  p r o d u c t i o n  d e s c r i b e d  a b o v e  

w a s  c a l l e d  N a ty a -d h a r m i  m e a n i n g  t h e  c o n v e n t i o n s  a n d  t h e  

i d e a l i s t i c  a n d  s y m b o l i c  t e c h n i q u e  w h i c h  w e r e  a d o p t e d .

T he ancient Ind ian  to tal stage conception was thus a 
to ta l  conception in respect o f  the essential and intrinsic and 
purely artis ic  aspects o f  the play and no t in respect o f  the 
o th e r  ex traneous elements. F or  example, we may take the question 
o f  lighting which has assum ed such a large place in modern 
p ro duc tion  tha t  playwright and actor are  nobody before a 
stage-engineer and  light-expert. I f  it is mid-day, for instance, 
the  text contained words and  the  actor represented the whole 
situation  o f  hot sun, scorched earth, perspiration etc.; the 
w hole  picture and the  com plex o f the na tura l  fact and the 
ac to r ’s reaction to it with the sort o f  gait which showed that
th e  sand below was too  ho t for the  feet, with his look at
the  sun above un d er  cover o f  his pa>m and fingers, and
with his wiping off o f  his perspiration-brought hom e to  the 
s p e c ta to r ’s eye and  mind the time-factor, not by i tse lf  as
som ething ab s trac t  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 s ta tem ent o f  the  Indian  Classical 
Conception o f  the Total Theatre  in a brief and compact



m anner as I have written on the  subject often. T h o s e  who are 
desirous o f  knowing this subject in greater de ta il  may read the 
following published papers o f  m in e :—

1. S anskrit Drama and P erform ance— Paper a t  th e  D ram a 
Seminar of the  Sangeet N a tak  Akadem i, N ew D elhi.  Journal 
o f  the Madras U niversity, Vol. X X IX . i. 1957 -  Humanities, 
pp. 11-29.

2. M usic on the Ancient Indian S ta g e — Indian Art and 
L etters, London Vol. XXV11I. i. 1963 pp. 10-13 ; Journal o f  the 
M usic Academy, Madras. Vol. XXV. 1954, pp. 79-92 B u lle tin  o f  
the San*eet N a tak  A kadem i, New Delhi,  N o . 4, 1956, pp. 5-12.

3. Producing Sanskrit P lays -  N atya, Bharatiya N a ty a  S a n g h ,  

New Delhi, 1959, Spring N um ber,  pp. 9-13, 60.

4. N atya  Dharmi, Journal o f  O riental Research, M adras .  
Vol. VII. 1933. pp. 359-75.

5. The Aesthetics o f  Ancient Indian D ra m a -  W orld  Theatre 
Special N um ber ,  Paris, 1956 ; Indian litera ture, Sah itya  A ka
demi, New Delhi, 1. ii. 1958 pp. 67-84.

6. Production o f  S anskrit Plays and its  Value fo r  C ontem po
rary P lay-w riting and Play-Production  -  Bharatiya N a ty a  S a n g h ,  

Delhi, R eport  o f  Seminar, 1961, M arch 31, pp. 53-7.

7. K o o d iya ttam  -  N atya, B haratiya N a ty a  Sangh, VI iii- 
1962. pp. 21-3.

8. Uparupakas and Nrtyaprabandhas-D&ncc Seminar Paper- 
Sangeet N a tak  A kadem i. F irs t  published in Sangeet Natak 
N o .  2. 1965-66. pp. 5-25; again in th e  p resen t  issue of 
Sam skrita  Ranga Annual, pp. 31-54,



K a l i d a s a , s a n s k r i t  d r a m a  a n d  I n d i a n  t h e a t r e *

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, authentic ity  and perfection according 
to the classical trad ition  is prized ; in l iterature  and drama, 
foreign models are taken for guidance, translations and ad a p ta 
tions from them  form a regular line of  activity and  whatever new 
theories , trends, styles and  schools have developed in the W est ' 
not only in dram a-writing  but also in acting and  production, have 
their Indian  replica. W hile in th is  country  the ideal is to  aspire 
to  a condition  o f  being no t  m ore than  carbon-copies o f  the foreign 
originals, in the West, particularly  in America where, a t U n iver
sity as well as outside centres, drama-activity is full o f  fresh 
e x p e r im e n ts ; writers and producers are looking out on all sides, 
and particularly  towards the theatre  o f  the Orient, Japan, S. E. 
Asia and India, for fresh ideas and techniques which they could 
incorpora te  in their  work. During his visit to  several such centres 
in the  States, the writer found a great desire to  know more o f  
Indian  dram a, and to secure prin ted  materials on Ind ian  thea tre  
and English versions o f  Sanskrit plays. In fact, an institu tion  in 
N ew Y ork regularly sponsors a non-Am erican and non-European 
play every year and  in University  D epartm ents ,  Sakuntala, 
M rcchaka tika  and Bhagavadajjukiya  have been produced.

In  Delhi, from time to t im e, D ram a  Seminars come up and 
when partic ipan ts  like the  writer bring up the ancient Indian 
production  and  the classical drama, an u ltra-modern group, 
among whom are  some Professors o f  English and some whose 
native roots  are neg l i g ibl e ,  raise up their  hands and sm other all 
such di scus s ions  by ca l l ing  all  this  historical material and not re le
vant t o -day .  A s  aga ins t  this att i tude in this country, we may 
place the  following passages from some o f  the recent American

* A  T a lk  on All In d ia  R a d io ,  M a d ras  S ta t io n ,  on  28-11-1966 in con
nection  w ith  the  K a l id a s a  Day.



publica tions relating to  Sanskrit d ram a. In a book  called  the 
C lassical Drama o f  Ind ia , we read : “  I t  is from  th e  s tandpoint
o f  world d ram a and world l iterature  tha t  the  Indian plays are 
reviewed, with confident belief tha t from th is  perspective they 
will be found worthy of  high place among plays in a harvest 
com prehending  all t imes and  lands .”  (p .3). In  the  chap te r  on 
T heatr ical Technique on th e  Sanskrit Stage, the  same book  says 
(p. 110): “  This was at  once an intensely literary th ea tre  and an 
in tensely  chorcographic thea tre ,  com bining the  greatest possible 
a t t rac t io n  for bo th  ear and  eye. O ne m edium  is never sacrificed  
to  a n o th e r’’. Concluding a discussion o f  dram atic  style, th e  book 
observes (p. 130): ,-The world today  s tands in a period of  t r a n 
sition  for the  musical, th e  choreographic , and  th e  poetic  stage. 
T he  plays o f  ancien t Ind ia  offer us a wealth  o f  suggestion*”  
In troduc ing  in English version, some leading specimens o f  the 
Sanskrit thea tre ,  the  book  The Genius o f  the O rien ta l Theatre 
says regarding the  technique  o f  sophisticated  acting on the 
Sanskrit stage which dispenses with props : “  Any one w ho has
seen an Ind ian  or S. E. Asian dancer im ita te  with his body or 
even with ju s t  his hands and  arms a serpent or a tiger, realizes 
th a t  a stuffed an im al or a m an  dressed in a skin and  a t te m p t in g  a 
realistic im ita tion  is far less effective” .

T he  theory , technique and aesthetics o f  this Sanskrit  d ram a 
are set forth  in the e labora te  and  earliest available trea tise ,  the 
N a ty a  Sastra  o f  Bharata. But w hat is set fo rth  in abs trac t  in the 
treatise  could  be more clearly seen and  app rec ia ted  be tte r  from 
the  actual plays. O f  Sanskrit plays which we have and  o f  which 
the  time or authors arc definitely known, the  earliest are those of 
K alidasa. K alidasa  is forem ost no t only in  poetry  but also in 
d ram a. In his first play, he m entions three predecessors o f  his, 
tw o o f  whom are mere n a m e s ; to  th e  th ird  some plays recently 
discovered have been a t t r ibu ted  bu t n o t  w ithout controversy. One 
or two other pre -K alidasa  d ram atists  are know n only th rough  brief 
c ita tions or fragments. I t  is therefore  in K a l id a sa ’s plays tha t 
we have to see for those principles of  Ind ian  dram aturgy  which 
Bharata enunciated. Kalidasa  was indeed proficient in drama*



turgy ; in his first pJay M alavikagnim itra , he mentions many of  
the im p o r tan t  ideas associated with the  art o f  drama and acting, 
its definition, scope, its different forms, its essential elements, 
the  supremacy o f  appeal and  the high value th a t  had been 
a ttached  to the art (1. 5). In his second drama, the Vikramorva&iya, 
again, the  poet introduces the enactment o f  a dram a in heaven as 
a motif, and mentions Bharata the teacher o f  drama and the 
essential features of  the  production. M ore valuable is the  pre 
servation in some manuscripts o f  an actual stage-edition of  Act IV 
o f  this play from which we get an idea o f  how music was 
employed on the ancient Indian theatre. If  we go through his 
Sakunta la , we come across a num ber o f  brief  stage-directions which 
throw light on how the  Sanskrit play was enacted.

As the dram a 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 p oe t’s stage-direction is Kathavegam  
nirupya. For shooting  at the  antelope, the poet says Sarasan- 
dhanam na taya ti. When in the last Act, Dusyanta and Indra’s 
chario teer  M ata li  get dow n from the chariot, the direction is 
N atyenu  avatirnau. Similarly in the opening Act o f  the 
Vikram orvafiya, K ing  Pururavas rescues UrvasI and brings her on 
the chario t 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. N ow  what do these brief stage-direc- 
t ions mean ? They mean th a t  there  is no chario t a t all on the 
stage ; the characters get on the chario t and get down from it by 
N a tya , th a t  is, by action appropria te  to  getting up through  suitable 
poses o f  legs and  other l im bs; similarly when the charioteer 
is said to  represen t th e  speed o f  the vehicles he does so by 
appropria te  physical action such a s t h a t o f i h e  hands which arc 
in the pose o f  holding the reins. And the  coming down o f  the 
chario t on uneven ground with jo lt ing  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 
chario t and  its particular  movement. At the beginning o f  Act IV 
we have Sakun ta la ’s two friends Anasuya and Priyamvada 
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plocking flowers in the  ASrama, Tatah praviSatah Kusumavacayam  
natayantyau sakhyau, says the  poet. How do  they do th is?  There 
are no flower pot*, or paper-flowers nor do they carry any flower 
baskets. F rom  imaginary creepers, with one flat left hand  palm 
in Pataka-pose, representing a receptacle, th e  two ladies pluck 
flowers by the  right hand  in Arala-hand  pose. The  abhinaya of 
the  creepers and plants and the  tw o ladies p lucking flowers from 
them , is, instead  o f  being merely realistic , really effective so far 
as the  audience’s realisation  is concerned. A similar scene 
recurs a t the beginning o f  Act V I o f  Sakuntala . Spring season 
is setting in and two maids o f  the  palace com e to  the  garden and 
having plucked the  ten d e r  fresh sprouts  o f  th e  mango offer them 
to  the  G o d  o f  Love, to  serve as his arrows. H ere  th e  po e t’s 
direction is found Kapotakam  krtva . Kapota  is the  cup-like palms 
b rough t together, as if  contain ing a handfu l o f  things, flowers in 
the  present context.

I f  stage properties were thus dispensed with, how was the 
scenic location know n ? F u r th e r ,  how was the iden tity  made 
know n  o f  a character who entered  a scene ? This  question 
takes us to  a p rom inen t  fea ture  o f  Sanskrit dram a, nam ely  its 
poetic  character . A foreign reader  m ay wonder a t the  des
criptive, sometimes self-descriptive, passages, generally in 
verses, th a t  he comes across all th rough  the  Sanskrit p lay. There 
is, as the  A m erican writer quoted  above observes a 
“  dexterous inter-weaving o f  stage-business and  dialogue”  in 
the Sanskrit dram a. W hen  in  Act I D u jy a n ta  approaches 
the  herm itage o f  sage K anva , he says, “ these are certainly 
the  grounds o f  the  herm itage”  aud  goes on describing the 
several signs and characteristics  o f  the sage’s dwelling and its 
environs ; an d  when, during rec iting  this descriptive verse, he 
interprets the  ideas in  it  w ith gestures, e laborating  them  and 
reinforcing them  with com plim entary  ideas, th e  whole picture 
begins to  live before the  m in d ’s eye o f  the specta tor  m ore  vividly 
th a n  a pain ted  curtain . O ne reads when D usy an ta  or Pururavas 
is on the  stage, a s tage-direction Parikramya  at p laces ; it  is where 
he  is to  move from  o n e  location to  an o th e r  on the  em pty  stage 
but graphically described in the  tex t  and th e  song  th a t  th e  d irection



Parikram ya  occurs. In  the  version o f  the  lyrical IV th  A ct o f  the  
VikramorvaSiya, found in some Mss., as a lready mentioned, we 
have additional songs corresponding  to  such descriptive verses 
re la ting  to the  location and  the characters  and objects introduced- 
a num ber  o f  birds and animals. Five types o f  such songs called 
Dhruvas in P rakrt language and symbolic imagery com posed by 
the  musicians o f  the  stage were sung by the vocalists o f  the  
orchestra , which, augm ented by the  p o e t ’s own text,  a t tuned  the 
hearts  an d  m inds o f  spec ia to rs  to  the  s ituation  and  m ade th e m ' 
no t  only visualise the scene such as the H im alayan  wooded region 
but also be in a m ood  ready to  receive the character in a given 
m ood such as Pururavas in a hall-m ad state.

This is the full meaning o f  Sanskrit dram a being defined as 
DrSya and  Sravya, a com plete  and  continuously  in tegrated  
experience o f  the  eye an d  ear, w ithout having to  evolve a  type 
which has  been characterised in  the West as the ‘ epic-narrative 
thea tre .’ W hat was said o f  scene, character  and action, applies 
even m ore  to  the  presen ta t ion  o f  feelings, the subtle play o f  
which in  a character  evokes the m inute  observation and descrip
t ion  o f  the  o the r  re la ted  charac ter  on  the  stage who is deeply 
affected by it  and  i t  is as emanating from  one character and as 
affecting the o ther  and  expressed in the la t te r ’s words and gestures 
th a t  the whole em otional s ituation  goes to the  heart o f  the 
spectator. The verses o f  D usyan ta  in Act i ,  giving those m em o
rable  pictures o f  Sakunta la , 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, 
a tta in  a special significance wnen we understand m eir role in tne 
enactment o f  the play.

W hen G oethe  read the translation o f  Sakun ta la , he was no t 
only moved to sing its beauty and sublimity in a sonnet, but was 
also taken up by the idea o f  the prologue to  the play which he 
a d o p te d  in his own F aust. This p rovided for the poet a means 
o f  preparing and condition ing  the  minds o f  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 com plem ent in the concluding piece 
called Bharata-vakya. This  device o f  Sanskrit theatre , which in 
the  words o f  the  recent A m erican  w riter  on Sanskrit  dram* 
quoted earlier, “  subtlizes by conjugating in tricate  inter-relation* 
betw een ‘ real ’ life and theatr ica l life, th e  audience an d  the  play” 
is em ployed by Brecht continuously in hi* short  play The Exception  
and the Rule, and has been traced  to  the influence on  B recht of 
the Japanese No  thea tre . All such orien ta l  tra its  ult im ately  go to 
the  In d ian  theatre.

The Sanskrit stage has over forty types o f  plays and  perform 
ances, each characterised by a specific d ram atic  idea, thome, 
character, sentim ent, technique o f  production  or em phasis  on one 
aspect o f  it. This wealth and  variety have been further enlarged 
by the  dance-dram a traditions in the  different reg iona l  language 
areas which developed in its wake. W ith o u t  any rigidity, the 
concept o f  d ram a has been freely handled  on th e  Sanskrit stage 
and within th e  wide spectrum o f  its d ram atic  ideas, could  be seen 
the  germs or coun te rpa rts  o f  most of  the  new trends, including 
ideas like m eta-theatre  or th e  theatre o f  the absurd, th a t  had  been 
developed or written abou t in the  W est by m odern  dramatists, 
p roducers and critics.



BHASA*
Dr. V. Raghavan

T he boundaries o f  Sanskrit dram a which had fo r  long been 
m arked  by K alidasa  were suddenly extended by some centuries 
by two discoveries round abou t 1910. In the N or th  West, the  
G erm an  scholar Dr. H. Luders  discovered at Turfan in C entra l  
Asia fragm ents o f  Sanskrit dram a by the Buddhist poet A ivaghosa 
and in the South-W est corner o f  India, in Kerala , Pand it  
T. G anapa ti  Sastri d iscovered a bunch o f  pa lm -leaf  mss. o f  some 
new dram as, which were anonymous, bu t which, by putting  
together the bits o f  evidence in Sanskrit l i terature already known, 
he presented to the world as the plays o f  Bhasa. H e shook as it  
were the world o f  scholars who were first unwilling to  accept his 
identification  and opposed  him strongly; G anapa ti  Sastri defended 
his discovery with fu rther arguments and the world of  scholars fell 
in to  two camps, the anti-BhSsites and the Bhasites; the  latter 
included stalwarts like A. B. K eith  who completely accepted him . 
T here  is also a th ird  group o f  scholars, with a more open 
m ind  on the  question  of  Bhasa and bis plays, who accept part o f  
th e  discovery and d iscoun t the  rest. The  presen t writer h im self  
is in  this th ird  group.

Kalidasa was the  earliest Sanskrit d ram atis t  whom the world 
outside came to know, study and enjoy through translation. The 
sta te  o f  perfection  seen in his works presupposes a long develop
m ent o f  dram a. There is also the  evidence o f  the  earliest 
theoretical treatise  on dram a, Bhara ta 's  N a tya  Sastra  which 
K alidasa  knew and which already described at length ten kinds o f  
d ram a and the e laborate art o f  producing Sanskrit drama, with  
music and  dance. M ore  than all this, in the  prologue to  his 
first play, the M alavikag im itra , K alidasa mentions three prede
cessors o f  his and adds: ‘H ow  will people  prefer a contem porary  
p o e t ’s play when they have the works o f  such celebrated masters, 
B H A SA , Saumilla and K av iputra?’ The name o f  Bhasa was thus

# I n  a  somewhat a b r id g e d  fo rm  th is  was b ro a d c a s t  in the  E x te rna l  
Serv ices o f  the A U -Ind ia  R ad io ,  New D elh i  on  12-5-1967.



know n from  K alidasa  himself. T h a t  there  was an  em inent 
d ram atis t  nam ed Bhasa an d  th a t  he wrote several plays was 
know n also from the great p rose-m aste r  Bana who praises him 
in the prefatory verses o f  his H arsacarita. V akpati ,  the  P ra k r t  
poet, m entions Bhasa along with K alidasa  and some o thers ,  and re 
fers also to  a favourite d ram atic  m o t i f  used by Bhasa, namely Fire. 
The poet and critic RajaSekhara m entions Bhasa no t only as 
a u th o r  o f  a whole cycle of plays an d  o f  his use of  F ire ,  bu t  also 
the  actual nam e o f  a plot o f  his, obviously his g rea test  p roduc
tion , th e  Svapnavasavadatta. A close reading o f  R a jas 'ekhara’* 
verse on Bhasa and his play gave also an  indica tion  o f  the central 
them e of th is  play and implied fu rther also th a t  the  o ther  play# 
o f  the  poe t  were lost even in R ajas 'ekhara’s tim e (10th century). 
All the  da ta  m entioned above G an apa ti  Sastri found  in one of  
th e  th ir teen  plays he discovered. In  the  o the r  twelve plays, he 
found several features com m on to  the  Svapnavasavadatta and from 
this he extended the au thorsh ip  o f  B hasa  to all the  th ir teen  plays. 
Subsequent search for evidence b rought forth  m ore  da ta  to  confirm  
Svapnavasavadatta as B h asa ’s work, a l though the  text discovered 
was no t either th e  full or the correct tex t  o f  the  p o e t .  T he  A ntho-  
-logies in Sanskrit  have several stray verses of  rem arkab le  beauty 
and finish which are not found  in  any o f  these plays. N o n e  of 
the  plays in th is  group, other than  th e  Svapnavasavadatta, has 
been quoted in the  large mass o f  works on Sanskrit  d ram atu
rgy or poetics.

K era la  has preserved n o t  only mss. o f  Sanskrit l iterature 
bu t also an  active trad ition  o f  p roducing Sanskrit plays, called 
K u d iya tta m . In this trad ition  five o f  the  th ir teen  plays dis
covered by G an ap a t i  Sastri had been on the  reper to ire  o f  the 
actors, which shows some antiquity , a lthough no authentic ity  
so far as B hasa’s au thorsh ip  is concerned. In  fact, some 
critics have argued tha t these plays might be the work o f  the  
K ud iya ttam -p layers .  Anyway, these th ir teen  plays added  to  
the  a lready know n variety and richness o f  the Sanskrit stage, 
certain  m inor types, particularly  o f  one-Act play, o ld  speci
m ens o f  whieh were n o t  available before. Indirectly  a greater 
gain of  the Bhasa-discov^ry is tha t  further search b ro u g h t  o u t



Some o th e r  plays o f  great im portance, like the  farce Bhagavadaj- 
ju k iy a , which revealed new aspects and achievem ents o f  the 
Sanskrit theatre.

Whatever the  accurateness o f  the ascription to  Bhasa o f  
twelve plays in this group, we may have an idea o f  the 
themes, t rea tm ent and d ram atic  quality o f  the thirteen plays. 
These thirteen plays fall in to  four groups : two based on the 
Ram ayana , seven on the  M ahabharata and K rs n a  story, two 
on the Udayana-cycle  and  two on rom antic  tales. In the first 
group are Pratim a  and A bhiseka  N a takas  in 7 and 6 Acts, 
covering between them , m ore or less, the  whole story  o f  the 
Ram ayana. In the  second group, there  are seven, o f  which 
five are one-Act p l a y s ; two o f  these are on the them e of 
Embassy : the mission o f  K rsn a  ia an a ttem pt to  prevent 
th e  war, Dutavakya, and the mission o f  Ghatotkaca, the  demon- 
son o f  B h im a ; the  Karnabhdra is on the  episode o f  K a m a ’s 
suicidal gift o f  his a r m o u r ; 0 rubhahga is on the last tragic 
scene o f  D uryodhana’s life ; M adhyamavyayoga  is an imagina
tive piece bringing abou t a meeting o f  Bhima with his demon son 
G ha to tkaca ,  w ithout their knowing each o th e r’s identity. Like 
K rsn a  in D utavdkya, D rona  in the Pancaratra, in th ree  Acts, 
makes a futile a t tem p t to  prevent the forthcoming confl ic t ; 
the  p lo t is an imaginative creation on the Virataparvan o f  
th e  G reat Epic. The Balacarita  depicts the  boyhood life o f  
K rsna  in Gokula, in the  midst o f  G opas and Gopls, his killing 
o f  several:demon-emissaries o f  K am sa and finally o f  Kariisa him 
self. F ro m  the rom antic  cycles, there are two p lays ,  
Avim araka  in six Acts on the love o f  K urangi and a Prince 
cursed to  be an un touchab le  for some time, and Daridra- 
Carudatta  a fragm ent re la ted  to the  well-known full play, 
M rcchakatika .

T he remaining two plays are from the U dayana-cycle : the 
Pratijnayaugandharayana  in 4 Acts dealing with the earlier part 
and the  Svapnavasavadatta in 6 Acts with the latter part  o f  the 
story o f  how King U dayana was cap tured  by ruse by the king 
o f U jja in  who w an ted  him to marry his daughter Vasavadatta,



how U dayana  eloped with her to  U jja in ,  her reported  loss 
in a fire, his second marriage with the  M agadha  princess 
Padm avati  and final discovery and union with V asavadatta .

T he  one-Act plays form a d istinct en r ichm ent to  Sanskrit 
d ram a ; o f  these  the  M adhyamavyayoga  is an  exam ple o f  one o f  
th e  ten types o f  dram a, Vyayoga, for which old exam ples have 
been  so far wanting. The meeting o f  fa ther and son w ithou t 
knowing each o the r  has been very well han d led  by the  poet 
here. The symbolic presenta tion  o f  abstrac t ideas like curse 
and o f  w eapons in hum an form in D utavakya  and Balacarita  
use a special technique o f  Sanskrit dram a. The Avim araka  has 
scenes which are very effective on the  stage. Simplicity and  
p a thos  m ark the poe t’s hand ling  o f  the  p lo ts  o f  the  two 
R am ayana-plays . In  all plays, the d ic tion  is simple, and 
w ith o u t  too  much poetic  effusion, action  p ro g re sse s ; the  
situations o f  em otional possibility are not left un-exploited.

On many o f  these p o in ts ,  particularly gram m atical sole
cisms, simplicity of  style, irregularity o f  form, non-conform ity- 
such as the  end in tragedy in th e  Vrubhanga, which is 
prohib ited  - the Bhasa-enthusiasts  have claimed for these plays 
antiquity  and  also great influence on K alidasa  and other 
dram atists .  I t  has been proposed th a t  the  Daridra-Caru- 
datta , a m ere rag, is the source o f  the rich drapery  o f  
M rcchalcatika. Even th o se  who contest  these  claims cannot 
deny th a t  the greatest play in this set is the  Svapnavasava
da tta , th a t  on all evidence th a t  play at least is a genuine work 
o f  Bhasa, th a t  the play shows Bhasa as a truly great d ram a
tist, fit to  be m entioned  with respec t  by K alidasa.

Q uota tions from B hasa’s Svapnavasavadatta , as already 
m entioned , confirm the au thentic ity  o f  the  play and its opening 
scene ; a t  the  sam e tim e they also show th a t  w h a t  has  survived 
is a sho rte r  version, as som e crucial motifs and  situations 
cited  in works on d ram a are missing. Also in parts where gaps 
were found in manuscripts, the tex t  must have been made up, 
fo r  some o f  the  c i t a t i o n s ,  as also the  Bhasa-verses in the



anthologies, show a composer and a style of  com position o f  
greater artistry than  w hat is seen in the available texts. In our 
appreciation  o f  this play, the  masterpiece which, as R ajagekhara’s 
verse shows, stood the  test alike o f  critics and o f  time, we should 
take  also the passages quoted  but missing in the mss.

The them e is something fit to  be handled by a m a s te r ; 
a Queen is to ld  tha t  for her K ing’s welfare and the good o f  the  
State, she should no t only accept tha t  she is dead in fire but also 
be witness to  the K ing ’s second marriage ; it  does not stop  here,

 ̂ The brain behind the  moves, the  M inister Y augandharayana. 
places the  c h ie f  Queen in  cognito  in the custody o f  the Queen to 
be, in the  la t te r ’s place ; and then  she is made to  help in the  get
ting up o f  the  marita l garland, the marital make-up o f  the  new 
Princess and so on. O f  course King U dayana’s love for Vasa
vada tta  and  his grief a t her reported  death are to o  deep and 
s trong to  be easily got over, whatever the requirements o f  the 
strategic m arriage he is m ade to  go through. The new Queen is 
poignantly  made aware o f  th is  grea ter  and unforgettable love for 
V asavadatta . F requen t  upsurges o f  this under-current create 
situations o f  great d ram atic  significance and emotional appeal. 
The  continuous series o f  evidence o f  Vasavadatta  no t being 
really  dead , but alive and present in the  very same premises, 
culminate in the title-scene o f  the  play, o f  a Svapna, a half-wake
ful s ta te  in which Vasavadatta  finds herself  by accident by 
U day an a ’s bedside and  Udayana is  addressing her  in a dream-like 
s t a t e ; 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 
dram atic  merits o f  his real play Svapnavasavadatta are beyond 
question. Indeed the  Svapnavasavadatta entitles him to the 
tr ibu te  which Kalidasa pays him as a dram atist o f  established 
renow n -P rathi ta-ya&as.



BOOK-RE VIEWS 

V. R .

T H E  C L A SSIC A L D R A M A  O F IN D IA . H enry  W . Wells. 
Asia Publishing House, Rs. 16/- T H E  C L A SSIC A L  D R A M A  
O F T H E  O R IE N T . Same au thor ,  same Publishers, Rs. 30/-. 
S A N S K R IT  PLAYS. Same au thor and same Publishers, Rs. 40. 
T H E  G E N IU S  O F T H E  O R IE N T A L  T H E A T E R . Ed ited  by 
G . L. A nderson . M en to r  Book. The N ew  A m erican L ibrary , 
N ew  Y ork  and Toronto .

C on tra ry  to  the prevailing a tt i tude  am ong theatre-enthusiasts  
in th is  country , there is a growing in terest in U nivers ity  centers 
an d  non-University  organisations in U . S. in O rien ta l  th e a tre  and 
Sanskrit drama. The interest the re  in the Noh  and  the K abuki of 
Jap an  has a longer history bu t recently, as the  reviewer had 
occasion to  observe during his visits to  these cen tres  in the  States, 
the re  is a great desire for th e  study o f  Sanskrit  d ram a, its 
technique  and  aesthetics and for the  production  o f  Ind ian  plays. 
M r. Henry W. Wells, till recently o f  the  C olum bia  University, 
and  responsible for three o f  the  books under review, h ad  col
lected a good deal o f  material relating to  E astern  theatre  in the 
B rander M athew s D ram atic  M useum  of the  C o lum bia  University.

In  th e  first-mentioned book , he writes wholly on Sanskrit 
d ram a. W ithou t aiming a t  ‘ an historical survey or a com prehen
sive description he reviews the ancient Ind ian  plays “  from the  
s tandpo in t  o f  world d ram a and w orld  lite ra ture  ”  and lays in 
justification  of  his book  which he addresses to  th e  W estern 
readers : “ M any o f  the  qualities which we do actually  value m ost 
highly in all W estern  theatr ica l masterpieces are found  in the 
Sanskrit works together  with some which are  a t once alm ost 
unique achievements and still valuable for our m o d e rn  w o r ld ” . 
W hen  the  au tho r  observes m ore th a n  once th a t  th e  aim of 
Sanskrit d ram a is ‘ spiritual com posure ’ and  ‘ serenity ’, he  is 
evidently having in mind the  theory o f  Rasa and  hrdaya-viSrdnti; 
in a whole chapter  (6th), he illustra tes how in Sanskrit d ram a 
there  is an achievement o f  equilibrium through the  balancing  of 
several elements, characters, episodes etc. In  two chap te rs  (3rd



and 4th), he analyses Sanskrit plays vis-a-vis the world stage and 
m odern  stage. In  this respect, the  most im portan t  chap ter  o f  the 
book is the  tenth , Theatr ical Technique on the Sanskrit Stage, in 
which the  au thor  has some notew orthy  observations to make. As 
examples o f  the  social play and the  heroic play (Prakarana and 
N ataka ), he gives detailed analysis o f  the  M rcchaka tika  and  the 
Uttararamacarita.

The weak chapters in the  book  are the  5th, Sanskrit D ram a  
and  Indian  T hought,  the  7th, Sacred D ram a, and the 8th on the 
several deficiencies o f  the Sanskrit p la y s ; the  las t-m entioned  
ch ap te r  would adm it o f  considerable revision. ‘Art o f  Swooning’ 
is not tha t  im por tan t  to  be allotted a whole chapter. In the 
summary o f  M alatim adhava  on p. 88, there  are errors. M ore than  
once th e  a u th o r  goes ou t o f  the  way to  say th a t  few Indian 
scholars have written abou t Sanskrit drama, interpreting its 
in terest and  value adequate ly  ; but this is a d is tortion  o f  fact, as 
his bo o k  does bear evidences o f  his having had the  benefit o f  
reading the  writings o f  this k ind o f  Ind ian  scholars.

The second-m entioned book  o f  the  au thor  is a companion 
volume, a very m uch larger one, devoted to  the Chinese and the 
Japanese  drama. The C hinese  par t  deals  with different types o f  
Chinese plays, tragedy, comedy, the ethical thea tre  and a type 
th a t  could  be called * extravaganza ’. The religious elements and 
the  m ythological them e o f  these plays are  also described. T he  
a u th o r  is m ore  a t  ho m e in the  Japanese  theatre , o f  which the 
Noh alone is analysed, a lthough there are passing references to 
the  K abuki. 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 o f  it  in the  West, receives a tten tion . The concluding 
chapter  on the fu ture  o f  the  Noh  considers the possibilities o f  
adapting  the  art to  m odern  times or other parts o f  the world.

To one who has seen the performances o f  the Peking Opera 
or o f  the  Noh, the continuity  o f  the Ind ian  tradition and technique 
in  the Far East is clear. However, in this study o f  the Chinese 
and Japanese theatre , the  au thor  devotes no attention to this 
aspect.



T he th ird  and fourth  books are collections o f  English t ra n s 
la tions  o f  Sanskrit and  Japanese p lays. T he  first collection 
is edited by M r. Wells and forms a com panion to  th e  first 
bo o k  reviewed a b o v e ; in it , the  following are in c lu d e d : 
T he  Vision o f  Vasavadatta  ( translation  by A. C. W oo lner  and 
L akshm an Sarup), the  Little  Clay C ar t  (R . P . Oliver), the 
Sakuntala  (A.  H. Edgren), the Vikramorvacie (Sri Aurobindo), 
R a m a ’s Later  H istory  (C. N . Joshi) and the  N agananda  (P. Boyd). 
M r. Wells has written a Genera l In troduc tion  also to  th e  Volume 
in  ab o u t  th irty  pages. He regrets th a t  Sanskrit d ram a  is not 
well-known to the  w ider w orld  o f  writers and theatre-artis tes  in 
th e  West. The  presentation  o f  som e o f  th e  bes t  Sanskrit plays in 
t rans la t ion , as in  the present Volume, will he lp  to  rem ove the 
above-mentioned defect.

T h e  fourth  book  edited by M r. G .L . A nderson  offers a collec
tion  in English transla tion  o f  p k y s  from  India and  Japan  which 
form in the  words of  the  editor “  two o f  the  great civilizations of 
th e  Orien ta l  W orld ” which “  have considered the  d ram a as a 
m ajor art o f  form .” Appropriate ly  th e  ed itor  has chosen for 
Ind ia  the  Sakuntala  an d  the M ricchaka tika , which he gives here 
in th e  versions of  M onier  Williams and A rthu r  W. R yder.  Part 
tw o gives five Noh and two K abuki an d  Joruri plays, ta k e n  from 
the versions o f  A rthu r  Walley, D onald  K eene and  A. C . Scott.

T he  Sanskrit plays in the above  volum e have a 
Preface on Sanskrit d ram a in fourteen pages which concludes 
with the  o b se rv a t io n : “  Any one who has seen an  Indian 
or South-east Asian dancer im ita te  with h is  body  o r even 
with ju s t  his hands and  arm s a serpent or a tiger realizes 
th a t  aistuffed animal or a man dressed in a skin and  a ttem pting  a 
realistic im ita tion  is far less effective.”  The Japanese  plays have 
similar short  in troduction on Noh, Kabuki and  the  Joruri (the 
puppet theatre). In his general Preface, the  editor says tha t  these 
plays “ are  no t  o f  historical interest only and they have been 
perform ed in N ew  York and  a rising interest in Asian civilisation 
will bring m ore o f  them  to  our local stage and  cause more 
Americans to  seek them  out ab ro ad .”



D R A M A  IN  R U R A L  IN D IA . By J. C. M athur. Indian  
Council fo r  Cultural Relations. N ew  Delhi, 1964.

Sri J. C. M athur ,  the  au tho r  o f  this book and an au thor  o f  
som e Hindi plays, has been well-known for his keen interest in 
Ind ian  dram a. M em ber o f  the  Indian Civil Service and formerly 
Education-Secretary  o f  Bihar G overnm ent,  he  became Director- 
General o f  the All India R adio  and in this capacity, had a great 
opportunity  to  visit different parts  o f  the country and study forms 
o f  indigenous dram atic  tradition. The results o f  such first-hand 
study are em bodied  in the  present book which is a valuable 
addition  to  the  meagre prin ted  material availabl* on the subject.

T h e  line o f  trea tm ent adopted  by the au th o r  in this book is 
original and useful for a correla ted study o f  these tradition* in 
different par ts  o f  the  country. The  putting together o f  features 
or  practices observed in different forms discloses suddenly 
identit ies  and  ties with com m on source and the u lt im ate  unity in 
the  midst o f  diversity. Thus instead  o f  regionalising the accounts, 
th e  au th o r  classifies his field o f  study into (1) places o f  perfor
m ance (2) the  stage-preliminaries (3) the  actual performances 
(4) th e  themes and social purpose (5) the  a r t  and the aesthetics 
o f  the  enactm ent (6) th e  music and dance involved in the presen
ta t ions  and (7) lastly the  puppet-drama. The pooling together 
under these  heads o f  practices in the various forms found in differ 
ren t  parts  o f  the country  shows details which can be recognised 
survivals o f  some very ancien t features going upto Bharata. On 
p. 16, the  au tho r  notes under places o f  performance tha t,  in the  
Assam valley, on both  sides o f  the Rangasthali, there  are small 
low-pUnth pavilions, — wooden platforms — with their  own 
canopies, where actors who have finished their  p a r t  and are to  
come on again, rest. This reminds me o f  the M attavaram  described 
by Bhara ta  on either side o f  the Rangapitha. W hat is said by the 
au th o r  in con tinua tion  o f  this about the change o f  situations 
being indicated m erely  by moving from one p la tfo rm  to another,  
is ju s t  what is envisaged in B h a ra ta ’s Kak$yavibhaga. Similarly 
the two levels m entioned in the R ajasthan  Stage (p. 19) of a



higher p latform  from which actors descend to  th e  lower for p e r
form ing (cf. rangavatarana) supports  my con ten tion , against some 
writers, th a t  B hara ta ’s R ahgapitha  and  RahgaSirsa  refer to  two 
different parts  o f  th e  Stage.

In  the  rural play o f  N or th  B ihar called V idyapat, as the 
a u th o r  notes, the  preliminary drum-playing before th e  show, 
locally  called Jam in ika  (i.e. w ith in  th e  curtain), is a survival of 
a pa r t  o f  the  Purvarahga music.

T he  ' procession ’ o f  the  charac ters  th a t  enter (p. 22) can be 
com pared  to  th e  Purappadu o f  K a th ak a l i  and  the  similar practice 
in  B hagavata  plays. As the  au tho r  says (p. 39), m ore th an  the 
o the r  features, “  the  essential unity  o f  Ind ian  trad it iona l  and 
ru ra l  d ram a  is seen in the  ‘ preliminaries ’ to  a perfo rm ance.”

T h e  paragraph (p. 47) entitled ‘T he  Call o f  th e  D ru m ’ points 
to  the  abiding trad it ion  o f  nirgiia-vadya  o f  B hara ta  and th e  ro le  o f  
the mrdanga  which resulted in  the proverbial saying ‘ a-mrdahgam  
n a ta k a m ',  as shown by me elsewhere.

T he  au tho r  describes briefly a form surviving in K ashm ir 
called  B hand P a th a r ; Pathar, as the  au tho r  suggests may be pcitra, 
b u t  Bhand  is re la ted , no t as he says to  the  m onologue Bhana, but 
to  Bhanda, clown ; Sanskrit texts de*cribe a form  called B handika  
N rtya .

T he day-perform ance described on p. 56 has its para lle l  
in th e  pahal-vesam  o f  th e  South ; th is  as well as the Vesas of 
G u ja ra t  and  M ah arash tra  described on p. 90, are all offshoots of 
th e  Bahurupa form described in tex ts .

I t  is n o t  the  da ta  and  in form ation  we have on form s o f  t rad i
t iona l  d ram a all over th e  country th a t  are valuable in th is  
account by Sri M a th u r  ; bu t the  underlying unity o f  th e  forms 
which emerges out o f  this account, the  higher aesthetics o f  the 
t rad it iona l  concept o f  the art ,  and  the  underlying social purpose 
and  th e  way the  people  and the  a r t  became fused together,  in  a 
way not possible at all in the modern surroundings. One would



feel a long  with the  au thor and echo wistfully what he says (p. 65): 
‘ S tand ing  behind the responsive crowd, one could only wonder 

how  the  genial current had been frozen among us tow nspeople .”

T H E  F O L K  T H E A T E R  O F IN D IA . Balwant Gargi. 
U n i v e r s i t y  o f  Washington. Publica tion  on Asian Arts, Seattle , 
W ash ing ton , U .S . ,  1966.

T he publication o f  this book, on the them e  same as tha t o f  
the  previous book , from  a University  cen ter  in U. S. shows the 
growing interest am ong A m erican  theatre-circles in Indian  drama.

4 T he  au tho r  who has been in the  States more than  once has 
recently been at the Center for Asian Arts  at the  University o f  
W ashington and taught and  assisted in the  production o f  Ind ian  
plays. The book deals with Jalra, N au ta n k i, Bhavai, Tamasha, 
R am lila , Rasalila, T erukku ttu , Yaksagana  and Chhau in a detailed 
manner, and in the last chap te r  touches briefly upon other forms. 
There is an  in troductory  chap ter  a t the beginning on ‘ The folk 
an d  the  classical A  glossary o f  Indian  words and an  Index are 
prov ided  for to help the foreign students.

The book is very well produced and has, besides a num ber o f  
excellent pho tographs, num erous line drawings by the well 
known artis t S. C havda, all o f  which would help the foreign 
s tu d en t  to  get a m ental p ic ture  o f  what is verbally described in 
the  pages o f  the book .

The D irector  o f  the  C enter  for Asian Arts at the University 
o f  W ashington, Mr. M illard B. Rogers, writes in the Foreword : 

t “ The folk thea te r  o f  Ind ia  . . offers excellent material for 
horizon ta l  investigations since it com bines elements o f  literature, 
performance, dance and  music with aspects o f  painting and sculp
ture as expressed in costumes, masks, make up and setting. , . . 
F u r the r  investigations o f  o th e r  Asian theatrical traditions are 
being sponsored by the  C en te r  and the  results are p lanned for 
subsequent volumes o f  the  Series.”

We welcome the publication o f  Garg i’s book in this Series 
and look forward to  the o ther  ones th a t  are promised.



NEW SANSKRIT P L A Y S — AN C IEN T  A N D  M O D E R N

V. R.

In the  Gaekwad's O rien ta l S e r ie s  ( U n iv e r s i ty  o f  B a ro d a ) ,  
three short  p lays have been pub lished . O f  th e se  tw o  b e lo n g  to  

the Vyayoga class, d ram atis ing  a hero ic  en c o u n te r .  T h e  S a n k h a -  
parabhava-vyayoga by H a r ih a ra  is h is to r ic a l  a n d  c e le b ra te s  t h e  

defeat o f  S 'ankha o f  L a ta  a t  th e  hands  o f  V a s tu p a la  o f  D h o l k a  
in the  first ha lf  o f  the 13th C en tu ry  A .D . A n  in te r e s t in g  fe s t iv a l  
in honour o f  G oddess E ka llav lra  is in tro d u ced .

The Bhvnavikram a-vyayoga  in th e  sam e Series (N o .  151) is 
on the  well-known them e o f  J a r a s a n d h a ’s d e a th  a t  t h e  h a n d s  o f  
Bhima, taken from  the M a h a b h a ra ta .  T h e  p lay  w as w r i t te n  in  
A.D. 1328.

The Dharmoddharana inc luded  in  the  sam e v o lu m e  ( G O S . 151), 
belongs to  th e  class o f  ph ilosophical a n d  re l ig ious  p lay s  e m p lo y 
ing allegorical charac ters  and fo llowing th e  m o d e l  set by  th e  
Prabodhacandrodaya. T h e  d e te r io ra t io n  o f  va lu es  in  th e  K a l i  age  
and the restora tion  o f  Dharma  and  Dana  fo rm  th e  t h e m e  o f  th e  
play which seems to  have been  w ri t ten  in  th e  M o g h u l  p e r io d .

T he Trivandrum Sanskrit S e r ie s  d id  n o t  lag  b e h in d  ; it b ro u g h t  
ou t ,  am ong its several recen t re leases, t h e  fo l low ing  p lay s  :

The Srngarasundara  ( T S S . 214) o f  Isva ra  o f  B im b a l i  or 
V adakkum kur is a B hana  (m onologue) .  T h e  A dbhu tapan jara  
(No. 210) is a full-size N a ta k a  by N a ra y a n a  D lk s i ta  o f  T a n jo r e ,  
on Shahaji,  th e  fo rem ost  o f  the  M a ra th a  ru le rs  o f  T a n j o r e  ; th i s  
a marriage rom ance. V asum atlc itra sem ya  (N o .  217) is by  
Appaya III ,  younger b ro th e r  and  pup il  o f N i l a k a n t h a  D lk s i ta .  
To the  norm al material o f  a lo ve-rom ance— to  w h ich  c lass  th is  
belongs—the  p layw right adds a n u m b e r  o f  n ew  m o t i f s  a n d  
devices.

The Bhairavavilasa  by B ra h m a tra  V a id y a n a th a  is o n  th e  s to ry  
o f  the  Tamil Saiva Saint § i ru t to n d a r .  I t  is in  t h e  fo rm  o f  a 
single-act P reksanaka and Sri N a ren d ra  N a t h  S a rm a  o f  J u b b a lp u r  
has brought i t  ou t from a single m an u sc r ip t .



The Krsnabhyudaya  by Lokana tha  Bhatta  o f  K anclpuram , near 
Madras, is an one-act play on the birth o f  K rsna . It has been 
edited by the same scholar.

The Sattaka  is an all-Prakrt  play on the model o f  a N a tika .  
O f  the few examples o f  this class, composed af te r  the  pioneering 
example Karpuramanjart o f  RajaSekhara, the  Candralekha, o f  
R udradasa  o f  17th Century A .D . of  Kerala deserves m ention. 
The credit o f  publishing this play goes to Dr. A. N, U pad h y e  o f  
Kolhapur. A second edition o f  this play has ju s t  appeared  in the 
Bharatiya Vidya Bhavan S eries  in which it originally appeared.

The President o f  the Samskrita  Ranga in his capacity as 
Chairm an  o f  the Central Sanskrit Institute, T irupati,  edited the  
short one-act play Vibudhamohana, a farce by H arij ivana  MiSra 
o f  Jaipur, described in tbe  last S . R . Annual (pp. 44-5). It is 
published in the inaugural issue o f  the M alayamaruta  (pp. 113-127), 
a collection o f  m inor literary works in Sanskrit, undertaken by 
the  Central Sanskrit Institute .

As the Ed ito r  o f  the Sam skrita  Pratibha  o f  the Sahitya 
Akademi, New Delhi, he brought out also a special volume in 
honour o f  Rabindranath  Tagore, called Sam skrita  Ravlndram, 
carrying Sanskrit renderings o f  select poems, prose and plays o f  
Tagore. In this volume are  included three plays o f  Tagore 
rendered into S ansk ri t :  Vartagrha  by Sri Dhyanesa N arayana 
Cakravarti, and the V alm ikipra tibha  and N atirpuja  by the Editor ; 
the  last two were produced on the  Radio  and the Stage in M adras 
by members o f  the Samskrita Ranga.

Two more Tagore plays which appeared in Sanskrit a t the  
time o f  the Tagore Centenary  celebrations a r e : M uktadhara  by 
the same Dhyanesh Narayan Cakravarti and R atharajju  by 
Vimalakrishna Matilal.

Sandhya, Malayalam play by G. Sankara  Kurup, has been 
rendered in to  Sanskrit by Dr. E. R . Krishna Sarma, Professor o f  
Sanskrit, S. V. University, Tirupati. The Ahalya-episode is sug
gested here in a symbolic manner. Twilight is the heroine, Day 
her husband, Sky, the param our,  and Star, the maid.
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A nother  translation  into Sankrit o f  a play fam ous in the 
regional language is Bhumi Kanya in M arath i by th e  la te  M am a 
W arerkar,  which Dr. Ratnam ayi Devi, Delhi, has rendered into 
Sanskrit .

In  the  pages o f  his own Sanskrit journa l ,  Sri A nanta  T ripa th i  
Sarma, M .P . ,  Berhampore has been regularly publishing Sanskrit 
renderings o f  Shakespeare’s plays. O f  these Tw elfth  N igh t and 
M uch Ado About N othing  have been brought out in separate book 
form. T he  rest will follow in due course. In  the  pages o f  another 
Sanskrit periodical has appeared serially a Sanskrit rendering  o f  
the  Tem pest.

A num ber o f  Sanskrit plays by contem porary  Sanskrit writers 
were also published recently. The V im ukti w ri t ten  and produced 
by the President o f  the Ranga, was published in th e  pages o f  the 
S a m skrita  Pratibha, Vol. V, No. 2. Sri S. B. Velankar o f  the  
Postal  and Telegraph D irectorate  o f  Governm ent o f  India brought 
ou t a Sanskrit rendering o f  the  M ara th i  play Sangitasaubhadra  o f  
A nna Saheb K ir lo s k a r ; the  Sanskrit version was played by the 
Sanskrit D ram a W ing of th e  Brahmana M ahasabha ,  Bombay. 
T he  Volume RanaSrlranga by the same au thor  consists o f  three 
short plays KalindJ, Kailasakam pa  and Svatantrya laksm lh , two of 
which had been broadcast. K a lin d i nam ed after the  J a m u n a  
river, presents  the prom inent geographical features o f  U tta ra  
P radesh  in  the form  o f  a romance. Kailasakam pa  which  features 
Siva and other allegorical characters re la ted  to  the H im alayan  
region, was prom pted  by the Chinese aggression on th e  Himalayas. 
T h e  las t  is on the  Rani o f  Jhansi.

One o f  the  last plays th a t  Dr. J. B. C houdhuri  wro te  and 
produced at many places, before his demise, is the  Bharata-viveka  
on Swami Vivekananda.

Srijiva N yayatir tha  who is au th o r  perhaps o f  the  largest 
num ber of  Sanskrit plays am ong th e  contem porary  w riters , put 
forth  a play on the great poe t  K alidasa , ,  the  M ahakavilcalidasam , 
which is one o f  the  many which several writers were insp ired  to 
com pose a t  the instance o f  the  All-India K alidasa S am aroh  Samiti 
o f  U jja in .



Prof.  V. P. Bokil has been well-known for his books on 
Sanskrit Pedagogy. H e has recently come ou t with some new 
Sanskrit plays com posed by him. The K rsna-R ukin in iya  o f  his is 
a N a ta k a  on a trad itiona l them e. In  his S r i Sivavaibhava, he 
brings ou t in five Acts the  greatness o f  S'ivaji by highlighting five 
episodes in  his life.

In his C anakyavijaya  n a taka ,  ViSveSvara V idyabhushana 
K avyatir tha  dram atises the o ld  story o f  Canakya and C andra- 
gupta  and  brings ou t the  form er in his role as a d ispassionate  
fighter for a dharm ic  cause.



A volume o f  R ad io  Talks on K alidasa , 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, N ew  Delhi. T h e  Talks  
here , apart from touching, indirectly, upon the  p o e t ’s dram as 
and d ram atic  genius, include two ta lks  on the  p oe t’s two dram as, 
th e  VikramorvaSiya and  the Sakuntala  ; the  former by the Editor, 
deals also with K alidasa  as a d ram atis t  and the techn ique  o f  
Sanskrit drama.

*  # *= #

T he  P res iden t  o f  the  Sam skrita  R anga  received during the  
year th e  Prize for Sanskrit Research  aw arded annually  by the 
Sahitya A kadem i, th e  N ationa l  A cadem y o f  Letters . T he  prize 
which was awarded by th e  President o f  India, D r .  S. R adha- 
k r ishnan , was for his work B hoja 's Srngara Prakasa on Sanskrit 
Poetics, D ram aturgy and Aesthetics. S tudents  o f  Ind ian  Theatre  
may be interested no t only in the  general theory  o f  the  Rasa  
which has been expounded here a t length  bu t also in  the  long 
chap te r  devoted  to  N a ty a  £as tra  and varieties o f  U parupakas  
and  the  reconstructions o f  a num ber  of  rare  o ld  lost Sanskrit 
play* o f  significance to  the  history of  Sanskrit D ram a.



A P P R E C IA T IO N  O F  T H E  S A M S K R IT A  R A N G A ’S W O R K

A gam adam bara

2-1-1964

The D inam ani Chudar, 1 -3 -6 4  :

. . . .  T he  Sam skrita  R anga produced this play very well 
indeed. D r.  V. R aghavan  who had b rought to light this 10th cen
tury  play from K ashm ir  was the  m ain  p illar o f  th is  p roduction, 
which cam e off a t  the  M useum  Thea tre .  Lovers o f  Sanskrit who 
witnessed it  felt  th a t  they should  have m ore and m ore Sanskrit 
plays.

Tbe Swadesam itran, M adras ,  8 -2 -6 4 :

. . . .  T h is  10th century  play o f  B hatta  Jayanta  o f  K ashm ir 
em phasises unity and tells  th e  great t ru th  to people  caught in the 
sectarian religious controversies th a t  all faiths lead to  the  same 
goal. This has a significance in the  present times also.

The Indian Express, 2 2 -1 -6 4 :

A philosophical d ram a by a 10th century K ashm iri poet 
Jayan ta  B hatta  was to -day  staged by the Sam skrita  Ranga at the 
M useum  Theatre .

The actors did the ir  par t  well, considering the  toughness o f  
the scheme. Special m ention must be m ade o f  Pand it  G opala  
Sarm a ( “  V raddham bhi ”  ) and  K . G anesan ( “  Sankarshana ”  ) 
for effective portrayal o f  the ir  roles.

D r. V. Raghavan  spoke on “ The philosophical and allegorical 
play in Sanskri t” . P ro f .  W arder, Professor o f  Sanskrit, University, 
o f  T o ro n to  said the  intrinsic merit and  charm  o f  the  ancien t plays 
deserved special a ttention. M r. T. K . Shanm ugam , President o f  
the  M adras N a tak a  Sangh, said such rare , superb dram as should 
be presented  in Tamil,



T H E  S A M S K R IT A  R A N G A ,  M A D R A S
S E V E N T H  A N N U A L R E P O R T  

1964-1965

The last A nnual R eport o f  the Samskrita Ranga was presented 
at  th e  Sixth General Body M eeting of the Ranga held a t  the 
Music Academy premises, on 27th May 1965. T he  R eport for 
th e  year ending with 15th N ovem ber 1965 is now presented a t  the  
Seventh Annual Meeting.

Members

D uring this year, Sri R. Aravamuda Aiyangar becam e a Life 
M e m b e r ; Sri V. Krishnaswami, B.Sc., Mrs. Parvati K rishna- 
murti, B. A., Miss. Sita, B. A., M. Litt.,  and Miss. Renuka 
R ajan , B.A., Dip. Lib., became ordinary members.

D onation of Rs. 25/- was given by Sri T. N . G opala  Sarma, 
of Rs. 15/- by Sri D. M. Agrawala and o f Rs. 10/- by Sri A. Ranga- 
nathan.

Production
Sva&ruvijaya (Trium ph o f  the M o th e r - in - la w ) :

O n the Sixth A nnual Day Celebration  held on 17th February, 
1965, Svairuvijaya, a modern  social play in Sanskrit, written as a 
direct reply to the Snusavijaya  o f  Sundarara ja  Kavi o f  Trivandrum, 
staged previously by the  Ranga, was presented  by the Samskrita 
R anga at  the  M useum  Theatre , Egm ore, M adras. W ritten  by 
Sri V. K . Subrahm anya Sastri o f  K um bakonam  and printed in 
1922, the  play depicts how an  unruly daughter-in-law, in alliance 
with a wicked friend, seeks to bring under her dom inance her 
husband  by administering some herbal drug to  him  and to send 
her  parents-in-law away from the hom e. 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. T he  play was well 
received by the  audience which included well-known actors like 
Sri T. K. Shanm ukham  and Sri V. Nagayya, the  la tter  being



th e  chief guest a t th e  function . The occasion was availed for 
felicitating Sri N agayya on his being aw arded th e  title of  Padm asri  
by the G overnm en t o f  India.

T he  following part ic ipa ted  in  the  p l a y : K um . Kanaka, 
K um . R . U sha, Sri T . R. H. Sundaram , Sri K. S. R a jan , 
Kum. K. Sabita R an i,  Pt. S. R a jagopala  Sastrigal, Pt. T .N . G opala  
Sarm a, Sri M. N aras im hachari ,  K um . S. R enuka  Rajan , Smt. M ee
nakshi N a ta ra jan ,  Sri B. K rishnam urthy  and K um . R. Vedavalli.

The enac tion  o f  the  play was preceded by an  inform ative ta lk  
by Dr. V. R aghavan , President o f  the Ranga, on the  wide range 
a nd  them atic  variety o f  the  m odern  Social play in Sanskrit. He 
gave a survey of a large num ber  o f  m odern  social plays, m e n tio n 
ing the central them e o f  each specimen.

On 27th M ay  1965, the Sixth A n n u a l  M eeting o f  the  Sam skrita  
Ranga was held at  the  M usic  A cadem y premises. After Tea and  
the G enera l  Body M eeting, D r.  G eorge A rto la ,  P rofessor of  
Sanskrit University  o f  H aw aii  spoke on H arijlvana MiSra and his 
Short San skrit Plays. This was fo llow ed by a ta lk  on the  Sahrda- 
yananda  o f  the  same H arijivana  M is ra  by D r. V. Raghavan. T he  
texts  o f  these talks have been pr in ted  in Volum e IV  o f  the  
Sam skrita  Ranga Annual.

Special Items
During the  period under  report  Dr. V. R aghavan , President 

o f  the Sam skrita  R anga and  o f  the  M adras  N a tya  Sangh, delivered 
three lecturers on the history, developm ent and technique o f  
Sanskrit d ram a at the  M adras N atya  Sangh for the  students o f  
th e  training course  in Drama. H e gave also a ta lk  on Sanskrit 
D ra m a  to  the students  of  the  N a tiona l  School of  D ram a  at 
New D elhi.

The President gave also help and guidance to  the  following 
scholars in terested  in d ram a who visited M a d r a s : A. C. Scott,  
D irec tor ,  Asian Thea tre  Program , University  o f  Wisconsin, 
M adison , U . S . ; C h. Brysky, Polish Research Scholar; Sri Balwant 
Gargi ; M r. Clifford Jones, U. S. Research Scholar, and 
Dr. (Mrs.) Satyavrat, Delhi University .



S. S. Janaki, one o f  the Secretaries o f  th e  R anga was 
awarded the D octo ra te  degree by the  U niversity  of  M adras  
during  th is  period.

Affiliations

During the  year th e  R anga  con tinued  to  be affiliated to  the 
M adras  N atya  Sangh and  the M usic  Academy, M adras .

Office-Bearers
T he following form ed the Executive C o m m ittee  o f  the  Ranga 

during the  y e a r :

P re s id e n t: D r .  V. Raghavan

V ice -P res id en ts: Sri G . V enkatachalam
Prof.  A. S hanm ukha  M udalia r  
M rs. Ind ira  R am ad o ra i  

Sri M. M. G uruna th  
Sri T. S. R angara jan  

Sri C. S. Sundaram  
K um . S. S. Janaki 
Sri T. K. V enkatesw aran

Sri R. K alidas  •

Prof. P. T h irugnanasam bandham , Sri U . Venka- 
ta k r ish n a  R ao , Sri T. N . G opala  Sarma, 
M rs. K am alam  U nni,  Sri R. R am akrishna  Iyer, 
Sri K .  G anesan , Sri S. R a jagopala  Sastri, 
Sri S. R am an a th an ,  K um . V. R anganayaki, 
K um . E. R. R am a  Bai, Sri E. P. A ravindakshan , 
K um . R. P r iyam vada  and  Sri K. M. A nanta-  
narayanan .

Incomc and Expenditure

D uring  the  year under R ep o r t  the  Sam skrita  Ranga received 
Rs. 182/- by way o f  Subscrip tions and D onations  and Rs. 7.25/- 
by sale o f  publications.

The c h ie f  i tem  o f  expense during the year re la ted  to the  p ro 
d u c tion  Svairuvijaya, for which an am ount o f  Rs. 441.88/- was

Trustees : 

S e c re ta r ie s :

Treasurer : 

M em b ers :



spent. T h e  R anga is thankfu l to the  M adras  N atya  Sangh for its 
aid  for th is  p roduction . The other details o f  Incom e and E xpend i
ture can be seen in th e  A udited  sta tem ent o f  Accoun t for the  year 
under R eport .
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including th e  Ranga p roduction  under their th ea tre  w orkshop 
programme.
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Receipts and Charges S tatem ent for the year ended 

15th November, 1965.

Rs. P. Rs. P.
To  Opening Balance By D r a m a  S tag ing  Expenses 302 52

on 16-11-1964 : S u b sc r ip t io n  to  M u s ic
00C a sh  on  h a n d 10 38 Academ y an d  N a ty a  Sangh 60

P u n j a b  N a t io n a l  B ank P r in t in g  and  S ta t io n e ry 32 00
L td . ,  M ad ras  

U n i ted  C om m erc ia l  B ank
32 04 M ee tin g  Expenses 18 47

C onveyance 79 40
L td . ,  M a d ras  4 : P o s tag e 29 34

S. B. A ccoun t  N o.  I 90 80 B a n k  charges 0 75
do .  II 1,323 73 P o o ja  expenses 9 59

Subscr ip t ions  co llec ted 132 00 Closing Balances (15-11-65):
50D o n a t io n s  received 455 50 C a sh  on  h a n d 4

S a le  o f  P u b l ic a t io n s 7 25 P u n ja b  N a t io n a l  B ank
04In te re s t  rece ived 49 63 L td . ,  S. B. A ccount 

U n i te d  C o m m e rc ia l  B an k
32

L td . ,  M a d ras -4 ;
42S. B. A ccoun t  N o .  I 163

d o .  I I 1,369 30

2,101 33 2,101 33

GOVERNMENT GRANT ACCOUNT

To In te re s t  r ece ip ts  45 57
Opening Balance (16-11-64)
U n i t e d  C o m m e rc ia l  B ank 

L td . ,  M a d r a s :
S. B. A ccoun t  N o .  I I  1,323 73 

1,369 30

By Closing Balance :
(15-11-65)

U n i te d  C o m m erc ia l  B a n k  - 
L td . ,  M adras-4  1,369 30

1,369 30

V. Raghavan S. S. Janaki S. S. Janaki
President. C . S. Sundaram Treasurer.

Secretaries.

Verified a n d  fo u n d  correc t.

(S. Venkatram & Co.)
Chartered A ccountants.

6th August  1966.

/s


