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Some Observations on the Manuscripts
of the Natyasastra and Performance
Traditions

Radhavallabh Tripathi

The Natyasastra of Bharatamuni has been extensively
quoted in several works, Many other works written after the
Natyasastra though lost, but have been quoted by other
authors. The compilation of all such excerpts from the
Natyasastra and from these lost works may not only reveal
some significant variants in the readings of the Natyasastra,
but may also bring out undiscovered facets of Indian
traditions of performing arts.

One attempt to compile the excerpts quoted in the
commentaries of Sanskrit dramas and works on dramaturgy
was initiated by Kalidasa Akademi at Ujjain about twenty years
ago and an Uddharanakosa was compiled by Dr. Jagdish
Sharma, Dr. Balkrishna Shrama and Miss Ajita Trivedi under
the supervision of Pt. Bachchulal Awasthi. This compilation
is yet to be published.

There are a number of significant omissions in
Uddharanakosa. It does not refer to several important
sources. The Madanaprabodhini or Sukasarika manuscripts
in Bhandarkar Oriental Research Institute (BORI), presents
an extensive discussion on Musicology and therein it
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reproduces seventy two karikas mostly from the Natyasastra
and from various other texts. Different readings in these
karikas are worth to be considered. Natyapradipa by
Sundaramisra or Sundararajakavi is another work, which
profusely reproduces the karikas from the Natyasastra.

An attempt to reconstruct the lost Sanskrit texts related
to Natyasastra—tradition was made by me under the research
project “Restoration of the lost works related to the
Natyasastra.” The work done under the project has been
published in book-form. The project tended to conjure the
excerpts of the following works and restore their texts to
the possible extant Natyasastravyakhyana of Matrgupta
Vasantarajiya by Kumaragiri, Kohaliyanatyasastra, Natya-
vartika by Srtharsa Hrdayadarpana by Bhattanayaka, and
references to the views of Udbhata, Kirtidhara, Tikakara,
Rahula, Lollata and Sankuka were also noted, and a
manuscript of the work Sabhayam Nataka-pathana-sravenariti
by anonymous author has also been published as a part of
this study. Fourteen Sanskrit texts related to Natyasastra and
Alamkarasastra as well as eight commentaries on Sanskrit
plays along with Sarvamkasa of Mallinatha (on Sisupalavadha)
were used as source material for the study.

However, there are many other works and authors waiting
for their possible resurrection. The following works related
to Natyasastra are often quoted or mentioned by the
commentators and a sizable portion from them might be
recovered if carefully reconstructed out of the excerpts
reproduced in the commentaries—

(i)  Sarasvatalamkara—quoted by Mallinatha in his
commentary on Meghaduta, Raghuvamsa and
Kumarasambhava a number of times.

(ii)  Rasaratnakara—quoted by Mallinatha four times in
his commentary on Meghaduta.

(iii) Rasakara—quoted by Mallinatha thrice in his
commentary on Meghaduta.

(iv) Devapani’s commentary on Dasarupaka—aquoted by
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the author of Prakasika.

(v) Jyotirsvara—quoted by the author of Prakasika on
Vikramorvasiya

(vi)  Badarayana—quoted in Konesvari on Vikramorvasiya.

(vii)  Kohala—quoted thrice in Konesvari in Natakalaksana-
ratnakosa and other works.

(viii)  Natyavartika of Sriharsa—quoted by Abhinavagupta
and Sagaranandin

(ix)  Natyalocana—quoted by the author of Prakasika on
Vikramorvasiya.

(x)  Sangitakalpataru—quoted by the author of Prakasika
on Vikramorvasiya and in Arthadyotanika of
Raghavabhatta.

(xi) Matangatika—quoted in Konesvari

(xii) Rajakandarpa—quoted by Mallinatha thrice in his
commentary on Kumarasambkava in connection with
the definition of Karanas.

(xiii) Samgitasarvasva—quoted in Arthadyotanika of
Raghavabhatta.

(xiv)  Natyapradipa—quoted twice in Arthadyotanika of
Raghavabhatta.

(xv) Adibharata—quoted in  Arthadyotanika of
Raghavabhatta. A work named Natyasarvasvadipika
edited. by Pt. Rudradeva Tripathi is claimed to be
the actual Adibharata. The claim is doubtful.

Some portions of original works or commentaries of
Udbhata (his work on Natyasastra), Lollata, Samkuka,
Bhattyantra Vindhyavasi Drauhini Bharatavrddha can also
be retrieved in the same way.

Kavyakautuka of Bhattatauta was a magnum opus, which
has been cited or referred by Abhinavagupta a number of
times. An attempt for its reconstruction was made by the
editors of Sagarikain vol. XXII.1. This work also needs careful
study from the point of view of performance traditions.
Compilation of various excerpts of these authors and their
works may reveal various facets of traditions in performing
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arts. Natyalocana—quoted by the author of Prakasika on
Vikramorvasiya gives a very vivid definition of Nandi summing
up the whole concept of Nandi in Bharata’s tradition—

RIS TfeRal 9 IRM: g aegt
e TeEEfHyfeel Ai™ gerssta: |
geigiemty: vy ghgrefafifia

[ GEfEAT = S A<ifa garm |

Prakasika also quotes JyotiriSvara on the practice of

Parvaranga

AR WA Peoll TR YHH(d: |
TAYR: TS| TeAH Arsa: || (foasraeEsia, go 15)

The problem of two recessions of the Natyasastra was first
raised by Ramakrishna Kavi in the preface of the first volume
of his edition. The scholars who edited the volumes after
him disagreed with him. The problem however needs further
scrutiny in the light of two parallel readings of definitions of
thirty six laksanas in the sixteenth chapter (termed as
Anustuppatha and Upajalipatha and the two traditions
holding eight rasas and nine rasas.

Performance traditions as revealed in commentaries on
Sanskrit Plays, like Prakasika and Konesrari on Vikramorvasiya,
Abhijnanasakuntalacarca, Dinmatradarsini, etc. also require
further studies. The detailed discussion on staging the scene
of Dusyanta chasing the deer in the first act of Sakuntala in
Abhijnianasakuntalacarca or Raghavabhatta identifying hastas
and Karanas in the performance of Sakuntila—have been
discussed by me and other scholars. There are several other
passages in various commentaries, which need to be studied
from the point of view of performance and theatric
traditions. For example Prakasika on Vikramorvasiya of
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Kalidasa says on d: HfeRIMT®E: in the first act—

Fafaq Tq: TfeTREuAauoa  9e:| | AR
TEAIEREA: | 94: TYfaa I Yow e w3
RICE TRl R RS RS (SR BN B DTS EA N MR TR
TR | 3T J A e Tl ST Fo: |

fospHEsE, o 27

The author of Prakasika is either misunderstanding the
tradition, (because entry by tossing aside the curtain when
there is some chaos or some emergence is prescribed), or
he is referring to an alternative in the performance of
Vikramorvasiya. Again, Prakasika gives an important note on
the tradition of Jarjara, according to which Indra’s Staff
sakradhvaja was renamed as Jarjara by ancient masters
(Vikramorvasiya p. 15)

Explaining the term nepathya, Prakasika provides three
interpretations - (i) it is a synonym for the curtain, it is the
place behind the curtain used by the actors for make up
(iii) it is stage proper. (Vikramorvasiya, p. 15)
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3. Though no two of them taken at random fully coincide in their
readings, an examination of all of them convinces us that there are
two recessions of the text. . .. A recension seems to be of later origin,
closely fostered by the Sphota School of Kashmir critics to which
Abhinavagupta and his preceptor Tota, Utpaladeva and
Bhattenduraja belong.

The earlier recession, which we call B seems to have been followed
by the Mimamsa and Nyaya schools of literary critics represented by
Sankuka and his predecessors, Lollata, Udbhata etc. GOS,
Natyasastra, Vol. I, Introduction p. 65.

TS & G&T & @ ¢ 1. FRIGER 2, Seid G@ aHf
TR S A TS W oT) YW W W ot TRy IS
Ft 3R ficla § Syl i1 SUSfd W # SARFaE 3 SRy Wl
1 ot ST foran | U AT PR W H € ST Y B | foaar
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T SR eafetad wiid § off gerae § gy WeR € rfs 7
H foerdt €1 Ui AR St SIRFEE 3 98 Hed g ST
TE H SH TR FH IS TR Fed I

Y WS H THIFAET T g1 TeId WO W uRfefort
fagemmn § sifga €1 <7 To 01 +ff W I UH-TH W @ ERf
. YEERfgeel, TeINE, 9. 15.17 (2005, WRAE SwA AT
HEAM)

Asforfn. 3

S | N I R CIN G CINE R B B2 | N A EC RN SRR | B IS G
YHATARE: |

HIRAY:, NIRRT, 7. 2 |

Now, the present editors also have decided to revise the text in the
light of the new material indicated above [transcript from Beer Li-
brary Kathmandu, Nepal] and have endeavored to incorporate ei-
ther in the text or in the critical apparatus—all the variants found in
the new material.

R.I. Nanavti in his Foreword to Vol. II, revised edition, 2001.
Manmohan Ghosh . The Natyasastra Vol. I (Text) I-XXVII, Manisha
Granthalaya, Calcutta, 1967, Vol. II (Text) XXVIIXXXVI, Asiatic
Society Calcutta, 1956.

gy, e, 9. 799, . YayEE fgad, fmen

AR AR ARG |

qeIiiTass SRS 1|

As quoted by S.K. De, HSP Vol. I, p. 32.

FHeqadiad® Which really proved the existence of a Kalpalata in
recovering the bulk of Abhinavabharati Text on HIAEA™ | GOS,
Natyasastra, Vol. I, Introduction p. 6, Dr. K. Krishna Moorthy.
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goFafea@g |l Hisicad (1010-1055 a.p.) Wuftar: agwﬂﬁr
Trafgmren:, A 9 TRE TR TR | AT YRIHRRio:
g TRl fagem: sTeware o add, 7 fafaummareiataTd:
e oA AR 3 Saeifyar: 9f<| I yer s shad
TRATIAETREl SISl Hiae Haud: STered |

W AATETI R

WA AR TR0 a9 Sehareaara ffaen:
THITNAT: Wafd,-aved, A TYhiafd, T I, -ed afd | T
T wgta-Ta-farafa=ne-wenfefy: gwfaar: TeTwn:
ARG FANT el | qa: TRATT o FhI: AN : | T
Frermfaein: TRAHRTRAR SRR | STgwhEfagiRy yaiReTg
TEHE | TR il AReTerl SREUsAr-T Uagl aeeeral
AR forafaaTear 9 | IRgd SaIvg IS IEhYshTuR-
Hey Afesh QRIS qord Aifeen wfarforafa sifyeerTare wd
[ A gfawifa ! SS9 STTAY MR Aq-SUIE IR HIG. AT
T YRAGHR, O T HEIRRIeH TSI s i) d: 9
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FEToETsRIT SRSt formial T SRR SRE T Javere-Jaehe-
TR e - T4 T VR qeh = ek TR I - Fao Tt |
SRR : STAGEIR TLAA T TG AEHAURCTDII—
TR MY Hife - SUUNTeary =1 foemr Sy | Jeraen
3T TURIH NIRRT~ TSRRGRI Il Heehaed e -
T N | STEYRIS o TAGNTHAR AETIHRT: Tai, A
FIRIIAYHHE FESHE HHRUAM! Te3 Feferdr: ST, =g
YA Gy 31 HEag JAE=iferan: S |

02 o aftrey

ITEYS TH TYHET GHIY ST 312 R ushawag aamei,
R agueHredl quiaar uferford amfq) agef a5 gere
WHAIETHTH ¥ WG| TIHY I YNSRI,
TREEThY  qefq-Rerawarmiy wfisommdq) sgswontra
IqEeRoTEY R i se, g aemgaes T Stae) 9
Hfgweuor Ty fawr W | IgHREa TR -

“ A A wigd: HAfEfd 0 0 0 ISR g
PRGN IHTIE: ' qde ST - e-3fos-
FATRA- T -9y fafausmasuson mif gea= |
STEYHUMIRCIRT  HUE  AR=ausron T aen-fes,
gifead, socieewy, f5udt, weuacct, T, Sfeaafients | fagmeagg
STICUTETITY U FRETRS Teh-FRI0TE FIfoR <
¥ TR YU ST | AW AN SR AT SR
YA gE1 SRR FT: h: S Sieisieen | TERUh THGIIHR
CIEIETHI GRS IRTTE STfEer sisea yarTam aui-ehiaed
FHtUEYRESY §E W 9 9, Iq WA Ry wigd add |
HAHAT YR FAhfasioar: w@Wied ITRH- e fis-areay
TARIORETHITOT TG STt | ot Yea(qe) - Jeruaer: a9
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N&T-(TW)-Ya 9 24 O

FTUHE-12 e SUETHY -12
(SRR (RIS )
1. ARHY 1. gfifeaq
2. YRIU, 2. gfHface
3. M 3. WEIEY

4. 4. Y

5. GHIHR: 5. SURRY

6. fem: 6. TfUTeRT

7. Sqfetg: 7. Tt

8. WU 8. TeIEHH
9. WEETH 9. TR
10. dteft 10.  &UHH
1. ekt 1. =

12. Hgeh: 12, TEHY

TR sftelSieas ANeHMAfa fawa: gaee oedd | of: a3
JUETH EUHN o Huroa [TREASH fored Tars wawd: e
T | T WS agq—

(1) ez

(2) BT - THH-ATEHHAT

(3) O Tuft-STforehT- SRy |
Tfew-Yh-ami:

TITAIIERY SYETHHRE o SueeIEl: Uk wafdl 1d:
‘ot e’ 3t @ <ufauMiE SR @ISR TRt |
FUHTEH AETE HIsl foT SRl qeregese el srargesf |
YOI SAGEEIHTN SIS WP o 3B iehEgs d
AT THSAGAR | T H UG T TTHUGEYV Hiedd: | Faq—

“yerage ffay: Yea: gorg ) TERREE: Y81 |: TRHIRE
TYEUaYRRl Hafad— e T, AR 37 | SHm: 1"
TR TTCHTIRTON T SR skt IR | STeeiichehRuNaRi
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Tq— T I8 i AEH FhTOIH = STARAEA i
ST | ST IR - S YeRTaeIeh - hIATT - (AR ) ~AeIgyul-
Aifecagdur-gyfauray werfore afrar | fasuyeriiagor feskan @
RO R | TORCTHRIGTUShRY e : Tfehl-ehud! SRaaw
T9a | e famd Airveereme: SFa@: e JeRoifae
erafa | ey e Tided FeRivren UM | SRIETYshy |
g TR | SoETs Oghed THeaElsfy T | Peeas e
W T8 Tl Frefmsimeaem fFg 9o dgh: aeg fim
T | RS Ifeha T8 qIesh Arerafd |
9 TG ASg e FHaar| ST HghASRuEI
FRAS ST, TN : TG ATHR: TRIE: e AU |
Ty RS- THES-TUreg- e S STHIe-HRR - -<q i S |

TeAl TR TSI Jafd | JeTyerefe Sefrequl, SeRErE
Freqs w0 ufeh-greredl: W odd | g qUEuehHI Sgel A
TAFA |, A FITTan Foiee: rgTarg aeard | STFeReT:
P YRUET: STAN W | STSTRIAVAYTS YR
FAHEAR VRS : SgY Y JERIh N vaHEet |

IR THEg: SRR ai=asy Siee Sweyehmn
e AR JAERH | TN FHH- (W) -favm wgw wResa
et WOl 9 FrEwr, STRYRH W ‘T SEE STIgRITTR
TRITORIT | TR HITIhIRIERRUT SR 2 QURETehITOT TRl
JasiEaria, g T a9 aeont, STRIen a1 eS|
AerEqEgaRo Afafsr 7 Tocus-feus- Seeireen-HieeTehl-
Heuded]- STt afaart, A At fagmes =
I ! A | ARTARGH! AChASURCTRIN: el STayehre
Wifecaedul SFER | TEEUT Seea Hieieal Afeshage = At
TIHEETS: THARR FHadH |
FEAT RSS! 3

JEfaRfaa-aeaiae [@asy seaius s au 3|
FHHATARFAET TR SEsn M w8 Jafd | g Maq, g5
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T A | T TRFE Igdsg [: Toeliuhs quH @ | aF
FHifeEaERH Tha Td ' geeiies yenreia’’ sfa fdensfa | 3wam
TR YAEY G I | TSITIRY TR GRS Fe—

THUEAT A G geeEeeg qoig: |

TR YW @] Ny qak: i

(Y¥. 11 Y. 468)

Frorede RS gdefd TeIgUueR:, SR e S
g rfa-

WU § I Soclahiia S

WA { O g e g9 gi:in

VRS- farsamer: Tt gt it war | 316 Teciiase afeed
w9 T T W | AR : THIg-5ag g, JafanRia-agd, Tetaq
TGS T Tago soaiias w@imdid | fasameg qafdsuafs
I | ST R 9 aftld T9: THe a1 SoeamaHN
|

I TF i amSe—
RS EglRED
Fi g Me: Tt A -1
e WE ©ffol e A R 7-10
Haar: fe: Jaf

F: THAT AT § A A /

TEEILRY ool HATH: T§ THhema T |

YIRTERIERY fafimEdaen wRiE Tecives qHuTEE e
" dfee TociaeRia deeraiaRINga U8 Tared | 39 it sieraRae
IS IUGE Wafd| T GIEER e My wy fafewen
Tafa', fediaeem ‘wfaee wuRk fafreaeedn @t om
THGHI A — R THY JafeTd Sociieh Wi : CAIRah/Aeeh/ -S40
TREfGa | R T Tohed: 99 TohRI: HEY THe STEuHe
frfeq ferfoaq ofafid &4 woq sofice Toveas soias
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FACTNaSH Aag fgun favem)
(1) T SAETg-FHaFeRTEAT wq 3= T7: Fraffe afiffed
(INEEI-fasaean:) 9|
(2) o7 fawfad TONR: WYRUSHY IR A AUSATHR
T
FERIfgheeyu Rafdd aq f:sewfa aq sectiemiata ag e |

ST P RAHTRI - SR USTHIU -SRI R - AT
Areaedu-Hifgagdu-gfau-ay  Foc s - TaHHACI TS -
T - T RS- SUE I fauTeH Qo faSieshamarmanemRer wafd,
fopg EARE g foregaia aq wawi AfaeamieEn Samar Sifeehan
TFad 3fal gy W T- AT - g AT AT TSR T
forerafal
VT SO - et s

AT IfOR-Siftaenfa 0T e 9e: AR Fma:
Eifefa TreTvreTeE Tgaieay TfHaTREn TE | HI-Sifteena:
NS 3 weilia: | age fema: SR oF (hIEeed) A
TRuToTfcreRT: SHTfReRT: IQYAT:, T HIURRRET: A9 o1 A0 o T A |

faegaudai avia Sreadwa:|

Tdat O IO TG GARgataa: il

(. w-1, 9. 187)

TR YeuEERTERe fafaate - ¢ aey -
aRaaugsaaal’’

3T TdRIYAIRAl: WIS GHAR AL | FAT ST AEH,
TERUTY, FeRTOR ST, qdd WO Wt/ ifoRR Safa ergEE |
e fod wolieen e feRol ody s 9ee Fref:
HIGRT: TEATRRASTY A= | TAYHRN 37 FHIRGHMNN: TR A0
Al A2 17 IR T HISQew | TEfT waq - Tl Heed
FIRH: T, A - ARG | T HIRHASTHS
R: -
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(i) Thue: Jge omor: iR s |
(ii) iU Sfaae-marEE wafd |
(iii) FYRHIG- T STEIHTIqUUeT WER e, S -
e Jfeawa |
(iv) T IH-H0 HRINGTR TN afd, STk A0 |
(v) g aify frad frea ) gerfaw:, steanfermpfona: |
(vi) STETH-U0 SGa-cifera- et ey a5 geRuia:
TR |
(vii) - R e, T iawe auH SRl
A |
(viii) STEIH-AOET FERE (Sfud:) e swafa
(ix) T JFRE:, IT€ISH § A |
(x) 39T AEAgH &: (IREEA:)
T ATTOEHTA T HIeH TBHS: TE THEG-TOraGEal Rl
9~
e sfefaf] @t (W) FomafiavieEe)
gguRa: wEmg wmisty fg wiforemr e
e ded Tl fenfsarafiad AreaadurrR: greif | TarEmE
Tliepfafy: - iforwar: Afies T w0 wag-
3EHG WI0T: F: T FEAR IR -
A g EIHI: STEYRIRIA add |
g |
SHaERfEa: |
HEhaA AfGRATSIiNg YRiag I : |
et e, §: T8 SMigh: T8 TGSy ga-Tgivl- fomae:
fafaer swafa
6. Taa-wmor Taa: 9w wferan: Sga o1 wghfa fgfaen: waf<
7. FRITAeAE SUHTEHE TSaAH!, Y TRHUE 7o |
VRSTATI-ARRACGST A0 ORI SToRITETes S T,
AR T R | AR EIEHEyE dq R
Ta Tiaad, (9. 262) | TEHARIRTDIR HOTaToHaH - Tohig

vt A W N -
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forefaguardtedista wfem’” (3. 302) | SAFR-TARARSA o “TfowR
TRYE igped:, fasama: Wit TRyEN A Wi |
TEACTAIGTEHRE] IV SHYe W | SRR fysaeagane sufresi
werafa-* a1e fvreHT, SIRATIEH, Germaeasifiyd, ThTg, hiehIRa -
FRAGYAT FRge |, Fg-Hwedrl’! (AT, Y. 302) |

T Sl wifvreR = T fgfaen sTerEwrREq) o
AT HATRIRTSTH, TTosTd-af ey Ured - oft T,
S STl ST | 7 Srwalt SforeRrn: Teie f, Feaged
A | ST T S-S - TUTES - TSy o= add, a3
SRS-denI T : T TfoRerE RehT St | TS Srvlt IfvrehTa | ferar
I IfOTRT: YA Sl | SRS T e Sneite wiftee
(emiforeRT) wufaen @A ween fid dereRIe 9 yeEfal R
Wafd: Fare- fa g -y : ARSI S
ISR HTHKAAT: SR TR RE JSIf1 Sea: A&urHe
ITHTAUET qAefaf=r, hfaq URe" §8 W T o haraq
“Srsdg wiftes'! g wigar W@

VRS 39 SHEIs T Srwit-wiftrerar: Tned geemfy 3 T |
TRl TYUYERT:, Ao 3a: fagwmeg wafa | Jweata St
iftrerr weifEar sfa Fafag e |

TRAIAISTIIR SIS YERURRRA e : g qga-el
e, A RA-Plea e - : T8 TR - fasae-
HIRAR-RAAH, STEmEio TR SaeEfd | o 9 S
HRATITSTIRFIRIET . TR A A | TS0 STRE YIS IhTuH g
TR TN wEsrEres wiha foem)

e D

1. FEUHEE YERUHRE oo, TR, FH. s
wfearer, afearaeddt, T, ¥4, 20011

2. TUEURH, ¥oSd:, MUEHMIRYgUeE, |, 18971

3. IS, Wd:, HAART 6. TTHSUR- 19431
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O 00 N O »n

JGRIGM:, Aoed:, ¥, IgAiEard, Tg, 1-4 9 74,
1963 |
TERI:, TAEGYUE, M. G, 19291
g, Srawn |, =g, 19681
YRR, IRz, TMEh €, 19301
TENAGRICTRIRT:, ARRAST, To. &Y. qEer, T 19601
AT GRI:, THECANIIS!, HEHAUIREG, AR
HIATIT, THES:, W@ qe Herskorer, g, fada
1964 |

et
T (GHfEeRT) 53-54, (2006) TG, THI. TUECAURTE,

IR, GERdaHT:, wmu

FUH qG1 STEIH i T, W?ﬁ'{[ﬁ A 54 9. 11
TIell, YETANTISt, e~ 54, 9. 26-38 |
Characteristic feature of the Sattaka form of Drama:
Chintaharan Chakravarti, I.H.Q. 7, pp. 169-73
Dasarupaka, A Note on the Name, Raghavan V.J.O.
Madaras, 7, pp. 277.

On the Uparupakas called Dombika Sidgaka, Bhayani,
H.C. Vidya, 12.1, Jan. 1969.
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5
& TGHA il STIAE e

IREe T fas

Rt off og & Sifa T o1 VY Y& ST TSI ST8H TR B
T f-aft & 77 STgER o e, e T s 2 @ TR Swe
IR, IHH THE 0T HT YA B A ] | TG-S B S
FRmEeR-=ewe, SIFee, UM Th o & 0 ¥ I8
foferer srgi-surgt & foram 3 werafer =t foram e @ v 81 At
Tt ot sgEtes I g8 7 fon ol Bt o orand fag @1 W €1 Rl
fefen & e gewd @ Wi s ®1 EEE & g § A et
W T 7% e 2 ¢ foF—

s & § W i s

T qAISY SEAR: ANFAEHIRG: |

I TIUVARRY YW < &unq

eEs F AE SN S ® R tgEe w8 9me s

Qifehen TRREF-TTEA Tél Yogd T e GRS €, =igwhg € R
ft SRS T IR H e T SARTEIHR GEAar Sahd
T H g T et 1 S oY 7Y ¥ 99 IS0 € ST SHH TN
Sfeet SEF TS gel T §, oFud 9 T@WE % Al e
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Mo TeY T6 Wewd ) T Y 9fd © S 19 o 99, e
w1 snfasiifter T 4 @ € A g ®9 A HRRsSHIeS TE Bl 8—
ST § 59 TGUSISA I ST Ak Toreor fireran | SR ik
i gn frdt S8 & Teel TN N § 9 SH YR TR de
T e frer-fome o € a9 St sien & W R §
F & W (vgw) 3¢ # g wifve s ‘adafis’ S—
TERGSTR 9 9gw qreafviey)

oraietl S W R X SR TG St WoHT R €1 <l g
o TEY HAET Fo & g i B € 1 At i § v o6 Jmtar
Td el T B &1 IS ST i g & We @ ¥@ U
BT T g ¥ Jafdw 9 quves T W ot § ) Sad ST
et 1 giE A 7o & eTepd O € | ST o W Wy
WA T H, 39 Wi Feel & Yhed | @ € et |
gfaenfaa & a1’

o 3 e foeme =R 3R | &, gefEa e deR ugH eattis
¥ (FTeR) 1 fomiur foren - o ST Herqul aed § | 9! A
T for e o ST, Tgd =R ) 0 friferaiesg dieen 3%
?1 3H AT W YIS, WHAE o T, T90E 1 SR a1
ST 1 TS TR TG R

TGA: TE A T | g Whar ¥ 3 T TR = @ R
WIS NI Heleare Frae o forn | e W Heremhi 6 Wged B
-9 Harg (10.108), SR-SRIUI-gumRidsare (10.86),
favafas-wfda (3.33), q&@E-3d9iEag (10.95), q
SRR (1.169) 3TfE 3T Falls Y& Foag # MM g
T & TR, SITRyel, e, STl SMfE 3We UEl % UHEd
(soliloquy) HIRRTE &, STHRIMIASCR & SfF-Tegfe e tean
‘ST TR A S

T YR, Faleaw W Fas ¥ R R S 3fea @ 1 wmeR
T Tt I T qe Wy ST % e e @ R
37q: TMIIE H M Sl ¥ e § o

I9ae N * SIRFE-ara’ o oI, STTd: SFAY W W Bl ¥ g
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UG T B 1 T HHRITS H ITHA hl USRI ST KA TSl
21 TRITE ) TR-aR Fe-3T0wed &, Fe Aftewet @ wwe
feamell o wcer, SWUR-gEell W TRefda wl— dhel TR &
e, ST, Wiee @ SRR SR a9 i geaifagen franet #
F TS | 3% S Ay WA B PemER R
T W U Y S1gdae W | T 9 YT S § | R
T ke THerel Sl €1 IS o1 STE-Her Tqaed W forn T R
i * ST’ S #1 ik a HeA— O & W
ST B T
e 1 Yo 9o SRR ot wEd §1 Yo i W ‘@
B S ‘e’ S N TeE & oA & ®9 § faf¥a fn e
TR, IEgET U UouH FeIaE WS g P
Yo TR (creative process) & 8 3He ‘Hehed' Bl
2 T I ST G’ At | ST i Tehed TN A1 2 =R W
TR E—
weinel v 9 QY SEIe)
viesaava A SdeHIgeRE|
wAvreAdEEE  gefeTyadR|
Teared v A e e
ST o Teheql W & ST Tereteru) ey Geaw 1 il € | 9gat
gy & o T B & B €1 TS H Gl il TE Tehed oft
iy Te g S o1 | Iy ST AIeIaR S T T St AT, SHeht
forgfcr, STt TRIOET— W S HgTd I gordl | ST fowe i
T T AAEER ST H SRR |
IO W S AT 3T T 3T T HR0 R, TEHF W IARA |
Ted SR N IR 3 B Ry fee
T W W, TEIeThR U fafem foheg OeT q29 wegad a &1 Sk
J I8 TETaE 39 <@ Tl U T faam o ey o o o fea s
o, foemy, wiew T fasm 3 T | ges i S adt
Tiferer o €, e wa gy U, e e HH o SRy SEeh SN
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T, TS T 7 9 WEd § FE—

FAHT W | S I TSI
T W ITRA B s |
WSH TR I W gRO aei)
— e, 121-23
IS % 1 <Al l, AETAR & T, TRV, T T4 TN (W), =R
i remd s s o RRE % T e § 7 URgd € AR A&
e €
T I IE Ieoid, IHEh! TAM-T Fl T | T Hewaqut
%1 SRR, Sve-foerd T tved 3 g8 2 P 3% oo
e orEwd A § e TR S quteE il @ wee dr W
% | soew Tifeard =€) ® fon e R w1 TRRGH TE | 98 ot
G, Fegaed gl SATEEEes wE B | SIegidg ghg i’
T SElT (YFUR) W ST AiGHMIUS, TUEHIEd St TeIwed o 59
Ieorg S YHIO WA ST el R
T TR, TN H <a-ae 1 T, Sifug smi-aeie &
g T g frelt St 21
3T =0 H e SR S § R §7% 510 <9 1 SRR- 3T S
R e STSEeE 3 g3 oI @ R ¥ 39 Teusg @ o 9 g
Al HoF
e sRa 7o wfveed Ty T G B Aeafaen ¥, S Anga
T STFER ST i goh, = H URgd I § | e o8 R, et
Td SRR TR T T Th T (HE) T3% % & | 58 Fam
% o1 o e Yhl § SWAH RN T JOMH T SO AR Fohe i
(TREa: T Y S SIfma off g 1)
T JEE 3 T YRR TETAn 3 SREg S s 3K
Fe— * et 1 ot TR Y T SR T oft el R % 5
Y T GAI A U WA BRI Gl G 1 90w 59 TR
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Y
JIE W GOe: PREWY A
T T g6 T ol fmem
W wrefilEa: wgevE W gl
Q@i Wi T i SRS
ARl TAMTEfshATfcHeT |
P TR PEFREEE
W ToR: WY W Serga|
— I, 142-46

79 Tt & o ® fF o wa & enfe-mem T BRI =
AT &t o e T s T € 9w v ger ¥ frfed
THH RO A1 FAN H SUE e AR G @ e e
F IS HE W T

FYE I 1 oI B € & T Rl ¥ S IR aen
(- STgreaer) T sTger (fafersr Jomsr) =1 agua | olk
3 e JoTIH A Ve T € |3 e STgeed €| ek SRa o eH A
T W G g0 & wefed R T A Heid: SuH Helkega AR,
JIRIR RIS q Wl Froal & T i & Gehl|

T WA I 3T AW T B A o Sred &1 IR W R
TR o, T H e (f) Sfeanon & o wewEd g
J el W A g qd o oRd W, S% WeH fRanl A
ST <fi— wrgelt, G, Tl e, S, Socw, JerR,
TSR, WX, e, g, 7T, YRl To hetl (24 STE) |

S H TEet § e e’ € U © frwe afom
afe) & W g §1 S WM Y W e yo F

WA TR 7 STEst & e € e, TEITan i Qrgiarg o
% fed, Q fomen i weam fae—

(%) awed & fo sl wfea w=nfa
(@) T g TRG TH ek T
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3T T IS (S YRAgH, STERE, 5% TS M) HeAhE &
WY TG WA Th 9K F: 301 TN YS¥a i og FaH TRIM &
Tre Suftgd B &P

e H affi TgeRdt i 98 ey e < § o emeE
(stage craft) & IR Yg@ TF =

1. I (acting)

2. 9RE< (orchestra)

3. & W (dance and)

4. T (singing)

T § fm A T I T g g dreites’ o ¢ —
T o armg Afregfags st 9 St $ TEE W T
T WE: GHed © a9l Thye-aTed €| 31 ST, ST Td e b
gﬁm (Wayang), g (Gong) a€Q @Fﬂ?{ (Legong) R8T STl

|

TN N N WA Y wE— AT 39 9 oS §F
 ereTRee Wit @1 § 1 3 S Ul ASTYAN T SR T
=

TEFE VAR Y SyRe:|
I wewE: i WREE Yaad |
FAGHE AR TeTET: TFeIar|

T WM H /AN (theme) a9 ¥ affq ¥ Wyeq: 9
TRfeercad HTHe JANT o S SeaoTieiedd & STadR W i goll|
T& AN STgY TE Tl & (Sohge) faem e | weE
el # T ¥ mfvea an

= TR ¥ 9 TN H Heged ST 3 g% STergue fafe A
H TTARYT H TR SH HAMH H TR T&ga wan Fores
o sl g S T 31 T8 I (ST B S hRO) W
(TRYTE) ad foEm (YaEE) ¥ ik ff, @9 € We 867 Y w
IS @ ¥ I 4

Faght a8 @ fr FRIfc T IO 36 TN I 9@ FOIRGE °
33 R T ¥ EE WA qd S () T TRafe & e
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ﬁ-q-[_
T RIS <an: WERTARaf: |
WEGEEN: WalgRuntT Azl
WeRg W Wh! SAF, W =S gl
T FeEd 9T YFR oI
gived fa: Rfs ageismaa =
faey: féeme 9@ W gHE A
Aere Yol o ¥ s
A A JTEET T |
i Seefusdiar TSRS |
Sioidwifear waM WH ¥ 9 a9
yegHgavave el sg

. 1.58-63

TR % 3 URIfRR S8  onelt 1 T Te SR e §— T we
TE= | g ‘e WE Wi’ A QA R ot eHigse & Ao oy
21 st ot € € ol s WA of B € R

WA & TTeTHAT § forst-amen, T $t HUeRg w o S gl
‘TEfaSTEEE TR 39 WA H <l W Seraet i fase v @
off| Gom: <, SFE, G AT WINE, IEEAT 6 KR A
o B 33 3R o & g T Thye S I TN S T YR o
7e e o Y | RS R B TE—

“Ieafireeme TeTRaerRaaR "

e et SR ATl o YR TR 3T 3 T S, ST B e
et SIS i ol e (aTeeR) S Y T e o T
it =8 B T 3R 3 Wl <ok o ohl 7 el e b GuR 0 o, Sweh
HETHh Wied, TREE gFe N ST, U U e o fea | S g 9
AR faesg-wr Togy R ST @1 ar oTut STyl vk W)

LS T 1 W1 SR | TR g 3 ® Toh e See-vee Hae
T R €2 SE-Ted W W @ T GIR 1 o e 9y gfoea @
33 B STovE § FD T W W R O & 9 A AR B
G YR R, S vy IRl 3R fasi I fo gen @ f
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F A1, TG TR Tl 7 33 T GG J U LTS B (STEE
) a1 foran iR S ‘SR’ Y de-die W, TS & - Shg
Ty g =1 STemw o | R H & e S R Al el
% g & g 3 fast oft AR B—

FgqE g aﬂuﬁﬁw e W )

- & 169-70
g qA I EOHeREd Hl WIS, Wy o FRA e yeRw
(3FF-T) & M@ | T 3% A 3H Y fastrd El B de
RN R o | o SRt Wt St uif S9 ‘et 7 € e @1 T
3R 7 ‘o9’ & € THF STHE-YER S T
TorsToren STg oh STeiighd o < Sl 918 ¢ &8st Tt | T forsAfrores
SR % &9 H Uff¥a 8 | TGS IS ST Hewyy SUH o P
T SR $% 5N Hefed faserer’ g Sue TRl e e,
i off T o) TG, Ui AU iR T e ot off e
% formem’ ® 9 91 3m: oMM WA A RN ¥ R ‘3w wmh
Tefafy’ ot aen & fore W H—
TR g ¥ Wi R O
T goorata @ faem: uRg TEEn
Te1 i oafyd Ml TR
JuRedist wR ga: 99 gufaw:
fafraar e fasn eI fAEm|
I wnfafg TR gl
- . 176-78
g e fake ot < 9% TR G STREH & e /1 W@ o,
Ted: GeTSaTSll bl HETY kT Tl S Wehdl o | S el TR A
F TR 1 90 iy R T S R Fo Fo e i of forst
fawm | ® A
Totd: SRl 3 forsTeTaeERY w1 Tk Rl fem |, ol 9w fRm



HEpd TGHF H AEIE @WEY : SRS T fam 37

I— G-I TSR’ | S 3TeW W ferversrt W ek T
TSA[E T, S STHYS 11 SRl o W, $E 9 & W 39 Aeaen
o e foran, Tl Wehe bt ae TR <ol o few feam fom e
AT ST ST Y 39 SIS F W@ w WA foray §—

T GE WREW G A Jk:l

Freeq @Rat ¥ g TeTuEw

3BT T /1 W §ai gaaa: |

Siyivfagfing WISy TreTHTET: ||

- =T, 182-83

TeTvEY F e wWifafy 1 IE MRl e SN T,
W, WYE a9 en-ghE ¥ e SRl YRAE EEE
anfecfora 1 e 2 2 e soeh st e wwg @
wRea fier s 21 enfidifer TR W 98 g e wued (ags)
e, forguer aen St eI W R e & e ek Tl
w1 e e 3§ s T R0

T U F AR TEHE F UG < g 8 ST 2 e o
o W oI & o1 o e i quigee T SH-a
F g F fora ST A A & TEHS H AL T R S| e
Sifeer, FemfHeniad & wuy fava & R TEHY HeorH faen ¥
Ydid B B | I THaRr eren m (recreation centre)
T sy TeTgReRTmUSY StE (FfeE & W ) ‘e %y’
g Xl B 9 TR T hgEE o e ¢ emigse’ R

fh WA (dhfeR) Efafy & w9 ¥ SRR, W e
TRESHRIEE Il tEeRUE € o, Uiaw & T oft, ofua ety &
TR SeR B STF-TAE SR S T I W
eSS’ oSt Bl € WehedH Fehi R T T S &
T, ISEY 3T IS H Tk Td (Tis) T owfwal @ e TR
| e 7 s, foda o6 # gy, g 9 foey, =g # w6 9w
Yo v T Ju-arghs T aue e Werr W sifufda fon M



38 Natyasastra and the Indian Dramatic Tradition

AT Y IE TIE TS B Ul o woR o1 fIR:ud SHeht STEIRT [
T SgE IR WG g A Sermerenae Wged ] &
Twifer WHOT W el B g @ SR e e @
FrfEeRTIUE BH & HRU| wEeRue W St viNud, W g 9,
STEAT H & WA Sfeu— S Ta ol i gfE ¥ | IS I8 H W=
T A W TH SRS 9 B SR b & H, STeerdl s H Hehl T AT

Rraed o wen B wgaam
T = R Repegd @< @ =0
Yg 9 WEEEN: Vargfende: |
w6 e i ssRoga:n
— . 193-94

39 foshe Qam-ge+4 (tight safety measuress) & Y g AReyE
faeTanen | g A = R

T faeTameeti & S1gan TGy Sl Sl TihRIeEh I Al Jae
T @I

TSl 1 T < 39 AR W 1 R T g5s e s =i
TFal 1 %eg-a9 (heart burning) Tf<h €9 Rl RS )
f TIREE & 9FER Bl 3¢ I8 fovare e s ff e e
i €, e § Sa @ grende o)

A IE Tl & geage@ (heart pleasing) q9T I Hf-(-aIR0l
I FHA e HAT o, S S, TS T g gRT e, W HH R e
| YIS T ST SRl 3 & UEd hi—

YA a9 g wEn fasga 7
Y o e farremedgftean: 11
o =t vee ¥ yifed forsieaess Sal o it faeaier 3 STt
it 7 o fera—
AsEd WEdm GO eTEs: sl
TARWSTTA S gud saar Fa:ll
T el T AABEE |
o AaTe e qErRFRTa
faenyg %t gfs & = &, Fite ‘TR’ w@F H-wgi
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(pre-staging) ﬁw%ﬁm%@raﬁﬁmﬁ@éﬂﬁﬁnwﬁwﬁa
T S (FHS) FRA-TA (A-WET) q v wa (foa)
o T 9, S Tage T fa o, srdee W o) 9 et 6,
S-SR TohaT TR el STUHM o1 a9 SEst & Ui verar
31q: SEThRAl 39 91 S 4 foh el 1 a7 fawara s sie fo
wifers e ‘wweRr’ Ferwr T 2 g R e S 0 oft S &
feaameeh Ue wHReS © S <@t o a7 o TeTyEn A a-greERa
%1 <dUEE B, 1 98 Uewitaeh ®9 Y @, 7 & e W qer” R
T’ A TN A H AEGHG T T ST Al Wl (fde)
i TS N ifed adn fomig o off uRemt RS fee—
I A TGN T FreewEEanEy)
vadl A 9 YurgvfneTd: |
ARSI W Fa: |
YpradsIVEal AT AR e
T T TRed TEgE|
~ . 1.105-106
I & T STEAT Sl AT ST T e STaghicy
I W TE T TG T8 A (AR 7 haed AR TShT
SIfg TR Y eed I hUSE F ol Aifed | SR TR H
TR |1 S, SH TR A & 36 A (GAeEge) o
IR I TR TER gen B
e R SR S e oAl e R €1 A w5 g
T— 33, ST 7 7 (wet § oft sf, oo we Tew) o
T A eiyem, wmeE, g, TN, Softa, JRAr, o, g, SR,
T3 TR EGhIa ST o oeaify § s 21
Ig T G A 98 Sl Tk 9R YAz e B @R ¥ I e—
SfomRY T TR
TE WY oAl WG, W1l
L 1217

TrEYsY o Tl TET T o S © 1 € 98 HH o wifed R
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I wifv o a2 TR a9 s off e & T 3 gEs uiufa
% o & e TeTuvey 3 99 i 1 3RW <o g =it R -
AYEIEn @ g 9: V@i weareafa
T afsee IF TR w8 ki)
‘TEeTAYST’ H Teq S 59 e o AR A H S S|

T e feoqoft

1. UoHAREld dgeRel <ok a9 9|
TR I o%H AHREE Feafe |

2. THeRA WEME FaH SQHgE
TS TATTh TGO ||
S WISreRTrEe fiade |
ARSI TSI 1|
PR TGl TN T
T WEd O SR Seare ||

-, 113

—eT. 1. 16-18
3. IR U] J wRieE gRaw)
Shml T ge: ¥ Wy Fgeami
el 3 fagare wewes s
T e e 9] W ol
—Te. 1. 19-20
4. WiTRR 2 W AoRg— ‘Al T ST % aEi H gEen: sal’
— e, Hepa-faym, UrR forafaeme, ¥R (9. 9.)
5. g J WehaTH HHRIGSIAWE: |
W AETh: TEsE el
STt fafeensg AT e
ARSI YA G a1

6. wfauivetgey We s wEwE
ARG e AR R |
T e SR SeEel 99 Go: T
WEARGHIH!  SGARTE IR |
IURIASE AR FAT Frerafen: |1

- 1. 24-25
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7.

10.

T AN RS e |

e g o < A o W 1|
forrmaRmve fasTgEERsga|
Ffresme EaeR Tt ||
dacoRgt: T fersTrrRmgaE: |
e Wiida weEta W g

I A da Tyt faswE:)
Tea sk asfu fereetE il
TEHIREfT qd: Weh: Were a, gl
TS T Wi SoR: || — e 1.61-65
W queTere fafigws S
g1 feeimarenes fafeeafa = w1
Juenp fimg il oedweR: |
Afeewret aferuine wdfEna: ||
JUITEER TaRE Tyt |
SMfecaTea Tege =il TRy W 1|
YOS i TR & |
FooaTTg iU HEI9E TRt ||
ERYEZS! g Fam: wel T oI
W gRYNY e werwet ||
el Ievey Yo TR fa)
gRueh R Sl Frafwdee =
RS o giiewE Wew: fedar wEm)
e weeRa fogg, St
Y TR T afaer

41

-, 1. 64-66

-, 1. 67-68
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1.

12.

Natyasastra and the Indian Dramatic Tradition

YFETeTeE RIRE Heee: ||
R g faffe o St
Tyt gan afdeE: 1
— . 1.84-92

yriggH § off SEEH W@ }g N, MW, TR, I U qor wge
TGRS S T g, A W A W €| TSI W Tg e o
I & TuA 2
FafagH: Fafachiel Faracd: Fafasm: |
Fafogrd Fafuge Fafdehd: Safagd: ||
o SHYeRE I R
12 O i R i W o
FAA SRR AR
sl foeees Seved fagamfa
e foemave @ gafas =)
Sesifermel yfefrreaar |
FATTEEE AR |
AR ASHaHa Haq ||
ITMEATEAA T FHGSI
e+ yftriergafed i
et 1 W | Ea s G R R
fasnfase el eTRaA Fa
o Ty fed gfsfamd)
ARRIICESTA TG, wiorsafd ||
q &g A dfesed T W farn T @ s
T 9 AR A R SR 3| gl
EAHGAU F TS A
s = forE e gamaeeER |
AsT @Al A YR G |
ASFEEAND TeafeatTeiad ||

— e, G |
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6

YIS (TR, 1-4/5): ‘A Areafs=rn -
TS 1 Toh G

fSTa 3R

e IR TR 1 faggia o e 77§
IR IUHRIEIY ¥ Aghe ¥ W afgeeneht = e e
TRARE FeA-Fell, 37 | H WA Aeaeee oot § S
ST T, S HHSA oM, S URENeH g3, S HEhT0-Uiehau
T3, S TR0 G3M— STEA & &9 T Yeohe 3N B | eI
TEHEHET HEEEEEI0 YU g3 § | WA 9 HElE % hoh-
Yo ® 1 eI-tEwtawn wiaurg 1 smEne giemr g ?)
eeaehded i fafufheey STy TaH Wi 21

ANFETE A TeINRT H Thdhdl Joid gfed TF & €9 H
I R R qUTERR WETETeRe T YEEH e W
WSROy e fofia )’ el seuesiey qees
H STAYRON A & HHfed Weq & (s GI-9=Tgd &
® H yeITEE H weE i 9@ ST R

WA A AreafoEn wt S R fated H faelt 39 e S e
H | IR JHIOEIT ISR Y| o7 TE J gy s1afq e ¥
IgIfaa aen fomkfaa Teafasn 1 St 18 wRa A Y&a fovan a8 w8
(TT=AT) 3T ATATET Sl g1 H JHIVE AT T | W6 97 A 39
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A & ia Gha A T AfFe@ ¥ 3@ 99 Si— ‘o e
T AEIUSARII v GRSy
- AR e aefe s fHa 2
T & FfeTE qE B WH W WA 3 T F ST W H By
H @ W T W A W WA wife T ffre FfkEa @
ST W o el S TreafaaT IUARTt Yo @ o
B

TR & o | G0 eI ST G0 g9 & ®9 H Hfed
B et e § fe-de § yeet & 9§ e g
R 37 Tt § ST % REr H W Y& 98 aga
F Il DI Bl agall i At STt | oXa 3 aegireae def
% &Y | @ agfaum & AU 39 g B 6 e W R
e $ YA & ®9 H aifa e R

020
s .

AT H GO & HEQUS TG TeAUFH Aedfaen & g
TS G gRI Aeawd il A & fae fe T wafrs «R &
T Welid BN © | 9t I8 YeIEe ¥ ST 1@ T e & gR
&3 @ oft ST YA q AU A THGHE A — GRS W
foran 21 a1 € =& reafanyl § shae ‘A’ € 9 e §
e 7% TG off fed R fen @1 91 Y 39 W TS 9
IS B THAEE (flexibility) TEH Y R | I8 THAA T &
I A H HA w3 7 BN Y SR oo g R

1. YO Ye—IeTaG: w9 I:? Aewag few fow, few

Wafter YRR ¥ S g3 87

T WA eIV & qa ¥ fafed Teawasm ey matHes dawsw
T T HT ¢ I $ YW e § Ud wo-uwH
el o e & fomel § eyl W R gan #1

2. f5i@ w1 — %@ a1 Fo— 50 Sfart & fad reaag

I I
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T Y H SR TG V59 YR G | T TG
FHAYEAFARIRNR WE 3 @’ eI Hfa ud yEe
Temved & forg ffda gen 1 3 i reTwme & e 7 ) 3
AR & TR Fdl, =T T JAR— 37 dH1 & fod 39 e
F T B T B Ty SIRFEE % SIER— ‘T g FTSen!
forfaa’ srEraE . SIfFeTa 3 9aH ARt & 9 H w9 @
e W € el & ?) wifeem | ot yafeee e ¥ sl
qeq & v fea 2

3. AT T — o2 e & Tehe T ® 2 Stfanyw 3 i
famedl & &9 § 39 YW B wuiEd fRn € wn Tew H wgd
fe orF B 27— T W fifkem 7 BN ¥ w et A
frofar areva BFM? weat i, e, it § | foRan ew & o
2 e g @ o aifgEw R 2 st otgi 1 W 2

T U B SW—A®AM. . H W 7 A ST IR <
T }— =trew wwEa e, ey, 9, faen, 9w, & w1 Al w9
| M 1 Q-9 fomel Y, e, T, v, o,
e, e @iia onfe & w=ef § fFn R s W @ y@: Wyl
S 36 T & Toawl farel & &9 § gvEmE o B e o
3rgl w1 e 1 e i Tender @ d g A R, W @
TG A T, 97 To AR H1 Frame & | A2 daet 3,
gfa, sfagaie orgl 1 TgeEmEE T @ | W YRS gdae e &
g B W Afem-TafasTaR i off 3rg Tewg & ®9 § wiifea
T ?1 wa I gl T fagra F ST R T W g 7, 7
Td IrE ?1

4. wgd vE — o woE-@ A e oy @2 e &

ITAR e & o7 il I Fhd o101 | B 2 39 YH@OT ¥
T K A H JH S T AU hAA ITFEE HN?
Irg-3rgt e 1 M Ry ¥ T S 22

TH R 1 SW AT H TESH Hl TS FHION § S Fedsfaq
W &9 Syt St ® 3@ yEn H fn w0 ) geed € e
Welifer § WHI T € | YeqE, SN A THAON H FEra A WS
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S welf Bt ® AR S T R | o SR 59 T Y
T F TYSHIE N qAq ST M onf ST vt wfwmor N W
% g # ardfere wa €

5. TFH WA : WANEIRA HigW:?-39 AT W W R YR
Y B 2 ARG T=H T B SASAIA A §Y Fed © b
A IreT oNfg STgl ol ek Wy v B & @ =t fu= st
q U I T A S Th WY Wi 7 8 bt | o7d: TeT &
THed &t Yeifa stEaaE 2Rt | fi R orgl & o1 oter wam
R o} AT Sl Thed i Ydif 7207 ST Hl THR GHS T
B e H ¢ fifvEa orgigl W A W B R W W
IW -SSR A T § | 1 AT Sl THIYA Tatfa
Bt — 39 w9 A fea 2

TFH TSGR AR TN & qeriEE, et e ' e &
T & T H oft SR wufam R S fawdi 6 eme ¥ wEe
A 3TORE, SHhI, STEE TaH Teeiie Sreari  freqor feman e 21

9 YR YA T fa9 €Y § 954 ¥ AR Sl TOH IHA €9
Y T TSI H G B S

SRFAE I T TF S A A A I W@ R : 1. B ARAHRI
F ATER G TIF 1 Folg vemeag § @ & g 81 I s
W HE W T TFH w1 fUE, de0 @ wWen & fag ?1 W
TAER 39 9H & qo § JomreAs o fawa weee s fafie
WET @ | A TSI B G TR (I, 7) R,
ia @ 1 3afT yeE Te faRY w0 Q yufda g e
IR

2 : 3 AR & TPER Yoy faum vk gt § @
vl Frola gen @, Iw v w0 fola e, fefeee
w99 oAl ¥ gen R fhg 9 wWieRw off e wq
ST § 1

39 fowa # SIfAeRTa 3 R AT H 6000 TR TRATT A
e & 9§ g R ¥ W e ¥ U uEe @
FEq0 g3 ® O TEEHER aa i of gen R od e % %A
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T STV 7 Fh qATHY R Higd g€ T | v & yegdiew &
T ST SIHHHA T ST=F & ff Tha e &1 SR e
&1 A IS g TAE Al 39 47 % g H e frequr gon €19
g, M, T

030
o Do

e | Je IS & SAfafis 3T Wee A wess i fafm
TN R 9% 1 Fearet ot 39 3 ereAnd H iRy, WA &
w1 # g # W R

1. 7M. 2/1-3 foda s & oy W s 39w g A
1. TEASH T 2. TgHSA i oA &1 @&, TR, 9ftmn, =
faf & weef ¥ we9 R | yomreAE % o W TEqen & fawa # A @
o & e o TEESH Hl I 999 %A A N T © fhg ewEm
T [GESA F G B & HAE T % v i ?)m @ e
ﬁamgwaﬁww@mmwnﬁémﬁmq&ﬁwaﬁw
W R

T YT h SW H 3. 2-3 W A g BN @O A &
Y JECE & qved Ifs agd e H wen TRy faft o wem
e fregor gan #1

wge Ton T tear § A ‘o WANT: WISHAR]? SR,
Fd T2 F WIE SUG— T I a1 YA, WYd SASAGH,
IR -7l A TR STegel Bt T B T I TH T T =R
% 25 aga H YIIGTH H Tagel T YT & ey H o7
R 3T<agel i & §8 el

2. M. 6/1-3 : 39 Y Y= H-1. W: H: TG 2. WA,
¥ 9 QR 3. NN w9 We:| 4. a1 9 Wy s,
WX wRw 99 g 99 aaa: qege SHa— §9 Uie T
Wifed &1 30 oY THUEF B IR H -6-7 FF W g 2

TH Y YU ®9 iegd H §— 1. W 30 vl 2.
Y FAREER W 3. fF @ vEre i &
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TAIHRE— ®9 Te7 a1, WiE 3R eI 37T TRTgTH TR
31-6-7 H SW &2 B 1 98 Y ds SR ik = vsfa w1 e
2

& fowae famdt 80— 1. foave sfa e 2. w9 seifa
fERO:— §9 TR Yol AT i i Fee § 1 39 e Tl
ff areige H 3 Srqagent TR A @ T R

3. M. 8/1-3: 58 FER H— 1. TN iy e ToaiiiashH: |
2. %Y A QY T 3. HfT AE— T T WS ST oS
s & fomet foman 21

4. 7M. 36 : 1-14 : 59 A T=0 § 1. Yo e AR Jaice |
2. frnd YR AW WgE: 3. R W 4. wETsRE [ O
s, ARagIgR, 5. FUYdiad el @it 6. $Y qarsd
AN T whifed: | & s A a1, 36-37 fu ¥ 3w s
A qeitg o e fefe 21

T WE ¥ TISH-FT g g & T<rid IR &Y Tgall ot T
I Y agA > TG AYR-TgaH agell H A H W B

040
o T

TETFE ST FHI T H Gk W= G & 79w o
TSI H T H1 Toveivs i R 9 929 FHiva 8 2|

TEIAE Ht FCEAT JAERR a1 ageriad ¥ g8 2| TeIes ol
TSI I = F 3 A e ag T Bl 2 | 39 I8 agA
F Tl 3T AR YIS SR agel T SYafterd 1 39 TE
T YA agd H oyl (Wehew faeiT wher) SiEt GTEE ek
F B

o frewor & g7 &1 IROMA off FeTr F HEE § AR
T H 2 | S— FImreA § e @ h A A sl gR
el H T 9 g3 w1 St 89 gon ® 9% g3 oifm
A F S TgY B A W N YW W ARTER

FUEgA & ¥ § IRUG o T
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79 Jeft & geof H off e #t agd gueR i fear
R | TR T TR e Foey T hed Seft | gan ¢ 1 =
¥ ‘sa-weR’, ‘AIRER’ TReT W & #en (1. 4:1-13) W
TATEHAT (. 20:2-25) W YWhed Jeit ¥ Freew fman w R)
TR & 3TfH T TR H SRR T AR hl Jhed
Jeft ¥ FHRY T T 1 T WE [Wahed Vet B fa=ma w0t gfie
QY off AN TOER T B 2
AT % A H T S G0 T WA & GG i ArsT
Ft T 1 g T § fafqy gad 9 5@ o @ fdgw e
T R WA N WAl € i ererl H et st uRerta s
21 3 TE O A A off TUER T T S © | TSR
T B Yot A B gRE W oft SR 7 JER TG YR
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yefed T

IR & AT e H e SR/l W TR S THA M Bl
? el ME® AYE e B g el gl A YR HEN TS ¥ S
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T ol Th-Tsh Y THAFT, TR M SEAT, q&edl, e 31
e, e 38 W @ S w0 B Fw 2@ € afr vl gen
T T TH ¥H A9 Al R TR A Afosd IS T | IaAE 3
Tog T A MIH-AICHh, Tdch G HAPR el Sl H G0
et e § & W § weft-eft Ig orafy ond woe ¥ IR & Sl
2 ok g = & @R o 2

3T, T, aftr i STE i Afg TR R S o
T W ¥ B Sa € g am e 39 e § S ol

T YR A & g H onfgew i i YR W —
R, Y@, IRHd AT & B: TG H IWR A W AF-TAF A
TUEY B S 1 99 R, T, 981, Id, S iR e a9 o
B: IUIE | 7, 3, e, TeR, Fia qan Fogew 7| Tk sifafe
I, 79, gy, di oy oft s & ot €

anyfier g ot 37 ol & orrla TR B Sl 1 %9
FrvTen -TeTemeia Sifieh ggrell i STHEiEs R A € | SR
T g HEH SN s fem Tt F g s g H Q@&
el 1 IRV EF HHT B, SSrERond U () HS H TAM
st oft st foran & wEw A oW TSR v e 2, fae 9l
% foIT el 9@ (%) g1 1 START Tl € | TH TR 0, =R
afe 1 TAM oft snyfiw SIRF S-S wal § e © 98
W 3T G| SR I T B ST S I Teei
% i ST HET S Gehdl © YA T WSl ¥ e i g
|2

wod T g

1. g = W WR (9WIesE weumafa Fraet) it ARt
el |, Rt (RO, T8 - 622

2. 9@, I8 -962

3. a@l, TS - 939

4, 9RG ht T TEH : TR AT YAl W (@), Hivet
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CRRE; (37.) T o5 W, T JE, JoE-faasr, 7 9
e, fooen

IR, TR 26 TB- 613

gyadfear Hefion ey Juiar SergAEeRET gfa
Hewdal gaeeEd SEea foeegr (fft egaR) fadw
@UE, Aideel SR, ¢ foelt, T2 23 Y=-341,
AR, 37 5
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TWAh STREIT & fagr 1 w7
‘gfeurres’ & g o

fream et

RS ATeforen & TP il ol T faga Svet & €9 H gfafed
M WRA Fa TN & ST TH SN &l T Afaftes—
TR w1 @ R

‘STreTITe’ i gl gt YR % ggU oo 3R SR 9Ra
Y 7@ g T T SMUR W T HE G TR §UI SEeR
TAYYH YR 1894 So H HURMITR I | FHremren H&pa WS
% STIIA goTl | TR TAHare SIRT=d WIS § THF™T Hid &
e § ¢ AR’ S |fga 9 JRRE =R 4R A geT|
‘eI’ W T 3T G HEi W 1929 So § SrgwE Wk
WS & =i Yehiera gotl forent wvares |, 9gs1g ¥l T 9.
Foled SUEAR 3 fF o1l T IR FAR W o GE ot
TR g1 eI’ B YR 3 SRt § wede oft U S
g

‘e s’ ¥ Tl ‘e’ @ ard @— ‘e fafi
‘A’ W T, M T 9 # gehe wed 20 CreTwe’ |
ST i o i ‘e’ ¥ wwes qegl el Si— ey,
AETHIEY, TEYS, T iR STEeR, MeTaf-er, Tah-fH &
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TR, TRV, AR T W 31 i =7 Freww foran mn 2
‘reTere’ # Wl Aew-sen & fagl w gamfagen faaem
T & o oo g0 Yoot v off Frefi @ R e @
‘yarT-faRE R G @ W R | e 1= e oRd 3 3T,
aifees, Wifwes aor e RFE w1 fagawor e R0 g off
T weita yE ¥ € Waa St €1 g aftia uei i erowensi
T AR <reerst, 9ot & fo=am, TeEl @i sifeafa qon sfem
Y S F R YA STTHA I & WA 9 § T =i
R -

fawiaafas awre el & W

WA IR YRGSz 1|
(FTETeTE, 8.9)

afirfta 87 W@ e F gt ¥8 da =R it ® qen
U A & Yok WY w wRe G e €uar 21 e oRd 3
WA ST 1 9R YR Y siter 3— o7fgen, afashs, Wi qen
T | AT & WIS 3% ek ST & Aieam ¥ v T3 S
& wfa-gfe # wfa-frag 1 F ga-g:ams FhE § g5 e
@ T W W T o fafay e aifefs i @ wifee
i) e’ W afta Tl B gad w9 § 19 W g w0 @ fag
AT BT & IH STHA AW NG H v § F faum W
| TR WA & IR T H A o STAgR-uRyH, 3
T, e W frofla difere wqell oIk wsfia Srqetl st reendt
v ‘e’ e R | sTerEifieT Sueas fafy —
FEEif T F@ v fafy:)
T F: WAeRg TReTE yufassanp
31 SRFE wt eren SR 1 wefe § wiE 39 fafk
W Juen # & fag R foran S R; St o it v wEm
T W € Bl e’ § e d8dE wied sreEitEE w5
Fui7 femen wn R
AT B STRRIFT 1 Hewd STEuRy €1 @ yam o
= weft o foran € Sepe @ 71 B dicdfeEE € fag B



WWAd STREINET & fagml & w@m . . . Feam e 85

&1 3fe 3l smerEifE i ager 7 81 qeT ¥ 3 i &
HY A & Yarr @ &< W g T gl & O i flifead
o S W 21 SR ST & WA ¥ @ Jarw it o aRem
TEEE B g S e a3 @ R —
T ghemmfs W wegifa =)
R ey 9 =Y Ygw: |E:p
Tl qof wgfie A € vAm-foae @ Gy ) iR 3
‘s’ GEUR % g@ ¥ sfaa @ we @
“a ufidg fagel T Wy W wEfaRE
AT foe i I W Stfueier €9 H oer ifima W& fik
2
MYk TETS il fawfad o Y IW@A T AT Hel S Teball
? fr o8 piey ¥ woafes fafrll w1 st =& €)1 feg Wi
Heepa TET-HicEl Bt Tl Qo Hiferehal i TR0 ST WA &
T sware ol & STehet Yeeid Taferd €1 qeft Se! areafaehan
TS HT W WG HOGRET TV 2
WA TETFRl Y Jgen § W™ HfF T 3Tk 13 ew "ad &
THGA T B | Herhia it 3wt sra-diftee- SR
WU FEoh TR TR a1 B | SThd SRqul 13 e g
gfe ¥ 3ugw B1 3 e § “wimares 1 oo fodw wew @1
T TeH 1wk 9 g ¥ fawf &1 W & T i
TR | TRF YR T R A IR IO H uvEr I
TR & G1Y e i IREHTE € STt 1 6 Teh H H
‘TafE’ W enafa € g T W & Hifaea B uieE
TW-TR W Bl B | Ieh ghe A <ol 1 hiqeet & g H S
R, 39 YR 06! T gE ° | WA wRiifea S i & gaw
e & Y 39 ‘wfaares’ & gl § T S g 39 A
F FEARar § g w1 Gehdt 81
= oA ¥ e T & 9% 9N 9 9 §— 7, SiER,
ST A1 Hosha | 379 & AW UG Aok S hl (A
W T H H wgfiw fafy 31 s wem @ @ e W
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e 1 T A gC A, AM, Fome onfE e Wt gt
I wegd feman Sar R ¢ wfem, safsm @ik Sfiew o @M w9 8
g ARl B ATAR THHISY TR &G i ST arelt TR - 3_hH
TEgell 1 T, S, Yo, ST TfE Toht aRgel ¥ i e
g A i fafy wfem @) 9, fqum, Tl o wtm i yem
T A1 ®, TR g 1 o 91 Rl 3t g ¥ e R AR
foran vt ® S Afiew =1 fiew wer s R ¢

‘yfeTIe®’ & 9aW oTg # & FgH! R R U9 & [oAE
N AA B G @ R
... T\

T Wl W A B T W TCANNE 9 TERE A g
i & g aegell, S =7, faemm, 9 ot & 7= fafa &
‘wfem’ 9 & g & i R wga R w1 v 81 T ot
T U WRa @ R & 799 79 R fam & fau afem
=nfem g fafy o ey foan s ¢ =it g6t @ 9 & fefo
TS SUH T TSR WS w | AT Tg H & seargand 9
T S AT T 9RA R SR To T h T &P 59 T
T yiemell @1 fmml off ‘g’ e oTed fafy ¥ wRa gu Sk
Teedl & I VSR R W Tehdl B | TH YR ST Sl
W oft =l et 9, e, e, famm, e ot % yedw
1 METIRA & I & T & wemm A € e S S geh
2

I 9’ o T Wl @ TR TeT-he & SRt Se-ve-
¥, T 3 AR T W YR FE D A I T vad S
@, s enfe ¥ faffa e wifew sen oife 9 8F W 3
Tgfea sfira o aren Sufted w81 S g’ & g ot §
yS-ao onfe 3w fafy ¥ & fafifa @M

TEHE W IUTEerd S aTel U 1 S, a%g S & gR g
(TR T W R T gl HARR SR Aend STagRur o wis
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o 1 W@ I W STREIRTT & STAgR AW 9 & ofwia Frefa
foran 1 T & STeTgRW W i YR & gewied feRen S €1 o
T W YR S Bl © — e, ST 41 Seifere—
Fegreg fal remsROrETE|
A EETET, A S rattia: 1

eIere ATt O YRR st et T € - afted, T, uf,
Afted T Hord | iaAred’ § oere e §OEin W STAag
AR AN & AR & 81 =feq

T 9K YR & B § - ST, S, 98 iR e | s
N IR & Tl I A9 H T 9§ A 3MAeA | TG A Yoy
& o orgl W WY W ¥ S - 3TgE, Y, HEAl M| AT B
FFRId IR G STAGIN & TN ST § ARG Fh Ted S
TEAR, TG SRS SR F 1"

‘feHres & Yo oTg H Hial % W [ SR ST & forv
F W H S FE R AE W TgA Q@ 2 R Sa ¥ g e
STAGIW STPHR SR | & R S

3R XA i gewghe w1 & uRum € i reaere ¥ ferl w
Teul & YH-YUE STYWUl P qdl FE-TAG W Ued WM 9l
Aifa-oiif & STagRl w1 Seora fireran ® | ‘wimres’ # o, 1,
TR SR Hrren nfe Ui € T o uEl A aumEr stega
WA F M e 1 A9 IS0 Y AEH H G WS fowa W
Tohdl 1 3 € I foRm e T W@ H 3 emyuwr € =R,
smEon w1 fmio fofT awgell @ B T wew o fowa weiE
faum wRa = wega o B 1 SR reTere’ § Wik gi@-wel g
A =gl SEo H FE TR % g st samE R s
iy & ogEm W ‘vires’ & fadw org § W S faam ®
e TS SURY I LRt sierdt g8 wierean iR gimr & sy
TSTgeltad I U0 9gd SHehRYu R I

SO & A we i & e # oft wRa 3 weget fasrat
= e ffen 1 e § A A stavewa ¥ fusw syl @
T BT =T SR 7 € S Fraior Tl engedl @ 2 fed A |y
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A 9| g onfe ¥ faff SuchRicaes: @ gosh STuul & Fam
= @ 3fe@ <ufn T} FHW oK Tk TR afea H aren
IO TR w1 HfAes ® TOH og H W % e @
SO S FATER G Fel 39 ST IAR H S o et 1
Ife I Mo WR H fers BN @ FERE e wm § aren sae
el

AR F qAd YRR STEREAl g1 THh oia UEl &
FY-URed W R & v el T R 1 56 & s A Srgehdt
A ‘W' e H IRERT R I, G I & TY TH W |
T B YRl % TEE TG A1 €1 WA A ereT F 9N U i
A R ot B 1 TR TEER 6 R - B ST T fha
ST R

FUl-To 1 9 e fafy rea-va ¥ g Hew Wi ¢ T s
F T AR T €Y BN E A W TR T qa FhaT i
arfug T off veref iR woft S weEtE @ €, wega W e s §)
T, g, TR, I St & wei yeeH & fag e @ & s
®Y TG H I A I D WA ORI STl &1 B hl STEREI,
W qA W ST F FTHRA DA BN TFR W H W@, T F gy,
o0 H e e auil & wEr w1 fauE R 39 gfe ¥ wEis s
% fadta org o T\ & fordm # oy &0 gU Wiergel RRY &
FU-TEA g B =feT|

ST, i, o, ge S TR 1 ool TR S| T f 1 3T
TH, ALHT S ht TG TRavt skt Bt | Aeht, pepett, Ao bt
Ul F BN q9l HfY AW R A wEE av ¥ yelia e
SR " FEG TS o TFH STg | A awE e ST
ek icic L I T

T TER TRINE FANE T UG F MUR W E-Ted &
fafire 3w, smyEw w Su-fom @ ot faum wwa @ fe
IR ‘wiEes & wed § ot §1 wa g, fafes w wfem
TR A TR A T Seoid A e—
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o fafed aferfafas 3o =
aui fquri e gl wEEgia: )

‘gfmrTes®’ & S, Qfed, Fwogaa, auw, gt onfs i &
faT g 9w 1 7@ | ARachaaiT e g R e
39 9 & SgER Suw ARE W o Hid H I dehaail €
wefte fre smi

TeH TG H R & o orgl W offfa RR # ot ywwem
rfrerd Bran ® 1 59 ue W o forga foeer et # Syersy R
IR, T T fROS A i R % 99 B R

T Tt e i)
fafyen g ¥ Reaaféerssmn: °

TS ITER STIH ek T & FR R G MATH W@ | Fosia
SRR o =gd wehr & foreeh wrem | e owd ¥ 31vg, fgue
3R wgwe el B TEHT W TG HA B faiE sart g0
[T HA W A gfaAres § a3-a7 39 fafy 5t s
Bl €11 3 fafe & wEm & fog o)a N S A1 9 R e R
I Weh YN T a0 Bl & Ty srervaena & 1gey faferer wiforii
F F TR AN TEHF W SIS hl ARATShdl T GHRSH
HA T 1S A G N A S FAU Savas it O o,
T, 9 3R BT 3T S T R | S S AR i 49,
sii@, i S & W9 STavash fog Fh o Fan R S ek
2

sy fosfad TEwa W =&t O v & Fmin § o awgeti @
oft yErT R S whdt @1 ‘TR % WS org § Wil o TR
W W W gC @0 IR TG ® g & 9 U g H A
W R T P o Hoslta e e i @ SyafiE 2

39 TR Syl Jgiadl sl Wi 6 9es €9 3 §EE W
Tewet & w9 § WEga e g AREirE s swEnh ?)
AT & TRars fagl o Wi fqa= = ‘wfmmes’ §
ST TAN 1 I8 MU Refer Tk feee 7 @1 5 fagat
% foqa otoA & WEN 3 SAfUSIYE WEN | RS i
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Hellcash ®9 H TART FRT ST Tl @ A1 W & hierea-glry i
Hiferehar 1 YU @I T IY S-S qF Tgar S Gehdl 2

e feoqoft qem st

Ak JeofiaaTe Areafid T SR, 1.7.10

ASTRMEA, 2111

A, 27.52 |

AR, 790 2 |

SIS =HeHeasT ;|

7if7 fopama - f& @ g% sfa wfsa: ) s, 219 1

A, 21/11 |

gfaaFRS 1/9. 7 |

YfqHMES 3/9. 85 |

iR 3/9. 96 |

10. fHARS 1/9. 39 |

1. eI, 21/101

12. SIS, 21/13, 14, 15 |

13, U ERMRAOIE, HeaaeRorRaet = & |
AT SRR T, T e qeargeet=a qwe
gfaaFES 1/9. 26 |

14. YfHARS 2/9. 59 |

15. FISISIEA, 21/47, 48, 49, 50 |

16. UfHARS 1/9. 17 |

17. FISIRIEA, 21/86.99 |

18. WfdHFE® 5/91. 160 |

19. T, 21/123 |

20. FIEIRIEA, 21/131 |

21. I: WOFT Y990 9 ¥ Teoia 3f Ta: |

eIy TEueEen =aae: Th: || TS, 21,152 |
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SR, Srgw feRnyeF, SR, 1997 |

SUAE, e, WIEHIEHASY, YOH N, g faener,
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YA, JAed, WEAEHTRY, i om, S faeme,
AR, 19731

T, gYiel AR, W&ha Heawre o 3hed, foer et o
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feeett, 1989 1
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TS & TG AE & o 8N
3R 37 W fam

Tefa fraret

39 ey H Shaa FIRER ¥ TG TeNe W & faur difaa fea
1 &1 ® 1 MeNE off YR o §— Tk A Ta @ R W W
¥y o e o §| TS 1A W Yeel & Yo el wfa
A ergueiey B-'gaRglatd g - ¢ ¢ !, T e Fad kT
T -3 w13 fheran B | el 98 Yol fherar € Sud of wede 3—
TiEfafe gon grgHeda:)
Wd GE: 99 W wEeeE il

‘e g @ SR (R A’ e WA, Tt T2 #
ST Touye Selite ;' ¥ar uie fier #1 @ wedel w oft s
e © | g g T Hreran § 1R el 37| o W weiel W
STOAT B i T N TN R e Hewrgut @ €
=T 9ee STt 2 | et st & “ua’ &) 5 ¢ el wrer T
BT - THY SN W INE TS Whdl 2| Weawaa %Y W’ @
e WraEty fE Y G- S Tede B S YRR ouH it
¥ ‘wifl 9’ w R CwRERE’ iR CAuwE # SR
‘gofafy’-oR o iR IR @ Teve fiel B W@ @
A TRNE 3R ot F
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TEEdl wIRH F TSNS HEWEYY §1 ¥R T TS *-
“eftvergyaedt S TRy W
TSR } -
IR TaAreTREr: wyan:”

TR e § W gt A o= wemR W gy §

TEU & WM, Yiafafusrl & yrg aen fafyi= Serher 3 gaeam
Hifigeh TR & HRO AT g FRewsl W & wemR
e €1 3% e =1 & o oted wfid w1 we—

TREFREHEON ARG AT 2
AR AaNE T R W ||

(et wrogfafa)
(1) TEAFETREHE q.1-7, 3, &, wow ot
JETRTEHEON -1
TEREIHE IS, T, T, T
RGO I W SR St
TETRETIHET e
(2) A ETH: . 1-7, X, wrar, SR, o, T,
1, &, 91
JSVAH: Y9, W, AR 3N, e, W, W,
=, T
B IR RIRC R I ™, 3 A
(3) AYERYARS T . 1-7, 70, &, AT, o, T,
=l
R St X, W, ™, I, 7E

ScyaERt & e Wml Y W, IR, o, R 3f)
ST et M, g, A, 9, 9, wEA

fF Wl yermfatEieae T@e Wt st g
ORI | 1, 2 9o fE straeal Tt |
T W WA
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srfufrdfaftem=r e, %, %, @, 1, ot Aged ‘gvE fe
A WA @ a3 | REREEE]
wrmtafEfaffa—a. 1-7 3, &, am, &, wERaEg-
IymfufEfafia-X, ®e, m, m, I, 96
1. wifeeE & ‘fawaEsa’ § (2-2-18) fr=fafas e 9
e Wy § foh ST Tug ok ST W I8 W Al W €
et f—
T SRAA ;T ST : T |
AT T Sl 7edl S¥AAT: FalhaTe: ||

2. HET G S STRA IR SUEER ot AT § W@ @i ==
w1 fordeft 21

3. HERY (2-1-292) H off % T R
38 O e w1 iR

T SR W (. F F FTAR) A S 3 o W weft A
off @ # de S & WHR et o | AR w9 ? R
%S AN A W AWM ], W SR w8 yeiA uvgfafE | ww W™
IR SHF Wl 9 ' Seoe@ W foR 8—
Terd: el o—

¥ e 3 e T wReEe i P
3R a1 oft et 2—

* TeTefe I T | A o TRy SeTe g |
TR WA A IR gefe aeal ged 'R
W & G @ B3 e H e e it @ 9 TR R

TN Y § TR e & 99T 9 WK W 1 Wit T8 el
off (WHT 400-450 Fo) Wg ANFATA H Tgd T & THAI
it fet gt ot (1000 $o ¥ T | Bewd: AR A ©
& Treeme w1 wvgfafel § < weRd ue @l | SgWe T ot
‘reTHREREeTE’ | (4- 4s)aawa$rama»ﬁ%—

a‘\wmaaﬁm |11 445
TEAYHEA X FeT & fF W W R e w3 gl W R
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I fgerm ¥ @y ? fF a8 wWedg 400-750 30 & = s
B SR & TSl ¥ AUl ¥ S G O SEd Q- Th SR
yogfatal fuet ®, S oft ‘Ta e W - 9
I & TR THT 12-15 o vaea & o9 w2

TETHER ff T H 373 W & € UeeR €| 7 3 HieA |
T@ 1 L B T | SEH Hel o-

Frdqenfawaisfa wasfy o @l 4.44

afa 3 frde 1 favamor #d gU S STF<asHh TE-
FoMIgE’ I W wHafad s oTd: ST P g TRt WieR
R R SF<agT W & UeeR 7| e 9 et oE @
IeoE S Gue H gi-a= S T 9 T RN A SEe!
fearfr e # oft Aroufy A R ) SgftateTeR & sRareE § o W
it e ¥ feafa oo @1 st qogfatEl aRedt ¥ Tedt Wl &
Teg gitgehiell & Wied W Suesd B | e SHY ue-gee &
wereR e favaver ¥ oft ‘FErerEn:’ w @ uw uew e #1
S T § TS ST W WA N g¢ Hel T e —

TEHY T A AT |
TEi arerd fagaver 3 9 WIS A wHIgd WA §, 9% d—
T T F T dEviea: | 6.132 (83)

e G o 82-83 & wiw UE B8 Hiiewd &l € S ‘e
TSRET: o I wfq § R i €, Tg em’ et e
ITEAFR HTA 2|

el & Tae 98 we € o fore e o wier foman s
Sl e IS TeIeA T & Tl oht Ty @— Wi wrogfatiE s
sfuerier wfadi | ‘7o e e e € Suesy 1 8t THEs
Hfa 7 59 =i agfafml & smaR W (1926, 1980) FR(U
TN qg PANR Tfgd daal 9 TR H YIH WIS
Foqifen 3R weRif o SR SR ST T SR <R e &
m @ fgen faanfsm foran T ©1 1956 $o W ot Tl e | <@
3R qugfafEl & STEM W RIS H WA TS H



T F TS FAA™ & QU SN . . . : [TAYfd Fraret 97

ol ¥ wyfq WA wogfateEl $iR W € T €1 W W *
frferd gr e off 7 few Tu ¥, i iR wfteawst anfg 3 ==
el U TRaT © 1 3Td: =T o T 7 HFA 6 P SR TG R
A9 & Heq Tl HT! Tedt © o W 3 W & 1S Sy ®
& oIk WuewR WA Y SR el Sudm e €1 ‘et e
FEN H AW TE ¢ 6w H w3 off anfiw }) wme
off 7t vt © | wivsas gy o e § off ‘T’ & veneR ¥ e
5 T 1 Soor@ d € SEH o 9 e’ ® €@ sriq 9
TR A 9 W R S A € | RER e weel S
Wa 3= off A T | T WE T WA SRl T H Seerd HQ
& &l Plee T THEY gl i ff ==l W €1 e Sl dRe
wEfag @ T TR T @ wed §1 s yean ¥ wR
TRy ot de fEY Y 7| eaee & U o W U vl @ -

@ = @ W g W
TRE WA, S eif-gai-awasr |

IRSAE A 379 * Ay’ § a0 A=eel 9 & Yadeh &
w9 ¥ agfer w1 M forn R o favaveR ¥ gReu-mfves @
Ty 7 R R SE W Sifirerw i de e ?1

‘Teretave’ = RN ‘e Wive’, fawasfa’ o ¢ feemrea,
FreleTenfrerEehrE: i ‘FEdISY qen Tl aIehgar’ S U8R
el ¥-W ‘guidivaiy-Testa’ i eRR W ‘euiyEiresta’
firetan & o W=aT € Siee St @ | e qReehR | guidiv’ ue
W HE o ey WA el ¥ o 7 gh:|
SRl ehhe eS| WihIehed, qor HHRTTET
TARERUHgTAq WM guieateesf< 3fa waf1'™

TR H Wy & wed W fafie vy fren — st
3R gaEgEaE | Tee v ifeAfharl ® § iR Tu SyuEaE!
F| Th A §— 0wy H ‘wfafaeeam W' 5« & @
Fedl &— "SRl 19" | SU=gAEA T W S T ) gag e
T €, S § 58 i o wehan 34—

(1) <US, A, TAecie, Y, WEAaR!, 9IS agr THa=S |
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(2) IF=AR A AfeEReaedl H wfHR T <asd, Wed,
I, STFaT@, T e, AR, favemy, awe, Agged
[ AT S S
W GLEFE™ WS it FHAE (TR H W WA 9 ™ R
FEgEES 3R Wt e 7 STl STeErel) 3T
g Q& 570 99 2 R S e 1 e W W gEg @
AT §— o SO 08 IIea¥l: T@ 37 § 3R A St A el F—
FERA H Tega WieTarR] e, S iR Toes— oes |
(1) UieHaedl # Ha— HieIge Jaug:Eaal |
(2) I gEg@eEsrEary’
(3) TR PSR | TEyETe: gEg T
Wl
Y™ il I8 el A W R e we a@ e @
GEg: QA T B, SR 3701 987 T §Y A Iea¥: Fe
% R wd firew A € R quEt ot sigelieore Wi e
ST & @ W feafd A § | FR, 98l % U TR At
FY € -370: Aftheh STgHA T & e €1 e e §— e
g va:,"! S <uSt i Iqyd oft fRen R 3@ giafa v %
el H Wgdlieae H We J A off W A gE w9 9 feafa
AT & WA € e SHR WEY UG @A € 81T | T8 ST
e & FoF TRl W A A 5 eTErd € S S ST RET i
&\ WEAYHIFAHR TR € o, IR Fgl 8—
fawrdgdye Wi fraTii: |
SAFITAF: @igE Rt waE: ™ wga:f
TETEER T f ‘Rl TR @ W R
T 9SS0 & TeT W I W ¢ T I it Sug wee
3ok T, o8 AR BN ¥ e R, W GIOHE™ Sl T8 I
o foremoia ® ff fotmam o ot onfe, i erfima wgaiieere
1 siifq W R feafd SIFERET & WA GTen SA) §— i wafava
T el 8— forameiia 1 foramofta 3w fa sft @ fof < dm
W@ it Reufd e A €, ST S 91 SR SRRy e
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Y form YR Tifa ® | Ypa § TR e A1 T ¥ gwg S
! Yepla A & | HATE 3 g8 off 7 R fR STgeE— 1 SrgediTa ™
T el g R R a1 Yerk W € E, Sue Hew e €
Tt feafa 9 3% oTRaR! e fRet off g | W wedia & g

firerd 7€ @ fF AR Tt et ol foem =t eien Tt €
FIFETE T WA ATl % WY T o a8 off o1 gen ®
argehrd ht feaf el 8— olen o o1 TEfdar st sheae W2 g6t fom
TR 1 o W IFEA A T R | TEH H AGH B Al
ST - FeT ft ST Tl §, Y0 o hiedd s & fawd
A 1 HET SCN? SAETHFR A W Feal ¢ fr wia iy = &
SN TR IS hi ST 1 WiAH-Feae H 3fae™ &l TwE
I AR STaEEl w1 SRy IR Gl €, T faadia ST
e § o e A o Tl Srgufd S8 ¥ # ok aegEy
fauranes wrmft ® wsges R I R R Srgedl A s oft
RGeSOl L B? WA U WA R T, IR @ off @
HuIfEaHh T B ST 1 AI-<1? T Y hea | fea
agEd A oft SHE T WHR? Aw H @A den ogwEd ot
TehTe— SRl T forem el 22

fagril 1 7a ? fF 9% oged ogenE & W ¥ Weed &
I H I A ¢ | Wgelewe w1 fagr 3 W wfifsa
219 T ¥ R ve-ay w1 wepl weR gfge o fawe o
AR ST B SR e U e wea ot fem § Sufted e #1
IR & fod § S 7 8 Al SUH S T W ST Y B2
TEUATSF-HA S M? TRl €t STelffshehar §1 wifeher g §
I W A TFR T &I F@T S, TG TE1 S STIHR Bkt e
o e H TG o @ A foRn St € aoht Wt & fom ¥ o
Sufterd B ® R SEH S TRl ey ¥ e o ) e
AR, 1 & € e § TF 9 o1geed ST s I § | STHRSE
TR IHH 3R TR fomm fasranfs it st == foman s vk, Ty
T2 GRT SR THHRRIT Sl TR R e ST & TRl s
I TE<T G T &9 Y A IR T gy 2|
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g Hiwia-geiH € @ e sgER e uRord @ e e,
=91 W@ B g foohe yoemm W §) T Heed & ST
S -qE STTHETG R W SR W B S © | 5 YR
g feafa wrfoer & e § faemE R

weY wen feoqoft

1. 2K Y 40 + 10 YUGATE F MUR W YRS w1 WHIE WA
B g T TR A0 A o 8-9 wgfafrat fireht &1 S ¥ s o
ST fm 31 el YamER fgadt 3 sft waiw wm fea R0 fmen
WY WM ¥ TR JeqFE THEE © g 2| o IHemar v
I ft TE-TH o I H URNE Y| fRar R

TaHare Suved fads, 9am @ve, U 333.

e, I8 340

kA siftwuea fodsr, tfeds, U= 46-48

TAHW Hfd g FHIfea Aeawme’, 1956, T8 289 |

WA AMFaaRd, I8 2761

oIS, STERYSE, WM 2, G, 3691

oo, Jofdodo 1091

AAYHE, A 21

O 00 N O A WN
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STHIARG | Ih-aY F
faee =1 gAfmio

qU<PHN H. Hg

1.0 YreFtaw efiie TIarstl sl SIh et STfaaara senst i
‘queRel A GRed’ (1giq Myth) ‘figeh wed € wHeA &
fagra =1 favg w6 & fa «ft waifed ‘ fages’ o fmfo fear st
21 2R forores wom gfe A @ frara seefR (2 srefamfr) SR €
a8 €, Wg W gl & 69 A wepfafed &« @ T
fordor, aifer gfe oft hrefta 2t @1 TSI Y o R FA B
TORM A & a9 9 W Weihes era-sfied g s on ©,
T A heted AYH-hedI-HIvSd AR WH THA 3 €| T
Vo WrTTah FAEg F AT HH S o SUCES B
faoria T @1, oot ot wfogfe [, FE Ul SidfEed W
feEeme € @ 9 7 Ha-afha ¥ FW ISH R WEEHE o
I & -3 1 S FA H § 7 oS -
H S Taa ¢ Sal oft fheenig srefere 1 wHEw fRA ST SRl
2

2.0 A H Hagh § T & IuEiad H T 6, A T
T §—

1. HTIAE | TH & R T Sl W, T 2. SR Sl AT
T Tl v & SRy Hl JAEsSiitad i & U T & R
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G TOE-IEE-H FqE| T QA TEAS B Rl Wayfa A
‘SUHERA’ W T B R T8 W (S-n ) GO S
A [ Werfer 7, g N T (YEATH & T G GAGT B
TGS AT ) T 7, 98 Th SRR (e € ¥ Hifw
et I8 & qU FE ¥ FE ARG H STHA T o 9T, T TH
YEATH H T FH § TE A JAeesiod 8 Se— Ig QAT A
(A=) o o fage g e e 2 Wkt € | Wg HeTRia
wayfd 3 WA w W e H gem o1g H W €, ol
Y I AR T g 3T W @ ¥ | qewe T % (3 T
4-6) 3rgi ¥ 1 QI e & uRum A fegenT T E | SR
fop-wiaram &t (IATg &) TN H IR T g H "R
B @1 TRl W e & Frafy fatg wd oo e ¥ FHeRgmfved
AGN TG HI Sl € | AL TR 3ok T S AEhaY i S
% IRUM @WEY ' gagA & YAsifaa e’ 1 gk 4-5-6 3l
H Srerfia foran T R | teiq YEa e B 90 HE ¥ A ga
TEIUgA YASited € Gehdl ® A 98 fhusa g W % sAfeTa
Sem # off B v I G S € T8 4-5-6 T A fa@arn
ST © | Sshare & W1 ST ot T STot arudt A § € A |iea
Y A Y TR € ST A0 TR — I8 A e § | Hidren
% g & S iy Warl o yo off deeEd 9 T o1, 9 Sl
(B9 TE TF) eF & SqUd | (3Tg 4 W 7) R A o7 At
! firer €1 39 e wayfa I ' STWHERa’ THE ek H S T
F 7, 9€ HLREYYH T gC off weuTa & ?1 IR afew
wfawey ¥ & waway 6 wHE IRuE fEerEet SR
ga # IR gHae T ST TeagiE TR W Tl T

3.0 SCHIHE TUEV % IAEHVE H S WY Sl GO
(Myth) T&q g8 €, 3Fedd § STe wafd 3 I & SEnd
et A @M R | TR Rl H he A— eyl § Teehay & Hiernd
% &9 T T & STRSia I IRU Bt gen fefa fhan @1 o en
T < for WAy % WY TG HeTEw il IR 9§ favw
Fh Tafd 7 SHA TH WE | FIHHS N Heh, 39 fohd
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TE ‘T’ W w9 § wega fE R

3.1 e &t faue § e T R R S5 wafe @ oaw F sifer
7 R g 7% O ® foF— el ®F ¥ Y5 &1 9 87 svafq wwt
TE #H 22 R w0 4 W@ vl @ @ e T & Susied
T Y € g * ¥ ¥ Uw sHfugd gd R ?1 S R
sElteTErdt o 3 Rl & safe Shem § wite o S fafea o
g& fran (Harformae styarg yoiia foman), 98t 5@ o1 Wead
HAATE S, TS H S R H L @ =few, dar & mef §
F9 & 77 79 W 37— TG Goa et ISt 3 siehded | it
sTfepa feem famr— o7 o1 ' 95 =1 9 H sTfueR’ | TN YEa &
o Ty & N e e et fgst 1 firy stava & o gy
I AT BT S0 3T ATesh | off gon € 1 S fiF— 1w 3 1wt wS
HiaTfemge e a1 Teia wXd gU el Jeht, TR IR | A TR
RO &Y, TH QA HWaEl B TS € STRmRd & T
HATmT & FRO T K Y Gl WA, 799 T ¥ Ued €,
Tofereen H € W WC, T <0 <@ w0 Fmin Fa )

32 SAMYFHT €7 W 9 W | YG H T A 99 = fea—zd
fagia ey & f5d QoA @, wfF 3 s ¥ *9 TR B
B3N Tememman 2 9% @ W 1, 6 9 e X 9 gt 2 1 Sl
foF-Tm worgReE & fo e B wm W e SR gew o v
T T R, TSThrd & Ted T W | TSTehdisd i UIe i 9
I ot Har & o Y €9 W, @1 T H, §U e fae o
foreme Tl it B | g ST ST gAY I A 1 YO AT ® e T
3 spfeprael o qe foe T e SR e € feRo st
AT AT TG & 9 F Hiar H O (THRT 9 H) A
gfafted o, TH 3 T TE 9 G S WD g I & A W IHS
@ TR @ 21 TN foaE & o T i sl w9 frolg @, @ A
Wy ®9 Y 7€ g e 7 s g 8 Q@ dan afem € R;
3R T X o1 wed A A Harsh - € e 1 s we 9,
9 A W feRomt i ot gfasfa & were ot off, 98 Hafasas
YT i ARGl T e 9y g o
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T & SAGTA Siod § Hi@A S =8 TH T J IS H g
g ot T forst & =afeTa Siieq & aR § g | diem &,
H F IR 8 T hA =eT | W ggar wed aea et 21
T T < U Y51 1 94§ i fetwwed giaepfa & 51 g&d 9
T fomer 21

3.3 YAy % TEg (TR H), T & GFWRR & 9% [
e 1 e ge9 % ®Y § SRR Bl B 3 % ¢ erawed
TG o S WO 1" Sefe Slierar geT U W JuIe
el A, ST WA TaH&sh @Sl Tl 8| 9, 98l &1 ¥, gwH
o7g § iy ol BN B WG, SRt TR B et  foR SR
aft7 3 forad oot =i = frofa fiwmn 2, sk 36 3 fome
Tegfa it ©, 9o S Yeastyte | wiged g8 €, Wt 3w daet @
iR forar e =1 €2 30 fawa o o9 wa & @@ 1@ 2 @«
TeW gl § R S B g See U M 9% dReHg SR
Yool YaaE T il & WHA TaHh @ §; I dar ot B
THIO @ R | Teh o e o A & I o ®© 2

39 e U, SEeAEEel s Har-faves A aeel TE; S
Y YA =l | A hY SN Hl e FEARO A1 | IS H AL
T8H W YHHE 6 I8 feeremror € o1 59 we @ smfusd
T H Ik H AT T T weE w99 o iR wew e
JEY & &9 H S qRedq g3 o, 99 9% &, T&f W-AeE B
H s AebTars JEIRd FR 9 YSTHMY 1 Al S,
o ¥ feoqan @ aRome feman mn 211

34 ey & fagw §, T A feet g9 & @ fag @
JEsSiTad & % e (Share) e & a9 o e aiom
WEY Gaferg GAsio g e off @1 @ 39 SvwmaRa’ e o
oft, JomE ® ufad o ¥ S fu-7d  areHifr & orars’ &
9 N TEA WS g I, 9t 9% H - & W & ®9 A 40
T AEE T F W e § he A gu-oa e’ A
W W 2

FEUHE TR T A Al forelt gt & wafirg =1 gesiifaa &6
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% fou s 99 T FR JUEHH R & @, T D qH, S e
F e H € 9— IR 9 W e ¥ R & R H flifea & g
9— 9% ot gA: WIgHd BN € =T WE wHwe & fagr @i eaen
? (T Hfa-=am e ) — e ¥ 39 YR o F P
40 TEH H O § FHer® ARG A N HW AT 2, ITH Fa
TR & fR—
R 7Y FRgre 9w Tt @ 9 T
Th: TOMEIEN SRS 9o o9 a9z
(1.11)
TH Y T § 3R RS &9 hdeaurer | S 2w 1fa fiman g
IS 3T T ww o= g
s i TE 3T ¥ RGBT TH 3 TSI 1 T (Hareart
®9) & w7 R o1, weg ) wE Ry B 1 W B S Sfed §
A & W WY -9y THed ff o Hewqy Hedl
T ey = SuwH R Al aw R weN W W A |
Hearg 7 feran Se @ o Aefae=d & fau Murerg aa T&F S|
Hiifth ek S THA F U< WFR ¥ e FeAl H S BE
e U HURIE R GfdE A A oo ol @ 6, 98
%D ft S ISt 319 e | Kl W@ Thdl ¢; IR 98 9 Th
fagra & w1 § @it fqament 3 A R | aenfy gt & ey vy
W srEraty i ¥ T T T | T, T ey e o
SAQHERA & Waum #t Hiwaa afEl of sgha = ® &) S
foF— o THoHo JeTaTeiahtstt 31X o Sftodo We X Fal & foF— 1.
TEHIY THT & A T R @A 3% H STeavaewal T8l o, 39
= T § giad R <1 g 911 2. A AR & SIREH &
o =g, dem @ik v ik @l off sevEwar Tl off | SewEERa
% 2,4,5 T 6 3Tl wl SAETIHAT Dl T&I THFA & HRUT, Feft
T ekl 3 frere s & wia 21 e fkan 21 it 1w
H T S| Sad W Harn w s weSR Fofa 3 ven, 9w afe
Torpd ®, A S gRI ToRa T ey off TR T Teed w6 &
afe o) e off St gt € for— ¢ oot T ek & forg aee
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H oy g §' 99 W % et & f— ¢ fawan safER-Tere: =g
Tl (3-8 % FW) | 39 W Wil A ' wRhad’ & wH H TH
% T TokH & ®9 H & 3@ 2, iR Su faw I s
off feram 21

Tt e ¥, 9gd iw & R A off Wumafe 7 afes W we
H gU R € foF— ‘38 3T &t o aTel wiven T weHeiar’!
(STY) HeA §,-59eh! Hae ot 7€ € Fehat € Ton - &
e =€t goge SRR ?1 (Sgafs & faerme ereagel €, o
R & o 9 3— e o1 S R, TReg o off st ?1
Hiten T | " F 2 & =AfTa w® S @ L)

3 TE T & SN S # T 81, U TS &l g H @A
ek Tl YEATg A A | f59 T ¥ Hiarm oIk & g,
T Weh— I8 ek F Th 0 o ¢; S e ¥ qeghay 9
Torehd 3R SosT=1 qU9 % Sl TR T hl Wil Afed Gl bl wif et
? (3 TR gaEr § wRu@ 2 })— e ot 3 e & o
AT AT TR ARTRS WAfd STWHARG & Tl b § S
T W ¥ SR FEeH el & =)

4.1 YAy i Tagsh @ S Hifie fog ©, 98— Targ
TS | 31: 319 &9 98 <@ =’ T a1 9 fawy swweia’
% Tl orgl ¥ wew-gorra € @ T

ITHARA' e ® TR H FAIRT Toh Fewaqul ¥ & 9
T SWH A T A €, g 1< I A qE Th TS H
W TS o1 el ? | Wan & 9 9y I 9 9@, 9o 399
off vea-faeifoen yom & & yom fo & &9 ¥ o o 59
YUrH R S 99 Q, A S e H ge are gu T
Foie off B; 9 2 gawr: Rgel w1 gelean e W-da & @ o
9 H I A B ATE | ST § YR I8 TR fawa @
WU ShUl: Sedl STl §; S 712 & Sue § GaEia et ST
* T & Wy f Anl fF owaw fF o ¥ gF T 4-6
STgH! THYMH W STHNG Sl Wl 7 | YA ¥ @ WY A Fe-al
T S T Ha- & GH & w9 N fEE-aE T S
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‘STHERE’ & Wl orgl ¥ we T gufid ®9 ¥ geArE R

42 voW oTg H afis & GvETes SEEE W Rial 99 §
foF— ¢ o o1=IQ STRIER? el SiRyaT S 1" SIR e
Temdifas wrag #, Tod vea € o7 § e Y TEe T HEd
g fr— ' udieHl Ty SwRarEfa) (98 e o ol
Hafa H 1 A SuRed W) 1! 39 W@ F - H afd & o=
I QRS B, T T & ®9 H wawrg § € % T
2

43 @ 9W fedi org & Yo frmm # orgha @ sadt 21
ST SRl AT W e © for— el St 7 STt areHifeR
I HY-o@ T & A g gt feg E; ok 7 I B I
A IorEg 19 M ved A Tan o € fop H 3 % Wy e
wg T it €1 v § Sve-wagg w1 e gedl gE Fel qe
st €1

44 Tia oTg > fowmmmrs § off @@ A QA @ IR F @ 9
TR I T G g ? | aHE-TRel & Gae ¥ g T gan @ R
T H TN WA B W€, aEeaeT drar Tgwa o frd 21
wfer el W& 38 T 1 o T SR Trghierg # iRt
21 oifer el W &€ e A G R 9 T ok rgreh 3 i =5,
T A G A o & w g farsd aeh weed ?)

A g H TIE YA H HREAT H T A H S
THE ], 9 S 9 guw 2| g § Q @ & ygE w fewr
TSd §— (1) aRE ;o ¥ T A N Wy A Fred Torgan’ T 25
3R vgEdl B @R A W GR-9R Gfesd € ® ¢ SR Gl &
Teiter TuM o ¥ G- (ghs) | @ s 21 iR A
F i wfaq/garaq Sifad & gewdt @' T o ™ &
o & el St ®1(2) qen Sy T W Suftfa o, ey
T W & T9E g 'l & faw § oo g # wia g
TG w0 il fgdta Tewehd off T foman s @1

4.5 ITWWERA & agd oTg ¥, AR F oew H SR SR
Higed F e B 21 AfF w8l R 9 Hia-m & g o
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‘engmeR’ & ¥ H 3@ § | WY wEed & T H A wad v
Bra1 & @ b THug Y i 1 fire At Te fRUR #iF §2 set
go et ff w ‘orvar’ sfe § dedt @ f—''gE Tm
FErReffafcaree wugaq) 7 ¢ fom: waisaq s
TR ' 36 e ugd o7g H off Tfar & Haril i 9 Jeatad
TN T R

46 TE9 g A WAgA O ® WY, FAFAY I9 b 3G T AL
TS Tgehg 1 g B H TOW TE 81 STl 2 | 9 Aoy
I @R GRAT GHA I T A I SR B At 71 e
I SN (54) T4 TS & SR o6 A A R 61 T
ff % fean; ol we afrd & 531 T8l W ot fdfea g¢ wm-wia
I Har A st B faam vedt ¥ 1 WA ey & gN U
srreTaTet o fE=ifery) ot g YRS Sam S S qud 2T S
& Jo-Tey Tu-diar Ft fRifed Fam o 3 g § @ R

47 WS g H 99 T dohg & & h STHNHEN § e
F I AIY N R FAE TG T | JHAYHH & 9IS § T B G
A e 7€ ?; g Q FER W AR IS @, TH SeHifh
% ogm H Y IW o §1 3R 7T W & o T h-o1d & F
Hi— HEY: TG H WIFT W@ A T g T | TH Al
FER o HE Fife sifee T S @) FifE T @ aeiis &
g ol T A AW off e} genfe el B da-%9
Y G 9 TS B S | T T H SR HROT Y WE A
A& W R R 3 I A @ data S =ifes SR € wew i
w1 e e wreftereraren ® @ S e

4.8 HE 3T B Mg F J@A P 9Q TH T8 T T § 7F STH
IFA-TTe § oS 9 T FW & T U YA §| Ihay T Th
gyl ¥ T 3 S gua el R o, SUeR TRl F@l gl
21 T B IW o H T faewr g8 ot fF S srEheaErh won
I T H G H THAA TG TR oF &, T IS F TH Jarg
W YA H & fTC TH AR A 99 FA & A AT 0T
91| 37d: ke o oG TH S S 1ot I IE St € SeH € W
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F S A, IR T () F W oo e o) E — e
eI & A 5@ R 1)

YR

50 TH 3 3 W S § IS Ht 3T & TER & §9
¥ Towd (vm q oagh W) R (1) Hawm W (2)
IR | HiE AT N T QI SIS & e Ui S
(1) ¥ 1 forE TE T W W FHROWivSd g g a9 (2)
3fepd qugal R R G H 9Y TH aord I § I F Jau:
forgetl 1 gAeliod o= S-fosid Wit @0 39 W@l W WS
THellcshdl & W FE&gd a1 21 iR 30 W SeWHERa & fgda
& ugd, TEW au v o7y %t W H wdwa o ® W
T AGH w1 i s e R

Tafd W TEHAY H FA TH H9E F 9 H, Ao
TR ¥ I g8 ot | g 3Y el Ad H [ & @ adHe e H
TR Bt g e 1 ket st Saa wayfd 3 @ e
T WE A SR 9 HeTwfaE fag fma 2

ST’ 1 GE DS TSI ST 1 HiA giom T2
21 g T gt T € T @ shew § wer dn 2, s 9w
@ T ? W REaeR s@yfi 3 I & g ToH B gEd
Tt = ¥ uftom B gen fag fa 2

ITHARG' A GO DIE ACIAGAT TR T PO qROm
T B WY T Mo T & T & Shad § TR g B, g
9% gaEr o ? U@ @) qeayfd 3 T & e Toed
goa 3 w1 H uvm g gen fag fRn R CSw wmef@
vayfafafre’ ag Sfe o w7 off S gar e # ge =fen)

M T TN ® IR USRI §9 hdeader ¥ S W i R
T et Sue faw wE om B
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FHIAGH & ehi H J& STER—
TH ST

wfea shen

e eyt 3 enfew, aifaw omedl wd wifas sl @i
&I SR & =91 W & ®9 § Wer fma €1 s w1 ot
2 g 3R STgeRY § Wiewd B Al Jarh W WY A wehedt §
iR At sifim = e st o @ T eIy H diferer weref
T SfiEl H UG w Y er g @ ?) omer i
ASIFANT T YrE-gor it Tk Teeaqul faen 7 | 39 gRI g9l &l
G W FOM 0 F wgd fen S @1 I o eifir
ASYAT Y SMER 4fH ], of: WAy ¥ @ Jueme-fafy A [
TFTR—

FEEifR T F@ v fafy:)

™ & WEeRg T yufrssal (AT 21/3)

Hoiq T B YA H 301 FW a1 H 0 F & TR A
TIA-dh A o wIfeTl garaer feR W @ ? fE e
I W erien ST A 1 T ST Yot et ©, iR
T&Thi & A TH W& A TR| {hal ST Hehdl Sfceh AcTqash e
TRGAIHR0T % e 3! IR St § | e i & =gy S
(I, ST, SR a4 Weftel) & MR W g9 7 Shaed T,
WIS, &, vt 1 3ifug ST gomane i off Yeret 3 i §
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Jeafafy g1 & Yarhl Sl TS, TN, STE-NeA, TR, e enfg @t
Goferdr S S B & | eTwre H geafafy s FREo 59 W
JpNT—

YermfaaFt wfeadersr e |

3 fipga f& ey g W g sfa Sl 1 (Ao wmo 21/9)

1gfq vdd, 9, fomm, T, T, el 991 USIE T olifcheh

el w6t = @ aE ¥ faffa gisfer el & wem ¥ g W
TE= o ol R

T i G TR A9 w4 H geied St e— wiem, s
3R Afew g | wfem A o TRy WER Sea @It SR
STt €, 9 Wiem gE @ Sfaria It €

frfasadaamrddgy fra gd:)

gfemlt T fad: gE@ eSS 1| (FTo Wo21/ 7)

5 slifeer arell 1 TgHe W i e a6t gerEa § wEn
Bl ® A ‘enfom geafafy’ & sfaa s e—

wfsmt W ot A fimaa g s

Iften fafy ¥ gl i safieq #= a1 AR TR | @R S
¥

Jeq 99 gy Afew: § g Wi (MoWMo21/8)

39 YHR W T W IEE WA A T U I yEbn
g YR 1, 97 Frefa @ = fean @ weg 39 a2 W st foeR g
oI foF T a1 AeTwl wEl qh 39 WRA™ AeT WEHE @
AT A & | Hpd el T W g i WEAuEl e g
fear wear 21 &, 39 oava © 6 e ol wRftefy & sEr T
%D IREdT-IRaHT e W@ T Teea wiee & T ¥ ‘g
e’ fope T 91 o qRteifer 30 © a1 39 el @ e d
JW & YR 9§ & I IR GRuiar 6 Ay ot R TR |
T3 8— Tel 39 W gfie snifera erft | wewwfer wiferer & el |
T foum & srfa o ol %9 Hewerqol Treiue R w6 A
T §C €, 39 W 39 YR ¥ forem fra s wear @ -

A SR Ry 7 e # g ¥ T & s
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e H TEmE W OFE A Al oA e A o faerem fw R
Tei aftra & T fFE YR & Al I fAe YRR 1 e fear S
afew )| HfF T T el H sTEee T, foaguen, T, 9 ofg
F T wEh B o W & foaw 7 W Rk v € oo
forae T fore WohR o1 et WA A e R ?ﬂﬁﬁﬁm'
% Touw g W T SN fogweh oTeed wegd ¥ ‘W
wereraraee e faguwe’ wmﬁw%wwa}
fore ‘e’ o fague S R s 9ol 1 @ s SEs g
SHISTEA 1 FANT Fohal ST SfeT | ST 5 <ok sigaielt T € o7
I Tierem R 9w # fog sifda S =ifew | 97 & & @
T T YR R R o 1 Attt H aon &t
1 Seid@ TR & HIeAH § g3 8—

farrmmfaaton w@wwdy’ (Fofio1/12)

W H b AW oIg H & T gW F@ TN — (ReH
i) S dEeEvEa: (I TReRIT e — TaRRdRE) !
(Moo wom 31g)

Yo oTg T TSN & FoH H-' wEfd, fraan sreaonr: (99
qgEgafawta) | woft g T R SeH | qead ® et ik
ot e’ W aen Renfomnl Sk G-t @ o Su fag
‘wgE’ 1 YA TS fague & fau fremR’ @ wErT fR S
wifen) fgdtar otg & oy H Wil & wory & S W T, T,
o, fogueh, Hw-Tm |eft ST 1O ST W STERY
foa ved T— ‘T whawfy Wit FeaneRd: Eae
T wiioft wRenfee favaars wRar: )’

Teh W A A TH IR T H T IR T, 9F WA |
‘ sifveTae’ H v & w9 H Rieug @ wEm gen B, . .
YHARERU  feremugafiemEr aeitarear (srfeme 3
) ! qﬁwagﬁﬁﬁumﬁmaﬁww%
e § g T §— mwvmwmw
FOffr (3/15) " ST GV ST N T Fafara Fopan e 2— ‘g
fireeReTERg a5 : |’
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T YHR Y TSN $ T H I8 A6 A @ 3 & fo f=
i1 w4 # 21 a1 e 'y st ®9 H B weeh 9 fR He
%ﬁéﬁ%ﬁ%‘wﬁm'mﬁmmwmmqﬁ
W R

AN : TN WA 3 NS & 21 3 31eA™ W (165-70)
ITET-WEA 1 ToeRor waga fome ® | oFA-9A & St=wia ey &,
TR, oY, et onfe vgea e § | hiferer & ekl  foh Johr
% STEA-VEA B YA g ® el 39 W =R srife drm

Y ; SREEgE’ & YO oTg W @ T g iR
TR 1 vow Swin T € ‘ad: R Tigedt SeREhes
Ton WA’ fdta otg § T o ugw w1 fasm 3 # 9@ wa
‘g avaite o fafesareTeeg:’ @ FUF Y ugY W
Fjedl WIfkE & @1 ?, WY @ SHH I3 o A B @ RIS
aTg ® +ff fogees # & 7Y TSN g U0 U0 FHIA- Fq
- W aGAEiEd I (TSN R A | faswaesia’
% TgW oTg H g g1 Af &0 # o S & oven s & 3§
Y & AT TUe Ry TSN TEa gRI HF-101 e Sl 8—
‘(ugdw: W) w1 W S Teaw g § @ Amifga
O Seord fier B

‘HEH-THIED qRAA| T R auifavEwer gfe:)
TEI-qgUYAee ¥R Araf-reqany |

T9 91U Y R H HAFH & YA Bl 3R 9gH § q91 HUAFH
H Ivw T Biggage o § TeEqe A )

;-7 1 Frmfor geafafy & st Caften fafa’ | 2 21 39
it e R arelt M awgd ot ¥ )1 g g fafy ¥ R
R ‘em fafy’ R iefican ol S €1 g & vuw Ty
T TS g9 1 URET & WY Y W e B a9 fe@mn =
?1 T o7g A oft 35 & T Y T g W W S TR AR
A & W ek W I T— ' WeREEREee e
[ e l’



FASE & AIehl H T ARE— Th Thed ; Wioar qen 115

T e § 19 H QA T IR B T— T 3 > T frewed
T g §N1 WG W, SO0 91 3 Treet arfy wrafer @ @ik s
TR A Yelier W FeaRa & @l 2|

‘fomridEa’ ek & gUH o7y § FEEIH ¥ de I g
T T TR & WY I W SES B Tg0e W foar vea —
‘aa; TN ST W Gavd' | T H W W e Hw o
AT Bl € ST SH TS & 59 hI AR St €1 56 e o
T ST H 39 THER F TR SR o— ‘IS THARER! SEee:
T 9 Amie (fAofdo1/5) 1! 0 ek & 9 &1 WASH HIFH
H JAE B M T H TEHd Y HA ¢ Hiih TH & gRI T,
SeiElt B e & I A oM H oA B W 1 g’
% ygm g H ot T w ae 3fem-‘<Aigwhia dar: Wi
Hremrre (1/33) " GvEa: 6t e W 3R 3fEd W 2

e W) : e, o a1 e A e &
H g WA ® | vdd & gl §9 R wiem 7w’ & wem
Y 9%, olig, e Evas aegell % g eIl ot S € |
T, g onife = 37 faftri & grr fwior 91 99 W aded, Semg
% 9 U 3T AN B ® | §Epd & o ®Uhl @ SAfafem
e onfe ekl # 39e g fea €1 W@l Toeh
-9 3fa Seaftad 8, A 3oy & o8l g1, T w w&gd
H F AR TSl 7, N1 faerAEiE et § e
§1 39 Tew & g oTg ¥ WERE & fEeT R, Ton After wem
B W WM B o fague i ari-fEy w0 # wea g1 aw
Qe off e gt @— ‘e e e AR e’
TE T FUEE S YaE W M AN @ fIC STeRaE Yo e el
T! AT oft Rty g R S R 1 39 ek b YW o7g H ued
% ¥9 ¥ toepe RreR @1 v gen ? 1 T veee e W T,
Aokt M ST TR SIelt st Welten X T €1 ST S ¥R
Ted T I ) IARA H AR A -

T-g@ [ oo  JEaRd o)’

TIHRY TN Wbl §¥F : T qWl & oT<Fiq quled, ST,
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UM, YHGE A dAUeY I oM ¥ iy onfgew, aifew
il & weEm A st SR AN S @ a9ty gefaty &
IFia 3R TG & e fag fRn trn @1 geafaum ® T
TRIRT il STER W TS F & 79 3T A & g 3R SR
ff 7K T TR I U ¥ | e’ & gem g
U HT TR g9 Sufeerd Bl fear < € 1 3 Ui, e
F I TESTH, T2 3N N Soord 3N B | TR & TR
foR o @ 6 97 W @ T Teege o T W WA W S
& & wofter w9 F off SV W& H o Wehel B 1 I T H T8 SR
- ‘gafew SEREE R’ (v eTg) T SR WA
FA &1 = gE H ST 39 AeF H -7 R R -

Yoy URURIfed a fawei qEedi wefa (v otg)

G eiRgEesErIEm (Igd oTg) |

raq EETAl AAETY 6 hegas: gfawia (v
) |

ARt (Jgd oTg) |

T e % TS g H T &7 h oo gl ¢ | HreferemE’
% @ STg H I8 STWIH 9¥ Hew@ Ul TR % €9 H g gl
3

‘T aEgdl 7 URisEeaEeE e

TUSHS : TN & YO0 A | §&l ¥ 06 4 g & W
‘gfecr’ oM R (1/60) TRt Fieas J acqd W-AQ TUSHS
Y R\ eI ¥ TW <veHrs & fwin @ fafy s e ?, S
Jferee & s frefid 8—

FHycafacaa@ivg veHe Wagy |
o% 99 fr wded il @gonfam 1 (21/183)

Gepd w9 T forguer # vefa & w9 § 7€ wifia ?) foage
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% amew H quewrs feom B | ‘efimragea’ § fagee &
TEHS TA A FH Al — ‘TR qvewrogwma gl
ataghrsfa (e 0/6) 1

I ARV ¢ THHF T AN 9§ TG TN
gd ¥ WY ST €, S TR B wAFR o ey ften From €
g Verhl BT A 3 SR i W @ SR R S aen-

T T el TgIA & IS oy W dEmW W oA
et wega B T— ‘aa: Wit TRe: e WG T5geTEeE
Woh =" 7=t 9 T RV F EHT W SURYA B Siged 3R
FYAER B IR H HO a7 2

e, et sy : gwfafy & sela =@ off %e1 ™ 6 ™
3TyEfe Wifeheh aTegell 1 Wik G&l & gRI WeS Goi il B
e T B g S TSE 1 FEW S AR R S € 1 S
il w1 fmfor @ S @ @ aften g S refed W wEw
GO Bl ® | qeaveTd S 5N S it R YeH wW I W
TEGATRTOT Bl &1 S B shelleshal 3R aendfal & 3rea= ke o
ST R SR’ & T g W wednd gN g wew
% WY W w1 FET e R | A I ek ol 7 T HEH €9
¥ faffm @ @ o% ywfafy & ‘wfem g’ g @ i S
T g IR RE (Fwm eTg) | T o § v
TR st SeoiE g ® -

(%) wfowm v (F@u 37g)

(@) @ Hfvemgre Taa wwafn whrisfe (axw stg) |
T A Afe TR & STl A 7| Haw o7g H welan
% SINEY §Y H SO DT WO YE §9 H GH ST 9l
2, S T g & T € aftErEe R

T Afaflea w2, 9, aoH  (Sfean), Ao, Afadias, afte
afe B B 9 F SARET TSIl THHI W T&d el © S
HT FaTE H FHERR @ B0 € W TAR TH T 4 W B
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T YR ¥ 31 TeH 4 TP (T o'’ A fa% FunE & W
H M TeH H § TEEE Ydid e ? ek AT & IR Wi
T off T WS HLal 81 FATRD e wwa W oft e | st
Tl THhR Fa Y SO o= fonan 21 ot & uRew § e
& TR B YA S O, Suson @ aged @ § dn
T METIH & dieeh o Tl want § Reada-uRad e @)
&Y 3o orawd § for S uftafda W ¥ wegdteor # wren s 7
A TN P EHI R e ol @ A wvewat SRR 5
qafafe & o € e B WG H =Rd € @ 98 werfaq €
g B e 39 ety @ fee 7 fRet ww ¥ owm @
afys &9 H WHER HE T I e T E H e H
IS e @ weE R oo uw fafy wm wEmfemm #
SRR o SUHRE R
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15
TSRS & FAMfaaE &t qogfafy wq &
< ¥ =5 & TR @@Ud S
Eﬁ' ﬁﬁo
TAHR TR

‘eI, T SR AR it uvgfafy e’ & faw §
WYY TEGA FA b Gohed 71 ¥ W 7T H *g fouR Tgia g
Fiifen 3R e fuzal dra-ddta ol | fe<h oIk fodw &9 | gepa
TEHH & WY GfFd €9 W I3 T TN & HRU HSHA-TEEH &
W& ¥ f-a-fa o arelt ol v H gaemst ok Sue
Jerfeqsh THIYA w1 Ui fren @1 g @ Sifge & fag
T oh-TIR-H1ETH A TS B & PR G&hd-TgehH 3R Teapd-
TEI-ART % U SMYfTeh Tva- 9= AIEam & S feha ST
B Thd e— SEH! Th Wied e off TR v ® | ‘e,
‘yftea-Teia’, ‘REERUEHA’ (IW wt WlHRgST),  WEesE
‘ Sfiergaa’, ‘qErEE’, ‘STREERa’ onfg s Alewl @,
TG, STHETN To e o e g9 oIk s/ wegfal & oo s
W YT T 59 99 FoRIT ol TG AT TAWE ht TS
F IUR EeE &l A, HfeT Iavd o @ oAl e W &
feafal # fafau-yTR & WRS-TEN & S™I-Yhe- g9 3 ogd
TS W | T, THAHFHRA: |

39-9am ¥ T &, e TaeR-T ¥ s % o e @ik
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oM S fosieht iy T @Y, S fasielt W Hiyg w aRom @ 98
MY vy | qrogfafy gaer e, SR @ foe g6 famg w e
A T FHE AR
wa vgfatmal #t ey

TA @ H FoS & RIS U S % 9HT H §{S uvgfaret
i g € St for foga wme San @ R off T we & fog
T =R foh wes () ¥ A, W, T, e, wIge, ST
anfe 9 el & qonel W WA RRA R | SS9 W & qonsi
I Hia 438 99 7% TF TR @ | 39 faw H qEER-SAUE &
=i RER argen o oo gorae el BR_vH’ & W Ao
g, 9IS A 9gd GEual W& el & WY SEEH R ®

SRS-59 & TS+ H5s & Fad, T, Hiieed 3R gria
i ofs T wfafs & fau agged drem e 81 SRS,
WHETST-3eH, TEdst, Mesh-fadia, Juest-fada, SRt enfg
i T Yo g 9 7 <9 T4 fosu § aga @t ofsa &t o)
WERST o@yd St sl IRl

‘e’ H ot TETaSTt 1 M 5. |, 1752 ¥ $9. 1761 OF
@I 39 ety ¥, I8 Witpfaw ©d wifefers TS wgtaEl
TRA-FH W Y, S R TR e T R | STeHeEE ¥ YR
A TSI T o <feh THrER 9 S| weeR # i 28.10.
2006 S U BN, AT GR TG @ H IR | S @ f
foF— HERIST @Eqa St ot HIeIwen W Aaied Siadl Bl Joaw M
% fau arrEgd &t oar i off | st Eua St 7 49 H T
IS T JITSTIT H off | &1 S © 6 6 YR Y eI
gl Sl YT I A0 F HIAR & YIH IEH A

S o 79 T S §— 391 iR g H, eiF e T qes
F SR, TR, FHaa 3R Feril = s T 7o gkt
forgar 1 7T Fehid G G B A1 HFE 3R FARR R
IR 0 & g wiadl il Hrahen 1 WMEI-US@ ¥ gleo
T F AT Jgfadl w1 e onl R fava § W af we #
3T 9T 39 YHR i Th HIAW ot fohg 59 Hreammen o 35w
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-foew & =RAl T WgSSHl o FARSH N W o, TRy
o5 % AR ar@yd it A, wed ¥ ffed ywfa & anfe & o1
N FfasTEr Ffastl H @A N W F & fau gEyem w5
T HAW Ht YA w39 Heawen w1 fawga 9ui,
Ry A, wgfad & & | 9 3 Sel vai@ ® fon 59 shieaen
H 9 & TeRT-STer & § TEifed Td wfafed wfa o A1 7=l W
g w eEfy giw o #t ot w1 & fafi oGl @ uall &
o o wden Bt off | fafir= fawall W swfaan s T S St ot
TERS U W 390 i 91 39 3R g wfafied Hfaal sk
Ml & THY T Taled- W il i T HA-UIS HEAT
B o | wfafied wiadi iR el @ wftfa g Sl sifta ferg
T e Y Teae § H ST, G- SR fean S
o 3R STh EE § RIS w1 e off fR S en s
Hfedl Sl Ye IR SH GG foran S
A & I

TENST T@Udst & HAE TG & FEwger fFrmme &
SATGRT Frich-HYe Sl TH HIAE @ =M 9€ R g ke
TR A1 GRSt e B S HEhd, STHATTET, TSR TS ST
% fagr A ST TE-99E ¥ yifed e o@dd St N S
‘yg’ W ued & ot |
TENS wEYq St @ A

St TEua St wd e w91 IR FEua-Teihrafg,
TEYT- A TA, TG-S, TTGId- o, TEud-heafaard,
TEIA-GUIY, q@Iq-TaraTd, T@qa-Saiay, T@qa-aHasa,
TEUG-HI, TG IR, TRaud-TRIee, TEaud-aid-a9,
G- ETHIN, TEYq-TEeer 3R a@d-JgR e 16
el it frwtor fopn e - Y wE S
AW * A Ghst FAwgUest T ST & HAS
TR S F =

FHTERA % Gisht FHichgwal St 3 qEYa-HeRl- A’ T
'GR-FFR' T F QA TN H TS B | TGRS @I ST S HIEE
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TG O-FrTa-vem, SHEm-Ae STIEm  gS-He,
Siga- e, eI, SHTed-gUur, Sy -Sigr, Taud—TureTd,
TERISI-SYIeTsit ot arelf-iehl S TFel i T i |
HTeAEen &t feren

TH HIAYTE i g fadivar 98 W fom griia-vre iR Jerere
F Togar T w W dRl W gE | T S gR-wp,
rIfaas-faee, G, dEud-aa-faaH, TEgeaR-He,
G-I, G-I e J9@ 7 S & 1 59 77 & @
%9 THfafEd Tl # uvgfafrl e, ReR & 'gered e
FeeyH’ H HEA B
@ gew Tgfafat

el faoe-foam, TEia-J-mAml @ Sia-Idm— 31 =
Trogfatil ® TEE AE qel 1 ©EE waeE, Jhemey
e M ¥ ElT = e fF R

- forareh-forete & TR AR <eTor & I3 BehREs dem
T iR TEia--wfgot & W wfa ey g

r-faaw-faame & Srewn TSed w dvnaet, Wgd @t
Scufa-fovae fawqa 9ol iR wift & 40 aTerga €1 39 40 T A
=t & Iifafiea drede @ wefg-s=t § 1 S, =, "o ek
T-ME H Fed B 1 WR-31eA | WA G 1 Seod © | W-37E
7@ H W% 7 T YR ® | A, el Suen, e, S€a, AR
(amish), faor oIk wRg 21 3w U9 W R @ oft favm 2
foRer, et Wredr, SThS!, Stared S T bt == off @
ITEER

Sude qUgfafiEl iR o@Td St % AW ¥ Ww e ol Giere
T H IS WY Td UISTeeH & fau fawqa stemam & onsdt
I R TRl W Suferd el & wme oft a7 9 freeT € fF -
AGA S ® TH Y W@ TN AR 3T Wi T b T, 9 H,
RS wr@a St € 3 o g eiv— Tw fow eroft frrdtasa @ 1 amem
@ 7, fovam sft ® fF waced 3@ Wi & faduen, WA T
S At i T S|
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AT Akl H ASIIANT i
T T
g I

el ol WV & hed 3R Hied o Scpeeay &Y © e | 39 T &
3t ® wAT 3R Wl Y SSTHUR Fefed Tl W R | e i
= =R € T sty Tk e g o9 ? R seoteal &
I-Te 3 0 oft g@ W B 1 ek frew, faen, 99 SR wen
w1 iR € T aifug Wl gEeEell w1 Gawew off

e aRes i denfEl S sguge emn 7l & e
T off wfafaftad St 81 Sl Sftad 1 Yo 9@ Wi & 3 e
fora et ® o sttt el T el wi Te TeEAel B
SRR R S Whal & | I T T N TeEEe FTET e
F WY-TY 7 H g A ff 9gd TS B T | WA T
T #fg g fRY T Ui i TR | eTh 3TN THe W 9%
H e B A oA A Rt o feafa # wgeaT Jwel =@
whre W Fel o) faf vR & g-tew € gl W wele
B ;I AR ® YR H g G I 1 Wt Fan
2, 9% GUR & Few A € e dar 1 TS w1 AT HA
aren S et et gt gfe we e ¥ T i W § WA
€ T R YER R @ ® | TGHD W YFae Te S gan w1 gl g
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TG : T T T TR 91 | SR o ARt 37 wwe e
W, FASF WA Sl ST SRR S AT § AR h
W T Y T o T oTedl Jaw H afmansll R A
I & e qe ST B TR T R B AR & Wy &
Ha Teoiierar SR Sepwe Frofaafs & @1 enifea ?) a9 & o'
o o foe ag— 31y, ¥4, JAre, SR, B, W, W
anfe een el i SIfead H Tehdl © | TH YR WA Aeehl |
AeHHR YR, SR, FEH Y IorgesT U g9 Yereh e e
el 1 FART SRag & TeaereE e # aikfy § € e
R 3R T F Yol & fod i T smanes st = feman
FHifh IR Ie¥F A A v @ T eifug Arewfadl @
IEHYYEH HA TTelt STl wetledl T, 9T, T onfg ot Sepd
Y T AT | Tg STATE AIEREAIHRI 3 STq-37q e H 39
o e 1 SN WA reawreda fedl W siva: € wieR
R 1 TS eF H AN ®UF H TH g &l Afug I
g, veed, W, few, difve, Jahe Tew, T Afew,
fedreus, A, BAMRS oNf g faud sigegm €1 v
WY T H off Tew g B g srete ored W wgw feran n ?1

e &7 § wifa N Al WIHh H T foga gl € 9,
AR T Ty, Tumaeay o, @ wamme W, wiew
i, sia wWYE, SFHIen SaTeeR], Afert g, oen &, T
WY, FHARCT, o B, ot qre, fheere AR faa,
FYErEg TV 3G 3T TR FRAfAd & | oegd: 37eht Tarei o
A 3R et SR ATeael S g o § | FEft 9 e
J FYF H GHIA W AT e Hfga H g TR TR B
T IRpfa & HRU THI-HT W IGHF T dhAS B g |
e R B © €| ey W& %o § eaf st yg@ar W Th
B TS el ot yoRA foren T 9 el wuw' & w9 H yafaa
A STHFEN & JIRYU Td qhlh &l e | T waifes
O el S Tehdl § | S aRaw ¥ el wus (@t )
ok T TR € srferien: wefed €1 W el & W
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et TRl st e TRerte Sl €1 3e aETen Jeee
fafay 5= 1 qege el & Wi ¥ fag frn €1 At gaen =
wreidiqugEal a9r TUEAI: T Ehd § 568 hedeh o7 i TR
“ifirard aftra & | ehemre g frara snyfies el 3 e e
TR TR SO 58 T THIGT € IR g9 Wi Tew | 36w
T A TRt R B wR0 el W T Thad THh Wd
fran S Thar B FHGRC @ e, faawee i,
Frapa-gu-gare ot s TR & AN FTH w1 THd R
SRS 1 ‘o’ RW W eNfya el wu B ¥€ I
TAE AR W G SOl | RS S HIA & EEE e
A H AT FE T WO W@ N Sigertd dew’ 5w
TH H YA H AR A W T AR RS GEET H gAY oA
TG Yl © | . qeeeet™ 1 HEE’ et ey € 9l WS,
Tui, arg 1 o 1 g wegul seTfieats @ e €1 e
T H GEE IEw REER & 9§ @ T aed w@i @
Tl gegel ek & TR o7 T gvEy ¥ @ T W um
GG & TY-T1Y T T Toh SR Ff TR w7 & | 38 e
R off I b ¥ A fRa 1 Tkt @ Hifeh 39l 999 T
o g feafaat )1 e T e W R W 9 9ea
TR 3 fren W W off g < R ¢ enfewieer’ e
Hepa fhew 3 O%edr & 3% wifaaE w@fya R T YR
TREATHl & ATeTshe ‘I & T Uit fed '
2| ITH TR SR ¥ 8 a) FERY & T & | Sh-gwoy
% fovg ‘SteciEey’ THiE SN Cod T TR wwEm
TR B Torsftad F IR TP A 2 | Jaf werne et H Fpd
AT LAl T H STIIH ISV § SR YT WA R HA
T foran @ 56 o wael § yERw aohie i gfe @ W g= e
I T 5% Weha § sfeafad fn T @ Wy € S5 eifa Wi wg
fen T R Ty A e @ ol ST foldw svefern Y @
T A1 TERT W g€ S R swEm #1' (WEhd Aewaeer)
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9qfeht 9. 4,5)

wfEushl & oo § Fiawr o |eg T8 B wifed fF S
T, W, Seft T Wel U6 e g R & Sar 9o 1w @
T Sq T W TH Hih Giea Tew A e We T T W T
SIS i e Bt & Wy ‘et wueh’ § eaf vt qeren w@n
& Tfce SIAERT B FIR F B | AT B Tow THG B
BRI HE A HE gw awd e m R o & =i i Ron wew
FR VS FTER I SR TR T b | T9H UH: T e
WA TR & & R ], dow ‘e o i Jermy
& dae fefadl W fean T TR R

TeH H 4T H THER SR fav B o iR | ‘v @t
F W' S A=k e for@n| gHeh! wuEEg s T iR S
et Seft e R | Tk Y 3 A 39 G S 319 et @
2, 3R Trew =) wifa ook SEe Akl o et 2 | avieR e
T T T U B AR B AR R T B | TR
U % AH A B G G W@ T § S— s % W
ISGER, Fa, IS, HHATH, THITT G| TH TgTT GRI A
% A I TG e S-UREM § § @ ad e #
& Tt @1 SeeliaiaeTy oft e o WA € el S Wkl € ik
Tal foeeht it S0 T go1 § fafia #1 o1 TR w1 wo o
3R TRIfyE # el ¥ aa-faem foeh S® 941 & w9 A
foretmy et B 1 31 ot a8 oo uRafda ey A dwa # sl
T TG T T T ® = B W § R

S@Wﬁ@’ﬁﬂﬁfﬁ (Flash back system) ! AFHL feran
TR ek ‘T ug fom sgEn aefa’ oft T wen a2
‘ygq’ e W ARG T @ UEH 8 Wy fAdve, wed
el T FEY e A A snyfen 81 ATesereta gt
I Telipd A & 18 s N e IRed wiedd fhd € 1 gHe
sfaftea srafa TreTme § g 76 vfafedl @ §1 S v W=
T, & 1 GG, e Ao & Al T gee, 98 WS
Tl 1 TS, gEel H fafasmn 3 gus 79 W& gr Red &
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wey § we gfe A SHenie IRedT o #1 %9 Tew Coften
Ti=a' deit ¥ for@ T || wlien e W Syt T2 gt sifug o
I AR A & T TEEH A A € S ‘goeeq T
‘e’ B Her 3iR S & URea e arg wegul gt i faw wiE
3 T T AW F ol BN W oft TR T Jarw
e A B 1 A ek Johg ek off R W Teha § TE STer-3Ten
TeTel e wE W R W U s ® 9% H gSE e Bl
‘FHHA’ Tew B T H A IR S feiE & ol grn sie
W SHR W TG fohan T ® | W & Coden’ W Cheuge’ Aeh
off eiiemrea Soft 1 & R TEft T S Sk SISt 3 ad
W[ # ‘v ot o i ¥ g war T e W g
HeE & TOE Wieed § fSEw gen €1 Tk € e i o o
T e A H gen el ‘wHeqgy’ ek e €9 F T e
T 1 THH T TAGE TR 6 G § 3 UE % AW &,
T O, GIAT, JA:, ATSA:, e, Ted:, Gehed:, uHl: 37fe © FSrent
TR € eF N el Ny R ST Wl § 1 SE 31w
ATeh W GRS YA, YU T SR AW B S ® 1 WM T Hag
A gTIEY B T SO A Al Rt @ ufa ufa 9w
3" TueT 1 i wge' - enyfe e § S g #
i FA R 3T: WY T Fd 7 6 7 g e W
e’ |

ereeay Frardt 3 wwieny it ¥ ‘erorweny’ T B R
s =i & Wg-u1g e e i ghe St ® | S weehrE
eH TF F gfe J Taifaes e e 1 Ghdl @ Hih 9 g
e T R SfAael w1 CwmE W fastta @ ) sud fage
roft 1 VS 3T Fal # ‘W' T W W' ert AR rayere
T Ui it HUeRt Yerehl Shl TR R T € | TesREH! % =R
S WM R G =R Yo o ey u@ gaRl % € aR-9%
it W T& & ghe wa T o< & g 9 ‘arefyeny,
wrefrenth wRfyenth, arefrefy, shenfh, sfenfr’ o) w=
TE @ IF T A B 30 7| G H I8 e e
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W@ AaTl A WA Medt T 9f|l e W
Jaciie=al qIaq| VAav: GEU: WfATNedr Wi @en: 9l
o wfeeiien: fa @ ') THRAR S e ©1 (ARt
9. 46)

T wH § TONgeE W JHRe Yol i I%e Y& el S
el & TSl TORYSH % W & A W e R ST @ R, W
TH & WM R weha fred f@m & o ffl s § 39 R
IE THIGT TN H wd TN HI Yeehl o TEA 7 | ¢ R
g’ SR AEER’ e W A W € W s s
F T S e T srateE 21 . Bt der # Afew &
&Y H Ygcl ht T Yhe Hh 39 ALH Hl @I ¥ TE W od
T UTERY’ T w1 g fave @ @ € N IR @ %
o o ol ol RS AT TSl 8| T Y e A
A form ® forad s IR o Sies a2 H THATEY STHT
fean R <o wma H e e oFf T YER H WEiTn qoyfh
Td HES WA o W0 W €| 39 YRR TEhd el H
e’ YA I8 ST SHh! Sfarwdl i g B

Tea wifg § yam fomm @ = o ey aeginsa
¥ gfie R S 7| e wvee TEHe W yatd o e deft
w1 TR R TR R | e 3 w9 § A g g @ Hag @
TG ITH THINF a9 @ SN § | Yok G H Q-dF 31eR
T TR Wgd W § fifed 81 % HRO Q@ e & i
w0 g1 e afed TR 59 T e T 21 R YA ek
T -G F11 g A R o fawg & fod 98 w0
ik el el | Tk TG Wifedeh Tod ged @—

“ufe, Tamfi: iy otk | 999, STF-EhieT: STUge YReTa IRt
IS feraeR:, e # e’ (9. 18)

9 TAMEE w SRV 7 head TR Wit aRfeafe @
RerdA 1 B @ frg e Samdtelt &1 seed o @1 e wodl
T e o A H TIH BR-B THG o © &1 Hifwr S
Td gl W T A I AR I @ H THA § 3R T ¥ o7 FW
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g § e MR W A % THIfaeE 4 @ Eia T
feshral, e T, el T THE SY Y TeH H A w
ek i B | SNy HeArIY WS ¢ ASREAEdR e Teeid
fafre # rfirfia foran ST e 31 V@R & T TR A9
q =i 4. #, Feags & 99w TEgt 15 ¥ 20 fa. H, shre
% afuerier e 25 ¥ 40 . & wew wga fRY W WRa §1 @
TE T IReA g 6 UF AR W SIS Y&l Wl 9
Tt SR T TehaT ® | Sgd: TSI W e g2 wanT o
Y 7% W ? T sy In-fomm & e  TEEe W s @
A A el el o e gen ® ) R & sifeshr 3R
THih! EH & ded I9E 3 IgHF fawas ¥-73 w&En & 5
e ?1 &, 9y, I fowae g9 R o WA e | S
ey 9 3 ord ffe & g% 1 IEE it Sy wrege, st
RIS AT A A9 @ ToR <9 Rl g¥a hea St STevaehar €
T R | iRl T i Tk fege 3R et 9 @ wsia #W
fean wmar ®1 o et ¥ foaga vem W eia s fafe=
e W ¥ G| fEn S o e @ T ) 3w YR
ek Hadt AT T T ], 9 T AW ], e e aifug
T TR B 3@ a8 fed ) T W faewfaa St -reaewmen &
Ragft 1 =, fira 6t qvea SR arEdt # @ T 9 R R
I | 3T STaie AREThRl W AT o it ST e
N IRY T & o Tg S AT MY Weh gfie 3R fewlm
T B Fifh 3 AT & T TewEet & gr et ot g e
g
qad W S T8 g A,
BF X IT FIeA T™E T,
s 7 ga, N € A i,
TF ew 8 el weE )
wRsfA g 17
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17

MYk TEHE AR IR TR YIR— it
G & YR ek ‘THARa’ =t
refefi & fn g

et et

TN B AT W T R hg W @ Toepfad g8 el
RS i Tk & fog aegaen iR freq =i qeht st R)
ST F Yode e WA A AREE & SURH B OWENT R
FoqEAEll & fT M Siel §1 W W1 AR S uy SEuRon o
srfue fafauar sik oo ©1
Il sl § AeTwed & Yigd €9 H YERA & 9 € §F
T ¥ IS ST SR TRl 1 S T T S
gfe @ a0 fam o gy vaml = en f=-fm ifedi 3 w@ wa R
1. T&hd AH Hl YA ®9 H A1 IRAT wremell § 3T Tgana
AR Ho |
2. MY Tl 1 TN $ SMEUR | FAM|
3. W e adT URERER T 4, Wi T & e 9
e fauml & wEn ¥ aEEee
4. 3yt TEH B o AR Rew W e fauE w5
JE |
T IR 9F Wl | W W R T, ST T 9 9
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TR & e W oft foar fran mn iR THifed Areawe &
TR ufvedl qen Tgehiial & s Harg SR fams & faafaen of
YR g |

TEpd EHl B qA T H A IRAT AwisH H ST SIARN b
ISR THAG JAMT i S yrareal & SuS A T Yo TR
fearé it %1 AR v & ford wiau fafire @ oft ) 37 U
HIfeTTd STHICH!, o qo feream=agee & ‘|raey’ &1 M ferm s
THha B T e faueE, ool § W i fdwel S
ASTTEA T JATT St TR 6T YA T, S o et SR
Mee diere & W T o1 T 7

T e o ek fSeg ! 3R e vt & YR W g ™
‘gaETER’ SNfE & AN H AT il el o Heskdl o1l 31
W H eI T e’ aur e ok TEeid @
REETT Sl WHR A 1 JI e T aan ifira #i gfie 9
T F HON BT |1 I WA TR T

IR F A WRA TEm oA § W O S A
‘ArafaeRtfE,  wifaereagta’ qen  gerieE’ & i Ufaeifas
Ted & B1 37 UR SUHAI I Uh a9 uRofq orht & <wew H
FIIEE STHICH, SooH & GRI o Fuel Frowel & e |
fosrHEsia’ e & agd 3Tg & TN g1 g3 | $TH hiae AE
TftreeRt qe W. FACHISH et & YA qo Wepd § qon fduew
TR S WA A H ge

T 2005 H WRA Woq H TR e SThieH g1 TR
Hepd AeT WURIE 9ea geT e wegl ‘ faseTa’ & g W
H g 7 T g - CHE 6 IR ¥ %, T, uftreeR & e
FEE STHREH H SR J T et & Fiym & qen Arew
IREg, AR & 3R | 9is rew fius waa afas & fdem o
et g8

MY TeHi T SIS & MR TR FAN Fl Th SUHH W
TR ¥ T 9IS Tt & S & ST e SU=R— ‘SuIsee
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H SR H SIS THd T4 g |

fastt el @ TN 91 YRERE AeTEUl & YR W FE
H Th Gk ST 9. T, FHRA b (e H AR e 5N Sfed
‘Bepae’ o aEH o' B AW W T B 1 S T8 Yot H wEm
foram =M

TAEIE q URMRE TeTEd URMRE Tl & WeH 9
TreaeE g fauml &, & ¥ THESE TS 3 yfawmedt v
W@ B T ST 1 Tea e 9 € T 8 W IR
IRAE e § A & onw faum, sifve ughaE el
T-vfafeEl 1 o FERT B o W ]| oTuE WA Wi gfe |
%5 MW e s 7 TRl TeTed § g 9, 39N i
TUE W TSR & TR A § AT H AN H EHE WV
TarfashR foRani

HEeH TR0 G, WA o SR e o feve o
IEEAT T HR S G 2| Fo e frm ik @l W
I FEA & fae wfigh s @t Al W S e
IHRM TR SR aftrEeRtst ¥ e & o W

IR A AR oI W oo wal # 5t T8l B9 sifewa
I, SHHT S FHHEA ed @ R ot S Tnenfas oa— 39
A F @ T T SE EH § A, A S T
faur srern SIfyvurl &1 T3 TRl H wER R T wyfE %
"HTETE H TEEE H gAER iR T I S € e
TR Y TH Sy AT W oSedt g

Tt § wrgx Jw, wftn Ay onfs el it Fiodl H &1 sk
W W AT W fam W w9 3w e B

AT H WO § T, |, el e 31fE & Tod & fau
3 7Y Ieh SITE-sigd wafeedl # for@ T T Wy w9
WA G & TSI H YHE R g 81 euwre o afia
TEE 9 yEA @ faftuai fed 9 fedt ¥ A wma & fafve
el ¥ yeferd ol H Y et @ €1 or: § wlieh el
% T & fau ¥ eE faey 9 TReEERl Y off 39 TR &
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e fafy faum o wEn T TreTsfaal § R
=gl 3R el vt § fat aen ot Wt el # few<dt
T 3 IR oell & TGHF iR A% W ARG weqwst it
Y TSI, W W A T T F AT H WERY off 3=
guIfaa A W | THH Th Jah S g9 G S ‘9’ ®
TN ferfea sty ‘Teeia’ e W qogfafy § 3@ T R

ot Jufeer oo Huft ‘o W' @ m ¥ off wifeew W
g 1 57 o . 25 Terar 1881 1 ferita, gk § gan qen
26 W€ 1937 & T o W gew Taem gem 3 Ugfa Afaeiww
T & S T A1 TG @ § | et 3 3 fov ¥ g @
foran ? -

ESGIlc]

Ao &

A HHfa H A

faed eFR

T TR

St geit STl ?

Hefisht 3 fot H ‘Toafa’ e T H | I ASH TR
23U qrglaty wia & d s fremarr vl & T ® W gean
T e a1 g9 TEe! wiatety S 9o ¥ W g

T S & GRI I 2 W Y Tt o g I R iR Ferdrra:
TGS & A H Treiien fhY FhR Tell Wt fi— 98 &0 5H
Toha | FEgul e HEitsht 3 THelen wit it § fawn € @ god
3G T St qHCAST B MWW 9 a9 fafafaemi @ e
fFn 31 gl & TeRenmE & off 3R ol uEd W e
dra-sfte § Sier T ? 1 39 TRew W [ % IR & fag |y ik
VAET & q9 | TR TH & g 9 & 979 &l e 9 il & gN
ST %3 H T SeH 9 H w1 UM TG § T H W R

geit <t e & fafufauri ¥ wRfva €)1 e § faum @
& T S i & i g R S =fed | ety St
ff B B, R Tew H WG & T T€ T wenesd Swha off
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B 81 THH sl F gt qon e H fe st S ? 1 55
e el ¥ ‘mEia’ § oI ¥ gHuR & gR 9= 3R
it W €

Tt SIS St & $9 TISh i YA | TEhd HIShi shi Fre
# Foreh et 81 WRage 3 Tewwre § waren ® 6 ew @
e H R & ofria R, T A1 fogue ew & R H
3G He F frhr s U ATE & Y T Fh SUHT SR
F T | FEE & ARG, Y5k & JeIhiesh A TG
% ekl H IR HY W SR e TUH H Hefed w7, R
T I THRAT B | U 3 59 AEw H 3 IR 1 e d §¢
TER IR T B GR J9h TR T AF H G H S
?1 39 QR ARG F T TEHA e A1 ST H WA H
whg e 2| IR F fog -

PCAUR - T A W I U & GHA 3T B G R Gl
& o wRem & wg-wy faar &t wia o &
(FS FraaY) o731, @ 39 oo o 7o+t aett | st
W - T€ G o H qE Feliu 1 (A9 W AR
TR BRI F W A R A aeh!

L i - (A9 Q) E— goFy |
(T 1 gow)
TR - (YO A gE)— HEY SR ?

AUR - w0 @ | Woeead, 379 3 =R e W 0 €,
THY T JRY a1 Aiged IR SAwT 39 TETerd
e 5T W@ 71 A = € AR T ek @ W™
S for <Xier ATST W AR qEe ao g

T - (T IER) WY AR w e o et
AUR - 9%, 9% TR B0 1 § o e §-37est o Sawei
I W ek UGS B 2

Ifg g0 AfTFTEae St TET ¥ 39 HERa eh S 9
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TS Sl e B W S Fehd © 1o It St I Y ST ek
H iferera it e | YA S oft T w9 fean ], 9o e
% i & foum @ off SR em e R

TSt 3 ST 39 Aew ¥ e, THE, HEWRA a9 QU &
T TR A 1 IR e 1 gt 1 qeeiaEe @ S
A W I TE D11 g T | T STET IR TEA 3T H Twl
T WEYd Tg it T6E A AR foran B, fR 7Y @) waew &
e e w1 fregor e @1

R ARH H ST IS T Tl e il W & T
Bl 3Tgl w1 BR-8R gwl ¥ faune sy RE @
UM & 176 B | e § e 3R Snyfedr s gl aaad
79 e H gl 1

Wy 7 eI ¥ AR % TRE S ea € — W, 9E,
sifa, o, gfa, wafa, fafs, @R, o, = q@ I§ a1 FE)
T TIRE Tl ol I 3TN A1 WG| % WY FHEE TR W ARH
e BT § | ISt 3 W AIeh H 9Rd G & TeT-HMR & e
afeerd URehed T § el B1 39 ek W W R W & fem §
AT, JER, TSN GRI U dIgH & Sl 3R ereaeds yardi &
fommr & g, favanfas & gR1 TW &l @ 9H & 30" W WRY &
Wer & foor § w0, T & Hy & foo § Ag, T S e,
ASH, GaTg, AR 7S ¥ g 9 g7+ & Freqor § iR qen e
T A & HY STAAEEa 9 UhEl & 99 & foor § s
@ ® @ ugefn onfg e gl o orgyd 3R TW o 31 <& it a
% yagl ¥ W W w1 IR gl | Bad e W T ] 5@
YR 378 T ot 7= HAIe Afvaafa geirsit = 1o &1 o Y
?1 55 w9 € Sudea fafae v ¥ frele, vty wig, orgEn oty
TR &l e W, W, I g Wi Wl & off aeees
iTa9 ek 3 fora B ek & wam #§ aifiten, oo, wifth
3R o W’ YER & RFE W wHIfEd AT v g1 A
sfirg 9R gl # vEm fma @1 I W@ & gl & ol iR
W aifeh § S WER <99 & vog § HRe 9fa §1 ard 9t
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AFSAIER T Bl € | ek H ST Fag ht Gues gfsd A
2, fogd wRo R Tew H IR SRy ¥ o qk S @R I,
forgenfi S I 1SS 9RA W@ e ¥ wEl-sEl fata € 9w
et g 2 | Sga et 3R die Sreel Tar urEi ) wersl 6
A 3% H TewHR 3 Frequ e R, soH emet gfw R

39 YER IR gl § T BH % HRU 39 ARE & HIT W
3ifiTeR, Sk, Tifta iR STer— 3 IR YR & I 3URE
S 71 et A ey w el  yER H @ - Aewd iR
wirekert | gefieh & ‘Trafa’ & 9 Il wo-wy e €1 s
Ul g9 ey g & TP N W R I Thd €, 3R HE
T @Ifes ey T ¥ HA W Y9 e § | Aeh W Sl
ool & W, wE ¥ @ wWE T e # Reafa ot ® ol =
fafg, ik e <vier qeee SR <9 =it < o §, Jel A fafs
B B1 39 ek W I wwR w1 fafgd & o vt s @1
T H I g H WR IR T H Ty Tga A 2| ARwER gt
IRt I TEA B 318 THHR U SR 39 AEH W T S
Tdl ¥ T 9 q w1 FRW R ?1 38 YR wild w1 quaw 5|
e § a9 w9 H gan 2

TY e I TGTF AT F ITET Hiewd 2 | ST w1 faseH
T A gan v, formd ew # fer i wd fafeean s+t wdt R

39 YHR T STYHIVCG ek Hi UvglaAfy & ST & MR W
TH %T Tk ¢ TR o vl & < Tewl # <fares #it
TR § WG & I & 3TJUR YA faum o frafe feman
ST T R
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18

MS. ‘N’ of the Natyasastra
of Bharata

Tapasvi Nandi

It would not be worth repeating the details concerning the
editing or critical editing of the Natysastra (hereafter Na.
Sa.) from the year 1865. We express our gratitude to Fritz
Edward Hall, Heymann, Paul Regnaud, Grossept, Shiv Dutta
and Kashinath Panduranga who contributed to bringing the
Natysasra into light. Their efforts were made in years before
AD 1900.

With the edition —Gaekward Orientl Series (G.O.S.) of
the first volume in Ap 1926 a new phase began. This contained
the Abhinavabharati (A.bh.) on the Na. Sa. also. Ramakrishna
Kavi consulted some forty mamuscripts made available to
him from different parts of India. The same was re-edited
in 1956 by K.S. Ramaswami Shastri. In the Introduction, the
editor attempted a critical and comparative study of all the
mamuscripts available to him. Some of them were available
in a transcribed forms. He classified these into 3, 9, ¥, and

d groups. We need not go into details that are known to the
world of scholars.

Volume II of the Na-Sa., in the G.O.S. published in 1936
combined Chapters VIII-XVIII, along with the A.bh. Vol. 111
has Chs. XIX-XXVII and Vol. IV has Chs. XXVIII to XXXVII.
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These appeared in ’54 and ’64 respectively. These parts also
contained the A. Bh. During these years we also came across
the Kashi Sanskrita Series (KSS). —edition, containing thirty
six chapters, and based on two MSS. In 1929 Manomohan
Ghosh gave us the whole of the Natyasastra with critically
prepared text with, English translation. Vol. I contained Chs.
[-XXVII, and Vol. IT had Chs. XXVIII-XXXVI. Meanwhile a
number of valuable attempts were made by the great names
of Pandit Vishveshvarjee, Pandit Madhustdana Shashri, G.V.
Bhat, etc. P.V. Kane and S.K. De also had their contribution
in it and Raghavan, G. T. Deshpande, Dolat Rai Mankad, W.
Wilson, Rangacharya and others contributed through their
observations. Parimal Prakashan, with R.S. Nagar as editor,
reproduced all four volumes. of the G.O.S. , showing variants
from the Gaekward Oriental Series, Nirnaysagar edition,
Kashi Sanskrit Series edition, Manomohan Ghosh. edn.,
Kavyamala edition etc. in the footnotes. The third edn. of
the G.O.S. vols is also attempted with K. Krishnamoorthy
editing the Vol. I (1992), while Vol. II (2001), Vol. III (2003)
and Vol. IV are taken care of by V.M. Kulkarni and Nandi.

This third edition of the G.O.S. as noted above is made
richer by also looking into a MS. called ‘N’, acquired by the
Oriental Institute (O.I.) Vadodara from Beer Library,
Kathmandu (Nepal). Krishnamoorthy (Preface, p. 3, vol. I,
G.0O.S. 1991) observes that, this MS is referred to with the
abridged symbol ‘N’. There is yet another MS acquired by
the Oriental Institute. This is of the A. Bh., which is
disappointing. K. Kris observes that the Nepal MS. was not
new and he felt disappointed with the same. Actually R.
Kavi had already recorded its important readings under his

H, and d, though he has not been consistent in noting all
readings. K. Kris has attempted it in a consistent way.

It may be noted that Nandi, under the guidance of
Kulkarni has attempted the critical examination of MS. ‘N’.
in almost a perfect fashion. V.M. Kulkarni has taken care of
the A. Bh. portions in the vols, II, III & IV and Nandi
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concentrated on the Natyasastra text in all the three
volumes, keeping MS ‘N’ before him. The results are more
rewarding than what K. Kris has made out to be.

It has been observed by Nandi (Vol. II, Preface, pp. vii ff,
that the MS. N. has at times different variants from different
scripts in the G.O.S. edn. as g, 9 g, e, e, e, e,
t.q.f’ la.i’ 431, uqr’ 41.[1’ "UT,, 41,’ ‘3,) l-qd’ and‘@";

Again ‘N’ seems to be closer to one or the other MS, in
different chapters. No definite design emerges out of this.
This we have noted with reference to relevant chapters.

Number of verses in a given chapter also differs, as well as
the number of chapters. We have attempted a comparative
study while preparing a fresh critical edition of vols. II-1V,
keeping in view this transcript of the so called N.

Full description of all variations in numbering of verses
and half verses has been attempted in the foot-notes to the
fresh eedition. All colophons to different chapters are noted
and compared with those in the G.O.S. edition. Difference
in numbering of chapters is observed and noted.

The G.O.S. edition has thirty-seven chapters but the
present N. shows thirty-three chapters. All topics in the thirty-
seven chapters of the G.O.S. are accommodated in the thirty-
three chapters of the MS. N.

As already noted, ‘N’, shows a number of absolutely new
variants. We have added these in the footnotes with special
numbers, such as la, 2b, 3c, 3d, etc. While preparing the
new edition of the G.O.S., when ‘N’ has the same variant as
read in, say, §, , H, etc. we have placed ‘N’ along with that.

In Vol. II, N. Shows 366 new variants. 136 readings are in
agreement with ‘g’, 66 with ‘7', 25 with ‘®', 15 with ‘=', 12
with ‘@', 2 with ‘SI", 5 with ‘', 1 with ‘3", 18 with ‘W', 2 with
‘&', 5 with ‘T, 1 with ‘9", 1 with ‘7', *W’, 2 with ‘&', 14 with
‘T, 1 with ‘3", 14 with ‘4" and 106 with ‘g".

As observed earlier ms ‘N.” differs from the G.O.S. edition
not only in number of chapters, but also in number of verses,
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even sequence of verses too, in a given chapter. The
colophons also do not read identically at times. At times half
verses or a single line from a verse from the G.O.S. edition is
read in a different verse in ‘N’.

In vol. III G.O.S., ‘N.” has a different design as follows:

Ch. XIX G.O.S. = Ch. XXIV; 46 new readings are noted
in N.

Ch. XX = Ch. XXI (N); 28 new readings; G.O.S. edition
has 77 verses, ‘N’ reads 72 verses.

Ch. XXI = Ch. XXII (N), 33 new readings ‘N’, seems to
be closer to ‘7' in this chapter.

Ch. XXII = Ch XXIII (N), 33 new readings

Ch. XXIII = Ch. XXIV-N.; 20 new readings; ‘N’, is closer
to ‘' & ‘&' and has 78 verses as against 80 read in the G.O.S.
edition.

Ch. XXIV = Ch. XXV N; It may be noted that the editor
Kavi (edn. 1954) has noted (p. 248) in the that two sets of
readings are noted in this and that the first one which follows

the commentary is given by him first : ¥ FfaeHRURSITAR
F-A-TF-9-TCHIS; AN STHEIT I-F-I38] Fawad |

A ctually the editor has done something else. He has given
the second reading not as ‘3J&4’ but (as in the case of Ch.

XVI) aseparate adhyaya or chapter XXV Safa@is&m@: (G.0.S.),
‘N.” gives this a second reading. So now becomes Ch. XXV in

the N also. In both these chapters the verses are equal in
number i.e. 125. Thus virtually Ch. XXIV of the G.O.S. edition

which is termed as Mﬁlﬁ AMEARTEGIA: is not read in N.
Both the G.O.S. and N. identically call their Ch. XXV as
‘femsfrrl W weRfeRIS & :— so, Ch. XXV of G.O.S. is Ch.
XXV of N. But Ch. XXIV (G.O.S.) (edition, 54) (vs. 1-89)
seems to be equivalent to some verses in the beginning of
Ch. XXXIII of ‘N.’, (Vol. IV). Ch. XXC N. has 48 new
readings.

Ch. XXVI G.O.S. = Ch. XXVI N. It may be noted that the
G.O.S. has only thirty-eight verses in this chapter and the
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colophon calls it to be ‘fopfafaswed 9™ wefa@iseam™: The ‘N,

has 101 verses in this chapter and it covers up Ch. XXVII of
the G.O.S. also and the colophon reads as—3fd ¥R
fafgsrssent Amream: wefemm: | The G.O.S. edition has its Ch.
XXVII named as *‘fafgeaesmm 9™ w@fasneam™: 1" Thus the

two texts are not in agreement.

Ch. XXVI G.O.S. (vs. 1-38) is not read in N. The whole
chapter is missing. Again, Ch. XXVI N begins with verse No.
1 where ‘ab’ are missing. So 1 c¢d (N), Ch. XXVI is read as
‘R wdel s fafgfresa’ v, = N is V, Ch. XXVIL,
G.O.S. (p.301-8).

Now, Ch. XXVII (G.0O.S.) = Ch. XXVI N; 33 new variants
are read in N.

Ch. XXVII G.O.S. has 104 verses = Ch. XVI. N; which has
101 verses. N has some resemblance with ‘T’ , In Vol. III
(G.O.S.) we read 241 totally new readings from ‘N.’

Appendix-I to Vol. III G.O.S. - revised edn. 2003, (p.
321) shows that some verses read in Ch. XXXIII (N) are
read in Ch. 24, G.O.S., p. 263, Vol. III. The Ch. XXXIII (N)
is quoted in full in this appendix. It has 142 verses.

Vol. IV (G.O.S.) has many irregularities with reference to
‘N’. (p. 521) Appendix-I shows vs. 194-299, Ch. III MS. ‘N’,
which are absolutely new in MS N.

Appendix-II (p. 529) shows further where ‘N’ differs. (pp.-
529-36). Appendix-IIT (p. 537 G.O.S. edn. Vol. IV) shows
Variants as read in N pp. 416-21 (=pp 537-39). Appendix-
IV shows variants as read on p. 438 of N-transcript. These
are vs. 123-39 i.e. 17 in all. Appendix-V (p. 542, G.O.S. edn.)
shows N variants on p. 452, of the transcript. The whole is a
prose passage beginning with “aee W= and ending with—
Hm?' l

We have not quoted the colophons in the G.O.S. and ‘N’
that do not read identically for want of time and space. The

learned will look for all this in the published volumes II, III
& IV of the new of the G.O.S. one thing is clear the ‘N’, is
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not so unimportant and it surely deserved a better attention
from K. Krishnamoorthy.

In the end we will also mention the new edition of the
Natyasastra part-I, termed Kavaya-laksana-laksita covering
Chs. -1, VI, XVII, XITT-XXVII, XXXV and XXXVI, ed. R.P.
Dwivedi, 2005 A.D. His observations are critical and deserve
further discussion. We do not mention our differences with
him at this juncture. Dwivedi, following P.V. Kane seems to
place Daudin as prior to Bhamaha. We do not agree. In all
known commentaries on given works on alankara, we read
such an expression as Il YRR :— and never as ‘I

@@Tﬁ;ﬁ?: | This speaks for itself. In his Af<t (fewo) he has

quoted at places different readings, without mentioning the
source. But with all this his effort is commendable and his
observations are sound though we do not agree when he
seems to be overdoing while criticizing Anandavardhana and
Abhinavagupta.

We eagerly await the arrival of other parts of the
Natyasastra as planned by him. We are grateful to him for a
copy of his work, which he spared for us.
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Some Textual Problems in the
Natyasastra

Jayanti Tripathi

The Indian theorists on dramaturgy have developed some
theories following which a dramatic piece has to be composed
or presented. The construction of the plot and proper
development of the same largely depend on the employment
of these theories. Bharata is the earliest authority to have
dealt extensively on this problem in his Natyasastra. The
present paper tries to reflect upon the interesting textual
problems related to dramaturgy. It is significant to note that
often the text of Bharata is ambiguous and difficult to
understand since sufficient aid is not available for
understanding the technical terms, because neither there
is any immediate commentary on it nor Bharata employs
any illustration like later theorists to make the point clear.
On the backdrop of this introduction it is proposed to discuss
on the text of Bharata dealing with the number of
sandhyangas having scope of confusion and ambiguity with
regard to its proper interpretation and authenticity.

The discussion is based mainly on the views of some
important critics like Jagaddhara (ap 1300-1450),
Katayavema (ap 1381-1416), Raghavabhatta (ap 1475-1500),
Nilakantha (ap 1665), Dundhiraja (ap 1713), Tripurari and
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Purnasarasvati. The view of the theorists like Abhinavagupta
(Abhi), Dhanafjaya (Dr), Ramacandra and Gunacandra,
(ND), Singabhupala (RS), Visvanatha (SD), and
Séradatanaya (BP), Vidyanatha (PR), and Sagaranandin
(NLR) are also taken into consideration for discussion.
Further the manuscripts of the Natyasastra available in BORI,
Poona are also consulted.

I

Bharata in his NS reads:

TR Wy

It means that the number of sandhyangas are sixty-four.
But on actual counting of his enumeration we find that he
has enumerated sixty-five sandhyangas: twelve in mukha
thirteen in pratimukha, therteen in garbha thirteen vimarsa
and fourteen in nirvahana. Now, the problem is if the
number of sandhyangas is sixty-four then one may doubt the
authenticity of the text or if conversely the enumeration is
proper then the statement catuhsasti etc., cannot stand valid.
Here is a case of contradiction, because both cannot be true.

Sandhyangas of the pratimukha sandhi are: vilasa, parisarpa,
parinyasa, vilobhana, yukti, prapti, samadhana, vidhana,
paribhavana, vajra, puspa, upanyasa and varnasamhara.

Sandhyangas of the garbha sandhi: Abhutaharana marga,
rupa, udaharana, krama, samgraha, anumana, prarthana,
aksepa, totaka, adhibala, udvega and vidrava.

Sandhyangas of the Vimarsa sandhi: apavada, sampheta,
vidrava, Sakti, vyavasaya, prasanga, dyuti, kheda, nisedha,
virodha, adana, chadana and prarocana.

Sandhyangas of the Nirvahana sandhi: sandhi, vibodha,
grathana, nirnaya, paribhasana, dyuti, prasada, ananda, samaya,
upaguhana, Samabhasana, purvavakya, kavyasamhara and
prasasti.?

Abhinavagupta on Sandhyangas:
It seems that Abhinavagupta was aware of this discrepancy
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and inconsistency but has not given his own view. He only
records the views of two traditions prevalent since before
him who have tried to overcome this problem: According to
one tradition the prarocana of the vimarsa sandhi may be
dropped and thus the number would be sixty-four.
According to the other tradition prasasti of the nirvahana
sandhi may be dropped and not prarocana, then the number
would become sixty-four. To quote:

HfaeT (SramdEll) sy e AR | IR aad

T | ST J TGRS o Frelgorerall Temedt: T STR=Teery |

3fa Ty TG Ay -Heyfd: P

It, indeed, becomes very difficult to say anything as to the
real position of Bharata. As one can see, out of the sixty-five
angas, one anga has to be dropped and which one it could
be is a matter of examination. If we follow the view as
recorded by Abhinavagupta then we have two options: (a)
dropping of prarocana from the vimarsa sandhi or (b)
dropping prasasti of the Nirvahana sandha.

We feel that if one compares these two angas, it would be
evident that both the angas are not essential. So dropping
either will not create any problem. But if we compare the
usefulness of these two angas then one may prefer to drop
prasasti and retain prarocana. The logic behind such
observation being; like other angas praracanahas the function
of offering of some scope to the dramatic character which is
not true in the case of prasasti. To explain, prarocana is a
situation, which suggests the coming events, those are yet to
happen. In other words it gives a glimpse of the end, which
is soon going to be accomplished:

W 9 faar sy ¢

Further it shows the signs or hints of achievement of
prosperity or success that is to come at the end. For example
in the VI act of the Venisamhara where Pancalaka before
Duryodhana’s death is narrating to Yudhisthira and Draupadi
thus :

€ ¥ T THUMIAT THRRHIANG: | 3T T T JahiT=: |
Ifrwice ¥ ARl YR HReS HerEE foue: | wutd
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TR e g frshveaiyd Yo aReherag Sar
SR TALToRG Yorcdi=i WA | Fd Tar-
W afeaT e EheEE

FEMSEAINY ¥ Haday wUg @

TN ARG FgareSiar
WU 9 R} RuaESt ga: o1 F

Avalokakara observers on it:

J97 AUfEER

‘UroaTer: -3 | Qo' ¢ ¢ SgURT (qEw wieter T’

T Tl hgaIata et ' S Brae e g T -

FfteweafimwavifaERiy fage <R wenfa e

This is the situation, which shows the events those are yet
to happen as already accomplished. Here Pancalaka
describes the Venisamhara and the coronation has already
accomplished even when they are not so. It shows the signs
of achievement of success that is going to take place in the
nirvahana sandhi. Or as its application is seen in the VI act of
the Ahijianasakuntala (AS), in a situa}tion where Sanumati
tells that the state of unhappiness of Sakuntala will soon go
away, here she hopes that the king will get back his wedded
wife:

TFAN- el T Wret] ST Fe-ao -2l e | FTregeht

1 Ta gt Fensferer aHee wats Pt

Here Katayavema locates the sandhyanga prarocand. In his
words:

SIS ISR A W A g

On the other hand in case of prasasti it is not so. Because
prasasti means a praise or prayer for peace to the king and
the country and other things. Prasasti is the valedictory pro-
nouncement purporting to pray for the general will, that is
to come at the end of the play after kavyasamhara. i.e. after
the conclusion of the drama. All the theoretical works like
Dasarupaka (DR) Natyadarpana (ND) Bhavaprakasana (BP)
Prataparudriya (PR) Sahityadarpana (SD) Natyalaksanaratna-



Some Textual Problems in the Natyasastra: Jayanti Tripathi 149

kosa (NLR) have understood much in the same way. It is
technically known as the Bharata-vakya and is placed at the
end of the play. It is neither connected with the action of
the drama nor it contributes in any way to the development
of the plot due to the obvious reason that the kavyasamhara
which is the actual completion of the play where the neces-
sary action of the play is over. To explain it further where
towards the close of the drama some elderly person who has
been helping the hero asks him ‘What else should I do for
you?’ This question is put up only after the fruition has taken
place: here prevails a feeling of complete gratification in
the heart of the hero, which is expressed by him in a usual
phrase,—‘could there be any sweeter thing than this?’ This
readiness to confer a boon on the part of the senior person
responded by a feeling of gratification on the part of the
hero marks the termination of the play. For example in the
VI act of the Venisamhara where all the Kauravas are killed,
the war is over and all the necessities of the coronation of
Yudhisthira are ready, and there Krsna asks Yudhisthira :
qq FIT AN, fraeq ® wfifed durganfu?

To this Yudhisthira replies :

7 fopfee ST HTarSE=: | 318 J JRTHIHRUE ol oAt | 7
Teaa g &M

This indicated the fulfilment of the desire of the hero.
There is the attainment of the end. Here actually speaking
the play comes to an end. That is kavyasamhara or the ter-
mination of the play.

After this comes the prasasti, see for example in the same
drama. Yudhisthira says :

gfufter.— fHfa= <@ etc. and WU Whd e Ryeged
YoaIETaRd 99 etc.

(i.e. the entire family of enemies has been killed by us
blinded by rage, we, the Pandavas are unwounded etc.,)
Yudhisthira further sayas :

gy Wiawg WEiafeeasg
AU SeaesH: Jeurgs
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vag @ vaRRRed o geded |
SRrer ey fede
[aageal YA YU FEaHeSa: 1P
In AS both Katayavema and Raghavabhatta locate this
sandhyanga of prasasti where king Dusyanta expresses a gen-
eral peace and blessing for all, in the verse:
[eN-Yadai Y fafeara e
et gfwrwal wEdEan)
iy 9 quag faefea:
g aferawfeRrreTsg; 1
It is neither connected with the action of the drama nor
it contributes in any way to the development of the play.
While explaining the general nature and utility of the angas
Visvanitha says: 3TgIH YAEEAN IF< and AR is ex-
plained as—[@ WM ATequmEIfT qEeeR@ ! That gives
scope to the characters in the play. Contrary to this all the
theorists like Dhananjaya, Ramacandra and Gunacandra,
Singabhupala, Visvanatha and Sagaranandin have accepted
this anga.

Position of the Loter theorists

Now, let us take the views of the later theorists on the
inconsistency in the expression of Bharata for analysis.
Dhananjaya, whose contribution to dramaturgy is applauded
to a great extent after Bharata, holds altogether a different
view. He drops the prarthana sandhyanga of the garbha sandhi.
Prarthana is defined as a situation of earnest request for the
pleasure of love or a request for joy or festivity etc. Dhananjaya
retains both prarocana and prasasti. Thus the number would
be sixty four. The theorists like Saradatanaya (BP),
Vidyanatha (PR) and Singabhupala (RS) follow Dhananjaya
(DR). It appears that this view of Dhanaijaya is not
convincing. The inclusion of prarthana in case of the
Natyasastra is unquestionable and to drop this without
substantial ground is illogical. It cannot be argued that
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Dhananjaya has written his work independently and
according to his theory, the number of sandhyangas is sixty-
four where prarthana does not figure. For, Dhanaijaya has
drawn upon, to a large extent, the Natyasastra.

The later theorists like Ramacandra and Gunacandra,
Visvanatha and Sagaranandin retain this anga. All the later
theorists who follow either Bharata or Dharafjaya though
take the problem for discussion, do not have anything to
contribute regarding the inconsistency. The author of the
Natyadarpana, who mostly follows Bharata, enumerates sixty-
five angas and does not try to reconcile it. On the contrary
he remarks:

34 (that is the prasasti sandhyanga) Jaed e q@n
SiaaIasan == | TATEA: g UM Sgeielfd STgHe wafd |
(SD, p. 303)

Visvanatha remarks that prasasti may be left out as there is
no bhutavasaratva, further while discussing the sandhyanga
prarthana Visvanatha points out that he has included the
sandhyanga prarthana so that those who excluded prasast:
from the nirvahana may still have the full complement of
sixty-four sub-divisions, otherwise the total number of angas
would make sixty-five.

R 9 MAHeEmgH| I el SaesReane Sy
T THATERUNE | ST ST Ioauiea@ahyagTd| (ibid)

Sagaranandin maintains that the sandhyangas are sixty-
four, but describes sixty-five angas. Singabhupala accepts
sixty-four angas excluding prarthana. There is another view
recorded in the Natyadarpana that some theorists do not
recognize the aksepa sandhyanga of the garbha sandhi. Aksepa
is the revelation of the bija which is employed in praptyasa
and which is the cause of the final attainment of the fruit.
But, since this view is not accepted by other theorists it may
be neglected. ND gives another alternative explanation. He
says that when the bzja which is the desire concealed in one’s
heart is brought out, it is aksepa. The illustration quoted is
from the Ratnavali, the words of the king who takes Ratnavali
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as Sagarika and describes her beauty, reveal the secret love
of the king for Sagarika.

Before taking the view of the old critics into consider-
ation let us sum up whatever is discussed above:

1. Following Dhanaijaya prarthana of the garbha sandhi
may be dropped.

2. Following one tradition recorded by Abhinavagupta,
prarocana of avamarsa sandhi may be dropped.

3. Following another tradition prasasti of nirvahana san-
dhi may be dropped.

4. Following ND, and NLR. the number may be retained
as sixty-five as enumerated, and the expression catussasti
etc., need not be taken seriously.

5.  Or following the view recorded in ND. aksepa may be
dropped.

Now, let us take the views of some critics. As stated earlier
we have consulted a number of critics, out of which
Dhundhiraja, Raghavabhatta, Katayavema, Viraraghava,
Purnasarasvati and Tripurari have made some contributions
towards this problem.

It is very significant to note here that none of these critics
has traced the prarthana sandhyanga of the garbha sandhyanga
of garbha sandhi. We have at least two critics in the name of
Katayavema on the Abhijianasakuntala and Dhundhiraja on
the Mudraraksasa who have traced all the sixty-four
sandhyangas excluding prarthana.

It is but natural that this anga can be found in any play
based on love story and it is difficult to avoid this anga. Now,
coming to the next anga, i.e. prarocana, Katayavema,
Raghavabhatta, Viraraghava, Dhundhiraja and Nilakantha
have traced this anga.'

I. Katayavema on the Vikramorvasiya :
T— HERYERfEfaam © -« - ‘frimEved ' o3
T TRTIEAH, T AW g Yo |

II. Raghavabhatta on the Sakuntala :

foqueh:- JHafa @Y TUFM: SoF G| SIS
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‘“Bag'| - - - afaE: GERE Yadifd TaeE e
A AT | deavl ueTs  fagmm=ual Sagfien @i
e 3f
III. Viraraghava on the Mahaviracartia :
ST — &1 I AT TSI R P
T HRIRIIERieH STl died gareefiaa |’ o fagag
NI S—:-HIAEY = M formeiererggea |
Thus itis evident that early critics are in favour of accepting
this anga. The case of prasasti is similar to prarocana. Most of
the critics like/ Katayavema, Raghavabhatta, Viraraghava,
Dhundhiraja, Sivarama, etc. have traced this anga, which
we have already noted. Interestingly two commentators
namely Raghavabhatta and Sivarama remark:

AT A | SR ETaT ST e e |
TR AZeeRHEGS SRATERIHeIFRH | * * ST FRaTwes-
EERREE

Even Sivarama on the Nagananda holds a similar view and
writes that the prasasti is the bharata-vakya and the nata is to
recite this as there is no scope for any character to do the
same after the play is over.

g TACTET FATHNITSRI: | JTeed Aehadr Josi o
WA | T = HAARERS Yo o SICIRTIET | STqqs SRR
3fa welm Ffévad | sTywmifvmsRaamer] s@d: |

Under such circumstances, it becomes difficult to say any-
thing for certain regarding the inclusion or exclusion of any
of these possibilities. As one can find, the later critics are of
no use so far as the present problem is concerned. In course
of our study we have noticed that all the critics, except
Jagddhara, have followed the Dasarupaka in formulating and
tracing any of the sandhyangas. Thus since Dhananjaya has
not accepted the prarthana, none of the early critics have
tried to locate this anga, though it can be found very well in
most of the plays. To illustrate: In the Ratnavali the king
invites his beloved for giving the pleasure of her company:

R wmfe, - - v MagEiage W 0 S o
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AfayueRfe fatw)

In the Venisamhara we can see Duryodhana’s request to
Bhanumati :
fafR  gaeeiwgaafi =g
aRergafd=a & dydon
foramyaER ¥ A
yvafa w9 uvARssta: Qfag @l (10 15)

Even in other plays like Sakuntala, Vikramorvasiya, etc.,
also the occurrence of this anga is seen frequently. Further,
according to the definition not only a situation of love but
also where there is harsa, utsava, also is prarthana, which are
found in many of the Sanskrit plays. From the point of view
of Bharata, this anga is to be accepted. And hence either
prarocana or prasastiis to be dropped. Abhinavagupta, amongst
the later theorists, therefore has not given his preference
but has recorded the two views, which we have already noted.

To us it appears that, taking the clue from Visvanatha,
one may prefer to drop prasasti which is not serving any
purpose as required by an anga and thus the number would
be sixty-four. And the prasasti of Bharata as Raghavabhatta
and Sivarama observe is the concluding benedictory verse at
the end of the play where the actor or actors shower the
benedictions on the audience, which is called as bharatavakya
in the later period. As a matter of fact as it does not form a
part of the play hence need not be included in the play.
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Concept of Nataka—Bharata to Visvanatha

Arun Ranjan Mishra

Indian tradition of drama has its Vedic genesis with the
sacrificial altars gradually giving show and smooth ways to
the audience-friendly and techno-savvy stages of the moderns
drama-via primitive open pandals, palatial podia and
sanctified auditoriums. Just as it is very much a need to do a
focal research on the development of the stage, so also itis a
desideratum to find out the path of development that the
concept of (Sanskrit) Nataka took to reach its clear and
crystal state.

With such an aim, we envisage at showing the
development of the notion of nataka (the most
representative form of all rupakas) from Bharata to
Visvanatha. The four cardinal stages in the Post-Bharata
period having been represented by Abhinavagupta, Dhana-
jaya, Ramacandra-Gunacandra and Visvanatha, we propose
to make a brief study of them in order to theorize to some
extent on how (and ‘probably why’) they have deviated grossly
or subtly, from Bharata’s concept of nataka, or from one
another. We shall try to make the study on socio-historical
analysis - since such as endeavours may inspire a study of the
dynamics of the social as well as dramaturgical factors
responsible for the progressive and positive changes in the
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said concept.

In comparison to the available ones, there were many
treatises on drama before and after Bharata. We however
find only their authors names occassionlly. Kohala, Dattila,
Salikarna, Vadarayana, Nakhakutta, ASmakutta and Visalikha
are the names of dramaturgists that we find in different
authentic texts. Bharata refers to the dramaturgists like
Narada, Kohala, Vatsya, Sﬁr_ldilya, Dhurttila, Tanfl, Nandi,
Kasyapa, Vrhaspati, Nakhakutta, ASmakutta, Vadarayana and
Satakarni etc.! Sarngadeva in his Sangita-ratnakara has also
referred to Bharata, Kasyapa, Matanga, Yastika, Durga, Sakti,
Sérdﬁla, Kohala, Visakhila, Dattila, Kambala, Asvatara, Vagu,
Visvavasu, Rambha, Arjuna, Narada, Tumbura, Aﬁjaneya,
Matrgupta, Ravana, Nandikesvara, Svati, Rahula, Vinduraja,
Ksetraraja, and Rudrata etc. He has also enlisted Lollata,
Udbhata, Saﬂkuka, Kirtidhara and Abhinavagupta as the
commentators of Natyasastra.” In his Abhinavabharati,
Abhinavagupta has clear references to Bhattodbhatta (750-
810 Ap) Bhattalollata (820-900 Ap), Srisankuka (900-950 Ap)
Bhattanayaka (935-985 ap), the author of the extinct
Hrdayadarpana, Bhattatauta (1000-1050 ap), his teacher and
the author of the extinct Kavyakautuka,® Priyatithi,
Bhattasumanas, Bhattagopala, Bhattasankar a and Ghantaka
etc. In Rasarnavasudhakara, Singabhupala mentions
Séndilya, Kohala, Dattila and Matanga as the writers on
Natyasastra (N.S.). Another such name, Dattakacarya is also
found in Kuttanimatam. Sagaranandi has enlisted many of
the above authors of dramaturgy.*

There are some independent treatises on N.S. like
Abhinaya-darapna of Nandikesvara, Nataka-laksana-ratnakosa
of Sagaranandi, Natyadarpana of Ramacandra-Gunacandra,
Bhavaprakasana of Saradatanaya Rasarnava-sudhakara and
Nitaka-paribhasa of Singabhapala, Natakacandrika of Rapa
Gosvami and Natyapradipa of Sundara Misra. The title of
Natakadipa by Ruyyaka is also available in the tradition. There
are also treatises on poetics that also cover the issues of
dramaturgy. Some of them are Srngaraprakasa and Sarasvati-
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Kanthabharana of Bhoja, Kavyanusasana of Hemacandra Suri,
Prataparudra-Yasobhusana of Vidyanatha, Ekavali of
Vidyadhara and Sahitya-darpana of Visvanatha.’

In would be very fruitful a study if we show a development
of all the types of rupakas with reference to the texts as
uttered above. This can sufficiently add to the idea about
the gradual development of the Indian (and world) drama
and about the factors catalytic to it. We at present wish to
make a very small and novice attempt at doing so in the
context of nataka (which we would say ‘drama’ hereafter)
taking note of a few books.

BHARATA (5th Century BC):

In the eighteenth chapter of his N.S., Bharata has
presented ten types of rupaka through three activities like :-
(1) Naming (2) defining and (3) showing them on the bases
of the characteristic stage-performances (prayogatah)® their
allied necessities make a type of rupaka different from the
other. Bharata perceives this proyoga (stage performance)
as the primary channel through which the riupakas manifest
from the Vrits.” The details of these vrttis (Bharati, Arabhati,
Kaisiki and Sattvati) are presented in the twentieth chapter
of N.S. Bharata sees in the Nataka and the Prakarana two
ripakas that depend upon all the four types of Vritis.® There
is a thin layer of division between this Vr¢ti and Prayoga. When
the former is a set of prescribed dramatic activities for the
delineation of a particular rasa or bhava, the latter is the
stage-execution of that set. Bharata sees the similarity
between nataka and prakarana as far as the stage execution
of all the Vritis are concerned. In fact almost all the
characteristics he assigns for nataka are conceded to
prakarana too.

To Bharata, a drama should have a famous story matter.
Its hero should also be both famous and dignified (udatta).
It should portray the life-story of a clan of spiritual king
(rajarst). It can also depend upon divine characters. A drama
should be rich with the presence of charismatic personalities
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along with their flourishments and with the qualities like
love-efforts found in them. It is also enriched with the
application of ankas and pravesakas. A drama is beset with
the activities of the kings which give scope to various rasas
and bhavas in various ways. It delineates the sorrows and
happiness in the life of kings and nobles. As it progresses
through various stages, the playwright should write it by
preparing the ankas (Acts) based on the virtues of expansion
of various vindus on different junctures.’

Bharata has accepted divisions (with the name ‘anka’ or
Act) in a drama and hence in his time drama was not a long
drawn single show that would have demanded a greater
stretch of time of the kings and nobles etc. who usually had
a busy schedule. Such a division was also necessary to show
various rasas and bhavas through different sets of dialogues
in different Acts. The divisions are called ankas because
drama reflects, produces or suggests various meanings of
life and relationships and these meanings (artha) make a
lap-climbing (ankarohana) in order to be nourished by the
audience. Audience receives the meanings through the
language. So the meanings climb the lap of dialogue (vak
or vani). As such vak and artha are equated with Parvati and
Siva respectively in our tradition. Besides the first verse of
Raghuvamsa we can also refer to Tantraloka where it is
revealed that ‘artha Sambhuh Siva vani.” Hence anka
represents a tantric way of imagining the union of Siva
(artha) and Parvati (Vak or Vani) that undergoes various
rasaand bhava. Sivais also the central deity in the jurisdiction
of drama.'” Bharata harps upon the word-meaning relation-
ship in the context of anka-‘anka iti rudhisabdo bhavais’ ca
rasais’cs rohayati arthan."

An anka (Act) thus represents a divine act of
consummation (sambhoga). Not only that, it also provides a
scope of portraying the hero (who is a king) and his sambhoga.
Since he goes through various feelings and situations in his
life, the playwright has to compartmentalize them and make
them vivid. In order to do so, he has to make the Acts smaller
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ones. Bharata warns that Acts need not be stretched too
much (aviprakrsta) so that the hero (king) and his
enjoyments (sambhoga) and situations (avastha) would be
presented with more clarity.'

Bharata in his time has seen the predominance of kings
in the story of drama. A common man like Carudatta had to
take centuries to climb the central podium of drama. Besides
the king, Bharata has also recognized the honorable position
of queens, royal elders, priests, ministers and generals. They
exude different feelings and sentiments, which are
systematized through Acts.”” These characters necessitate a
good number of Acts. Bharata ranges their number form
five to ten.' but it is not found in all the important
manuscripts of N.S. . . 19

Bharata allows some incidents like those of anger,
satisfaction, sorrow, lifting of cures, chaos, marriage and
wonders that are feasible to be shown in an Act. It is in fact
very necessary to note Bharatas assertion that all the incidents
a playwright wishes to incorporate in a drama have to run in
consonance with the prayoga-vijiiana adopted for the whole
endeavour. Nothing should go against the art of stage
performance. The phrases like ‘avirodhena prayogesu™® and
“avasSyakavirodhena’” signify such prescriptions. What is
however more important, Bharata underlines that the
purpose of drama has the highest importance and prayoga is
a means for it, therefore, too much of things and incidents
should not overcrowd an Act since this can go against the
necessary purpose of it.'"® He also wishes to make the
incidents of an Act go parallel with the actual time division
of a day." And the incidents or activities that could not be
staged before the end of a day, then they shall be enacted
briefly in a pravesaka slashing the Act’s progress then and
there.?” Pravesaka can also be employed to show in a
microscopic way the activities that can otherwise take away a
long stretch of time in a drama. *' So pravesaka is defined by
Bharata as that intermediary part between two Acts where
the characters talk among themselves to briefly indicate the
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audience about the incidents, which would have otherwise
taken a time span of one month to one year. A character
traveling a long distance is also shown briefly in a pravesaka
(interlude).* This abridged presentation through such a
stage-technique is always to smoothen the presentation of
the incidents in the following Act.*

The characters, speaking other than Sanskrit have been
accommodated in Bharata’s drama. In the Seventeenth
chapter of N.S., Bharata has discussed over which character
would speak which language. Many are directed to speak
Prakrit. Even the Sanskrit speaking characters can speak
Prakrit on the demand of any situation.** According to the
nativity of a character, the consumed actor is also directed
to speak (any of the seven types of) country-language (desa-
bhasa) —

YA TIA: FEAl AT TRHR: |
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The variety of languages (mainly Sanskrit and Prakrit)
that are allowed in ten rupakas are of four types-(1) Atibhasa
(Language of Gods) (2) Arya-bhasa (Language of people of
higher rung in the Aryan society), (3) Jatibhasa (Language
of non-Aryans) and (4) Yonyantar: bhasa (Language of
animals, birds).*® All this speaks of the broad-based hold of
drama in a society-though the royal patronage might have
the pivotal role in the expensive endeavous. This also speaks
of the right of other language in a Sanskrit drama.
Therefore, fitting to the types of characters in a Sanskrit
drama, as interlude can be in Sanskrit (Udatta-vacana) or in
Prakrit.?” However, the condensation of the prolonged
incidents is its main purpose in a drama.*

Bharata, again, has shown another important role of an
interlude. He prohibits the scenes of war, disintegration of
a kingdom, death and blocking a city etc. from being
displayed on the stage and utilizes an interlude to brief the
audience about them. However, neither in an Act nor in an
interlude the slaughter of an uprising hero is permitted.
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Hero’s fleeing, getting arrested or agreeing to a treaty with
an opponent is allowed in a drama only with enough poetic
puns so as to protect the rasa form getting marred. So the
use of interludes and prohibition of certain scenes are for
the protection of the good tastes, and of human and moral
values of the then Indian society.

Bharata has stressed on the low population on stage. A
family in a drama should be of four or five members at the
most. The arrangement (karya) of Acts should be like the
tuft of hair in a cow’s tail i.e., smaller Acts towards the end.
And the core and kernel part of drama should be kept in
suspense to be revealed at the end. This would help
generating an impression before the andience leave
auditorium.*

Thus Bharata has not only codified the sets of vidhi and
niOedha but has also instructed the technique for nourishing
rasa in a drama. By placing famous or royal characters on
the centre-stage, he has accepted the importance of king
and royal patronage in the affairs of drama. At the same
time by bringing Prakarana at par with drama,” he has also
recognized the imaginary stories or heroes that are capable
of giving pleasure to the audience. Dwelling long on Act
and Interlude is the context of drama; he has intended to
take care of the nerves of the audience who would surely
not tolerate prolonged stage activity without any thematic
progress. He has desired to make the stage incidents realistic
by presenting them parallel to the actual time of a day.”

DHANANJAYA (947-996 ap):

Dhananjaya (D.) accepts Bharata’s dictum that “nrpatinam
yac caritam . . . . . . tan natkam” (drama is a life-story of kings)-**
But he deciphers more on the nature of a king who could
be the hero of a drama. A hero is a valorous king endowed
with appeasing qualities. He is a hero of dhirodatta type a
rajarsi as well. Bharata has hinted on the typology of hero, in
the twenty fourth chapter of N.S.* D. adds that he should
be the protector of three Vedas (trayyas trata), a man
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desirous of fame (kirtikamo) and full with great enthusiasm
(mahotsahah).** As we know Bharata has prohibited many
negative incidents that could cause sorrow and anxiety in
the audience and mar the flourishment of rasa.*> On the
other hand, D. has advised for a bolder thing than a mere
poetic pun (Bharata means to express unpalatable
incidents). He says to change the course of Itihasa or
completely omit a portion of it in order to avoid the facts
that tarnish the hero or mar a rasa —

Taagad fRfea—Taee e 4l
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Such a stand of D. is a clear deviation from Bharata who is
rather interested to directly or exactly show the life and
enjoyment of a hero for providing pleasure to the audience
-“ye nayaka nigaditas tesam pratyaksa-carita-sambhoga.” D.
must have seen many matured dramas that have been
inclined to twist history and epic characters to make the
stage-act more tasteful. The most ostensible instance is
Sakuntala where Kalidasa has invented the trespassing of an
elephant into Kanva’s hermitage, Durvasa’s curse and ring
episode etc. for protecting the character of the king
Dusyanta. D. must have taken inspirations form such
instances to allow a playwright taking poetic freedom with
the epic facts. D. however, mentions how the author Mayuraja
omitted the episode of Bali’s death in Rama’s conceitful
hands projecting the hero (Rama) of his drama
Udattaraghavam flawless in character. This episode has been
twisted by Bhavabhuti in his Mahavira-carita where Bali, as a
friend of Ravana, attacks Rama and gets killed.*®

In the nineteenth chapter of N.S, the categorization of
sandhi, sandhyanga and artha-prakrti etc. are discussed as the
inner aspects of drama. However during the time of D. and
onwards, the availability of dramas is plenty and hence the
illustrations for each aspects are clearer and more
comprehensive. Bharata has also not seen a big difference
between Pravesaka and Viskambhaka, which he classifies as
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pure (Suddha) and mixed (sankirna) or misra.* The place
of viskambhaka inside an Act’ (ankantarala) as spelt out by
Bharata is actually between mukha-sandhi and the Act as
prescribed by Kohala. Abhinavagupta says that the
articulation of Bharata (as ankantarala) is actually a sign
(upalaksanas) of what is intended and is not a fault of miss-
prescription.*”

D. brings more clarity on the concept of viskambhaka. As
per the ‘demand of necessity,” he says, a playwright should
employ a viskambhaka or straightway an Act in the beginning
of a drama. Explaining the ‘demand of necessity (karya-
yuktih) which may be close to Bharata’s phrase ‘arthakriy@
(vide fn. 39), he opines that a large part of a subject of
drama, which are necessary to be conveyed at first but are
actually not attractive enough should be conveyed through
a viskambhaka. On the other hand, when the interesting
matters exist right in the beginning, then an Act dependent
on an amukha or prastavana (prelude) can be employed
straight way.*! Bharata speaks briefly about viskambhaka after
concluding the discussion on drama and within the context
of prakarana. He seems to be more satisfied with pravaesaka.
The plural forms ‘pravesakail’ and ‘pravesakal’ that he uses
in the Eighteen chapter of N.S. is construed as a ‘variety of
pravesaka.” But he really seems to have used the words in
the sense of a ‘number of pravesakas’ in different situations
of a drama. In the fifth chapter of N.S., he vividly describes
how one should start a drama. There he uses the words like
sutradhara, sthapaka, prastavana and kavya-prastavaka etc.*

However, D. does not provide a precise definition for
drama like Bharata.* Not is he as impressive and vivid as the
latter in defining the Act when he says-

wegAgaal frgena-eega:|
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In order to explain his phrase ‘rasasraya’, he has employed
another karika that reflects the rasasutra of Bharata. But the
concept of drama took a different turn when he added that
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the story line of a drama should not be broken for long while
delineating a particular rasa. Nor the rasa, he says, should
be marred by the author’s curiosity of over-bordering the
drama with wvastu  (subject-matter), alankara
(embellishments) and the natya-laksanas.** When Bharata
allows a variety of rasa in a drama and specifies only adbhuta
in the nirvahana, D. codifies the desire of the post-Bharata
audience who preferred s$rngara and vara as the main rasa
and others like karuna, hasya and bhayanaka as the subsidiary
one.*® He agrees with Bharata on some elements to be
prohibited on stage, but adds some thing more like traveling
a distance, eating, taking bath, sex, anointing, hanging or
wearing dresses etc. He suggests that these will be hinted
through interludes. However he does not prohibit any
activity or ritual relating to gods and forefathers.*”

D. agrees with Bharata that a king should be on the
centre-stage of a drama. Thus, from the pre-Bharata to post-
Dhananjaya period, a king’s shadow falls deeply on drama.
However the most eye-catching of D’s opinion is that a hero
(king) must be a protector of three Vedas. His own king
Munj (Vakapatiraja) had died in the hands of enemies. His
time witnessed the fall of Hindu kingdoms during the early
medieval period. The Arabian fighters were entering India
from Kabul and Ghazni. Sabuktigin (950-97 A.p.) and his ill-
famous son Mahmud of Ghazin (970-1030 A.p.) attacked
Shahiya ruler Jayapala and his son Anandapala of Punjab
around Multan and gradually entered Kanauj, Mathura and
Gwalior etc.” Perhaps this was the reason that D. was in
search of a protector of Vedas.

ABHINAVAGUPTA (950-1020 ap)

Abhinavagupta (AG) is backed by a great tradition of drama
and dramaturgy almost unknown to us. Pt. Madhusudan
Shastri has prepared a long list of authors A.G. has referred
to.* A.G. categorically states that the famous subject for a
drama is to be chosen from the Mahabharata etc.”” When
both Bharata and D. agree to allow a divine character to be
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the hero to a drama A.G. finds fault in it. To him if a divine
character were given a prime place in a drama, then the
love-in-separation, pathos, wonder, fright or anger etc.
ascribed to him would make him a common man. If we
forcefully put all these feelings on him, then it would destroy
theimag what he is famous for. On the other hand, if we
withdraw those feelings from a hero, because he is a divine
being, then what kind of drama shall we make? A drama,
says A.G., is known for the pleasure (ranjjana) of aroused
feelings. Without this, there can’t be any drama at all. So
the read hrdaya-samvada (the spreading of heart-felt
feelings) is not possible in such cases. Gods have no sorrow
and for the eradication of which (even in as imaginary level)
any network of drama could be fabricated. Thus in A.G.’s
framework of drama, the Uttara-ramacarita with Rama as its
hero has a negligible claim. However what is more interesting
to note, A.G. concedes that a female divinity can be
incorporated in a drama as the heroine, because the
audience can surmise many feelings in her on the basis of
the feelings exuded by the male human character. A.G.
makes such a concession probably to uphold Vikramorvasiya
as a drama.”

A.G. gives fairly a convincing understanding of the word
‘nataka.” He says, the behaviour of the royal characters on
stage renders an humbling effect, which entering the mind
of the audience gives a hilarious release of feelings and
pleasurably shakes the body and mind. As it makes both (body
and mind) dance, it is called ‘nataka’ a word that has been
derived form the root ‘nata’ meaning both dance and
drama.®

IMlustrating from Ratnavali, A.G. shows three categories
of Act—(1) ankavatara (an Act conjoined with another), (2)
cuda (as Act rich whit types of special meanings expressed
by suta and bandi etc.) and (3) ankamukha (an Act where a
male or female character relates the meaning and motive
of one Act with those of another).?® He has also clearly stated
that Bharata’s ‘pravesaka’ would mean culika ankavatara,
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ankamukha, pravesaka and viskambhaka. Such elaboration is
made by him on the strength of Kohala’s understanding of
the word as these five arthopaksepakas.”*

RAMACANDRA-GUNACANDRA (1050-1100 ap)

Natyadarpana (ND) is a combined effort of Ramacandra
and Gunacandra (R.&G.), the disciples of Hemacandra, the
famous acarya of Jaina literature. The text seems to be an
extension of the dramaturgical norms of Bharata and yet its
has also it own conspicuous addition to the further
nourishment of the idea of drama. Unlike their predecessor,
R. & G. have added dharma, artha and kama, as the positive
fruits of drama, in the body of drama’s definition —

aE-teraid  gHemdache|
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But actually they also mean the path to moksa (spiritual
liberation, not the temporary release from the cocoon of
personal feelings, worries and idiosyncrasies through
identification with the character on stage) through drama.
In the benediction at the beginning of the first Viveka
(Chapter) of ND, they wish to say—

wgaiwe fred S aeerER |
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So the twelve forms of Rupakas reflect the preaching of
Jania Mahavira and fetch the four highest goals of life.
Actually Jaina and Buddhist traditions, more strongly than
the orthodox Hindus, regard all form of performing arts as
the distractions in the path to salvation. But the popularity
of Rupakas must have compelled them to accept the dramatic
forms as worthseeing. If drama is to be shown relevant to
their spiritual life, salvation has to be accepted as a fruit of
Natya. This is what R. & G. have done in their definition of
drama. They have also simplified the idea of the four types
of hero and have earmarked what type of characters would
beam what type of qualities.”® Besides the other instructions
that their predecessors have pronounced R. & G. have shown
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interest in proportionate verbal expression in a drama, as it
is different from padya or gadya kavya —

EUYE AYTE frerearaaRg |
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VISVANATHA (1300-1384 ap)

Visvanatha (V) made a compendium of poetic norms in
his Sahityadarpana (SD) taking note of his predecessors.
However his theory of drama tilled more towards the themes
from the Ramayana drama, surely he was opposing to the
hero-hood of persons like Krsna in Venismhara and Rama
in Uttararamacarita (UR) and was in favour of rajarsis like
Yudhisthira and Dusyanta. Bharata, D. and R.&G. etc. were
in favou of both ra@jarsi and a divine being. But Rama of UR
does not fit to their scheme, as he is a divine-cum-non-divine
character. The pundits contemporary to Bhavabhuti opposed
to the main flow of pathos in UR which also seemed to have
projected that the Ramayala was a poetry of pathos. The
whole tradition of dramaturgy accepting Sragara and Vira as
the main sentiment of a drama, the chance of Rama as a
hero of an accepted drama (U.R.) was bleak. Even the word
prakhyata in the definition of drama has been understood
to be a famous story or person from the Mahabharata etc.
(Vide f.n. 50)

In such a situation, V. raised his head in favaour of Rama.
Taking a clue from Raghuvmsa, he boldly declared, the aim
of poetry is to make the readers like Rama®™ - a clear drift
from the Mahabharata-tilted tradition, elucidating upon
garbhanka, he refers to the garbhanka named Sita-svayamvara
in Balaramayana.’ Similarly, while giving examples of
Pataka, he first remembers the episode of Sugriva.”” His SD
is replete with illustrations from the poetry on Rama. He
accepted the erotic and heroic sentiments as the main rasas
in a poetry / drama and thereby indicated that the Ramayana
is an epic of heroic sentiment. He interpreted khyata-vritatva

of a drama clearly in favour of Rama and said —*‘®&aTd
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THEITCHTES, 9| IAM-THIARAIR.' ! A drama has to be beset

with pain and pleasure-‘Sukha-duhkha-samudbhuta.’ This he
interpreted as— @R IS TSGR y- ek 62
Doing this, he proved himself to be samanadharma of
Bhavabhuti and accepted UR as a successful drama. But here
came the opposition of the pro-Abhinavagupta rhetoricians
who could point out Rama breaking down in tears and even
fainting out in the pang of sorrow in contradiction to his
divine character. Neither a ra@jarsi nor a divinely (divya)
having such personality, is too incomprehensible as a hero
of a drama.

In order to neutralize such an opposition V. accepted
three types of hero in a drama- (1) rajarsi (2) divine and
(3) divine-cum-non-divine hero.” Here the third type is a
character who is actually divine but thinks himself human.
V. Explains Ui go=aed: feam: digpwnea:, feenfes:, @
feeAseefy e, o - sres:

V. also advises like R.& G. not to use difficult words or
meaning in a drama in order to creat rara and bhara.®® He
also desires to see a drama not overburdened with verses-
natipracura-padyavan® refraining the pro-Bhavabhuti
playwrights from going highly lyrical.

Thus, although Bharata’s vision of drama has remained
grossly uncharged through ages, many necessary subtle
modifications were executed by later dramaturgists. All
omissions and commissions in the concept of drama have
been effected with the rise of new dramas or with efforts of
accommodating controversial dramas. However the
development of the concept has made the science of Indian
drama broader and more acceptable.
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T-wrR-fafedt evg 3 W Sfweg
—N.S., Ibid., 18/18.
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19.
20.
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22.
23.

24.

25.
26.
27.
28.

29.

30.
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JoAT SR BT TAew O A1 —N.L, Ibid., 18/19.
N.S., Ibid., p. 143, fn. 3
N.S., Ibid., 18/21.
N.S., Ibid., 18/22.
7 Fgie FEI o farEeag|
SaEEHl HEn folen f§ qm e —N.S., Ibid.18/24
Ns Ibid., 18/25.
N.S., Ibid., 18,/26.
N.S., Ibid., 18/27.
N.S., Ibid., 18,/28-32.
FGUIAR Hqmeauge fa)
YRS faod Yaurh: WiaE@sa: il - N.S,, Ibid., 18/33
()UHTFE g AW AEEE FE: |
FRUIRT WFad FFASRQ 1 17/45
(b)B<d: Uhd UiSd TaTERd Yfal
TN = oA HRUNS-SAUSATI | 17-45
—N.S., Ibid., 17/34-45
N.S., Ibid., 17/48
N.S., Ibid., 17/27-28
N.S., Ibid., 18/ 34
N.S., Ibid., 18/36-37
Ig AU WO TR oe |
T g Mg yaweh: WiadEntiisg
A FavE o FRUHIHS TEH Al
q Y HAA: WG AT TH: T 139 11
HIEUHE TR a1 WiERE a1 A |
FAAAAEEARE ATeTawa: 14011
A HRSHURAR &ded s Fohi0 |
I T9 FEYEIREER: Tod O d : 14111
FE MY e HIATIHT |
I IS AR WS JSd: 14211
IS HEAM ARG S-SR |
et wdedl fird fe Eisquyeee: 14311
—N.S,, Ibid., 18/38-43
(a) T-EH HAE 9% R 9 Fradewe)

TRISTy AN Tasv waatg 911
—N.S., Ibid., 18/47
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31.
32.
33.

34.

35.
36.
37.

38.

39.

40.

4]1.

42.
43.

(b)  Vide N.S., Ibid., 18/28,29,39,
(c)  Vide ffn. 14., 23 and 29. as placed above.
N.S., Ibid., 18/25
N.S., Ibid., 18/12
Jan g Ja: efiefaa
Yafeareas HRERl Fehifdt )
g fagan seron Sfvrereqen
—N.S., op.cit., part-IV (2004), 24/18-19
st iRem:  FaeEr|
Fifdhrl FEEEAAN wEafd: |
JEA@E TS a1 a9 A ||

qoea fauasd gauafeRied |
N.S., op.cit., part-II, 18/38-40

D.R., op.cit., 3/24-25.
N.S., op.cit., part-III, 18/17.
A BT ST ARG TR | =R g Tavriger
TTell THESHATT TH B Sl s |
-D.R., op.cit., Chapt-III, p. 274.
TEE-TEifE A frsEIsT e
HEpa-IoITa: Gaue: FawreRe |
¥s: "aon o1 fgfaeh fammmmmisfy wdea:
T YE: WU e ||
Agratated: Jorehsdimal wnfietes |
TRUEmg =9 wdeA: 1)

—D.R., op.cit., 3/22-24

—N.S,, op.cit., part-II1, 18/54-56.
Y HiEeH JEEEREE TEERE fafea:)
ITAFNLHAGR: | — ibid., p. 676.
A forshe gafeg o1 wEgRR: |
STy It R aRgfaeal|
Iq FEADY FARG, fawE w1
7q J W a qoed yadd ||
AEET qEE: RREIATEH 94 |

N.S., op.cit., part-I (1992),5/169-77.
(a) T Teafd AAREWEEed age

—D.R., op.cit., 3/28-30.
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gEg@agd wafd fg a=es amil
—N.S., op.cit., part-III, 18/12
(b) Alsoseefn.9
D.R., op.cit., 3/30-31
Alankaras and Natya-laksanas are stated in the chapter
-16 of N..
7 =rfoEal ag Tt =)
W @ 7 fReer seaagras: |
TH WSFIHGA dR: R T
A W TS FAEEOISTYAA |
—D.R., op.cit., 3/32-34.
Ibid., 3/34-37.
An Advanced History of India, Majumdar and Raychaudhuri, Mac
Millan (Delhi): 1979 (4th ed.) pp. 172-74.
Natyasastram, Part-I, Ed. Tr. Comm. (Hindi) M.S. Shastri, Banaras
Hindu University Press, Varanasi, 1971, pp. 53-56.
(2) G RARY FGa&] . . . —N.S., op.cit., part-III, p. 628.
(b) TEATTEY FhWENdh —Ibid., p. 632.
afe § gerata Jguld gvdd, qumEe fayer- weued-
TIFH-TEIfad AfFEeEd, THHTERAAS UEd, Yogd SaEiRe
yfafsfommey) @ o Aw:, fayemmasa g & a3 fafes,
TEHARAEHIIET | 3TqUa geasaraisy, Yeefa, gelw:, 7 9 i
3R, ISR e & | ey feearafatifast agee,
TEFERAE TgEIa |
- Abhinava-bharati on N.S. 18/10, op. cit (Part-III), p. 629.
YEAERES  wafd, e TIATLTAN-EoAleard dl §3d
<rE-sgat-aREfgaa wea ™| e g & erta
afefa TG AR TIEehffd | —N.S., op.cit., part-III, Abhinava-
bharati on N.S. 18/12, p. 631.
Ibid, p. 640.
Abhinava-bharati, on N.S'., 18/26-27, Ibid., p. 648.
Natya-darpana (N.D.), Ed. Tr. (Hindi) T.C. Upreti, Parimal: Delhi
(1994: 2nd ed.), chapt. (Viveka)-1/5.
N.D., ibid., 1/7-9.
N.D., ibid., 1/14.
qifeaafiaed T qEunfeaq —Sahityadarpana (S.D.), ed. trans.
Comm. (Hindi) Saligram Shastri, Motilal: Delhi (1992), Chap. -1,
p-9.
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59.
60.

61.

62.
63.

64.
65.

66.

S.D., Ibid., 6,/20, p.172.

I ARG GhaR:, Auai R:, wEaa faguee aRa-s.D.,
Ibid., 6/67, p.182.

S.D., Ibid., Chapt.- 6, p.171.

Ivid.

FEAE TSEeE:  Jaraar |

fease feefesn a1 TuEE EH Ha: 1)

S.D., Ibid., 6,9.

S.D., Ibid., p.171
FAF- ARG IS |
NASEEeRd :  geguihEyd: ||

MIERUREA- 1bid., 6,/14.

—S.D., Ibid., 6/12.
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21
The Vithi and the Vithyangas

S. Ramaratnam

The Vithii is one of the ten types of Sanskrit drama, the
other nine being, Nataka, Prakarana, Bhana, Prahasana,
Dima, Vyayoga, Samavakara, Anka and Ihamrga. The
difference between them lies in the theme chosen, the type
of hero selected and the rasa that is delineated. For example,
in Nataka, the theme is either Puranic or historical while
the Prakarana has a social theme. Bhana is a monologue
play. Prahasana has comic as the predominant sentiment
while anka has karuna (Pathos) as its main rasa. The Vithi is
a one act play with a social theme. There can be just two of
three characters in it. The sentiment of love is prominent in
it. The Vithi and its elements have to be studied in relation
to other play forms like Nataka.

India’s culture is based on its literature and art. The values
were imparted to the society through the narration of the
epics and the Puranas and also through several types of play
forms and art forms. The Vithi is one such play form that is
directly connected with the common people and their
problems. While major play forms like Nataka and Prakarana
have attracted the attention of a number of scholars, the
Vitht has not been studied in detail yet. The elements of
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Vithi that are widely employed in other play forms as well.

The meaning of Vithi :

The Vitht literally means street. The play form Vithi can
probably be equated with what we call as street play in the
present day context. The advantage of the street play is that
it reaches the common people directly and it is free from
sophisticated techniques and complicated theatrical devices.
The message conveyed is simple and direct. It can be related
to socially relevant themes and hence its importance. We
may proceed on the hypothesis that the Sanskrit Vithi was
also designed with this purpose in mind. It might have taken
a different turn over the centuries.

The Vithi has not been given the attention it deserves in
the world of scholars. Not many Vithis have been published
so far and quite a good number of them are still in manuscript
form waiting to see the light of the day.

The definition of Vithi
The Vithi has been defined thus in the Natyasastra :

Vithe syad anekanka tathaikaharya dviharya va /
Adhamottamamadhyabhiyukta syat prakrtibhis tisrbhih//
Sarvarasalaksnadhya yukta hyangais trayodaiabhi' //

The Dasarupaka and other dramaturgical texts have added
one or two more points. A consolidated account of the Vithi
may be given as follows:

The Vithi is a one act play. It may have two acts also
depending upon the theme of the play. It may have a Puranic
theme or a social theme. It may consist of higher, middle or
lower characters. It may have a touch of all the rasas but
srngara is predominant in it. It is marked by thirteen
elements called the ‘Vithyangas.” The Vithi has only two
junctures namely the opening and the denouement. But it
has the scope for all the ‘arhaprakriis’, the germ, the drop
(byja, bindu) etcetera. It contains a ‘prastavana’ and may have
a ‘viskambhaka’ in the act proper. It may have just one or
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two characters on stage but other characters may speak
through the ‘@kasa bhasita’ or the ‘culika’ technique.

As for the specimens of this play form, Bhoja in his
Srmgaraprakasa mentions one ‘Malatika Vithi” which is not
traced yet. Mention may be made of Premabhirama of
Ravipathi Tripurantaka, Sitakalyana Vithi of Venkappiah,
Lilavat Vithiand Candrika Vithi of Ramapanivada, all of which
belong to the eighteenth century.

The Vithi and the Prahasana

The Vithi and the Prahasana have many common
features. Both of them are one act plays. They have limited
characters and limited sandhis. Both of them appeal to the
common people. The Prahasana may consist of the
Vithyangas also. Bharata says that the bharati vrtti shall be
employed in Prahasana and the Vithi®. Referring to the
Prologue, Bharata says,

Bhedas tasyas tu vijnieyas catvaro angatvamagatah /
Prarocanamukham caiva vitht prahasanam tatha //

It means that the Bharati vrtti, a style of expression will be
suitable for Prarocana part of the Prologue and also the
parahasana and the Vithi.

It the light of its relation to the Vithi, some aspects of
Prahasana may also be discussed here. Prahasana has comic
as the predominant sentiment. It ridicules the ways of cheats
who exploit the common people in the garb of holy men,
ascetics, and Brahmanas. Now, is it not improper to make
these noblemen the butt of ridicule on the stage?
Abhinavagupta analyses this problem. The activities of the
holy men etc. are not by themselves subject to any criticism
or disapproval. It is only when they become rogues that we
have a case for Prahasana.

y g W@aEd: T A ey Yrhagey-
eRITRRICAEl STl Yeaadi s’ |
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As for the number of Vithyangs to be employed in a
Prahasana, Abhinava says that there is no hard and fast rule.*
With regard to the number of acts in a Prahasana, Abhinava
says,— J% THIg WanlT g STRgH, AR anaaearsiar shiad |

Abhinava also answers the question whether itis worthwhile
to present on the stage a Prahasana, which generally depicts
the life of the degraded persons. He says that the Prahasana
too has its moral appeal in that it shows how one should not
act. If the association of the rogues can corrupt the minds of
even the holy men ascetics and the Brahmanas, it is needless
to say what effect it would have on common men. On
witnessing the Prahasana, a wise man would become wiser
and would learn to avoid the wicked.

AT I YFR fHarg: foegaan SR welod SR
Igh UEEEN dq qemmaRaEded f§ dwpadta: g |
I Teaehrgaea 3fa e

Natyadarpana (ND) follows Abhinavabharati in
interpreting the definition of Prahasana found in the
Natyasastra. The new point that ND mentions is with regard
to the statement, arta-stri-bala-murkhadih adhikari. Does it
mean that the regular connoisseurs of art (sahrdayas) are
prohibited from seeing a Prahasana ? Prahasana, being
simple in theme and replete with comic situations, will
invariably appeal to women, children and the innocent at
once. They are thus trained in the art of witnessing dramas
and analyzing them critically. In course of time, they too can
become full-fledged connoisseurs of art like others and can
witness and enjoy the perfec play forms, the Nataka and the
Prakarana. The Prahasana, according to ND, marks the first
stage in the art of appreciating the popular play form,
Nataka.

TEEH 9 A @ erEnes e W fRad | @
Ao : ATETeh: HHidehiy e I
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The Prahasana Elements

Among other dramaturgical texts dealing with the
definition of Prahasana, Rasarnavasudhakara of Singabhupala
deserves special mention. The author gives a list of ten new
elements of Prahasana and illustrates® them from
Anandakosa Prahasana, which is yet to be traced. The ten
element are:

ARl SRR fayer™ 3qufa: |
W fayrfa: TegerR = JeragE ||

(i)  ‘Avalagita’ consists in decrying (QUU) or abandoning
(ISH) one’s earlier decision, out of delusion.

YA e TR A |

ECUACEERE ERFCIESIREREC{]

I Tl TTeRy: gHiaa A 9 aui fegaw
e YR gEudsl 4g: WueA ||
Fed GG, fTeG AT Hoaon A |
A 9 gl o TR S o )|

Since the monk here is presented as decrying his ascetic
life, this is an illustration of ‘avalagita’ comprising dusana.
Another illustration is from the Prabodhacandrodaya,’ where
a Ksapanaka desires to take up another religious order, giving
up his own (¢yajana).

3R FIUheY-Ha®h WETHedE"H| @ Ffas, €
T < W | WA ETRaTee e |
(i) Awvasda: ‘Avaskanda’ is the one where several persons

offer different and absurd interpretations to a given
phenomenon, according to their own bent of mind.
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ALY DY AT ThAg: |
AR YA] SEadr eS|

e T FEARAR 50|
TTa YRR W gEuE: |
TRe Taf Yiaamed wfadien
TN JeAfa e SR |

Here the adherents of different faiths try to read their
own philosophical truths, wrongly though, in the physical
configuration of a harlot.

(iii)  ‘Vyahara’ is a humorous conversation between two

or three persons.

ww@mml

a5
Trete:

fremdte:

freresaifa:

Tremte:

(3G foetier) H@ qos: THIUS |
(facter, gfieq sTamd, smerd) arfrepardt
A Y TS| qensty que srui e
FAM | (YIS T YA, STEUS! JUSIsE
ST |

(ST A ARES | Stag, STewfa frwfa
Iaeid YTd YeSMHI (THW) 12
TRTIRUHEIG Teges, A TR
SHIfou Yehd-H, 3TN TReTuIfafa et
o sHroR?

SeeRer Rl RUgm=Isd stagtnta =
TR |

(AR T, SR, 3IS @ 37 STofaatam
FroRF R HrEmEe |

(M) AfmETT AIgeeE fagaRumE
FHiel )

This humorous conversation between the followers of
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different religious schools is an instance of ‘Vyahara.’

(iv) ‘Vipralambha’ is frightening and deceiving others
of pretending possession by an evil spirit and the like. This is
illustrated by another passage from Anandakosa, where a
ganika pretends possession of a ‘yaksini, and deceives others.

(v) ‘Upapatti’ is offering a humorous explanation for a
well-known phenomenon or concept on the basis of another
well-known observation.

IQFRY W W A IS g
THAFASAT AT oA SRR ||
For instance:
fromid: - (QsIA) oW SYERER frorermn aeeafa:
ag Targ swrean fefasgfaaan ffdwe:)
(fafemer) wore @0 38 sfaufengee?
(fomerr) SuverR To—
TS TIHEATAT AT |
TSR gamontieE wer gl
3 AHUTST STEUSATEAl: W Rl
TAFAAGE TR AR Te SR
ELEIEH
(vi) ‘Bhayam’ is the fear caused by the arrival of the
policemen etc.
| Wi TR
This Prahasana Element is illustrated by a scene from
Anandakosa again, where the sudden arrival of the
policemen throws the pseudo-ascetics out of gear.
(vii)  ‘Amrtam’ is an utterance of false praise or flattery.

ST o T SreerRg i
T A TG TR THAG(: ||

e.g.
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T g A hyEeE—
Toel =l A gHe
wE Wid dEd @R =)
e s wvETE 9 =
Hiel g wE A afd =00
(viii)  “Vibhranti’ is the elusion caused by the similarity of
features between two things.

TEgETERl ARl fawfafa fEa
e.g.
s - (QsTAH)
TAGRIE TRV HReaon |

Fisfa TR TR yfEon
SH: - 319, euiTgee, Tagaed YueR wad @

Roma g3fa den farerafa)
S - () T, R s
T 09 fauensht =1 AR yait
T gYuithe oSt 7 =5 gEnfeE @
(ix) ‘Gadgadavak’ is faltering of speech due to feigned
crying.
STRIEAs TR TegarR, o
e.g. (AR TR %ed 39)
TRRIE - (STFT)
ORI UTeh TTGa(: TaTHeh{cTaHeTh |
ST LAl hid |
(x) ‘Pralapa’ is welcoming an unworthy act as a worthy
one.
YAY: T EraE IrgEegRe T
e.g.
™ - (VerEEe) o faeeny, sFRdd TR fawd =
@ = A T SEEATE 9 gEE|
A oot AT At S

foeener: - <@ yaom) (fa SR frsera:)
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TRENE - (HEATHEIRE)
TRI ARSI Ffaaread |
Sfert O HERIST § HROTEN 1|
afga - wEEE WEuE: S MHIEE |
F ST Pl TFT: TEHIEEEETE: ||
The Vithyangas
Since writers like Bharata and others prescribe the
presence of the Vithyangas in the Prahasana, a brief
description of them may not be out of place here. Bharata
has stated and defined them.!® Other dramaturgical texts
like the Dasartupaka offer illustrations too, mostly culled out
from well-known plays. The most striking illustrations and
their appropriate definitions chosen from the various texts,
are given below. The Vithyangas are thirteen in number.
They are:
IETIHEANTT JIT A T |
A TUS SeRAf<d fereh |
STHHATARR Feat Few I
(i) SEIF® (Speech with a hidden meaning.)
TR YSTEAHIE WeHRE 9|
A GHIEmS §ET qgeAd |12
Udghatyaka is of two kinds — (i) a series of successive words
with a hidden meaning and (ii) a series of questions and
answers.
Illustration for the first kind:

fogue: - o 99, & T wM AT @A g@N? 9 R gEm
JAgar wifa?

™ - HE,
TASTORATE T g@saq gadd |
e afaa url: wm gEieiE

forquer: -  WEAM T SHIA|

S| - 999, TOmYa: 9 sfal

fogws: - &% @ afcssfa v aq wmafa?
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T - Ay feq 2
fogueh: - TR, FUIST YURRAEl Ao |

The Awvaloka wrongly states that this passage is from the
Vikramorvasiya. Prof. Raghavan points out that this is from a
Vithe called ‘Malatika’ which is also quoted by Bhoja in his
Srngaraprakasa (Sr, Pr)."?

Illustration for the second kind of 3&ITH

1 YIS AT &, ARYE: R, T Tehed: Fa:
& 36, W, SFIfd &: Y, 9 S|
% gy, Yo wefa &, AR wma:
Hfdgmafie, fore R saftad: qoesd:
AR (Unexpected turn)
AR TS HEE T |
ToSIanTd - faee Aresegi: 11
‘Avalagitam’ consists in an unexpected turn in events.
Illustration: Sr, Pr. cites the following passage from the
fe%erh episode in Act IT of Ratnavali.'s

ghga - W, I Fd SR WsE d Rafeid |
e - (UREH) gURd 9 Hd STEINT ?
gaad - (=) o srmifgan, 73 fawaws|

Here the clever Susangata indirectly refers to the love
Sagarika has for the king in a way that is quite unexpected.

(iii)  Prapanca: (Unworthy praise)

Sugd g T e

‘Prapanica’ is unworthy praise that evokes laughter. The
Avaloka quotes the Karpuramaijari verse, ‘randa canda . . .
18 as an illustration of ‘prapaiica.’

Trigata : (Triple Explanation)
gfqarg sHedReH e fag e

Regarding the exact nature of a particular sound heard,

we have ‘trigata.’
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Ilustration.

Here the sweet and resonant words of the Sutradhara ara
variously understood by his assistant as the sound produced
by the drum or the cloud or the speech of Sarasvati herself.

(V) Chalam: (Deception)

9 BAroaH I

‘Chalam’ arises from the desire the desire to deceive or

mislead others with unfriendly words that seem friendly.

Ilustration
fagret wemaEry W SgfravErmE: |
T = waw o frefd Wy © e wEe

These words of the assistant, though apparently praising
the talents of the Sutradhara, are only sarcastic in nature
and hence form the illustration for ‘Chala.’

Vakkeli: (Witty retort)

qpel srEwa fEfmagfea waqe
‘Vakkely arises from a comic dialogue comprising two or

more sets of questions and answers.
Ilustration : SD quotes the following verse as an instance

of araehell
fuahr wigfiee ey ? & o7 ww fomn
e Wiy @9 fie? fewd e w@w)
Jraradery:, gawa w2 T@E HE o
Hrfgaufu@isty wed? Tew @S A e
#fEa (Out vying)
A AR : Taeasee waq P

‘Adhibalam’ is a dialogue in emulation or battle of wits
among persons where each one outwits the other.

Ilustration: Visvanatha cites a passage from his own work
‘Prabhavati’*

I - 3T 9: gue frde TguEEn
e SHEEr JeeaHd d: 1|
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TE: - 3R Y, IFGUIEE, Y TEIANT . . . .

TUE: (Abrupt Remark)
g yegaaraty fEnd weEifeay P
‘Ganda’ is a statement suddenly introduced in the middle
of another statement as a sort of dramatic irony, which has
some connection with context on hand.
Illustration: Avaloka quotes the following passage from
Utraramacarita.*®

T - R T L TR e
Yl - <9 Sufem:|
M - g w2

TRk - <o URER®: gHE:|

(IX) fer&af<d (Re-interpretation)
R T A < g aq
‘Avasyanditam’ consists in re-interpreting certain words
uttered earlier emotionally.
Ilustration : The ‘Avaloka’ cites an illustration from
‘Chalitarama.’’

Hia: ~ I, e WY ATl ST e | afe | T
faam wfae: )

NER - o, fopmmansai TSigsifasa sifaaeam |

i - V[, ¥ &g gaa: fumn

ol ~ fopmmaan: Tgufa: fran

Hra: - (WRTgH) WM, 7 ' W g, e T

qfe: |
Here the statement that Rama is the father of Lava and
Kusa, made first in an emotional sway, is re-interpreted by
Sita that he is the father of the entire earth.

(X) -fer@r (Riddle)
Hroeren gt ferha TR e

‘Nalika’ is an enigmatic remark with a hidden meaning,
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meant for evoking laughter. It is of two kinds- (i) A (i)
Ffeata|
Mlustration for 3Tad
T HERA-Fe - TR -
A~ FG A SIS STawey |
wifeRisfiT SR
AT oSS & | P2
Some of the letters used in this verse combine to give the
name of the play, viz., TgUEEH_ (syllables underlined.)
[lustration for ‘sfgata’

FHIHARfaAE W & wAfT wd:
WER: - oW, WA QEAesifaRia Saew: | 9w
e

Frofvresden = erewifermel foRmgge ¢

The answer to the riddle posed in the verse above is
‘SEEEY’ which is the name of the play to be presented by
the ‘g’

(ix) AHIAM: (Incoherent Talk)

STG-FAIE I AL P
Illustration: ND cites the following verse® as an illustration
of ‘asatpralapa’.
st foerl semgRUoagEEdl aTgH-
st TRyt Tora: deged T
Th A o ww wfefq sredEEIsR
o shisarar: Rge-faeman: SEifa gorg a: 11

Here the incoherent talk and the wrong way in which
child Kumara counts the cardinal numbers, is an instance of

' 3T,
(xii) <MRR: (Humorous Speech)
3d U9 RN SRR a4 P

‘Vyahara’ is a remark made with a different purpose while
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others understands it as having a different motive. This evokes
laughter and may have a basis in greed or undue desire.

Illustration : DR cites Vidusaka’s remark from the
‘lasyaprayoga’ scene of ‘Malavikagnimitra’.?

(vreforht TgfEr=sfd)

fogues: - 0 e, UMY sl

e - (Tague wfa) o, Soal T HHAS e |

foquen: - WO Yo SRR Qe Wafd, 91 @@ afed

GISICE RRE)

Here what Vidusaka meant by ‘upadesasuddha is that he
must be honored first while Ganadasa thought that Malavika
was wrong in her performance.

(xiii) ¥HEH (Euphemism)

R O O D 7 e e fe aqr

‘Mrdava’ is that in which defects become merits or vice

versa. Illustration: ND quotes the following verse.*
T oA RaAeaeTai ™ : gHag=on:
Foaa SHMEREhaTassia g:aM w9l
ITSICqAHTd: Fae AT Hal Nl A
TR ARSI Tl S Whal: ||

Prahasana Elements and the Vithyangas in other forms of
literature:

Before going into the question of Prahasana elements in
other forms of literature, it is necessary to distinguish them
from the general hasya elements. A passage may be said to
contain a particular Prahasana element only if it is
‘hasyapraya’. But the contrary is not true. Not all passages,
which are hasya-oriented can be said to have a Prahasana
element. A Prahasana element is that, which, while being
hasyaoriented, is dramatic in nature and is full of action and
gesticulations. Hasya, plain and simple, may evoke ‘smita’
(gentle smile) or ‘hasita’ (smile), but a Prahasana element
is boisterously farcical evoking ‘apaha-sita’ (loud laughter)
or ‘atihasita’ (reeling laughter). The Prahasana element may
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be based on pun and other types of word play, ridiculing of
physical deformities, vain quarrel, improper speech,
impertinence, roundabout talk, misquoting of scriptures or
well-established sayings, exaggeration, deception and the
like. The scene in the Uttararamacarita (Act I), where Sita,
pointing to Urmila’s picture and asking Laksmana, who she
is, is plain humour. Such elements of humour should be
contrasted with Prahasana-elements and the Vithyangas
described above.

It may be noted that there are one or two overlapping
elements between the Prahasana-elements and the
Vithyangas, For instance the Prahasana element ‘anrtam’ is
similar to the Vithyanga ‘Prapafica.’ False praise is the basis
for both. The Karturamanijari-verse, ‘randa canda . . . . . .
etc.” which is offered as an illustration for the Vithyaiga,
‘prapanca’, is cited as an instance of his ‘anrtam’ by
Singabhapala. The Prahasana element ‘gadgadavak’, has its
namesake the Vithyangas but their features differ rent. Thus
we have ‘avalagita’ in both ‘avalagita’ the Vithyanga is an
action taking place unexpectedly while its namesake, as a
Prahasana element, consists in repenting for an earlier
decision. Thus the Prahasana elements “avaskanda and
vyavahara” resemble “avasyandita and vyahara” of the
Vithyanga” respectively.

The origin of the Prahasana elements can be traced to
the Ugvedic period. The following conversation between
Indra and his wife Indrani from the tenth Mandala of the
Rgveda® may be cited as an illustration of the Prahasana
element ‘vyahara,” which is a humorous conversation
between two or three persons.

Indra : They have neglected ‘Soma Pressing.” They
have not praised me in the sacrifice and
Vrsakapi is rejoicing over this.

Indrani: Though much annoyed at Vrsakapi’s action,
thou haste nest towards him and bestowest
on him prosperity. The ‘kapi’ has spoiled the
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oblations of ghee, may the dog, which chases
the boar seize him by the ear and devour him.
Indra: Why are you angry with our friend Vrsakapi ?
Indrani: This savage beast despises me as one who has
no male offspring, though I am the mother
of male offspring.

Indra: I am not happy, Indrani, without my friend
Vrsakapi.

Indrani: The man who is impotent begets not progeny,
but the one who is endowed with vigour.

Indra : He who is endowed with vigour begets not

progeny but he who is an impotent.

The name Vrsakapi (male monkey) in the above passage
may evoke a sense of humour. The pun on the word ‘Kap:’
(ref. to (i) monkey (ii) shortened form of ‘Vrsakapi)’, and
Indra controvert Indrani on the question of progeny may
also be noted for their humour. Coming to the classical
period, the Sarpanakha episode in the Ramayana and the
Grdhra-Gomayu episode in the Mahabharata may be cited
as instances of humour in the Prahasana style.

The Prahasana elements find their extensive usage only
in the dramatic literature. The Nataka, Prakarana, Bhana,
Prahasana, Vithi and the Uparupaka varieties, viz., the natika
and the Sattaka provide a number of instances of the
Prahasana elements and the Vithyangas. The illustrations of
the Vithyangas from the Malatika Vithi, Randavanada,
Ratnavalt (a natika), Karpuramanjari (a sattaka),
Malavikagnimitra and Ultararamacarita (Nataka) and some
of the lost Rama plays like Abhiramaraghava, Chalitarama
have been already referred to. Illustrations for the Prahasana
elements are also drawn from many plays, majority of them
are, of course, from the lost Prahasana, Anandakosa (as given
by Simhabhuipala in his Rasarnavasudhakara).

The social importance of the Vithi :

Sanskrit is the bedrock of Indian civilization and culture.

The drama is a powerful visual medium that can carry a



The Vithi and the Vithyangas: S. Ramaratnam 191

message effectively to the masses. The Vithi is a simple play
form and it can be effectively used to impart values and morals
to the society. A study of the existing Vithis will go a long way
in showcasing India’s cultural tradition to the world at large.
The present study may also help to popularize Sanskrit
among the masses. Unless the language is taken to the
masses, it cannot survive. Based on the study proposed,
scholars can be encouraged to write new plays in this type
concentrating on socially relevant themes.

The relevance of the Vithi in the present day context:

The country is at the crossroads. There is serious erosion
in values and morals for which the country stood for
centuries. The Western influence has killed the native
intelligence. The Television media has added fuel to the
fire. The once powerful theatre is facing its extinction in
the country. Under these circumstances, it is necessary for
every educated Indian to pay attention to the cultural
traditions of India and preserve it for posterity. A study of
the Vithi will help the cause in two ways. It can help the
revival of Sanskrit dramatic tradition, which in turn will be
helpful in popularizing Sanskrit among the masses of this
land. Short Sanskrit Vith: will plays will also be helpful in
carrying important messages to the common people on
socially relevant ideas.
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The Experience of the Comic in Classical
Indian Drama and Dramaturgy

Sudha Gopalakrishna

This paper tries to explore the traditions of the experience
of the comic in classical Indian drama and dramaturgy. In
spite of the fact that the comic experience is so diverse in
matter and spirit across the world that it cannot be treated
under a common formula, this paper tries to identify some
recurring motifs and themes, as well as some possible
variations in its experience, reflected in Indian drama, which
may be different from Western drama.

The comic mode in its simplest form may be defined as a
response that evokes a feeling of pleasure, expressing the
basic impulse of life-affirmation. It offers a temporary escape
from the cares and anxieties of everyday life, establishing an
atmosphere of celebration and presenting an affirmative
approach to the world. As an English word and idea, the
origin of the word “comedy” is from the Greek “komos” which
is connected to the revelry of Dionysiac worship, which serve
to evoke celebratory experiences of liberty, mirth, and
vitality. In the Indian context, comedy as we understand in
the Western sense of the word encompasses a large sphere
of experience; in fact, it is perhaps the only dramatic genre,
for tragedy as a rule is avoided in Indian aesthetic theory.
The basic demand of the gods to Brahma for the creation of
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naya is for “something pleasant to look at and something
pleasant to hear' ”, as a means to refresh the mind, for “those
bowed down by sorrow, engaged in ascetic endeavours or
weary after long hours®”. The aspect of entertainment
connects drama to the concept of play on the one hand’
and as celebration of life on the other. At a higher level,
comedy suggests a way of transcending misery by rising above
itself, where the joys and sorrows of everyday life are replaced
by a serene calmness and blissful repose, a level which may
be termed not merely as “comic”, but as “comedic”, since it
arises from a pervasive sense of a deep inner harmony.

During the course of this paper, I would like to dwell on
each of these dimensions that comedy evokes. It is usually
assumed that comedy is inseparable from laughter, and so
discussions of comedy are generally linked with discussions
on laughter. Theorists across the world have devoted
considerable speculations on laughter and its causes and
effects. George Meredith for example, observes that: “the
test of true comedy is that it shall awaken thoughtful
laughter”. The word “thoughtful” in this definition suggests
the intellectual quality associated with the mental process
by which laughter is derived. Charles Baudelaire says that
“human pride, which takes the upper hand, . . . is the natural
cause of laughter in the case of the comic. Here laughter is
an expression of superiority, which one feels in relation to
another object. For example, on seeing the antics of a clown,
one is moved to laughter. Freud also says that “a person
appears comic to us if, in comparison with ourselves, he
makes too great an expenditure on his bodily functions and
too little on his mental ones. The idea of the physical when
confronted with the mental is a permanent source of comedy
in theatres across the world.”

I would at this point like to turn to the Indian concept of
the comic, which come under discussions on hasya-rasa as it
appears in texts like Natyasastra, Sahitya darpana etc.

In the Natyasastra, Bharata defines hasa or laughter as
causing amusement through one’s own or another’s strange
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appearance, words, attire or action. Hasa is the sthayibhava
of hasyarasa—so hasya is the development of hasa which is
caused by strange appearance etc. Bharata states that hasa
or laughter is produced by imitating the actions of others,
by indulging in absurd talk, baselessly accusing others and
behaving in a ridiculous manner. One is also moved to
laughter on seeing weaknesses such as greed, impudence,
tendency to quarrel and physical defects. Laughter is also
caused by tickling a person but that cannot come under the
sentiment hasyarasa as such. These are the vibhavas of
hasyarasa-the one at whom people laugh for his strange
appearance, etc. become the alambana vibhava and his
actions become the uddipana vibhava of hasya. The anubhavas
of hasya are narrowing of eyes, smiling, throbbing of the
lips, the nose, and the check, perspiration, colour of the
face and taking hold of sides. In other words, these are the
external features by which laughter is manifested. The
vyabhicaribhavas of hasya are sleep, indolence, stupor, dream
and jealousy. The colour ascribed to hasya, is white and the
deities ascribed are the attendants of Lord Siva.

Thus hasa or laughter is derived out of incongruity — it
arises out of comic appearance, speech or manner of a
person. This feature makes the concept of hasya in Indian
aesthetics equivalent to the concept of laughter in the West.
Both relate laughter to the incongruous, or the
disconnecting of one idea from another, which produces
pleasure and gets expressed as laughter. The Natyasastra
also provides one of the causes by which Zasya is produced.
Bharata observes that imitation of $rngara becomes hasya.
He also states that hasya is derived from $rngara. This implies
that the imitation of a lofty subject makes it ridiculous and
invariably produces hasya. This fact is especially true in the
case of §rngara because it has no trivial associations with it.

Bharata analyses the phenomenon of laughter by its
context and its manifestation. According to the situation
involved, hasya is classified into two types —atmastha and
parastha. If a person laughs by himself, it is atmastha, and if
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he makes others laugh, it is parastha. According to its
histrionic manifestation, hzasa is classified into six varieties.
In smita, the eyes are made wide open and in hasita, the
teeth are shown a little. Vihasita is followed by a sweet sound,
and wpahasita by the shaking of the head. In apahasita, the
laughter becomes so intense that tears well up in the eyes.
Atihasitais uproarious laughter, with the shaking of the whole
body. The first two are associated with the higher, the third
and fourth with the middling and the last two with the lower
characters respectively.

Comedy as a theatrical form has had a great appeal in
India. Though there are not too many direct evidence of
the origin of drama in India, the Natyasastra ascribes a divine
origin to natya, with the staging of a play at the Indradhvaja
festival. There are dramatic dialogues in the Veda-s and
Purana-s, and then of course there is a wealth of dramatic
literature that has come down to us through the contribution
of eminent dramatists like Bhasa, Kalidasa, Stidraka and
others. In an analysis of the plays written by these great
writers, it may be seen that the comic element in them is
highly varied and multi-faceted. For example, the three well
known plays of Kalidasa fit into the spirit of the romantic
comedy, dealing with courtship and romance, concluding
with the happy union of the lovers in the end. In Indian
Drama, it is difficult to find sharp satire, sarcasm or invective
that characterize some of Western drama. As Wells has noted,
“no formulations of specifically comic attitudes, such as
Aristophanes’s sensualism, Cervantes’s romantic dualism,
Moliere’s urban materialism or Machiavelli’s calculated
satire.” Perhaps an obvious exception is the character of
Maitreya, the Vidusaka in the Mrcchakatika, a keen observer
of the society around him, who puts to ridicule established
institutions such as prostitution (he says that the love of a
courtesan as fickle as an oil-less lamp). As a dramatic category,
prahasana is a form of drama that is intended to evoke
humour. Unlike other forms of drama, the subject matter is
the invention of the dramatist, and therefore there is
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considerable freedom for the writer. The Dasarupaka
classifies prahasana into three types—suddha, vikrta and
samkirna according to the characterization, and these plays
deal with tricks and comic situations of every kind, though
violence in action is avoided. Among the prahasana-s in
Sanskrit, Mattavilasa and Bhagavadajjukiya are perhaps the
most popular, for in both there is a deliberate attempt to
provoke laughter by the creation of an incongruous situation,
which is by its very nature funny, as for example, the
exchange of the souls between the Bhagavan and the
courtesan in the Bhagavadajjukiya.

The Mattavilasa which takes place in Kaici, ridicules the
degenerate religious practices of the time, including those
of Buddhism. The Saivite Kapalin and his wife hold the stage
from the beginning to the end, and their drunken revelries
constitute the action of the play. The Buddhist mendicant
Nagasena, with his greed for food, a voluptuous life style
and for women, Babrukalpa, the Pasupata, and the madman
are portrayed with humour. The language also suits the
theme, as for example the comparison of liquor shop to a
sacrificial ground. However, prahasana as seen from these
two plays appear to be embedded with a deeper layer of
philosophic meaning, in which the authors seem to question
a human being’s innermost needs and quests, as for example,
in the last part of the Bhagavadajjukiya in which the confused
Séndilya asks his guru, after the souls have re-entered the
respective bodies, “master, what is all this?” to which he gets
no definite answer. Unlike the farce in Western drama,
there is a metaphysical dimension here, leaving the spectators
in doubt about the fundamental issues of human existence.

The association of comedy with ridicule has had an impact
on the way comic characters are judged in drama. Aristotle
considers comedy to be interior to tragedy because comedy
represents men as worse than they are, while tragedy
represents them as better. But once the experience in
comedy is accepted as the affirmation of a positive approach
to life, a completely different picture emerges. The comic
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protagonist in drama, who adopts a subversive way of life, by
turning established ideas topsy-turvy, becomes a figure not
of derision, but of admiration. He attains the stature of a
hero, a comic hero. On this point, Robert M. Torrance
observes that the concept of comedy as derision was largely
adopted by the culturally upper class of society. “But from
this altered vantage point of the lower classes, looking at
society from the bottom up, a radically different, if largely
inarticulate, conception of comedy begins to emerge. The
comic opponent of established authority, however knavish
or buffoonish his character, however ludicrous or indecorous
his activities, is no longer primarily a butt of mockery, but a
vessel of sympathetic identification — when the invincible
underdog of fantasy enters a world we recognize as our own
O he assumes the dimensions of a comic hero.” His
recklessness and libertine fatness become a virtue rather than
a flaw in his character, because they bestow on him the
license to utter truths that are otherwise canceled.

Another basic feature of the conception of the comic hero
is his freedom from restraint. The comic protagonist is not
shackled by the ordinary norms of society — he distorts and
disrupts the established order of things. He regards the world
as patterned to serve his will. William E. Gruber calls him as
“anarchist” in the sense that “he represents forces not within
any plan; he is the wild man, the being who can never be
absorbed even as a scapegoat in any system whatsoever.” In
short, he is an ‘outsider’ as far as the established tradition of
society are concerned. The institution of the fool in Western
theatre and of the Vidusaka in Sanskrit theatre has relevance
from this perspective, because of their affirmation of a
subversive way of life, because it affords them protection for
the audacities that others lack.

The problem of the origin of the Vidusaka has been a
subject of controversy in Sanskrit drama. His origin is traced
by Windisch to Greek drama and the Roman mime.
According to Lindenau, he is derived from the figure of
Vrsakapi in Rg Veda. A.B. Keith discovers his origin in the
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Vedic ritual, that of the Mahavrata ceremony in which a
Brahmin and a courtesan are introduced as engaged in
coarse abuse of each other. G.K. Bhat seeks his origin from
the evidence in the Natyasastra of the conflict between the
Devas and the Asuras. According to him, the earliest
representation of a comic character is the figure of the Asura,
a symbol of evil, whose discomfiture became a matter of
amusement. I. Sekhar maintains that the forerunner of the
Vidusaka is the Cakkyar or his type in Dravidian theatre, for
in this he is given wide freedom to indulge in the witty,
humorous, silly and even vulgar.”

The Vidusaka appears in Sanskrit drama as a stock
character with stock traits. Minute details regarding his
speech, manners and dress are recorded in texts like
Natyasastra and Sahityadapana, and the Vidusaka should be
able to impart hasyarasa by all these means. Bharata describes
him as a dwarfish, deformed person.* The Sahityadarpana
sees his “svakarma” as creating comedy through his actions,
physical appearance, dress and speech’. His fondness for
quarrel is also a significant trait. Corresponding to the four
types of heroes, there are four types of Vidusakas also. The
one who attached himself to the Gods is Lingi, an ascetic, to
the king is Dvija, a Brahmin, to the minister is Rajajivi, an
employee of the king, and to the Brahmin is Sisya, a pupil.
Narada who appears in Bhasa’s Balacarita and Avimaraka,
who prides himself as a mischief-maker, instigating quarrels
among the Devas and the mortals, is an example of the first
type. The Brahmin who appears as a companion narmasaciva
or minister in sport — of the king in the romantic plays like
Avimaraka and Abhijianasakuntala come under the second
category. The third division includes Vasantaka, who appears
as Yaugandharayana’s friend in Bhasa’s Pratijnayaugand-
harayana. Sandilya, the disciple of the yogin in
Bhagavadajjukiyam, represents the fourth type of Vidusaka.

The humour of the Vidusaka is multi-faceted, for he
subjects himself and the world around him to ridicule. Self-
derision and satire are the two techniques for evoking
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laughter. The dual role of being a butt and a wit makes him
a favourite with audiences.

The institution of the Viduasaka as well-established during
the time of Asvaghosa, because in his Buddhist play
Sariputraprakarana, the Vidsusaka is introduced as a comic
character. But Bhasa’s plays seem to establish his traits and
fit him as a character. Vasantaka in Bhasa’s
Pratijiayaugandharayana and Svapnavasavadatta and
Santusta in Avimaraka are responsible for much of the
humour of the plays. In Bhasa’s Carudatta and Sudraka’s
Mrcchakaika, the Vidusaka, named Maitreya, serves as a
dramatic necessity to balance the sorrowful condition of
Carudatta’s poverty. He is also an irresistible epicurean who
prefers food, drink and physical well being to a pious life.
He is characterized by absolute loyalty to his master even
during time of distress. Each of the three plays is to provide
fun and advice the king in his romantic dalliances. He offsets
the sentimentality of the king by his realistic and even
indecorous expressions. In the hands of Harsa, however, the
Vidusaka deteriorates to provoke only cheap humour. In
Bhavabhuti’s plays, the Vidusaka is conspicuous by his
absence. In the plays dealing with the life of Rama —
Uttararamarita and Mahaviracarita — a vidusaka may not be
strictly relevant, but his omission in the romantic play
Malatimadhava seems to be deliberate. V.V. Mirashi explains
that the dramatist, being a learned Brahmin himself, may
not have liked to introduce a clumsy and gluttonous
Vidusaka, a Brahmin only in name, and a disgrace to his
caste. In the same way, Visakhadatta’s Mudraraksasa is also
too serious to provide any light comedy. In
Kulasekharavarman’s Tapatisamvarana and
Subhadradhananijaya, the Vidasaka degenerates into a stupid
Brahmin with stock characteristics and attempts at evoking
humour.

The Vidusaka holds a vital importance in Kutiyattam, for
his role is even more important than that of the hero. Unlike
other characters, he indulges in Vacika throughout. In
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addition to his Prakrit speech, he speaks in the local Malayalam
and interprets the meaning of Sanskrit Sokas in Malayalam,
giving him access to all levels of spectators. He easily shifts
his role as a character inside the play and as a commentator
outside dramatic action. He has the license to utter anything
on the stage, including criticizing the king in those days,
and nobody was given the permission to question him. His
parody of the king’s exalted $loka-s through Malayalam
pratisloka-s, mockery of social evils, mockery of his own
impoverished condition and the subversion of the idea of
purusartha-s make him an all-time favouite.

I'would now like to turn my attention from the extraneosly
funny and humourous, to a world-view that I argue here as
the basis to which all comedy seek to achieve, which is, a
broadly affirmative approach to life.

REFERENCES

1. NS.ILIL

2. NS, L114.

3. Pramod Kale, The Theatric Universe: A Study of the Nayasastra, p.
45, says: The NatyaSastra views theatre primarily as a re-creational,
leisure-time activity resembling a game or sport.”

4. NS.XIIL110

5. NS.IIL48.



204 Natyasastra and the Indian Dramatic Tradition



205

23

Towards a Theory and Definition
of Beauty

Bhavatosh Indra Guru

Beauty is a qualitative perception that qualifies primary
motives of experience by the effect of concentration in which
terms of comprehension are composite and sure. Qualitative,
in this regard, is a movement of perception towards concept
and assertion. Perception provides a sequence of known
objects and puts forth conditions through which every object
situates itself on reality and significance. Perception is what
is being observed not as an object but as a consequence of
object in a temporal space and for that matter presupposing
inherence of events is well worth justified. Objects incline
formally a unity of contents and distribute realisable models
in a path to be traversed. Object’s position at time at which
distinction is being marked and established is open to
addition by the point of view of nearness and proximity. It
tends to move closer at the behest of rich consciousness that
is there in the making. Beauty is richly a textural feature
that defines an object in immediacy of recent perception
and therefore no predisposed effect could constitute or
graduate itself to the meaning of it. We can divide causative
perception into two urgent situations namely the beginning
of aresolution and resolution of location into finite sequence
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in which immediacy could be established. It is now
understood that an activity of enriched perception in which
figural content and formal meaning are brought to nativity
through intersection is the fundamental groundwork of
beauty.

Constituents of perception regulate optimum
concentration of causative determinants and therefore actual
performance of harmony and active realisation of order
become two important suggestions in the present context.
Emotion, feeling, imagination, thought and language
primarily motivate performance as well as realisation of both
the actual and active aggregates. Emotion, for example, is
an intensity of genitive conformity and it redefines
emergence of meaning in the total situation. Emotion
contemplates will hence warmth is extended to conviction.
This to say that emotion suggests an aggregate of causative
determinants and therefore it is also the beginning of an
appropriate tendency to look into the real that extends
beyond the certain and the appearance that is probably
reduced at the expense of time. It is for this reason that
emotive circumstance continues the meaning of perception.
This could be assigned to propriety of the stay of content in
a space and for that matter the life of content would be
proportional to the period elapsed in constituting assertive
conditions in either will or in warmth. What is observed is
not available to us until will commences normative
distribution of its contents in the recognisable part of the
universe. If we could consider an intersection along both
the vertical and horizontal scales of meaning formation,
nearly all the consequences of harmony of relation, time
and order would be found in the conjoint location and the
other constituents would graduate them to the associative
insertion in the manner of q' q*q®. . . . The entire figuration
should have the following proximal interrelationship
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Z [q'+ g+ >+ q*+q° ... .. ]

In a composite form such as this the strength of conformity
to the random quotient would be maximum. The primacy
of internal form would be quite conveniently maintained
and established in as much as each single factor operating
in the capacity of standard situation which begets universal
form exclusive to itself and for this reason the progress of
internalised conformity subjecting that situation to warmth
would make model capable of bringing about modification.
This situation in due course of time would become multiple
of progression. Emotion, in that way, is a tendency to present
the consolidated sensory movement to external openings in
such a way that immediate externality of random causation
of the motives are united and revived. We could presume,
atleast, two directions in which we could foresee the
consequence of perception being obtained in genitive
conformity and total warmth. In the first place, emotions
constitnting an autonomous locale in nearly all the inferential
and denotative events are demoted and for that matter the
concept of exclusive formation reappears. It is now possible
to say that emotive circumstance is acquired as an addition
to the disintegrated fragments of the enlargements of
conformity while each occasion of conformity as a reasonable
event assures an equivalent turn of function or expansion of
meaning. We can now say that the aberration in whatever is
felt and thought would disjoin the selection of conformity.
Emotion presents various events in such a way that each event
is removed as universal and restored as local model subject
to the phenomenon of internalisation. For example, if an
upgraded conformity in the form N is operating and
constituting conformity in stray events as D, B, C, P, and R,
M the genitive situation would be obtained as something
subsequent to the division and resultant of the division:
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N [b' /c'=N] [c¢' /p'=N] [r' /m' = N]

It follows from this that any absolute of genitive form would
be brought to the necessary union/synthesis through an
intended division between two proximal situations. Emotion
interprets the optimum adequacy of context to the external
and it also invariably concentrates the content into general
richness. For this reason internalised expansion of the content
is supposedly brought to an end. Quality of sensation and
method of perception condition the apparatus of semiotic
configuration in as much as sensation which is elevation of
thoughtin the environment of genitive idealisation. Similarly
thought is an expression of contextual content in such a
way that both context and content are reinvented in a
universal form. Now the question as to how emotive
consequence is a subject of perception and therefore of
beauty can be quite conveniently answered. The perception
is founded upon the event of enlargement of an experience
in that what is perceived transmutes nearly all the contents
in rarefied space. The nearness of presentation of form
conducts and imposes assertive necessity and for the same
purpose whatever brings about an enlargement of local
contents into universal content becomes emotion itself. The
manner described in a location of genitive cause, genitive
effect and genitive consequence will appear in the form of
absolute harmony. In this regard, the content formation
would be nearly maximum, when comprehensible verities
of perception are obtained and we could now say that
between emotion and perception the effect of relationship
is felt along the inverse progression. Our representation of
absolute in the manner S and N will carry definite meanings.
It is not that one relation disqualifies the other rather a
relation has concomittance in the manner of:

S/N = SN
Perception displaces the synthesis of observed, observable
and observation into effective segments in which the content
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is placed in the position of modifier. For example perception
Q will have readjustment in relation to intermediate
fragment in the following:

QIN NN, N N......... ]

This form would determine the general nature of
perception in the effective circumstances. It is to be
understood that observation enables external at
comprehension hence there is still a gap between external
comprehension and internal association and for that matter
extension of observation in a linear commencement is
another characteristic of importance. Perception is an event
to develop both in the context and medium the meaning
and reinvention of content. Now we can say that internal
environment in which association has been the richest source
of change is now a valid aspect of knowledge (assertion).
This situation is in harmony with what external equivalents
would make it to be. The method of insistence on a term
for emotive adequacy of a perceived situation is largely
between ideal mood and relational model of underlying
content. The observer’s intention at the sight of increased
intensity of assertion does benefit to the subsequent
rearrangement that comes up almost as a rule if the observer
is inclined towards extra-intentional conformity and the
strength of both model and content would be remarkably
reduced. The observer will have to believe that the external
space where finite ordering will have to be commenced in
order that the perception could acquire variety and
significance in stationary situation, the contents of
experience cannot be motivated for that matter assertion
could not take place. It is important to remember that
evidence of perception and content of emotion are primarily
the same hence perception becomes an exclusive method
to obtain a ground for meaning of the both. What we see is
relational and for this reason seeing is often pursued
marginally through symbols and image. Let us consider a
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situation in which the observer Z associates the random events
A, G, Q, R, by implying positive variants for the each and in
that case the figural form would be obtained in the following
manner:

Z AN/ +P/PL ... /0]

The centrality of associated events like A, D, P, and M
become committed to a terminal universe at A hence
synthesis finally accrues to primary universal Z. Observation
dose not stay principally at the necessity of thought or even
relative model of experience. It rather forms a conjunct of
committance in which thought and experience both become
term figures intending simultaneity of division and synthesis.
Perception, on that account, approaches the condition of
received conjunction with external value within the figural
form ensuring growth and expansion of the contents.

I

In order to observe a formal instance in perception a cause
is to be established as a method hence observation and
perception both are obtained in distinction. For example,
Red Rose, White Lily and Blue Primrose invite assertive union
and synthesis for a projection of contents and presentation
of situation. The colour of Red Rose evokes natural
suggestion in that colour (Red) could be experienced as
well as comprehended through a planned content
arrangement and extensive situational urgency. In the colour
of Rose, the contents are recorded in deserved proportion
and for this reason; the appearance of a thoroughly
impressionistic concept (the meaning that eye attaches to
the first visual impression in the form of intensity and
magnitude distinction like blue, white, black and the like)
is confirmed through positional imminence of approved
context and recognised situation. Red is a maturity of figural
terms and movement of the contents are externalised on
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each occasion in which magnitude is recognised to be the
distinction. The primacy of existence of Red obviously
distinguishes Red (as a content) and Rose (as a context) as
being cyclical coordinates whose acceptability is performed
substantially on a presentation level. The motive of figural
dimension is to indicate a perfect suitability of committed
forms to contrived situation therefore location of content is
cyclically replaced and cyclically terminated. Rose, by that
standard, would be recognition of strength not of the
sequence of expended contents within but of outward
approval that Red accords to it. In Red relation (s) and
position (s) do not acquire stationary ideal and both become
extensive external when observer presents a total response
to each and means to associate himself in the primacy of
form. Red is observer’s strength in that observer becomes
an index for he transmutes inversion to reversion and
reversion to associated cycle. We can, for example, look at
the following:

Red Observer Rose
O - O - -
R — O — R!

Continuity of consequence of perception develops medial
representation and for this reasons each consequence
presumes assertive variable for itself. We can understand
that Red in which cyclical terms are maximum denotes a
beginning of an excellence of intensity in that and the
observer has to define the strength of Red not as he
comprehends it rather as it reaches him through relative
magnitude inherent in Red. The assertion of contents in
Red puts the observer in relative adequacy in as much as
Red in specific location of the contents and the observer is
only a variant in this event of distribution of contents. Rose
is significantly resolved as a mutated form without obtaining
a strength or adequacy as observable situation. It could be
seen that presentation and reception of strength moves
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through initial concentration of value and medial dislocation
of recreated value. Am Observer’s preferences and intensity
of resolution offered as index of value to the observer
distinguishes primacy of his choice and consequence that
the choice would acquire in an action. For the matter the
observer is differently placed under these two conditions.
Any beginning of cause of perception at the Rose begets
extraordinary resolution at the succeeding Nodes and
creates performance by the way of multiplication of inward
equivalence. For example, look at the following:
Red Rose

Appearance of Red at a conjunct point R revives the
method of location and inward deviation along a circle R*R’
and each is subsequently projected along external equivalents
R*and R". The conjunct linear R and external equivalents
R*RY commit themselves a revived assertion RP R°and from
this place transformation into content system is actually
assured.

I

Movement of perception and improvisation of content
assertion are supposedly the end terms for any coherent
object placed for effective internalisation by the observer.
Perception continues fundamental inception of
performable motives in external space and for this purpose
sensation is attributed to the worth of operating from of the
object and development of this from along a cyclical figure
beginning at q and closing at q". Object’s position is
noteworthy in as much as object initiates a deviation of
consciousness towards the logic of attitude and action
manifestation. A resolution on behalf of observed situation
is brought to this point and it makes the consciousness
capable of enriching both existence and existing models.
The direction occupied by thought in the case of Red Rose,
Blue Sky, Yellow Primrose or Pink Bougainvillea is that each
creates exceptional synthesis and relational harmony within
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the definable objects of assertion in the above. For example,
Pink Bougainvillea enhances multitude of variants in both —
the observer perceiving them and subject creating them for
that matter the effect is simultaneously localised in generic
and non-generic events of assertion. It could be understood
that beauty is achieved at the point at which generic strength
of the object is equal to assertive strength consequently the
primal notations P and Q will have a representation along
with generic and assertive strength in the following manner:

Pm: Qn

This is the actual strength of the model. The enrichment
is secured not as a measure of exclusive external form rather
it comes as an inherent multiplication of contents within
the performable variants of the object. In Pink Bougainvillea,
the height of generation of the contents brings up necessity
of proposing indispensable set of reassertion brought about
by the intensity of similar contents. The logic of this
argument lies in the fact that the contents are stretched to
accord union with synthesis in the underlying attitude in
object and for this reason consciousness and perception are
modified to find necessity of multiplication, division and
addition.

IV

The method to incorporate primary form of perception
comprehends a crisis felt in supporting perception as a
natural phenomenon in creating the contents of beauty.
The position of observer is relational at the extreme centre
of universe where the scale of association with organized
perception is maximum and absolute. In this regard it is
quite convenient to note that beauty is exactly located in
the contents at that point. It means that the evolution of
observer into purely native and inward content is a matter
of conformity to the actual strength hidden in underlying
event. If we could take assertion in the following manner:
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Marigold on the left is Crimson and Yellow and Rose on
the right is Red and Pink.

We will have an opportunity to conduct an enquiry into
observer’s reception and conception of the event. Observer
would like to concentrate dispersion of colour into the
universe as being the massive magnitude afforded by
enriched content in the universe. For that matter strength
of P™would we obtained in P" not as a measure of equality
but as a cause of multiplication and therefore the perception
Q will have the form:

Q:Pm Pn

This would prove the point that the matter of evolution
of an observer into content and content into observer is
realisable both as an object and event. It cannot be relegated
to the error of resolution of object into illusion. If one keeps
an eye on Pink Rose being Pink and Yellow Marigold being
yellow one could easily comprehend that excess of resolved
content in Pink and Yellow is an extraordinary measure to
upgrade contents of generic terms inherent in the above. It
is for this reason that observer tends to record the primacy
of content magnitude over generic formations containing
each of the above.

v

Forms of perception create determinate sequence of
assertion and justify the presentation of each assertion in
the universe that creates them. Perception could be fully
idealised in absolute form and for that matter distinctions
which are marked at several points become resolute and
high. For example, if an observer places the content in the
following statement, he can find adequacy of object’s
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constituents. Look at the following:
Mild air pushes the round Daffodils

In this the observer tends to confirm motive in that
sequential form includes convergence at the beginning and
at the end. At the beginning one can form an action hence
reception of the terms. It grows to what we would like to call
cumulative performance because random terms do not find
any implication through the contents. It is a process of
rearrangement that unites the beginning of evolution.
Observer locates and exposes the location into harmonious
conduct. “Mild air” brings up all those events which are
consciously recognized by the observer and in that way these
become observer’s ability to make out the norms of reception
and approval. In the same manner, in the above utterances,
superlative interjections pass a magnitude of activity through
proper assortment into the conditioned content hence
recognition of beautiful is primarily a case of what is being
recorded in the perceptible activity of the whole situation.
Here, in this regard, we can allow the observer to position
himself at various intermediate levels of approval and
intensity. Formation of contents is a matter of intense
harmony among the available active situations because of
which the observer tries to redefine himself after the absolute
content form, hence ‘mild” and ‘round’ are so important in
the present context. ‘Mild’ could be the multiplicity of major
attitude formation. Similarly ‘round’ is an equivalent check
of the variants present in the ‘mild’. We can understand
that comprehensible forms of beauty are open to negotiation
by the observer at a time at which perception is being
moulded for the sake of coherence and order. The position
of object in the perception of superlative function (beauty,
beautiful etc.) assures a viability of functional motive that
the observer obtains as internal terms for a series of
displacements that regulate the radical forms and causes
action to continue. It is imminent in the interest of the
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observer to develop formative notions with regard to extra
spatial conjunctions in a form that comprehends spatial
assertion associative figures hold maximum strength of the
contents. ‘Black Rose’ necessitates a style of perception in
which consciousness approaches intermediate strength of
rebuilding native experiences. At one instance, observer’s
will disallows rapidity of round external in black ‘Black’ in
that is mounted upon figural abstraction and validity of
figures discontinue experiences. Yet recurrent mutation of
modelized formation within black is, of necessity, an act of
approval through consciousness.

An object’s capacity to enhance the multiplicity of values
is one of the chief occasions of determining the formulation
of concept of perception. As we have seen perception is the
prolongation of consequence of an observation therefore it
purports to bring up the revival of assertion into content.
This logic gains ground as observer does not turn his position
in relation to object he is observing. What actually happens
is that evocation of composite strength in terms of active
potential for value is grasped forthwith by the observer. He
does not either prolong it or extend it by relating strength
to potential and potential to strength. Observer’s
comprehension of the content is a term granted for revival
of necessary action and therefore there is only permanence
with regard to the active contents that are obtained in
perception. For example, look at the following equation
where P, Q, S, T and R are the resolutions:

P = M+ N
Q = A"+ B"
R = G+ H"
T = U + V!

In this we can understand that observer’s resolutions are
necessarily founded upon the imminent permanence
manifest in the active potentials (M'. . . .V") and all the
circumstances close to this condition.

Identification of absolutes commences a period of stay in
gradual irresolution and cumulative decay of the context
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therefore when an observer constitutes a definite manner
of absolute in two objects carrying the same intensity of
resolution he diversifies the strength of the contents
indefinitely. The dislocation upholds the primacy of
conception and reception and the earliest form of approval
of dislocation of absolute is contained in the following figural
formation

N

MP M p? Sr

M s

M pP S

It must now be in our mode of admission that action
apparently discontinues the strength of perception by
reconstituting formal absolutes at concrete distance. Each
absolute occupies continuity of regeneration and for that
matter there is an impression of content formation. Multiple
variants keep up the association through correspondence
of terms (M-P-S) and create harmony amongst approved
absolutes and functional forms. Suspended formation
occurring to measure the height of supractivated models
do not receive any adequate reorientation and for that
matter they are ineffective in resolving the proximal
dimension of the whole situation. Now the observer upgrades
the absolutes to contain the quantum of actual forms
resulting a bifurcation in the manner of MY and M.M
Observer’s absolute development into empirical mode of
reality by necessitating cohesion of the structures constitutes
the meaning. The question now arises as to how commitment
of an observer could be the manner of apprehending and
dislocating the equivalent of experience in a way in which
observer terms it, figures it and forms it? This question can
be answered by approving the logic of coincidence of actual
forms found within the observer’s object and resolved event
and for this reason the proximity is continued and intra
creation of proximal units is sustained and made meaningful.
On the other hand, if we could look at the formation of
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absolute for the sake of diversion of composite situation, we
will have to concede the point that the term for an absolute
is primarily in the manner of interchange after the lapse of
one observation.

VI

Beauty, therefore, is a mode of comprehension in which
the reality of perception is recognized and subsequently
brought to cognition and expression. It follows from this
that the perception constitutes temporal sequence of both
object and subject and for this reason the observer who comes
to observe resolves a series of perception into absolute
convergences. The manner of resolution, on occasions, is,
of necessity, deviant at the sight of the formation of two
similar absolutes yet the genitive conformity acting within
the observer revives the specific mode of comprehension.
The measure of beauty, as an event in perception, is
committed to the likelihood of contents associating
themselves perceptively or imperceptively for the sake of an
ideal structure. The strength provided by the contents to
the observation of the observer is also worth attention. The
contents enact a union within the universal they create and
for that matter they remarkably add to the interaction of
such genitive formation as emotion and the feeling and
because of this the observer is having strength to dislocate
the object into subject or to subject into object. Beauty, on
that account, is surely a perception whose terms are
composite and sure.

Notes:

1. Perception is a reorganisation, reincarnation and reassertion of
sensation in which contents enact a movement from conduction to
comprehension. Perception revives the associated motives and
therefore becomes determinates of the whole apparatus that enact
a method for location of beauty in an event.

2. Beauty is primarily a graduation of perceptible sequence of
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10.

11.

12.

comprehensible universals in the space. It is because of this that the
observer recognizes realizable modes in their concrete adequacy.
Generation of contents for the sake of primordial derivation from
the object of experience and its subsequent change into object of
perception is a remarkable change of the feature of attending events
leading to the formation of beautiful.

Beauty, of necessity, is a genitive formation in which figuration of
constituents proceed from the observer to object hence absolutes
are formed at equidistant notion.

Position of the categories (Perception, Experience, Thought and
the like) at a time at which the cause of beauty is advance and
propagated, is figural and approximate to be movement of
geometrical coordinates.

The Observer keeps expanding the motives involved in perceiving
the object hence in a position to obtain variants and multiples in the
from of P, Q, M, N, R, S, T Precisely these encoded figures participating
in the event entail and extend the benefit of synthesis to each.
Perception may best be defined as a cause to enact motive in
observation therefore immediate environment and extended space
both become normative ground of extension of observer’s judgement.
There is no fundamental proposition to sustain the argument that
the aggregate and synthesis of the observation continues a period of
stay in locating or dislocating the absolute.

Antecedents of Perception, in the form of emotion and feeling,
largely figure in the process of orientation of a fact into the content.
The measure of being qualitative suggests a distinction when operative
categories opt for total changes into the medium in which preference
and selection are recurrent. Another obvious way of interpreting
quality is by indicating enormity of observation.

Object is a term appropriate for extreme condensation of formal
methods attending causation of any eventin perception hence object
locates itself through synthesis of the contents. One of the
characteristics of object is that it revives the stay of potential in an
ideal perception

Determinants of beauty appear in the form of graduated intensity of
the participating categories and therefore Perception, Will, Emotion
and the like obtain genitive figuration.
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Editing Sanskrit Dramas and the
Problem of Prakrit

Rabindra Kumar Panda

The problems and issues relating to the manuscript traditions
of the Natyasastra, Drama and stage performance, are
seriously affecting the Sanskrit studies in general and the
drama literature in particular. The problem is more about
the editions of the Sanskrit dramas. A cursory survey makes
us aware of the fact that most of the Sanskrit dramas are just
the Student-editions and they are not critical. Even the best
of the dramas like the Mrcchakatika, Malatimadhava, Uttara-
ramacarita, Mudraraksasa, Venisamhara etc., are not available
in the form of critical editions. Many scholars feel that they
are to be critically edited as the texts are in need of
improvement particularly in the Prakrit portions. The Prakrit
portions in the Sanskrit dramas have created problems as
adequnate interasts were not token towards the Praket
langnage incerporated there.

The question arises: Why is it so? Is it the reason that
scholars are under the impression that the manuscript
material is completely exhausted? and attempts for
preparing the critical editions of the prominent dramas will
not produce any significant result. We have to be therefore
satisfied with the texts prerently available with us.
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® Or is it the reason that we do neither feel the need
of their critical editions nor their importance for the
study of other aspects of Sanskrit literature?

* Oris it completely a missing point vanished from the
minds of the scholars?

* Or the works are underway but I do not have the
pertinent information in the absence of any reference
source?

These are the questions, which disturbed me and made
me motivated to undertake an investigation. The
investigation made me fully aware of the fact that it is a
thought provoking problem and is to be addressed in some
detail. The main problem is about the Prakrit portions, which
are not presented, in the proper form. It is evidently clear
from the following remark of Prof. A. M. Ghatage:

“In spite of the great number of editions of Sanskrit
dramas issued in India, very few show any merit in preparing
the Prakrit passages in a critical form.”

He, in his illuminating paper, gives a brief account of the
good editions with regard to Prakrit. From this we know
that in the field of Sanskrit studies, the drama attracted the
attention of scholars very early and the study of Prakrit at
this stage was chiefly confined to the study of the dramatic
dialects. The Prakrit passages comprire a considerable part
of Sanskrit dramas and are prerented in a number of dialects.
It was mainly the work of Pischel who first brought to light
the importance of proper understanding of the Prakrits of
Sanskrit dramas. So Pischel published the Bengali recession
of Abhiynana-Sakuntalam with particular care bestowed on
the Prakrit passages. This recension preserves the Prakrit
passages in a far better condition than the Devanagari
recession. Then Malavikagnimitra and Vikramorvasiyam of
Kalidasa were prepared by S. P. Pandit who presented the
Prakrit passages with care. But the other dramas did not get
the attention of competent scholars.

Mprcchakatika, as we know, is a creation of outstanding
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brilliance, a real drama of life, a remarkable composition
with distinct dramatic qualities which deviates from the
beaten track. The play as a whole responds so much to the
modern taste with its story-element and characters being
refreshingly un-stereo-typed, and the stage technique and
approach is thoroughly unconventional. A true humanist, a
keen observer of men and society, Sudraka with his rare
dramatic genius has drawn his characters from all walks of
life, ordinary and downtrodden, so long unheard and unsung
in our literary productions. It is significant to note that while
occidental critics have all praise for the drama Indian critics
have not given the drama its dueimportance and they seem
to have paid greater attention to masterpieces of Bhasa,
Kalidasa and Bhavabhiti. No doubt Mrcchakatika has attracted
the attention of various scholars and it has been studied from
different angles but a critical edition is still a desideratum.
The need for preparing a critical edition, therefore, arises
particularly for the reason that there are some problems
with regard to Prakrit language.

One of the peculiarities of Stidraka’s style, as we know, is
an extensive use of Prakrit dialects, on the poet handles
with all the ease of a master. Of the thirty characters on the
Mprcchakatika seven, only six of them speak Sanskrit, while
fifteen speak pure tiauraseni, and seven, pure Magadhi. Of
the remaining three, the Dyttakara speaks Sauraseni, but
in two places he uses the nominative singular form in the
Magadhi, instead of that of Sauraseni. So also Samvahaka
almost invariably speaks Magadhi, but in two occasions the
Apabhramsa ending in ‘u’ occurs in his speech and the
Sauraseni ending is occasionally to be observed in his speech;
while Mathura alone speaks mixed dialect. There is an
equally large portion of Prakrit verses in the play, about
ninetynine Prakrit verses in a total of about three seventy
seven. This shows that the play was written when the
Sauraseni and the Magadhi dialects were thoroughly
understood by the audience and were consequently in vogue
in plays.
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We have reasons to believe that the Prakrit languages
underwent a rapid change after the commencement of the
Christian era. We know that the Magadhi in this play is not
quite the same as that is found in the grammar. The ending
in dani prescribed in it for the indeclinable in tva, the
optional forms of aham, the nominative singular of nouns in
a, and the past pass. participle do not occur in the play;
while the change of the Sanskrit into and the Apabramsa
ending in the ‘u’ of the nominative singular forms, which
occur in the play, are not noticed in the grammar.
Hemacandra, a grammarian of 12" century, says that ‘ha’ is
changed to ‘sta’ as is borne out by the Girnar inscription,
and the Apabhramsa ending in ‘u’ is also noticed by him;
but on the other hand, almost all the other variations from
Vararuci, which are to be seen in his grammar, do not occur
in the Mrcchakatika. We must therefore suppose either that
the last two peculiarities were developments that occurred
some centuries after Vararuci, and certainly long before the
period to which the dialects of Hemacandra’s grammar
belong, or that they were provincialisms which were not
noticed by Vararuci. The ‘«’ is probably peculiar to the
Deccan for the old Marathi endis with this. We are not,
however, in a position to determine the point. In any case, it
is clear that the Mrcchakatika dialects belong to a period prior
to the sixth century A. D.; for Hemacandra formulated his
grammar from his knowledge of the Jaina Prakrit literature,
which was written before the sixth century or even earlier.
The peculiar language of Mathura is not at all inexplicable.
There cannot be two dialects, used in the same part of the
country, with a sharp line between them. People over used
to speak a language composed of a varying proportion of
each of them. The very fact that Savahaka, Dyutakara and
Mathura speak mixed dialects, which do not conform to any
strict rules of Prakrit grammar, shows that Stdraka moved
in the midst of living Prakrit languages and wrote them as
he heard them spoken.

It is rightly observed that “various Prakritic dialects used
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in the piece are free from artificialities noticeable in those
of other dramatists. Their evidence is not invalidated by the
mere statement of Prof. Levi that the older Prakrit —
grammarians take no notice of them. Their works have no
pretensions to comprehensiveness. They treat of those words
which have regular formation and are well-known.”

S. R. Banerjee also rightly remarks:

“In the whole terrain of Sanskrit dramas, the major dialects
which are found used are Sauraseni and Magadhi. Even
Maharastri is not frequently found in the dramas unless it
is a verse or a song. It is only in the Mrcchakatika we have
some sub dialects, such as Dhakki or Takki, Pracya, Avanti,
Candali Sakari. But unfortunately the features of these
sub dialects given by grammarians do not tally with the
texts of the Mrcchakatika. Though the features of the sub
dialects are not very many to form a separate language,
they sufficiently represent some features, which
characterize them as a separate language. The question
is: How these grammarians could collect the features of
their sub dialects? In this connection it can also be said
that how Vararuci could ignore the sub dialects of the
Mycchakatika, when he belonged to the 5™ or 6" Cen. A.D.
much long after the composition of Mrcchakatika we have
not yet tried to solve this problem of the features of Prakrit
as found in Sanskrit dramas before the advent of Vararuci.”

It appears from all these anomalies that a thorough study
of all these sub dialects as given by later Prakrit grammarians
should be investigated. The features of these used in the
Mrcchakatika dialects is to be investigated. The use of various
types of Prakrits along with their variations as used by Studraka
is a unique feature. We do not know of any other Sanskrit
play exhibiting so many narietis of Prakrit as in Sadraka’s
composition which seems intended to illustrate the precepts
of the Natyasastra in this regard.” The multifarious kinds of
Prakrit and the subtle speeches couched in an inimitable
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Prakrit appear to have offered different shades of meanings
and must have been understood and appreciated by the
general audience for whom the drama was intended.
Studraka’s knowledge of wealth of the Prakrits and his skill
of using number of unfamiliar local words supposed to be of
indigenous origin are perhaps a good sign of the popularity
of Stdraka’s drama. There must have been a common
tradition of using those among the come across people,
which was subsequently lost. We local words in the drama
such words and observations in Prakrit which express the
intended ideas forcefullgas well as attractinelly. If these words
or expressions are not read in their original perspectine
none can really relish the charms or the excellence of the
same. The usual practice of the dramay teaching of in
colleges and universities is to avoid the Prakrit portions and
read instead their Sanskrit renderings (chaya). To read
Prakrit passages Sadraka’s composition in Sanskrit chaya is
to deny oneself of the correct spirit and a real relish of the
excellence of such passages. It is a long desideratum to have
a standard edition of the text incorporating all possible
variant readings to allow the readers to choose the readings
themselves for a correct interpretation.” The love of the
editors for Prakrit is also evidently clear from the following
remark of M. R. Kale, who have prepared a good edition of
the play.

“The Prakrit passages, which prove a hindrance to the
reader in the class, have been printed bellow the text, as
in my other editions of Sanskrit plays, along with the text,
only the Sanskrit rendering being given above; the utility
of this contrivance has been established in actual use.”
He further remarks; “His (Sadraka’s) constructions are
ordinarily simple and straightforward; the ambiguity that
is sometimes met with is frequently due to defective
Prakrit renderings as they are found in MSS.”
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Prof. Ghatage enlightens us by saying that “Fairly good
from the Prakrit point of view is the edition of Mrcchakatika
(by Godbole, BSS, 1886) though a more critical edition of
this all important drama for Prakrits is urgently needed.”
Similarly “the editions of Malatimadhava by Bhandarkar,
Mudraraksasa by Telang, Ratnavali by Cappeller in the second
edition of Bohtlingk’s Chrestomathie where the usual chaya
is replaced by a Prakrit-Sanskrit index. S. Konow has
prepared an admirable edition of the Karpuramanjar: of
Rajasekhara.

S. R. Banerji brings to light one more problem in
connection with the Sanskrit dramas. The names of dialects
and sub dialects given by Sanskrit dramaturgists and
rhetoricians in their respective treatises are another
problem. The problem arises because the names of the
speakers used some languages as prescribed by them are
not always found in the existing Sanskrit dramas, except a
few speaking Sauraseni and Magadhi. It is quite obinous
that fisherman speaking Magadhi is not sanctioned by any
Sanskrit dramaturgist. But later in the 14" cent. A.p. in
Simhabhupala’s (1330) Rasarnavasudhakara it is said that
dhwvara will speak in Magadhi (dhivara-duti-nicesu magadhi
ca niyujyate). Whether Simhabhupala was carried out by
Sakuntala or followed some other grammar is only a
speculation. But Bharata in his Natyasastra has not really
mentioned about dhivara speaking Magadhi. However, it is
necessary that these aspects of Prakrit dialects and sub dialects
are to be reinvestigated in the light of the documentary
evidence.

At the end let me conclude the paper with the following
valuable remark of Prof. Ghatage:

“As compared to the vast number of editions of Sanskrit
dramas there are very few good ones for the Prakrit
passages, even for the best known plays. It is to be hoped
that future editors would give greater attention to this
aspect of their work and make up for the deficiency which
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is so keenly felt.”
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Vacika-Performance and
the Art of Word and Sense

Gopabandhu Mishra

Stage performance begins with the verbal expressions and
physical gestures, i.e. vacika and angika. They are performed
in the very beginning of a drama, i.e. Rangadvara.' Although
the speech-organ is a part of the body, the verbal expression
is counted separately apart from the physical one. This shows
the importance of the verbal expression. These angika and
vacika actions along with two others, i.e. sattvika and aharya
are performed by the actors according to the need of the

play.

Nature of the problem

Among these four performances angika, sattvika and
aharya are exclusively related with the actor, however, his
dialogues are prepared by a poet or a dramatist and their
meanings are intended to be conveyed to the audience. Now
the problem is to correlate these three: (i) the performance
of the actor, (ii) the thought of the dramatist and (iii) the
dialogues composed by the dramatist.

Art, its nature and the art of word and sense
Vacika expressions of a play are the manifestation of
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performing art. The words and senses are its constituent
parts. So, the art of word and sense plays a key role in
composing these expressions.

An artis, according to the Encyclopedia Britannica, a visual
object or experience consciously created through an
expression of skill or imagination.? According to the
Chambers Dictionary, it is a practical skill, or its application
is guided by principles.’It means that an art is an expression
which has to be skillfully and consciously dealt with by its
creator. While creating an art the artist must be aware of
the theories and principles that concern with the intended
art. In this way the art of word and sense has to be skillfully
oriented by its creator after maslering a deep and thorough
knowledge of the principles of the concerned area of
thought. This is why the art differs from one branch to
another. The art in Nyaya philosophy is different from that
in Vyakarana, poetry or astronomy. Even the art in an audible
(Sravya) kavya varies from that in a visual drama (drsya
kavya). Therefore, a dramatist has to be well equipped with
the following two types of specialties while composing a
dialogue for a drama: (i) the philosophical or natural relation
between the word and the sense in general and the
grammatical system of the language concerned in particular,
and (ii) the basic constituent parts of a drama, i.e. vastu,
neta and rasa in general and the object behind the drama
concerned in particular.

Now it is clear that the art of word and sense is based on
their philosophical tie with each other. The grammarians
advocate the two-fold existence of an object: (i) existence
in the external world and (ii) existence in the form of
meaning which figures in mind. The former is called primary
existence (mukhyasatta or sampratisatta) and the latter
secondary existence (upacarasatta). According to Bhartrhari
the words move in the realm of this secondary existence.*
The basis of this secondary existence is the fact that one
determines things in his mind and uses words to express
what he has determined. One’s mind enjoys a certain amount
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of freedom in determining things. When someone utters a
sentence consisting of nouns and a verb, the things denoted
by the nouns and the verb have an existence only in the
mind of the speaker. This kind of secondary existence of
the objects in one’s mind is the basis of the use of all words.
Thus says Bhartrhari —“No meaning of word can go beyond
this secondary existence and this is the cause of the use of
words to express things.” This theory has a support of
Patanjali’s statement when he says that no meaning of a word

is without this secondary existence (4 BRI Hf=Rea). It
means that the perception of an object takes a shape of word
in the very mind of a viewer. So, it becomes immaterial that
whether that object has an existence in reality or not. It may
be an imaginary one or a non-existent one, but to this
upacara-satta all of them are perceived in the mind and take
the forms of words. Kaiyata goes further in saying that until
and unless an object is placed in the mind, no word can be
uttered. The meaning with image in our mind can be
connected with another idea, such as affirmation (asti),
negation (nasti), created (jayate) so on and so forth.”
Reflecting on the eternity of meaning he says that the sense
of a word is what appears in the mind. Whatever it is uttered,
a meaning having the form of some subject arises in the
mind. It is the proof that the relation between the word and
the sense is eternal.® Following this theory we can say that a
language needs a thought and a thought needs a language.
Bhartrhari explains ‘thought’ and ‘language’ from the
standpoint of communicability and says that if this eternal
identity of knowledge and the word were to disappear,
knowledge would cease to be knowledge; it is this identity
that makes identification possible.’

Three stages of an art

Observation, cognition (or perception) and expression
(or manifestation) are the three stages of an art. When a
painter desires to paint a figure having parts like that of a
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tree, he first observes it gradually in a sequence, then as the
object of a single perception and then paints or expresses it
on the cloth / canvas or on a wall in a sequence. BhartShari
sees the same process in the case of the word also.'’ Similarly,
the art of word and sense has these three stages too. As it
has been discussed above, the observation of an object is
perceived in one’s mind and then an effort is made skillfully
to utter an appropriate word to reveal it.

Vak and Vacika-performance

A poet or a dramatist is called the independent creator
of his own world of poetry or drama.!' His creation comes
out in the form of words with their general or special
meanings. The formation or manifestation of words has to
come across the three stages discussed above. When the
cognized or perceived sense gets the form of the word, there
lies the seed of art, because here a practical skill of using
just words having a justifying sequence is essential to
communicate the perceived sense. The sage Bharata thus
advises that there should be a skilled effort (‘yaina’ derived
from the root yati prayaine with the suffix nan meaning a
justifying effort) for the vak or the verbal expression.

aif qoTg el ETEd O Sqar 12

Commenting on this verse, Abhinavagupta says that this
yatna is related with the both (i) the poet who exhibits his
skill while composing a dialogue, and (ii) the actor who uses
that dialogue skillfully at the time of dramatic performance.

aife Ieeg wded 3 wfam Feivee R wEeee 1

But the characteristics of these two efforts differ from
each other.
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(i) The poet

Before composing a dialogue the poet introduces the
whole scene in his mind after placing the characters properly
and serially. Then he thinks the appropriate words and their
order according to the sequence, the context, the
corresponding dialogues and the impact of these dialogues
on the desirable consequences. Here he uses both of his
skills: (i) the knowledge of dramaturgy, and (ii) the
acquaintance with the nature of the language concerned.
Explaining this skill Kuntaka says that the poets unfold the
exclusive poetic beauty by using the more subtle and artistic
words in place of other possible but less attractive one.

yemyfavrauRIafatfaugeaiese gRaRaegE e
HHY HgSENHeaa wads '

It can be observed in these dialogues between Anasuya
and Sakuntala in Abhijiasakuntala.

TN - TA Vg W EEOEY; AAHEHRE A
FAHE TSARAT TR, T faaganta?

R - dq e ot (Sanueeee =)
T, THONY TG it T AU ST

RESHE

Here Anastya addresses ‘Hala Skuntala’ before reminding
her close association with the creeper Vanajyotsna. But while
replying her, Sakuntala does not address her at first and
instantly replies her affinity towards that creeper. Then only
she addresses Anasuya ‘Hala’” etc. Here the poet could have
expressed it otherwise, e.g. ‘gt | FemE T_f’ ete. But showing
the close association with the nature might be chief aim of
the poet and this composition is able to reveal that. This
appropriateness of the word in order to express the proper
sense more effectively is the art. Thus, explaining the
specialty of word and sense in a kavya, Kuntaka says that the
word, which is capable of expressing the desirable sense, is
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adorable in a creative art. The poet has to choose the most
suitable word amongst all viable words.

e faafaaderarsmisAy gy | 3Ry weau = Wy
Ay =gy feremry 1o

(ii) The actor

The skill of the actor has a vital role in connection with
the Vacika-performance. He goes through the dialogues and
predicts the personality intended therein. Then he practices
the dialogues along with other angika action etc.'” Here the
art of word and sense is transformed in the art of dramatic
action and these actions in an audio-visual performance are
only the causes of dramatic relish and, therefore, are called
abhinaya.

foveafa q@ren e, fE wEEE:)
METENIEI NIRRT : a1

Acarya Bharata reveals that the vak is the body of all sastras,
the cause of all and there is nothing beyond this vak."
Abhinavagupta also admits that the vak is revealed in the
form of Universe according to Bhartrhari and in case of
dramaturgy this theory ought to be accepted here.

arlg favan qaAHifa gq: vskfaadieeys 9 wafad
mavagfel- wyfufulfa aftergeroiery

Here the solution of the problem cited in the beginning
of the discussion may be as follows. The thought of the poet
takes place in him according to his experiences, education
and deep observations of different objects and aspects. This
thought takes the shape of words according to the secondary
existence (upacarasatta), which has been discussed above.
Now the poet composes the dialogues, descriptions and
dramatic instructions by using his high intellect and practice
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of composing prose and poetry after discarding the
inappropriate words. This sort of composing is the art of
word and sense. These cause of the art have been called
Sakti, nipunata and abhyasa by acarya Mammata.*'

Now the actor with the help of the director and others
makes a skilled effort to express these dialogues in such a
manner by which the intention and conceptual view of the
poet is conveyed to the audience perfectly. By virtue of the
collective force of these three acts of the art of word and
sense, i.e. observation, cognition and expression, the
audience gets the opportunity to relish the dramatic
performance.
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The Narrative Technique in Kutiyattam

P.C. Muraleemadhavan

Kuatiyattam is the earlier known form of enacting Sanskrit
drama in Kerala. It is different from other forms of dramatic
representation known to have existed elsewhere. Kerala has
produced several Art forms, which can claim a very high
antiquity. They are Sanghakkali, Kuttu, Krsnanattam,
Mutiyettu, Tira, Thullal, etc. The most ancient and
important among them are Sanghakkali and Kuttu. The
Kuttu has three modes of representation, namely Prabandha
Kuttu, Nangyar-Kattu and Kutiyattam. Kulasekhara Varman,
an ancient king of Kerala (eleventh Century ap), himself a
renowned dramatist and the author of the dramas
Tapatisamvarana and Subhadradhanafnjaya, has in his plays
as well, is credited with the reformation of the Kerala stage
by introducing several innovations which are generally
observed in Kutiyattam performances. He was assisted by his
friend Tolan in his endeanour, by composing manuals on
stagecraft generally styled Aftaprakaras and Kramadipikas for
staging Sanskrit dramas.

The Natyasastra of Bharata in the fourth Century Bc
suggests a flourishing theatre scenario of his time. Bharata’s
disciples Kohala and Dattila and others kept up this tradition.

Eminent play-writes like Bhasa, Kalidasa and Sriharsa
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visualized the stage and composed drama accordingly. The
period from 4th B.c. to 6th A.n. was the golden age of Sanskrit
Theatre. This was followed by a period of stagnation. It shows
the signs of steady decline of this great tradition.

But the golden age of North India had an impact in Kerala.
In the South, The Mattavilasa-prahasana was the first
dramatic work written in Sanskrit (seventh ap). The
AScaryaciudamani is believed to be the first play composed in
the Kerala region. Sankara (eighth Ap) Nilakantha Kavi’s
Kalyanasaugandhika comes next in order. King Kulasekhara
composed two Sanskrit plays, Subhadradhananjaya’ and
Tapatisamvarana.’” He was not merely a play-write but
possessed an uncanny stage sense. Hence, along with the
text of the play (granthapatha), he also composed the texts
for performance (rangapatha) entitled Vyangyavyakhya. His
innovative ideas of presentation on the stage gave birth to a
new technique called ‘Nirvahana’ by which the past story of
the hero and other characters are narrated to the audience.
In the theatre he introduced circular movements for a
refined and scientific enjoyment of the most accomplished
audience. Later on all the plays even Bhasa’s plays were
presented in the newly evolved style of Kulasekhara. The
Cakkyars from Kerala took most of the plays composed by
Kerala authors to perent them in the new style. Thus acting
became more dance-oriented. Slowly it is known as
Kutiyattam. Most of the developments took place
immediately after Kulasehkara, eleventh century ap but it is
to be noted that the concept of Kulasehkara about the
theater was a secular one but it gradually changed to the
monopoly of higher castes only.

In twelfth and thirteenth century, Malayalam entered the
realm of theater. It was the Nampiar, the Sutradhara, when
first used Malayalam as the medium to convey the plot while
introducing the play to the audience. This was known as
‘Nampiar Tamil.” But due to the advent of vidusaka (jester)
he took the role of Nampiar and description began to deviate
from those in the texts.
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In the Attaprakaram (acting manuals) the sole enactment
of vidusaka become prominent. Descriptions evolving out
of sub-plots and parodies replaced the original text. Vidusaka
created a meta-theatre of narrative in nature in the place of
Sanskrit one. Portrayal of objects and ideas of day-to-day life
made this Sanskrit theatre, a contemporary one.

Though it began in the name of ‘Nirvahana’ to introduce
the story of the play, the Chakkyar modified it to the extent
that it has no relation with the main body of the play mostly
it will be contrary too. But on an independent stage the
Word (Vak) of vidasaka come to be known as ‘Kattu’. The
old campus and newly composed prabandhas have become
the basis of this narrative presentation. Thus Cakkyar Kattu
and Prabadha Kuttu become an independent art from
Sanskrit theatre. It has originated from Sanskrit theatre and
continues to be part of it, and at the same time it is presented
as an independent art form. The actresses (Nannyar) also
lost their significance throughout drama, since it is enacted
in several days. Then they developed another independent
art form called ‘Nannyar Kuattu’ which is also in the form of
‘Nirvahana' of the character Kalpalatika, the maid of
Subhadra in the play of Subhadradhananjaya.’ Slowly new
areas have been traced out by Nannyar, from several Sanskrit
dramas, for presenting their acting skills. While Prabandha
Kuttu is narrative in nature the Nannya Kuttu is known for
its enactment. By fourteenth century, Sanskrit theatre had
to be located in temple institution. The Kathambalams of
Kerala were constructed around fifteenth-sixteenth
Centaury Ap and the religious elements were introduced in
Sanskrit plays only when the staging of these plays started at
Kuathambalams.

The Staging of Sanskrit dramas in temple not something
peculiar to Kerala. Saradatanaya in his Bhavaprakasana
mentions his experience witnessing the dramas enacted in
front of goddess Sarada. There were nineteen temple
theatres in Kerala with different laksanas.

The narrative techniques in staging, started with king
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Kulasekhara. As stated before, Kulasekhara wrote several
attaprakaras. (Kramadipikas) by which he can narrate past
story of character in the form of ‘Nirvahana.” Letter Chakyar
developed three different modes of presenting ‘Nirvahana’
called Anukrama, Samskepa and Nirvahana.

In Kerala the Sanskrit dramas were never enacted in full.
Only a single act is being enacted, the performance of which
extends form 5-18 days or even 21 days. In mantramka it comes
to 41 days. Every act of the drama selected and adapted for
conveying the story up the beginning of the act.

The vidusaka should recite manipravala verses in answer
to the Sanskrit speech of the hero. The stanzas are called
pratislokas humorous and appropriate to the occasion. In the
Svapnavasavadatta the king in separation remembers how
Vasavadatta attended his classes in Vinavadana thus:

Chakyar presents a beautiful parody thus:

g 99 W AR |
TR TR FanmERRTR a1

Thus vidusaka must translate and interpret with gestures
the speeches of the impotent characters to be on the stage.
The expansion of the function of vidusaka and his
description of the purusarthas etc., are to include the narrative
aspects in theatre. The four purusarthas according to the
vidusaka are vinodam, vaiicanam, asanam and rajaseva.
It is stated in a verse thus :

FICEARAYEAGTRN Tl gou

7 Ty T MiSAfafs=eHveHE=o |
wu: siwifemi Rl vel W
warify foguee wgtew Fat fen
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These are discussed under the pretext of describing the
past story of vidusaka, these four purusarthas are discussed in
the form of Nirvahana. This story is being narrated by Cakkyar
for educating The society and to bring it to a righteous path.
Several stories are narrated in these contexts. For the
description, vidusaka uses Sanskrit Slokas and hundreds of
manipravalam verses taken from various texts befitting to be
narrated in the context. At the time of narration, the
vidusaka redicules royal persons and even the kings.

In a kutiyattam performance, the first day is known as
‘kuthupurappatu.” Nampiar sounds Milavu and Nangyar
cymbals. She also sings certain verses known as akkitta.
Nampiar then retunes to The greenroom and brings some
holy water, which he sprinkles on the stage, reciting
benedictory verse, specially composed by Cakkyar for the
performance. This is known as Arannutalikkuka. Then the
sutradhara enters and perform the dance as the beginning
of action. The second day is the Nirvahana. The character
mentioned by the sutradhara enters, Nannyar recites a verse
called Alamasloka to announce his entrance.

The cakkyar acts the portion of the particular act, which
is being staged. Thus the early life of the hero prior to the
incidents actually staged is covered. If the portion selected
happens to be the sixth or seventh act of a play, the Nirvahana
has to include the story of earlier acts. Thus aulience
(samajika) will get a complete picture of the story being
presented.

‘Anukrama’ and ‘Samksepa’ are the two devices used by
the Cakkyar for this. The description of incidents in the form
of question backward, one by one, is called Anukrama.
Samksepa is describing the story from the beginning up to
the incidents of the particular act in a forward direction.
After the entrance of the character Nannyar again sings
certain stanzas called purappad slokas to the accompaniment
of which, dance known as Tattu, is performed by the
Cakkyar. Such verses are of narrative nature describing the
earlier life of the character. The sense of the Alamaslokas
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recited by Nannyar is narrated in verses by the character.
He also enacts the sense of the verses sung by the Nannyar
too. The story may begin on the third day if vidasaka is not
in the selected portion for staging Kutiyattam.

The vidusaka is there to translate the passages spoken by
the character appearing on the scene along with him. In
such acts where vidusaka is absent, the Nampair who appears
as sutradhara gives a summary of the story enacted. The
narrative aspect of this portion is very brief compared to the
presentation of the vidusaka in the form of ‘Anukrama’,
‘Samksepa’ and ‘Nirvahana’. The portion presented by
Nampiar is in Malayalam, full of Sanskrit words. Such texts
are referred to as ‘Nampiar Tamil’ of Marddangika Tamil.
The Nampiar Tamil is an alternative to Vidusaka’s nirvahana.
The narrative aspect of the story is fulfilled by ‘Nampiar
Tamil.” If the particular act selected for Kutiyattam happens
to have a Vidusaka, the beginning of the story is postponed
during these days with humorous action and narrative
devices of the story. There is a common verse for Vidusaka
to start his performance, in all the plays. It is thus:

T I FACERERT TQVSHOSR
fawd omEaeEY faat weEgR )
T AT wUEges fuaed wifka:
Wyt @ R e T s (ideR:)

Explaining the sense and inner sense of the verse: Cakkyar
drags the attention of the audience to various stories, mostly
humorous, for narrating the vices and virtues of the people,
good and bad in the society. Through several humorous
narratives, Chakkyar will finally establish the value of Satya,
Dharma, etc. which leads to the final goal of human life.
The first item of his narration is called ‘Vivadu Tirkuka’
putting an end to the dispute between two factions,
Mekkantala and Kizhkkamtala whose quarrel for the
administrative authority of a village temple is brought.
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Several quarrels in the world, including that of Siva and
Parvati are narrated for exposing the harm done by callous
individuals in general for personal benefits.

The verse:

Y wTRT € e
a1 TIWEHE WO
ATy WifeRar S
IS geuE Higeg: ||

Uttered by Vidusaka in the beging denotes the decline
of Brahmanic culture. In this way, by criticizing himself, he
criticizes vehemently, the entire Brahmin folk in particular
and human society in general for the deterioration of virtues.
Due to the influence of Buddhist philosophy, we can come
across several Vidusakas criticizing vehemently the
Brahmanism and vice-versa. We can see both these in the
Bhagavadajjuka. Before embarking on a detailed description
of ‘Asanam,” the story of a breakfast offered by Kubera to
Ganapati is narrated with an invocation to the deity. In
“Vinodam’ both men and women indulging in lustful deeds
are vehemently attacked, narrating illustrative anecdotes and
making pointed personal references and allusions. The
purpose is to dissuade people from unsavory acts prompted
by carnal desires. Vaficanam again intended to highlight the
vices of the society. The narrations are to persuade one, to
turn one’s mind away, from the attractions of the world.

At the end the Vidusaka finds all other kings of his time
as unworthy, and turns to the virtuous one, who is the hero
of the play, befitting to the context. Vidusaka voices the
grievances of the subjects too. Even the crowned and
anointed chief is not spared. Thus once the Vidusaka is
introduced, in the play, he performs his ‘Nirvahana by
narrating his story up to the particular act. He also recalls
the dialogues of every character spoken in his presence and
explains them in vernacular. While narrating the story, he
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resorts to a kind of Prakrit-Malayalam diatect. The Vidusaka
alone uses Malayalam, the local language. This marks a new
development in representing Sanskrit drama, since it
renders the play enjoyable, even to those who do not
understand Sanskrit. After ‘Nirvahana’ the Kutiyattam starts
on the next day. The Chakyar and Nannyar enact together;
hence it is called Katiyattam. It is also explained as ‘Kutiya-
attam means superior type of attam.’” Enactment of
Kutiyattam may exceed to three more days.

It ends with ‘Mutiyakkitta’ some sort of ‘Bharata vakya’
sung by Nannyar composed by Cakyar, followed by Milavu
and other instruments. The Chakyar dances according to
the tune. More than 20 ragas are used in Kutiyattam, most
of them are not directly connected with the ragas of Music.
Even though pancavadya is mentioned in Kutiyattam, there
are six instruments used, such as Milavu, Edakka, Kompu
Kuzhal Thalam and Sankhu. In Karivallar temple in Malabar,
Timila is also used.

The three Ramayana plays formed a trilogy in Karala. They
are A$caryacudamani, Pratimanataka and Abhisekanataka. All
together there are 21 acts. Since the Character Vidusaka in
not available in these dramas the description of purusarthas
has no place in it. As is said, a complete Sanskrit drama is
never enacted in a Katiyattam Theater. One or two acts are
being staged.

According to the tradition of the Cakyars, the number of
acts in which they can train themselves is seventy-two, out of
24 Sanskrit plays. These include all the thirteen plays
attributed to Bhasa. In other words these plays owe much to
the lively stage tradition of Kerala in presenting them to the
posterity.
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Performance Traditions in the
Natyapradipa

Radhavallabh Tripathi

Natyapradipa (NP) is a text on dramaturgy written in six-
teenth century by Sundaramisra. The ms. (no. 41618) in
Sampurnand Sanskrit University library has 52 folios in the
size of 9.2x4.2 written in Devanagari. Each page has 8 lines,
and each line has around 30 syllables. It was copied in 1872
VS (1815 ap).

The in Saraswati Bhawan Library of Sampurnanand San-
skrit University belonged to one PiSsunahara Dayanatha
Nagara Vyasa who purchased it at the cost of one rupee from
Premanarayanativadi on the seventh day of black fortnight
in the month of Asadha in VS 1972 (1915). It seems that
the copyist scribed his own propitiatory verse on the back of
title page, and note obviously in a different handwriting,
was afterwards added by the owner of the Ms. below it.

NP was composed in 1613 ap. Sundaramisra had erlier
written a play, Abhiramamani in 1599°. This play is no more
extant. Dr. V. Raghavan in his “Some Lost Rama Plays” does
not refer to this lost Rama-play.

Sundara has composed this text to simplify and present
the principles of dramaturgy in a nutshell, so that those who
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are not adept in the theory and practice of Sanskrit Drama
can grasp the basic tenets of the Sastra’. The unique quality
of this text lies in its comprehensive nature, it covers all the
topics of Dramaturgy and provides a better understanding
of structure of Sanskrit drama than the latter texts like
Dasarupaka, Sahityadarpana etc.

NP deals with the following topics-Prvaranga, Nandi,
Prastavana or Amukha, five Sandhis and their sixty four con-
stituents, five Avasthas five Arthaprakrtis, Patakasthanakas,
Natyalankaras, 21 Anusandhis, Lasyangas and ten major types
of drama (Dasarupaka) and three minor types-Natika,
Sattaka and Trotaka. The Uniqueness of this text lies in ex-
position of 36 Laksanas, which the later authors have gener-
ally omitted. Sundaramisra adheres to the Anustup tradi-
tion of Natyasastra for definition of the 36 Laksanas, He
frankly criticizes such stalwarts like Dhanika and offers novel
interpretations on many subjects.

Besides Bharata, Sundaramisra also cites Matrgupta,
Dhanika, Abhinavagupta and Visvanatha (Sahityadarpana)
and disagrees with such a great commentator like
Raghavabhatta on identification of Pataka and Prakart in
Abhijnanasakuntala.

For definitions he mostly depends on Bharata and
Dhaniijaya but his Natyapradipa is a unique text offering
practical criticism of about a dozen Sanskrit plays on the
basis of various categories and theories of Natyasastra. It si-
multaneously analyses the structure of some major Sanskrit
plays like Mudraraksasa, Sakuntala, Vikramorvasiya
Malavikagnimitra, Vénisamhara and Ratnavali. Many other
plays like Svapnavasavadatta, Malatimadhava, Kundamala,
Udattaraghava Ratnavali and Pandavananda are also taken
up for reference and confirmation of definitions and theo-
ries. Of these, the last three are not available. NP is thus the
richest storehouse of references to several Sanskrit plays
amongst the texts on Sanskrit dramaturgy produced after
12™ century Ap. It not only brings out the erudition of
Sundaramirra, but also establishes the fact that the study
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and performances of these plays were in vogue during
seventieenth century Ap.
Sundaramisra has however held the focus on to his own

play | $i9d; 3339, and NP can be said to be the only source
for the reconstruction of this play, which has otherwise been
lost.

NP on the performance of Nandi.

In the extensive discussion on Nandi, Sundara also speci-
fies the articles that should be used on the stage during the
performance of Nandi. These are-Durva or auspicious grass,
Kalasa flowers and Chatra’, but adds that this is not compul-
sory just as hinting the theme of the play through Nadi is
also not compulsory, because neither Bharatamuni prescribes
it nor it is an invariable practice on theatre.

He determines kavyarthasucana (hints on the theme of
the play to be performed) as Prayika (not compulsory) but
holds that the performance will become much more spec-
tacular if kavyarthasucana is also made a part of Nandi-pre-
sentation.®

Nandi may be comprised of eight, ten, twelve or sixteen
padas. There is very interesting discussion of the connota-
tion of the word pada in the adjectives Astapada,
Dvadasapada etc. Besides Bharata and Dhananjaya,
Sundaramisra here quotes Matrgupta also.”

Various interpretations are offered with regards to pada
in Nandi, viz. :

(i) a pada denotes a word to be used in the sentence
(ii) pada is a quarter of a verse
(iii) pada is half of a verse

Sundara makes a brilliant analysis of Nandi by profusely
quoting the Natyasastra of Bharata and also by citing views of
savants like Matrgupta and Dhanika. He justifies Satpada
Nandi in Venisamhara and cites the Nandis of
Malavikagnimitra and Ratnavali also. 8
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Who performs Nandi?

Sundara upholds the theory of two Sutradharas establish-
ing the second Sutradhara as Sthapaka, but also allows the
possibility that the use of the term Sutradhara for Sthapaka
may be indicative.” He also holds that besides the recitation
of Nandi, the Sthapaka may recite one or two madhara
slokas. He also allows the alternative that only one actor can
function both as Sutradhara and Sthapaka and he may re-
cite both Nandi and Madhurasloka. The Madhuraslokas may
either be combined with or be separated from the Nandi."

If the alternative of Nandi combined with the
Madhuraslokas is taken for granted, then the question would
arise - why the existing scripts of many of the Sanskrit plays
have a Nandi verse in the beginning apart from the
Madhurasloka? Sundaramisra provides a suitable answer
here. He says that the abrupt beginning with the directive
‘nandyanté tatah pravisati sutradharah would be inauspi-
cious,'" therefore a verse is prefixed with it.

Sundaramisra also holds that references to lotus or moon
in Nandi verses enhances their charm and cites the Nandi
of his own play Nandi for example.'*

The Sthapaka should also perform the Prarocana, which
is attracting the audience towards the theme of the play
through beautiful descriptions of seasons like spring etc.
Here also Sundaramissra cites the example of his own play."?

Sundara justifies the elimination of items like Pratyahara,
Avatarana, Arambha, Utthapana etc. from the performance
of Purvaranga on the basis of the use of the word Nitya in
the definition of Nandi in Natyasastra. His analysis of Amukha
or Prastavana is equally important.

A master of theories of dramaturgy, Sundara offers novel
interpretations or his own views on performance traditions
and various dramatic concepts.
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28
The Nrtta Karana of the Natyasastra

Jayashree Rajagopalan

“Indian contribution to world history of dance is unique. . .
a profound admiration for all the perennial flow of artistry
this country enjoyed leaves one in a dumb-founded rapture
with a sense of passionate devotion. The essence of the
contribution seems to be a victory over all that oppresses, a
change of body into spirit and an elevation of the creature
into creator — thus merging the finite with the Infinite. The
solid physical base for all these abstract concepts is the
technical virtuosity of the ancient Indian dance, a reflection
of which is seen in Bharata’s Natyasastra a work ascribed to a
period when some parts of our Earth still slept in the cradle
of civilization. The gross physical technique of Indian Dance
was vitalized by the concept of Karanas. The Karanas were
the units of dance on which the foundation as well as the
pinnacle was made up.™

Dr. Padma Subrahmanyam

Lord Siva, the originator of the art of the dance, with
karanas and angaharas spoke thus, after seeing the natya
presented by Bharata’s disciples:
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He praises and congratulates Bharata and the actors for
their presentation that brings fame, merit and virtneg
Moreover he is reminded of his own sandhya nrtay adorned
with angaharas made up of karanas. He advises Bharata and
his artistes to use them in the purvaranga the preliminaries
of the play. The suddha purvaranga would thus be made into
citra purvaranga. Siva directed his disciple Tandu, to teach
these karanas and angaharas to Bharata, hence giving the
name of Tandavam for the art of dance. Seeing Siva dance,
Parvati joined him, thus showing how the wuddhata and
sukumara prayoga of the karanas is possible. Seeing this, the
bhutaganas started dancing, creating the pindibandhas, This
is the mythological origin of the karanas described in the
beginning of the fourth chapter. Before understanding the
karanas, it would do well to have a brief introduction to
Natyasastra.

The onehundredand eight nrita karanas are described,
defined and enumerated in the tandava laksana, in the
fourth chapter of Natyasastra of Bharatamuni, which is the
earliest extant treatise on the art of dramaturgy. Laying down
the laws of aesthetics, this work has influenced the allied
arts of painting, sculpture and poetics. It was prescribed for
Jambudvipa, which, according to research, covers the entire
land mass of Eurasia. This Sanskrit magnum opus, running
to 36 chapters, covers a gamut of topics relevant for the
creation of natya. Its influence can be clearly perceived in
the Greek theatre the Japanese and Chinese performing
arts, and even in far eastern countries of Indonesia, Bali,
Java and Thailand.

The Natyasastra is definitely the codification of a tradition
in practice well before its time, as Bharata himself mentions
the Nata-sutras which already existed, taking the antiquity
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of dance history even further.

It is believed that this knowledge of the Natya
(dramaturgy) was revealed to Bharamuni by Lord Brahma
himself, who, at the behest of Lord Indra, created the Natya
Veda by culling recitation (padya) from Rik-Veda, music
(gana) from Sama-Veda, histrionics (abhinaya) from the
Yajur-Veda and sentiments (rasa) from the Atharva-Veda.*
Bharata systematically codified this knowledge (vid-) to
create a science of the art of theatre, calling it the NatyaSastra.

The 36 chapters of this Sastra can be realized as the answers
to the five questions asked by his Rysi disciples. The questions
put forth are

1. How did this Natya-Veda come into existence ?
— A A HY T 3:?

2. For whom was it meant ?
— % 9 FaA?

3.  What are its limbs—dhc3:?

4.  What are its means or sources ?
— o yHore=?

5. How is it reduced to practice ?

~JANTYER higul:?

The answers spread with cross — reference over the 36
chapters can be analysed thus.

1. Brahma created the Natya-Veda from the four Vedas

in the beginning of the Treta-yuga, as an audio-visual

source of entertainment to raise the moral standards

of the people.

It was meant for the poet and the actor.

3. Its limbs are rasa, bhava, abhinaya, dharmi, vrtti, pravriti,
siddhi, svara, atodyam, ganam and ranga.

4. There are three pramana or sources—Veda, Loka (the
perceivable world) and adhyatmika (personal
experience).

o
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5. The natya is put into practice by varied kind of
productions elucidated. But these have to be learnt
properly under the guidance of a guru.

There is enough evidence through a number of sculptures
and literature to prove that this art of Natyasastra was well
understood and practiced in Bharata varsa till the 12th
Century Ap in the North and the 14th Century Ap, in South.
There is also literary evidence that the path shown by Bharata
was referred to, as ‘marga’ and the regional practices were
known as ‘desi.’ It is evident that the desis having their roots
in the Natyasastra, and developed and interpreted the
concepts of Natyasastra following the regional preferences,
i.e. ‘parvrtti’. Thus we had the desi form of Odissi, Bharata-
natyam, Kathak etc., donce co-existing with their marga
technique, just as Sanskrit Language coexisted with the other
Prakrits and regional dialects. In course of time, due to
political and sociological reasons, the technique of the
Natyasastra went into oblivion.

We do owe to the Westerners the discovery of the
manuscripts of the Natyasastra. But the Indians took no time
to identify their roots, and soon there was a resurgence of
literary activity. Manuscripts from all regions of the country
were collected, even if in fragments, they were preserved,
deciphered, studied in depth, annotated with cross
reference, and finally the four volumes of Natyasastra with
the Abhinavabharati, the commentary of Natyasastra by
Abhinavaguptacarya were brought out.

In the study of the karanas in particular, the
Abhinavabharati is of great help as it is very difficult to
visualize the movement through the sutra of the Natyasastra.
For instance, the NatyasSastra explains the ‘karana’ as
‘hastapadasamayogah nrttasya karanam bhavet.® This would
simply mean, the combination of the hand movement creates
the karanas.’ It is Abhinavaguptacarya who clearly explains
that ‘hasta’ here refers to the actions pertaining to the upper
part of the body and ‘pada’ refers to movement of the lower
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limbs of the body. Hasta implies Sakha, anga and upanga
and pada endnotes the sides, waist, thighs, shank and feet.

T deEafrrennantg: wyatkaeE 9
HARHATAIRE - FEGETEHTANR +*

Etymologically, the word ‘karana’ is derived from the root
‘kr° meaning a doer, maker, causer, doing, making, causing,
producing, helping, promoting, the act of doing and the doer.
The word ‘kara’ also has the above meaning.’ The word karana
also suggests the idea of being an instrument, an element, a
part of something and in dance it is a unit of action.

Karana should be understood as a unit of dance movement
made up of three major constituents i.e. a sthana or a static
posture, cari or a dynamic movement of the leg, and nrtta hastas
or hand movements which are vibrant and mobile as the entire
hand moves and are particularly used for nyita karanas. There
are 108 karanasmentioned in the IV" chapter of the Natyasastra.
These are referred to as nrita karanas because they belong to
the realm of dance. There are four hasta karanas mentioned
in the IX™ chapter which are rotating movements of the wrists
serving as vyayama or exercise as well as recaka or subtle
embellishment. In the X" Chapter there is a mention of a
karana made up to two caris. Thus in dance we have the nytia
karana, hasta karana and karana pertaining to caris. The word
karana, is used in the athodya chapters with reference to playing
of the instruments.

The nytta karanas incorporate in them the concept of sthiti
(a fixed position) and gati (motion) according to
Abhinavagupta. Karana includes avasthana and gati.® The
sthana is the specific posture of body which define certain
lines for the body. There are six purusa sthanas (male
postures) described in the X™ Chapter and three str sthanas
(female postures) in the XII™ chapter, Abhinavagupta
explains that the gati of the karana is in its cari only”. But we
can explain that while in motion or in stationary, the body



256 Natyasastra and the Indian Dramatic Tradition

has to maintain a certain posture, which is a sthana. So the
sthana gets galvanized into motion through the cari,
maintaining the same posture.

The term cari has its root in the word ‘car"which means
to move go, walk, roam about, pervade, go along, follow, stir
to spread, and to continue performing®. Bharata defined
cari as the simultaneous movements of the thigh, shank and
feet. The thigh follows the way in which the feet are moved;
these two together cause the ari of the feet®. Therefore,
the cari is movement which engages the correlated
movements of the feet, shanks, thighs and waist at a time!°.
32 caris have been defined by Bharata in the X™ Chapter.
There are 16 bhu-caris where both the feet are constantly in
contact with the ground and 16 akasa caris in which one leg
is constantly lifted in the air. These caris have to be mastered
in order to give the vibrant dynamism to the karanas, from
the subtlest to the acrobatic.

The sthanas and caris are the outcome of a logical
combination of the movement of the angas and wupangas.
The angikabhinaya or physical expression is three fold namely
sakha, ankura and nrtta. Sakha literally means branch, and
all movements come under this. Ankura, means, primarly
sprout, Irit in this context it means, hand gestures used to
elaborate a concept, supplementing the idea just
represented. For instance, Laksmi, who is depicted with
kapitta hasta at the shoulder level is further shown as
emerging from the sea, shown as consort of Visnu, then that
becomes Ankura. The Third element nrita represents dance
involving angas (major limbs) and wupangas (minor limbs)
evolving into karanas and angaharas.

Bharata analyses the body into six angas (Sadangas) or
major limbs — head ($ira), hand (hasta), chest (uras) sides
(parsva) waist (kati) and feet (pada). There are six upangas
of the face (mukha-upangas), eye (netra), eyebrow (bhru),
nostril (nasa), lower lip (adhara) cheeks (kapola) and chin
(chibuka). Apart from these, there are other upangas of the
body (Sarira-upangas) referred to as pratyangas in later texts.
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These are neck, shoulder, belly, thigh, knee, shank, ankle,
heel, sole and toes. There are $lokas of enumeration, which
help learning and have to be exercised to reach a level of
co-ordinated precision when employed in the karanas.

Abhinavagupta defines a karana as ‘kriya karanam’''.
Action is karana, that is through the graceful throw of the
limbs ‘gatranam vilasaksepasya.”'* He says that there should
be no inhibition in throwing the limbs. There should be a
free flow of body movements maintaining the sausthava or
the erect back. But all these movements should be well
connected and embellished through the recakas. Bharata
says the subtle beauty of the recakas of the feet (pada) waist
(kati) hand (hasta) and neck (griva), can make the most
difficult movements look easy and light.

Abhinavagupta says combining the gati and sthithi can give
rise to innumerable karanas but Bharata has codified those
which are relevant for creating the angaharas.

The nrtta karanas have a logical development, the first
few are based, more on bhu-caris and graceful hip
movements, after that more akasacaris are used, then
combination of two karanas creating nrita matrkas become
particular karanas (like viksiptam = vihdhutodbhranta +
dandapada), and the last few become extremely acrobatic.

Though they are termed nrtta karanas, they can be used
to convey emotions, and concepts through vakyarthabhinaya.
Karanas like ancita for adbhuta and unmattam for haughty
pride are already mentioned.

The karana by itself is too small a structure to form a dance
sequence. Hence combinations of these called angaharas are
prescribed in the IV" chapter. There are 32 angaharas, which
create an astonishing variety of movements. The combination
of karanas is named differently, and two karanas make a nrtta
matrka, three makes a kalpa, four a sandaka, five sanghataka,
and six, seven and eight make angaharas. Nrita matrkas and
angaharas are used in pindibandhas or group formations.

According to Dr. Padma Subrahmanyam, who has truly
given a meaningful place for karanas in our dance today, by
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reconstructing and reviving these nrita karanas with a co-
related study of the karana sculpture of our temple, the
word ‘Karana’ could well be defined as coming from
anukarana. Many of the karanas are imitation of movements
of animals, birds, creepers. As natya itself is anukarana of
the loka, the karana, which is an essential element of Natya,
could well have derived its name thus.

Today, if I am able to write with understanding, on a
technical topic of the Natyasastra which some years back was
still a puzzle to scholars, and find that these words, these
pages are inadequate, it is only guru Dr. Padma
Subramanyam has Natyasastra and her word shown how
World Dance can be identified against the backdrop of the
Natyasastra, and karanas in particular.

As I offer my salutations to my Guru who has made me realize
the divinity of this art, I will conclude with this sloka from the
tandava laksanam of Natyasastra which says the one who practices
the art given to us by Mahesvara will attain Sivaloka.

RYAE Id 9 © AN
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Orissan Texts on Dramaturgy and
the Performance of Plays at
Sr1 Jagannatha Temple, Puri

Prafulla K. Mishra

It is quite curious to mark the natural stage with amphi-
theatre like gallery surrounded by caves at Khandagiri in
Bhubaneswara. This gives an impression of a rock-cut natu-
ral stage with all green rooms and the place for the musi-
cians. Ranigumpha and the other beehive caves meant for
Jaina sadhus and other attendants, guards and mendicants.
An amphitheatre like place was probably used for religious
discourses and performances of plays and devotional musi-
cal concerts. King Kharavela restored music and dance that
were banned by the Buddhists during the conquest of
Ashoka. The Hathigumpha (elephant cave) inscription of
Kharavela at the same place testifies this event. There is a
carving of hunting which is similar to the events of Dusyanta
hunting after a deer. But this carving might be a picture of
the Mahabharata or of any local event of pre Christian era.
Well, the enactment of plays was not ruled out as the king,
queen and monks were residing together in the vanaprastha
life. It is needless to say how plays are religious at the outset.
In this context it is quite natural to expect a manual on dra-
maturgy. But to the utter surprise of the scholars no such
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text is available until the dramaturgy portion of the
Sahityadarpana, during early fourteenth century. After the
Sahityadarpana a good number of texts are written for dance
and music. They are as follows :

1. Sahityadarpana Visvanatha

2. Sahityabhusana Raghunatha Dasa

3. Abhinayadarpanaprakasa Jadunatha simha Maha-
patra

4. Gitaprakasa Krsnadasa Badajena

5. Talasarvasva Raghunztha Ratha

6. Natyamanorama -do-

7. Sangitakalpalata Haladhara Mishra

8. Mrdangavadya -do-

9. Sang takaumudi -do-

10. Sagitadamodara -do-

11. Sangita narayana Jagannatha Narayana
Deva

12. Abhinayacandrika Mahesvara Mahapatra.

13. Unknown Harinayaka

The time of these works (except sahityadarpana) is after
seventeenth century. The text on dramaturgy and musicol-
ogy belongs to a later period. Dramatic theories are com-
monly discussed in the above mentioned texts. Besides there
is mention of their own opinion even though the impact of
Natyasastra, Dasarupaka and Sahityadarpana is distinct. The
distinction is quite significant for the most popular classical
dance and music of Orissa known as Odissi dance. The ele-
ments of dramaturgy are therefore discussed at the outset'.
The basic elements of Odissi dance emerge with their own
way of distinction in cauka posture symbolizing Lord
Jagannatha. Jagannatha is the centre of dance, drama, mu-
sic and all other arts. The art form of poetry of Gitagovinda
of Jayadeva is being sung every day in the opening and clos-
ing ceremony of Lord Jagannatha everyday. The melodrama
of Radha and Krsna and the popularity have encouraged
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other poets to write for the entertainment of Lord
Jagannatha. The Natyasastra holds how the plays should be
performed at the instance of festivals of the local deity like
the dhvaja utsava of Indra (1.55) Even the Oriya form of
Srimadbhagavata was composed in front of Ganesa under a
banyan tree in the in the Jagannatha temple premises. Puri
being the most sacred place in the South-eastern sea-coast
was centre of attraction for all the acaryas and devout Hin-
dus. Hindus deem this place as one among the four dhamas.
So they aspire to come to this place at least once in lifetime.
Naturally devout writers and poets used to flock together to
offer their work to Lord Jagannatha on different festive oc-
casions. Besides, it was a pleasure to make a premier show of
their play in different occasions of the temple festivals.
Sriharsa couldn’t resist his temptation of describing the
mahajyesthi bath festival of Sri Jagannatha (Naisadhiya XV.89).
Similarly Krsnmisra in Prabodhacandrodaya refers to the beau-
tiful seashore of Puri.

Itis another curious thing to mark a missing link in Orissan
history. There is no text on kama Sastra, Silpa sastra and natya
sastra contemporary to the building of the famous Sun
temple at Konarka. But the cluster of temples and the im-
ages holding or playing with musical instruments and the
dancing postures, the amorous postures and different nata
mandapas create puzzles in the mind of a connoisseur. How
come these performing arts were reflected without any text?
Was there any living tradition or oral tradition thereof? The
legends of Konarka temple speak of the extant of texts by
which Dharmapada was educated.” In addition to this there
was an oral tradition handed down from generation to gen-
eration. The village artisans were no less than immortal sculp-
tor, musical maestros, dancers, actors and other artists of
sixty-four branches. It might so happen that the heavy flood,
fire and white ants have eaten away the texts in palm-leaf
form. On the other hand the temples become mute teach-
ers for art, craft, painting, music, dance, war-craft, kamasastra,
yogasastra and other social learning. Silpaprakasana is a text
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edited and reconstructed by Alice Burner and Sadasiva Ratha
and R. P. Das. No original manuscript is available so for.

There are a number of plays composed and enacted in
temple premises. In the places of festival like Jagannatha-
ballava-matha, Dolavedi, Narendra puskarini, Gundapa,
mandica, Snanamandapa etc., plays were enacted. The fes-
tivals were dayana-cori, dola-yatra (holi), candana yatra, ratha-
yatra and snanayatra respectively. An attempt is made to ap-
preciate such a patronization for performing art and other
information.

Plays on different themes:

1. Anargharaghava—ndataka—Murari Mishra—-11c. ap
(Nandyante) sutradhara—alam ativistarena/ bho bhoh
lavanodavela—vanali-tamalataru—mandalasya tribhuvana-
mauli-mandana-mahanilamaneh kamala-kuca-kalasa-
kasturika-patrankurasya bhagavatah purusottamasya
yatrayam wpasthanvyah sabhasadah/
Here mahanilamani happens to be the epithet of
purusottama Jagannatha. The place is near the seashore
and is testified by Mahiar inscription.?
In another manuscript it is said as follows :
bho bho ! Sﬁpum;otmma—k;etm—sambandhini bhagavati
Jagannathasya yatra-mahotsave gundicadraw upasthaniyah
upasthitah sabhasadah/
samudre majjanan nunam udresu purusottamam/
drstva tavantike bhuyah puro gacchaty ayam Sisuh//
Venisamhara-nataka—Bhattanarayana
3. Parasurama-vijayanataka—Kapilendradeva- 1435-1466
(nandyante) sutradhara—alam ativistarena/ . . . tribhuvanodita
apratima-pratapa-pramudita-varalaksmi-svayamvarena
rajadhiraja-navakoti-karnatadhipati-gajapati-gadesara-
pratapavira-Kapilendradeva-maharajena/ nilakanda-
ranathasya mahotsava sabhasadah/ mat—kavyabhinayenadya
vinodaya kusilavah//

4. Bhaktivaibhava-natakam—Kavi-dindmajivadevacarya

o
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10.
11.
12.
13.

sutradhara;

dolamahotsavakrte purusottamasya

kolahalaih pikagiram dhvanayan digantam /
lokakalad-vahala- kumkuma-dhuli-sikiah
celancala-dvijavarair—-madhurujjihite / /

Utsahavatv Rupakam — Hallisaap 1497-1535

asmin vasantasamaye purusottamasya
prasadaparsva-manimandapa-mandalisu/

ele haranti hrdayani mahajananam

nanavidhair abhinayai rasikavanindrah //

This play was enacted in spring festival of Jagannatha
at dolaved:.

Piyusalahari gosthi—]Jayadeva —II ( son of Jivadeva)
Sutradhara :

aho bhagavatah janasitamayukhasya nilacala-mauli-
mandana-maneh garudadhvajasya prasade prasadamilitah
samajikah /
Samrddha-madhava-nataka—kavibhtusana Govinda
Samantaray, the Court poet of Virakisoradeva. 1778
AD

Sutradhara : arya pasya pasya nilacalamauli-lilacala-
jaladhara-mandalambarasya pralaya-samayaparakupa-
rantalantarantaritapaya manasayam kalpavata—vitapi-
kisalaya-nilayavilasana—lalasa-matta-madhusudanasya
Sﬂmadhusadanasya Jivatukrtatvac—carana—rajivam
ajananam bhaktajananam hrdayam aradhayamah/
Jagannatha-ballava-nataka—Rayaramananda, fifteenth
cent.

Chandrakala natika—Visvanatha, fourteenth cent.
Danakhanda natika—Gopalabhatta, sixteenth cent.
Manimala natike—Anadi Mishra, 1746

Rasagosthi rupaka gosthi—Anadi Mishra, 1746
Bhanjamahodaya nataka—Narasimha Mishra, 1650-
1660 Ap.

This natika was composed by Narasimha Mishra and
was staged in Puri in front of Gajapati Balabhadra Deva
a king of Khurdha kingdom, in the presence of Siva
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14.

15.
16.

17.
18.
19.

Plays
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Narayana Bhaija, the ruler of the Kendujhara state as
evident from the prastavana,

nandyante sutradhara : asti tatra daksina-paravatatire
sakalapapaksayadaksa-ksmadharamandala-mandana. . .
Sﬂpum_sottamdbhidham punyaksetram /
Caitanyacandrodaya nataka—XKavikarnapura Paramananda-
dasa This play was enacted in Jagannatha temple in the
presence of Gajapati king Prataparudra on the occasion
of car festival.

Parijata-harana-nataka—Gopaladasa, fifteenth cent
Abhinava venisamhara nataka—Markandeya Mishra,
fifteenth cent.

Sﬂpuru;ottama—ndwku, Madhavi Dasi (woman
devout)sixteenth cent.

Gundica mahotsava

Bhanjamahodayanataka, Historical drama—Kavi
Nilakantha Mishra edited by Banambara Acharya, and
published in 1946.

on the Ramayana theme:

Rama-Vinayaka-vyayoga is written by Vrhaspati Pandita,
the court poet of Gajapati Purusottama Deva (1467-
1497 A.p.). The theme of the vyayoga is based on
uttarakanda or Ramayana on the basis of Sambuka
vrtanta. In this vyayoga Oriya language is used. This
play was enacted in the temple premises of Puri.
Sri-Ramacandra-Nandodaya-vyayoga, composed by
Narayana Nanda, the court poet of Gajapati
Purusottama Deva. Uttararamacarita influences the
plot, where Candraketu moves with horse. But the
author Nanda uses Satrughna in place of Candraketu.
Ramabhiseka, Ullapya type of play composed by Rama
Dasa the court poet of Gajapati Prataparudra Deva.
Trisiro-vadha-vyayoga is composed by Cintamani Misra,
the court poet of Cakresa or Cakrapratapa, the son of
Gobinda Vidyadhara in between 1549-1557 ap.The
theme of this vyayoga is on the basis of Aranyakanda.
Sri-Ramakausikanka
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Plays

Sutradhara: Srinilasundaramahidhar avasthitasya
padabjapujako daya dasatmajena vrhaspati—panditena
viracitabhinavavyayogena rama-vinayakhyena parisadas—
losayitavyah. . . .

based on the Mahabharata

Abhinava Prtijina Vyayoga: Purusottama Dasa, the court
poet of Kapilendra Deva 1435-67 aA.p, composed
Abhinava pratijnia. The theme is based on drona parva,
the story of cakravyuha.

Abhinava Venisamhara: Gajapati Purusottama Deva
himself composes anka type of play.
Candravati-harana, Gopinatha Ratha the court poet of
Gajapati Kapilendra Deva and his successor Gajapati
Sr1 Purusottama Deva had composed the play.
Sﬂkrma-bhakta—vdtsalya—cam’m, Gajapati Ramacandra
Deva-1 otherwise known as Abhinava Indradyumna had
composed the one act play in 1574-1575 A.p.
Sutradhara: kamalanirvisesa-caranakamalasya kamalamukha-
kamalatulamadhvika-lubdha madhuvrata-sya nila—Saila—
Siromaneh bhagavata Sﬁ-jmmottamasya kenapi karanena’vasara-
rasaprayukta-hrdayasya sampratam-abhinava—indradyumne
gajapate Svzrama-carana~kamalarolamba-ramacandradeva-koti-
Janmarjita-sukria—prabhavavati kypa-vasatah pratatadarumaya-
madhuramurte pundrikaksasya gundica-mahotsavo’yam
tadanantara-samstham bhagavantam anadimadhyantam
anantam alokya janma saphalayami.

atra kila gundica-mahotsave mnanadig-desa-gata nanarya-
vidagdha-misran kena prabandhahinayenaradhayams,
(vicintya) tatas tenaiva nipati-tilakena Sriramacandra-
devena krtam Sri Krsna-bhakta-vatsalyam caritam
abhinetavyam/

This play was enacted in Gundicamahotsava, the car
festival of Jagannatha

Ambarisadurvasanka, Vaninatha Pattanaik the court
poet of Gajapati Sri Mukunda Deva (1560-1568 ap)has
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composed this anka type of one act play.
Srikysnavijaya and Bhagavatayana, the Vaisnava poet
Rama Dasa the court poet of Gajapati Prataparudra
Deva has composed these two one act plays in between
1497 and 1540 ap.

Prafulia K. Mishra

*

Srikrsnavijaya:

marisa . . . . adistosmi bhagavata niladrinathena
bhaktamukhena gundica-mahotsavena etat samayojitavyam
kimapyuparu pakam abhinetavyam . . .

Bhagavatayanam : in the prastavana of Bhagavatayanam
the same author indicates;

bhagavat-pundarika-nayanasya dolamahotsave padaravinde
prakirna-pattavasa-punja—pinjarita maulina bhakta-
samuhena.

Syamantaka-harana, Vasudeva Ratha the court poet of
Gajapati Ramacandra Deva-1 has composed this one act
play.

Sutradhara: are nartaka akhilajanamanollasakyta- Sﬁjagan-
nayakasya vivahayatra darsanotsuka bhupasamuha ete
evabhivartate nutana—prabandhabhineya anadayaty aha /
Pracanda-vrkodara, Kaviratna Purusottama Mishra, the
court poet of Birakesari Deva king of Khurda (eighteenth
century) has composed the play.
Madhuraniruddha-natakam, Cayani Candrasekharal8™ C.
Pramudita-Govinda Natakam, Kaviratna Purohita Sadasiva
Udgata (Ms. vol, p. 7)

The citations and references of the above plays enacted
in the temple premises and around are quite self-
explanatory. Yet, some of the interesting features need
to be discussed.

Though the theme of the above plays are from the
Ramayana, Mahabharata and other devotional and
regional tradition, yet Lord Jagannatha becomes the
centre of depiction. All of them praise the holy shrine
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and the holy place.

Secondly, Jagannatha in not found to be addressed in
any of the invocatory stanzas in any inscription. But the
poets are devoted enough to pray him and that tendency
is noticed onuard fortheenty century. The benedictory
stanzas normally addressed to lord Siva is replaced by the
benediction of Lord Jagannatha. All play-rights express
their gratitude to lord Jagannatha in different words. Sri
Jagannatha is referred as tribhuvana mauli, purusottama-
kamala, nilakandaranatha, purusottama, nilacala-
mauwlimandanamani, ksmadhara—mandala-mandana,
Nilasundara-mauli etc.in various plays like dola utsava,
gundica utsava, vasanta utsava, varalaksmi svayamvara,
vivaha yatra etc. Dola yatra and vasanta utsava etc. were
used to take place on the mandapa inside the temple
premises in those days.

The singing of Jayadeva’s Gitagovinda everyday also
encouraged poets to sought royal patronage where
Gajapati Prataparudra Deva, Kapilendra Deva,
Ramacandra Deva were present.

Study of more than one manuscript of the same plays
would reflect more interesting facts. The place of festival
was all over Puri in different places. The car festival is
popularly known as gundica yatra which is locally called
even today. Many Oriya poets mention this as gundica yatra.
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The Critical Edition of the Prabhavati-
Pradyumna-Nataka: An Overview

Sweta Prajapati

While preparing a paper on the play Prabhavati-parinaya of
Harihara Upadhyaya, also known as Harihara Jha, I developed
an interest to investigate the unpublished Sanskrit plays
composed on the same theme with a view to edit them if
they deserve edition and publication. Fortunately, in course
of my investigation of the manuscript sources preserved at
the Oriental Institute of Baroda, I found out a play entitled
Prabhavati-pradyumna-nataka, one manuscript of which is
available in our institute in good condition. Itis a mythological
play of appreciable merit. Its author is Ramakrsnasuri, a little
known literary figure of 17th century. After checking the
New Catalogues Catalogurom and other relevant sources, I was
confirmed that the play has not attracted the attention of
any competent scholar and has still remained unpublished
though two manuscripts of this play are available. One is
deposited in the Oriental Institute, Baroda and the other is
in the Raghuvir Sanskrit Library, Jammu. The details of these
MSS are as follows:
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Ms. Name Ms.B (Baroda) Ms.] (Jammu)
Acc. No. 12975 645

Material Paper Paper

Folios 46 33

Granthas 730 1450

Size 255 9 27.5 10

Age Samvat 1644 Saka 1650

The colophon of the Ms. B reads: §aq 1644 ¥HA HIEUETR
5 99 Y oSl aRVETR - SteTheRarieisd TeRIST oRrSt
ARG aT SRS SR g awT |

It is interesting to say that the manuscript of the
Oriental Institute bears the stamp of Maharajadhiraja-
sriramacandradevatmaja. The stamp contains both
Persian and Devanagari scripts. The colophon of this
Ms reads that this was copied at Varanasi in the territory
of the king Akbar by the command of the Prince
Virabhadra, the son of the king Ramacandra.

The colophon of the Ms. | reads:

T AT R RHR S RG R T
ToEAISE: | Y TARd Hel weaoReyfia  faarfamfgdtare
FOTHArs fearegHt: 11 gwaeg stz 1)

Manuscript Observation

The Mss. have their own peculiarities. Between the two
Mss. of this play, the Jammu Ms. is more authentic than that
of the Baroda one. Baroda Ms. has many spelling mistakes
and is full of; corrections and additions in the margin Moreover
it has repetitions and omission of lines in some places. While
comparing the variants it is observed that the Jammu Ms.
contains better and authentic variants though there are a few
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exception in such a situation both the manuscripls are
complementary to each other. However, overall estimation is
that the Jammu Ms. is couridered better than the Baroda one.
As far as better readings are concerned, the Baroda Ms. is written
in Jain Devanagari style. The scribe’s name and the place of its
copying are not found. But, in the colophon it is mentioned
that this Ms. was copied at the order of Bhadradeva, the son of
king Ramacandra who ruled over Gujarat during the reign of
Mughal King Akbar. The king Ramacandra was a Jain and this
may be the reason that this Ms. is written in Jain style. The
Jammu Ms. gives the numbers at the end of every verse with
red ink and every name of the speaker of dialogues are
darkened with red ink. Hence it becomes easy to differentiate
the dialogues. The technical elements like the prastavana,
viskambhaka and pravesakas are also marked separately with
red ink. This effort of the intelligent and sincere scribe helps
in easily reading and understanding the text. These features
are not found in the Baroda Ms.

Author

Unlike most of the Sanskrit writers, Ramakrishna has given
some pertinent information about his personal life and of
ancestors. The Sutradhara in the Prastavana speaks the names
of his father and forefathers. His father was Gopalacarya who
was a learned and expert in disciplines of knowledge. He
himself was a profound scholar, amd has thoronghly studied
the Sahityasastra as it is evident from his writing. He had
sound knowledge of metrics and Puranas etc. and was a
devotee of Narayana or Visnu and Laksmi.

Details of the Play

From the title of the play it is understood that it is a
mythological one and based on the Prabhavati-Pradyumna
episode on which many kavyas like Prabhavati-parinaya by
Harihara, Pradyumnacarita-Mahakavya by Mahasenacarya,
Pradyumnabhyudaya, etc are found to be composed. The
theme is derived from the Harivamsa (Adhyaya 91-97).
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However, the theme is found also in the Visnupurana and
the Nepala-mahatmya. However, the play of Ramakrishna has
its own merits. Though written on very well known plot, the
playwright has displayed his creative talent while presenting
the theme in an appealing manner.

There are five acts as we find in the traditional
compositions. The play begins with two benedictory verses
followed by a very long prastavana. The verses, which speak
out the poetic brilliance of the author, are in the form of
Prahelika written in praise of Goddess Laksmi' in
Sardulavikridta and Sikharini meters having the alamkara
Prasna. The verses also speak of the author’s sense of
humour.

Though the nature elements are given less scope for
description in the present play, some of the verses related
to rain are worth noting.? The dramatist successfully
describes Prabhavati’s beauty,” passion of hero and heroine
in the second and third act by applying various beautiful
alakaras like Dipaka.* Some verses remind us the well known
verses of Kalidasa and Bhavabhuti.”® The poet-dramatist has
nicely depicted the love in separation.’

It is known that the author was a talented poet well versed
in different Sastras. He has given vent to his poetic caliber
by composing verses both in Sanskrit and Prakrit. Even in
the first act there are thirty-nine verses, and in second, thirty
four. The dialogues are mostly short; the language is easy
and clear.

The author has made use of the different motifs like the
Bhramaravadhaprasanga as we find in the Abhijianasakuntalam.
One of the interesting features of this play is that it contains a
garbhanataka by name Rambhabhisarana. In the third act,
patralekhana, the technique of message sending is given rending
of messages.

Summary of the Play
Act I
In the first act after benedictory verse to goddess Laksmi
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there occurs a very long prastavana, in which through the
dialogue between sttradhara and nati we are informed about
dramatist Ramakrsnastri’s personal account, his scholarship
and staging of this drama in Varanasi before the intelligent
audience. The act starts with dialogues between Indra and
Hansi, a divine lady. They discuss about the plan to kill the
demon Vajranabha by way of establishing the relation of
Pradyumna with Prabhavati, the daughter of Vajranabha.
They want to take the help of Bhadra. Indra goes to meet
Lord Krsna to discuss the plan.

Act II

In the Pravesaka through we are informed the dialogues
of Pradyumna and his friends about the dream of Pradyumna
that he saw one beautiful lady. Then enters Prabhavati’s
friends Madhuvani and Sarvajia thinking for the removal
of her pitiable condition occurred due to pangs of love. The
month of Vasanta is adding to her pain. Sarvajia narrates
the story of divine birth of Pradyumna and his qualities. Hansi
has been sent to Dvarika to inform Pradyumna about
Prabhavati’s love and to bring Bhadranata. Then in the
Viskambhaka, the dialogues between Taralika and Prabhavati
informus that Hansi has been sent to Dvarika to bring
Bhadranata. Taralika narrates Bhadra’s talent, then all of
them go to Dhavalagrha to wait for Hansi’s arrival from
Dvarika with some good news. Now, Hansi is in the Dvarika,
where she sees the same pitiable condition of Pradyumna.
Hanst hands over the love-letter of Prabhavati to Pradyumna
and explains about the condition of Prabhavati. She also
explains her plan how Pradyumna will enter the Vajrapura
with Bhadranata, the friend of Pradyumna. She also informs
him about the divine birth of Prabhavati. Hansi departs to
meet Prabhavati and Pradyumna departs to take the
permission of his father for further action.
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Act III

In the Viskambhaka, we are taken to Vajrapura, where
the demons are talking with Vajranabha about Bhadranata’s
dramatic talent. Vajranabha then proceeds towards the
theatre with his minister Suddhasena to watch the drama
Rambhabhisarana to be performed by Bhadra and other
actors. Then Sarvajina, Madhuvani and Taralika enter. They
all proceed towards dhavalagrha to see Prabhavati who was
about to jump from the height to end her life, but she was
saved by Taralika and Sarvajia. Sarvajia hands over the letter
of Pradyumna to her. Taralika also informed her about the
drama performed by the group of actors invited by her father
Vajranabha. Being highly pleased by their talent the king
Vajranabha honored them with lots of wealth and now they
enjoy the royal hospitality. There Hansi come and inform
that Pradyumna is waiting for Prabhavati in the garden.
Prabhavati was taken to the garden by Taralika and other
friends. Here Pradyumna became the bee by means of his
magical power and enjoyed the company of Prabhavati.
After some time Pradyumna reveals his original form and
takes Prabhavati to the palace for marriage.

Act IV

In the fourth act, Prabhavati and Pradyumna are tied with
the sacred thread of marriage. In the Pravesaka, we are
informed about Candravati and Gunavati’s love with Gada
and Samba, two brothers of Pradyumna. Then enter Sarvajia
and Taralika. From their talk we are informed about the
three children born by the marriages of three couples. It
has become now difficult for them to hide three children
from the king Vajranabha. There comes Madhuvani crying
with news that Vajranabha is enquiring about the parents of
these children. Hansi goes to Indra seeking his help. Indra
departa an his chariot along with Matali and inspired.
Pradyumna for war with Vajranabha.



The Critical Edition of the Prabhavati . . . : Sweta Prajapati 275

Act V

Lord Krsna, Purandara, Matali and Hansi are observing
the war between Pradyumna and Vajranabha. Pradyumna
kills Vajranabha’s elder son. Gada and Samba also help
Pradyumna in gadayuddha and kill many soldiers. Gada kills
Candrasena. In the mean time, from behind the curtain it is
known that Prabhavati, Candravati and Gunavati wish to end
their life along with children and friends in the fire. Lord
KSOla stops them doing so. Then comes Narada and tells
that Pradyuma kills Vajranabha. Then enter Pradyumna,
Gada and Samba. The drama ends with the Bharatavakya,
in which Narada blesses the three couples for well being,
and prosperity of the nation.®

Dramatic Techniques

The dramatist has strictly observed the dramatic techniques
to make the play a successful one. All the arthakriyas,
arthopaksepakas, sandhis, nandi, bharatavakya etc. are used
following dramatic rules. There are two Pravesakas
(Introductory scenes) and two viskambhakas (supporting
scene).

The author has made proper use of culika (intimating
speech from behind the curtain) to provide the information
of the entry of the new characters with some special
intension on the stage. At the end of the first act the dialogue
of and Hamsi and Indra ruggest the theme of the second
act. This is a case of ankasya (Anticipatory scene). In the
viskambaka of the third act, we are informed about
Vajranabha enjoying the play, Rambhabhisarana. This
episode is not so interesting but cannot be avoided also as it
partakes in the development of main theme. So it has been
described in the Viskambhaka.

At the end of the third act, the conversation between
Prabhavati and Pradyumna theres us some light on the
matter of the fourth act, in which the gandharva-vivaha is
going to take place in the palace. The fourth act starts with
the entry of the same characters. This is a case of ankavatara
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(transitional scene). The author has also made use of two
pravesakas, in which Candravati’s and Gunavati’s love with
Gada and Samba respectevely and is shown gradnally
developing which to culminetes in the birth of their children
and their efforts to hide the children from Vajranabha etc.
is included in the PraveSakas. Here the pataka (subordinate
story), the love story of Candravati and Gunavati with Gada
and Samba, which is helpful to the main theme, is described
by Pravesaka.

Among the 21 sandhyantaras, (distinction of the
segments) the author has used sama (sweet speech), pradana
(to give something as identity, Prabhavati gives her necklace
as an identity to Pradyumna), vadha, (killing of demon
Vajranabha,) duta, lekha, svapna, citra, etc. are very skillfully
described by the author in developing the theme.

As Srigara is the main sentiment of this drama, the
kaisikivrtti is nicely dealt with. For this the dramatist has
employed, narma and narmasphota techniques of kaisikivrtti
in the dialogues of Prabhavati and Pradyumna. The fifth
act deals with the description of virarasa and therefore
sattvativrtti is also found by employing sanlapaka (serious
dialogues between Vajranabha and Pradyumna, Samba and
Candrasena), utthapaka (one character motivates the other
for war; Pradyumna has been motivated by Lord Krsna and
Indra). In the description of two person’s attacking each
others sampheta, one of the elements of arabhativriti is also
found.

Observations on Prakrit language

In the present play, there is ample use of Prakrit language
in Natakas. Apart from the small dialogues many verses and
long passages are found in the play. This speaks of the
playwright’s command over the Prakrit language. The
Sanskrit chayas are not given. It may be the reason that the
author wants them to read in Prakrit so that one can relish
their linguistic peculiarities. There are many women
characters namely, Prabhavati, Harmsi, Madhuvani, Taralika,
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Sarvajia et. al. Among them Prabhavati and Madhuvani
speak Prakrit only while the elderly and motherly characters
like Sarvajina and Taralika and Hamsi speak Sanskrit. But
Hamsi is a divine character and she speaks both Sanskrit
and Prakrit as per the need. For example, she speaks in
Sanskrit with Pradyumna and in Prakrit with others.

Originality and Innovations

1.

The detailed exposition of birth of Pradyumna is made
for showing the high family tradition and heroic
attributes of the hero Pradyumna.

In the original source, the plan of entering into
Vajrapura is made by Lord Sri Krsna. But, in this drama,
the work is done by Nata named Bhadra. The reason
may be to retain the importance of the main character.
The dramatist has also proved his skill of imagination
in order to an atmosplow of sending the picture of
Pradyumna to Prabhavati and of Prabhavati to
Pradyumna creat attraction Pra and Pra for each other
by means and his a rignificance to have Vajrapura and
to kill the demon Vajranabha.

One more appreciable trait of the dramatist is to be
noted that in the theme of the rorignent to play,
Pradyumna enters into the Harem in the form of a
bee with the helpof his magical power maya or. While
in the present play that episode has been developed
nicely to create a scope for the description of
Srngararasa. Here Pradyumna in the form of bee
observes all the passionate and sensual behavior of
Prabhavati. The author seems to have been inspired
by the Sakuntala of Kalidasa, though Pradyumna here
is the active participant and not the passive observer
like Dusyanta. This change deserves appreciation. But
it should not be interpreted as lack of herosm of the
hero because he used to know with all the technique
of mayavidya as he was born and brought up with a
demon. It is in fact the consequence of vidya, which
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helps in achieving the goals impossible by any other

means.

5. The love-letter episode is also a creation of author’s
mind.

6. Prabhavati’s attempt suicide in the third and fifth acts
is shown.

Comparative Observations

This theme of Prabhavati and Pradyumna of the Harivamsa
has attracted many poets and dramatists. The occurrence of
staging of Rambhabhisarana-nataka by kapata-natas in
Vajrapur in the same adhyayas as in the Harivamsa is
considered as one of the earliest evidence of the origin of
the drama. But some scholars do not consider this as more
important since Harivamsa is a later composition of second
or third century.

When we compare the three dramas-Pradyumnabhudaya,
Prabhavati-parinaya, and Prabhavati-Pradyumna-certain
dramatic changes come to our notice:

1. The role which Sucimukhi plays in Prabhavati-
Pradyumna and Prabhavati-parinaya is played by
Bhadranata in Pradyumnabhyudaya-nataka. Bhadranata
narrates the beauty of Pradyumna to Prabharati
interest to arouse for Pradyumna. In Prabhavati-
parinaya Ital her Lord Krsna’s character is omitted.

2. The theme of the Pradyumnabhyudaya is centered
around the killing of the demon Vajranabha and the
victory of Pradyumna, while both Prabhavat-parinaya
and Prabhavati-Pradyumna deal much with Sragararasa
and foucs at the union of Prabhavati and Pradyumna.

3. The characters of Indra, Sucimukhi do not exist in
Prdyumna-bhyudaya. Prabhavati-Pradyumna drama
centers around the victory of Pradyumna over
Vajranabha.

4. Rambhabhisarana is suggested in Prabavati-Pradhyumna
and Prabhavati-parinayabut it is acted in as garbhanataka
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in the Pradyumnabhyudaya.

5. Marriages of Gada and Samba occur the Pravesaka of
Pradyumnabhyudaya and Prabhavati-Pradyumna but in
Prabhavatiparinaya the entire fifth act is devoted to this
episode.

6. The birth of three children happened to be known
after the war in Pradyumnabhyudaya while in other two
plays it is the cause of the war.

The comparison of all these three dramas reveal many
notable points. It gives an opportunity to understand different
perspectives of all these three dramatists, Harihara Jha
(Prabhavati-parinaya), Ravivarma Kulasekhara (Pradyumna-
bhyudaya) and Ramakrishna Suri (Prabhavati-Pradyumna). It
is interesting to study their techniques like the inclusion of
the episodes either in Pravesaka or Viskambhaka or as the
part of the actual act. Replacement, omission and addition
of the characters are noticeable features. It is enjoyable to
see how one dramatist has excelled in describing certain
episodes while depicting in Srigara and Visrarasa and how
the other has achieved less success in doing so. This shows,
how the genius of one dramatist makes the drama
interesting and the same becomes less interesting at the
hand of other. This type of comparative study helps in
understating the traits of application of the dramatic
techniques adumbrated by the age-old dramatists. This also
facilitates in knowing the subtleties of practical utility of
dramatic elements. I presume that there are more plays on
this theme.

Conclusion

A critical edition of the present play is under preparation.
and the work will bring to light some other valuable
points.
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The Changing Perspectives of
Contemporary Sanskrit Dramas

Banamali Biswal

The famous Sanskrit maxim: ‘Kavyesu natakam ramyam’ out-
classes the dramas from other genres of creative writings
(prose and poetry both). Kalidasa’s Abhijnanasakuntala,
however, excels the dramas written till the time of the present
maxim. It is a different fact that in Abhijnanasakuntala also
the fourth act and there also the four specific verses are
underlined as most fantastic. Though there were many
famous Sanskrit dramatists in ancient times still the great
dramatists like Bhasa, Asavaghosa, Kalidasa, Bhavabhuti,
Sudraka, Sriharsa etc., excelled others for their superb
creations of dramas. The Sanskrit plays written by the above
writers, used to be staged in ancient times all over India.
However, now the only surviving ancient Sanskrit drama
theatre is Kudiyattam where almost all major Sanskrit plays
are being performed in their original forms. The noted
Natyasastra-scholar and the authority of Kudiyattam,
legendary actor Mani Madhava Chakyar choreographed and
directed plays like Kalidasa’s AbhijnanasSakuntala,
Vikramorvasiya, Malavikagnimitra, Bhasa’s Svapnavasavadatta
and Parncardtra etc. for the first time in the history of
Kudiyattam. He not only popularised Kudiyattam but also
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rejuvenated the only surviving Sanskrit drama theatre in
India. During Kalidasa-samaroha at Ujjain in 2006, I had the
opportunity to see the staging of Malavikagnimitra the in
the Kudiyattam style directed by Kavalam Narayan Panikkar
and enacted by the Theatrical team ‘Sopan’, Trivandrum.
However, the drama containing six acts in original was staged
in two acts in a musical drama form.

The Natyasastra written by Bharata literally means
‘Scripture of Dance’ though it is technically translated as
‘Science of Theatre.” This is a key-work for regulating the
subject of stagecraft, which specifically describes the proper
way one should go about staging a Sanskrit drama. It also
addresses a wide variety of topics including the proper
occasions for staging a drama, the proper designs for theatres,
the types of people who are allowed to be drama-critics and
above all specific instructions or advice for actors, playwrights
as well as the producers. Though the Natyasastra primarily
deals with stagecraft, it has come to influence music, dance
and literature as well. Thus, it can be stated that the
Natyasastra is the foundation of the fine arts in India.
However, today’s Sanskrit dramas do not completely come
in the framework of Natyasastra since they differ from the
ancient dramas in many aspects such as theme, character
and above all the stage-performance. An attempt is made to
analyse the changing perspectives of contemporary Sanskrit
dramas from different angles.

Indian dramas - The origin and development

If we look back to the origin and development of the
Indian dramas we can see that our country has a long and
enriched tradition of theatrical arts. It is certainly much
longer than that of the western world. Itis not true as believed
by many scholars that the theatrical tradition of India has
come out of the Greek invasion. Theatre has existed here as
an indigenous institution at least since the Vedic period.
However, the Hellenistic influences cannot be denied on
Sanskrit theatre in the later period.
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The earliest forms of theatrical arts might have existed in
the form of dance-dramas as evidenced by iconographies
available in the Indus Valley Civilisation, which might have
died out with the Civilisation itself. However, the dramatic
forms of the Vedic age later took its place. Vedic dramas
also owed its origin to religion just like the Greek dramas,
For example, the Yama-Yami episode in the Rgveda, presents
one of the earliest forms of drama in Indo-European
literature. This drama is believed to be enacted by the
Brahmins as a part of Vedic rituals in ancient time. Similar
trends can be found in other Vedic as well Upanisadic
dialogue hymns (i.e. Samvadasukta-s) such as Nadi-
Visvamitra, Yama-Naciketa and Satyakama-Jabala etc.

In the course of time, drama developed into an
independent tradition by setting aside the religious rituals.
Because of Alexander’s invasion of India, the Hellenistic
influences also greatly enriched Sanskrit dramas. The term
yavanika' used for curtain in Sanskrit theatre might have
been derived from the word ‘yavana’ i. e. the Sanskrit word
used for ‘Greek’. However, despite the Hellenistic
influences, Sanskrit-plays substantially differed from their
Greek counterparts. The nature of the plays changed from
tragedy to light comedy. Dramatists often worked on pre-
existing mythological or historical themes that were familiar
with the common mass or rather the audience. Thus, many
ancient plays, derived there plots from the Ramayana,
Mahabharata and the other great epics of India.

Besides the vedic references, one can find the mention of
the term drama as well as other dramatic terms along with
the related instruments in later works such as Mahabharata,
Ramayana, Harivamsa, Kamasutra, Arthasastra, Mahabhasya
and also some of the Buddhist- texts like Lalitavistara etc.

In the Mahabharata, Arjuna learnt dance and songs from
Gandharva and he imparted such knowledge to the prince
of Virata also. The Preksagrha and Natyasala etc. might have
come to use in the Mahabharata-period. In Ramayana
references are available with regard to the staging of drama.
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The terms like Nata, Nartaka, Rangavatarana and Rangastri
are used in the Mahabharata. In Harivamsapurana there is a
reference to Nataka based on the Ramayana. Krsna originated
a Nata named Bhadra. He with other Yadava-s headed by
Pradyumna as hero, played the Ramayana in the city of
Vajranama. Here Samba played the role of Vidusaka.

In Panini’s time (700-600 Bc.) the term Natya was in very
much use as he derives the term from the root Nat- with the
addition of Nya by P. 4.3.129. Till Buddhist age (600 BC)
the dramaturgy was quite developed. In Buddhist texts we
find references to Natakas based on the biograph of Buddha
played in the court of Bimbisara. Upto Kautilya’s period
Natakas used to be played by professional teams. In Kamasutra
(2nd century Bc), Mahabhasya (third century Bc) etc. Natakas
seem to be available in a developed form. It seems that by
the time when these texts were written the dramas were in
a well-developed form and most probably presented by the
professional teams. The tradition of composing Sanskrit
dramas did not stop in the age of classical Sanskrit literature
since it continued till the age of modern Sanskrit literature.
The tradition of writing modern Sanskrit dramas started
before independence i.e. from the last decades of
nineteenth century, which continues till the date. The
writers, enriching the tradition with their substantial
contributions are: Ambikadatta Vyasa, Amiyanatha
Chakravarty, Balaganapat Bhatta Sudharma, Bhalachandra
Bhide, Bhima Bhatta Nirpaje, B.R. Shastri, Chajjuram
Shastri, Chudanatha Bhattacharya, Durgadatta, Haridas
Siddhanta Vagisha Bhattacharya, Jatindra Bimal
Chaudhururi, Jivanyaya Tirtha, ]J.T. Parikh, Kalipada
Tarkacharya. Kshitish chandra, Lakshman Shuri, Lila Rao,
Mathuradatta Pandey, Mathura Prasad Dikshita, Mahidhar
Shastri, Venkataram, Maheshvar Shastri, Mulashankar
Maniklal Yagnik, Medhavrata, Nityananda, Rama Choudhuri
(wife of Jatindra Vimal Chaudhururi), Siddheshvar Chatto-
padhyaya, S.R. Lila, Sudarshan Tripathi, Tejanath Jha,
Vasudev Dvivedi, Virendra Kumar Bhattacharya, Vishnudatta
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Bhattacharya, Vishnudatta Tripathi, Vishnupada
Bhattacharya, Vishvanath Keshav Chhatre, Vishveshvara
Vidyabhushana, Ramkumar Malaviya, Ramanujacharya, R.
Ganesh, V. Venkataraghavan, Vyasaraja Shastri, Y. Mahalinga
Shastri, Shridhara Bhaskar Varnekar, Shrirama Velankar,
Jaggu Vakula Bhushana, Janak Shankar Dave, Kapildev
Dvivedi, Ramaji Upadhyaya, Reva Prasad Dvivedi,
Radhavallabh Tripathi , Rajendra Mishra, Ogeti Parikshita
sharma, Kriparam Tripathi, Krishnadatta Sharma,
Ramakanta shukla, Ramakishore Mishra, Haridatta Sharma,
Harshadeva Madhav, Keshav Chandra Dash, Banamali Biswal,
Prashasyamitra Shastri, Janardan Pandey and others.
Classification of contemporary Sanskrit Dramas:

Before going into the details of the works of the
contemporary Sanskrit dramatists mentioned above let me
classify the available dramas. Usha Satyavrat has reviewed
around fifty plays in her ‘Sanskrit dramas of Twentieth
century.’? She has classified them into seven groups on the
basis of their themes. The groups are: Biographical plays,’
Historical plays, Humorous plays,” Mythological plays and
legendary plays,® Political plays,” Social plays® and
Miscellaneous plays.” From the observation of her list it is
clear that in the beginning Mythological, Historical and
Biographical plays dominated Political as well as Social plays.
However, the scenario has been certainly changed in recent
times.

In the similar pattern S.R. Ranganatha has also classified
into six classes in his ‘Post Independence Sanskrit Drama.'”
The divisions are: Mythological plays,'! Historical plays,'* Social
plays,”® Symbolic plays,"* dance-drama'® and Miscellaneous
plays.'® If we compare between the divisions accepted by
Usha Satyavrata and S. Ranganath then we find that the
latter has dropped a couple of categories like Humourous
and Political plays. At the same time he has added two
categories, namely, Symbolic plays and Dance-drama.
However, it is not clear why S. Ranganath has concentrated
mainly on a single author for his study. Out of the forty-one
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plays he has dealt in his book, a large nuber of plays (atmleast
twenty six in number) belong to a single playwright, i.e. Ogeti
Parikshita Sharma. Though Usha Satyavrata’s work is
comparatively exhaustive still in my opinion the Sanskrit
dramas accepted for the study in both the books are not
sufficient.

Contemporary Sanskrit Dramatists and their main
contributions:

In the present assignment by Contemporary Sanskrit
Dramas, I mean the dramas written in the the post-
independent period i.e. the later half of the twenteth century
but of course including the period covered yet in the
twentyfirst century. It is believed that Haridasa Siddhanta
Vagisha was the first Sanskrit playwright of twentety century.
What I observed during this study that hundreds of dramas
have been written during this period. Some new genres have
entered to the creative world of dramaturgy in addition to
the existing ten varieties of rupaka, namely, Nataka,
Prakarana, Bhana, Vyayoga, Szgnavakéra, Dima, Ihémrga,
Anka, Vithi and Prahasana etc. and the eighteen varieties
of I{gpa—rﬁpakas, namely, Natika, Trotaka, Gosthi, Sattaka
etc. The new genres are mostly Laghunataka, Ekanki,
Redio-Rupaka,Vithinataka, Udyananataka etc. Today’s
playwrights are busy in writing Laghunataka-s as well as
Ekanki-s and publishing them in the form of Laghu-nataka-
sagraha and Ekankisagraha etc. However, a few dramatists
like Ramaji Upadhyaya and Rewa Prasad Dvivedi etc. are
still writing dramas following the well-accepted traditional
norms.

As it is not posrible to incorporate all the plays here
therefore, I have prepared it on the basis of the dramas
available in my personal library, Institute library and the
reviews published in some periodicals like DSk, Sagarika,*
Natyam?®' etc. In the process of preparing the paper, I have
gone through the works like ‘Sanskrit Dramas of twentieth
century’ by Usha Satyavrat, ‘Post Independent Sanskrit
Drama’ by S. Ranganatha and ‘Adhunika Samskrta Nataka
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(Naye Tathya-Naya Itihasa)’ by Ramaji Upadhyaya and I
found them useful so far as my topic is concerned. However,
these books cannot be considered to be updated, because,
many available dramas are not included and many recent
dramatical works are also written after these books are
published.

In the following pages a brief outline of the contemporary
Sanskrit dramas is presented. The order adopted here has
nothing to do either with its chronology or its quality. It is
neither claimed that all the Sanskrit dramas and their authors
have got a due place in my paper.

Haridas Siddhanta-Vagisha Bhattacharya has written a
mythological play titled Virajasarojini published from
Calcutta in the Saka-year 1879. The drama deals with the
love affair of King Haridasva, the ruler of Malwa with Sarojini,
a Gandharva princess. The author is competent in composing
verses in spoken language:

Ekasya mithyavacanasya raksane
sahasramithyavacanaprayojanam.

Vihangamam Calayitum vihayasi
vihitrimam vastu bahu apeksate. . . .

In addition to that he has written three historical plays:
Mivarapratapam (of six acts), Sivéjicaritam (of ten acts) and
Vangiyapratapam (of eight acts). Music and songs are
abundantly available in all of his four above said dramas. In
Virajasarojini the patriotic feelings and Virarasa are expressed
through the songs of Bhilatroups. One can get acquainted
with life style and activities of the army in this play. In the
first act of Sivajicaritam through the child song by the friends
of the hero the devotion towards the country is well
expressed. In the second act Sivaji in disguise of a hermit
engages his arms as Nartaki-s and thus he succeeds to
Karimbax, the luxurious president of Toranadurga. Prakrta-
songs presented by the Dhivara-s before the Viskambhaka
in the third act of Vangiyapratapam shows author’s concern
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for vernacular language.

Jatindra Bimal Chaudhuri is a prolific dramatist who has
written at least twentyone dramas in Sanskrit. Besides he
has written a drama in Pali too. Jatindra Bimal being a Bengali
has made use of Bengali music and songs in several contexts
of Sanskri dramas. Some of his Sanskrit dramas are:
Mahimamayabharatam (1960), Melanatirtha, Bharata-
vivekah, Subhasa-Subhasah, Desabandhu, Desapriyah,
Raksakasrigoraksah, Niskincana, Yasodharah, Saktisaradah,
Muktisaradah, Annadaraghavah, Pritivisnupriyah, Bhak-
tivisnupriyah, Amarasami, Bharatalaksmi, Mahaprabhuhari-
dasam, Vimala-yatindram, Dinadasaraghunatham, Bharata-
hrdayaravindam, Bhaskarodayam and Amaramiram
(Rupaka). In the second act of the Mahimamayabharatam,
the central character Ragaragini is depicted as handicapped.
This suggests that the status of music goes down without the
praise of the audience. On the request of Ragaragini the
lord Siva sings and the lord Brahma listens to it. After hearing
this song Ragaragini gets back her limbs and becomes
normal. In the beginning of the third act, Jahanara, the
daughter of Sahajaha praises Yamuna-river, which not only
increases the beauty of drama, but it proves the utility of the
rivers in human life. In addition to that, instigates us for the
preservation of our environment.

Jivanyaya Tirtha earns a respectable position amongst the
playwrights of twenteth century. He has written around thirty
plays in Sanskrit. One can see many songs included in these
plays out of which some are presented in the background
and some others on the stage. Some of his plays are: Kalidasa,
Saﬁkarﬁcarya, Kumarasambhava, Raghuvamsa, Namavistara,
Srikrsnakautuka, Candatandava, Ragaviragam, Purusa-
ramaniyam, Daridradurdaivam, Vanabhojanam (Prahasa-
nam) etc. As the name suggests, the play Ragaviraga is full
of music and songs. In this play a young couple is allowed to
sing in the court of a king with a condition that no one will
give them any gift without the permission of the king.
However, being overjoyed with the performance, some
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people violate the order and a hermit presents them a
blanket, the prince a ring and the princess a necklace. The
king asks clarifications for violating the order and they
present their views. The king was impressed by their
explanations and finally, he himself awards the young artists
with thousands of coins.

J.T. Parikh wrote a one-act play Chayasakuntala and had
published it in 1957. Though it play is based on an old theme
but the author has shown enough innovations in it. The
author might have been influenced by the third and fourth
acts of Bhavabhuti’s Uttararamacarita when he introduces
the shadow of Sakuntala in his play. In fact, both Sita and
Sakuntala suffered alike in their life. The only difference is
that the separation in case of Sita and Rama was permanent
whereas the separation of Sakuntala and Dusyanta was
temporary one. The language of the author is very lucid
and idiomatic. He befits the maxims like “crying in the
wilderness (Aranyarodana)” in the following verse:

Svayam gehe laksmir iva samupalabdha tava punar-
vimohadasidva kimapi hrdayam tatra virasam.

Svayam tyakta kanti tava katham idanim tu Sulabha
vidhau kastam vame virama vimmdm]_yamditdt. (Verse 17)

Kalipada Tarkacharya wrote four Nataka-s, namely,
Naladamayantiyam (1926), Manavakagaurava, Prasantaratna-
karam (1939), Syamantakoddharah. One can see the
dominance of music, dance and songs in some of his above
said plays. In Prasantaratnakara one can see the women being
exploited in the form of the main woman character of the
drama named Lilavati, who was a prostitute in profession.
In the second act she is being trained with music, songs and
dance so that she can entertain people in a better way. In
the sixth act during Kaumudimahotsava, Lilavatt is seen
presenting songs and dance. Syamantakoddhara is based on
the mythological theme i. e. the marriage of Krsna and
Jambavati where one can find music and dance abundantly



292 Natyasastra and the Indian Dramatic Tradition

especially the devotional song and the dance presented by
the devotees of Krsna just after his marriage with Jambavati.

Kapildev Dvivedi wrote a social drama entitled as
Parivartana published from Lucknow in 1952. The drama
consists of four acts and the published book contains only
thirtyfour pages. The present title deals with a burning
problem of our present society in the form of dowry.
Author’s style, throughout the drama, is suggestive. He
creates humour through the technique of suggestive
language.

Lila Rao Dayalu, the daughter of Kshama Rao, wrote at least
twentyfour plays as noted below: Girijayah Pratijia, Balavidhava,
Holikotsava, Ksanikavibhramah, GaneSacaturthi, Mithya-
grahana, Katuvipaka, Kapotalayah, Vrttasasichinna, Svarnapuspa,
Asuyini, Virabha, Tukaramacarita, Jianesvaracarita, Miracarita,
Jayantah, Kamauniya. Out of these plays Balavidhava is a
modern one-act play where the authoress effectively brings
out the social malady of child-widow and the injustice done
to her by the society at large. Here though the hero of the
play Anup wants to marry the widow who has lost her husband
in the childhood, the society does not co-operate with him
to do so. His friend says: asakyam asambhavametat punarvivaho
vidhavanam na jatu lokapriyata. At the same time the priest
says:

Nunam dharmaviruddham smrtigarhitam ca etat krtyam.
Na kutrapi samarthito vidhavodvahah
Katham dharmamaryadollanghanam vidhiyate.

The hero is attracted to the natural beauty of the widow
girl and says :

Kesapasavihina’pi na lavanyad viyujyate.
Ko va nisargasaundaryam yauvanasya vilopayet.

Mathura Prasad Dikshita plays a leading role among the
Sanskrit dramatist of twenteen century. Seven of his plays are
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available today, which find a prominent place in the galaxy of
the contemporary Sanskrit dramas. They are: Bharatavijaya-
nataka (1953), Bhaktasudarsana-nataka (1954), Bhabharod-
dharana (1960), Virapratapanataka (1961), Viraprth-
virajavijayanataka, Gandhivijaya and Sankaravijaya His
Bharatavijayanataka is a historical patriotic drama in which
the bad aspects of the British rule is presented along with
the great efforts of our freedom fighters to free Mother
India from the claws of British rulers. One can see the beauty
of patriotic expression in the seventh act (7.11-12) through
the statements of Jawaharlal Nehru and Dr.
Sampoornananda. The comparision of the Europeans who
attacked our country, with Jarasandha, is really interesting:

Bhimo yatha jarasandham tatha tvam pataye ksanat
Druhyatam bharatabhuve ksanam apy adya na ksame.
Mumursur asi nicas tvam jighasan desamataram

Are pasya ksanenaiva karomi tvam yamatithim.

In the fifth act he inspires the freedom fighters to be
united to fight against the British oppression and tortures:

Re re jagrta jagrita ksitibhria Sauryam samasriyatam
Gauranga dhanalolupa bhysam ime lunthanti sarvatmana.
Rajyam ye’paharanty asadhuniyamam krtva tu dayadakam
Dharmam capi hathat tata katham ime tisthantu mayavina.

Mulashankar Maniklal Yagnik was not only a playwright
but a musician also. Pratapavijaya (1931), Sayogitasvayamvara
and Chatrapatisamrajya (1929) are his main contributions
to the field of Sanskrit dramas. In Sayogitasvayamvara one
can find beautiful examples of music. The fourth act of this
play begins with the songs of Kedararaga in tritala presented
by Vinikas whereas in the beginning of the fifth act a song is
presented in Gaundamallararaga, which appeals the
audience most. Thus, music can be accepted as one of the
dramatic specialities of yajrniika, because he is able to create
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a unique atmosphere through music.

Rama Choudhuri (wife of Jatindra Vimal Chaudhururi)
has written at least twenty five Natakas titled Abhedananda
(Dhvani-rupaka), Agnivina (rupaka) Agniviranataka
(rupaka), Saﬁkaraéamkara, Desadipa, Pallitkamala,
Kavikulakamala, Bharatacarya, Ganadevata, Bharatatata,
Yatindra-Yatindra, Prasannaprasada, Desajanaka, Lenina-
vijaya, Bharatavirama, Tanatanuh, Meghamedura, Medaniya,
Yugajivana, Nivedita-nivedita, Rasamayarasamani,
Ramacaritamanasa, Caitanya-caitanya, Samsaramrta and
Nagaranupura etc. The dramatist has applied the rules of
dramaturgy like prastavana, arthaprakrti, avastha and sandhi
along with arthopaksepaka vrtti-s in his dramas. In Pallikamala,
the birth of the heroine Kamalakalika is shown in flashback
technique. In Nivedita-nivedita she has applied some
modern film technique when the letter of Vivekananda is
presented in his original voice.

Ambikadatta Vyasa has written a drama titled Samavata.
The author himself says that he has borrowed the plot from
the Samavataprakarana of the Skandapurana known as
Brahmottarakhanda. Amiyanatha Chakravarty contributed
two dramas, namely, Harinamamrta, Dharmarajya.
Balaganapat Bhatta Sudharma composed a rupaka called
Atmana Atmana. Bhalachandra Bhide wrote a Nataka titled
Athato Jianadevo’bhut. Bhima Bhatta Nirpaje’s two plays
Kasmira-sandhana-samudyama (1954) and Haidrabadavija-
ya can also prove themselves as welcome additions to the
tradition of contemporary Sanskrit dramas.

B. R. Shastri has written two short plays, namely, Yamini
and Devayani. Yamini is an one act play published in the
Manimaijari in 1962. The drama depicts the life of Bilhada
and his love affair with Yamini. The present author is bold
enough to deviate from the rules of dramaturgy at times.
For example sneezing on the stage is not allowed. However,
he allows it in the following statement: etadapi vijnapya”
yadaham stribhyo bibhemi (ksauti). For the expression svagatam
the author uses a modern word nicai i.e. slowly, not in an
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audible form. He does not follow the rules of sandhi in the
verse as he writes: Carusile ksipram ehi udayatyesa candrama.
The other play Devayani is also published in the same
collection (Manimanjari in 1962). The mythological story is
based on Mahabharata’s popular theme Yayati and Devayani.

Pt. Chajjuram Shastri has written a drama called
Durgabhyudaya published from Delhi in 1931.The drama
consisting of seven acts deals with the greatness of the
goddess Durga. Pt. Chajjuram was a scholar of Navyanyaya
and a poet too. He himself reveals this fact and says:

Karkase nyayavisaye komale kavyavastuni.
Samam llayate tasya Chajjuramasya bharati.

He is proud of his own scholarship and poetic talent and,
therefore, says:

Chajjuramakrtaw naikah sa Slokah paridrsyate.
Kalpanalpathava Kacid yatra naiva camatkyti.

In my opinion the following verse praising the glory of
the goddess can prove his claim:

Ya bhikart subhakart parama ca maya

tam jnatum icchami yadi tvam anantasaktya.
Bhaktya svabhaktaduritaughavikhandikayah
padaravindayugalam smara candikaya.

Chudanatha Bhattacharya of Nepal has written a social
drama titled Parinamah consisting of seven acts. The title is
published from Kathamandu in Sambat 2016. The style of
author is very lucid which can be experienced in many of
his expressions including the following one: madayati madira,
taralayati tarunyam, andhayati dhanam, utpathayati manmatha,
virupayati rupabhimana, kharvayati garvah. His language is
highly idiomatic as it is seen in the following statements:
ksamasara hi sadhava, grhadahe nahi vahnir aparadhyati etc.
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Virendra Kumar Bhattacharya has written seven Nataka-s,
namely, Kavikalidasa, Sérdﬁlaéar’lkara, Siddharthacaritam,
Vestanavyayogah, Gitagaurangah, Saranarthisamvadah,
Srpalakhabhisarah. The author has applied dance, music and
songs in all of his dramas.

Nityananda has written many rupaka-s like Meghaduta,
Prahladavinodana, Sitaramavirbhava, Tapovaibhava etc. His
Meghadta is a song-dominated drama where you can find prose
compositions rarely. The theme of Prahladavinodana is a biography
of the mythologically famous character Prahlada. In this play Narada
and Prahlada are shown singing songs in many contexts.

Vishnupada Bhattacharya has three plays to his credits: They
are: Kancanakuncika, Kapalakundala, Anukulagalahastaka
(Prahasana). Songs have been incorporated in all of his dramas.
In AnukOla-galahastaka the personality of Bhojpuria
Ramavatara has been naturally displayed in a humorous way.

Vishveshvara Vidyabhushana has written around fifteen
plays. Some of his important plays are: Canakyavijaya,
Kaumudimahotsava, Valmikisamvardhanam, Prabuddhah-
imacala. Music and songs play important role in these plays.
King Vikramavardhana is the hero of Prabuddhahimacala,
which is full of patriotic contexts.

H.V. Narayan Shastri wrote a social play titled
Gunapariksana. One can see the influence of Kalidasa, Bhasa,
Sadraka, etc. on the dramatist. He has the modern people
their dresses as well as along with their hair style: kecana
krttakesah, kecana lunicitakesah, apare baddhakesah, kecana
lambasmasrava, kecana munditamasravah, anye tanu-$Smasrava,
kecana usnisadharah, apare sasirastranah.

Ramakishore Mishra has written at least six dramas in
Sanskrit. They are: Angusthadana, Ekankavali, Ekankamala,
Dhruva, Tyagapatranirasa, AbhiSaptada-Saratha.

Laksmanasuri has written three plays Dillisamrajya,
Paulastyavadha and Ghosayatra. Panchanana Tarkaratna has
written two plays, namely, Amaramangala and Kalankamocana.
These plays are also important from the point of view of songs
and music.
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Janak Shankar Dave (1911-1990) has written a play titled
Mahaviranirvana, containing eighteen scenes but not divided
into acts. R.I. Nanavati names it as chronic play (Post
Independence Sanskrit literature: A critical survey, A. M.
Prajapati Felicitation volume, pp 259-263). The play, which
can be called a historical play, administers the life of lord
Mahavira as found in a number of Jaina works.

Jaggu Vakula Bhushana has written a humorous play called
Anangadaha-prahasana. He also has written another short play
titled Pratijiakautilya, which is published in 1968 and forms
the Puarvavastu of Visakhadatta’s Mudraraksasa. As the author
says: Mudraraksasa-valokanalitotsahena maya tavat tatpurva-
vastutaya tadrSam vastu savidhanavaicitryagumphitam
pratynakautilyam nama natakam ariracam.

S.B. Velankar has written more than twenty plays in Sanskrit
most of which are published from Devavanimandira, Mumbai
between 1961-91. Sangitasaubhadra (1961); Kalidasa-carita,
Megadutottara, Hutatma Dadhici, Rastrasandesa, Raji1
Durgavati, Kalindi, Kailasakampa, Svatantryalaksmi (all 964);
Madhyamapandava, Svatantracinta (1967); Svatantramnih,
Tanayo Raja Bhavati Katham Me, Janma Ramayanasya,
Tatvamasi, Asédhasya Prathamadivase (all in 1972);
Chatrapatih Sivaréjah (1974); Tilakayanam, Lokamanyasmrti
(1977); Balagita Ramacarita (1982); and Meghadutanvita
(1991) etc.

V.P. Bokil of Maharashtra has written three plays, namely,
Sivavaibhava, Ramamadhava and Srik_rsnarukminiya. He has
taken interest in in the use of rare forms like Niravitta,
Carikarosi, Sanceciyate, Coksubhisi. One can find some
artificial ornate poetry in his dramas. For example in
Srikrsnarukminiya, Srikrsna descibes the princess Rukmini
as noted in the following verse:

kalankah kulasyapi kopa kathorah
durakso duruktir-duradhvo durthah.
visakto visasyo visanto visarpi

bhujango bhavadhir bhidakrd bhajasva.
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V.Venkataraghavan has written more than ten dramas in
Sanskrit They are: Rasalila, Kémaéuddhi (both in 1963)
Avantisundari, Laksmlsvayamvara Punarunmesa Asadhasya
Prathamadivase, Mahasveta, Prataparudravijaya, Anarakali.
Out of them his Prahasana drama Vimuktih is a symbolic play
published in one of the issues of Saskrtapratibha, Delhi, in
1964. Here all the characters are symbolic in nature. The
Brahmin symbolises Jivatma, his eldest son symbolises mind
and his five other children symbolise the five sense organs.
His wife represents Prakrti, mother-in-law Maya, sister in law
Guna-s. Thus, it proves a Prahasana of Alaukika-type as
Sutradhara says in the beginning. Vyasaraja Shastri’s
Vidyunmala also contains many songs.

Y. Mahalinga Shastri has earned unchallenging fame in the
field of Sanskrit dramas. He has written a number of plays in
Sanskrit. Some of those plays are: Adikavyodaya, Srngara-
naradiya, Bharatavijaya, Kaundinyaprahasana (1930),
Kalipradrbhava (1956), Pratirajasuya (1957), Ugatrdasanana
(1958), Ubhayarupaka (1962), Markatamardalika (1951) and
Ayodhyakanda (1963). In the sixth act of Adikavyodayam,
which is a Prakarana, Shastriji has introduced puppet dance
in the royal outdoor of Kausalya.

Prof. Ramaji Upadhyya is considered as one of the well
known writers of Bhatta-yuga. He has written several Sanskrit
dramas, namely, Asokavijaya, Kaikeyivijaya, Sitabhyudaya,
Nandagautamiya, Sambukacarita and Sundarinanda etc.
Kaikeyi-vijaya which consists of five acts, is based on Kaikeyi,
one of the neglected character of Valmiki’s Ramayana who is
generally blamed by the people for being a principal cause in
Rama’s forest dwelling for fourteen years. The author has
applied many changes in the drama. His main aim is to present
Kaikeyi as flawless, because, she has become harsh to Rama
only for the benefit of people. Had Rama not been sent to
the forest, he could not have become the killer of the great
demons like Ravala, Kumbhakarna etc. His Asokavijaya is also
consisting of five acts, based on the life of the king Asoka the
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great who conquered Kalinga in a most dreadful war. In fact,
the consequence of the war changed the nature of Ashoka
and he turned Dharmasoka from Candasoka. The author
succeeds in depicting the pathetic condition of a family who
has lost his sons in the Kalinga-war. In Sitabhyadaya one can
find the depth in the scholarship of the author along with his
creative as well as imaginative talent. The author has tried to
improve the shortcomings present in the story of the
Ramayana after the victory over Lankavijaya. He has shown
his novelty in adding Sita’s auto-biography. The drama,
consisting of six acts, pleases the audience through its
innovation. Here the statement of Narada for Sita is very
significant and worth mentioning: Sita na kevalam
patalavasinah api tu sarvan lokan saccaritryena prakamasaktya
ca pravartyamanasit. asti bhavisyati ceti trikaladarsina
brahmana’tra bhavatyai nivedayitum presito’smi. (Anka 5)

His Sundarinanda contains five acts. The theme of this play
depicts the detachment of Nanda and Sundari (the brother
and sister in law of Gautama Buddha) from royal enjoyment.
However, Gautama Buddha has played the key role in their
detachment. Seeing the tendency of people blindly following
the way of materialistic enjoyment, the present play can be
considered as a great contribution.

Prof. Ogeti Parikshita Sharma is a versatile Sanskrit dramatist
who has contributed substantially to the field of contemporary
Sanskri a drama. His famous mythological dramas are : Sravana
(based on the Ramayana), Pariksita (based on the
Bhagavata), Nartanasila (based on the Mahabharata), Vajram
Vajrena Bhidyate (based on the Mahabharata), Prabodhana
(based on the Mahabharata), Gurudaksina (based on
Kalidasa’s Raghuvamsa), Uttaragograhana (based on the
Mahabharata), Svapnaniruddha (based on Bhagavata),
Indraya Svaha (based on the Mahabharata, closer to Bhasa’s
Karnabhara) Dhanurbhanga (based on Ramayana),
Bhismapratijia (based on the Mahabharata), Savitri (based
on the Mahabharata), Kanyavatarana (based on the origin
of the Ramayana). He has also written six historical plays.
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They are Raksabandhana (the central theme based on the
confrontation between Alexander and the Sindh king
Purusottamadeva), Varahamihira (the central theme based
on the famous astrologer and one of the nine jewels adorning
the royal court of Vikramaditya), Vilhaniya (the central theme
based on the Kashmir poet Vilhana who falls in love with the
princess Yamini), Rastrayedam (the central theme based
on the history of Hampi, the founding Vijayanagar empire),
Atmarpana (the central theme based on the conquest of
Singhagarh from Maratha king) and Parivartanam (the central
theme based on Purandara Das of Karnatak who from a
Brahmin merchant became devotee of Krishna). His social
plays includes Panasala, Premapariksa, Parinita, Aparajita,
Matibhramana, Vayam Pafncadhikam Satam and Na Stri
Svatantryam Arhati each of which deals with a social incident
or problems. In his Panasala he rejects the cabaret dance,
because, he feels that there is no Aﬁgika, Ahﬁrya,
Vacikabhinaya in this dance. This only exhibits one’s lust and
therefore, it is not a dance at all. Here the dancer only tries to
sell her body. The cabaret dance has been narrated by the
dramatist as follows:

Pasya pasya me kucabharam, sparsa sparsa me kacabharam.
Pasya pasya me urubharam, bhrama bhrama me padapitham.

In all he has written at least twenty-six dramas which can
be treated as a marvellous effort.

Prof. G.B. Palsule has written several short plays and
Samanamastu Vo Manah is one of them. This drama consists
of three acts and depicts the sense of National Unity and
National Integration. In the first act, a boy narrates the speech
of his headmaster: Adhuna vayam svatantrah. Asmabhi tatha
vartitavyam yatha asmakam rastram balavad bhavisyati. Kascid
asamiyo va bhavatu, Vangiyo va bhavatu, Maharastriyo va
bhavatu, Andhriyo va bhavatu sarvair api bharatiyai saha
bhrarvad vartitavyam iti.

In addition to this, to his credit he has a collection of
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dramas titled as Rupakacatustaya which consists of four
Rupaka-s, namely, Yada Rayadurgo Jagarti, Atra Mrtyur
Vilajjita (both translated from original Marathi by Vasant
Kanetkar), Andham Yugam (translated from original Hindi
by Dharmveer Bharati) and Uttistha Kaunteya. He has also
written another two original Nataka-s, namely, Dhanyo’ham
Dhanyo’ham and Bhaso’hasah. His other translated Sanskrit
dramas are: Athato Jianadevo’bhut, Dhanyeyam Gayani Kala
and Bhratrkalaham.

S.B.Varnekar has written two historical plays titled as
Vivekanandavijaya and Srilokamanyasmrti. Vivekanandavijaya
is treated as Mahanataka by the author himself, which is
accepted as a separate type of drama having ten acts and
dealing with the life of Mahapuruna. Srilokaményasm_rtih
has no plot as such and the main does not appear on the
stage except in the last scene.

Prof Rewaprasad Dvivedi is a good scholar, and a good
poet too. He also has written some plays like Yathika (1976)
based on Shakespear’s Romio Juliyata (An Italian love story
of two youths belonging to two different royal family) and
Saptarsikangresa. In Yuthika the author has inducted
Viskambhaka in the beginning of the first act to inform about
the actual conditions of the states. Saptarsikangresa is a
political play of ten acts, which can be rightly called a
Samavakara. The word Sapta and Rsi both denote the nuber
seven which means seventy seven if put together. Thus, the
whole title means 1977 congress. The story of the drama is
mainly based on 1977 Parliamentary Election where National
Congrss was defeated for the first time after independence.
The play starts with the rejection of the election of Indira
Gandhi by Allahabad High court followed by the emergency
meeting by the Congress working committee and the
revolution by Jayaprakash Narayan. With the introduction
of two imaginary characters, namely, Januka and Sundaraka
the drama depicts the then political atmosphere by
incorporating the reactions and speeches of Jagajivan Ram,
Hemavati Nandan Bahuguna and Moraraji Deshai etc. Here
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the main aim of the playwright seems to be the upliftment
of the nation:

Rastronnitau prathayatitaram svacchata Siksanasya.
Prajriakosocchvasita-hrdayodanvadutthamytasya. (3.14)

Since ours democratic country the kings or rulers are made
by the common people. The great poet and the best
dramatist prof. Dvivedi says that in our country which is
existing on the back of the mountain Meru, the heaven is
also supposed to serve.

Yatra prajayate raja rajanati tatha praja.
Meruprsthayamane’smin rastre svargo’pi dasati. (10.45)
Samapratam vayam eva smo netaro bharatavanau.
Svadharmapalanam rajyam rajano’pi tato vayam. (10.46)

Since prof. Dvivedi himself is a good rhetorician, the
author of Kavyalankarakarika and NatyanuSasanam he tries
to solve many unsolved dramatic problems through this
Samavakara-type of play.

Prof. Radhavallabh Tripathi has written many dramas in
Sanskrit, namely, Premapiyusa, Preksanasaptaka and
Tandulaprasthiya etc. and he has published some of them
with Hindi translation. Besides, he has translated many
famous ancient Sanskrit plays into Hindi, which are published
in several issues of Natyam, a Publication of Sagar under his
able editorial guidance. His Preksanasaptakam is a collection
of seven Preksanaka-s or Ekankika-s i.e. one act plays. This
collection centres around several social problems and opens
new possibilities of the development of Indian dramatic
tradition. In fact, Preksanaka is more of street plays for which
the term Vithinataka (Nukkada Nataka in Hindi) is being
used in the present time. Earlier the Preksanaka-s used to
be played in the religious fair etc. to bring certain problems
to the notice of a common man. Prof. Tripathi and other
dramatists of present time apply this technique in an
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innovative way with newer themes including dowry death,
non-discrimination between male and female child and so
on.

In Preksanasaptaka his Preksanaka-s are titled as Megha-
sandesa, Dhivarasakuntala, Mukti, Masakadhani, Ganesapujana
and Pratiksa etc. They display the social discriminations in
some way or other. In Meghasandesa the cloud is invited
through letters. Mukt: hints at the duty of Grhastha and
Masakadhani presents the selfish acts of the political leaders.
In Masakadhani the four persons substitute the bamboo
stands in four corners and manage the mosquito net to be
placed on the stage. The characters create humour by their
activities in the form of falling and again standing up in
regular intervals. In Ganesapujana the bad tendencies of the
misutlization of money collected in the name of worship is
described. Pratiksa describes the mental agony of a father
whose young daughter goes out for job. Thus through these
dramas Dr. Tripathi gives a new direction to the science of
stage performance of Sanskrit plays.

His Premapiyusa contains seven acts and the theme is based
on the biography of Bhavabhuti. Here some characters are
historical whereas some are imaginative. He has incorporated
a number of interesting incidents in it. His Tandulaprasthiya
was published in 1999 which is a Prakarana-type of Rupaka
containing ten acts. Here, the struggle of a poor boy is
depicted who of life problems in every stage in our society,
full of current problems multifaceted contradictions. The
boy is in great pain to see the injustice done to his father.
The in our educational system, the water crisis along with
the monopolies of Jamindars are well depicted in this
Prakarana. The developments of the characters are shown
its real fervur. The characters of this play either represent
their class or their tendency.

Prof. Rajendra Mishra has maintained a balance between
quality and quantity so far as the Sanskrit dramas are
concerned. He has written around fifty Ekanki-s and a good
number of Uparupaka-s. His plays are generally based on
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the themes related to social as well as psychological problems.
He has written some historical as well as mythological dramas
too. One can refer to his eight collections of Ekanki-s, namely,
Ruparudriya. Catuspathiya, Natyasaptapada, Natyaparncamrta,
Natyapancagavya. Natyanavagraha, Rupavimsika and
Akificanakancana. His three Natika-s are Pramadvara,
Vidyottama and Lilabhojaraja.

In his short play Phantusacaritabhana compiled in
Natyapanicagavya, Dr. Mishra has cut a Vyangya on the
modern student society by depicting the immoral as well as
undisciplined surrounding pervading in University campus.
Phantusa, the hero of the play, falls in love with his maternal
uncle’s daughter. In Indian society (except south India)
marital permission is not granted to such relationship and
in no way such relationship can be legalised through
marriage. Therefore, Dr. Mishra has depicted it as a social
problem. In fact, the main character Phantuisa represent
the contemporary youth. Therefore, the psychological
feelings of Phanttisa reflected in the following statement is
worth-mentioning: Yavat karomi pathane’bhirucim sutiksnam
dhairyam nidhaya kalayami ca yavadangam vatayananti-
kapathena tu tavad eva yanti chinatti hydayam mama kapi bala.
In Chalitadhamarna appearing in Natyapanicamrta, he has
expressed concernes about the greediness for dowry by the
parents of the groom. His other social plays Indrajala,
Nrgrhaghatta, Vaidheyavikraya (Catuspathiya), and
Punarmelana (Rupa-rudriya), Saksatkara (Natya-
saptapadiyam) also deal with certain social problems like
call girl profession, the workless culture of offices, the
uncontrolled family, the self surrender by the decoits to
come back to the main stream of society and the corruption
in the process of appointment etc..

In his Vanighatakamelana, one can see the naming of
the characters in an interesting way. The characters are
named as Yanluk, Yananta, Krdanta etc. In his Dehalipari-
devanam Delhi is depicted as an old woman crying for the
harm caused to her in different periods. Flash back system
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has also been used in his plays like Ekam sad vipra bahudha
vadanti etc.

Harshadeva Madhava is not only a modern poet but a novel
dramatist also. He has presented three collections of dramas
in Sanskrit, namely, Mrtyurayam Kasturimrgo’sti, Pariksa and
Kalpavrksa. Mrtyur ayam Kasturimrgo’sti (1998) is the
collection of absurd dramas, two street plays and seven
articles. He accepts a novel path in his dramas throughout.
He narrates death through various characters. The audience
becomes spellbound to see two ghosts or rather spirits
exchanging their views on death. The other important
character of the drama is a girl a waiting death very closely.
The playwright has chosen the path of the absurd drama of
the western style, in which nothing of the characters, stage,
dialogues etc. are traditional. We can also see revolutionary
trends in the field of Sanskrit play writing through his
contributions.

Kalpavrksa (2002) is his second collection of dramas
presenting seven one-act plays named as Kalpavrksa 1,
Kalpavsksa 2, Kalpavrksa 3, Kalpavrksa 4, Kalpavrksa 5,
Kamadhenuh and Vartamanah. Some of the plays of this
collection are staged in the cities of Madhya Pradesh and
Gujarat. In the last play of Kalpavsksa the playwright has risen
the issues like dowry problem and female foeticide. The
following verse in Kalpavsksa -5 shows the tendency of
Harshadeva casting satiristic views of the present problems
on the traditional background :

Yatra naryastu dahyante ramante tatra raksasah

Yatra hyetas ca pidyante ramante tatra danavah.

Rudanti yatra narya ha hasanti tatra praninah

Kasmad vahati gangeyam kasmat sthito himalaya.

The absurdity of the present age, Indian philosophical
mystery, novel experiments of stage, new style and new
thinking are the features of this collection. The playwright
is a new approach to myths. In the Kalpavrksah-5, the
characters are numbered as 1, 2, 3 etc. instead of being
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named. However, in Kalpavrksah -1, the characters are named
in one letter just as Ksa, Ya etc. Pariksa is another modern
short play of Madhaa. This play along with his Kalpavrksa are
written in the style of Lilanatya. In Lilanatya-style the
characters are neither decorated nor costumed as per
character’s requirement. The actors bring the characters
into life through their marvellous acting. This practice is
mostly seen in in the street plays of present time.

Keshab Chandra Dash has applied himself mostly to dramas
and short stories. He has rarely shown interest on writing
plays. In this position his only short play titled as Samani
deserves a mention. This play is written as a series of drama,
which can be presented as tele serial since he has given
dramaturgical instructions for audio-visual presentation.

Haridutta Sharma has written Tripathaga consisting of
three Nataka-s published in 1987. His Ekrandanam is the
collection of four Radio-dramas titled Pancanadapidanam,
Ekam eva Raktam, Brkavikrosanam and Abalabalam of which
many have been broadcasted from All India Radio, Allahabad.
Pancanadapidanam and Ekam eva Raktam deal with the
problem of terrorism in India. Paincanadapidanam
concentrates on terrorism in Punjab whereas Ekam eva
Raktam has a say about terrorism in Kashmir. Brkavikrosan-
am deals with the problem of corruption along with several
scams. On the other hand, he raises voice against women-
exploitation in Abalabalam.

Ramakanta Shukla has written some short plays. His Redio
Rupaka : Kacadevayani, based on the mythological characters
Kaca and Devayani, was published in 1985. His other play
Panditarajiyam deals with the love affair of Panditaraj
Jagannath with the Muslim beauty Lavangi. His Abhisapam is
a successful Dhvanirtupaka. Saskrtanatyavallar: of Devarshi
Kalanath Shastri is also an example of Dhvaninatya where
he has provided instructions for necessary stage
arrangements.

Banamali Biswal has written two historical short plays in
Sanskrit: Dehi Padapallavamudaram which has been awarded
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with a prize in All India short play competition arranged by
Delhi Sanskrit Academy in 2006 is based on the theme of
Jayadeva and Padmavati. His other short play named
‘Dharmapadasya Pitrbhaktih’ is published in the Samskrta-
laghunatakasangraha of Delhi Sanskrit Academy (year of
publication not given). The story is related to the con-
struction of famous sun temple Konarka. Bishu Maharana
heads the team of twelehundred Architects engaged in the
construction work of Konarka. The artists could build the
temple in almost twelve years. However, they could not
complete its top, because, surprisingly the only knower of
this technique Bishu Maharana has forgotten the technique.
The king ordered life punishment, if the work is not
completed within twelve more days. In the twelfth night
the twelve yearold Dharmapada, reaches the spot in search
of his father whom he has not yet seen. After knowing the
fact from a starving vulture talking to her son, Dharmapada
completes the work at night when all the twelvehundred
architects were passing a sleepless night to welcome the
decided death. In fact, Dharmapada has learnt this
technique when he was in mother’s womb as his father
narrated the technique before departing home for twelve
long years. The climax of the play takes the audience to a
tragedy as Dharmapada commits suicide by jumping to the
sea from the top of the temple. He has preferred death to
save the artists from life punishment and to save his father
from the blame as well. In the morning the artists were happy
to see that the temple was complete and they were saved.
They thought that the fantastic job has been done by Bishu
Maharana and therefor, they took no time to felicitate him.
The king also awarded him psumptuously for that great job.
However, the awardee was in a dillema, as he knew the fact
that he does not deserve all he is earning. The play ends
with Bishu Maharana’s confusion by seeing the sweet berries
of his courtyard scattered there. Though he guesses the
presence of his wife and son there but he fails to find none.
No body was there to answer him. He asks questions to
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himself. Bishumaharana’s last few sentences keep the
audience spell-bound: Kim aham vastuto’bhinandyah?
Harsavisadayo katara matkyte sprhaniya? Mandiram nirmitam
astite tu satyam ! parantu kena nirmitam, kva gato me putrah? ka
mama prasnasyottara dasyati? Esah samudrah? Iyam nadi? Idam
navanirmitam mandiram athava sarvopari virajamanah
suryadeva ? Besides, Biswal has written two social dramas (yet
to be published) titled Unmattah and Jagatascaksusi Para
based on certain social problems related to corruption and
our family system.

Kriparam Tripathi has written a mythological drama titled
Madhyamaramacaritam based on the story of the Ramayana.
The complete Vanavasa of Rama is briefly depicted in all
the six acts and in the last act the Moksa of Mandakarna is
described. In the 11th canto of Aranyakénda of Valmiki’s
Ramayana and the thirteenth canto of Raghuvamsa the
Mandakarna is depicted as trapped in the youthful cage of
five beautiful damsels. Kriparam has tried to free
Mandakarna forever from such imprisonment.

Rastraya Sariravisrananam is a small patriotic drama by
Krsnadatta Sarma which is published in the June issue of
Visvasaskrta in 1999 from V.V.R.I., Hoshiarpur (Punjab).
Nalini Shukla has written a couple of music dramas or dance
dramas called Sangitanatika. Her Parvatitapascarya and
Radhanunaya may find a mention in this context. In her
unique drama Radhanunaya (published from Kanpur with
English translation), the Rasalila of Krishna and Radha is
depicted which resemble the ancient division of Upartupaka
called Rasaka. The first scene is devoted to Mangalacarana
whereas in rest of the four scenes the Rasalila of Krishna in
spring season along with the separation song of Radha is
well depicted. The authoress has adopted Katthak-style in
her drama as she expresses:

Kandarpa kandarpa tatta ther ther.
Dhumakita dhaka dhakita dhakita .
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Taka taka taka takita takita.
Natavara harirajaya jayati vijitakala vijitakala

(Radhanunaya 2/8)

Vanamala Bhavalkar’s mythological drama Ramava-
nagamanam is a dance ballet in three scenes published by
Sanskrit Parishad, Sagar. Her other music dramas are
Parvatiparamesvariya and Sitaharana. Her Padadanda is a
social drama, dealing with the rehabilitation of a war-hero
who returns home after having lost his one leg in war. The
heroine accepts him with the same love and devotion.

Dr. Mithilesh kumari has written a historical play titled
Amrapali where the well accepted dramaturgy rules are
partially applied. R.Ganesh’s Rupaka: Anvesanam is a symbolic
play where the hero is a Mechanical Engineer by Vniti and a
poet by Pravrtti. Sutradhara himself in the beginning declares
that it is a symbolic play:

Ajfiapto’smi parisada ganesena viracitam rasikalokavinutanam
anvesanam maya sanketikam rupakam pradarsayitavyam iti.

Paropakari is a short play written by Dr. Suryamani Rath
containing six scenes based on the story of the Mahabharata.
The theme is based on the killing of Vakasura in the city of
Ekacakra. The play begins with the declination of
Duryodhana refuring to give even a tip of land, which can
be measured by the point of the needle. It also depicts the
agony of Pandava-s as well as their feelings of love towards
each other. The depiction of the Brahmin family tormented
by the demon and finally the killing of Vakasura by Bhima
are the other attractive scenes of the drama. The poetic
ability of the dramatist is well expressed in many contexts:

Sroto’mbhasam bhramayitum prakharam nadisu
Cakram rathasya yavanis ca yatha vibhati.
Jyotirganah pratidinam parito dinesam

Rakso’pi bhimakarayugmagatam tatha’bhut.. (p. 22)
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The author has tried to strictly follow the rules of
dramaturgy in his play.

K.S. Nagarajan wrote a play titled Unmattakicakam, which
was published in 1960 from Pune. The drama in five acts
depicts Kicaka in a different form. He is depicted not as a
wicked. but a good natured one who loves Draupadi
immensely. N. Ranganatha Sharma wrote a play titled
Ekacakra based on the story appearing in the first parva of
the Mahabharata. Bahubalivijayam is the other drama written
by him. Jaggu Singaracharya has written a drama named
Saurisauryam, the story of which is based on the Visnupurana
and Bhagavata. Samba Dikshita has written a mythological
play titled as Bhukailasanataka. The author has written a
beautiful stanza in the favour of drinking liquor through
Nikumbha:

Citte santir jayate madyapanat
sante citte sama gayanti mattah.
Ganam krtva sadgatim yanti vira
tasmat peyam madyam evasu bhsuri.

Vande Mataram is a short play of Surendra Nath Sarangi,
which has been awarded in the All India Muli-language
drama competition because of its dramatic qualities. This is
a patriotic play where characters are presented both in
traditional and modern ways. The same author has written
another drama titled Abhijnanasakuntala divided into five
scenes. Though the story of this drama is the same as that of
Kalidasa, still it has some originality, brevity as well as simplicity
too. The new adopted here in many contexts helpea to make
the drama interesting and attractive.

Janardan Prasad Pandey has written a short play titled as
Abalasamarthya, which also goes against the tradition of male
domination. Here the woman character proves its ability at
the end and has been staged in a number of occasions. His
other short play Raghudasasya Patra is also a welcome addition
so far as the trend of social dramas are concerned.
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Prashasyamitra Shastri’s Saskrtavarse Maharsi-Panine
Svargad Bharate Samagamanam is publihed in Samskrta-
laghunatakasangraha of Delhi Sanskrita Akadmi (PP.).
Though the play is very short, it appeals to the audience
because of its humorous presentation. Similarly Bhola-
ramasya Jiva is a drama by Jiyalal Sharma. The theme of this
short play is based on the short story of Hari Shankar Parasayi.

Vishvanatha Satyanarayan who is a Jianapitha-award
winner in Telugu and a Padmabhusana-winner too wrote
two dramas in Sanskrit, namely, Guptapasupatam and
AmStasarmistham published by Andhra Mahasabha, Mumbai
in 1975.

P.M. Bhatkhande the Sanskrit playwrght of Maharashtra
has written more than fifteen one-act plays, a ballet and some
other compositions too. Some of these are published in
three of his collections, namely, Mukta, Mahadana,
Lalanakhyana. His Mukta contains three one-act plays: Mukta,
Vrksaraksana, Ehi Mrtyo Svagata Te, in Mahadanam, however,
there are four dramas : Mahadana, Kara, Dhanam Va Silam
Va and ASmabuddhih. Similarly, Lalanakhyana contains three
plays, namely, Lalanakhyana, Silpagudha and Itimanaviya.
The playwright has handled variety of themes with variety of
forms. His themes are mostly modern and the forms have
been experimented variedly from traditional Sanskrit dramas
to Lokanatya. He has also written a fantasy and a detective
story as well. However, he has managed all these by
maintaining the atmosphere of typical classical Sanskrit plays
by including Nandi and Bharatavakya etc.

Durgadatta has written a Rupaka titled Abhimanyor virata
which depicts the bravery of Abhimanyu. MiSakavaidusya is
a Prahasana, written by Rajakishore Mani Tripathi, which
casts satiristic expressions on the present set up of our society,
be it in office, politics, army or any thing else. According to
him, today the philosophy of every body’s life resemble that
of a mouse:
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Yasmin gehe bhaved vasa tatra chidram samacaret.
Dhanam tena patha nitva musakavad dhani bhavet. (4)

Acharya Madan Mohan Joshi has written a collection of short
plays named as Rupakapaiicaka, published with the financial
assistance of Delhi Sanskrit Academy. The five Rupaka-s which
are published with their Hindi renderings are Grhalajjam,
Nirasa Sarasa Dhara, Saksarata, I§varasya Karyam and Prerakam.
In his Saksarata, a Sanyasi teaches the fourteen Pratyahara-
sttra-s of Panini in an interesting way:

AIUN Dhyanena srnu

R Lk, E ON, Ai Ouc Pathanaya Ma suca
HaYaVaRaT Patham sighram Patha
Lan, Na Ma Na Na NaM Gurave Namah

Jha BhaN, Gha Dha Dha$ Uccair ma hasa

Ja Ba Ga Da DaS$ Pathan Ma’lasa

Kha Pha Cha Tha Tha Ca Ta TaV Ajiam Pilaya

Ka PaY Vestanam anaya

Sa Sa SaR, Hal. Pathanaya Cala

Sudarshan Pathi has written some plays titled Sim-halavijaya,
Karunaparijata, Padukavijaya, Ruciracarita and
Amarabharatinataka. His Simhalavijaya (1951) is based on
Orissan History where songs are accomodated in Orissan style.
Pundarikaksha Mishra (Subhadraharana, Sudhaharana,
Balaharana, Samadhana and Cetana), Sudarshanacharya
(Stimantaprahari, Navajanma), Harekrishna Mahatab
(Canakyavijaya), Dayanidhi Mishra (Parasuramapratijia or
Matrhatya), Basudeva Mahaptra (Savitriparinaya) and
Yatindracharya (Madhavavilasa) are other Orissan
contributors to the branch of contemporary Sanskrit Dramas.
Bhavdeva Bhagavati of Assam has written a short play, namely,
Nuatanam Natakam (1982), which deals with the double
standard of the so-called educated people who are at the
helm of affairs. The events are arranged in four scenes and
only two characters are engaged in conversation. Siddheshvar
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Chattopadhyaya of West Bengal has written four Nataka-s:
Dharitripatinirvacanam, Atha Kim (Prahasana), Nanavitadana,
Svargiyahasana. Besides, S.R. Lila (Amaranayaka), Sudarshan
Tripathi (Amarabharati), Medhavrata (Prakrtisaundarya,
1934), Krishna Kumar (Asti Kascid Vagvisesah) Mathuradatta
Pandey (Dyava Prthiviyam), Mahidhar Shastri Venkataram
(Sarojinisaurabha, 1960), Maheshvar Shastri: Asti Kascid
Visesa), Kshitish chandra (Andhairandhasya Yasti),
Prashasyamitra Shastri (Navadhavadhu varas ca), Ramkumar
Malaviya (Tirthayatra), Ramanujacharya (Anyayaraja), B.K.
Limaye (Prthivivallabha), V.D. Gangal (Bhartrhariya), S.N.
Tadpatikar (Visvamohana), Tejanath Jha (Ayani), Vasudev
Dvivedi (Kautsasya Gurudaksina) Vishnudatta Tripathi
(Anasuyacarita) and Vishvanath Keshav Chhatre
(Apurvasantisanigrama) have enriched the field of Sanskrit
with their valuable contributions.

In addition to that, Several short plays are published by
Sanskrita Bharati (Delhi, Bangalore): Navarupaka,
Kavikopakalapa, Jagaruko Bhava (Vithinataka), Saksisila
(Janapadarupaka) and Lokabhasapracarasamiti (Puri,
Bhadrak): Adisankaracarya, Bhagavan Vadarayana,
Madhulipsa (Natika), Lokalila (Laghunatakasangraha) and
Lokanatya (Laghunatakasangraha). Limited scope of the
paper does not allow me to go into the detail.

The changing perspectives of contemporary Sanskrit
dramas

Sanskrit Drama has an uninterrupted history of continity
more than two thousand years. The twentieth century
Sanskrit playwrights, who live in an age of science and
technology, are well disposed to make experiments and to
introduce certain changes in their plays as per the demands
If we analyse the tendencies thrusted into the modern
Sanskrit dramas, there are certain clear trends and
tendencies, that point out the singns of lixity. It is interesting
to note that in spite of incorporating many changes Sanskrit
dramas confined to Sanskrit dramas no longer remain
physical or spiritual and slowly it is moving towards social,
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ethical and intellectual. No longer it represents the mind in
repose, instead venturing to represent the mind in action.
It no longer maintains an ideal isolation since it has started
coming closer to the society in its trials and tribulations, joys
and sorrows, hopes and aspirations. The changing
perspectives of contemporary Sanskrit dramas can be
experienced in the contexts of language, expression,
technique, themes, songs, etc. Some of the examples are
given below:

Language: The modern dramatists prefer simple Sanskrit
than the Ojahsamasabahula language. In this context the
other important issue is the absence of Prakrit in modern
dramas. Bharata suggests the use of Prakrits in a play by
certain characters like women, jester, menial etc. In
obedience to this rule Sanskrit playwrights made prakrits an
essential and inseparable part of their plays even long after
Prakrit ceased to be effective media of expression. Of late a
tendency is visible in Sanskrit drama either to avoid Prakrits
or to replace them with modern vernaculars. For example
we may mention the Bhubharoddharanam of Mathura
Prasad Dikshit where the author puts Hindi in place of
Prakrits. In one of his plays titled Bharatavijayanatakam?® he
uses Newari (the language of Nepal). In addition to that, in
Paniniyanatakam® Gopal Shastri Darshan Keshari employed
Bhojapuri in place of Prakrits.

Changes in expression: Today’s dramatist does not believe
in so called puritanism of language.The tendency is
increased either to adopt certain foreign words as it is or to
Sanskritise them. It is not uncommon to find the use of some
English words like badminton, tennis, police, radio, station,
bus etc. in the language of modern Sanskrit plays. Examples
can be many in this context. However, I will quote a few
examples from one or two plays.

R.Ganesh in his play Anvesana uses plenty of English words
both in the verses and dialogue. In the verse for example:

Bisket bred caklet ca carvanakam ity atyantahinany aho.
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Slaghyany eva samasrayanti sulabharambhani kastani tai.
In the dialogue for example:

Eka—Siksara, (sixer) ha
Apara—Nahi Bold
Anya—Katham

Anyatarah - Suviditam, Phora
Anya—Naiva, Kat, Mid-Viket
Ekah—FEla-Bi-Dablyu
Aparah—Iningsa Diphita
Sarve—Nayanayo Ananda
Sencury

Changes in Technique: The contemporary Sanskrit dramas
vary in the technique also. They present a break with the
past. Like the western plays the acts are now being divided
into scenes. The Nandi, Bharatavakya, Prastavana, Pravesaka,
Viskambhaka and Pataka-Prakari etc. are being discarded.
Some dramatists are still trying to incorporate those
traditional techniques in their Sanskrit plays. Sometimes they
are ruccessful in doing that and some times they are not.
The Sanskrit stage is slowly deviating from its old elaborate
form to a new simplified look. It is not uncommon that
Sanskrit plays are being performed in the open air or under
the shade of a tree.

On account of the increasing pre-occupations of the
modern age the playwrights are inclined to write shorter
plays, especially one-act plays, in order to entertain the
audience. The Sanskritist too is affected by this tendency.
The one act plays, once non-existent or very rare in Sanskrit,
have become more frequent. Radio plays are being written
to be broadcast on the various stations of the All India Radio.
The Shadow plays like Chayasakuntala®* by J.T. Parikh have
also come to existence.

The credit for introducing western style operas on the
Sanskrit scene goes to the inefatigable Dr. Raghavan, the
famous author of a number of works. His Rasalila?® (Sanskrita
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Ranga Annual, Madras 1963) Preksaiakatrayi26 (published
by the author, Madras 1956), Laksmisvayamvara®” (Sanskrita
Ranga Annual, Madras 1959), Kamasuddhi® (Sanskrita
Ranga Annual, Madras 1963), and Vimukti* (Sanskrita
Pratibha, New Delhi, Vol. IV, No. 2 1964) can as landmarks
in the field of Sanskrit Plays. One can observe the absence
of Vidusaka in today’s plays. The Dhirodatta, Dhiralalita
Nayaka-s are being replaced by most common characters.

Changes in Themes: Gone are the days when Sanskrit
play-wrights looked to the Ramayana, Mahabharata and
Purana-s for their themes. There is a growing tendency
among the Sanskrit writers to adopt the burning problems
of day-to-day life, on the problems of terrorism, dowry-death
and the killing of female foetus etc. They are also dealing
with the problems of down trodden society.

Introduction of Songs: Sanskrit playwrights of late have
shown an increasing tendency of incorporating songs in their
plays. Such tendency has been started in the medieval age
when a particular type of dramatic composition named
Sangitaka-s was being composed. As the name suggests these
compositions were full of songs and music. In ancient plays,
as per the dramatic rules, verses have been included.
However, the contemporary playwrights do not follow that
technique strictly, though some of them are still using verses
in their dramas. a-days contain lengthy songs some dramas
mention of raga on the coutrary, in which they are to be
sung. On the contrary, very good musical dramas like
Sangitasaubhadra and Kalidasacarita by the famous
Maharashtrian plawright and scholar S.B. Velankar.

The Baroda dramatist Mulshankar Maniklal Yajnik in his
three historical plays Samyogitasvayamvara, Chatrapatisam-
rajya and Pratapavijaya has given the technical details about
the songs their in 7Tala, Sthay: and Antara, their notes etc. at
the end. In his Rasalila the great musicologist Dr. Raghavan
has clearly indicated that his verses should be sung on a
particular Raga and interestingly he has shown that Raga
along with other directions preceding them. In the drama
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called Parivartana (published by the author from Lucknow)
Kapila Dev Dwivedi has modelled his songs in language as
well as on the mode of singing on the songs of famous
Gitagovinda of Jayaeva. J.B. Chaudhuri’s plays are full of
devotional songs, which resemble old Stotra-s in character,
form and approach.

There is a noveltly in the songs of Sanskrit plays also. For
example, special type of songs like a marshal song as in
Chatrapatisamrajyam (fourth act) or a fishermen’s song as
in Vangiyapratapam (third act) or a Bhils’ song as in the
Mevadapratapam (first act).

Most of the songs available in Sanskrit plays are in free
style. They can be called muktakas not having particular
metre. In fact, the poetry in muktakastyle is comparatively
of recent origin, which gained more popularity in the
vernaculars. Its application in Sanskrit is, no doubt, very
interesting.

Application of Dance: The dramas where dance is
introduced, are technically called as dance drama or
Nrtyanatika. Now a day such dramas are also being written
and played in Sanskrit. S. Ranganath in his “post Independence
Sanskrit Drama” has discussed dance drama and he has given
one example i.e. Vanamala Bhavalkar’s Ramavanagamana
which consists of three scenes. Here South Indian and North
Indian music is ably demonstrated with the kind of Raga-s to
be employed for singing the stanzas such as Yamanaraga,
Hamiraraga, Kaphiraga, Sarangaraga, Vasantaraga etc.
Nrtyanatika meaning dance drama is famous in Orissa. The
Oriya dramatist Vaishnav Pani has the credit of creating this
genre in the tradition of Oriya drama and he became very
much successful in his effort. Being influenced by him Pt.
Vaikunth Vihari Nanda has applied this technique in Sanskrit
drama also. His Abhisaptacandra, Madanadahana, Matrsakti,
Kartavirya-nigraha, Daksayajii, Jalandharavadha, Bhakta-
prahlada, Jagannathavijaya, Meghanadavadha and
Danavirahariscandra or Rajavaibhavam may find a place in
this context. These dramas have been staged in several
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occasions of Rashtriya Sanskrit Sansthan.

S.B.Velankar’s ballet Nrtyanatyasakuntala based on Kali-
dasa’s masterpiece is worth mentioning in this context. The
Nandipatha of the drama speaks loud about the work:

Sﬂnagﬁardjapade pranatam
Sakuntalacarita gitam.
Kalidasakavivarapranitam
bhupatidusyantenacaritam
Daivagativrttam citrajivitam..
kavina natye yathaviskrtam
Preksadhvam bharatanvayanatyam
prastutanrtyam sarvaninditam
Sahrdayasujanah Srnutavahitam
nrlyam natyam gitasahitam
Sriramakave rasikasammatam.

New Themes: Gone are the days when a Sanskritist looked
towards the Ramayana, Mahabharata or the other Purana-s
for their themes. Sanskrit dramatists with their creative
intellect freed themselves from the shackles of tradition. By
the very force of the age they are constantly in quest of newer
themes. There is a growing tendency among them to adopt
the burning problems of the day-to-day life as their themes.
As a result, now we have the plays Kasmirasandhana-
samudyama and Haidravadavijaya by the Andhra dramatist
Nirpaje Bhima Bhatt on the problems of Kashmir and
Hydrabad respectively. In addition to that, we have a play on
the irrigation policy of India by the Calcutta playwright J. B.
Chaudhuri. Similarly, on the social problem of dowry there
is a very good play titled Vidhiviparyasa by the West Bengal
dramatist Srijivannyayatirtha, a prolific writer and the author
of about twenty plays in Sanskrit, all of which have had the
credit of being staged in several occasions. The periodic news
in the newspaper about the change of sex too has tickled
the imagination of the Sanskrit Playwright. Smavatam of
Ambikadatta Vyasa, Purusaramaniya of Srijivannyayatirtha and
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Sragaranaradiya of Y. Mahalinga Shastri are fine examples
in this context. In Bharatavijayanatakam one can find a
complete history of India including the rule of East India
Company and the attainment of independence in 1947.

Conclusion

What I observed during my present study that till eighties
social plays were being written less in comparison to the other
categories like mythological, historical etc. However, after
eighties in last three four decades or so, more social plays are
being written in the form of Ekanki-s. In fact, in the
contemporary period, Ekanki-s are being preferred to the
Nataka, Prakarana and Samavakara etc. which contain more
acts and naturally require more time to be staged. The
tradition of Ekanki is not new. One can see one act plays in
the form of some Rupaka-s and Upartupaka-s like Bhana,
Prahasana, Vyayoga, Vithi, Anka, Gosthi, Dimbha etc.
However, the modern one act plays are inspired and
influenced either by western dramas or the dramas written
in the other Indian languages. Now the Ekanki-s are being
written on the basis of realism and not the idealism. The
reasons for which the Ekanki-s are being preferred now is: In
this fast going dynamic age the people are so busy that they
do not have time to enjoy the long dramas occnpying more
time. Because of their busy shedule, the audience want to
witness life and problems in a shorter time. The Ekanki-s
present a partial picture of life they are to be based on certain
interesting incidents and challenging problems. This sort of
drama as restricted to one act, the theme should be interesting
and the language should also be of compact nature. In Ekanki-
s the incidents are arranged in such a manner that they leave
a permanent impression on the audience. Many dramatists
now prefer to write Ekanki-s because they are of high
demand.

Acting is the principal essence of modern dramas. In this
respect it differs from ancient dramas where emphasis is
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given on the Kavyatva - aspects than the Abhinayata-aspects.
The earlier dramatists used to avoid certain scenes, because.
However, no such problems can arise now-a-days becase of
advanced techniques. Therefore, it is a high time now to
introduce new rules and to modify the existing ones in
certain contexts to justify the changes occurring in
contemporary Sanskrit Dramas.

1. The theory of yavanika meaning curtain having been derived
from the word ‘yavana’as postulated by some western scholars
has been proved to be worng, as the correct word for curtain in
Natyasastrais javanika@ derived from the verbal root “u’ (to move)
and ‘yavanika’ [Editors]
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Introduction

There is a saying about the Mahabharata—yanna bharate tanna
bharate—that this great epic contains everything encompassed
by this vast peninsula, i.e., the Bharatavarsa, and whatever this
great epic does not contain, this Bharatavarsa also does not
have it. With a slight variation, the same can be applied to the
Natyasatra of Bharatamuni. The Natyasastra encompasses all
that belongs to the Indian tradition of art and aesthetics.
Bharatamuni stands as a Vyasa in the Indian theatric universe.
His text has remained an akaragrantha, an authentic source
book, for the whole tradition of performing and literary arts
that has continued in India for more than two millenia.

The word ‘Natya’ in Sanskrit stands for the art of drama
and practice of theatre. Natyasastra (NS), literally meaning a
discourse on the discipline of Natya, is the most comprehensive
and voluminous text in this language on Natya. It is composed
in verse-form and comprises around 6000 stanzas in thirtysix
chapters.

A Sastra is a scientific work supposed to serve two-fold
purpose Samsana (documentation) and Sasana (reagulation).
A Sastra presents an analytical and descriptive account of the
practices, models and standards related to a particular
discipline. This is samsana or documentation. A text becomes
a Sastra by samsana (Samsandacchastram). Alongside the analysis
of the real practices, a s$astra should also establish norms,
evolving the set of rules and regulations. This is Sasana. A text
assumes the function of a S$astra by Ssasana also
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(Sasanacchastram). Natya is the practice or the very dharma of
a nata or an actor. The discipline describing this practice and
regulating it is NatyaSastra. Assuming both narrative and
prescriptive functions for the natas or actors, the Natyasastra
gives an account of the practices of thearte and it also establishes
the norms and standards for the artists connected with theatre,
including the poet or the dramatist. Abhinavagupta, a very
authentic commentator of the Natyasastra has aptly defined
the purpose of this text Natyasya natavrttasya Sastram
sasanopayam grantham. . . . (Abhinava-bharati Abh Vol. 1, p. 3).
i.e., it is a text for disciplining the conducts of an actor. He
has also termed this Sastra as bharatasiddhasadupayopa-
desaparakasastra—a sastra showing the ways testified by skilled
actors (Abh, Vol. I, p. 4).

The earliest reference to Bharatamuni as a great master of
theatre is by Kalidasa, Shri Ramakrishna Kavi, whose name
has assumed legendary proportions for having brought out
the first critical edition of the Natyasastra with Abhinavabharaty
of Abhinavagupta, places Bharatamuni sometime around 500
BC. On the basis of linguistic and anthropological evidences,
Harprasad Shastri establishes that NS was composed around
second century BCE whereas scholars like P.V. Kane and S.K.
De tried to fix different periods for different portions of NS
accepting it as a text which grew through ages.

The Yamalastakatantra records a tradition regarding the
three recensions of NS. Accordingly, Brahma created a
Natyaveda of 36,000 verses, which was abridged into 12,000
verses. This was further simplified and abridged by
Bharatamuni in 6000 stanzas. Abhinavagupta has referred to
two recensions of, Natyasastra, Dvadasasahasri (having twelve
thousand stanzas) and Satsahasri (with six thousand stanzas).
The Natyasastra of Brahma must have been in vogue till 8th
century, as Damodara (Kuftanimatam, v. 75) tells that his hero
is adept in the Natyasastra by Brahma.

Kavi classified the manuscript traditions of the Natyasastra
into the categories of A and B, manitaining that the recension
A'is of later origin, and is influenced by the Sphota school of
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Kashmir Saivism. Recension B, older in origin was followed by
the adherents of Nyaya and Mimamsa systems like Lollata,
Sankuka et al. The manuscripts obtained from Tamil and
Andhra regions belong to the older recension i.e., B whereas
the manuscripts availed from Ujjain and northern parts of
the country represent recension A. The Kavyamala and Kashi
editions follow recension A, while some chapters of the NS
published by Hall are close to B. Other editors of the NSe.g.,
M.M. Ghosh and K.S. Ramaswami, did not agree with Kavi.
Ramaswami argued that the duality of recensions is not
responsible for changes evinced form the manuscripts, but
the amendments by the commentators. R.I. Nanavati finds
two versions of the NS—one that accompanies
Abhinavabharaty, the only commentary available to us, and the
other that goes without the commentary. The manuscripts
have been divided by him in two groups, the Northern and
the Southern. They have been termed as the Longer Version
and the Southern Version (SV). SV is close to the
Abhinavabharati.

Abhinavagupta presents a threadbare analysis of the
problem to establish that the complete text of the NS is
homognenous and authored by a single person named
Bharatamuni. The text of the NS has evolved in answer to the
five questions; therefore, it is a homogeneous text (Abh, vol.
I, p. 9). There five questions are spelled out in the first chapter
of the Natyasastra in the following way (1) How did Natyaveda
originate; (2) Whom, is it meant for; (3) What are its branches;
(4) What is its extent and what are the criteria which
authenticate it; (5) How is it practised. The discussions on
these five questions lead to the elaboration of the
Natyasangraha, the fundamentals of theatre. Bharata-muni
says that there are five elements constituting Natya three types
of Abhinayas, music and songs (Abh., vol. 1., p. 264). Kohala,
said to be the disciple of Bharatamuni on the other hand, has
enumerated eleven or thirteen constituents of Natya. The
whole text of the NS consists of a systematic exposition of these
eleven or thirteen elements as recounted in the NS VI. 10,
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with their divisions and different varieties.

The NSalso hints upon the interaction between the regional
(dest) and the refined (margy) traditions that has been a mark
of Sanskrit theatre right from its inception. Bharata indicates
that there are diverse traditions in loka too, and what an actor
cannot gather from the $astra, he must understand from loka.
The concept of loka in the NS however, does not visualize any
difference between classical and folk. Loka is one of the three
parameters of Natya, other two being Veda and adhyatma,
and itis an ever lasting source for the practising artist, because
sastra is not the solution for all his problems, and for the
questions the Sastra does not slove, loka has to be resorted to
(XXV.120-23).

Abhinavagupta explains loka as the people living in
janapadas, with all their regional customs and behavioural
patterns (Abh on XII. 69). These Janapadas taken together,
form a desa. Therefore, loka also means the people of a desa.
The concept of loka in thus way encompasses the regional or
dest traditions of art also.

From the references to Kohala by Abhinavagupta,
Ramacandra Gunacandra, Sagaranandin, Hemacandra and
other Acaryas, it is clear that he was a great exponent of desi
traditions; he standardized the definitions of minor forms of
drama, for the first time which are termed as Uparupakas later.
The definitions of Uparupakas as given by the later authors
indicate that the folk-forms of drama are being classfied.

Bharata was not unaware of this Uparupaka tradition, even
though this tradition has not been dealt with by him. In the
last chapter of the NS Bharata informs that his sons, trained
by him in the Natyaveda later on began to perform Silpakas of
rustic nature (Gramyadharmaka). Silpaka is one of the
Uparupakas. Parallel to the tradition which Bharata had dealt
with in the NS, Kohala introduced indigenous elements in
performing art. He is said to have authored a text on Natya
after Bharata. Kohaliya Nagyasastra is not available to us now.
Abhinavagupta, however, tells us that Kohala’s concepts or
the Karikas from his work have crept in the present text of
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the NS. The very concept of Natyasangraha, comprising eleven
fundamental elements including Rasa, Bhava, Abhinaya,
Dharma, Vritis, Parvrttis, Siddhi, Svara, Atodya (instruments), Gana
(music) and Ranga (theatre) has been given by Kohala.
Abhinavagupta also tells us that it was Kohala who stood for
allowing more scope for music and dance in a theatric
performance. In the text of the NS as available to us now, we
can discern Bharata’s vision of the classic and superb in theatre,
intermingled with Kohala’s concepts. Take the concept of
Siddhi amongst the elements of the Natyasangraha for
example. Siddhiis of two types daivi and manusi. In the former,
the audience is completely merged in the dramatic world,
but in the latter they are free to applause, to cheer up or
appreciate the performance of the actor by alienating
themselves from the desa-kala of the play in performance.
There is thus equal scope for the aesthetics of ecstasy and
aesthetics of distance in the Natyasastra. In his discourse on
Bhumikavikalpa, Bharata has classified the Bhumika or assuming
of roles by the actors in three types anurupa, virupa and
Rupanusarini, depending on the apititude of the performer,
i.e., whether he or she is alike to the role is unlike to it, or
tends to become alike with it. Bharata would prefer the
anurupa type only, but at the same time, he allows the other
two types also depending on the circumstances. This brings
out the multiplicity of theatric traditions that have influenced
the Sastra. Sastra in such treatments creates sufficient scope
for desi traditions also.

The very concept of Prayoga or the types of theatric
performance confirms the tendency in the NS for such
allowances. Prayoga is mainly of two types abhyantara and
bahya. The abhyantara prayoga stands in total commitment to
sastra, it is performed by the artists who are adept in the Sastra.
But the performers of bahya prayoga may be completely
ignorant of the sastra, they might not have studied it with any
Natyacarya, they are guided by their own intuition or skill (NS,
XII. 75-80). Bahya prayoga is thus a theatre of the people.
Here also Bharata finds the abhyantara prayoga as the ideal
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one, but at the same time he shows extreme generosity for
the performers of bahya prayoga. The Sastra itself makes room
for the violation of the Sastra. An apaprayoga, however, stands
in sharp contrasts to these two types of prayogas, because Sastra
is deliberately violated there by those who were trained in it,
and in Bharata’s system, apaprayoga can never be allowed (III.
69)

The Natyasastra thus has an invariable link with the
performance traditions. As Kalidasa says prayogapradhanam hi
Natyasastram performance is the core of the Natyasastra. The
discovery of the text of the Natyasastra in the modern world
has led to an era of new dimensions in the field of performing
arts, with Sanskrit theatre assuming an added significance in
the context of global theatre. The study of the Natyasastra
requires acquiantance with its intricate textual problems and
its manuscript traditions as well as its exposition by the
performing artists. The present volume rightly views both these
perspectives.

The National Mission for Manuscripts has taken an initiative
in the right direction for protection and preservation of a rich
heritage of manuscripts in India. The Manuscript Resource
Centres established under its auspices all across the country
have unearthed valuable treasures of knowledge in the form
of manuscripts. One such MRC was created in the Sanskrit
Department of Dr. H.S. Gour University, Sagar. Late Prof.
Achyutanand Dash, a promising scholar who has been a young
colleague of mine in this Department was entrusted with the
responsibility of running this centre. He organised a number
of programmes under the auspices of this centre in consultation
with me. National Seminar on “The Manuscript Tradition of
Natyasastra, Drama and Stage Performance” was organised under
the auspices of the MRC of the Sanskrit Department of Dr.
H.S. Gour University, Sagar from 18th to 20th November in
2006. The papers collected in this volume were presented in
that Seminar. Prof. Dash had done hard work in collecting the
papers and started editing them. Further more, he wanted
that I could check the final draft in his life time.
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The thirty-two articles collected in this volume bring out
diverse traditions of theatre. They also establish the interaction
between the manuscript traditions and performance
traditions of the Natyasastra. Dr. Kamleshdatta Tripathi in his
inaugural lecture had set the tone for the deliberations of
the seminar which brings out the changing scenario of the
Natyasastra. In the context of the milieu, modernity and the
postmodern scenario. Rajendra Mishra makes an assessment
of the ritualistic character of Sanskrit Theatre, that is a mark
of all eastern traditions. The need to study the performance
traditions on the basis of the commentaries of Sanskrit dramas
and the various works written in the tradition of Natya has
been underlined in the remarks by the present author. Ajit
Thakore makes a brilliant analysis of the textual stucture of
the Natyasastra. The paper by Pt. Rammurti Tripathi closely
examines some of the textual problems and highlight the
importance of the manuscript traditions of the Natyasastra.
The papers by Ichcharam Dwivedi and Baldevanand Sagar
not only provide information with regard to unknown
repositories of manuscripts and the manuscripts related to
the Natyasasta as preserved therein, they also establish the
continuity of performance traditions in the areas where the
manuscripts related to the NatyaSastra traditions were
produced and preserved. Some of the authors have brought
out various facets of performance traditions originating from
the Natyasastra.

The present volume will hopefully regenerate interest in
the Natyasastra studies and go a long way for resuscitating
performance traditions.

—RADHAVALLABH TRIPATHI
New Delhi
2nd December, 2011



Key to Transliteration

VOWELS
Ha 3Ma 3i 37 3u Fa
(but) (palm) (it) (beet) (put) (pool)
Fr Te Qai Mo aftau
(rthythm)  (play) (air) (toe) (loud)
CONSONANTS
Guttural “hka @* kha TMga Hgha S na
(skate) (blockhead) (gate) (ghost) (sing)
Palatal Hca B cha Slja Hjha Sliia
(chunk) (catchhim)  (john) (hedgehog) (bunch)
Cerebral <ta 3" tha §/€da T/Fdha T na
(start) (anthill) (dart) (godhead) (under)
Dental dta ¥ tha Qda Hdha Ana
(path) (thunder) (that) (breathe)  (numb)
Labial Tpa B pha dba Hbha Hma
(spin) (philosophy) (bin) (abhor) (much)
Semi-vowels dya Tra Ala Jva
(young) (drama) (luck) (vile)
Sibilants ~ ¥sa Y sa Hsa Tha
(shove) (bushel) (s0) (hum)
Others &ksa Atra T jia 3] i
(ksatriya) — (nsula) (jnanz) (play)

3 (—) mor m amusura (nasalisation of preceding vowel) like
samskrii/or somskyti

2 visarga= h (aspiration of preceding vowel like (pratah)

S Awagrahaconsonant# consonant (like-imé vasthita)

Anusvaraat the end of aline is presented by m (H) and not
*No exact English equivalents for these letters.
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