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A Word with You
Dear learner,

3% WE ATaaq) W A YA 9 9 swarae)| aeianrasiame) o fatgareag
3% yuf<: vnf<: It
(Aum! May He protect us both together; may He nourish usboth together; May wework conjointly
with great energy, May our study bevigorousand effective;
May we not mutually dispute (or may wenot hateany) Aum! Let there be peacein me!
L et there be peacein my environment! L et there be peacein theforcesthat act on me!)
Taking tradition asthebasis, itisaprayer that our study should befreefrom problems. May you be
abright destroyer of ignorance. The onewho utterstheword of malice. The education should bethe
onewho getsrid of al thetroubles.
Thiscourseof Natyakdaunder 'Indian Knowledge Tradition' stream hasbeen prescribed for secondary
class. | feel extremely happy to present the study material of thiscourse beforeyou. Based onthe
scholar'sopinion and experiences, thefruit of thedramaisaRasa Happinessisintheform of Rasa
only. Thereisastrong desirethat al thework of dl living beings should be completed happily.
The objective of thisnew courseisto develop in your mind asense of pride towardsthe country and
culture, toinspiredevout learnersto make appropriate effortsto protect the culture and to incul cate
theancient Indian knowledge, wedlth, scientific spirit and gratitudetowardsal human beings, toable
to proudly propagatethefeding intheworld, to makethetheater tradition of our country accessible
to the common people, to devel op a sense of respect for Indian playwrights and their works, to
develop various elements of drama. The main objectiveisto acquaint thelearnerswith the Story,
Plot, Characters, Rasa, Enactment, Theatre, Rangamanchsajja, stage setup for theater execution,
light-sound effectsetc. Thiscoursewill also be ableto be converted thelearner as Sahridaya.
L earners should read thelessonsthoroughly, think about the answersto the questionsasked in the
lesson, look at the answersto the questions given at the end, and compare those answerswith their
own. Comments should be madein the blank space providedin each letter. Get ready for the exam
by preparing answersto the questions given at theend of thelesson. If thelearnersexperienceany
difficulty during the study period, they can go to the study center at any time and solvethe problem.
For any solution go to theteacher or contact National Institute of Open Schooling through letters.
Thereiscontact information on thewebsitea so. Thewebsiteiswww.nios.ac.in asfollows.
| wishthat thissubject increasesyour knowledge, helpsyou achieve successin exams, increasesyour
interest in the subject and fulfillsyour dreams.
3% ITTAN UT AT | TG UT S faiaen genuige T
3% yuf<: vnf<: It
(Lead usfromtheunreal tothereal, Lead usfrom darknessto light, Lead usfrom death to
immortality, Aum peace, peace, peace!)
Your well-wisher,
Course Coordinator

Nationa Ingtitute of Open Schooling
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How to use the Study Material

Congratulation! You have accepted the challengeto be aself-learner. NIOSiswith you at every step
and has devel oped the self-learning material in Natyakala (285)' with the help of ateam of experts,
keeping youinmind. If you follow theinstructionsgiven, then you will be ableto get thebest out of this
materid. Therdevanticonsusedinthemateria will guideyou. Theseiconshave been explained below
for your convenience.

Title: : It givesaclear indication of the contentswithin. Doread it.

Learning Outcomes: Theseare statementsthat explain what you are expected to
learn from thelesson. The objectiveswill aso help you to check what you have
learnt after you have gonethrough thelesson. Do read them.

Objectives: Theseare statementsthat explain what you are expected tolearn from
thelesson. The objectiveswill dso help you to check what you havelearnt after you
have gonethrough thelesson. Do read them.

Notes: Each page carriesempty spacein thesidemargins, for you to writeimpor-
tant points or make notes.

Intext Questions: Very short answer self check questionsare asked after every
section, theanswersto which aregiven at theend of thelesson. Thesewill helpyou
to check your progress. Do solvethem. Successful completion will allow you to
decidewhether to proceed further or go back and learn again. Suggested

What You Have Learnt: Thisisthe summary of the main points of thelesson. It
will helpinrecapitul ation and revision. You arewel cometo add your own pointsto
italso.

Terminal Exercises: Thesearelong and short questionsthat provide an opportu-
nity to practicefor aclear understanding of thewholetopic.

Do You Know: Thisbox provides additional information. Thetext in boxesis
important and must be given attention. It isnot meant for evaluation, but only to
improveyour genera knowledge.

Answers : Thesewill help you to know how correctly you have answered the
questions. Glossary: Anaphabetical list of difficult wordsrelated to subject usedin
lessons has been provided and explained for better understanding.

Activities: Certain activities have been suggested for better understanding of the
concept.

WWW Web site: Thesewebsites provide extended learning. Necessary infor-
mation has beenincluded in the content and you may refer to thesefor moreinfor-
metion.
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Bifurcation of Syllabus
Natyakala- (285) Secondary Level
Total no. of Lessons=14

MODULE TMA (40%) Public Examination (60 %)
(No. & name) (No. of lessons -5) (No. of lessons -9)
1. Introduction L-1: Theatrica Tradition L-2: Brief Introduction of Natyashastra
of Natyakala of India Introduction L-3: Natyakalaand other Arts
and Higtory

2. MainComponents | L-4: Plot: AnIntroduction L -5: Character Planning

of Natya(Drama) L-6: Introduction to Enactment
3. Discussonon L-7: Concept of Rasaand Discussionon
Rasasutra Rasasutra

L-8: Concept of Sahridaya

4. Introductionto L-9: Pratimanataka L-11: Kundmaa
IndiaDramas L-10 : Nagananda L-12: BharataDurdasha
5. Theatrum: L -13: Thesatre: Introduction | L-14: Theatricd Music
Technique& and Types
Design

Note: The syllabushasbeen bifurcated into two sections-

(i) LessonsfortheTutor Marked Assignment (TMA) |
(if) Lessonsfor public examination question paper I
Thedetailsof thedifferent sectionsare on the next page.
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Introduction of Natyakala

Inthismodule, abrief introduction to Natyashastrawill also be presented, while
making thelearnersaware about the Indian theater tradition and history. Along
with this, therelationship of dramawith other artshasa so been highlighted.

1. Theatrica Traditionof India: Introduction and History

Brief introduction to Natyashastra

Natyakalaand other Arts
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MODULE - 1

Introduction of
Natyakala
THEATRICAL TRADITION OF INDIA:
INTRODUCTIONAND HISTORY |-

Inthemodern erawe seedifferent formsof dramatic art like—cinema, theatre, street
drama, folk dance-acting etc. The question to be considered iswhether present day
dramaor theatrical art would awayshave been availablein thisform and condition?
The answer is- No. The main characteristic of Indian culture has been itsworld
antiquity and fluent development. That is, al the scriptures, literature, arts, languages,
clothes, ornamentsetc. kept changing andimproving continuoudy. Perhapsitsflexibility
and ability to accept newnessisthe proof of itseternal progress. If Indian theater artis
considered, thenadetailed study of itsorigin, gradua devel opment, dramatic €lements
etc. will be essentia to understand its nature. Therefore, through this lesson,
understanding the status of dramain the Vedic, later Vedic, mythol ogical and epic
eras, itsvariousaspectswill be shed light. Apart fromthis, detailed study material is
also being presented about the mgjor playsand playwrightsof Sanskrit literatureand
ancient Indian literature, asaresult of which thelearnerscan anayzed| the aspects of
Indian dramascience.

[ LEARNING OUTCOMES

After studying thislesson, you-

e  know about theintroduction of Indian dramatic art;
° know about theorigin of dramatic art;

° understand the development of dramatic art;

° know about thevariousformsof Indian dramatic art and understand itsgradual
development;

NATYAKALA (285)
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Theatrical Tradition of India: Introduction and History

™ know the main d ementsof dramaunder the I ndian Shastratradition; and

° know about major Sanskrit playwrightsand their works.

1.1 INTRODUCTION TO DRAMATIC ART

Sanskrit literature presentsal | aspectsof lifeappropriately. Thegoa of humanlifehas
been considered to bethe attainment of Chatushthaya-the efforts of Dharma, Artha,
Kamaand Moksha. Therefore, aset of scriptureswereformed to regulatethem. To
makethe attainment of Purushartha Chatushthayaeasy and accessiblefor thecommon
people, artsemerged. Drama, theencompassing form of dl fineacts, isconsderedthe
culmination of thearts. Dramaisthe best genre of poetry which comesunder visual
poetry. Actualy, poetry isconsidered to be of two types—audible poetry and visual
poetry. In audible poetry, words create passion in the hearts of the readers, but in
visua poetry, alongwith hearing, visua isalsoimportant. Apart fromwords, theacting,
costumes, gestures and other poetic elementsof the charactersa so have prominence
init. Thereisno doubt that anything perceived through eyes appears moreinteresting
and interesting than what isheard or read. Therefore, theater art, whichisthe best
formof visud poetry, hasbeen revered snceancient timesasavery interesting, charming
and attractive genre.

Therearetwo typesof poetry under Sanskrit literature asmentioned above. Thereare
two maintypesof visua poetry —Rupaka(metaphor) and Uprupaka (Sub metaphor).
There are ten types of Rupaka (metaphor) and eighteen types of Uprupaka (Sub
metaphor). Thefirst and foremost category of Rupaka(metaphor) is‘ drama whichin
modern literature representsthe entirevisual poetry or drama. Althoughitslimitsare
set in Sanskrit literature, but generaly all typesof visual poetry are called drama.
Other namesof visua poetry or dramaarea so popular. Itiscalled ‘ alegory’ because
the actor or dancer takes upon himself the states of the characters. In the presented
context, only ten types of Rupaka (metaphor) or dramaare being described, which
are- Nataka, Prakarana, Bhaana, Prahasana, Dima, Vyayoga, Samavakara, Veethi,
Anka, lhamriga.

1.2 ORIGIN OF DRAMATIC ART

Thereisalack of any definite evidence regarding when and how the art of theater
originated. Regarding the history of the origin of theater inthelndian tradition, there
aresomeindicationsinthefour Vedas, Brahminatexts, Aranyakasand Upanishads,
ancientinscriptions, literary scriptures, Jatakastories, folk traditionsetc. Asaresult of
this, many theoriesand beliefswere promulgated by scholarsover time, throughwhich

SECONDARY




Theatrical Tradition of India: Introduction and History

the possibility of the emergence of dramawas presented. These possibilitiesare
dependent on internal and external sources, some principles of which are being
propounded in thethischapter.

i)

iii)

Opinion presented by Acharya Bharatamuni in Natyashastra

The first book related to dramais * Natyasastra', the author of which was
Bharatamuni. It isbelieved that thistext waswritten between 100 BC to 300
AD. Perhapsthe origin of Natyashastramay have been some ancient sutra
book, but inthe present times, Natyashastrawritten by Bharatmuni isconsidered
to bethe creation of dramascience. According to Bharata, in the Tretayugaof
Vaivaswat Manvantara, godslike Indrawent to Lord Brahmaand requested
himto providesuch ameansof entertainment which wasboth visud and audible
and could be accepted by all sections of the society. Asaresult, Brahmatook
thehelp of Yogaand composed * Natyaveda asthefifth Vedaby taking excerpts
from thefour Vedas. Hetook lessonsfrom Rigveda, acting from Ygurveda,
music from Samavedaand rasafrom Atharvaveda. Besides, dance elements
weregiven by taking Tandavafrom Shivaand Lasyafrom Parvati. Onthegreat
occasion of Mahendradhwaja, thedrama'’ Survijay’ was performed by Acharya
Bharat onthe orders of Brahma. The rupakas named * Amritmanthana and
‘Tripurdaha composed by Brahmawerefirst enacted. Inthisway, ontheorders
of Brahma, he brought the Natyashastrain the form of Panchamvedato the
earth.

Origin of Sanskrit Dramas from the Dialogue-Suktas of Rigveda

Different opinionshave been presented by Indian and Western scholarsregarding
theoriginof drama. Accordingtowestern scholarslike Prof. Max Muller, Sylvain
Levi, von Schroeder, Hertd etc., theorigin of Sanskrit dramascan beconsidered
from the dialogue hymnsof Rigvedabecausethe dial ogue hymnsof Rigveda
seem to be the oldest form of drama. These dialogue hymnsinclude Indra-
Marut dialogue (Rigveda 1/165, 170), Agastya-L opamudradiaogue (Rigveda
1/179), Vishwamitra-Mitradialogue (Rigveda 3/39), Vas stha-Sudas dia ogue
(Rigveda 7/83), Yama-Yami-Samvad (Rigveda 10/10), Indra-Indrani-
Vrishakapi-Samvad (Rigveda 10/86), Pururva-Urvashi-Samvad (10/95) and
Sarma-Pani-Samvad (10/108) etc.

Drama Originated from Greek Metaphors (Rupakas)

According to Western scholars Weber and Vindish, Sanskrit dramaoriginated
from Greek metgphors. These scholarshave presented certain groundsto confirm

NATYAKALA (285)
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Theatrical Tradition of India: Introduction and History

their opinion, such as- smilarity between Sanskrit and Greek drameas, cultural
relations between Indiaand Greece beforeAlexander’sinvasion of India (326
BC), etc. Apart fromthis, According to Prof. Vindish, thedivision of actsin
Sanskrit dramas, prologueand epilogue, method of entry and exit of characters,
characteristicsof characterslike clownand antihero (villain) etc., use of words
like* Yavanika reflect the clear influence of Greek metaphorson Indian theater
art. Thesimilarity of the stone-built theater found in the Sitabengacave (200
BC) inthe Surgujadivision of Madhya Pradesh state of Indiawith the Greek
theater hasa so been presented ashistorica evidence by the scholarssupporting
thisopinion. But German scholars Pischel and Dr. Keith have strongly refuted
thisopinion and have considered the origin of Sanskrit dramasfrom Greek
metaphorsasunacceptableand irrelevant.

Indian Theater Originated Through Puppet Dance

Western scholar Pishel hasconsidered India sancient puppet dancetraditionas
the reason for the origin of Indian theatre. Pishel considered the use of the
words* Sutradhar’ and * Sthapak’ in Sanskrit playsto be dependent on Puttalika
dance because the manager of the play iscalled Sutradhar and the onewho
givestheintroductioniscalled Sthapak. But this opinion of Pishel doesnot
seem logica becauseit seemsimpossibleto imaginethe emergence of arasa-
emotional-enacted dramafrom asimple puppet dance performance.

Dead Soul - Drama arising from Shraddha or Veer Puja

Accordingtotheopinion of western scholar Rizve, just asGreek tragic dlegories
emerged in Greeceto pay respect to their dead ancestors, in the same way
Indian dramamay have originated and been performed in Indiato pay respect
to the brave ancestors. Ramkathaand Krishnaleelaetc. were narrated by him
to confirm hisopinion, but the stories of Shri Ram and Shri Krishnaprovide
more didactic expression and entertainment than reverence for the brave
ancestors. Apart fromthis, the sad ending seemsinconsistent in comparison to
the Greek metaphors and Sanskrit happy and romantic metaphors.

Origin of Indian Dramatic Art from Shadow Plays

German scholars L udersand Kono consider shadow playsto betheorigin of
Indian theatre. But thisopinion isalso not authentic becausethe antiquity and
number of shadow playsdisplayed through photographsis seen to be nominal
inindia. ‘ Dutangad’, obtainedin 1243 AD, isthefirst Chhayarupakhaavailable
in Sanskrit language.

SECONDARY




Theatrical Tradition of India: Introduction and History MODULE - 1

vii) Drama Originated from Festival Principle (Maypole Dance) I ntroduction of

Some Western scholars have considered pole dance to be the first form of Netyekala

Sanskrit dramain Europe. In thisdance, people celebratethefestival withjoy
by erecting apillar at one place, dancing, acting etc. Western scholars have
propounded the opinion regarding the origin of Sanskrit dramaby considering
Indradhwaj festival as equivalent to thisMaypole dance, but thisisalso an
inconsi stent and unacceptabl e concept becausethe origin of poetry likedrama
from asimpledance doesnot seemlogica. Apart fromthis, Indradhwaj festival

iscelebrated at theend of therainy seasonwhichiscompletely differentfrom § notes
the Maypoledance.

Conclusion

Onthebasisof theabovediscussion, it doesnot seem logical to consider the origin of
Sanskrit dramasasaspecia element. Itsinitial elementsare obtained from Vedic
literature and after itssystemati c devel opment over time, itspresent day detailed form
isobtained. Bharatmuni has presented acomprehensive explanationin Natyashastra,
throwing light on al the elements of drama, which supportsthetheory of origin of
Indian metaphorsintheVedic era. Thisprovesthat thefirst phase of Indian drama
began inthe Vedic period. Indian dramaflourishedinitsorigina form by collecting
variouselementsof dramalike dialogues of Rigveda, acting of ritualsof Yajurveda
etc., songsfrom Samaand vital essencefromAtharvaveda.

| vxrousTIow 1t

1.  Howmany typesof poetry are considered in Sanskrit literature?
2. What arethetypesof dramatic poetry?
What arethe other names of drama?

3

4.  Whichisthefirst authentictext of dramatic art?

5. What isconsidered to bethe period of creation of Natyashastra?
6

According to Bharatmuni, which theatrical elementswere adopted fromthe
four Vedas?

7. Accordingto Natyashastra, which rupakaswere composed by Brahma?

8. Whatisconsderedthebasisof Kalidasa'splay ‘ Vikramorvasiya ?

NATYAKALA (285)




MODULE - 1

I ntroduction of
Natyakala

Notes
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9.  AccordingtoWeber andVindish, what isthebas sof theorigin of Indian dramas?

10. What opinion doeswestern scholar Rizve present regarding Indian theatrical
production?

11. Whogavethetheory of theorigin of Indian dramatic art from shadow plays?

12.  Withwhich Indian festival have Western scholars compared the European
Maypoledancefestival ?

1.3 DEVELOPMENT OF THEATRICALART IN VARIOUS FORMS

Dramaisconsdered the best among all typesof literatureandit iscaled theultimate
limit of poetry — Natakantam Kavitvam . Natyashastrawritten by Bharatamuni,
whichisthefirg availableand authentic text of thethesater tradition, presentsaconcise
description of theart of theatre. In Natyashastra, dramahasal so been called rupaka,
whichwasfollowed by thelater Acharyasintheir works. Inthiscontext, Acharya
Dhananjay has described Natya, Roopaand rupakain histext Dasharupaka, which
areactually synonymous. On one hand, imitation of the variousstatesof the characters
by theactor through actingiscalled * Natya , on the other hand, whenthe states of the
charactersare attributed to the actor, itiscalled ' Rupak’ inthe classical definition.
According to Natyashastra, the devel opment of theatrical artisseeninvariousforms
of rupakas (metaphors). Ten types of rupakas (metaphors) have been prescribedin
Natyashastra, the genera introduction of whichisbeing presented here—

(1) Drama (Nataka) - Dueto it being themost prominent among al metaphors, it
became the meaning of rupaka. Dramaisthat rupak (metaphor) inwhichthe
subject matter, theleader (hero) and all the characteristics of theinterest are
found. It isorganized into fiveto ten partss. Itsstory ismentioned in famous
historical texts. Itshero isafamousking or royal sage. Apart fromthis, the
dramacontaining veer, sringar rasaetc. has been said to bethe best in poetry -
Kavyeshu Natakam Ramyam .

(2) Prakarana - The second type of metaphor isthe prakaranawhich hasthe
characterigticsof imaginary sory, herointheformof Brahmin, minister-merchant
etc., heroinein theform of noble or gramvadhu and have the characteristic
based on mainly shringararasaetc. Therearetotal ten actsinit.

(2) Bhaana —Itisarupakaof oneact and onecharacter. Itscharacterismainly a
very clever wit who, intheform of asky speaker, describesthe character of a
dy person through statementsand remarks.

SECONDARY




Theatrical Tradition of India: Introduction and History

(4) Praharasana - Thisisacomic based poetic rupakawhich hasoneor two acts.
Inthis, the character of hypocrites, cunning people and servantsare depicted.

(5) Dima - Thisallegorical variation consisting of afamousplot lacks hasyaand
sringara rasa. ‘ Tripuradaha mentioned in Bharatmuni’s Natyashastra is
considered to bethe oldest example of Dima

(6) Vyayoga - Thestory of thisrupakaisfamousin history whichisbased on some
famous personlike Bhima, Duryodhanaetc. Inthis, a sothereisno useof hasya
and sringararasaand the story isnarratedinone act. Thereisalack of female
charactershere.

(7) Samavakara - Itsstory ishistorica or mythologica inwhichthe story of gods
and demonsisdescribed. Veerarasapredominatesinit.

(8) Veethi - Thisisaone act rupakawith sringaar rasaand characteristics are
smilartoBhaana

(9) Anka- Thisrupaka(metaphoricd) distinction consstsof historical-famousstory,
ordinary hero, karunarasaand oneto three acts.

(10) Thamriga—Itsstory isamixtureof boththefamousand theimaginary. It consists
of four actsin which the hero and anti-hero in the form of human gods are
described. Here Shringarabhasis a so depicted in the position of the protagoni <.

Among thesedifferences, dramaand prakaranaare considered themain ones. Earlier
short and one-act playswere performed. L ater they evolved into ten forms. Apart
fromthese, theatrical art also developed in theform of uparupakas. Bharatmuni did
not propound uprupakasin Natyashastra, but at one placethereismention of thetype
of rupaka‘Nati’ which becamefamousas‘ Natika inlater times. A total of eighteen
uparupakas have been mentioned by AcharyaVishwanatha- 1. Natika, 2. Trotak, 3.
Gosthi, 4. Sadrik, 5. Natyarasak, 6. Prasthanak, 7. Ullasya, 8. Kavya, 9. Prenkhana,
10. Rasaka, 11. Sanlapaka, 12. Shrigadit, 13. Shilpak, 14. Vilasika, 15. Durmallika,
16. Prakaranika, 17. Hallisha, 18. Bhanika.

Thus, dramadevel oped through the combination of Nrit, Nrityaand Sambada(did ogue)
etc. Thisdevelopment started from prehistoric timesand reached itsadvanced stage
till thetime of Bharatmuni. Inthe prehistoric remainsof the IndusValey Civilization,
statues arefound in dancing and acting postures, which seem toindicate the form of
dance and acting in the contemporary era. Probably, by thetime Bharatmuni wrote
Natyashastra, dance, music and theater artshad devel oped in asystematic form. The
staging of the ten rupakas depicted in Natyashastra must have been popular in the
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I ntroduction of society, the development of which can be seen clearly till the period of Acharya
Natyakaa Vishwanath, attaining adetailed form over time. AcharyaVishwanath's presentation of
the art of theater in the form of ten rupakas and elghteen uparupakas in Sahitya

Darpanisindicativeof thedevelopment of different formsof drama. It can beinferred

that first the theater art was seenintheform of dance, later it reached itsel aborateand

excdlent stage by including emation display, did ogue, romantic action etc. Inthisway,

dramawould have been displayed on stagein the form of rupaka, uprupakaand

nrityarupaka

Notes 1.4 GRADUAL DEVELOPMENT OF DRAMATIC ART

To understand the devel opment of theater art, it isessential to know the history of
human civilization. Onthebasi sof internal and external evidence, itisclear that theart
of theater wasdevel opedin the beginning of human civilizationitsaf. Accordingtothe
evolution of human life, theart of theater must have been moving towardsitsgradual
development journey. The gradual devel opment of dramatic art can be understood
from thefollowing points-

1)  Prehistoric Period

Under the oldest scripturetradition of India, evidencerelated tothestrical artis
visibleeverywhere. Apart fromthis, thereisalso external evidenceavailable
whichthrowslight onthe originand statusof theatrical artinIndia. Theform of
theater and dancein the contemporary civilization isrevealed by theremains
found in the excavation of Harappaand M ohenjodaro, the center sites of the
world’'smost ancient civilization, i.e. thelndusValley Civilization. Thesculptures
found in these excavation areas provideinformation about the devel opment of
acting theater and dance artsof that time. These evidences depict the costumes,
costumes, body language, expression of emotionsetc. of the dancersof that
timeand show therichness of theacting art of that time. Apart fromthis, inthe
caves of BhimbetkaMadhyaPradesh, Ajantacaves, Amravati etc., picturesof
Yaksha Yakshini, Kinnar, Gandharva, Apsaras, humansetc. related to dance
and music and variousformsof primitivedancearevisble.

2)  Vedic Period

Therearecertain classical evidenceswithinthe Vedic literature which throw
light on the developed form of theatrical art inthe Vedic period. Yagyawasan
important ritual of theVedic age. Thereisanindication of dramatic elementsin
therituasof Yagya Brahmachari-Punchchai dialogue, Mahavrat ritud etc. are
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consdered to be examplesof ritua related rupakas. Thereisadescriptionof a I ntroduction of
socid fedivd cdled’ Saman’ in Rigvedainwhich many artists, courtesans, poets, Natyakaa
archers, men, women etc. were present to present their art. This‘ Saman’ isthe

initia form of the* Samanja festival of the Mahabharataperiod. Thus, thereisa

description of athester in Ygurvedawnhichiscaled’ Sabhd . Init, theappointment

of Sutafor dance, Shailush for song, clown for making peoplelaugh, veena

player, vanshi player, percussionist etc. for artistsfor makeup hasbeen discussed.
Thisprovidesevidenceof the development of al aspectsof theatrical artinthe

Yaurvedaera

Notes
InAtharvaVedaa so, various musi ca instrumentsincluding Gandharva, snger,
dancer etc. have been presented. InAitareyaAranyaka, thereisadescription
of group dance by six women in Somayaga. All these examples point towards
thevery advanced stage of theatrica art. Artistslike acrobats, dancers, singers,
ingrumentalists, clownsetc. played animportant roleintheVedic period society
dueto which they were accepted by peopleof al classes.

3) Historical - Mythological Period

(@) Ramayana Period - After the Vedic period, fromthe historical point of view,
the special influence of theatrical art and itsdeveloped formisvisibleinthe
Ramayanaperiod society. By thetimeof thisperiod, inadditionto Vedicrituds,
dramagtarted being used infestivals, travelsand general socid gatheringsinthe
society. Wordslike Shailush, Nat, Dancer, Singer, Sut, Magadh etc. have been
used at some placesin Ramayana. Apart from this, the word ‘ Vyamishra
representsthethestrica experiment donein mixed languagesinthe Ramayana

period society.

(b) Mahabharata Period - Like Ramayana, dramaand itsvariousformshave
been mentioned in Mahabharata, which showsthat thetradition of dramawas
very prevaent inthethen society. The* Saman’ festival usedinthe Rigvedawas
transformed into the name of Samajja(community) during the Mahabharata
period, in which drama, dance, songs etc. were organized on auspicious
occasions.

Dramafestivaslasting severd dayswereprevaent intemples. Accordingtothe
Adiparvaof Mahabharata, Pashupati Samg wasorganized in Varanavat inwhich
drama, dance, music etc. were performed by theater troupes.

(c) Vatsayana Era- Vatsayanahasa so mentioned the organization of society in
hiscomposition ‘ Kamasutra . According to hisopinion, society wasorganized
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inthetempleonaspecia day inevery month or Paksha Inwhichvariousartists
like acrobats, dancers etc. used to showcase their art. It describes the
presentation of adramaprogram by Kushilav. Itisclear fromthisthat at that
timetherewere* societies and theater art wasvery popular.

Withtime, it continued to movetowardstheatrica art, asaresult of which Suta
became’ Sutradhar’ and Kushilav became* Pariparshvik’.

Panini Era — Natsutras written by ‘ Shilalin’ and ‘Krishaswa have been
mentioned in Ashtadhyayi by Maharishi Panini. The students of Nata Sutra
propounded by Shilali werepopular by thename* Shailain’ and the sudents of
thetradition of Krishashvawere popular by thename'* Krishashvin'. Probably,
during the period of Panini, thereweretwo traditions of the actorsof thesetwo
sectsinwhichtheactorswould havebeeninitiated into theart of theetre. Through
this, there can beapossibility of developed traditions of dramaand creation of
variousdramaformulas.

Patanjali s Era - Saubhik and Granthik were mentioned by Patanjali in
Mahabhashya. According to him, Shobhik works as a teacher of Nat and
Granthik of Kathak. Through the book, the book used to inform the audience
about thereal status of the narrator from hisbirth till hisdeath. Along with
reciting the story, hea so used to narratethe story by singing and acting. Inthis
way, Shobhik used to narrate the history of the film by showing the events
depicted on it and Granthik used to recite stories from some book and his
ass stants used to demonstrate those scenes. We find examples of theseinthe
worksof playwrightslike Bhas and Vishakhadutt. Thisshowsthat the art of
theater had reached its devel oped stagein the society of Patanjal period.

Thus, the period of Itihasa-Puranawasvery important from the point of view of
the development of dramatic art. In Harivanshpuran, the appendix of
Mahabharata, thereismention of the performance of playsnamed * Ramayana
and‘ Kauberambhabhisar’ . In Harivanshpuranitself, the performance of afarce
called * Mugdhabhinay’ has also been described. Apart from this, Rasleela
described in Bhagwat Puranaisthe best from the point of view of theatricd art.
Dependent on Raspanchadhyayi, this Rasleel a presents the ancient form of
theatrical art. In conclusion, intheancient period, acrobats, dancersetc. started
being educated and asaresult, classical interpretation of theatrical art was
presented inAgnipuran and Vishnudharmottarapuran.
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©)

Buddhist Era

Theatrical art had reached itszenith inthe Buddhist erasociety. At thistime,
drama, dance, acting, songs, musical instruments, war etc. were staged onthe
theatre. Inthe Buddhist text Lalitvistara, thereismention of the princesof the
royal family receiving education in all aspectsof theatrical art. Inthat period,
thereweretheater troupesin which acrobats, clownsand women along with
dancers used to perform on the stage. Apart from Buddhist, thereisalso a
description of thirty-two typesof dramasinthe Jaintext called ‘ Rgjprashniya .

Bharatmuni propounded dramaasan art whichincluded dance, song, musica
instruments along with other arts. During the period of Natyasastra, the art of
theater had attained itsfully developed form. In Bharat’s Natyashastra, al the
grossand subtleaspectsof dramawerementioned, onthebas sof which classica
textsand metaphorsrelated to dramawere composed by thelater masters. In
thisway, the art of theater continued to progresson its path of development
snceancienttimes,

| vmxroussnows iz

10.
11.
12.

What is considered to bethe purpose of Sanskrit dramas?

What isthe meaning of theword ‘ Shailush’ mentioned in Vajneyi Samhitaand
TaittiriyaBrahmana?

Whichtwo plays performancesare described in Patanjali’sMahabhashya?
Inwhich cave of MadhyaPradeshisthe depiction of atheater found?

How many types of rupakas have been considered in Natyashastra?
Whichisthe best distinction among rupakas?

Nameten rupakas?

What isthe number of uprupakas?

What arethe oldest remainsof theatrical art and where havethey been found?
Whereisthe expanded form of ‘ Saman’ festival used in Rigvedafound?
Inwhich Buddhist evidencesisthe prohibition of observation of society found?

In Panini’ sAshtadhyayi, Natsutraswritten by whom are described?
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13. Namethefarce mentioned in Harivanshpuran.
14. What arespecified for theprincesin Laitvistara?

15. Who could have acted in atheater troupein the Buddhist erasociety?

1.5 MAIN ELEMENTS OF DRAMA IN ANCIENT TEXTS

A detailed discussion about the origin and devel opment of theatrical artin Indiahas
been presented earlier inthislesson. Whilethinking about the origin of Indianthestre,
itisessential tolook at the four Vedas, Brahmin texts, Aranyakaand Upanishadic
literature, sutraliterature, Jatakastories, ancient inscriptions, mythol ogical traditions
of theworld, theatres, etc.

Asmentioned earlier, the oldest authentic description of the history of theatrical
productionisfoundinthe Natyashastrawritten by Bharatmuni, whichisconsdered to
bethefirst and currently available book on theart of theatre. According to Bharat,
Brahmacreated Panchamveda' Natyaveda by adopting dramatic e ementsfrom four
Vedas. Brahmahanded over thisdramato Bharat and ordered the use of Natyaveda,
asaresult of which the dramawas promulgated using the mother nature of drama
Bharati, Aarabhati and Satvaiti etc. ingtincts. To utilizethefema e-dominated Kaishaiki
instinct, Brahmaagain created A psaras who were adept in drama. In this process,
withthehel p of Tandav from Shiva, Lasyadancesfrom Parvati and singing and playing
from Nardadi, theart of theater emerged and its applied instructionswerereceived.
The presented description of Bharatmuni’s Natyashastra containsknowledge of the
main elementsof dramawhich areasfollows-

(i) Dramatic Element in the form of Dialogue-Sukta in Rigveda

Dialogueor text playsanimportant rolein drama. Intheworld’'soldest text,
Rigveda, thereare about fifteen such hymnsinwhich theatrical stylediaogues
areavalable. Inthisview, Indra-Marut dialogue, Yama Yami did ogue, Pururava:
Urvashi dialogue, Agastya-L opamudradia ogue, Vishwamitra-Nadi dialogue,
Indra-Aditi-Vamdev diad ogue, Indra-Indrani-Vrishakapi did ogue, Vas stha-Sudas
didogue, Sarma-Pani did ogueetc. areimportant. Sincethese Samvad-Suktas
arenot related to Vedicritualss, it isassumed that they might have been acted out
for entertainment during Yg narituals. These dial ogue-suktamsare consdered
very important asthefirst remains (avashesh) of acting and rupakas.
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(ii)

(iii)

Dramatic Element in the form of Acting in Yajurveda

Inthethirtieth chapter of Ygjurveda, the charactersof thedrama, variousprops
and musicd instrumentshave been clearly mentioned. Apart fromthis, according
to Natyashastra, the acting element of dramahasbeen adopted from Yajurveda
itself. In Natyashastra, acting isconsidered to befourfold -

(& AngkaAbhinaya
(b) VechikaAbhinaya
(c) SatvikaAbhinaya
(d) AharayaAbhinaya

Apart from Ygurvedaand Natyashastra, the acting element of dramahasbeen
describedintextslikeVishnudharmottargpuran, Dhananjaykrit Dasharupaka etc.

Dramatic Elements in the form of Songs from Samveda

Inadditionto dia ogue (text) and acting, Brahma'sadoption of singing (gaana)
element from Samveda in Natyautpatti reveals the importance of songs,
instruments, dance etc. of drama. The use of choreography, song and musica
ingrumentsand their proper knowledgeisessentia indramaexperiment. Planning
of songsand instrumentsetc. isnecessary to diminatethedullnessarisinginthe
useof theatre, hence Bharatmuni described singing asthelifeelement of drama
and playing and dancing asitsfollower. Inthe Indian theater tradition, examples
of songsand instrumentsetc. arefound everywhere. Vedic literatureisreplete
withmany incidentsof singing and playing. In secular literature, the abundance
of useof lyrical versesby Nati, Nayikaetc. hasbeen showninthe preface of
Abhijnanashakunlam written by Kalidas, in the fourth volume of
Vikramorvashiyamandintheplaysof Madavikagnimitram. Someexamplesrdated
to rhythm-dependent singing are availablein metaphorslike Ratnavali and
Mrichchakatikam. In order to giveacompletely systematic formto thedrama
experiment, inaddition totheclassica andyssof thesong, the playing of songs
by musical instruments has al so been enumerated. Bharatmuni presented four
maintypesof musica instruments, referencestowhich arealsofoundin Vedic
literature-

Tat (Veenaetc.), Avanaddha(Mridang, Patah etc.), Sushir (Vanshi, Venu etc.)
and Ghan (Jhal etc.). Infact, the proper form of song and instrument has been
considered asanimportant element of drama.
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(vi) Rasa-Tattva taken from Atharvaveda

Thishasbeen animportant topic of Indianliterature. Bharat Muni isconsidered
to bethefirst established teacher of Rasa, but in Natyashastrathereisaclear
indication of awide Rasatradition even before Bharat. A ccording to thetheory
of theorigin of dramain Natyashastra, Brahmaadopted Rasa-tattvafrom the
Atharvaveda. Rasaelement hasbeen considered themain subject of discussion
in Natyashastra. Although Bharat a so presented adetailed analysisof subjects
likeacting, dance, music etc., but Rasaisthe maost important among them because
al other e ementsare considered to bethemain or secondary cooperative means
of expression of Rasa. According to Bharat, Rasaissoimportant for dramatic
creation that without it no poetic meaning can be achieved -

Na hi rasadvate kaschidarthah pravartatef (Natyasastra): Thus, intheIndian

Shadtratradition, themain e ementsof dramawere highlighted at certain places. Apart
from dialogue, acting, singing and rasa, Natya Mandap, character development,
chronology or story theme development, drama activities, emotion analysis,
choreography etc. arethemain e ementsof drama. Whoseexplanationisclearly vishle
intheclassicd textsand whoseapplied formisclearly visiblein Indian literature.

| vmxroursTons 15

1. Whatiscdled Panchamveda?

2.  Fortheexerciseof whichingtinct, theaccount of creation of Apsarasby Brahma
isfound?

How many typesof acting arethere? Tell their name?
Inwhich ancient Indian texts, acting has been prescribed?

Whichtypesof instruments have been described by Bharatmuni?

o v M~ W

Philosophical explanation of Rasa Tattvaisfound inwhich Purana?

7. Name some e ements of drama.

1.6 MAJOR SANSKRIT PLAYWRIGHTS

Theworks of playwrights whose works are considered to belong to theinitial or
developmenta periodin Sanskrit literature arevery few in number. Western historians
collectively consider Ashvaghosha's* Shariputraprakaran’ (second half of thefirst
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century) asthe oldest available dramatic work, which H. Ludersfound inscribed ona
palanquin during the Turfan expeditionin 1911 AD. Butinthedramatic literature
availableat present, theoldest playwright isconsdered to be Mahakavi Bhasa. Inthe
presented context, the major playwrightsof Sanskrit literaturearefollowing.

Bhasa

Although Bhasawas discussed by many ancient poetsand writers, dueto the absence
of any available work, Bhasawas unknown to Sanskrit literature. In 1909 AD, a
manuscript of 105 pagesin Malayalam script was obtained by Ganapathy Shastri
from Mandikkaramath near Padmanabhapuramin Keralagtate, inwhich ten complete
rupakas of Bhasaand one rupakawerefound in fragmentary form. The other two
playswerereceived during Ka antar Yatras.

According to Ganapati Shastri, the author of these playswasthe same great poet
Bhasawhom K alidas has mentioned in the preface of hisplay Malavikagnimitram.
Apart fromKalidas, Bana(Harshacharita, Preface), Dandi (Avanti-Sundarikatha, verse
11), Vakpatirg (Gaudvaho, Gatha-800), Rg ashekhar (versequoted in Suktimuktavali-
‘Bhasanatakachakrepi.), Ramchandra-Gunchandra (Natyadarpana, Gaikwad no. ,
Page 84) Bhaswas discussed by ancient writerslike Bhojdev (Shringaraprakash,
Dwadash Prakash), Abhinavagupta (L ochan Tika) etc. Thus, onthebasisof sufficient
evidence, Bhasacameto be seen asthefirst playwright of Sanskrit literature.

A total of thirteen available compositionsof Bhasafoundin Travancoreareplacedin
thefollowing four categories-

1.  Udayanasukatha based - PratigyaYaugandharayan, Swapnavasavadatta.
2. Ramayana based - Pratimanataka, Abhisheknaataka.

3. Mahabharat origin - Arubhang, Dutvakya, Pancharatra,
Dutghatotkach, Karnabhar, Madhyamvyayoga and Balcharita.

4. Folktale based ~ Avimarak and Charudatta.

Inthese, Udayankatha based plays cometogether and take the form of acombined
play. Thesearefromthe sixth century B.C. and are dependent on historical events.

Bhaas Period

Although Bhasahasnot given even thedightest indication about himsalf inhisworks,
yet onthebasisof many internal and external evidences, Bhasacan beconsideredto
be of thefourth century BC.
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Bhaas s Dramatic Art

Therupakas of Bhasa have been given the category of oldest available rupakas of
Sanskrit language. Inthese, theinitial formsof theatrical art devel opment arefound.
That iswhy, therulesof Bharat’sNatyashastrahave naturally been violated in them.
Nevertheless, these are very interesting and theatrically successful rupakas. Bhas's
playsareeventful. The story of each play isshown through some meaningful incidents
insuch away that along with the action, theinterest isalso confirmed in appropriate
measure. Bhasagot fame especially because of Swapnavasavadatta. Rgjashekhar has
said in his Subhashit -Swapnavasavadattasya dahakohbhunna pavakah. \When
Bhasa s metaphorswere put to the litmustest, only Swapnavasavadatta passed the
test. Other metaphorsarealso interesting but thisoneisthe best.

Thelanguage of Bhasaisvery smpleand comprehensibleyet impressive. Thereisno
complexity intheverses, abundance of compoundsand abundance of figuresof gpeech.
He has adopted the Vaidarbhi riti. Prasad, madhuryaand auja—these three gunas
(qualities) areincludedin hisstyle. Bhasahas often perfected sringaraand veerarasa
inhisplays. Examplesof karauanaand hasyarasaarea sofound a many places. The
great poet has mostly chosen simplefigures of speech. Most examples of anupras,
upama, rupaka, utpreksha, svabhokti and arthantarnyasaad amkarasarefound. About
24 verses(chhandas) have been used in Bhas'splays. Anushtup ishisfavorite chhanda.
Apartfromthis, theuseof verses(chhandas) like Vanshastha, Vasanthilaka, Shikharini,
Upgjati, etc. isalsovisible.

Thetypesof metaphorsused by Bhasathrow proper light ontheorigin of metaphorical
differences. Swapnavasavadat, Pratigyayogandharayan, Pratima, Abhishek —these
aredramas and Avimarak and Charudattaare prakarana. Children’sdramabased on
Krishna Kathais also a successful drama while Panchacharatrais an rupaka of
Samavakaracategory. Arubhanga, Dootvakya, Dootghatotkachh’ Karnabharaand
Madhyamvyayogaare one-act plays. Because of those numbersand thevery smple,
comprehensibleand lucid language style, Bhas sworksarevery popular and relevant
eveninthepresent times.

Shudraka

Shudrakahasanimportant placein Sanskrit literature but till now nothing hasbeen
known authenticaly about hispersondity. Therearemany legendsabout him prevaent
in Sanskrit literature. In the preface of Mrichchakatikam, Shudrakaisintroducedin
three verses that he was adorned with physical beauty (Paripurnendumukh:
Suvigrahashch), prominent among Brahmins, endowed with immense power anda
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poet. Shudraka, adept in Rigveda, Samaveda, mathematics, music-dance artsand
Ggashedira, after getting divinevisonfreefrom darknessof ignorancefromtheofferings
of Shiva, after giving thekingdom to hisson and performing AshvamedhaYagya, after
gettingalong lifeof onehundred yearsand ten days, entered thefire. Theseversesare
probably interpolated fragments, but from the study of Mrichchakatika, itisknown
that its author was a connoisseur of many languages, a scholar of drama, poetry,
theol ogy, astrology, Rgjshastraetc., probably a prominent person who respected
Dakshinatyaand Brahmins. That iswhy, many scholars have proved Shudrakato be
the best among the Andhrabhrityakingsof the Satavahanadynasty.

Shudraka s Period

Likethehistoricity of Shudraka, hisperiod hasalso been acontroversial subject.
From 200 BCto 6! century AD is considered to bethe period of Mrichchakatika
and Shudraka

Shudraka s Dramatic Art

Theonly availablework of Shudraka, Mrichchakatika, isawonderful rupakaof Sanskrit
literature, whichisplacedinthecategory of ‘ Prakaran’ onthebasisof theplot imagined
by the poet. In this prakaranaof ten acts, instead of describing thelove affair of a
traditional king and queen, the details of the love between apoor Brahmin named
Charudatta and a courtesan named Vasanthasena have been presented. Itsplot is
made up of two love storiesand royal rebellion, which makesit unique from other
plays. Inthis, the predominance of sambhogasringara and the prompt emergence of
hasya, karuana,bhayaand Adbhutaetc Rsashave madeit included in the category of
excellent rupakafrom the point of view of Rasa. Thisdramatic work isaunique
exampleof generaization and expression of society. By showing the compl eteness of
the physical love between the hero and the heroinein themiddle of the story, Shudrak
has shown the completeend of marital and official loveinthelast act, giving proof of
obj ect-setting-skill, which makestherupakaareflection of the devel oped ideol ogy of
Indian culture. Dueto the determination of realistic and universal charactersby the
great poet Shudraka, Mrichchakatika, despite being ancient, can be seenasamirror
of thepresent society. Apart fromthis, the great poet has presented anatural depiction
of the contemporary society on thebasisof varnaand caste, marriage, place of women
inthe society, urban system, economy, art-skill, religious status, political system etc.

While mainly using the Vaidarbhi style, the poet has also adopted the Gondi style at
some places. Thereisacoordination of all three qualities— Prasad, Madhuraand
Auja. Shudraka' slanguage styleissmple, lucid and clear yet effective. Thereisalack
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of big versesand compound wordsin dramaand the dialogues are short and natural .
Dueto al these characteristics, Mrichchakatikam of Shudrakahasgained aproud
placenot only inthe eyesof Indian scholarsbut also inthe eyes of Western critics.

Kalidasa

Kdidasaisthebest playwright and great poet of Sanskrit literature. Hisfame spread
not only inIndiabut throughout theworld. Kalidas has been decorated with thetitle—
‘Thebrightest star inthefirmament of Sanskrit Literature by Mr. Lassen. Unfortunately,
thereisalack of concrete evidenceregarding the personality of Kalidas. Thereis
consderabledifferenceof opinion regarding hisplaceof birth and dateof birth. Scholars
consider themto berelated toAvanti, MaavaPradesh, Bengal, Kashmir, Vidarbhaor
Ujjain. Similarly, their period of existencewasin thefirst century BC. It hasbeen
determined to be between 1st century BC to 11th century AD.

Biography

Many legendsare prevaent regarding Kalidas. Traditionally, he hasbeen considered
to be the second among the Navratnas of the court of King Vikramaditya, but the
poetsand scholarswho were counted a ong with him like Dhanvantari, Amar Singh,
Varahamihir, Vararuchi etc., belong to different periods. Apart fromthis, Kalidasais
mentioned prominently among al the Sanskrit poetsintheRgya Sabhaof Dharanaresh
Bhoj inthe poeticfiction book named Nitant (Lt. VVallalsen, 16th century). According
to awell-known legend, Kaidaswasan moodamati in hischildhood. Thewise men
conspired and got her married to Vidyottama, ascholar and full of knowledge. When
the secret wasrevealed after the marriage, Kalidas, insulted by hiswife, worshiped
GoddessKali and reached hiswife after being enlightened. Question asked by the
wife- Asti Kashchid Vaagvishesh (i.e. thereis some uniquenessinthe speech).

Thus, starting from the main threewords of the question, Kalidas composed poems
named K umarasambhava (A styuntarsyaan Devatma), Meghdoot (K ashchitkanta:
Virahaguruna) and Raghuvansh (Vagarthaviv Sampraktau) respectively. Insuchlegends,
evenif thereisno historical evidence, the potentia for entertainment and thelifestory
of Kalidasaisreflected.

Works of Kalidasa

Just asitisadifficult task to decidethe place of birth, date and life history of Kalidas,
similarly it seemsdifficult to decide hisworksaso. The main reason for thisisthat
many subsequent poetswrote books under the pseudonym Kalidas, which cameto
be known as the works of Kalidas. Three Kalidasas have been mentioned by
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Rajashekhar. At present, about 40 books are famousin the name of Kalidas, but
among these, only seven original and ancient compositions of Kalidasare proven.
Two of theseepicsare Kumarasambhavaand Raghuvansha. Therearetwo Geetikavya
(Khandakavya) — Ritusamharaand Meghdoota. Apart from these, there arethree
plays—Maavikagnimitram, Vikramorvasyam and A bhijnanashakuntaam.

Kalidasismorefamousasaplaywright. Hiscreation Abhijnanashakuntalmiscounted
among theworld plays. Thefirst two compositionsaredivided intofiveactsand the
last into seven acts.

Dramatic Art of Kalidas

Themain elementsof dramaare considered asVastua, Netaand Rasa. Theamazing
talent of Kaidashasbeenreflectedinal of them. All threeplaysof Kdidasareimportant
in Sanskrit and world literature.

However, Abhigyanshakuntalm standsthetest of both Indian and \Western theater
theories. That's why, a praise is popular among Indian critics - Kalidasasya
Sarvasvamabhijnanashakuntalam.

Every thing has been described by Kalidasain such asubtleand lively stylethat the
scenesof thedramaappear beforethereader. Kaidasa sdialoguesare a so phonetic,
that is, they indicatethefutureeventsof the statement. The playwright’ slanguagestyle
issmple, flowing, refined and refined. Itisme odious, long-winded, embellished, judtified
and presented as per the character. Thegreat poet hasintegrated the Prasada, Madhurya
and AujaGunaby using the Vaidarbhi Riti.

All three plays of Kalidas are based on Sringara Rasain which both the forms of
Sanyog and Vipralabham arefound. Kalidas has given a poignant presentation of
different emotionsin hisplays, but thefourth act of Abhigyanshakuntalm hasbeen
considered very heart-warming and heart-touching in which apoignant depiction of
thetime of Shakuntala sdeparturefrom her husband’s house has been presented. In
thisfourth act too, four verseswere considered the best by the scholars, which were
sadby KanvaRishi ontheoccason of farewell to Pditadaughter Shakuntala. Therefore
it hasbeen said -

Kavyeshu Natakam Ramyam Tatra Ramya Shakuntala.
Tatrapi cha chaturthonkastra slokachatushtayam.

Thegreat poet Kalidas hasexpressed hisfascination with naturein al hisplays. Among
these, Shakuntalm hasdevel oped only inthe environment of purenature. For example,
for the heroine Shakuntala, the animalsin her ashram werelike her own children-
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Asti me sodarasnehoapyeteshu .

Hereabeautiful harmony of inner nature and outer nature has been established by the
playwright. Another specidty of Kalidas splaysistheuseof figuresof speech asper
the occasion. Kalidasisfamousfor hisUpama— Upama Kalidasya . Apart from
this, hehasa so displayed hispoetic skillsintheuseof figuresof speech, Arthantarnyasa,
Drishtanta, Svabhavokti, Utprksha, Rupaka, Anuprasa, Yamakaetc.

Evenfromthe point of view of staging, Kalidas splaysareexcdllent. Kdidasisunique
ingivingaredigicand portrayd of Indian culture. Inconcluson, itisnot anexaggeration
to call Kavikulguru K alidasathe master of Indian and Western dramatic literature.

Visakhadutta

Visakhadutt’ sfameremainsdiveastheauthor of ‘ Mudrarakshasal, theonly available
political play inthe Sanskrit theater world. It isknown from the preface of the book
that Visakhadutt was associated with theroyal family. Inthe preface, he hasbeen
described asthegrandson of feudd lord Bateshwardutt and son of MahargjaPrithudutt.
Insomeversonshisfather’ snameisa so given asBhaskardutt. Many scholarsconsider
himto beares dent of Magadhadueto hisaccurate depiction of the nature of Shonanad,
Pataliputraand itssurrounding areasin hisbook. Sincethe playwright worshipsgods
like Shiva, Vishnu and Suryain Mudrarakshas, he can be considered areligiously
tolerant Vedic or Brahminreligion follower. Whileintroducing rdigiousequality, hehas
also shown respect towards Buddhism and Jainismin hisbook.

Works of Visakhadutt

Apart from Mudrarakshasa, Vishakhadutta has al so been described asthe author of
books named Devichandraguptaand A bhisarikavanchitak. Abhisarikavanchitak is
inaccessible and Devichandragupta is only partialy obtained. Although Devi
Chandragupta has been mentioned frequently in Natyadarpan and has al so been
discussed in Shringaar Prakash, but dueto thefact that the authorship of thesetexts
has not been proved, only ‘Mudrarakshas' is considered to be the complete and
authentic dramagiven by VisakhaDutta

Visakhadutta s Period

Thereisvery little external evidencefor Vishakhadutta'sdecision ontime. Onthe
basisof these, it can be said that Mudrarakshasawasfirst discussed by Dhanikain
Dasharupavloka. The period of Dhanikais considered to be 1000AD. Bhoj, whose
periodisof the 11" century AD, has quoted two sectsin Saraswatikantha-Smarana
without mentioning the name of Mudrarakshasa. From the point of view of internal
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evidence, therearefour important issuesto consider -

(i)  Textlike'Chandragupta etc. in Bharatvakya

(i)  Discussionof attack of Mlechchasin Bharatvakya
(i)  Lunar eclipsediscussedintheintroduction, and
(iv) ViewstowardsJan-Buddhist religions

Based ontheopinionsof variousscholars, playwright Vishakhadutt hasbeen considered
to be of medieval period around 300AD.

Dramatic Art of Visakhadutt

Mudrarakshasaisaunique play of itskind inwhich thewriter has abandoned the
traditional theater conventions and hasintroduced anew path. In this, the drama-
friendly love story has been abandoned and the theme has been based on diplomacy,
whichistheresult of Vishakhadutt’spolitical interest. Inthis, instead of making the
king the hero, innocent Vipra Chanakya has been used asthe hero and Chanakya's
intelligence hasbeen used asthe symbolic heroine. Asaresult of exclusion of heroine,
clown etc. characters, thereislittle use of Sringaraor Hasya. Apart fromthis, the
victory of hero Chanakyaisdescribed only on the strength of intelligence without
bloodshed, which showsaninnovative use of heroic spirit. Vishakhadutt hasmadehis
play incident-oriented rather than character-oriented. All the charactersare seen
contributing in taking the eventsforward with their respective specialties. Although
thereare 29 charactersin Mudrarakshas, al the characters, despitetheir importance,
seemto be under theinfluence of Chanakyaor thedemon, which helpsinincreasing
themystery andthrill inthestory.

The poetic style of great poet Visakhadutt is blessed with Prasad and Madhurya
Guna, figuresof speech have been used only to makethe subject matter comprehensible.
Through the use of Shalesh, Rupaka, Samasokti, Arthantarnyasaetc, he have been
successful ingiving asimplebut e egant formto thelanguage.

Apart from this, all types of verses, big and small, add beauty to it. Overall, the
spontaneity, elegance, effectivenessof expression and uniqueinnovationinthewriting
sylearevisibleinthe styleof thegreat poet Visakhaduit.

Although Mudrarakshas doesnot completely follow therulesof Natyashastra, yet on
thebasisof review of itslanguage and sentiment, styleand poetics, subject matter and
characterization, it can be said that Visakhadutt’s play Mudrarakshasisauniquedrama
gem of the development period.
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Bhavabhuti : Introduction

Intermsof superiority, Bhavabhuti hasthe best place among Sanskrit playwrights
after Kalidas. Three playswerewritten by both thegreat poetswhich areavailablein
the present time. Whereas K alidas has sel f-confessed in the prefaces of hisplays,
Bhavabhuti hasgiven hissdlf-introductionintheprefacesof al histhreeplays. Inhis
Rupakas, itisknown fromthe preface of Mdtimadhavathat hewasborninaVidarpa:
Gotriyaand Udumbervanshi Brahminfamily. Their clan wasengaged infollowing and
studying the Taittiriyabranch of KrishnaYgurveda. Apart fromthis, their ancestors
werefamous everywherefor reciting Vedas, following scriptures, performing yagya
penance etc. Grandfather’ s name hasbeen mentioned by the great poet asBhattgopd,
father’s name as Neelkanth and mother’s name as Jatukarni. It isknown from his
worksthat hisown namewas Shrikanth, however, asapoet, hereceived thetitle of
‘Bhavabhuti’.

Bhavabhuti wasexce lentin classca knowledge. Hewasnot only apoet but alsowell
versedinVedas, philosophiesand rituds. Indicationsof Rgshastra, Ayurveda, grammar,
poetry, theology, logic etc. areclearly seenin hismetaphors. In hisworks, the great
poet hascalled himsdf * Padavaakyapramanagyad i.e. ascholar of grammar, epistemol ogy
and jurisprudence. Apart fromthis, Bhavabhuti hasbeen rememberedin prashastisby
scholarsand criticsfor ages.

Period of Bhavabhuti

Although Bhavabhuti did not giveany indication regarding the period of hisexistence,
but like Banabhétta, thereisno specid difficulty in determining the period of Bhavabhuti
becausetheearlier limit and upper limit of histime can be determined on the basis of
proven evidence.

() Banabhatta(666-648AD) hasmentioned al hispreviouspoetsinthebeginning
inhisHarshacharita, but the reference to Bhavabhuti isnot available. Hence,
Bhavabhuti must have happened only after 650AD.

(1)  Vamana(800AD) hasquoted two versesfrom thetexts of Bhavabhuti at two
placesin KavyaankaraSutravritti. Hence, Bhavabhuti can be consdered ashis
predecessor.

(i)  InRatarangini, Kalhan hasdescribed KanyakubjaKing Yashovarmaasthe
patron of Vakpatirg (730-750AD), the author of Bhavabhuti and Gaudvaho,
and the defesat of Yashovarmaby Kashmir King Lalitadityain 736 AD hasaso
been mentioned by Kal han.
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(iv) Apartfromthis, Vakpatiraj has praised Bhavabhuti in averse of hisPrakrit
poetry. Thisshowsthat by thetime of the composition of Gaudvaho (740AD),
Bhavabhuti had gained enoughfame.

Onthisbasis, it can be said that the period of Bhavabhuti can be considered to be
between 680AD to 750AD.

Bhavabhuti s Dramatic Works

Threeplaysof great poet Bhavabhuti areavailable. Maati-Madhava, Mahavircharita
and Uttaracharita. Mdati Madhavaisconsdered by somescholarsashisfirst dramatic
work. Apart fromthis, thestory of Mahavircharit and Uttaramcharit areinterconnected.
Mahaviracharitaistheformer part and Uttararamacharitaisthelatter part. Fromthe
point of view of Rasaalso, it seemslogical to consider Maltimadhavaasthefirst
creation because this Shringarais Rasa-oriented. Mahavir’s character isbased on
Veer Rasa-pradhan and Uttar Ram'’ scharacter isKarun Rasa-pradhan. Bhavabhuti
hasimmortalized threeexcellent examplesof alegory inworld literatureby composing
Malati Madhava Roop episode and other two plays.

Theatrical art of Bhavabhuti

Thedramatic skills of the great poet Bhavabhuti are uniquein the entire Sanskrit
literature. Even after the great poet took the shelter of the story from epic poetry like
Ramayana, the story of his plays has been given avery dramatic form dueto the
meaningful combination of eventsand natura description. Not only this, thegreat poet
also had compl ete command over Sanskrit language. In hisworks, verseshave been
used as per the mood of each scene. In the plays, the expressions of Shringaar or
Karun Rasa have been expressed through compound-free, simple and melodious
phrasesand the expressionsof heroic and terriblefedingshave been expressed through
compound, vigorousand complex phrases. Similarly, Mahakavi hasused both Gaudiya
and Va darbhi methodsin hisdramatic worksas per hissentiments. By using Gaudiya
Riti inMdati Madhav and Mahavircharita, Bhavabhuti has gained the respect of the
best playwright of GaudiyaRiti. Whereasin the dramaUttara Ramcharit, the great
poet has proved hisunmatched talent by taking the help of Vaidharbi method and
conveying Karun Rasain an excellent form. Animportant feature of Bhavabhuti’s
language styleisits phoneticity. M aking them understand the meaning through sound
descriptionislikerepresenting theinanimateinaliving form.

The poet hastaken all histhree dramatic worksto their climax through threemain
rasas. Thereisan excellent depiction of Shringaar Rasain Malti Madhav, Veer Rasain
Mahavircharitaand Karun Rasain UttaraRamcharita. Although the great poet has
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beautifully expressed somerasas, but Bhavabhuti isuniqueinthefield of compassonate
rasas - ‘ Karunyam bhavabhutirev tanute’ . Apart from this, beautiful depiction of
both external nature and human natureisfound in theworksof Bhavabhuti. Inthe
plays, figures of speech, rhymes etc. have also been used easily, naturally and
emotionaly. Inthisway, al theimportant elements of dramahave been successfully
combinedintheplaysof great poet Bhavabhuti, which makeshim counted among the
best playwrightsof Sanskrit literature.

Apart from the playwrights mentioned above, A shvaghosha (Shariputraprakaran),
Harsha(Priyadarshika, Ratnavali, Nagananda), Bhattanarayan (Venisamhar), Murari
(Anargharaghava), Rajashekhar (total six creationslike Balaramayana, Balbharata,
Karpoormanjari etc.), Dinnag (Kundamala), Jaydev (Prasannaraghava) ) etc. are
counted as magjor accomplished playwrights of Sanskrit literature. Infact, dramatic
works have been composed in Sanskrit languagein every century, modern Sanskrit
literatureisaso not lagging behindinthis. Inthemodern era, gpart from ancient subjects,
dramas are a so being composed on modern subjects astheir basis. Ambikadutta,
Was's‘Samvat’, MathuraPrasad Dixit's‘ Bharti Vijay’, * Gandhi-Vijay’ etc. tenplays,
Haridas Sddhantvagish's’ Mivar Pratap’, * SanyogitaSwayamvar’, and * Chhatrapati
Samrgya etc. arefamousmodern plays.

Therearementionsof countlessplaywrightsand dramatic worksin Sanskrit literature,
out of which the representation of some prominent playwrights has been presented
here.

* INTEXT QUESTIONS 1.4

1. In1909AD, 13 playsof which famous Sanskrit playwright were brought to
light by Ganpati Shastri?

2. Namel3playsof Bhasa.

3. Whichisconsidered to bethe best creation of Bhasa?

4.  What wasthe status period of Bhasadetermined?

5. What hasbeen informed about Shudrakain Skandapurana?

6.  Whichisconsidered to bethe successor poem of Mrichchakatikawritten by

Shudraka?
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10.

1.
12.
13.
14.
15.

16.

@*\ WHAT HAVE YOU LEARNT

NATYAKALA (285)

What isthevariety of Mrichchakatika Rupaka? How many actsaretherein I ntroduction of
total ? Natyakala

Mention the authentic worksof Kalidas.
What isthe basi s of the story of Abhijnanashakuntalam?
Whichisthebest number of Abhijnanashakuntalam?Explainitscharacteristics.

What arethe characteristics of Kalidasa slanguage style?

Whichistheavailable dramawork of Visakhadutt?\Who isthe hero of this? Notes
Which dramatic charactersare missingin Mudrarakshasa?

Whoseincarnation has Rgjashekhar prai sed Bhavabhuti by calling him?

What arethe mgjor dramatic works of Bhavabhuti?

What arethemain features of Bhavabhuti’ sdramatic art? Pleaseclarify.

There aretwo genres of poetry under Sanskrit literature—visual poetry and
audible poetry. Rupaka(drama) isthe best form of visua poetry.

A total of ten types of Rupakas are considered - Drama, prakarana, bhaan,
vyayoga, ehamrig, vithi, prahassan, anka, dim and samavakar. The number of
Uparupakas hasbeen fixed at eighteen.

Thefirgt availablebook related to dramais’ Natyasastra . Itscreator isconsidered
to be Bharatmuni. Natyashastrawas established in between 100 BC to 300
AD.

According to AcharyaBharat, Brahmahas composed dramain the form of
‘Panchamveda’ by taking did ogue (text) from Rigveda, acting from Ygurveda,
musi ¢ from Samavedaand juicefromAtharvaveda.

Scholarsthought about the origin of Indian theater art through somefamous
theorieslike origin of dramafrom Greek metaphors, puppetry-dancetheory,
hero worship theory, shadow dramatization, festival theory etc.

During the Vedic period, Buddhist period, Panini-Patanjali eraetc., theart of
theater kept getting refined and moving towards devel opment.
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1.1
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2.
3.
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5.
6.
7.
8.
0.
10.
11.
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1.2
1.

Themain elementsof theater art are dialogue (text), acting, singing, playing,
dance, rasa, character-creation, theatre, plot (chronology)-composition,
emotion-interpretation, drama-vrittisetc.

In secular literature, Mahakavi Bhasa, Kalidas, Shudraka, Vishakhadutta,
Bhavabhuti, Harsh, Bhattanarayan, Rajashekhar etc. arethe major Sanskrit

playwrights.

l°\,°J ANSWERS TO INTEXT QUESTIONS

Therearetwo typesof poetry —visual and audible.
Dramaisthefirst variation of themetaphor of visua poetry.
Another namefor dramaisform or metaphor.

Dramaturgy.

The period of creation of Natyashastra is 100 BC. to 300 AD. It is
considered to be between.

Text has been adopted from Rigveda, acting from Yagjurveda, songsfrom
Samavedaand rasaelementsfrom Atharvaveda.

M etaphors named Amritmanthan and Tri puradah were created by Brahma.

The Purukha-Urvashi dial ogue of Rigveda (10/95) isconsidered to bethe
basisof Kalidasa splay ‘ Vikramorvashiya'.

According to Weber and Vindish, Indian dramaoriginated from Greek
metaphors.

Accordingto Rizve, just as Greek tragic allegoriesemerged to pay respect
to dead ancestors, similarly Indian dramas may have emergedin Indiato
pay respect to brave ancestors.

By German scholarsL udersand Kono.

The European Maypole Dance Festiva hasbeen compared to theIndian
Indradhwaj Festival.

The purpose of Sanskrit plays was to entertain the priests, hosts and
spectatorson the occasion of sacrificid rituas.
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Theword Shailush hasbeeninterpreted as‘ dancer’, * Singer’ or ‘ acrobat’ .
Dramanamed K ansavadh and Valibandh

Sitabenga Cave of MadhyaPradesh

Tentypesof metaphors have been considered in Natyashastra.

Drama

N o g~ w N

Drama, prakarana, bhaan, vyayoga, ehamrig, vithi, prahassan, anka, dim
and samavakar.

©

Uprupakas are considered to be el ghteen.

9. Theoldestremainsof theatrical art areintheform of sculpturesand coins
found in the Indus Valley Civilization. These have been found in the
excavations of Harappaand Mohenjodaro.

10. The modified form of ‘Saman’ festival used in Rigveda is found in
Mahabharatain theform of Samgjja‘ Samg’.

11. Intheinscriptionsof Girnar and Uraga Jataka
12. Natsutraswritten by Shildinand Krishashvaare mentionedinAshtadhyayi.
13. Afarcecdled Mugdhabhinay.

14. Itisspecifiedin Lditvistarathat the princes should receiveeducationinall
aspectsof theatrica art.

15. IntheBuddhist erasociety, clownsand women aso acted inthester troupes.
1.3
Natyaveda
Kashiki Vriti
Therearefour typesof acting - Angik, Vachik, Satvik and Aharya.

A W DpoE

Acting has been prescribed in the thirtieth chapter of Yajurveda,
Vishnudharmottarapuran, Natyashastra, Dasharupakaetc. in ancient texts.

5. Four typesof musical instruments have been described by Bharatmuni -
Tat (Veenaetc.), Avanaddha (Mridang, Pahat etc.), Sushir (Vanshi, Venu
etc.) and Ghan (Jhal etc.).

6. Agnipuran

7. Themaneementsof dramaaredidogue, acting, Snging, interest, emotion,
theatre, plot, characters, dramaetc.
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I ntroduction of 14
Natyakela 1. Bhaes

2. PratigyaYogandharayan, Swapnavasavdant, Pratimanatak, Abhisheknatak,
Urubhang, Dutvakya, Pancharatra, Karnabhar, Madhyamvyayoga,
Bd charita, Avimarakaand Charudattaarethethirteen playsof Bhasa.

w

Swapnavasavadatta

>

4 century BC

Notes 5. According to Skandapuran, Shudrakais depicted asan Andhravanshi king
who becamefamousby the name of Satavahanadynasty.

6. Bhasa'sRupakanamed Charudatta
7. Prakarana. Therearetotal ten actsin Mrichchakatika.

8. Seven works of Kalidas - Kumarasambhava, Raghuvansh (2 epics),
Ritusamhar, Meghdoot (2 lyric poems), Ma avikagnimitra, Vikramorvashi
and Abhigyanshankuntal (3 dramas).

9. Thebasisof thestory of Abhigyan Shakunta isthe Shakuntal story of Adi
Parvaof Mahabharata.

10. Thebest part of Shakuntal isthefourth act. Inthis, aheart-warming and
heart-touching depiction of thetime of Shakuntala shusband’sdeparture
has been presented.

11. Kadidasiscondderedtobethebest playwright of Vaidarbhi Riti, Shringaar
Rasaand UpmaAlamkara—‘UpmaKalidasya'.

12. Mudrarakshasaisadramatization of Vishakhadutt. Itshero is Chanakya.
13. Thereisalack of clown and female charactersin Mudrarakshasa

14. Rajashekhar has praised Bhavabhuti by calling him the incarnation of
Maharishi Vamiki.

15. Themandramaticworksof Bhavabhuti are- Mdati Madhav, Mahavircharit
and Uttarramcharit.

16. In Bhavabhuti’s best work Uttarramcharit, he has rendered wonderful
theetricd art by taking thehelp of Vaidharbi Riti and conveying Karun Rasa
inanexcdlentform. ‘ Phonol ogicanessi.e. conveying meaning through sound
isaso animportant feature of Bhavabhuti’ slanguage style.
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NATYASHASTRA

Onthebassof Vedicliterature, Itihasa-Puranas, thestricd textsand historica evidence,
itisclearly said that theart of theater in Indiahad attained its devel oped form many
yearsbefore Christ. Thisthestrica art waswritten downintheform of ascriptureand
givenascientificform by BharataMuni. Thereisno such knowledge, scienceor art
which hasnot beenincluded by BharataMuni inthisscripture. Thisencyclopediaof dl
artsisreferredtoas’ Natyashastra . Natyashastraisthe oldest avail abletext of Sanskrit
poetry, which hasbeen called the* Fifth Veda' by pioneer Bharat. In thislesson, by
getting information about the major text of drama, the clarification of dramaandits
important el ementsand other literary componentswill be discussed.

[] LEARNING OUTCOMES

After studying thislesson, you-
° know the period of Natyashastra;
° understand theintroduction of theatre; and

° know themagjor topicsdiscussed in Natyashastra.

2.1 PERIOD OF NATYASHASTRA

Regarding the dating of Natyashastra, different opinionswere presented by many
scholarsinwhich diversity isseen. Firgt of al, it seemsrarethat thisbook was praised
by any one person. IntheIndian knowledgetradition, Natyashastrais considered to
bethe creation of BharataMuni, but themention of many Bharatasat different timesin
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Brief Introduction of Natyashastra

theentireliterature createsaproblemin determining theperiod of Natyashastraand its
author, the authentic solution of whichisnot found evenin the present time. Inthis
chapter, an attempt is being made to determine the period of composition of
Natyashastraon the basi s of the opinionsof Indian and Western scholarsand internal
and externa evidences.

The Period of Creation of Natyashastra on the Basis of Indian and Western Scholars

Many opinions have been propounded by scholars regarding the creation of
Natyashastra. Thefirst editorsof chapters oneto fourteen of Natyashastrawerethe
French scholar P. Regno and hisdisciple J. Grasse has accepted Natyashastrato be
of the second century BC. PV. Kaneisof the opinion that Harprasad Shastri hasalso
considered it to beacomposition of the second century BC.

Pro. SylvaL evi used the addressee used in Junagadh i nscription and Natyashastra-
Onthebasisof smilarity of wordslike Swamin, Sugrihitnaman and Bhadramukh etc.,
thetime of Natyashastra has been accepted asthereign of Kshatrapsin the second
century. But according to Kane, thisopinionisnot valid because the period of the
book cannot be determined by using the sameword.

Apart fromthis, according to Dr. Dinesh Chandra Sarkar, the mention of thewords
‘Nepal’ and‘Maharashtra’ used in Natyashastraclearly indicatesthat the date of its
creationisafter the second century because thewords Nepal and Maharashtrawere
first used in thefourth century BC. They are mentioned in SamudraGupta s Prayag
Prashasti and Mahavamsaand Aiholeinscriptionsin thefirst half of 12th century.
According to Mr. Kane, 200 B.C. Theword Maharashtri (Maharathi) isalsousedin
the *Nanaghat’ inscription. Apart from this, the use of Maharashtri Prakrit in the
Setubandh poetry written by Pravarsen makesit possibleto estimate the existence of
Marathi district centuriesbeforetheinscriptions. According to the aboveviews, Kane
acceptsthe period of creation of Natyashastra before the second century. Colonel
Jacob and A. B. By Keith, Natyashastra has been dated to the third century. Dr.
Manmohan Ghosh has accepted the date of Natyashastrabetween 100 BC and 200
AD onthebasisof linguistic facts, rhymes, figure of speech, mythological stories,
geographicd factsetc. Inthisway, variousndian and western scholarshave propounded
discussionsregarding the period of creation of Natyashastra.

Evidence from the Text of Natyashastra

Many subjects have been presented in Natyashastra, in the context of which theauthor
has mentioned many previous mastersand their texts. Onthe basis of theseinterna
evidences, the period of creation of Natyashastraisbeing determined -
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i)

iv)

V)

Purvacharya and Ancient Texts Mentioned in Natyashastra

Thereismention of thefamousarchitect Vishwakarmainthefid d of Natyashedtra,
AcharyaBrihaspati inrelationto Economics, Naradain relation to Dhruvaand
Gandharva, and Bharat’s Guru Tandu in relation to Anghar. Here Tandu is
presented inthetheater asthe user of Tandavadance, asalaxativeand thefirst
exponent of danceacts. Apart fromthis, thereisdsoadescription of * Kamatantra
inthebook whichisdifferent from ‘ Kamasutra of AcharyaVatsyayana. Itis
clear fromthenamesof theseancient Acharyasand textsthat Natyashastrawas
composed |ater than them.

Mahagramani

Thereismention of theword‘ Mahagramani’ inNatyashastrawhichisconsdered
to betheform of villagedeity. The meaning of thisword hasbeen considered by
AcharyaAbhinavaguptaas‘ Ganapati’ but Manmohan Ghosh doesnot support
the opinion of AcharyaA bhinavagupta. The absence of mention of Ganapati as
adeity provesthat Natyashastramust have been composed at atimewhenthe
concept of Ganeshaasadeity would not have beenfulfilled because Ganesha
becamefamousasadeity inthemythological period.

Ancient Castes and Janapadas

Under Natyashadira, various castesand classesare depicted which have different
rulesregarding body colour. Here, the provision of Asit Varnafor Dakshinatya
classeslikeKirat, Varvar, Andhra, Dramil (Dravid), Kashi etc. reflectsthe
possibility that at thetime of composition of Natyashastra, some part of Andhra
and Dravidian digtrictsmight not have beenfully civilized. Thistimecanonly be
beforeBC.

Language Style (Sanskrit and Prakrit)

Theform of Sanskrit and Prakrit language found in Natyashastraseemsto be
more advanced and developed as compared to the language used in
Ashvaghosha's poems. On the basis of this fact, Natyashastra should be
considered atext beforethefourth century and after thefirst century, but onthe
bas sof the nature of the Sanskrit language used in various contexts of thistext,
Mr. Reynolds acceptsit asbeing of theearly period of thefirst century AD.

Outline of Ancient Poetics in Natyashastra

Its period can also be estimated by analyzing the poetic elements like
Alamkara,Chhanda, Gunaand Doshasetc. in Natyashastra-

NATYAKALA (285)

MODULE - 1

Introduction of

Notes

Natyakala




MODULE - 1

I ntroduction of
Natyakala

Notes

Brief Introduction of Natyashastra

Alamkara - In Natyashastra, AcharyaBharatahas discussed these four figures of
speech - Upma, Rupak, Deepak and Yamak. By thetime of AcharyaBhamah and
Dandi, their number reached forty. In thisway, the mention of only four Alamkaras
indicatestheantiquity of theatre.

Chhanda (Figure of Speech)- In dramaturgy, there is a detailed discussion of
Chhandasas compared to Alamakaras. The Chhandas described inthefamoustexts
of Chhandashastraappear to be more ancient than the Chhandas of Natyashastar.
The paucity of figuresof speechin Natyashastraon the one hand and abundance of
Chhandas on the other hand provethat Natyashastraisthe creation of aperiod when
only four figuresof speechwereprevalent.

External Evidence- Onthe basisof internal evidence of Natyashastra, the upper
limit of the period of compaosition of the book can be estimated and on thebasisof the
worksand other textsof famous playwrightslike Bhasa, Ashvaghosha, Kalidasetc.,
thelower limit of the period of composition of Natyashastracan be estimated. Which
arecounted in external evidence-

i) Natyashastra: Plays of Ashvaghosha and Bhasa

Ashvaghosha was a Buddhist poet who composed the famous drama
Shariputraprakaran. Theclear influence of the metaphorical distinction called
Prakaranadepictedindramaturgy isreflected inthistext. Thetimeof Ashvaghosha
isconsidered to bethefirst century of Christ, henceit would be appropriateto
consder Natyashastraasearlier thanthis.

Playwright Bhasahas disregarded therules propounded in Natyashastrain his
thirteen plays. But thisinfluenceisvisibleeverywherein hisworks. Therefore,
based on the possibility of influence of Natyashastraon Bhasa, the time of
Natyashastramay definitely be before the second century.

ii)  Natyashastra and Kalidas

InVikramorvashiya, the great poet Kalidas has called Bharat the founder of
theatre, the exponent of the elght rasas and the practitioner of acting in front of
the godsand hasclearly mentioned the dependence of dramaon theAshtarases.
Apartfromthis theclear influenceof Natyashastraisa so visblein Raghuvansh
and Kumarasambhava. Hence, Natyashstrawasintroduced long beforeK aidas.

iii) Natyashastra and Gatha Saptashati
Inthe recent Gatha Saptashati, Upaguhya ShringaraA bhinayahasbeen compared

SECONDARY




Brief Introduction of Natyashastra

V)

vi)

totheearlier sageof Natya. Thisincident hasbeen discussedinthefifth chapter
of Natyashastra. Gatha Saptashati is believed to be composed between 200 to
400AD, hencethe composition of Natyashastramust undoubtedly bebeforethis.

Natyashastra and Memoirs

Thereisaclear mention of AcharyaBharat in YgnavalkyaSmriti. Inthis, seven
types of non-Vedic songs are described according to Natyashastra. On this
basis, the period of Natyashastra can be considered to be after the first or
second century of Chrigt.

Natyashastra and Agnipurana

Thereisasimilarity between the poetic and dramatic subjectsdescribed in
Agnipuranaand the subjects propounded in Natyashastra. Although some
Acharyas have presented the opinion that Bharat created Natyashastra by
adapting Agnipurana, but in oppositionto thisopinion, Mr. PV. Kane hassaid
that Natyashastrawas before Agnipuranai.e. of the second century.

Natyashastra and Vishnudharmaottarapurana

Thereisaclear influence of Natyashastra on Vishnudharmaottarapurana.
Therefore, the period of creation of Natyashastrashould be considered to be
much beforeVishnudharmottarapurana. Sincethetimeof composition of Vishnu
Dharmottarais considered to be between 400to 500AD, it seemslogical to
consider the date of Natyashastraasthe second century beforethat.

Onthebasisof theaboveevidence, itisclear that the period of Natyashastra
was before Bhasa, Ashvaghosha, Kalidas, Smritigranth and Agnipuran. The
present form of Natyashastraisfound inthefirst century. Thus, the period of
creation of Natyashastracan be considered to be between thefifth century BC
tothefirst century AD.

| Svmxrousnowsa

1)

2)
3)

Quotethe name of thefirst French editor of the book and present hisopinion
regarding the period of creation of Natyashastra.

Which period does Prof. SilvaL evi accept Natyashastra?

Names of which areas are mentioned in Samudragupta s Prayag Prashasti and
Aiholeinscription?
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4)  Towhich period have Jacob and K eith described Natyashastra?

5)  NamethepreviousAcharyasmentioned in Natyashastra.

6)  What isthemeaning of theword‘Mahagramani’ taken by Abhinavagupta?

7)  Which castesarementioned in Natyashastra?

8) Explainthelanguagesusedin Natyashastra

9)  WhichAlamakarashave been discussed by AcharyaBharat in Natyashastra?

10) Inwhich playwright’s thirteen plays have the rules of Natyashastra been
disregarded?

11) Bharatisclearly mentionedinwhich Smriti book?
12) What hasKadidassaid about Bharat inVikramorvashiya?

13) Whatisconsderedtobethetimeof composition of VishnudharmaottaraPurana?

2.2 BRIEF INTRODUCTION OF NATYASHASTRA

Natyashastrahasbeen arevolutionary text intheIndian literary tradition. Inthisbook,
acomprehensive discussion of variousgenres of dramaisavailable. According to
Bharatmuni, when thishappy and sad nature of the peopleis presented through Angadii
Abhinayas, itiscalled‘Natya and the science of dramabecamefamousby thename
of ‘Natyashastra .

In Natyashastra, themeaning of Natyais’Bharat’ and hisass stantsare al so described
as‘'Bharat’ and the scripture of Bharataswas called Bharatshastraor Natyashastra.
Apartfromthis, theactor or dancer wascalled ' Bharat’ dueto hisability to adopt the
language, characters, instruments, various costumes, age, actionsand movementsetc.
In this way, the name of the book that provides a solution to the Shastra rule of
Bharats i.e. ‘Natyashastra’ - Bharatan Natanam Shastram Shasnopayam
Grantham. According to encyclopediaand grammar a so, the meaning of theword
Bharat cametobecalled ‘nut’.

Natasutra, Bharatasutra, Bharatshastra, Natshastra, Natyashastraand Natyaveda by
AcharyaAbhinavagupta- al these are additional namesof Natyashastra. Inancient
texts, thereismention of two codesof Natyashastra—oneis Dwadashasahasri Samhita
and the other is Shatsahasri Samhita. According to poet Prof. Ramakrishna,
Dwadashasahasri Samhitawas compaosed by Vriddhabharataand itsabbreviated form
Natyashastra Shatsahasri was presented by Bharatmuni. Quotationsfrom both the

SECONDARY




Brief Introduction of Natyashastra

Samhitasarea so foundinthecommentary of Kalidasal sAbhijnanashakuntd. It seems
clear fromthisthat in ancient times, alargeform of Dwadashasahasri Natyashastra
definitely existed, the short form of whichisthe present Natyashastraof six thousand
verses (Shatsahasri). Abhinavbharati commentary has been written on this by
Abhinavagupta. According to the introduction of Abhinav Bharati Tikaand the
description found in thefirst part, there were atotal of thirty-six (36) chapters of
Natyashastra

Therearevariationsinthe number of chapters, number of versesand their sequencein
the printed editionsof Natyashastra. Therearethirty-six chaptersinthe Kashi verson
of Natyashastraand thirty-seven chaptersin the Kavyamalaversion. The Gaekwad
edition published with AbhinavaguptaAbhinavbharti dso hasthirty-seven chapters.

Onthebasisof thetopicspresented in Natyashastra, it can be considered acollection
of books. Inthis, thethoughtsand principlesof many actors, Bharatasand Natyacharyas
have been collected. According to scholar Shardatanaya, thisisprobably acollection
of the principlesof thefive Bharatas. In the dictionaries, Bharat has been considered
synonymouswith Nat, according to which Bharat meansNut and Bharat isthe author
of Natsutra. Subsequently thetheater artist also cameto be known asNat or Bharat.
Itispossiblethat inthat period, the actors (Bharatas) were counted among the lower
classof the society and the author of Natyashastraincluded religiousand spiritual
elementsa ong with the subject matter to establishtheart of theater on arespectable
position. Thefirst five chaptersof Natyashastrapoint towardsthisvision.

Inthefirst chapter of Natyashastra, along with the description of theorigin of drama,
the nature and importance of dramahas al so been discussed. Inthe second chapter,
themethod of construction of NatyaMandap or theater anditspartslike Nepthyagrah,
Rangpith, Rangashirsha, Mattavaarani, Stambh, Darukarmaetc. have been described
indetail. Thethird chapter presentsthe description of praise of God, worship method
and obtaining blessingsfor the protection of Natyamandap. I n thefourth chapter,
Karanas, Angharas and Rechakas have been described in detail along with the
description of the Tandavadance used by Tandu. Herethe originand form of Tandava
and the dance and its use have been described. In this chapter, the method of using
songsand musical instruments has been discussed in detail. In thefifth chapter, a
preliminary description of PurvarangaVidhanisgiven. HereNandi, Prelude, Dhruva
and Chitrapurvarang-Vidhi have a so been described. Fromthe point of view of dance
science, thefourth chapter and thefifth chapter are very important from the point of
view of dramaexperiment and composition. Inthe sixth chapter, Rasa- Tatvahasbeen
scientifically discussed. Inthis, adescription of thefive questions asked by the sages
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and adetailed discussion regarding the naming of Rasas, collection, form of Karika
and Nirukta, Natyasangraha, RasaNishpatti, number of Rasasand their permanent
nature have been presented. In the seventh chapter of thisseries, thefeelingshave
been presented from aclassica point of view, which holdsaspecia placeinliterature.

Theeighth chapter isrelated to acting. Apart from describing thefour types of acting
here, the application of appendages|ike head, eyes, eyebrows, cheeks, lips, mouth,
nose, neck etc. has also been discussed. In the ninth chapter, there is a detailed
description of dance hand gestures along with joint and non-joint hand gesturesunder
Hastabhinaya. In the tenth chapter, the acts performed using thetree, side, waist,
thigh, and legs have been described. In the e eventh chapter, under the description of
Chari, the places have been presented a ong with the description of Akashchari and
Bhaumchari. Inthe Twelfth Chapter, thereisa so adescription of the characteristics,
typesand usesof themandal as created by the combination of charis. Inthe Trayodash
chapter, thereisadescription of the motion-propaganda, under which varioustypes
of motion of the charactersare discussed. Inthefourth chapter, thereisadescription
of folk and theatrical genres along with presentation of class division and trend
consonants. Panchadash to Ekonvinshi.e. chaptersfifteen to nineteenth and all aspects
of verbal acting have been presented in detail. In thefifteenth and sixteenth chapters,
thegrammatica topicsand rhymesuseful for vachikaacting have been systematically
discussed. In the seventeenth chapter, the poetic characteristics, figures of speech,
dosha, gunaetc. have been systematically described under the subject of vachik acting.
Inthe el ghteenth chapter, thereisadetail ed description of thefour typesof languages
and seventypesof dialects.

In the nineteenth chapter, adetailed study of Kaku, Swara, their typesand the Gunas
and Doshas of thetext etc. hasbeen given.

In the twentieth chapter, along with the detailed explanation of ten Rupakas, ten
L asyangas have also been presented. I n the twenty-first chapter, there hasbeen a
detailed and coherent discussion of Itivrita-vidhan, Panch Sandhi, Panch Avasthas,
ArthaPrakriti and Arthopekshepakas. | n the twenty-second chapter, under Aharya
Abhinay, Nepathya-vidhan, Nepathya-bhed and other related topics have been
described. Inthe twenty-third and twenty-fourth chaptersthereisacomprehensive
discussonof generd acting. Inthis, under Satvik Abhinaya, the subjectslike Swabhavga
andAlygaAlamkarasof women, body expressionsetc., body acting according to the
fedingsof interest, ten stagesof Kamas, Dooti Prakshan and heroine-distinction etc.
have been described in detail. In thetwenty-fifth chapter, thereisadetailed discussion
onthequditiesof Vashikamen, theactivitiesof womenlikehisfriendsand messengers,
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thefour stages of puberty of women, typesof lovers, etc. Inthetwenty-sixth chapter, I ntroduction of
asystematic discussion of Chitrabhinayaisfound. Thetwenty-seventh chapter presents Natyakaa
adetailed description of the qualitiesand qualifications of thejudges, examiners,

observersetc. of thedramad ong with the description of divineand human achievements.

From thetwenty-eighth chapter to thethirty-fourth chapter, there hasbeen adetalled
discussion on the subject of musicology. In the twenty-eighth chapter, four types of
instruments, seven notesand their four types, gram, murchchhhana, shrutisand castes
have been described. In the nineteenth chapter, the Rasa-dependent use of the castes
related to musical instruments, thefour typesof varnasand thethirty threeAlamkaras § Notes
dependent onthem, the differencesin veenaplaying and thetypesof external songs
havebeen explainedin detall.

Inthethirtieth chapter, wind instruments have been systematically discussed. Under
thethirty-first chapter, adetailed description of song genreslikeAsarit, Vardhaman
etc. hasbeen given dong with the description of taalaand rhythm. In thethirty-second
chapter, the association of the Dhruvas has been described. Thethirty-third chapter
presentsviewsonthe merits, demeritsand abilitiesof sngersand musiciansetc. Inthe
thirty-fourth chapter, theAvandhainstrumentslike Mridang etc. and their differences,
methodsand the presiding deities of theinstrumentshave been duly described. Inthe
thirty-fifth chapter, the three natures of men and women, four typesof heroesand the
family membersof the harem have been described. Therolesof the charactershave
been discussedin detal. The story of Natyavataran isdescribed inthethirty-sixth and
thirty-seventh chapters. Inthisway, dramaand other rel ated arts have been discussed
indetail in Natyashastra. Intermsof diversity, comprehens veness, importance and
clarity of the subjects presented, it isconsidered to be agreat text uniqueinworld
theater literature.

- INTEXT QUESTIONS 2.2

1)  Writetheother namesof Natyashastra.

2)  Whatisthemeaning of theword‘Bharat’ ?

3)  Nametwo Samhitas(codes) of Natyashastra.
4)  How many chaptersaretherein Natyashastra?
5  What arethefamousversionsof Natyashastra?

6)  Inwhich chapter of Natyashastraisthe description of Natyotpati?
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7)  Namethe partsof Natyamandap as propounded in Natyashastra.

8) Whereistheclassical explanation of Rasaelement first found?

9)  Which partsof AngikaAbhinayahave been discussed in Natyashastra?
10) Discussthesubject matter of thetwenty-first chapter of Natyashastra.
11) Inwhichchaptersisthediscussion of musicology found?

12) Whereistheroleof the charactersdescribed inthedrama?

2.3 MAJOR TOPICS MENTIONED IN NATYASHASTRA

Natyashastraisaunique book of world literaturein termsof breadth of subject matter,
diversity of styleand form and different stages of development. Asaresult of these
characterigtics, Natyashastrahasbeen remembered as* Natyaveda and theater pioneer
Bharat as* Muni’ by thelater Acharyas and scholars. There are approximately six
thousand versesintotal thirty-six chaptersin Natyashastra. Inwhich mainly thestrical
principles and experiments, dance, music, acting and poetic elements have been
systematically discussed. In Natyashastra, on onehand, thereisaprovisonfor Natya
Mandap related to the art and science of building construction, on the other hand, a
detailed description of Chhandas, Alamkaras, rasaand various acting postures etc.
has al so been presented, through which theinner feelings of aperson arerevealed.
Apart from this, independent forms of artslike music, dance etc. have also been
presented here. In Bharat’sview, dramaistheresult of the beauty and joy of human
life. Therefore, aclassical text on abroad e ement like dramahas al so been presented
inanequally detailed and investigativeform. Now themaintopicsof Natyashastraare
being considered here—

i) Natyamandapam / Prekshagraha (Theater /Auditorium)

Natyamandapam has been discussed in detail in the second chapter of
Natyashastrawritten by Bharata. According toAcharyaBharata, threetypesof
auditoriumshave been madefor acting intermsof size—Vikrishta, Chaturasra
and Trayasra. VishrishtaNatyamandap isrectangular, Chatursrais square and
Triasraistriangular. Thesethreetypesof NatyaMandap aredividedinto nine
typesnamely senior, middieand lower i.e. VikrishtaNatyaMandap isdivided
into ninetypesnamely Senior, Madhyam and lower, ChaturasraNatyaMandap
isdividedinto ninetypes. Thesetheater halls are measured with the hel p of
atom, rgj, hand-gtick etc., whoseva ue hasbeen duly determined by Bharatamuni.
He has presented the description of only threetypes of theater halls.
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Thelargest of these, the Natyamandap, isfor thedeitiesand itslengthisone
hundred and eight (108) cubits (hands). Madhyam Natyamandap is of sixty-
four cubits (hands) and is designed for human beings. The lower Natya
Mandapam istriangular in shapeand hasthirty-two cubits (Hands). Themiddle
theater isfor the kings and thelower auditorium isfor the common people.
Bharat has cong dered medium sized auditoriumsto bethe best among theabove
threetypesof auditoriums, because dialogues, songsetc. areheard clearly in
mediumauditoriums.

Apart from Natyamandap, someof itspartshave been described in Natyashestra-

a)

b)

d)

Rangpeeth and Rangashirsha (Stage): Rangashirsha has been
established in the context of description of various parts of theauditorium
by Bharatamuni. Here Rangashirsha and Rangpith are considered
synonymous. Although Abhinavaguptaand hisfollower Acharyashave
presented viewsin support of the separation of Rangpeeth and Rangshirsha
Dueto the ranga, being the top of the stage, it is called Rangashirsha.
According to Abhinavbharti Tika, the back part of the Rangashirshaor
stage should be decorated with Shaddarukaand the part decorated with
wooden blocksontop of it iscalled Rangashirsha

Shadadaruka: In Natyashastra, themethod of placing six specia wooden
blocksinthe Rangashirshahasbeen called* Shaddaruka . InAbhinavgupta's
Abhinavbharati, three interpretations have been presented regarding
Shaddaruka. Ooha, Pratyuha, Niryuha, Vyuha (Sanjvana), Samvyuha
(Contract) and Vuhara- these six types of darukarmahave been called
Shaddaruk. These Shaddaruk decorationsare meant to enhancethe beauty
of thetheatre.

Darukarma: According to Bharatmuni, after the construction of
Natmandap, Darukarmai.e. wood work should be started. According to
Natyashastra, the theater isdecorated with pillars, doors, windowsetc.
and the beauty of the theater isenhanced.

Matthavaarni: Mattavaarani meansverandah. Theword ‘ mattavaran’ is
found in dictionariesand literary textswhich means*varanda’ . A row of
elephantsispainted on awall oneand ahalf feet highinfront of the stage,
thisiscaled Mattavarani. Thisopinionisnot universally accepted because
it is different from the interpretation of Bharata and Abhinavagupta.
According to Abhinavagupta, on both sides of the stage and outside the
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2)

Natyamandap, thereisa SamchaturasraM attavaarani, elght handslong
and eight handswide, with four pillars. According to another interpretation,
thereisaprovision for Mattavaarani next to both the Rangpeetha and
Rangashirsha.

e) Yavanika or Javanika: Thereisayavanikabehind the stage. Thetext of
Javanikaisasofoundin someversionsof Natyashastra. When acharacter
enters the stage, the curtain is removed, this is called Yavanika.
Abhinavagupta has prescribed Yavanika between Rangpith and
Rangashirsha

Other parts of the Natyamandap, the backstage, the gate, the pillars, the
garlands etc., have also been discussed in detail in Natyashastra.
Construction of atheater or auditorium is essential for the successful
performance of dramaand to provide apleasant experienceto al sections

of people.
Itivritta (Kathavastu)

Therearethreemain dementsin drama—Vastu, Netaand Rasa. Thekathavastu
itsdlf hasbeen denoted by wordslike story, plot, chronicle, character etc. Itivritta
has been called thebody of dramaand Rasahasbeen caleditssoul. Thereare
twotypesof Itivrittain drama—Adhikarikaand Prasangika. Themain story is
caled Adhikarika. Thisltivrittapervadesthe entirearrangement and isresult-
oriented. Itscongtituent Itivrittasare called Prasangika. It ishel pful tothemain
story, that is, it hel psin the accomplishment of the main hero. Therearetwo
typesof Prasangikastory - Patakaand Prakari. Here, under the Adhikarika
story Ramayana, thereisthe story of Ram-Sita' slove affair and therelevant
gtory isabout Sugriva. Inthis, thelong-running Prasangikastory iscalled Pataka.
Likethestory of Sugriva. Whereas Ekadesthai.e. thecirclerunning for ashort
timeiscaledPrakari’, like- Shabari’sstory.

Therearefive stlagesof complete devel opment of the drama sstory - Aarambh,
Prayatna, Pratyasha, Niyatapti, Phalagama. Inthisseries, therearefiveelements
of thedramabody form Itivritta— Begja, Bindu, Pataka, Prakari and Karya.
Five stages and five sandhis are created. These five sandhis are—Mukha,
Pratimukha, Garbha, Vimarshaand Nirvahana All theseelementsareintegra
partsof thedramabody intheform of Itivritta. Under the context of theltivritta,
Bharatamuni hasa so mentioned fiveArthopekshakasthroughwhichthenarrative
becomes sequential. These are - Vishkambhaka, Praveshaka, Chulika,
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3)

4)

5)

Ankavataraand Ankamukh. Inthisway, adetailed discussion hasbeen presented
about the subject matter in Natyashastra-

Characters

Characters have special importance in drama. The story develops in the
background of the characters morals, conduct, thoughts, behaviour, variety
and diversity of nature. Such as—hero, heroine, anti-hero, clown, Chet, Shakaar,
Wit, Kanchuki, Pratihari, messenger etc. On the basis of human nature, four
types of heroes have been described - Dheera Lalit, Dheer Prashanta,
Dheerodattaand Dheerodatta. Similarly, the heroine, who isthelifeblood of
drama, al so hasthreetypes— Swakiya, Parakiyaand Samanya.

Rasa-Tattva

Apart from thisbeing animportant subject of Indian literature, AcharyaBharat
has conceptualized the characteristics, Gunas, Doshasand Alamkarasetc. in
thedramaonly for the sake of understanding the Rasa. AcharyaBharatahas
been considered thefounder of Rasa, but in thetheater itself, thereisaclear
indication of theA charyasof the Rasatraditionwho preceded Bharata. According
to Natyashastra, Rasaissoimportant for thester that without it no poetic meaning
can be achieved. In drama, Rasa has been considered a form of pleasure
(Anandatmaka) different from pleasant (Sukhatmaka) or sad (Dukhatmaka).
ThereisRasa-Nishpatti presented by Bharatain Kavyashadtra, thisistheprinciple
of RasaNishpatti citedin Natyashastra. The permanent fedling acquired through
division, experienceetc. isexpressed in theform of Rasa, by receivingwhich
Sahridya attain happiness. This Rsaitself is Natyarasa. Bharatamuni has
considered atotal of eight Rasasin which Abhinavaguptahasincluded aninth
Rasa- Shringaara, Veera, Karuna, Raudra, Adabhuta, Bhayanaka, Vibhatsa,
Hasyaand Shanta.

Bhava (Emotion)

Theword ‘bhava specifically refers to the state of mind, which has been
scientifically explained by Bharatamuni in Natyashastra. Thisisthe Sadhya
(Objective) of dramaand thefedingsareits means (Sadhana). Infact, because
they arestuatedin the heart of every human beingintheform of mentd attitude,
thesearecalled ‘emotions' . Apart fromthis, it conveysthe poetic meanings
having Vachika, Angikaand sattvikafedings, thishasbeen explainedinAcharya
Abhinavkrit Abhinavbharti. Theword emotion iscomprehensiveand inthe
context of drama, itispervasivein all three—the poet, the user and the observer.
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6)

7

8)

It devotes devotion to the passions associated with various types of
performances, which giveafeeling of joy to the society. Itisfull of feelings
(Bhavas), emations(Vibhavas) and other fedings (Anubhavas). In Natyashastra,
there has been adetailed discussion on Vibhava, Anubhava, Viyabhi charibhava
and Satvik Bhava

Enactment (Abhinaya)

Theword Abhinayaisderived fromtheroot * Ni’ withthe prefix ‘ Abhi’ and the
suffix * Ach’ which meansto performinfront of the audiencein the sense of
theatrical experiment. Imitation of thestatein whichthe actor imitatesthe states
of Ram etc. Abhinayathrough body, mind and speechiscalled‘ Acting’. The
actor presentsthe natural object onthe stagewith art and skill by imitating the
acting person, dueto which the soci ety experiencesredity. Under Natyashastra,
four typesof enactment have been mentioned - Aangika, VachikaAharyaaand
Sattvika

Dance

In Natyashastra, dance has been described as Sangopaang. By itsvery nature
itisjoyousand auspicious, which addsto the beauity of thedrama. Theactivities
that are performed under theart of dance are Sthana, Charikarana, Anghaara
and Rechaka. Two types of dances have been described in Natyashastra—
Tandavaand Lasya. Tandavaisbelieved to berelated to Shivaand Lasyais
believed to berelated to Parvati. In Natyashastra, the mal e-oriented delicate
dance performed by Tandu hasbeen cdled ‘ Tandava and thefemale-oriented
delicate dance performed by Parvati has been caled ‘Lasya . Tandavais
considered to be Veer-Rasa dominant dance and Lasya Shringaara-Rasa
dominant dance.

Songs and Instruments

According toAcharyaBharat, the use and knowledge of songsand musical
instrumentsisvery important for the success of theatre. In Natyashastra, song
has been considered as one of the main parts of dramaand music and dance
have been described asitsfollowers. The balanced use of song, dance and
insrumentsin dramaistheuniquenessof Indianthegtrica art, thechanged form
of which can also be seen in the movies and plays of the present times.
Abhinavaguptahas described the song asthelifeblood of theater inwhichthere
iscoordination of elementslike Naada (sound), Grama, Swara-varnaankara,
Raga, TadlA, Laya, Yeti etc. In Natyashastra, four typesof padashritasongs
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aredescribed - Magadhi, Ardhamaagadhi, Sambhavitaand Mridulaand five
typesof Swaraashritasongsare described - Shuddha, Bhinna, Gaudi, Vesara
and Sadharani. Apart fromthis, Dhruvaganaand itsfivetypeshave also been
presented in Natyashastra.

Instrumental music isalso an important discipline which isused in drama.
According to Natyashastra, there arefour types of instruments— Tat, Sushira,
Avanaddhaand Ghana. Among these, stringed * stringed instruments arecdlled
Tat (veenaetc.), blownflutesetc. are called Sushira, leather covered mridangs
etc. arecaled Avanaddhaand musical instrumentsmadefrom metal slike bronze
etc. arecaled Ghana All theseinstrumentsareused inthelir respective placesin
theatre.

Inthisway, someimportant topics of dramahave been discussed here. Apart
from these elements, NatyaVritti (Bharti, Sattvati, Kaishiki and Aarabhati),
Pravritti (Dakshinatya, Avantika, Audramagadhi and Panchalamadhyama),
L okadharmi-Natyadharmi etc. have been discussed indetail in Natyashastra.
Theart of theater isconsidered perfect and meaningful only by thecombination
of all the above mentioned elements.

| vxroursmowsas

1)
2)

3)
4)
5
6)
7
8)
9

Approximately how many versesare considered in Natyashastra?

How many types of theaters have been considered by Bharatamuni? Write
the names.

Which auditoriumisdesignated for the Gods?

Whichisthebest theater accepted by Bharatamuni?

Namethe main partsof NatyaMandap.

What arethe differencesbetween astory or achronicle(Ittivritta)?

How many typesof heroesarethere?Writethe names.

What istheprincipleof Rasa-Nishpaiti?By whomwasthisgivenfor thefirg time?

How many Rsasare there? Mention thename.
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10) What are Tandavaand Lasyadances?Who arethey considered to berelated

11)

to?

How many typesof musical instrumentsarethere?\Writetheir names.

@ WHAT HAVE YOU LEARNT

There is difference of opinion among scholars regarding the dating of
Natyashastra.

French scholar P. Regno and hisdisciple J. Grasse has considered the period of
Natyashastrato be the second century BC.

Pro. Silvalevi acceptsit asbeing of the second century onthebasisof smilarity
of addresswordsused in Junagadh inscription and Natyashastra.

Colonel Jacob and A.B. Natyashastra has been considered by Keithto bea
creation of thethird century.

Previous masterslike Vishwakarma, Brihaspati, Narada, Tandu etc. havebeen
mentioned in Natyashastra.

Sanskrit and Prakrit languages have been used in Natyashastra.

In Natyashastra, four figures of speech, Upama, Yamaka, Rupakaand Deepaka
have been discussed.

Clear mention of Bharat and Natyashastracan be seenin Kdidas, Ashwaghosha,
Hal (Gatha-Saptashati), Yajnavalkya Smriti, Agnipuran and
Vishnudharmottargpuran.

Natasutra, Bharatasutra, Bharatshastra, Natshastra, Natashastra, Natyaveda
etc. areadditional namesof Natyashastra.

Therearetwo Samhitasof Natyashastra— Dwadasahasi Samhitaand Shatsahasri
Samhita

AcharyaAbhinavgupta sAbhinavbharati commentary isfound only on the
Shatsahasri Samhitaof six thousand verses.

Therearethirty-six chaptersin the Kashi version of Natyashastraand thirty-
seven chaptersinthe Kavyamaaversion.
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InNatyashastra, thereisaprovison of threetheatersintermsof sze—Vikrishta,
Chaturasraand Tryas. Theseare again divided into senior, middleand lower.

The eldest NatyaMandapam is designated for the deitiesand is 108 cubits
(hands) long.

Themiddle Natyamandap isconsidered to be used for the kings, whoselength
iS64 hands.

Thelower NatyaMandapam isconsidered to be used for the common people,
whichis32 cubits(hands) long.

Rangpith (Rangshirsha), Bahudaaruk, Daskarma, Mattavarani, Yavanikaetc.
arethe partsof Rangamandap (Theatre House).

Therearetwo typesof Itivrittas—Adhikarikaand Prasangika. Again, thereare
two typesof Prasangika- Patakaand Prakari.

TherearefiveArthaprakriti, fiveAwasthas and five Sandhisinthe story.

Under theltivritta, fiveArtho-Arthopeksharsare a so specified - Vishkambhaka,
Praveshak, Chulika, Ankavatar and Ankamukh.

In drama, thereisaspecific provision of characterslike hero, heroine, anti-
hero, clown, shakaar, cheat, wit, messenger, Kanchuki etc.

The combination of vibhava, anubhavaand vyabhicharibhavaresultsinrasa-
nishpti, thisistherasasutraquoted by Bharat.

Bharatmuni has considered atotal of eight Rasasinwhich theninth Rasain
Shantaform hasbeen included by Abhinavagupta

Imitation of stateis‘ acting’. Itisof four types—Vachika, Angika, Aharyaand
Sattvika

TandavadanceisVeer Rasabased dancerelated to Shivaand LasyaShringaara
dancerelated to Parvati isbased on Veer Rasabased dance.

Dance, song and musicd indrumentshaveavery important contributionin drama.
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2.1

2.2

AN
l’\,’J ANSWERS TO INTEXT QUESTIONS

1) Thefirst Frencheditor of dramawasP. Regno. He, dlongwith hisdisciple
J. Grasse, accepted Natyashastrain the second century BC.

2) 2ndcentury AD

3) The names of ‘Nepa’ and ‘Maharashtra’ regions are mentioned in
Samudragupta sPrayag Prashasti and Aiholeinscription.

4) 3rdcentury AD

5) Thereismentionof earlier AcharyaslikeVishwakarma, Brihaspati, Narad
and Tandu etc.

6) Ganpdi

7) Thereismention of DakshinatyacasteslikeKitar, Varvar, Andhra, Dramil
(Dravid), Kashi etc.

8) Sanskritand Prakrit languages

9) Upama, Rupaka, Degpakaand Yamaka
10) Playwright Bhasa

11) YagnavadkyaSniti

12) InVikramorvashiya, Kalidashasclearly mentioned the A shtar-dependence
of dramaby calling Indiathe originator of theatre, exponent of the eight
rasasand the user of actinginfront of thegods.

13) Thetimeof composition of Vishnu DharmottaraPuranaisbelievedto be
between 400 to 500AD.

1) Natasutra, Bharatasutra, Bharatshastra, Natshastra, Natyavedaetc.
2) ‘naa

3) Dwadashsahasri Samhitaand Shatsahasri Samhita
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4) Therearethirty-six chapters.

5) Kashi edition (36 chapters), Kavyamalaedition (37 chapters), Gaikwad
edition

6) Firstchapter

7) Thepartsof NatyaMandap are— Rangpith, Rangashirsha, Nethyagriha,
Mattavaarani, Darukarma, Pillar etc.

8) Inthesixthchapter of Natyashastra

9) Appendageslikehead, eyes, eyebrows, cheeks, lips, mouth, nogtrils, cervix
etc.

10) Inthetwenty-first chapter, detalled description of Itivrita-vidhan, fivetreaties,
five stages, arthaprakriti and connotationshasbeen given.

11) Mus cology hasbeen discussed from thetwenty-eighth chapter to thethirty-
fourth chapter of Natyashastra.

12) Theroles of the characters are described in the thirty-fifth chapter of
Natyashastra

2.3
1) About six thousand verses.

2) 3typesof theater halls—Vikrishta(rectangular), Chaturasra(square) and
Triyas(triangular). Thesetheater halsareagain divided into the categories
of senior, middieand inferior.

3) JyeshthaNatyamandap
4) Medium sized auditoriumsare considered thebest.

5) Magjor partsof Natyamandap — Rangpith (Rangashirsha), Shaddaruka,
Darukarma, Mattavaarani, Yavanika, Nepathyagriha, Pillar etc.

6) Therearetwotypesof content—official andrelevant. Againtherearetwo
typesof relevant stories— Patakaand Prakari.

7) Therearefour typesof heroes—Dhirodatta, Dhirlalit, Dhirprashant and
Dhiroddhat.
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I ntroduction of 8) Rasa-nishpti occurs due to the combination of Vibhava, Anubhav and
Natyakaa adulterousfedings. It wasfirst presented by AcharyaBharat.

9) Rasasareconsideredtobenineintotal. Theseare- Shringaara, Veera,
Karuna, Roudra, Adbhuta, Bhayanaka, Vibhtsa, Hasyaand Shanta.

10) Tandavaisthemale-oriented dancetaught by AcharyaTanduandthefemde-
oriented dance taught by Parvati is called Lasya. Tandavaisrelated to
Shivaand Lasyaisrelated to Parvati.

Notes 11) Therearefour typesof instruments- Tat (veenaetc.) Sushira(fluteetc.)
Avandha (Mridang etc.) and Ghana(Kartal etc.).
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Art originated to express sense of beauty. To satisfy theseaesthetic feelingsand for the
menta development, variousartsemergedin ancient times. Not only inIndia, scholars
fromall over theworld have discussed detail ed discussionsregarding art. Artincludes
both expression and creation. Therefore, through art, the artist expresseshisfedings
and dsoreveashiscreativity. Under Sanskrit literature, knowledge hasbeen divided
into two forms- Vidyaand Upvidya. Poetry hasaplace under Vidyaand artshavea
placeunder Upavidya. Theimportance of art hasalso been propounded by Acharya
Bhartrihari in hisbook Nitishataka. Inthisway, theimportanceof artisprovedthatin
thisprocessthereisasynthetic expression of human consciousness and theforms of
external creation. Inthislesson, thelearnerswill understand the natureand typesof art
anditsrelaionwith drama. Theaim of thislessonisto explorethevariousdimensions
of theater and other arts.

[] LEARNING OUTCOMES

After studying thislesson, you-
° know about mgjor Indian arts;
° understand the development of Indian arts; and

° understand the relationship of theater with other arts.
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3.1 MAJOR INDIAN ARTS

Theword Kaaisderived from the combination of root and suffix Kal + Ach + Tap,
whichliteraly meansasmall part of an object, sixteenth part of themoon, sixtieth part
of thethird part of the zodiac. Shri Rabindranath Tagore, inthearticletitled 'What is
Art'inthe book titled 'Personality’, accepting the two sides of knowledge, art and
science, hasclearly said-"That is, art istheexpression of man'sself-realization rather
than externd things. Infact, according to Ravindra, themain goa of artisto express
personality. Considering artin detail, Leo Tolstoy has proposed that the processof art
isto reach one's heart. Thus, various types and opinions regarding art have been
presented by different scholarswhich rendersthe breadth of viewpoint related to art.

Thereismention of sixty-four artsinthe Indian literary tradition. Vatsyayanahas
presented adetail ed discussion on these under Kamashastrawhich areasfollows-

Geetam, Vadyaam, Nrityam, Aa ekhyam, Visheshkachchhedha, Tandul akasum-
Valivikaarah, Pushpastaranam, Dashanavasanadgaragah, Manibhumikakarma,
Shayanarachanam, Udakavadyam, Udkachhatah, Chitrachchayogah, Maayagrantham
Vikalpaah, Shekarakapidyojanam, Nepathyaprayoga, Karna Patrabhanga,
Gandhayukti, Bhushanyojanam, Andrgjd a, Kauchumarashchatroga. Hastalaghavam,
Vichitrashakayushabhakshyavikarakriyah, Panakarasaragasavyojan,
Susthivanakarmani, Sutrakrida, Veenadamruvadhakani, Prahelika, Pratimaala,
Durvachakyoga, Pustakvachanam, Natakakhayaikadarshanam,
Kasyasamaryapuranam, Pattikavetranavvikalpa, Takshakarmanitakshanam,
Vastuvidya, Rupayaratanapariksha, Dhatuvadah, Maniragakaarajnanam,
Vrikshaayurvedayogah, M eshukkutpal avakayuddhavidhih Shukasarikapralgpanam,
Malechchitvikalvaav, Deshbhashavigyanam, Pushpashakatika, Nimittjnanam,
Yantramatrika, Dharanamatrikasampashyam, M anasikavyakriya, Abhidhanakoshah,
Chhandojnanam, Kriyakalp Chhalitakayogah, Vastragopanani, Dyutavishah,
Akarshakreeda, Ba kridankanani, Vainayikaanam, Vaijayikaanam, Vyavamikinanam
chaVidyanam Jnanamiti ChatushashtirangaVidyakamasutrasyavyavindah.

Thus, theabove mentioned sixty-four artsare propoundedin thebook called Kamasutra.
Thesesixty-four artsare mentioned in somevariationsin textslike Shukranesti. Apart
fromthis, thereismention of seventy-two (72) artsin the Prabandhakkosh and eighty-
six (86) artsinthe Buddhist text Lalitvistara. But sixty-four artsarevery famousin
Indiantraditions.

Inthe modern period theform of artschanged. Inthisseries, artshave been classfied
into twotypes: (a) Useful art (b) Fineart.
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Only useful and applied art for lifeisincluded inuseful art. Theseuseful artsfulfill our
daily needs. Example - Textile manufacturing, building construction, jewelry
manufacturing, food manufacturing, iron related work, wood related manufacturing
etc.

Our lives get conveniencethrough these arts. In their absence, human life becomes
painful or difficult. Apart from useful arts, thetype of artswhich provide asense of
beauty and pleasureisknown asfinearts.

These artshave not been designated asuseful or fineartsanywherein ancient Indian
literature. But the great poet Kalidas hasdrawn attention towards song and dance by
usingtheword ‘L aite Kdavidhau' in hisepic RanghuvanshmintheIndumati'slament
for the king Aja. In fact, the word Fine Arts can be seen parallel to Fine Artsin
Westernterminology. Five mgor artsare accepted by Western scholars- Architecture,
Sculpture, Painting, Music and Poetry. Drama, dance and speech have also been
included by somescholars.

Itisclear from the presented context that in the ancient Indian tradition, thereisa
detailed description of variousformsand typesof arts, which appearsto bedistinct
and comprehensive compared to the Western tradition. Here some major Indian arts
areintroduced-

i) Architecture

Architectureisalso called architecturd art. Inthisthematerial baseremainsthe
most gross. Its basic foundation consists of stones, bricks, metal blocks or
wood whichformthestructure of the building. With the help of these materials,
the architect builds buildings, temples, ponds, damsetc. They also takesthe
help of al the natural resourceslikecolour, light etc. By using them easily the
architect influencesthemindsof theviewers. Inother arts, theartist needsspecia
skills to create such effects, but the architect can acquire these resources
spontaneoudy. Evenif thereisno dynamismor livelinessin hiswork, it fill has
theability to evoke aesthetic feelings or emotionsin the minds of theviewers.
For example, thejoy and excitement that comesin aperson'smind after seeing
an architecture like Somnath Temple or Jantar Mantar is as permanent and
vitalizing asthejoy received from apoetic work. On visiting any templeor
religiousplace, religiousfedingsspontaneoudy ariseinaperson'smind. Infact,
thereisaharmoniousarrangement of thetangiblethingsof the placescreated by
architectureto awaken elegance, grandeur, harmony etc. inthe conscience of
the common peopl e or to make their mind happy. Dueto the predominance of
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concretenessin architecture, thefeelings expressed by other artsappear more
attractiveand are being presented further.

Sculpture

Sculptureisamore advanced art than architecture. It hasform, color and size.
It can express more noblefedingsthan Vaastu. The base of scul ptureisstone,
metal or clay etc., which the scul ptor cutsand moldsinto theform of living or
inanimate objects. A scul ptor can sculpt all theformsand objectsof thisworld
but does not havetheability to bring dynamismto hiscreations. Althoughinthe
modern era, motion can be brought about by machines, but it doesnot takethe
form of sculpture. Therefore, inthe absence of mobility, it cannot completely
reflect real life. Although some people or objects can be depicted through
sculpture, itisconsidered better and moreemotiona than architecture. Sculptors
successfully reflect lifein theform of marble, metal, clay etc. By planning the
movements or posturesin thesefigures, he createsemotion and livelinessin
them. The combination of these shapesdepi ctsan event or story inan emotional
form. Thespecialty of sculptureisto capture beauty in situationa form. Inthis,
aglimpse of the situation at any given moment is obtained through postures,
expressionsetc. For example, excellent scul ptures can be seeninthe caves of
Ajanta-Ellora

Painting

Painting isconsidered amore excellent and subtle art than architecture and
sculpture. Although it has the same form, color and shape as Vaastu and
sculpture, but thevalues of thisart arenot three but only two - length and width.
Paintings expressemotionsmore clearly than architecture and sculpture. The
concrete base of thisart isthe upper surface of cloth, wood or paper, onwhich
it embodiesthe natural form of external objectsthrough the use of horizontal
linesand colours. Thereislessmateria basein the picture ascompared tothe
statue, but to compensate for that deficiency, the painter hasto uselinesand

colors in the same proportion with such skill that he can depict the entire
perspective and the actual position of the object, figure, color and posture.

Thepainter hastoimageasolid substance anditscolorson aflat surfacethrough
hisart. He hasto depict many objectson hiscanvasin such away that the order
of samalness, gravity, distance-proximity etc. of the objectsinthepicture gppears
smilar totherea world. Emotionsaredepicted moreeasly in paintingsthanin
statues. Through theindependent arrangement of objects, representation of their
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iv)

V)

shapes and arrangement of colors, the painter reflectstheir reality and also
captures his mental feelings. He gives new meaning to mental and natural
expressionsaccording to hismental feelings. Like poetry, reflection of man's
mental state, perception or social outlook can also be seen in painting. For
thesereasons, the object depicted in apainting al so has sensory and emotional
importance.

Music

Theart of musicismoreexcellent than thefirst three arts. Itsbasisissound or
tonewhich either originatesfrom thehuman throat or isgenerated from externa
instruments. The rules of sound have also been prescribed. The music is
composed in seven notes. From timeimmemorial, sound was the medium of
expression of fedings. Therefore, theimpact of sound can be seeninaprofound
way on the conscience of man. Meaningful words were also gradually
incorporated intothismusic. If thiselement of poetry isremoved thenitsbasis
will be considered as meaningless sound. While musicisnot asconcreteand
clear as poetry, it has sharpness and seriousness. It is uniquely capable of
expressing theinner states of the human being. Itsareaof influenceissowide
that not only human beings but also animals and birds are affected by it. It
makes the minds of living beings playful and joyful as per their wish. The
importance of theart of musicisso great that itsskill and ability in conveying
emotionsisconsidered greater than al other arts. Themind perceivesit through
the sense of hearing. The emotions expressed through music are more subtle
and clear. A person (artist) proficient inthe art of music hasthe ability to make
thelistener cry and laugh through hisart.

Musiciscalled acombination of singing, dancing and playing. Music hasseven
parts- Raga, Swara, Tadla (rhythm), Vadya (instrument), Nritya(dance), Bhava
(emotion) and Artha(meaning). Inthisway, the prevalenceand classical method
of musical art givesit thestatusof art and science.

Poetry

Poetry hasthe best place among thefine arts, itsbasisiswords and meaning.
Symbolsarise on our mind every moment dueto eventsinlifeor contact with
thingsintheworld. These symbolsare abstract and emotional, man useswords
to expressthesefeelings. Through words, the understanding of matter and the
express on of emotion hgppen s multaneoudy. Wordsand meaning areexpressed
only through poetry or drama. On comparative investigation with the art of
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vi)

music, thefact isclear that while only notesare used in the art of music, both
vowelsand consonantsare used intheart of poetry. A music expert can enthrall
thelistener with theriseand fall of one or two notes, but thissituationisnot
permanent, but the poet hasthe ability to makealasting impact through theuse
of consonantsand vowelsand their meaning.

Music aso helpsin the art of poetry. With the help of music, the power of
emotiona expressionin poetry increases. Poetry adoptsthequalitiesof musicin
theform of Alamakarasand rhymeetc. Through meaningful words, theart of
poetry issuccessful not only inexpressing emotionsbut dsoincdearly describing
theworld. It hasthe capability of both form portraya and emotiona expression.
Apart fromthis, thereisharmony between space and timein poetry. Poetry is
experienced through both the visua and auditory senses. Theart of poetry has
the ability to vibrate many levels and instincts of human consciousness
smultaneoudy. Therefore, itseffect remainslong lagting.

Theater (Rupaka and Enactment Art)

Amongthemagor Indian arts, theater hasbeenrichinitsliterary forms. Dramatic
and Thesetrereproduction can be seenin variousancient languages|like Sanskrit,
Pali, Prakrit etc. Thedramahasbeen called 'Shanta ChakshushaYagya by the
great poet Kalidas, certain opinions have been presented by the scholarson
when its use started in India. On the basis of the subject mentioned under
Natyashastracomposed by Bharatmuni, thefifth Natyavedawas composed by
Brahma by taking text from Rigveda, songs from Samaveda, acting from
Yajurveda and Rasas from Atharvaveda. According to Natyashastra,
Natyamandap/theater was built by Vishwakarmaon the orders of Indrafor
staging plays. After theprimary form of theater and the acting performedinitis
foundinVedicliterature, itsdetalled and devel oped formisfoundin Natyashastra
Under Natyashastra, examples of primary plays like Amritmanthan and
Tripuradah show the antiquity of metaphorsin Indian literature. In Natyashastra,
adigtinction has been made between ten Rupakasand eighteen Uparupakas. In
theIndian literary tradition, poetic compositionsbased on every Rupakashave
been created over timeand it has been staged systematically at NatyaMandap.
Apart from metaphors, theform of acting and theater has been evolving over
timeonthebasi sof four typesof acting (Aangika, Vachika, Sattvika, Aharya)
and typesof stage (Vikrishta, Chaturasra, Tryasra).
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| vxTousTIow

L

10.

11.

What istheliterad meaning of art?

Whichtwo aspects of knowledge have been accepted by Rabindranath Tagore
inhisbook 'Personality'?

Whichisthe most famousbook related to art inthe Indian literary tradition?
What isthe number of artsconsideredinthis?

Apart from Vatsyayana, where el se can the classification of artsbe seen?
What arethe useful arts? Set an example.

What isfineart? Giveexamples.

What isthe other name of architecture?

Write scul pture, painting and architecturein the order from macro to micro.
| dentify the partsof musica art.

What isconsidered the best among fine arts?

What hasthe great poet Kalidas said about drama?

3.2DEVELOPMENT OF ARTS IN INDIA

i)

Gradual Development of Architecture

Thescience of building construction and sculptureiscalled architecture. The
emergence and devel opment of architectureisrelated to the devel opment of
human civilization. Thefedling of salf-defenseand happinesscomesnaturdly to
every living being. Therefore, thefeeling of home-makingisfound not only in
humansbut inthe entireanimal world. Fromthis, the devel opment of Vaastu or
architectural artisimagined from the beginning of civilization. Under theRig
Veda, certain architectural descriptionslikebuildingswith pillars, housesmade
of stone, cities made of iron and stone etc. point towards the architecture
developedintheVedic period.

Thecultureand civilization of Hargppaand M ohenjodaro and their civil lifeare
asymbol of thefact that the history of architecturein Indiahasbeen glorious.
Around 3250 BC to 2750 BC. From the observation of the remains found
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Introduction of during the excavation of thiscivilization, it isknown that in that period the
Natyakaa construction of cities, buildings, roads etc. was done on the basis of afixed
plan. Theremainsavailable from there reflect the magnificently devel oped
architecture of that period. Later in 322 BC. to 190 BC. Megasthenes, the
ambassador of Sileucus himself, has given a detailed description of the
architecture of theMauryaperiod in hiswork 'Indica, asawonderful example
of the state building of the Gupta Mauryain the city of Pataliputra. The
development of architectureinthe Mauryaperiodisclearly visibleduring the
o~ reign of Ashoka, such asAshokaspillars, stupas, construction of acity called
Srinagar in Kashmir and Lalitpatan in Nepal, etc. The eraof the Sungasis
considered to be an extension of the Maurya period. During this period,
architecture continued to devel op through many stupas, dtars, pillarsand fort
architecture etc. During thereign of Yavana, Shakaand Kushansfrom 2nd
century BCto 2nd century AD, someamazing and bright evidencesof Indian
architectureinfluenced by Gandharaart, Takshashila, Martand templeetc. are
seen eveninthe present times. Around 275AD. to 510AD. The Guptaperiod
isconsidered to be the golden period of Indian history, but thereisalack of
abundance of architecturein thisperiod. Undoubtedly, the caves, pillars, brick
templesetc. of thisperiod reflect the specific architecture. Inthisway, evenin
medieva India, architecture continued to develop systematically. Therearetwo
distinct partsof architecture - religiousand secular. Under religious, temples,
stupasetc. and under secular architecture, bridges, bridges, palacesetc. Inthis
series, threetypes of templesdeveloped - Nagar, Vesar and Dravid. Over time,
after thearrivd of foreignersin India, many changestook placein thetraditiona
architecture, such as- after thearriva of Idaminindia, variousformsof Indian
architecturecameto light. Tgg Mahd, Qutub Minar, JamaMagid etc. areunique
examplesof architectureandrich history not only in Indiabut globally.

Notes

ii)  Development of Sculpture

Thehistory of sculptureisancient inthehistory of art. Indian sculpture hasbeen
continuously developing. Therefore, with the change of era, there have been
changesand developmentsintheart stylea so. Thefirst erabeforethefourth
century BCisthat of thelate Maurya, inwhich there are materialsfrom three
civilizations. During thisperiod, bronze dancers, animal figuresof relief sedls,
clay and stone statues etc. mainly represent theform of sculpture. Thedesign,
organic accuracy, attractiveness and beauty of sculpture all appear
unprecedented intheMauryaperiod. ThesculptureslikeAshokasPillar, Sarnath
Rillar etc. areindicative of graceful cam posture, opulenceand kingship. Infact,
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itisfor thesereasonsthat the shape of that head wasadopted by the Government
of Indiaonitscurrency. Sculpturedevel oped asanationa artinthe Sungaera
Therailings of the stupas of Bharhut and Sanchi were built only inthe Sunga
period (150 BC-73 BC). Sculptures, vestments, statuesetc. of the Sungaperiod
are found in Bodh Gaya, Mathura, Patna etc. which shows the continuous
development of therich sculpture of that time. Over time, the expansion of the
Shaka-Kushan dynastieswas seenin India, which started in thefirst century
BC and continuedtill thethird century. The devel oped state of sculptureusing
stoneand clay isclearly visibleinthisera. Inthe Kushan era, apart fromthe
statues carved on stone, there wasrich devel opment of free-standing statues,
standing and sitting statues of Buddha, symbolsof Bodhisattvasetc. Around
275BC1t0500B.C. The Guptaperiod till then was considered the golden age
and theeraof new culturein which independent statuesof al themythological
deitiesdevel oped. The sculpture of the Gupta period was neither flat likethe
Sungaperiod, nor round likethe Kushan period, but becameoval innaturelike
the Gandharastyle. Apart fromthis, copper and brass scul pturesdevel opedin
substantial quantities during the Gupta period. Beyond this, the trend of
development of most of thetemple-scul pturesin the Eastern MiddleAgesis
vigble. Theamazing and widetradition of scul ptureisknownthrough the statues
foundinthe cavesof Ajant, Ellora, Dashavatkar Cave, Elephantaetc.

Most of thesculpturesof thelate MiddleAges can be seen asexternd decoration
of temples. Inthe pre-modern era, Indian traditiona scul pture suffered damage
duetoinvasionsby invaders. Innumerabletemplesof North Indiaand theidols
present inthem weredemoalished, but inthe South thework of templecongtruction
continued with great devotion. Theform of sculpture of that eraisreflectedin
thetemplesand statues built by the Cholakingsin the el eventh century, the
scul ptures of the Chalukyaand Hoysalatemplesin the eleventh century, the
chariot templesbuilt by the Pallavasin the seventh century, statues of humans,
animals, deities, etc. Is. Asaresult of thedominance of Hindu kingsin thesouth
from fourteenth to sixteenth century, thereisclear evidence of sculpturesrelated
to Naras mhaand Ramayanastory. Withthearrival of themodern era, sculpture
started being used as decoration. The clear influence of new experiments of
European scul ptureisseen on Indian sculpture.

Development of Painting

In Indian history, painting has been asancient as other arts. From the point of
view of antiquity, thedrawingsfoundin Mirzapur and Madhya Pradesh are of
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the StoneAge, but fromthe point of view of classicd painting, authentic evidence
of Indian paintingisavailablefromthethird century BC. Thewedlth of painting,
likethat of scul pture, hasbeen completein India. At present, many styles of
painting are availablewhich must have been developing over time. Certainly,
thisart must have started to expressthe feelings and consci ousness of human
beings, which kept changing and improving continuously and achieving its
developed form. Sx mainstylesof paintingarevisbleinIndia- (a) Ajantastyle,
(b) Gujarat style, (c) Mughd style, (d) Rajput style, (€) Deccan style, (f) Present
style. Among these, theinfluence of Ajantastyle once existed in someform or
the other throughout India, which emerged in the Sahyadri cavesof Hyderabad
state. Gujarat stylewasthelocal style of Western India, Gujarat, Saurashtra
etc. Itisasocdled Jaingyle. LiketheAjantastyle, theMughal stylea so spread
throughout the country. Itsmain centersare seen as Delhi, Agraetc. Raput
styleoriginated in theregions of Rgjasthan, Bundelkhand, Punjab, Himaaya
regionsand spread throughout the country. On the basisof local characterigtics,
many sub-genresof it wereformedwhicharecaled Kaam, like- Pahari, Jammu,
Kangra, Basholi etc. Deccani stylemostly originated from the coordination of
Rgasthani and Mughd styles Thecurrent styleisderived from Europeaninfluence
whichisinaconstant state of experimentation.

Paintingsare considered to be of two types- Bhittichitraand Pratikriti (Graffiti
and Replication). The pictureswritten onthewallsof buildingsand cavesare
called murals. For example, similar type of Bhittichitra(graffiti) art hasbeen
deveopingin Jogimara, Ajanta, Centra Asaetc. Pratikriti Chitrana(Facamile
drawing) istheimitation of one person or several persons. Inthis, oneperson
actsasanimage or model. Both typesof paintingsare mentionedin Indian
literature. The development of both typesof paintings has been mentioned by
great poetslikeKalidas, Bharavi, Bhavabhoomi etc. and in Jatakatales, Pali
and Hindi literatureetc.

Development of Musical Art

Muscsinging, dancingand playinginsruments- dl aremusica art, whichindicates
towards a classical method. The development of musical art is reflected
everywhereintheancient history of India. Intheversesof Rigveda, musicwas
described as|shta, and devel oped accordingly, whichispresented intheform
of Samaveda. L ater, GandharvaVedaa so cameinto existence, which indicates
theformulation of thefirst classica method of Sang.
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After the Vedic period, mus ¢ continued to bementioned in many poemsin Bharatamuni's
Natyashastra. Indian classica musi ¢ had devel oped considerably during the period of
Kalidasa. Theart principlesof musical acting, ragaand varioustypes of musical
instruments have been mentioned in hisworks. Lochan Kavi's Rgjtarangini (12th
century), Sharngdev's Sangeeratnakar (13th century), Ragamala, Ragmanjari,
Somnath's Ragavibodh (1610AD), Damodar Mishra's Sangeet Darpan (1625AD)
etc. famous compositions present the continuously evolving form of musicology.

At theend of the seventeenth century, Anupavilas, Anupankush and Anupatantrawere
propounded by Bhavabhada. In the eighteenth and nineteenth centuries, under the
patronage of the Nawabs of Awadh, Shuddh Bilawal related to musicology was
explained by Muhammad, which becamethebasi sof Hindustani music. Inthisway,
many musi ciansand musi col ogistsgave anew formto Indian music by composing
extraordinary textsin Urdu and successful effortswerea so madeinthefield of revival
of ancient Indianmusic.

An attempt was madeto understand the gradual development of artsin Indiathrough
thesemagjor ancient Indian arts. Inthisseries, systemetic devel opment of poetry, drama,
theater acting etc. isalso visible. Therewere changesin the ancient arts of the Vedic
period fromtimeto time. Theimpact of external invadersinmedieval Indiaisalso
clearly visbleontheliterature and artshere. Asaresult of the changing and evolving
culture, language, principlesetc., thediversty and breadth of theform and devel opment
of Indiasartsbecamevisible, whichisnot found in any other country intheworld.

| vxroursTons 2

1.  Whereistheevidence of most ancient architecturefoundin India?
2. What hasMegasthenes described about Indian architecturein'Indica?

3. Towhich periodisthePillar of Sarnath accepted by the Government of India?
What doesit represent?

4.  Wherearethefamousexamplesof scul pture of the Guptaperiod found?
5. Howmany and which arethemain stylesof paintingin India?

6. Mention sometextsrelated to Indian musical art.
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MODULE - 1 Natyakalaand other Arts

Introduction of 3.3 RELATION OF NATYAKALA WITH OTHER ARTS
Natyakala

(a) Relation of Natyakala (Theatrical Art) with Architecture and Sculpture

Specid qudlitieslikeform-organization, gracefulnessand harmony etc. arefound
in sculpture and architecture. Even in drama, attention is paid to shape,
proportionality and beauty. Under theart of drama, proportionismaintainedin
the planning of words, verses, steps, numbersand cantos. Theexternal design
of dramabasicdly followsthe same principleswhich arefollowed inarchitecture
and scul pture. Even though architecture and scul pture arerel ated to theater in
terms of expression of emotions, no comparison can be made between them.
The purpose of the abovetwo artshas been only to expressexterna beauty or
beauty, herethereisvery littleexpresson of fedings. Theart of dramaisbascaly
experience-relative. Therefore, the characteristicsof architectureand scul ptures
areinherentintheart of theatre, but it also hasthe unlimited capacity to express
emotionsand meaning.

Notes

(b) Relation of Natyakala to Painting

Despitethewell-organi zed expression of emotionsin painting, thereislaxity in
the pace. It seemsincapabl e of depi cting fast-changing eventsor moods. Being
Stuationd, it can present only asinglemoment and afew things. But under the
art of drama, eventsand situations happening at different placesand changing
every moment can bedepicted. Although painting capturesasinglemoment, its
effectishighly synthetic and coherent. Asaresult of the dynamism of theater art,
theimpact of any particular event or placeisnot asintenseasthat of painting. In
theart of drama, along with the depiction of objects, thereisalsointensity of
expression of emotions.

(c) Relation of Natyakala to Music Art

Dramaand music both are dynamic arts. Sound playsanimportant rolein both
of these. Therefore, thereason for the mental impact of bothisthe Karnendriya.
Both havethe power to arouseemotions. Inmusic, only vowelsareused andin
drama, the use of both vowels and consonants is seen. In both drama and
music, emotions are expressed clearly through words. Dramatic art presents
mental imagesand menta statesof things. Both dramaand musicaremutua ly
dependent for their perfection. Musicisinterdependent on each other for sense
of meaning and for enhancing dramatic effect. Both the arts complement each
other. Even though both arerelated to each other, they have somedifferences.
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Thefield of dramahasbeen broader than music. Itssensationismorewidespread
and itseffectislong-lasting. Sincethe word element isimportant in drama,
musicd quditiesareautomaticaly includedinit. Intheart of drama, coordination
of both object and feeling is presented.

Thereiscoordination of artsin drama. Along with pleasing themind, it al'so
hel psin devel oping human conduct and leading auseful life. Theetrical art has
thequalitiesof both fineand useful arts.

3.4 CONTRIBUTION OF OTHER ARTS IN THEATRICAL PRESENTATION

Dramahasavery important placein Indian tradition. Both expression and creativity
are presented through thedramatic art form. Thisprocessisasynthetic expression of
human consciousnessand theformsof externa creation. Dramaisaspecia aspect of
poetic art whichisacombination of arts. All other fine artsemphasi zethefeeling of
beauty but their relevanceto practical life doesnot seemto befully visble, but theart
of theater not only delightsthemind but itseffectsarealso seenin our daily lifeand
conduct. Theimportant reason for thisisthat the qualities of other useful and finearts
areasoincludedindrama

The contribution of other artsin the presentation of theeter isseendirectly or indirectly
from beginning to end. Dramaisthat genre of poetry which isexpressed through
acting, dialogue, charactersetc., henceitisalso called visud poetry. Thesignificance
of theater art liesin acting for which a proper basisis required. In this way, the
establishment of NatyaMandap or theater through architecturerendersitsimportant
role. A detailed analysis of thetheater hasbeen donefor the presentation of plays of
Natyashastrawritten by Bharatmuni. Herethreetypes of theatersare mentioned and
their szesared so pecified. Theater hasavery important contributioninthe presentation
of thenumber of characters, scene planning, narration, dialogue etc., the credit for
whichisgiventoarchitecture. Apart from this, themedium of sculptureand painting
also helps in meaningful presentation of the drama. Like in written by Bhasa,
Pratimanataka, the plot successfully reachesitsdestination through sculpture. Parallel
playslikeRatnawali Natika, Swapnavasavadattaetc. are seen performing dramausing
painting. In the absence of these arts, it seemsdifficult for theater art to reach the
pinnacleof itsacting and presentation. Smilarly, inthemusica art whichisacombination
of dance, song and musical instruments, the power of emotional expression and the
qualitiesof concentration and readiness present init, provethetheater presentation to
be successful and meaningful. The audience continuously enjoysthe emotionsand
feelingsthrough the musical elementsin the drama, whichisconsidered to bethe
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ultimategod of theater art. Inthisway, theability to depict objectsin dramawasgiven
to painting, whileexterna aestheticswastaken from scul ptureand architecture. Dance,
music and musical arts contribute to making the presentation of dramaeffective by
infusngitwithemotion. Inthisway, withthecombination of Indian architecture, sculpture,
painting, music etc., theater has developed as a complete method and has been
continuoudly dynamic, whose applied form has been observed from ancient timesto
the present. Undoubtedly, the systematic knowledge of theater art also introducesus
to other fineand useful artsof India.

| vxrouEsnows s

1.  Explainsomecharacteristicsof architectureand sculpture.

2. Rendertheinability of painting.

3. Whatisthesimilarity betweentheater and music?

4.  How aremusic and dramadependent on each other?
5. How sthester different from other arts?

6. Whatistheroleof architectureintheater presentation?

7.  Explainthecontribution of paintinginthestrical presentation through examples.

@ WHAT HAVE YOU LEARNT

° Under Sanskrit literature, knowledge hasbeen divided into two forms- Vidya
and Upavidya.

° Poetry hasaplace under Vidyaand artshave aplace under Upvidya.
e  Artincludesbothexpressionand creation.

° InIndian literature, sixty-four artsare mentioned in Vatsyayana's Kamasutra/
Kamashastra

° Sixty-four arts have been mentioned in Shukraneeti, seventy-two in
Prabandhakkosh and eighty-six artshave been mentioned in the Buddhist text
‘Lditvidara.
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° In Indian tradition, arts have been divided into two parts- (a) Useful arts(b) I ntroduction of
Finearts Natyakala
° Only useful and applied art for daily lifeiscalled useful art. Such asbuilding
congruction, jewellery, food manufacturing, clothing manufacturing etc.
e  Thosewhich providetheexperience of beauty and pleasurearecaled finearts.
Likemusic, painting, scul ptureetc.
e  Western scholars have considered five major arts - architecture, sculpture,
painting, music and poetry. Inthis, drama, dance and speech area so accepted. § Notes
e  Architectureisaso cdled architectureinwhichthearchitect constructsbuildings,
temples, underground damsetc. withthe help of materials.
° In sculpture, the sculptor createsthe shape of any living or inanimate object
through clay, metal, marbleetc. and reflectslifeinit.
° In painting, the painter uses cloth, paper, wood etc. asthe base and depictsor
depictsobjectsthrough colorsetc.
° Painting isconsidered an excellent and subtle art compared to architectureand
sculpture.
° Mus cisacombination of singing, dancing and playing, it hasseven parts- raga,
voice, rhythm, instrument, dance, emotion and meaning.
° Poetry hasthe best place among fine artswhose basisiswords and meaning.
e  Theremainsof thecivilization of Hargppaand M ohenjodaro provideinformation
about the advanced state of Indian architecture.
° Two distinct parts of architecture have been made- religious (temples, stupas
etc.) and secular (prasads, bridgesetc.)
° Thegradual development of scul pture, painting, music etc. isvisiblefromthe
beginningintheancient Indian tradition.
° Many texts like Samaveda, Gandharvaveda, Natyashastra, Rajtarangini,
Sangeetratnakar, Ragamala, Ragamanjari, Ragavibodh, Sangeetdarpan etc.
present thegradua devel opment of Indian musical art.
° Duetothepresenceof elementsof al themgor artsindrama, it hasbeencalled

the best art.
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3.1

3.2

AN
l’\,’J ANSWERS TO INTEXT QUESTIONS

10.
11.

A small part of something, onesixteenth part of themoon or sixtieth part of
thethirtieth part of thezodiac.

Two fieldsof knowledge, art and science, have been accepted.

Kamasutra(Kamashastra) of VatsyayanaMuni. Thenumber of artsinthis
isconsidered to be sixty-four.

Classification of sixty-four artsis seen in Shukraneeti, seventy-two in
Prabandhakkaosh and eighty-six artsin Buddhist text Lalitvistara.

Artswhich areuseful for lifeand fulfill daily needsare called useful arts.
Such asbuilding-construction art, clothing-making, food-making art etc.

That which givesexperience of beauty and pleasureiscalledfineart. Like
dance, poetry, painting etc.

Architecture.
Architecturescul pture painting

Music has seven parts- raga, voice, rhythm, instrument, dance, emotion
and meaning.

PoeticArt

‘Shaant Chakshush Yagya

Harappaand Mohenjodaro

M egasthenes has described Indian architecturein Indicaby theexampl e of
Patdiputracity, ChandraguptaMauryas RajyaBhawan etc.

Mauryaperiod: This Maurya period sculpture displays decency, calm
posture, opulence and revenue.

Thecavesof Ajanta, Ellora, Dashavatara Cave, Elephantaetc. arefamous
examplesof sculpture of the Guptaperiod.
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5.

3.3

Therearesx mainstylesof Indian painting - 1. Ajantastyle 2. Gujarat style
3. Mughd style4. Rajput style 5. Deccan style 6. Present style

Samaveda, Gandharvaveda, Natyashastra, Rgjtarangini, Sangeetratnakar,
Ragamala, Ragamanjari, Ragavibodh, Sangeetdarpan etc. are somelndian
classcd musicrelated texts.

The characteristicsof architecture and scul pture are - form organi zation,
gracefulnessand harmony.

Painting seemsincapabl e of depi cting fast-changing eventsor expressions
dueto downessof movement.

Both dramaand musicaredynamicartsand expressemotionsclearly through
words.

Musicisinterdependent on each other for understanding themeaning and
for enhancing the dramatic effect.

Intheater thereiscoordination of al thearts. Along with pleasing themind,
it also helpsin devel oping human conduct and leading auseful life.

Theroleof architectureinthesatrical presentationisthat it createsatheater
or play housewhichistheplatformfor theatrical presentation.

The contribution of painting inthestrical presentation can be explained by
the examplesof metaphorslike Swapanavasavadattaand Ratnavai etc. in
which the devel opment of the story hasbeen shown through the narratives

of painting.
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Main Components of Natya (Drama)

Inthismodule, an effort has been madeto increase the knowledge of the plot of
dramaamong thelearnersby giving agenera introduction to themain el ements
of drama- Plot, Character, Rasaand enactment.

4. Plot: AnIntroduction

5. Character Planning

6. Introductionto Enactment
o J
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Main Componentsof
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PLOT: AN INTRODUCTION
Notes

Dear student, inthe previouslesson we havelearned about 'Natyakalaand other arts.
Inthislessonwewill read about the plot of the play. Thestory isthesoul of thedrama.
Anexcdlent play cannot be conceived without an excdllent story. Smilarly, theessence
of the entire dramaiis created in the story. Plot isthe sequence of interconnected
eventswithinthe story of aplay. Thus, morethan describing what happened, the plot
reveal s cause-effect rel ationshi ps between eventsthat occur.

[] LEARNING OUTCOMES

After studying thislesson, you-

° know the concept of plot and elements of drama;
° know thetypesof theplot of adrama;

° know examplesof different plot; and

° know the Sandhyangasin drama.

4.1 GENERAL INTRODUCTION TO THE PLOT

Theplot of aplay not only explainshow and why the major events of the play occur.
Theplot of theplay iscaled thestory (Kathavastu). In Sanskrit theater tradition, the
plot isconsidered to be of threetypes-

1.  Prakhyata (Famous)- Mythological or historica story iscaled prakhyataplot.
2.  Utpadhya- Animaginary plot based onimaginationiscalled autpadyaplot.
NATYAKALA (285)
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3.  Mixed- Themixed form of both the above mentioned plots'Prakhyataand
Utpadya iscalled mixed plot.

Along with the division of the above mentioned plot, from the point of view of
development of thedrama, plot can bedivided into two forms-

1.  Adhikarika plot- The story that continuesfrom the beginning to theend of the
story iscalled theadhikarikaplot.

2.  Prasangika plot- The story whichisdriven by the context which helpsinthe
development of themain story iscalled prasangikapl ot.

Describing the nature of drama, Dasharupakakar Dhananjay hassaid that imitation of
stage (awastha) iscalled drama- Awasthanuktirnamnatyam. Thisimitationisdone
through four types of acts- Aangik, Vachik, Aharyaand Satvik. Thus, achieving
uniformity through these actsiswhat theater isall about. Similarly, when the actor
imitates various stages (awasthas) of the hero, then thisaction of theactor iscalled
Natya. Poetry isalso called dramain the sensethat the characters of the poetry are
acted out by actors etc. Because the dramacomes under thevisual genre, itisalso
called visual and because of the portrayal of the charactersby the narrator, itisalso
called Rupaka. Regarding this, Dhananjay saysthat 'Rupyate Drishyate Iti.' That
is, dramaishboth aRupakaand avisud. Attributing theform of Ram etc. to Nataisthe
reason behind theword Rupaka. There aretwo main typesof Rupaka(metaphor)-

1. Shuddha Rupaka (Pure metaphor)- These are considered tenin number.
According to Dhananjay, there are only ten Rupakas (metaphors) which are
different from each other on the basisof Vastu, Netaand Rasa. Theseare pure
variationsof Rupaka.

2.  Samkirna Rupaka- The Rupakainwhich certain characteristics of two or
three of theten puretypesof Rupaka(metaphor) aremixediscalled Samkirna
Rupaka.

Talking about the main features of the plot of adrama, the plot should beas
realistic, concise and clear aspossible. Evenif the subject matter is created
fromimagination, it should be so redlistic that thereader can accept it asasocia
incident. The plot should begiven aslittledetail aspossibleand kept asclear as
possible.
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4.2 TYPES OF PLOT Main Componentsof

Natya(Drama)
While describing thetype of subject matter in drama, AcharyaDhananjay saysthat

'Vastu chadwidha i.e. Vastu, Netaand Rasa. Onthe basisof thesethree differences,
therearedifferent typesof forms. Here Vastu meansthe story of the play. Acharya
Dhananjay says that there are two types of Plot. In this way, the subject matter
(Kathavastu/plot) of the story isof two types-

()  Adhikarika Plot

The Itivrit done by the Adhikari who ownsthe result or expressed in poetry | Notes
relatedtoit, iscalled Adhikarikaplot. Itisaltivrit or story-oriented plot andis
themain story that runsfrom the beginning to the end.

Example: Intheepic Ramayana, the story of Ram killing Ravanaand getting
Sitaisdescribed in Ramkatha

(ii) Prasangika Plot

Such aplot which ismeant to servethe purpose of another plot, but duetothe
context, itsown purposeisalso accomplished iscalled aPrasangik Plot. This
helpsin bringing themain story to completion. At the sametime, it also getsits
own resultsfromthe context.

Example: |nthe epic Ramayana, the main objective of the story of Ramisthe
killing of Ravanaand the attainment of Sita. The story of Sugrivaishelpful in
achieving this objective, but the result of that story isalso proved from the
context of Bali's death and Sugriva's attainment of the kingdom. Relevant
storylinesare a so of twotypes-

(a) Pathaka Prasangika Plot - The Prasangika Plot which runsfor along time
along withthecontract inthemain plotiscalled Pathaka

Example: Inthe Ramayanaepic, thestory of Sugrivain the Ramkathacontinues
for along timewith the Ramkatha. Just asthe pennant or flag isan extraordinary
symbol of the hero and doeshim afavor. Similarly, thisitivrit also favorsthe
hero and therelated story, henceit iscalled Pataka.

(b) Prakari Prasangik Plot - A prasangikastory for short timeor it runsin only
oneact iscalled Prakari.. The secondary hero does not serve any purpose of
hisown but servesthe main hero in an absol ute sense.
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Example- The story of Shravan Kumar in Ram Kathain the epic Ramayana
Thisstory continuesfor ashort distancewiththemain story. Smilarly, thestory
of Jatayuin Ramayana.

Difference between Pataka and Prakari

Although both arerelevant storylinesand both contribute to theflow of the official
story and helpin achievingthemain god, thereare some differences between thetwo.
The Patakahero a so has some purpose of hisown, that is, henot only helpsthemain
hero in accomplishing hiswork and getting theresults, hea so achieveshis purpose.
For example, in Ramkatha, Sugrivaspurposeistokill Bai or to gainthekingdom and
he helps Ram to achieve his purpose. The secondary hero helpsthemain heroinan
absol ute sense without expecting any purpose of hisown. Like Jatayuin Ramkatha.

Five Arthaprakritis

Infact, Arthaprakriti are physical divisionswhich arerelated to the subject matter
itself. When these occur, theformor structure of the play isestablished. Themeasures
to achieveresultsarecalled artha-prakritis. Theitivritaof theplay isdividedintofive
parts. These dramatic itivrita are called Arthaprakriti. There are five types of
Arthaprakriti, which arethemain reason for the hero to get resultsin thedrama-

(1) Beeja- Thisissaid briefly inthebeginning of the play and gets expanded by
flourishing in many formstill the objectiveisobtained. Sincethisbegaisthe
purpose of great work and eternal work, it isof many typeslike Falabegja,
Vastubegaand Arthabegja.

(2) Bindu- Thesub-story ending with this continuesand the main story remains
uninterrupted. That is, when the main purpose of the story isbroken dueto the
end of the secondary purpose, the reason for itsdiscontinuity iscalled Bindu. In
theplay it extendstill theend. Thispointisresponsiblefor obtaining objectives
andisalsotheultimate cause.

(3) Pataka- Itrunsfarinthestory andisthe beneficiary of themain objectives.

(4) Prakriti- It remainsassociated with the officia story only toashort time. Such
relevant storiesare called Prakriti.

(5) Karya- Whatever isachievableiskarya. Measuresaretaken for itsmeaning.

Five Karyavasthas

Therearefivestagesin any drama-
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(1) Beginning (Arambha)- In the story, mere curiosity for getting abundant
objectivesiscalled thebeginning.

(2) Effort (Yatna)- Inthestory, making effortsvery fast when the objectiveisnot
achievediscaled effort.

(3) Praptyasha- Inthestory, whenthereisastuation betweenthemeansof achieving
the obj ective and the means of not achieving the objective, when duetothetug
of war between the two, it cannot be decided to achieve the objective, itis
called Praptyasha.

(4) Niyatapti- Inthe story, the attainment of acertain objectiveduetotheremoval
of obstaclesinachievingtheresultiscalled Niyatapti.

(5) Phalagama- The attainment of the overall objectivein the story is called
Phdagama

Thus, thereisdefinitely conflict inthe plot of the play. Thisconflictisvery grosswhen
it occursinexterna events, but when the conflict isvisibleevenin mental attitudes,
thenit takesasubtleform. The more subtlethe conflict, the more effective, intimate
and famouswill bethedrama.

Five Samdhis (treaties)

Dramaisacoordinated substance. Therearefive sandhis(treaties) init. When stories
related to one purpose or another arerel ated to another purpose, then that relationship
iscalled'Sandhi'. Five sandhisareformed by combining five karyavasthasand five
arthaprakritis.

These Sandhi arefive- Mukha, Pratimukha, Garbha, Vimarsh and Upasanhriti.

Sandhi (Treaties) Artha-Prakriti Particulars
+ Karyavastha
Mukhasandhi Bega-Arthapraikriti Thisconsistsof 12 typesof parts
+Arambha-Karyavastha  incoordinationwiththe
Mukhasandhibegaand
Arambhakarayavastha. Many

Rasasareimaginedinit. Thereis
beg otpati which produces
varioustypesof purposesand
Rasas, that isMukha Sandhi.
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PratimukhaSandhi  BinduArthaprikruti+
YatnaKaryavastha

It has 13 partsdueto the
combination of Binduand
Prayatna. Wherethe begaof the
main remedy for theobjective
includedinthat mukhasandhi is
published partly asatarget and
partly asanon-target, itiscaled
Pratimukhasandhi.

GarbhaSandhi PatakaArthaprakriti+
PraptyashaKaryavastha

With the combination of
Praptyashaand Pataka, thereare
12 partsof Garbha Sandhi.
Wherethe begjasometimes
appears, sometimes gets
destroyed and isthen again and
againexplored, thereisaGarbha
Sandhi.

VimarshaSandhi Niyatapti+ Prakari

Thereare 13 partsof this Sandhi.
Thedatusof Kari isoptiond inthis.
Wherethereisdiscussion about
getting objectivesfrom anger,
addiction or temptationandin
whichtherdationship of different
begasisshownthrough the
Garbhasandhi, itiscalled
VimarshaSandhi

NirvahanaSandhki  KaryaArthaprakriti+
Faagamkaryavastha

This sandhi has 14 parts. The
purposeiscompletely
accomplished, thereisaNirvahana
Sandhi. Thisisthemeaning of the
metaphorica arrangementinwhich
hereandthereinthosetredties, the
nove begaforms, itivrittapartsare
seen becoming theexecutorsof the
main objective, that is, wherethe
main meaningwiththebegas
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scattered at the sameplace. They
areacquired for themain purpose
andthereisaVirvahana Sandhi

Arthopakshpaka

Inthe drama, the eventswhich do not have any direct connection or relation with the
accomplishment of thetask, haveto be cut out and separated, but to keep the story
intact, their informationisdefinitely given. Suchincidentsarecalled 'Suchya. Only
thosethings comein Vishkambhakawhich cannot be shownin numbers. Itinformsthe
storiesof the past and future and connectsthem into one sequence. Vishkambhakais
used at the beginning of the number. Mainly itsindicatorsaremiddle classcharacters.
Theclassical name of theseisArthopakshepakawhich arefivein number -

1.

Vishkambhaka- Vishkambhakaisthe onewhich givesinformation about both
theeventsthat have happened inthe past and the eventsthat areyet to comein
thefuture. Vishkambhakaisof two types-

e Shuddha Vishkambhaka- Theonewhich hasonly medium charactersis
ShuddhaVishkambhaka.

e Sankirna Vishkambhaka- \Which hasboth medium and low charactersis
cdled SankirnaVishkambhaka.

Chulika- Under this, information isgiven about the entry of the character from
ins dethe curtain. Giving information about ameaning through the characters
located within Javanikaiscalled Chulika

Example- At the beginning of the second act of Uttarramcharita, the entry of
TapodhanaAtreyi hasbeeninformed frominsdethecurtain, thisinformationis
caled Chulika

Ankasya- At theend of an act of adrama, if the charactersgiveinformation
about something which marksthe beginning of the next act, thenitiscalled
Ankasyaor Ankmukha

Example- Inthe second act of the play Mahavircharita, Sumantrainformsthat
Vashishthaand Vishwamitraare calling you aong with Parashuram. After this
information, Vashishtha, Vishwamitraand Parashuram enter ittinginthethird act.

Ankavatara- Whereafter theend of oneact, another actisintroduced integrdly,
itiscaled Ankavatara.

Example: At theend of thefirst act of Maavikagnimitra, the clown saysthat
only theword of Mridangawill wake up both the goddesses. After this, after
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hearing thewords of Mridanga, all the charactersstart thefurther story at the
beginning of the second act. In thisway, herethe story of the second act has
been narrated without breaking the story of thefirst act.

Praveshaka- The onewho givesinformation about past and future meaning
through oneor morelower charactersbetween two actsis'Praveshaka. Many
thingsare considered taboo in plays. They arenot performed onthe stage, they
ared so communicatedin someway or theother, like speaking from adistance,
slaughter, war, political upheaval, national upheaval, marriage, food, death,
pleasure, etc.

4.3 TYPES OF VASTU (PLOT) FROM THE POINT OF VIEW OF NATYADHAR

From the point of view of natyadharma, dialogue plot content isconsidered to be of
threetypes-

@

@

©)

Sarvasravya (Audible to All)- If al the people present in thetheater hear the
wordsof any character inthestory, thenitiscalled Sarvasravya.

Niyatasravya (Fixed Audible)- If only acertain number of people hear what
the character saysinthestory, thenit iscalled fixed audible. Therearetwo
typesof it-

(a) Janantika Niyyatshravya- When acharacter talksto another person by
folding all thefingersof the hand inthe middle of the personwho doesnot
want totell anything, itiscaled Janantika.

(b) Apavarita Niyatashravya (Impure non-verbal communication)-
Talkingin secret to another person with one'sfaceturned away isApavarita
Niyatashravya

Ashravya (Inaudible) - Thisisawe comestatement. If only the person spesking
hearswhat he said and other people do not hear it or arenot entitled to hear it,
thenitiscaled Ashrvya(inaudible).

* INTEXT QUESTIONS 4.1

1.

Adhikarikaand Prasangikadistinctions belong to which part of drama?
(@ Vedu
(b) Neta
SECONDARY
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(©) Rasa Main Componentsof
(d) Noneof these Natya(Drame)
2. How many typesof plot aretherein drama?

@ 2

b 5

(© 3

(d) 4
3. Whichof thefollowingisareationa (Sanubanddha) plot?

Notes

(@ Pataka
(b) Anka
(c) Prakari
(d) Adhikarika
4.  Whatisit caledtoimitatethestuation?
(@ Nataka
(b) Natya
(¢ Bhava
(d) Resa
5. How many areconsidered asArthopekshakas?
@ 7
(b) 6
(© 5
(d) 8
6. How many typesof objectsaretherefromthepoint of view of NatyaDharma?
@ 7
(b) 6
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10.

(© 3

(d) 8

| sthere no types of sandhi among these?

(@ Mukha

(b) Pratimukha

(¢) Upsanhriti

(d) Yana

Which of thefollowing isnot akaeryavastha?
(@ Niyatapti

(b) Fdagama

(c) Arambha

(d) Prakari

How many variationsof the Prasangikastory arethere?
@ 2

(b) 3

(© 8

d 5

How many typesof Niyatashrvyaare considered?
@ 2

(b 3

(© 8

@ 5
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@*\ WHAT HAVE YOU LEARNT Natya(Drama)

° In Sanskrit theater tradition, threetypes of plot are considered - 1. Famous -
mythological or historica story iscalled famousstory, 2. Utpadya- imaginary
story made on the basisof imagination iscalled Utadyastory, 3. Mixed - both
of theabove. Themixed form of ‘famousand utpadya plot iscalled mixed plot.

e  Whiledescribing thetype of subject matter in drama, AcharyaDhananjay says
that there arethreetypes of Rupakai.e. Vastu, Netaand Rasa. Onthebasisof | Notes
thesethreedifferences, therearedifferent typesof forms.

e  Themainheroof Patakaalso has some purposeof hisown, that is, henot only
hel psthe main hero in accomplishing hiswork and getting objectives, but a so
achieveshispurpose. For example, in Ramkatha, Sugrivaspurposeistokill a
child or to gain the kingdom and he hel ps Ram to achieve his purpose. The
secondary hero hel psthe main hero in an absol ute sense without expecting any
purposeof hisown. Like Jatayu in Ramkatha.

° Therearefivestagesinany drama- (1) Aarambh, (2) Yatna, (3) Pratyasha, 4)
Niyatapati and (5) Phalagama.

e  Therearefivescenesintheplay. When storiesrel ated to one purpose or another
arerelated to another purpose, then that relationshipiscalled 'Sandhi'. Five
sandhisareformed by combining five action statesand five arthaprakritis.

° From the point of view of natyadharama, the dial ogue content isconsidered to
beof threetypes- (1) al audible, (2) fixed audible, (3) inaudible,

ﬁ TERMINAL EXERCISE

1.  Whatisthesubject matter of the story? Describeitsdifferences.
2. Explainthedifference between Patakaand Prakriti.
3.  WiriteanoteonthefiveArthaprakritis.

4.  Explainthefivestagesof thedrama.
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4.1

NP1 | ANSWERS TO INTEXT QUESTIONS

1 (A
©
(A)
(B)
©
©
7. (D)

o v M w DN

8. (D)
9. (A
10. (A)
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Dear learner, you haveto know about the plot of the story inthe previouslesson. In
thislessonwewill learn about character planninginthedrama. You too must haveever
seen adramabeing staged or whenever you watchit, youwill find that thereare many
typesof charactersin the play. The main onesamong these are- hero, heroine, co-
hero, anti-hero, other supporting characters of the hero and heroine etc. All these
charactershavetheir own characteristicsin carrying forward the story of any play orin
the presentation of the play. Inthislessonwewill learn what things should bekept in
mind in character planning?What are the main characteristics of themain characters
of theplay?

[] LEARNING OUTCOMES

After studying thislesson, you-

° know the concept of character planning indrama;

e  know thedifferencesbetween hero and heroineindrama;

° know the differences between characterswith examples; and

° know the other supporting characters of the hero and heroinein thedrama.

5.1 GENERAL INTRODUCTION TO CHARACTER PLANNING

All the characterswho are part of the plot are connected to the plot of the play. Every
character inthe play hashisown specid persondity. Thispersonadity isaset of certain
principlesand beliefs. Therearevariouscharactersintheplay. Itistheresponsbility of
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the Nata (actor) to bring themtolive (Jivanta). The main character of thedramaisthe
hero. Herepresentsthe theme of the play's plot. The character with whom the hero
conflictsisthe antihero. There are some characterswho play an activeroleinthe
entire story. Some of them arejust thereto take the story forward. The author also
conceptualizessome charactersin the story who appear only in somepartsof theplay.
Such charactersmay have animportant roleaccording to the plot and sometimestheir
roleisonly to accel eratethe drama. These charactersonly help theaudiencefocuson
thetheme or main charactersof the play. Characters haveto be portrayed according
totheir character. The hero hasto keep his character perfect according to hisrole.
Hero and heroine are such characterswho display some human values according to
thestory. Ultimately, characters must be portrayed and devel oped as charactersfor
their characterization.

Inthe narrative, the story istaken forward through specia dialoguesof thecharacters.
Theentirestory reachesthe audience through dia ogue between the charactersof the
play. End: How much aplay isenjoyed by theaudiencemainly dependsonthedid ogues
being spoken by them. Therefore, the content of dialogues and the quality of their
delivery play amgor rolein creating impact inadramaperformance. Diad oguesreved
the persondity of the characters. Also, the manner of speaking, the accent, thetone,
theway of speaking, the appropriate pausesinthediaogue, dl thesereved alot about
the character of the character. Through these dial oguesthe social status, past and
family background of the charactersarereveded. Inthisway, dl thingsshould be kept
inmindwhile conceiving the charactersintheplay.

5.2 MAIN CHARACTERS OF THE DRAMA

5.2.1 Hero

The hero takesthe dramatic story to itsconclusion. That'swhy heiscalled 'hero’ or
'Nayaka. The Heroisthe second di stinguishing € ement of the Rupaka. Heretheterm
'Neta (Actor)' does not only include the hero but also all the characterslike hero,
heroine, wit, chet, chetty etc.

Qualities of a Hero- According to Acharya Dhananjay, ahero should be humble,
sweet, sacrificia, clever, well-spoken, keeping peopl e happy, having apure heart,
eloquent, noble, stable, young and havingintelligence, enthusiasm, memory, honor and
art. One should be skillfully coordinated and determined, brilliant, brave, scholarly
and religious (Dasarupaka, 2.1-2). Based on these qualities, Acharya Dhananjay has
giventhreecharacteristicsof ahero-
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Types of Hero Qualities

Uttam Hero Theherohaving al thequalitiesiscalled thebest hero.

MadhyamaHero A herowhoisinferiorinsomequditiesiscadled aMadhyayam
hero.

AdhamaHero Thosewhoareinferior inal quaitiesarecaledlow level
heroes.

Types of Heroes

All heroes have patience (Dheera). Thisis the reason why the word 'Dheera’ is
associated with al the distinctions of the hero. On the basis of human nature, four
typesof heroeshave been described - Dheeraldit, Dheeraprashant, Dheerodattaand
Dheeroddhat.

Types of Heroes Qualitiesand characteristicsof thehero

Dheeralalilta Thistypeof heroiscarefree, artistic, happy and soft. In
Sanskrit playsitismainly theking. Who wantsto achieve
the happinessof hisbeloved by removing the obstacles
created by hisqueen'snatural jealousy. Thehero of theplay
isDheerdalit. Udayan, thehero of Ratnavai drama, fallsin
thiscategory.

Dheeraprasanta Alongwiththequalitiesof Dheeraldit Nayak,
Dheergprashant Nayak isselfless, kind, politeand just. The
hero of theepisode generdly falsinto thiscategory. The
hero of Mrichchakatikais Charudattaand thehero of Madati
Madhav isMadhav Dhirprashant hero.

Dheerodatta DheerodattaheroisaMahasattva, very serious, unbroken,
forgiving, stable, ego-lessand steadfast. The heroesof drama
areusualy Dheerodatta. Jimutavahana, the hero of
Naganandadrama, falsinthiscategory.

Dheeroddhata Thistypeof heroisfull of greed and jealousy, elusive,
disguised, arrogant, fickle, fierceand greedy. Parashuramis
the courageousheroin Mahavircharita

NATYAKALA (285)

MODULE -2

Main Componentsof
Natya(Drama)

Notes




MODULE -2

Main Componentsof
Natya(Drama)

Notes

Character Planning

5.2.2 Other characters in the play

Thereare many charactersto movethe story of the play forward. Without which the
story cannot betaken forward. Their detailsare givenin thetable below.

Character

Characteristics

Sub-hero

Thesub-heroisaso themain character likethe hero but hehas
somelesser qualitiesas compared to the hero. Thisstory isthe
ensign and hero of the upcoming story. Thishelpsinthe success of
the hero.

Anunayaka
(Persuader)

Heisjunior to the hero. Through hisefforts he contributesto the
hero'sbusiness. The hero has some of the samequalitiesasthe
hero. It hasno purpose of itsown.

Anti Hero

Thisactsasthemain obstaclein the hero'sachievement of hisgod.
Heisstubborn, arrogant, greedy, stubborn, sinful and addicted.
Theantiheroisthe enemy of the hero.

Clown

The clown isthe companion and friend of the hero. He creates

humor through hisattireand behaviour. According to Vishwanath,
theclownisadept inthe Sringara Rasaand isamaanbhanjaka of
respectable heroines. It isnamed after someflower or spring etc.

Wit

Heisthe hero'sservant and devotee. Heisadept in one of thearts
likedanceand singing. According to Natyashastra, Vitisabrilliant,
sweet-spoken, poet and clever person.

Cheta

Thisisasoasupporting character of thehero. AccordingtoAcharya
Bharat, aChet isdiscordant, multi-lingual, deformed, smdlly, expert
invdidandinvdid.

Shakara

AccordingtoAcharyaBharat, aperson wearsbright clothes, gets
angry without any reason and becomes happy quickly, hasmany
vicesandisof low nature. Complete devel opment of sugar isvisible
inMrichchakatika. Mention of shakar isalso foundinAbhijnana
Shakuntal, but after that the absence of shakar isvisiblein Sanskrit

plays.
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Kanchukia Theold Brahminwho entered theking'sinner chamber, wasskilled
inal tasks, was coordinated with many virtues, wascaled
'Kanchuki'. Kanchuki wasawell-wisher and devoted servant of

theking.

Pratihari Themaid who livesnear themain hero or theking and gives
information about statefunctionsliketreaties, ceremoniesetc. is
cdled'Pratihari'.

Messenger The messenger isendowed with many qualities. According to

AcharyaVishwanath, there arethreetypes of messengers-
Nishrishtarth (who hasfull authority towork on aspecia occasion
andwho solvesall the questionshimsdlf after knowing thefedings
of both, heiscalled 'Nishrishtarth' messenger), Mitartha (the one
who hastheauthority to do limited work iscalled 'Mitartha
messenger) and Sandeshharak (the onewho only deliversthe
messageiscalled 'Sandeshharak’ messenger).

Other e Vaman, Shandha(impotent), Kirat, Mlechchha, Abhir etc. of
characters theharem

*  Hero'smakeup assistant, financia assistant (minister etc.),
punishment assi stant, soft ass stant and religiousass stant.

e DandasahayaksincludeAmatya, Pradvivak, Mitra, Kumar,
Atvik, Samant etc.

e Narmashayak isan antpur (paace of queens) assistant only.

*  Ritvik, priest, ascetic etc. are counted among religious
assigants.

5.2.3 Heroine

Theheroine hasthe general qualitiesof the hero mentioned earlier. On the basi s of
thesecommon qualities, there arethreetypesof heroines-

° SwakiyaHeroine- Thistypeof heroineisawoman with qualitieslike modesty,
aarjava(amplicity) etc., adept a practicdity, skilledin household work, amarried
woman and devoted to her husband. There arethreetypesof heroinesof this
type - Mugdha, Madhyaand Pragal bha.
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Types of Heroine

Characteristics

Mugdha (Infatuated) heroine

Thisoneisyouthful, new inlug, shy, shy away from
Suratakrida, and soft eveninloveand anger.

Madhyaheroine

Sheisfull of youth and lust, adept in Ratikridaand
cantolerate Ratikridatill theend.

pragalbhaheroine

She becomes sexually aroused with the onset of
youth, isfully conversant withtheskillsof Ratikrida,
Isshamelessin Ratikrida, becomesunconscious
during Ratikridawith her husband and has

devel oped expressions.

° Parakiya Nayika- ParakiyaNayikaisnot the hero'sown married wife. Sheis
either amarried girl or anunmarried girl. Thus, therearetwo typesof Parakiya
heroine - Parodhaand Anudha.

Types of Heroine Characteristics

Parodhaheroine Thisissomeonee se'smarried wife. Even after
being married, shedesiresto haveaffar with another
man andisshameless.

AnudhaHeroine Sheisan unmarried girl andisyoung and shy. She

iscalled Parakiyabecause sheisdependent on her
parents.

° Samanya- Thistypeof heroineisskilled in Ratikrida, intelligent and acunning
courtesan. Shelovesthe hero only until hismoney runsout. Itisalso of two
types- Anuraktaand Virakta.

Types of Heroine Characteristics
Anurakta Anuraktaisdepicted asaheroinein dramaetc.
Virekta Dueto being emationlessand detached, she cannot

beaheroine (character) in dramaetc.

Heroine's assistants- There are some ass stantswho join the heroineswith the hero.
Dooti, Dad, Sakhi, Padosin, Shilpini, Sanyasini, Chetti, Dai, Kathini, Karu, Viprashnika
etc. arethe helpersof the heroine, who hel p the heroinein meeting the hero.
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1.  How many types of heroes have been considered in dramaon the basis of

human nature?
@ 2 b 5
© 3 @@ 4
2. Whichof thefollowingisnot atype of hero?
(8) Dheeraldlit ()  Dheerodatta Notes
(0 Sweya (d) Dheerprashanta

3. What typeof heroisthe hero of Mrichchakatikam?
(@ Dheerddit (b)  Dheerodatta
(c) Dheeroddhat (d) Dheerprashant
4.  Whichof thefollowingisacompanion and friend of theking?
(@) Shakara (b) Cheta
(©) wit (d) clown

5. According to Vishwanath, how many typesof messengersare considered?

@ 5 (b) 8
© 3 d@ 2
6. How many typesof heroinesarethere on the basisof common qualities?
@ 2 o 3
© 8 @@ 5
7.  How many typesof SwakiyaNayikaare considered?
@ 2 () 3
(© 8 d 5
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@ WHAT HAVE YOU LEARNT

e Therearevariouscharactersintheplay. It isthe responsibility of the Nata
(actor) to bring themto life. The main character of thedramaisthe hero. He
representsthethemeof theplay'splot. Thecharacter withwhomthehero conflicts
istheantihero. Thereare some characterswho play an activeroleintheentire
story. Some of them arejust there to take the story forward. The author also
conceptualizes some charactersin the story who appear only in some parts of
the play. Such characters may have animportant role according to the plot and
sometimestheir roleisonly to accel eratethedrama.

° It isthe hero who takesthe dramatic story to itsconclusion. That'swhy heis
called'hero' or 'Nayaka.

° On the basis of human nature, four types of heroes have been described -
Dheerdadlit, Dheeraprashant, Dheerodattaand Dheeroddhat.

e  Therearemany charactersto movetheplot of the play forward. Without which
the story cannot betaken forward. Like Sahanayak, Anunayak, Pratinayak etc.

° Onthebasisof genera qualities, therearethreetypesof heroines- Swakiya,
Parakiyaand Samanya.

AN
l’\,‘J ANSWERS TO INTEXT QUESTIONS

5.1
1 (d
2. (©
3. (d
4. (d)

5 (b
6. (¢
7. (b

SECONDARY




INTRODUCTION TO ENACTMENT

K eeping in mind the expression aspect of poetry, Acharyashave classified poetry in
two types- 1- Visual poetry (DrishyaKavya) and 2- Audible poetry (ShrivyaKavya).

Herevisua poetry isthe subject of visua senses. Being the subject of thevisua senses,

itisclear that thistypeof poetry, being capableof being seenor visible, iscalled visua

poetry. Such poetry isenacted or performed by actors on the stage, seeing which
peopleareenjoyed. But visual poetry doesnot mean that such poetry isonly amatter
of seeing. Visud poetry isalso read and heard. Theelement called dialogueor narration
isentirely amatter of the sense of hearing. From this point of view, we can say that
thereisandement of auraity invisua poetry, but thepriority isgiventothevisud. That
iswhy itiscalled visua poetry. The sceneisa so known by variousnameslike Natya
or Abhinaya, Roop, Roopkadi etc. Thesevariousexpressionsused for visua purposes
areunderstandablein different ways. Audible poetry isrelated to the sense of hearing.
Poetry that can be heard becauseit isthe subject of the senses(Shrotendriya) iscalled
audiblepoetry. Thispoetry isbest enjoyed by listening or readingit. Of thetwo senses-
based types of poetry, inthislesson our discussionisrelated to visua poetry.

[] LEARNING OUTCOMES

After studying thislesson, you -
e  knowthegenera introduction of enactment;
e  know thetypesof enactment;

e  know thetypesof enactment; and
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I ntroduction to Enactment

e understand thechangesin actingin modern plays.

6.1 ENACTMENT: INTRODUCTION

Visua poetry has been called enactment. Abhinayameans poetry worthy of acting.
When we consider the principle of enactment from the classical point of view, our
attention first focuseson the statement of Natayashastrawherefour essentia e ements
have been discussed for the Panchamvedacal led Natyaveda.

'Jagrah Pathymrigvedatsamebhyo Geetmev Ch.
Yajurvedabhinyan Rasantharvanadapi.'

That is, Tatvavid Brahmaadopted the four e ementsof Pathya, Geet, Abhinayaand
Rasafromthefour Vedas. Hetook the Pathyafrom Rigveda, the Song from Samaveda,
the Enactment from Yajurveda and the Rasas from Atharvaveda and composed
Natyavedaby combining al thefour elements.

Each of thesefour elements necessary for Natayahasitsimportance, but among the
above mentioned four e ements, Enactment being the acting part of Natyaveda, isthe
most important element. Natyaistheimitation of thefeelingsof al thethreeworlds-
Trailokyasyasya Sarvasya Natyam Bhavanukirtam

Although at many placesAnukirtanisused asimitation, yet Anukirtanisdifferent from
imitation. Anukirtanisrelated to Vibhavadi-Vishisht and throughit agenerdized form
isassumed, whereasimitationisrelated to Pratyaksha. Only whenitisinageneraized
form, thesocid isrelated tothe Nataform of thehisact, duetowhichthereisafeding
of Rasa. Under Nataya, the Natadi or the actor acts according to the society/world.
Thehappy-sorrowful natureof the peopleiscaled Natya, conssting of Angika, Vachika,
Sattvik and Adhaaryaactsetc. Infact, dramaitsdlf isacting and acting itself isdrama.

Abhiniyate Iti Abhinayah - That is, conveying thedramatic action to theaudiencein
aninteractivemanner isacting.

Abhi Abhimukhe Nayati Iti Abhinaya: That is, taking the dramaexperimentin
front of the society isacting. Dramaturgist Ramchandra-Gunchandrasaysthat the
acting meaning through whichitisconveyed to the social peoplein aninteractive
manner isacting. Natadshastrawriter AcharyaBharat saysthat theword abhinayais
formed by adding the suffix achfromtheroot iy (ni) with the prefix abhi, themeaning
of whichisAbhimukhyanayani.e. taking the meanings of natyaprayogatowardsthe
audienceor socid isabhinaya. AcharyaBharat saysthat Abhinay iscalled Abhinay
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because various meanings of Natyaare made palatablein the hearts of the people
through the use of Abhinay conssting of shakhas, angas, upangas. Literary philosopher
AcharyaVishwanath hascalled imitation of thesituation asacting -

Bhavedabhinayohvasthanukarah

Heretheactor or Natadi imitatesthe states of AbhineyaRamyudhishthiradhi through
mind, speech and body etc. Infact, actingislikeayogic practicein which complete
concentration and restraint of body, mind, speech, hands, feet etc. isrequired. During
acting, thesevariouselementsare controlled and used as per the mood.

|

* INTEXT QUESTIONS 6.1

1.  whichfor dementshavebeen discussed for Natyavrda?
2. Fromwhich VedaPathyahasbeen collected?

3. Whichaccording actor actsin Natya/

4.  Whoisthewriter of Sahityadarpanatext?

6.2 TYPES OF ENACTMENT

Almogt al Natyacharyashavediscussed four typesof acting, they are- Aghika, Vachika
Aharyaand Sattvika. AcharyaBharat mainly mentionsthesefour types-

'Angiko vachikashchaiva aharyah satvikastatha
Jneyastvabhinayo viprah chaturdha parikalpitah’

However, in addition to the above four acting types, AcharyaBharat al so discusses
general acting and chitrabhinaya. A description of the types of actingisfound in
Abhinayadarpan. According toAbhinayadarpankar, therearefour Abhinayas- Angika,
Vachika, Aharyaand Sattvika-

'Angiko vachikastadvadaharyah satvikohparah'
Writersof Sahityadarpanaal so mention thesefour differences-

'Bhavedabhinayohvasthanukarah sa chaturvidhah
Angiko vachikashchaivamaharyah sattvikastatha'
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Thesefour typesof Aaghika, Vachika, Aharyaand Sattvikaacting are universally
acceptable. A brief description of the above four acting types can befound here-

Brief discussion of Chaturvidha Abhinayas

1.

Angika Abhinaya- AngikaAbhinayameansthe acting displayed by various
partsof the body isAngikaAbhinay. Herethe Nata, through the various parts,
appendages and sub-appendages of hisbody, displaysthe various actions of
performing Ramadi infront of the society. Dramatists Ramchandra-Gunchandra
aso darify about AngikaAbhinayaand say that visudizing actionsthrough body
partsand appendagesisAngikaAbhinaya. AcharyaBharat discussesthreetypes
of body acting - Sharirg), Mukhgj and Chestakrita(Chestakriyaabhinaya).

Vachika Abhinaya- Vacha Kritam Abhinayamiti Vachikabhinayam - Acting
related to speech isvachikaacting. Dramatists say that imitation of speech
according to thefeelings of the speaker isvachikaacting - Vachikohbhinayo
Vachaam Yathabhavmanukriya.

Speechisimitated keeping in mind the context, imitation and public behavior.
Whatever isexpressed through themouth by the charactersonthe stagefollowing
Ramadi Anukarya, everything comesunder vachikaabhinaya. Intheview of the
Acharyas, speechitself isacting and vachikaacting isthe body of thedrama,
whileAngikaAbhinay, AharyaAbhinay and SatvikaAbhinay expressthemeaning
of the speech. Angikaand acting areinfluenced and strengthened by vachika
acting. Therefore, it hasbeen said that aNataor actor should make effortsin
the subject of vachikaacting. To makethevachikaacting effective, Bharatahas
considered it to be composed of Aagam, Naam, Aakhyat, Upsarga, Nipaat,
Samas, Taddit Sandhi, Vachan,Vibhakti and upgrhadi etc. and has minutely
considered the aboverulesrelated to words-

'Aagamnamakhyatnipatopasargasamasataddhittaieyuktah
Sandhivachanavibhaktyupagrahaniyukto vachikabhinaya'

According to Acharya Bharata, two types of phrases are required here-
Nibaddhai.e. arhyming composition and Chornapadai.e. aprosecomposition.
In the context of vachikaacting, Bharat has discussed Rhymes, Alamkaras,
Gunasand Doshas, Rasae, language difference, didect, tone, place, varna, kaku,
manner of address, character etc.
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3.  AharyaAbhinaya- AharyaAbhinay isrelated to the external instruments of
AnukaryaRamaetc. Dramatists also say that imitation of character etc. done
by external objectsiscaled AharyaAbhinaya-

'Varnadyanukriyahhhayobahyavastunimittkah'

InAgnipuran it has been called intelligence inspired acting. AharyaAbhinayais
cons dered to be Nepathya-vidhan. The charactersequipped with propshave different
statesand natures, hencethe emotionsare expressed herethrough Angadi without any
effort. Herespecid attentionispaid tofacial makeup and clothing. AharyaAbhinayais
thetheatrical useof characters position, nature, costumes, body structure, decorative
costumes, alamkaracostumes and animate and i nanimate subjectson stage. Herethe
attireisan expression of theplaceand timeaswell asthelifestyle, modesty, color etc.
of theindividua. Thediversty indietary habitsisclearly visbleduetothefacia make-
up, clothing, hair-style etc. according to the particular place. Four types of Aharya
Abhinay have been mentioned in Nataddhashastra, they are-

() Pudtai.e presentingitinareplica
()  Alamkara- Garland, jewelery and clothesareAlankara.

(i)  Angarachana (Structure of body) - To create the body parts of the model
according to the body parts of Ramsitaetc. model.

(iv) Sanjeev - Entry of living beingson Ragamnch (Stage).

Sattvika Abhinay- The name of concentrated mind is Sattva and the purpose of
whichisSattvaiscalled Sattvik - Avahitam manah sattvam, tat prayojanam heturasyeti
sattvikah.

If thereisno stability of mind, aNata (Actor) cannot demonstrate swarabhedaetc.,
hencethedisplay of swarabhedaetc. experiencesissattvikaacting. Swarabhedaetc.,
along with vowel differences, meanstremor, column, yawn, weakness, bulkiness,
shapel essness, falling of salivaor foam, relaxation of the body, etc. The display of
swarabhedaetc. experiencesfollowsthejustification of Rasaand superior, medium
andinferior natures. It hasbeen said that Sattvaisafeding arising fromthemind and
that Sattva arisesfrom the concentration of the mind. Tears, Romanchadi arethe
nature of Sattva, which cannot be acted with adifferent mind becausein drama, folk
natureisimitated in which Sattvaisexpected. To createaredistic and natural Situation
inthedrama, theactor hastofollow Sattva. Thereareeight Sattvik Bhavas- Stambha,
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Sweda, Romancha, Swarbheda, Vepathu, Vaivernya, Ashru and Pralaya. A manwho
actsin asattvikamanner haseight qualities- beauty, luxury, Sweetness, seriousness,
stability, sharpness, finenessand generosity. Asadornment of heroines, two typesof
ornaments, Yatngjaand Ayatngja, are discussed. Twotypesof Yatngjaornamentation
are also mentioned - sharirgjaand swabhavika. Thereis mention of threetypes of
body ornamentsnamed Haava, Bhaavaand Helaand seventypesof natura ornaments
named Shobha, Kanti, Dipti, Madhurya, Praga bhata, Audaryaand Dhairya. Satvika
actingisconsidered the best becauseit expressesthe unexpressed.

|

* INTEXT QUESTIONS 6.2

1.  How many typesof enactment?

2. How many typesof Angikaabhinayaaccording toAcharyaBharatamuni?
3. How many typesof Aharyaabhinayain Natyashstra?

4.  Whoisthewriter of Natyadarpana?

6.3 DRAMATIC CHANGES IN MODERN PLAYS

Inmoderntimes, new procedural changesarenot clearly visibleintheform of acting.
Even now thetraditional actingformismaintainingitspositioninastrongform. Yes,
now someinfluence of contact with western countriesisbeginning to beseeninthe
current acting style. Gesture, posture, gait, speed and speech have started gaining
special importance in thewestern acting system. Here gesture means - display of
emotionsthrough different typesof facial expressions, posture means- movement of
hand, leg, fist, finger, body partsetc., gate and speed meansthe speed and vel ocity of
theactors walking and the meaning of speech. It isspeech or verbal acting. Whenwe
closely observethe Indian and Western acting system, we cometo the conclusion that
at someplacesamixtureof bothisvisbleinthe modern acting system, but eventoday
inthemodern Indian acting system, only thetraditional classical systemisaccepted.
Somevisud changesinthemodern acting system can beshown inthefollowing form-

1. Emphasisongateand speed.
2. Westerninfluence of gesturesand posture.

3.  Atsomeplacesartificidity isvisiblein themethodsof demonstration.

SECONDARY




| ntroduction to Enactment MODULE -2

4.

5.

8.

0.

Useof artificid languageat someplaces. Main Componentsof

. _ : Natya(Drama)
Modern acting hasbecome limited to the actions of the characters.

Nowadays, acting has become everything in which external appearanceand
atificidity alemainly vishle.

Theeffect of changeof eraisclearly visble, whichisnatura.

New methodsfor painting body partsetc.

Notes
New costumesetc.

Nevertheless, even today thetraditional ancient classical method of acting maintains
itsstrong form with some changes according to thetimes.

* INTEXT QUESTIONS 6.3

1.
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M ain Componentsof 7.  Briefly writeanote on thedramatic changesin modern drama.
Natya(Drama)

@* WHAT HAVE YOU LEARNT

|

° Four essential elements have been talked about for Natyaveda - text, song,
acting, andrasa.
Notes
e  Almostdl theater artistshavefour typesof acting.
e  Therearefour typesof Abhinayanamed Angika, Vachika, Aharyaand Satavika.
e Thereareasofourtypesof Aharyaacting.

TERMINAL EXERCISE

T

1.  Whatisenactment?

2. How many typesof enactment?

3. Wiriteashort noteonAngikaAbhinaya.

4.  Writethechangesin modern dramasreativetotraditional dramas.
A

°\/°J ANSWERS TO INTEXT QUESTIONS

6.1
1. Pathya, Geet, Abhinaya, and Rasa
2. Rigveda
3. AccordingtotheLoka(Society)

4. AcharyaVishwanatha
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6.2

1. Fourtypes
2. Threetypes

3. Fourtypes

4. Ramchandra-Gunachandra
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Discussion on Rasa Sutra

In this module, the concept of Rasa, introduction to Rasasutra and various
opinionsand the concept of Sahridaya have been discussed-

7. Concept of Rasaand Discussion on Rasasutra

Q. Concept of Sahridaya J
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Discussionon Rasa
Sutra

CONCEPT OF RASAAND
DISCUSSION ON RASASUTRA

Notes

Haveyou ever wondered why once you seeadance or drama, you fedl thedesireto
seeit again? Thesmpleanswer isthat one gets pleasure from watching that dance or
drama. The audience wishesto seeit again to experiencethe samejoy again. The
feeling of pleasure experienced by the audience after watching adance or dramais
called 'Rasa. Bharat has considered the nature of Rasafrom the point of view of
various genres of drama like nataka, prakarana, prahasan etc. That is why, his
Rasavivechanaiscalled 'Natyarasa. He believed that without rasatherewould beno
other meaning indrama. The audience goesto watch adramaonly whenit feelsjoy.
Bharat hasexpressed thisideain hisRasa Sutra. After that, many scholarswho thought
about the form of poetry-drama like Rudrat, Anandvardhan, Bhattanayaka,
Abhinavagupta, Dhananjay, Vishwanath, Jagannath etc. discussed Rasafromtheir

own perspective.

[] LEARNING OUTCOMES

After studying thislesson, you-
° know the general introduction of Rasa;
™ arefamiliar with the nature of Vibhava, Anubhavaand Sanchari Bhava;

° understand the characteristics and types of Rasasand will be ableto present
examplesof different Rasas;

° understand the discussion of Rasa Sutra; and
° understand the Sadharanikaranaof Rasa.
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DiscussononRasa 7.1 NATURE OF RASA

Sutra

Rasaissynonymouswith pleasure. When the permanent fegling of the heart of the
Sahridya combineswith the Vibhava, Anubhavaand Sanchari bhava, thenit gets
transformed and resultsin theform of rasaslike Sringara, Hasya, Veera, Raudra
etc. Which has been propounded by Acharya Bharat as
'"Vibhavanubhavavyabhicharisanyogadrasanishpatti'

Theliteral meaning of 'rasa is- 'that which can be savored or which can betasted'. In
thefield of literature, 'rasa isthefedling of pleasurearising fromreading, listeningto
poetry or watching adrama. Just as BhojyaRasais obtained by the combination of
different typesof dishes, medicinesand liquids, just asBhojyaRasaisobtained from
varioustypesof dishes, dishesand medicines, inthe sameway, permanent fedingsby
combining with various emotions al so become Natya'Rasa. By example, we can
understand it in thisway, when the hero and heroine acting in afilm adorned with
beautiful scenes, through Vachika,Angikaand Sattvikaacting, expressthefedings-
anubhava, vyabhichari bhavaetc. and present the permanent fedinginaholisticform,
thenadelightful, Anemotional Stuation ariseswhich awakensjoy, curiogty etc. inthe
mind of the sympathetic observer. According to Bharat, thisddightful emotiond state
is'Rasa.

Notes

Thus, according to Bharat, Rasaisthe permanent fedling that isgenerated from various
emotionsand to say it in more clear terminol ogy, the permanent emotion combined
withvibhava, anubhavaand vyacharyaemotionsand expressed through vachika, angika
and sattvikaabhinayaisRasa

Although therasahas been flowing sincetimeimmemorial. But thefirst oneto publish
Rasainrelationto dramaor poetry isAcharyaBharat. Who discussed Rasain detail
inhistext"Natyashastra'. Bharat considerstheentiredrama, poetry etc. asrasacentric.
Bharat'sRasaSutraisthe basisof al Rasa-vimarsha

7.2 ELEMENTS OF RASA

Rasaresultsfrom the combination of Vibhava, Anubhav and \yabhi chari fedings. To
know about the concept of Rasa or the nature of Rasa, it is necessary to have
knowledge of Vibhavadi. Thesearethe causal ingredientsof Rasa. Thesecanaso be
called parts, components of Rasaor components of Rasanishpatti. Their combined
presenceisRasa. Without knowing these, the concept of Rasacannot be explained.
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7.2.1 Sthayi bhava (Permanent Feeling) DiscussononRasa

You must have experienced that all human bei ngs experience happinessand sorrow. Sutra

Happinessand sorrow aremental emotions. Theseawaysremain permanently dormant
inthemind. They become awakened when aspecial reason arises. For example, the
fear which wasdormant in the mind before seeing the snake and the mind was a so
calm, appearsin the mind as soon asthe snake appears and the person gets scared
and startstrying to escapefromit.

There areinnumerable emotionsthat cause happinessand sorrow, however, Bharat
first identified eight main emotionswhich areawayspresentinasubtleforminthe
human mind. These become apparent when the appropriate causeis present. Inthe
terminology of Natyashadtra, thefedingswhich awaysremain presentinthemindina
subtleform are called permanent fedlings.

Notes

There are eight permanent emotions - Rati (love), Hasa (laughter), Shoka(grief),
Krodha (anger), utsaha(enthusiasm), Bhaya (fear), Jugupsa (jeal ousy) and Vismaya
(astonishment). All these emotions comeinto experience dueto vibhava, anubhava
and sanchari emotions. For example, aseed lying insidethe soil getsthe combination
of manure, water and favorableair and appearsintheform of asprout. Smilarly, the
permanent fedlings present in the dormant state in the mind become manifest through
the combination of Vibhava, Anubhav and sanchari fedings.

7.2.2. Vibhava

Themainreasonthat givesrisetofedingslikeRati, Haasetc. iscalled Vibhava. That
is, any feeling arisesonly when thereisVibhavadueto the attainment of Rasa. There
aretwotypesof Vibhava- (1) Alambhana(supportive) and (2) Uddipana( excitation).

Alambhana (supportive ) Vibhava

Alambhana(supportive) are caled reasons on which emotionsare dependent, that is,
the main reason for the origin of any emotioniscalled Vibhava. For example, Rati
(love) feding appearsin Ram after seeing Sita. Here Sitaisthemain reason- Alambhana
Vibhavafor awakening thefeeling of love.potential . There are two conditions of
AlambhanaVibhava

1.  Vishayalambana- Theonetowardswhomor duetowhichfedingsariseinthe
mind, that isVishayad ambana.
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2.  Ashrayalambana- The one who awakens feelings in his mind is called
Ashrayalambana. For example, if Ram hasfeelingsof lovefor Sita, then Ram
will beAshryalambanaand Sitawill beVishydambana

Uddipana Vibhava (Stimulation)

After the sprouting of emotionslike anger, fear etc. from AaambanaVibhava, the
hel pful factorswhich make them moreintense are Uddi panaVibhava Often externa
objects, circumstancesand activities of nature stimulate emotions. Different emotions
likelove, anger etc. lso havedifferent levelsof stimulation. Themeaningisthat those
which excitei.e. intensify the emotions generated by support are called Uddpivan
Vibhava

7.2.3 Anubhava

Theexternd state of Ashraya, the activities, physica movementsetc. which bring out
thefeelingsof loveetc. arising dueto the dlambanaand uddipanavibhavas, for the
perception of theaudience, arethe Anubhavaof theexterna state of Ashraya. Suchas
rednessof eyesafter getting angry or aperson running away fromthat placeout of fear
after seeing violent crestureslike snakesetc. Therearefour typesof anubhava: Aangika,
Vachika, Aaharyaand Sattvika. Under the Anubhavas, the eight mental disorders
indicating emotionslikeanger, sadness, grief etc. are called Sattvikaemotions. These
eight sattvikafedlingsare-

(1) Stambha (Nishcheshtata) (2) Sweda (Sweat) (3) Romanch (Thrill) (4) Swara
bhanga (Voice breaking) (5) Vepathu (Kampana/trembling) (6) Vivarnata(Albinism)
(Rangahinatalcol orlessness) (7) Ashru (Tears) (8) Prdaya (M urchha-unconsciousness).

7.2.4 Vyabhichari bhava

When any permanent emotion likelove, grief etc. appears, the nourishing emotions
like doubt, joy, satisfaction etc. which gppear for amoment and then disappear, those
unstableemoationsare caled Vyabhichari bhava. Permanent feeingsare compared to
the ocean and Wyabhichariafedingsare compared to therisng and falling waves of the
sea. Just aswaves originate from the ocean and mergeintoit. Inthesameway, inthe
context of apermanent feeling, Vyabhichari fedingsariseasmomentary feeingsand
by getting absorbed, they nourish themain permanent fedling. Viyabhichari fedlingsare
dsocdled Sanchari (communicative). Whichliterdly means- transmissveor continuous.
Thisword dso makesit clear that the Sanchari (communi cated) fedingsremainundable.
Inthisway, the unstable mental disordersthat ariseinthemind of the person arecalled
Sancharibhava
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Thetota number of Sanchari (communicative) expressonsspecified by Bharat is33, Discussionon Rasa
which areasfollows- Sutra

Nirved, (2) Glani (Guilt), (3) Shanka( Doubt), (4) Shrama(Labor), (5) Dhriti ), (6)
Jadata(Inertia), (7) Harsha(Jdoy), (8) Dainya, (9) Ugrata(Agility), (10) Chinta(Worry),
(11) Trasa, (12) Irshya (Jealousy), (13) Amarsh, (14) Garva (Pride), (15) Smriti
(Memory), (16) Marana(Death), (17) Mada(Mad), (18) Supta, (19) Nidra(Sleep),
(20) Vibodh, (21) Vreeda, (22) Apasmara, (23) Moh, (24) Mati, (25) Alasata
(Laziness), (26) Veg, (27) Tarka(Argument), (28) Avahittha, (29) Vyadhi (Disease),
(30) Unmada (Insanity), (31) Vishada (Sadness), (32) Utsukata (Curiosity) and (33) | Notes
Chapdata(Agility).

Difference between permanent feelings and Vyabhichari feelings -

Permanent feelingsdo not ariseand destroy. They remaintill theend but thefedingsof
Sanchari (communication) keep on forming and disappearing likewater bubbles. The
second difference between these two isthat permanent feeling isthe destiny of each
Rasa; But the same Sanchari (communicative) fegling can exist with many Rasas. For
thisreason, thefeeling of Sanchari (communicationOisalso called the feeling of
\yabbhichari.

| vxroussTows

1.  Whatdoyouunderstand by Rasa?

2. Canwecdl rasaasjoy?

3. WhichisRasaSutra?

4.  Whosework isNatyashastra?

5. Whereisthefirst mention of Rasafound?

6.  What doyou mean by component of Rasa?
7.  How many partsof Rasaarethere?

8. What are Sthayi Bhava (permanent expressions)?Why are call them Sthayi
Bhava(permanent expressions)?

9.  What doyou understand by Vibhava?
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Writesthetypesof Vibhavas.

How many typesof Anubhava?

How many SatvikaAnubhavaarethere?

How many typesof Vyabhichari Bhava?

Why arethefedingsof Viyabhichari bhavacalled Sanchari bhava?

Doyoufeel thereisany special difference between Vyabhichari Bhava and
Sthayi Bhava?

7.3 TYPES AND CHARACTERISTICS OF RASA

While centralizing the drama, Bharatmuni has considered eight types of rasas- 1.
Shringara, 2. Hasya, 3. Karuna, 4. Raudra, 5. Veera, 6.Bhayanaka, 7.Bibhatsaand 8.
Adbhuta.

Apart from these eight Rasas, Abhinavaguptaal so included Shant and Vishwanath
alsoincluded Vatsalya. Dueto which by mixing thesethe number of Rasasbecomes

EXAMPLES OF DIFFERENT RASAS

ten.

1.

Shringara Rasa- The permanent feeling called Rati residing in amutually
compatible and having equal affection is experienced by the Sahridyas as
ShringaraRasa, strengthened by Vibhava, Anubhav etc. Therearetwo typesof
ShringaraRasa- 1. Vipralambha Shringara2. Sambhoga Shringara.

Vipralabh Shringara- The anxiety experienced when ayoung man and agirl
are unable to meet each other despite being in love with each other or get
separated againiscalled Vipraabh Shringara. As-

Durlabha: 'Priyastamin bhavaHridayal Nirasham aho gpango mesfurti kimapi
vamah, Eshasachiradrishtah katham punardrishtavyaaham paradhinatvam
punah satrishnam.’

Some girl says- O heart! My beloved israre, give up hope of finding him.
Oho! My left eyeistwitching. Have seenit along time ago, how canthisbe
found. Although | am dependent, still consider me ashaving strong desirefor
youl.
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Inthisexample, the constituent e ements of Rasaand Rasani shptti areasfollows
Permanent feeling- Rati

Rati's shelter- Girl

Alambhana Vibhava- Young man (Her bel oved)

Uddipana Vibhava- distancefrom the hero, solitude, not meeting the herofor
alongtimeetc.

Anubhava- heroineseyetwitching
Vyabhichari bhava- Heroinesdespair, desirefor union, longing etc.

Inthisway, dueto the combination of Vibhava, Anubhav and Sanchari fedlings,
Rati Bhavagets strengthened and isfelt in theform of Vipralabh Shringar and
makesthe observershappy.

Sambhoga Shringara- Sambhoga Shringaraisthefeeling of mutual touch,
embrace etc. between ayoung man and agirl who haveloving and friendly
behavior towards each other. Like-

Chandrapidam sa cha jagrah kanthe kanthasthanam jeevitam cha prapede,
Tenapurva sa samullasalakshmim indusprishtum sindhulekheva bheje.

That is, he (Kadambari) hugged Chandrapeed, it felt asif lifehad cometo his
throat. Before that, he (Chandrapeeda) attained joy in the same way asthe
waves of the ocean attain joy from the touch of themoon. Inthisexample, the
congtituent elements of Rasaand the Rasanishptti areasfollows-

Permanent feeling- Rati
Rati's shelter - Chandrapeeda
Aalambana Vibhava - Kadambari

Uddipana Vibhava - The picturesgue atmosphere of spring known fromthe
context, the embrace of the hero by Kadambari etc.

Anubhava - thrill,

Inthisway, dueto the combination of Vibhava, Anubhav and Sanchari fedings,
thefeding of love getsstrengthened and is experienced as Sambhoga Sringara
and bringsjoy to the Sahridaya.
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Hasya Rasa- The permanent feeling of Hasya is Hasa (humor). Thisis
manifested through distorted speech, appearance, attire etc. Thefollowing
exampleisgiven.

Trastah Samastjanhaskarah Karenoah Taavatkharah
Prakharmulallayanchkara.

Yavat chalasanavilolanitamba-Visrastavastramavarodhavadhuh papata.

That is, thedonkey, who was scared of the elephant and made everyonelaugh,
kept jumping until the saddle or blanket etc. tightened on hisback fell fromits
place dueto loosening, seeing which the clothes of the maids of the antahpura
started fluttering. Got busy and shefell there. In thisexample, thenutrientsand
rasanishpatti of Hasyaareasfollows-

Permanent feelings- Hasa

Shelter of Hasa - Maid of Ranivas

Alambhana Vibhava- Donkey

Uddipana Vibhava- A donkey jumping infear of an elephant.

Anubhava - Themaid of Ranivaasfdlingwhileralling, her clothesgetting messed
upwhilelaughing.

Vyabhicharia Bhava-joy

Inthisway, all the causal materia of Rasanishptti, which bringsthe sense of
humor toitspeak, ispresent intheform of Vibhava, Anubhavaand Sancharai

feglings, which after attaining the peak, the permanent emotion called humor is
experienced by the observersintheform of humor.

Karun Rasa - The permanent feeling of Karun Rasais'Shoka(grief)'. It arises
fromtheeffectsof desth of aloved one, destruction of grandeur, murder, bondage,
etc. which cause sorrow. An exampleisgiven below -

Ha Matastvaritahsi Kutra Kimidam Ha Devtah Kwahhshishah
Dhik pranan patito shannihu rtavahastehngashu dagdhe drishau.

Ittham ghargharamadhyaruddhakarunah paurangananam gira-
Schitrasthanapi rodayanti shatadhah kurvanti bhittirapi.

Inthisexample, the congtituent e ementsand Rasanishptti of Karunarasaareas
follows
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Permanent emotion- Shoka(grief) DiscussononRasa
Shelter of Shoka- Relatives Sutra
Alambana Vibhava- Dead Queen

Uddipana Vibhava- Hisdead body and fire etc.

Anubhava: Lamenting, blasphemy, sobbing etc.

Vyabhicharai- Nirveda, attachment, disease, inertia, sadness, guilt, pity etc.

In this way, the permanent feeling of shoka (grief) confirmed by these Notes

Vibhavaadikas has been expressed herein theform of Karun Rasa.

4. Raudra Rasa- The permanent emotion of Raudrarasais'Krodha (anger)'.
Anger arisesdueto enemy'sadversity, harm, conflict, resentment, dispute etc.
Thefollowing exampleisvishble-

Yo yah shastram bibharti svabhujgurumadah pandavinam chamunam
Yo yah paanchalgotre shishuradhikavaya garbhshayyaan gato va.

Yo yestakarmasakshi charati mayi rane yashcha yashcha pratipam
Krodhaandhastasya tasya swayampi jagatamantaksyantkoham.

Angered by thekilling of Dronacharyaby Dhrishtadyumna, Ashwatthamasays,
whoever bearsweaponsin thearmy of Pandavas, beit achildinthelineage of
King Drupadaor aninfant in thewomb, who has committed the heinousact of
killing my father and seen with hisown eyes. | have seen that whoever ismy
opponent, blinded with anger, | will becomehisYamrg andif Yamrg asocomes
against me, | will destroy himtoo. Inthisexample, the constituent e ementsand
Rasani shptti of RudraRasaareasfollows-

Permanent emotion- Krodha(Aanger)

Shelter of anger- Ashwatthama

Alambana Vibhava- Dhrishtadyumna

Uddipana Vibhava- Killing of father Drona

Anubhava- taking oath, raising weapon, red eyes, flushed face

Vyabhicharai- Amarsh, Chandata, Garv
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Inthisway, dl thecausal materia of the Rasanishptti which bringstheemotion
of anger toitspeak ispresent in theform of Vibhava, Anubhavaand Sancharai
emotionswhich after attai ning the peak, the permanent emotion called anger is
experienced by the observersintheform of RudraRasa.

Veera Rasa- The permanent feeling of Veer Rasais 'Utsaha (enthusiasm)'.
Thisfedingismanifested by engaginginwar with courageand enthusiasmthrough
strength, patience, bravery, sacrificeetc. Itisof many typeslike Dharmaveera,
Danaveera, Dayaveeraand Yuddhveera.

Rathi Nishangi Kavachi Dhanushman Drptah Rajanyakamekveerah.

Vilolayamaas Mahavaraha: Kalapakshayodvrittamivarnavambh.

Just asat thetime of the cataclysm, L ord Varahamoved ahead, cutting through
the rising waters of the ocean, in the same way, sitting on the chariot, the
incomparably braveKingAja, wearing armor and aquiver, wasmoving forward
sngle-handedly cutting through theenemy'sarmy.

Inthisexample, the congtituent e ementsand Rasani shptti of YuddhveeraRasa
areasfollows-

Permanent emotion- Utsaha (enthusiasm)

Shelter of enthusiasm- Aja

Alambhana Vibhava- Enemy army

Uddipana Vibhava- Enemiesattack together, battlefield.

Anubhava- single-handedly tearing apart the enemy, wearing armor, arrows,
quiver etc. and attacking the enemy army single-handedly with achariot.

Vyabhicharai Bhava- joy, pride, lust etc.

In this way, from the description of Vibhavadi in a manner conducive to
enthusiasm, Ajasenthusasmfor thewar isfeltintheform of bravery.

Bhayanaka Rasa- Thepermanent emotion of BhayanakaRasais'Bhaya(fear)'.
In people of fearful nature, it occursafter committing crimeor seeing violent
animals, deserted houses, forests, mountainsand snakesetc. As-

Shyenamambarataladupagatam shushyadanananabilo vilokayan
Kampamanatanurakulekshanah spanditum nahi shashaak lavaka.
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When the quail saw the eagle descending from the sky, histhroat becamedry, Discussion on Rasa
hisbody begantotremble, hiseyesfilled with tearsand he could not even move Sutra

from there. In this example, the constituent elements and Rasanishptti of

BhayanakaRasaare asfollows-

Permanent emotion - Bhaya (fear)
Shelter of Fear - Quall

Alambhana Vibhava - Eagle

Uddipana Vibhava - Eagle descending from the sky towardsquail Notes

Anubhava - Dry throat, body trembling, eyesfilled withtears, inability to move.
Vuabhichari Bhava - Doubt, terror, pity

Inthisway, hereall the reason-materialsfor the maturity of fear are present
whichinfusesthe essence of horror inthe Sahridya

7.  Bibhatsa Rasa- The permanent feeling of BibhatsaRasais'Jugupsa. This
permanent fedling arisesdueto reasonslike seeing and hearing unpleasant things
etc. Dueto which, contraction of the nose and mouth, spitting, heart tremors
etc. occur. Such as-

Ahrishsheshairiva parivrito makshikamandalibhi
Pooysklinannam vranamabhimrishan vaasasah khandaken.

Rathyopante Drutmupasrutam Savachanetrakonam
Chhatraghranam Rachayati Janam Dadrurogi Daridrah.

Thatis, it seemsthat dueto someremaining sin, fliesarebuzzingfromal sides
on the pus coming out of thewound of aleprosy patient. Seeing apoor |eper
wiping awet wound with acloth, people quickly passing by the side of the
street narrow the cornersof their eyesand closetheir noses.

Inthisexample, the constituent elements and Rasanishptti of BibhatasaRasa
areasfollows-

Permanent feeling - Jugupsa
Shelter of Jugupsa - People passing by the street

Alambhana Vibhava - Leprosy patient
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Uddipana Vibhava - Fly buzzing, pusflowing fromwound etc.
Anubhava - narrowing of nose and eyesby passersby etc.
Vyabhicharai Bhava- Melanchaly,

Inthisway, dl thereason-materia sfor thematurity of Jugupsafeding are present
whichinfuses BibhatsaRasain the Sahridya.

Adbhuta Rasa- The permanent feeling of AdbhutaRasais'Vismay'. A feding
of astonishment appearswhen an unimaginabl e, supernatural object or event
happenssuddenly. As-

Characharajagatjalasadanam vadanam tava,
Galdagganagambheeryam vikshyaasmi hritchetana.

When Yashodaopensthe mouth of child Krishnaafter seeing hismouth full of
mud to spit it out, sheisastonished to seetheentireuniverseinit and says- O
Krishnal Seeingyour face, which containsthisentirelivingworld andwhichis
insulting the seriousness of eventhe sky, my consciousnessitsdalf hasdisappeared.
Inthisexample, the congtituent e ementsand rasanishptti of wonderful Rasaare
asfollows-

Permanent feeling- Vismaya

Shelter of Vishmaya - Yashoda

Aalambana Vibhava - Balakrishna

Uddipana Vibhava - Seeing thewholeworld insdethemouth

Anubhava - Lossof consciousness, feeling of excitement, dilation of eyesetc.
Vyabhicharai Bhava - Gamyaman Traas.

Inthisway, al thereasonsfor strengthening thefeeling of astonishment are
present, which infusesasense of wonder in themind of the Sahridya.

| Swxroussnows

How many typesof Rasaarethere?

How many Rasas according to Bharata?
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How many typesof SringaraRasa?
When doesthe Hasyarasadevel ops?

What isVeeraRasa?

o o A~ W

What i sthe permanent feeling of Bhayanaka Rasa”?

7.  WhendoesAdbhutaRasaget strengthened?

7.4 SADHARANIKARANA (GENERALIZATION) OF RASA

Youmust haveseenin Ramledathat inthe scene of exileon stage, Dashrath experiences
grief dueto Ram'sexile. Dasharathasgrief isjustified because heisRam'sfather and
does not want to send Ram away from him. But why do the audience become sad
after seeing that scene?

Thisquestionisanswered through the processof generdization. Thelitera meaning of
Sadharanikarana (s mplification) isto make something whichisnot ordinary, makes
ordinary. Theantonym of theword ordinary is- 'specid’. When any specid featureis
removed from an object or ideathenitiscalled ordinary. A particular fegling or object
isrelated only to aparticul ar person, whereas an ordinary object or feeling can be
relatedto al persons.

Itisseenintheworld that thereisaffection towardsthe close ones, affection towards
theenemiesand neutra feeling towardsthe onewho isneither an enemy nor afriend.
Thesefeelingsalso limit thefeelingsof the person within personal, alien or neutral
limits. If theviewer remainsbound by such specid limitationswhilewatching adrama,
he cannot experiencejoy.

Intheterminology of Rasanubhuitti, the actor's performanceiscalled Anukarta, the
real Ramadi is called Anukarya and the audience is called Sahridaya. When the
difference between the place, time etc. existing between the anukarya, imitator and
sympathi zer disappearsand the emotion displayed on the stage does not appear to be
of any special person but appearsto begenera, that stateiscalled "simplification”.
Simplification of any feeling is most important for feeling pleasure. Without
generalization, therecan beno sympathy. A generalized emotionisacommon emotion
withwhichdl audiencesconnect equaly.

Theaudiencegivesuptheir specia feelingsand eventhe characters Dasharatha, Ram
etc. arenot specid but only makethem believein ordinary relationshipslikefather-son
etc. Inwhich the observer becomes so engrossed that the feelings of Dasharathaetc.
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become hisown feelings, experiencing which hetoo feelsgrief. In the process of
forgetting these pecid fedingsafter watching adrama, the viewer'sexperience becomes
identified with the shelter of thefeeling. Along with this, Ramisnot just the son of
Dasharathaand appearsto everyone ashisown son, that is, he becomesthe support
of everyone'sgrief.

| vmxroursTons s

1. Whaisgenerdization?

2. CanRasasvadanahappenwithout smplification/generdization?
3. Whatismeant by Tadatmaya?

4.  Whatistheroleof generalizationin Rasa?

5.  Howwouldyou explain generalizationin oneword?

7.5 RASA SUTRA VIMARASHA

For thefirst time, Bharatamuni has given systematic thought about Rasain histext
named Natyashastra. Thedefinition of Rasapresented by himisfamousby thename
of 'RasaSutra.

Bharatahas called Rasanubhuti as Rasani shpatti in Rasa Sutra. Bharatmuni'sfamous
Rasasutrais - "'Vibhavanubhavvyabhicharisanyogadrasanishpattih.'

Theat is, Rasaisproduced by thecombination of Vibhava, Anubhavaand Sancharibhava

InRasaSutra, Vibhava, Anubhavaand Sanchari bhavaarethe componentsof Nishpatti.
Apart fromthese, thewords'Sanyogat' and 'Rasanishpatti’ have also been used. The
words Sanyoga and Nishaptti are related to the process of Rasa. In thisway, to
understand the nature of Rasa, thewords mentioned in Rasa Sutracan bedivided into
two main parts-

1.  Wordsdenotingthecausa content of Rasa: Vibhava, Anubhava, Vichchari
2. Wordsindicating the process of Rasani shpatti: Sanyogaand Nishaptti

Although Bharat has not used the word permanent in thissutra, yet he hasmadeit
clear whileexplaining the Rasa Sutra. It ismost important to have astablefeeling for
Rasani shpatti.
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7.6 EXPLANATION OF RASA SUTRA DiscussiononRasa
Sutra

Therearegenerdly four interpretationsof BharatdsRasaSutra. Duetolack of unanimity
among scholarswhileinterpreting theterms'Sanyogat’ and ‘Nishpatti' in Bharat'sRasa
Sutra, diverse opinionscameinto existence. Which areasfollows-

Acaharaya Meaning of Meaning Opinion
'Sanyogat' of Nishpatti

Bhataollata Utpadya-Utpadaka Utpaiti Utpattivada

. Notes

Reation

Shankuka Anumapya Anumiti Anumitivada
AnumapakaRédation

Bhattanayaka Bhaya-Bhojaka Bhukti Bhuktiveda
Rdation

Abhinavagupta | VWyangya-\Wanjaka Abhivyakii Abhivyaktivada
Reation

Utpattivada- AcharyaBhattlollata has called thefeeling of rasaas'Rasotpatti’. He
used 'Sanyogat' in Bharat's Rasa Sutraas meaning 'Utpadya-Utpadaka relationship
and 'Nishpatti' asmeaning 'Utpatti'. Hebelieved that Vibhava, Anubhavaand Sancharal
Bhava are Utpadya and permanent Utpadya. When Vibhava etc. coincide with
permanent feeling then Rasaisgenerated in Ramadi. Therea rasawasoriginalyin
Ram-Sitaetc., sincethe audience seesNat-Nati etc. asRam-Sitaetc. onthe stage,
hence we assumetheorigin of rasainthat too.

Anumitivaad- AcharyaShankukahas called Rasanubhuti as Rasanumiti. Hehasused
'Sanyogat’ in Bharat's Rasa Sutraas meaning 'Anumapya-Anumapakarel ationship'
and 'Nishpatti' as meaning 'Anumiti’. Shankuka believes that Vibhava etc. are
Anumapakaand permanent feelingsareAnumapya. When thereisacombination of
Vibhavaadi with the permanent feeling, the Sahridyaacceptsthe presence of Rati etc.
intheNat situated in theform of Ramadi and doAnumiti of Rasa. TheNat Situatedin
theform of Ramadi actually doesnot havefedingslikeRati etc. With hisacting skills,
he presentsthem so naturally that they do not appear artificial. In comparisontothe
viewsexpressed by Acharyal ollataand Acharya Shankukaon Rasa Sutra, the Rasa
Sutraexplanations of Bhattanayakaand Abhinavaguptaare considered morelogical.
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DiscussiononRasa Bhuktivada- Bhattanayaka has called Rasanubhuti as Rasabhukti. He has used
Sutra 'Sanyogat' in Bharat's Rasa Sutrato mean 'Bhojya-Bojakare ationship and 'Nishpatti'
to mean 'Bhukti'. Vibhava, Anubhava and Sanchari bhava are 'Bhojaka and the
permanent feeling is'Bhojya. When'Bojya-Bhojaka relation isformed with the
permanent meaning of Vibhavaadi, then 'Bhukti’ of Rasatakesplace. Inthisway, the
joy that the Sahridyafed safter watching the dramaiscalled Rasabhukti intheopinion
of Bhattanayaka.

Inthedrama, first of dl thereisawarenessof specid thingslikeVibhavaand Anubhava.
Notes After that, through aspecia process, thingslikeVibhava, Anubhavaetc. aresmplified.
Inthisstate, the special qualitiesof Vibhavaetc. disappear and they start appearing
normal. By smplifying, Sattvaquality istransmitted to theviewer and heenjoysthe
pleasureintheform of supernatural pleasure.

7.6.1. Acharya Abhinavagupta

Abhinavagupta's opinion ismost popular among theinterpretersof RasaSutra. He
hascalled Rasanubhuti as Rasabhivyakti. Rasaisexpressed when Vibhava, Anubhava
and VWyabhichari Bhavahavea\Vlyangya-Vyanjaka(sarcastic-euphemigticOrelaionship
withapermanent expression. Thisopinioniscalled Rasabhivyakti.

Inthe heart of the Sahridaya, permanent feelingslikeloveetc. remain present inthe
form of subtlelust. Sahridyapeople know fromtheir worldly experiencethat inthis
world, young men and women are seen falling in love with each other for special
reasons. When they watch such scenesagain and again, they becomeadept at predicting
feelingsetc. When such thingsare presented in front of them in the sameway, then
they areexperienced inageneralized form, dueto which the permanent fegling dormant
intheform of lust getsexpressed in the heart of the Sahridyaandisfeltintheform of
Rasa

InAbhinav'sview, thereare nine Rasas. In these, the Shringara, the Kruna, the Shanta,
the Raudra, the Veera, the Adbhuta, the Hasya, the Bhayanakaand the Vibhatsa, the
essence and its permanent feelingsare similar to those of Bharat. Asthe ninth Rasa,
Shantarasa so attractsto the Sahridya, its permanent feeling is Sham.

7.6.2. Acharya Dhananjaya

AcharyaDhananjayahas al so believed that the Rasathat is permanent dueto the
combination of vibhava, anubhava, sattvikaand vyakhyachari fedingsiscalled Rasa
Themind of the Sahridya gets absorbed in the permanent feelings combined with
Vibhavadi etc. and the Sahridyaexperiencesitsown pleasurewhichiscalled Rasa.
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ThisAswadan isRasa. Feglingslike Rati, Shokaetc. which are permanent before
aswadan and during the stage of aswadan are called Rasa. He did not accept
Abhinavaguptas Rasabhuvyakti. Hisopinion wasthat through dramaetc. thereisno
expression of Rasainthe Sahridyat but thereisafeeling of Rasa.

Whilewatching aplay, for the Sahridaya, the characters seen on the stage do not
gppear artificid eventhoughthey areatificid likeachild'stoy. Just astoysliked ephants,
horsesetc. made of clay createafedling of enthusiasm, joy etc. dready presentinthe
child'smind, the child while playing with them becomes happy by experiencing the

MODULE -3
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Sutra

fedlingsof enthusiasm etc. present inhismind, inthe sameway, theater charactersand | Notes

their physical actionscreatethefedingsof rati, grief etc. presentinthedormant satein
themind of the Sahridyaintheform of Shringara, Karunaetc. Dhananjayahasaccepted
only eight rasasaccording to Bharat from the point of view of drama. From the point
of view of poetry, Shantarasa can also be accepted, but sinceit isnot an abhinayain
thedrama, it isnot considered as Shantarasa.

7.6.3 Acharya Vishwanatha

The form of Rasa accepted by Vishwanatha and the process of its execution are
completely smilar toAbhinavaguptasexpression of Rasa. They aso believethat the
permanent feeling expressed through Vibhava, Anubhavaand Sancharibhavaattains
Rasta

Along with Rasanishpaiti, Vishwanathahasa so clarified the nature of Rasa- according
towhich whenthe SattvaGunaprevailsinthe heart of the Sahridya, itisconsidered to
be unbroken, self-luminous, blissful, shining, freefromdl other typesof knowledge,
the sibling of feeling of Brahma, the only one beyond theworld. Just asayogi, ina
concentrated state of mind, turnsaway from theworld and realizesin hisheart the
God whoisseparatefrom himsdf, inthe sameway, aSahridyapersonreaizesin his
heart abliss separate from himsalf.

Rasaissdf-reveding and blissful. In Rasanubhuti, theemotionsetc. arenot experienced
separately but gppear inanintegra form likeRasaof Pana. When the Sahridyabecomes
compl etely absorbed with the characters of the poetry, thenit becomesfreefromthe
feding of sdlf, other, neutral. At that timethereisno other knowledgeinit except the
experienceof Rasa.

Rasa is supernatural and miraculous. It cannot be compared with any worldly
experience. Inworldly experiences, apersonisfull of attachment and hatred, whereas
dueto normalization in Rasanubhooti, a Sahridyabecomesfreefrom thefeeling of
attachment and hatred.
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Discussion on Rasa Rasaisnot the Brahmaswada (supernatural pleasure), rather itisitssibling. Just as
Sutra thereisafeding of supernatural pleasureintherasaof Brahma, the samefeding that
givessupernatural pleasureisalsofeltin Rasa. Thedifference betweenthesetwois

that therasaof Brahmais permanent and the Rasaisexperienced only during the

period of poetic experience. According to him, thereareten Rasas- Shringara, Karun,

Shanta, Raudra, Veera, Adbhuta, Hasya, Bhayanaka, Bibhatsaand Vatsala. Their

permanent feelingsare similar to those of Bharata. Apart from these, the permanent

meaning of Shantarasais Shamaand the permanent meaning of VatsdarasaisVatsd ata.

o~ Vishwanath wasthefirst to come up with theideaof VatsdaRasa.

Notes
7.6.4 Acharya Jagannatha

Panditrg) Jagannath has supported the express onism of Abhinavaguptaregarding the
process of Rasanishpatti and has accepted the power of Rasain the Sahridya. Hehas
cdled Rasa"Bhagnavarana Chit" which meansthat the consciousness of the Sahridya
isfreefromthecover of ignorance. When permanent fedingslikelove, joy etc. arenot
experienced, they remain in an unknown statein the Sahridyain theform of lust or
sanskar. Thesupernatura phenomena, described with poetic skill, astonishthe Sahridya
person and enter hisheart in such away that theveil of ignorance covering the Sahridya
consciousnessisdestroyed. Assoon asignoranceisdestroyed, the Sahridyaperson
rises above the limitations of hisand her own and forgets his personal form and
experiencesthejoy present within himsalf. Thisexperience of happinessisthe Rasa.

AcharyaJagannath has considered only ninerasasaccording toAbhinav Gupta. They
believethat the permanent feeling of Shantarasaisnot Sham but Nirvedawhich arises
from Tatvgyaan.

* INTEXT QUESTIONS 7.4

1.  WhatisRasasutra?

2. What nameisBhatt Lollat'sopinion known?

3. What isSanyogaand Nishpatti according to Bhattalollata?
4.  What nameis Shankukasopinion known?

5. Whoisdiscrbied Bhuktivada?
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6. WhatisSanyogaand Nishpatti according to Bhattanayaka? Discussonon Rasa
. o Sutra

7. Whichonesopinionismost accepted?

8.  Wheredoesauthority of RasaAcharyaJagannathaconsider?

9.  Accordingto Jagannatha, what isthe permanent feeling of Shant Rasa?

@*\ WHAT HAVE YOU LEARNT

° The founder of Rasa is Acharya Bharata who established Rasasutra-
Vibhavanubhavavyabhi chari sanyogadrasani shpatti in hisbook "Natyashastra'.

Notes

° Rasaisapleasurablefeeling. Which isreceived by the Vibhava, Anubhava,
Vyabhicharo Bahavas by Sahridya. According to Bharat, there are eight
Natyarasas.

° Generdization meansfreedomfrom peculiarities. Smplificationisthefoundation
of the Rasaprocess. Initsabsence, savoring the Rasaisimpossible.

° Four maininterpretationsof Rasaarefamous. Inwhich Bhattal ollat and Shankuka
consider Anukartaand Anukaryagata Rasarespectively. Bhattanayak considers
Rasaas Bhojyaand Abhinavaguptaasvyangya.

e  AcharyaDhananjay doesnot accept the expression of Rasa. Accordingto him
thereisafeding of rasa. Dueto not being an abhinayain the drama, they do not
accept the power of ShantaRasa.

° CharyaJagannath isthe nourisher of the Sahridya-oriented aspect of Rasa.
Accordingtothem, after ignoranceends, the Sahridyaexperiencesthejoy present
withinitsdf.

ﬁ TERMINAL EXERCISE

1.  What doyouunderstand by Rsa? Explain the components of Rasa.
2. AccordingtoAcharyaVishwanath, revea the Rasaform.

3. Writean essay on Rasaand Rasasutradiscussion.
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DiscussononRasa 4.  Inthecontext of Rasasutradiscusson, which opiniondid you find most influentia
Sutra andwhy?

5.  Explantheuniquenessof Shankuk'sopinioninrelationto Bhattlollatt'sopinion.
6.  Presentadetailed explanation of Abhivyaktivada(expressionism).

7.  How doesDhananjay explain Rasa?

= 8. Explainthetypesof ShringaraRasawith examples.

Notes
9. Wiriteexamplesof Karunaand AdbhutaRasaalong with details.

10. Explaingeneralizationwith anexampleinthecontext of any oneRasa

AN
l’\,’J ANSWERS TO INTEXT QUESTIONS

7.1

1. Inthefiddof literature, theexperienceof joy arisng from listening to poetry
or watching dramaisrasa

2. Yea

3. Vibhavanubhavavyabhi charisanyogedrasani shpatti
4. AcharayaBharatamuni

5. InNatyashasatra

6. Partsof Rasa

7. Three

8. Bhavon, which awaysexistsinthesubtleform of Meiminthemind, is
caled Sthayi Bhavaintheterminology of Natayashastra.

9. Who producesRati, hasaiscalled Vibhava
10. Alambhanaand Uddipana

11. four
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12. Theinner mental disordersindicative of Rati, Hasa, Shokaetc. are Sattvika DiscussiononRasa
emotions. Sutra

13. 33
14. Dueto Sancharanshed

15. Yes, Sthayi bhavanever destroy after originated.

7.2
Notes
1. AccordingtoBharat muni-8, Abbinavagupta-9, Vishawanata- 10
2. Yes 8
3. Two
4. Itiscaused by distorted speech, appearance, costumes, etc
5. Utsaha
6. Bhaya
7. By thesuddennessof an unimaginable, supernatural object or event
7.3
1. Sadharnikranaistheact in which the Sahridyaseparatesfrom his perfect
being and enjoysthefeding of Rasafromthenormal being.
2. No
3. Samanbhava
4. Rsasvadaisnot possiblewithout Sadharanikaran
7.4

1. Vibhavanubhavavyabhicharisanyogadrasani shpatti
2. Utpativada

3. Utpadya-Utpadak and Utapatti
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Discussonon Rasa 4. Anumitivada

Sutra
5. Bhattanayaka

6. Sanyoga Bhojya Bgak and Nishpati- Bhukti

~

Abhinavagupta

©

In Sahridya

Notes 9. Tattvajnanajanit nirveda.
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CONCEPT OF SAHRIDAYA

Notes

In previouslesson you have becomefamiliar with the nature of Rasaand the process
of itsNishpatti (extraction). Inthislesson wewill try to seewho feelsthe Rasaand
why not al the peoplewatching thedramafeed the Rasa?You must have experienced
that after watching aplay or amovie, some peopleget so engrossed init that they do
not pay attention to the circumstances around them, while some peoplekeep talking
among themselves. Those who connect themselves with the circumstances and
charactersof thedramato thelevel of depth of emotionsand becomeengrossedinit,
one hasto accept somekind of inner invisible power whichisnot therein the second
category of audience. That power iscalled 'Saridayata'. Peoplewith thisarecalled
‘Sahridaya.

Inthe context of poetry, the poet isalso called 'Sahridaya, because by making himself
engrossed with the things of theworld, he bringsthem into hispoetic world. Inthis
lesson, Sahridyata has been explained in relation to aperson who experiencesrasa

[] LEARNING OUTCOMES

After studying thislesson, you-

° know the generd introduction of Sahridaya.

° understand the ability to be Sahridaya;

° establish there ationship between Rasaand Sahridaya; and

° understand therole of Sahridayaand Sadharanikaran in Rasanubhiti.
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DiscussiononRasa 8.1 NATURE OF SAHRIDAYA|

Sutra
A personwho feelspleasure after reading, listening to poetry or watching adramais

called Sahrdaaya. Theliteral meaning of 'Sahridaya is- 'Equal-hearted.' Thosewho

have similar experiencesin situations of happinessand sorrow etc. are Sahridaya.

Whilerdishing the poetry-drama, the experience of the spectators (audience) becomes

smilar tothat of theactor and the poet. Therefore, sincethe experienceof thelisteners

of poetry and theaudience of dramaissimilar to that of the poet and the actor, they are
= caled Sahridaya.

Notes
A Sahridaya is one who has the ability to derive pleasure from poetry, drama etc.
The poet bringsthe actionsand feglings of the creatures of theexterna worldintohis
poeticworld. Hecannot incorporatethemin hiscreation unlesshe experiencessmilar
emotionslikehappiness, sorrow etc. Inthisway, the poet's sensitivity becomessimilar
to the sengitivity of the creaturesof theworld and heisa so Sahridaya.

Thefeeling of the original actor reachesthe heart only through poetry and drama.
Therefore, unlessasahridaya person experiencesthefedlings of the poet, he cannot
fed theemotion. Attheleve of fedings, thepoetissmilar totheorigina actor andif he
experiencesthe samefedingsasthe poet, heiscalled sahridaya.

Therearemany wordssynonymouswith sahridya. Like- Rasika, Prekshaka, Sumana,
Samana, Samgjika, Pramataetc. Among these, theword 'Sahridaya ismost popular.
Whosemindisaspureasamirror, who are not disturbed by worldly passions, hatred,
lust, anger, attachment etc., who are not under theinfluence of attachment and hatred,
for whomthefedingsdescribed in poetry and dramaareeasly generdized. Theseare
called Ras kabecause they enjoy the Rasa.

The drama is observed in a group. The audience which follows group etiquette
is called social (Samajika).

The word Sahridayais used extensively by Anandvardhan and Abhinavagupta.
Bharatmuni has used thewords'sumanas and 'prekshaka in the context of the play.

'Preksha isalsoanounfor visua poetry. Theonewho forgetshisown persondity and
watchesthe dramawith full concentrationiscalled an observer (Prekshaka). The
expressionsof poetry and dramaare accepted only by ahealthy and puremind, hence
Rasagyaisdso cdled Sumanas. By redlizing the permanent fedingsthrough Vibhaavadi,
Sahridayaisalso cdled Pramata.

In Natyashastra, instead of Sahridaya, theword " Sumanas and Prekshaka'" isused,
which means - spectator with abeautiful mind. Bharatamakesit clear that when the
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permanent feeling getsstrengthened and attains Rasa-rupathrough Vibhava, Anubhava
and Vyabhichari bhva, then the observer with abeautiful mind (Sumanas) relishesitin
the sameway asabeautiful personwhileeating food cooked by mixing many dishes.
A manwith good heart relish the Rasaand becomes happy.

Herebeautiful mind (Sumanas) means- healthy mind. For example, no matter how
deliciousfood isserved to aperson suffering from fever, hedoesnot find it interesting.
Similarly, if themind of aspectator isfilled withtrivia worldly emotionslikemamatva,
paratva, attachment, hatred etc., then no matter how interesting adramaisshown to
him, he cannot experiencerasa. Rasanubhuti ispossible only with ahedthy and pure
mind.

8.2ABILITY TO BE SAHRIDAYA

Only the sahridaya can experience the Rasa. Romanticism isnot possible without
sahridayata. According to Abhinavagupta, it isnecessary for asahridayato havethe
followingqudifications

Clarity of mind (Chitta Vishadata)- Clarity of mind meanspurity of heart. Emotions
likeattachment, hatred, lugt, anger, etc. makethemindimpure. Thefeding of closeness
or affection createsattachment and thefeding of alienation or dienation createshatred.
Attachment and hatred aretheimpuritiesof themind. To be sahridaya, itisnecessary
for themind to befreefrom these. Thefeelings described by the poet arereflectedin
themind likeaclean mirror, just astheimage of theface appearsinaclean mirror.

Thedramatic environment, songs, musica instrumentsand acting materiasetc. keep
the hearts pure only for those people who have elevated minds by nature. Without
purity of mind, sensudlity of personality causesaddiction and bringsdown the person.
Duetothe purity of mind, such peopledo not fall under theinfluenceof worldly vices.

Sdf-communi cativeness (Svahridaya Samvada Bhgj akata)- Self-compassonrequires
the observer to havetheability to communicatewithin hisown heart. Meaning of heart
dialogueisthat what one person hasknown, the other person also experiencesitinthe
sameway. Through heart-to-heart communication, thefedings of two peoplebecome
similar evenif they havedifferent personalities. Because of hissociability, the poet
identifieshimsdlf with the sahridaya. Thefedingsof the poet and the sahridayabecome
amilar.

Ability to be Engrossed in a Describable Object- Theability to beengrossedina
describable object isalso essential for sahridaya. The heart getsso engrossedinthe
description of the object described by the poet that it has no knowledge of anything
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Discussion on Rasa else. Thisstateisalso called absorption and i dentification with the dramatic subject
Sutra matter. In the state of absorption or identification, the difference between themood of

the poet and themood of the sahridayadi sappears and the experience of both becomes

thesame. The narrow boundariesof mamatva-paratvaor swakiya parakiayarel ated

feelingsend inthe mind. Just as a person with asoft heart shudders at the sight of

someone'ssorrow and pain. It seemsasif hisentire consciousness has entered the

victim. Similar should be the situation of a compassionate observer (sahridya

prekshaka). With this ability, asahridayakeeps on experiencing the happinessand

o~ sorrow of the character of poetry and dramaat the menta level withitstender mind.

Notes
In Natyashastra, Bharat explainstheimportance of the'observer (Prekshaka)' that -
"The one who experiences satisfaction after watching enactment of satisfaction,
experiencessorrow ingrief, anger inanger andfear infear, after watching aperformance
inadrama, should be considered agreat observer (Prekshaka). " Thissameexperience
istanmayibhavaor identification. Hence, it isclear that only those spectatorswho
have good-heartedness (sahridayata) can experience pleasurefrom dramaetc.

After considering the ability to be sahridaya, it isal so necessary to know that how
doesareader of apoem or aviewer of adramapossessthe ability to be sahridaya?

Inthisregard, theAcharyasbelievethat the above mentioned ability of sahridayata
doesnot comein aday or two. For this, long and continuous practice of poetry is
necessary. When the reading and watching of poetry and dramacontinuesfor along
time, then such an ability whichiscalled sahridayatadevel opsin theheart of thereader,
listener or viewer. On the basis of this, he becomes engrossed with the dramatic plot
and charactersand communicatesfrom the heart.

Along with practice, virtue from birth to birth is also necessary. The feeling of
'sahridayata cannot arisewhen thereisabundance of sinful faultsinstead of virtues. If
thistalent residesinthe poet, it makeshim ahigh-classpoet and if it residesin the
listener or observer, it makes him asahridayaconnoisseur of poetry and drama. This
developstheability of thelistener to listen to the poetry recitation and the ability to
enter into the emotions staged in the observer. With the power of histaent, Sahridaya
understandsthe meaning of the poemin such away that hefeelsthat theentirepicture
of the poet isdirectly present before hiseyes.

Although peoplein theworld get to know about other peopl €'sthoughtsand emotions
by seeing their actionsand express onswithout telling them, but the personisnot able
toidentify with them. The audience'smental attitude expressed through dramaisnot
limited by the narrow limitsof perception. Thereisno petty sdfishnesslike"thisisyour
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feding” or "thisismy feding". Thepersond boundariesof thesahridayabecomerdaxed Discussion on Rasa
at that time. The mind becomes compl etely absorbed in emotionsand experiences Sutra
extreme peace. From the point of view of drama, itiscalled RasnaVyapara. At that

timetheviewer assumesan ordinary mindset. Therefore, it can besaid that sahridayata

isthe criterion for experiencing Rasa. One who does not have sahridayatais not

capableof experiencing Rasa.

Inthisway, every person can be areader but not asahridaya. Unlike the observer
and listener of worldly matters, a sahridaya person is a person with refined

rasa, who has the ability to perceive dramatic things due to being bright, § Nores
imaginative and having a tender heart.

* INTEXT QUESTIONS 8.1

What isthemeaning of Sahridaya?

What ismeant by Sahridayata?

How isthe poet 0 is Sahridaya?

Iseveryoneissahridaya?

Which characterigtic of Sahridayamakesit different fromthegenerd readership?
| spleasure possiblein the absence of sahridayata?

Which do youthink isthe maost appropriate word synonymouswith sahridaya?
After andyzingthecriteriaof sahridayata, giveyourself asuitablenoun.

© © N o g bk~ wWw N PP

What do you understand by the ability to be sahridaya?

o
o

What isthemeaning of clarity of mind?

=
=

What isheart didogue?

[ —
N

Doeseveryone have heart dialogue?

[
w

Explaintheability to concentrate.

[ —
E

What istherelationship betweenidentification and absorption?

15. Whatisanobserver inrelationto drama?

8.3 RELATIONSHIP BETWEEN RASA AND SAHRIDAYA

By now you have become familiar with the most important el ements of drama, the
concept of Rasa, Sahridayaand generdization (Sadharanikarana).
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Discussion on Rasa In the previous lesson we had |earned that Rasais amixed process of permanent

Sutra fedings, vibhava, anubhavaand \yabhi chari fedings. TheNata(Actor) displaysthese

onstagethrough hisskillful acting, which givespleasureto the Sahridaya Thisrelishing

isRasa. Thisprocessissimilar to the experience of deliciousdishes. For example, a

skilled cook prepares ddliciousdishesfrom grains, vegetablesetc. by mixing various

ingredientslike spices, sdt, sugar, asafetida, curd etc. and thediner enjoysexperiencing

itssour, sweet and bitter juices. Nataislikeaskilled cook. Permanent feglingsarelike

vegetables, food etc. Vibhavaetc. arelike spicesetc. whichrefinethefood. Sahridaya

o~ islikeaeater and Shringaraislike swest, bitter etc. juices. Thejoy of relishing poetry
isequal tothejoy of their taste.

Notes

Toenjoy theexperience, it isnecessary to haveartistry inthe dramaand benevolence
intheaudience. Without the artistry and beauty of the play, the audiencewill not be
ableto get orientedinit. If the viewer isnot sahridaya, no matter how much artistic
dramaisshownto him, hewill not be abletoidentify withit. Therefore, thesearetwo
important pointsof Rasanubhuti.

Theinterpretersof RasaSutra, along with clarifying the meaning of Rasanishpati and
therelationship of permanent feeling with Vibhava, Anubhavaand Sanchari bhavas,
havea sotried to find the answer to the question that who experiences Rasa?

Generaly thedramaisrelated to three persons- Anukarya, Anukartaand Sahridaya.

Anukarya- Thefolk characterswhom the poet describesare called'Anukarya. For
example- Ram of Ramayana, Abhigyan Shakuntal hasthe characters of Dushyant,
Shakuntala, Kanvaetc. These are called Anukaryabecausethey are capable of being
imitated by anata(Actor).

Anukarta (Imitator)- During the performance of the play, the real Dushyant,
Shakuntala, Kanvaetc. are not present on the stage, but the actor who imitatestheir
costumesand expressionsispresent onthe stage. By acting asorigind characters, the
actor iscalled anAnukarta(Imitator).

Sahridaya- Only the sahridayaspectators present in thetheater experiencerasawhile
watching theimitator'sperformance. Therefore, theexperience of rasaisrelated tothe
Sahridayaobserver. The poet composesthe play for him and the actor stagesthe play
to pleasehim.

The basis of Rasa is permanent feeling and permanent feeling always exists
in the form of Vasana (lust) in the heart of a sahridaya. Only the permanent
feeling gets transformed into the form of Rasa. Whose state is the heart of
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Sahridaya, thus in the presence of Sahridaya there will be rasa and in the
absence of Sahridaya, rasa will also not exist. In this way, there is an irrefutable
and integral relationship between Rasa and Sahridaya. In the absence of
sahridayata, Rasa is never possible and in the absence of Rasa, Sahridayata
is never possible.

* INTEXT QUESTIONS 8.2

1.  What doyouunderstand by therelationship between Rasaand Sahridaya?

2. Provethat the concept of sahridayaisnot possiblein the absence of Rasa?

3. Provethemutud difference between Anukarya, Anukartaand Sahridaya.

4.  Condgder onwhat fact the discussion of Sahridayaand rasarelationship focuses

your mind.

8.4 SAHRIDYA AND GENERALIZATION (SADHARANIKARANA)

The processof generalization discussed earlier isdirectly related to Sahridayaand it
has a so become clear that Rasaisrelated to Sahridayaonly, not with Anukaryaand
Anukarta. Sahridayapeopleregoiceat therelishing of drama, poetry etc. After watching
dramaetc. and listening to poetry, when the personal limitations of Vibhavaadi and
Sahardayathemsel vesareremoved, then hisownfedingsariseinhismind, experiencing
which hefedsjoy. Thisstateisof absorption, Without, which theexperienceof pleasure
isnot possible.

Hereit isworth considering - how isthisabsorption possible? On stage, Nata-Nati
etc. gppear intheform of Ram-Sita, Shiva-Parvati etc. How can theviewer experience
joy intheform of shringaraafter watching theloving scenes shown by Ramtowards
Sita?Intheworld, Ram-Sitaetc. are respected by the audience, how canthefeeling
of respect towardsthem arouselove (Rati) in the audience of thedrama?

First of all, Bhattanayaka tried to solve this question through simplification
(Sadharanikarana) and explain the rel ationship between Rasaand Sahridaya, which
wasa so accepted by AcharyaAbhinavaguptawith some sophistication.

Therelationship between Rasaand Sahrdayacould not be clearly explained in Bhatta
Lollat'sGenesssm (Utpattivada). Inthisopinion, mainly theorigin of Rasaisconsdered
tobeinAnukaryai.e. rea Ram-Sita, but the audience consdersthe Natato be Ramadi,
hence hefeelsthat thereisRasain the Natain theform of Ram.
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Discussionon Rasa ShankukasopinionisAnumitivada. They accept theanumiti of Rasa. Theactor does
Sutra not actualy have any rasain acting, but the audience gets soimpressed by hisnatural

acting skillsthat evenif helacksany rasa, they guesshisactionsby seeing hisactions.

Just asthe observer, seeing smoke somewhere, infersthe presence of firethere. Inthe

sameway, theaudiencedsoinferstherasainthenata-nati by watching their movements.

Thebiggest problem in Utpattivada (Genesis) wasthat when the dramawas played,
the real Ram and Sita could not be present, then how could Natyarasa have any
relationwiththem?

Notes To someextent, an attempt was made to sol ve the problem of anukaryagatarasain

Anumitivada. Here, instead of considering it asRasain Ramadi, theguessmade by the
audiencein Nata-nati wascong dered asRasa. Eveninthistheory, theproblem remained
that why would the audience enjoy guessing someoneelsesemotions?Itisseenin
public practicethat seeing or guessing the emotions of others brings shame, hatred,
anger etc. but not Rasa.

Whilesolving thisproblem, Bhattanayakatried to explain that Rasacannot originatein
imitation becauseit doesnot exist during the performance of thedrama. Anukartagata
Rasa cannot even be estimated because Rasais not actually present there. With his
practiced skills he presents them in such away that they appear real. Evenifitis
assumed that there israsain the act, then a problem arises that if the nata starts
experiencing rasaduring the acting period, thenit will not beableto act.

Bhattanayaka solved this problem through the concept of generalization
(Sadharanikarana). Through the process of generalization, an attempt wasmadeto
explainthat whilewatching the play, first of all, Ram-Sitaetc. appear intheir specia
form, but in the next moment, dueto theartistry, music etc. of the play, theaudience
startsforgetting the personal identity of Ramadi. Ram, Sitaetc. appear tothem as
ordinary boysand girls. When everyone's special feeingsend, then hisown feelings
awakeninthepure heart of theviewer and he starts enjoying the same. Thiscondition
iscalled Bhukti of Rasaaccording to Bhattanayaka.

To explainthisprocess, he hasused sometechnical terms. For example, themedium
through which the specia form of Ramadi appearsafter watching theplay for thefirst
timeiscalled AbhidhaVyapara. The medium through which Ramadi isgenerdizedis
called BhojakatvaVyapara. The process by which one'sinner feelings are accepted
by evoking Sattvaiscalled Bhavakatva Vyapara. The manifestation of Sattvaguna
communicatespurity inthemind. Thus, aongwithAbhidha, Bhavakaivaand Bhojakatva
Vyapar are a so present in the process of Rasanubhava.
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Now again the question arisesthat what isgeneralization? There arethree possible
answersarehere:

1.  Generdizationisof Vibhava, Anubhavaand Sanchari fedings.

2.  Generalization also happens with permanent expressions along with
Vibhavadi etc.

3. Generdlization happensfor dl, Vibhava, Permanent fedingsand Sahridaya.

Bhattnayakaacceptsthefirst point. According to him, inthe processof generdization,
the specialnessof the Vibhava, Anubhavaand Sanchari Bhavasislost and they start
appearing common, that is, Ram-Sitaetc. are not seen asindividualsbut are seen as
common heroesand heroines, dueto which every audience becomesengrossed with
them. Theemotion of the character on the stage becomesthe emotion of the audience.
In poetry and drama, Ramadi'sfeelingsarefirst seen. After that, aspecial process
which they call Bhavakatva Vyaparaleadsto generalization of Vibhavaetc. and
permanent expressions.

Before generdization, the audience accepts Sita, Ram, Dushyant, Shakuntalaetc. as
specia individuals, but the specialness of Sita, Ram etc. disappearsand they start
appearing ordinary. It isclear that AcharyaBhattnayaka cons ders generalization of
Vibhavaetc. asgenerdization. Alambhana, Uddipana, Anubhavaand Sanchari fedings
al comeunder Vibhavaetc.

According to Acharya Abhinavagupta, Relationship between Sahridaya and
Generdization (Sadharanikarand)

AcharyaA bhinavaguptadid not cons der Bhattanayak's Bhavakatvaand Bhojakatva
worksasauthentic. Rather, the expression of rasaisunderstood through Abhivyakti
Vyanjana. They believethat in the process of generalization, not only the behavior but
also the permanent fedlingsand sahridayaare also generalized. Sincevibhavaadi are
the causesof permanent feeling, hencewhenthey aresmplified, the permanent fegling
adsogetssmplified.

Describing the state of sahridayain the processof generalization, Abhinav saysthat
oncegenerdizationisdone, Vibhavadi goesbeyond thelimitsof timeand space. The
permanent feelingslikeloveetc. which are nourished by Vibhavaadi aso go beyond
mamatva, paratvaand neutral feelings. That is, whether Ram'slove shown towards
Sitaismine, hisenemy'sor indifferent's; Neither isthisrel ationship accepted nor isit
mine, theenemy'sor theindifferent's, thisrelationship isa so not resolved. Thisstageis
generdization. Inthisgtate, theemotionisfelt, but thereisno senseof whoserelationship
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Discussion on Rasa itis. According toAcharyaAbhinavagupta, therearetwo levelsof generalization-
Sutra i) Atthefirst level, therelationship between the Vibhavadi with Vyaktivishesha
islog.

i) At the second level, the sense of one's own personality in the social also
disappears.

Inthisway, dong with thevarious aspects, the permanent fedingsarea so generdized
and a thesametimethesocid experienceisa so generdized. Duetowhichthesahridaya
e gets separated from thefeeling of mamatva-paratvatowardsthe other person.

Notes
Itisonly when thereis generalization that Rasagets expressed in the heart of the

Sahridaya. Permanent feelingslikeloveetc. are already present inthe mind of the
sahridayain theform of subtlelust. When normaized, young men and womentakethe
form of supernatural abilities, experiences and communicators not asthe cause of
fedlingslikeRati etc. but by creating the ability to transmit thefeelings, experiences
andemotionsof Rati etc. Itisthrough thesefedings, experiencesand transmission that
Ramadi'sactionsbecomenormalized in poetry and drama. Inthisstate, the sahridaya
becomes extremely emotional beyond his persond limitationsand theemotionslike
loveetc. experienced by him also appear to be normal. All the sahridayaenjoy those
emotionsequdly.

Thisrelishing isjust an experience of someuniquejoy like Brahmanand, which no
wordsare capable of expressing, only experienceexists. ThisfedingisRasa

Later, Vishwanathafollowed Abhinavaguptasbelief of generdizationin Rasanubhava.
Vishwanath has given more emphasison the separation of sahridayaand shelter dong
withfedlingslikeRati etc. For example, Hanuman isenthusiastic about jumping into
the ocean, but dueto generalization, leaving aside hisown persona sense, theviewer
cons dershimsalf inseparabl e from Hanuman and experiencesthe enthusiasmrel ated
to jumping into the ocean and feel shappy by experienceit.

Panditrg] Jagannathaal so believed that Sahridayameditates on poetry-dramaagain
and again duetowhichthefedings, emotionsetc. get smplified. Theability togenerdize
and together, through asupernatura act called Vynjana, removestheveil of ignorance
fromthejoy that was present in the heart of the sahridaya. Assoon asignoranceis
destroyed, the sahridayarisesabovethelimitationsof hisown and others, givesuphis
persond form and experienceshisown red happiness. Inthisway thereisnodifference
between one's own soul and Rasa.

Itisimportant to keep in mind herethat the subject of poetry isspecial, not general.
Throughthisspecid characters, the poet depictsspecid formslikefather, son, husband,
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wife, friend, enemy etc. But generalization makesthe particular common. Withwhom
the heart of the sahridayagetsidentified. By getting engrossed in poetry and dramaon
the strength of sahridayata, he even forgetshisspecial feelings. Inthisway, the poet,
the sahridaya, the characters, theemotionsare all normalized. The popular form of
Ram-Staor Shiva-Parvati dso getsforgotten. By generdizing ther fedings, they become
our own fedlingsof sympathy. In thisway, asahridaya person becomesan experiencer
of hisown emotionsand not of anyone el se'semotions. Thisexperiencea so comesin
theform of expression. The sahridayathat doesthis, doesnot haveto makeany effort.
Just asthe sun comesout initsorigina form as soon asthe cover of thecloudsis
removed, inthe sameway, dueto theinfluence of Rg ogun and Tamogun, the cover of
sdfishand alienfedingsonit getsremoved dueto the strengthening of Sattvagun and
therasaof joy automatically appearsinit and gets expressed in consciousness.

8.5 THE GUNAS IN NATYA AND GENERALIZATION (SADHARANIKARANA)

(1) Assoon aswatching adramaor reading a poem has a deep impact on the
human heart, the cover of Rgjogunaand Tamogunaisimmediately removed
from hissoul and Sattva Gunabecomesdominant inthe mind.

(2  When SattvaGunaisstrong, themind of asahridayabecomesfreefromworldly
attachment and hatred and becomesaclean mirror. Becomesas pure aswater.
Then heexperiencesthe supernatura joy of rasain hisheart. Itislikeareflection
inaclear mirror.

(3) Thestateof mind of the sahridayabecomesnormal.

(4) Duetothestrength of SattvaGuna, at that time the heart gets the power to
removeitsalf from theworld and get engrossed in thevarious aspectsof drama
and poetry. Hismind becomes concentrated likethe mind of ayogi. Just asa
yogi, inaconcentrated state of mind, turnsaway fromtheworld and redizesin
hisheart, the God who is separate from himsdlf, in the sameway, asahridaya
personredizesin hisheart abliss separated from himsalf.

(5) Rasaisof continuousform. Intheintegrity of Rasanubhuiti, thereiscomplete
absorption of the consciousnessof the heart; the separate experiencesof Vibhava,
Anubhav, Vyabhichariafeeling are not separate but united and thereis no
differencein quantity or degreesinit.

(6) Whentheheart becomescompletely immersed with the charactersof thepoem,
thenit becomesfreefrom thefedling of being neutra, not self. Therefore, at that
timethereisno other knowledge except the experience of rasa.
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Discussion on Rasa (7)  Not everyone getsindescribable pleasure from poetry. Thereason for thisis
Sutra that without the lust or subtle sanskarsof loveetc., thereisnorasa. Thislustis
manifested through theritua sof birth after birth.

Generalizationisnot of any onerasacomponent but of varioustypes, under
which alambhana, Uddipana, anubhavaand sanchari bhavaareall included.
Through generalization of Vibhaavadi, Sahridayaa so getsgeneraized. Inthis
way, the subject of generalizationisalso sahridaya. In smplewords, we can say
= that inthe absence of sahridayata, the processof generalizationisnot possible
Notes andinthe absence of generdli zation the experience of rasaisnot possible.

|

* INTEXT QUESTIONS 8.3

Whofirg mentioned generaization?

Why wasthereaneed for generalization?

What isTanmayata(immersion)?

According to Bhattanayaka, through which trade generdization takes place?
Isonly Vibhavadi etc. get generalised?

What do you understand by generalization of sahridaya?
WhichAcharyasaccept two levelsof generaization?

Writethe generdization according to AcharyaAbhinavagupta.

© © N o g bk~ w NP

How isgenerdlization of sahridayapossble?

10. Canthesahridayaenjoy thepleasureinthe absence of generdlization?
11. Whatistherelation between generalization and sahridaya?

12.  What generalization does Jagannath accept?

13. Whatisthejoy that comesfrom therenunciation of the boundariesof onesown
from othersor the destruction of ignorancein sahridaya?

@ WHAT HAVE YOU LEARNT

° Thegeneral meaning of sahridayaisapersonwith equal hearti.e. sahridyayais
apersonwhois capabl e of establishing an identity with the poet or dramaand
fedlingtheemotions.
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Vividnessof mind, digibility of self-heart communication, ability to develop Discussion on Rasa
indescribabledevotion etc. arethe qualifications of sahridaya. Thesecanaso Sutra

be called the characteristics of sahridaya. Which makes Sahridayaspecial from

theordinary viewer or reader. Inthisway, asensitive, competent and talented

person who enjoys poetry by practicing poetry iscalled Sahridaya.

Rasahasaclosecomplementary relationship with sahridaya Themain objective
of thedramaisto attain rasaand sahridayaisrelated to rasa.

Through generdization, thespecidty of vibhaavadi islost andthey gppear ordinary
and becomethe subject of interest. The socid'spersona attachment inrelation
to the obj ect presented by the drama appearsto be unconnected or freefrom
friend, enemy and indifferent fedings. Thisdisconnection of the object fromthe
individua isthegeneralization of that object.

Notes

AcharyaBhattanayakawasthefirst to think about smplification.

Along with vibhavadi, generalization isalso of sahridaya. In the absence of
sahridaya, generalization ismeaninglessand in the absence of generdization,
rasaismeaningless.

E TERMINAL EXERCISE

N

a > w

What ismeant by sahridaya?

Explainindetail theability to be sahridaya.

Explainthereationship between Rasaand Sahridayathrough anexample.
Explaingenerdization.

Explaintheroleof identity between generalization and heartfelt feelingsand
throw light on therelationshi p between thetwo.

According to AcharyaAbhinavagupta, what is sahridayaand generalization
relationship?

Provethat sahridayaand generalization are essential elementsof Rasa.

Write about how the presented text makes sahridaya, generalization and rasa
acceptabletoyou.
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Concept of Sahridaya

8.1

8.2

AN
l’\,‘J ANSWERS TO INTEXT QUESTIONS

© o N o

14.

15.

Equa hearted

A Sahridayais onewho hasthe ability to derive pleasure from poetry,
dramaetc.

Being equal to the poet'ssensibilities, hetoo issahridaya.
No

Unliketheobserver and listener of worldly matters, asahridayapersonisa
person with refined rasa, who hasthe ability to perceive dramatic things
dueto being bright, imaginative and having atender heart.

No
Raska
Samanas Prekshaka

Vividnessof mind, digibility of self-heart communication, ability todevelop
indescribabledevotion

. Having atender heart
11.
12.
13.

What one person has known, another person can experienceasit is.
No

Whatever object isdescribed by the poet, Sahridayagets so engrossedin
that description that she has no knowledge of anything other than that.

Inthegtate of absorption or identification, thedifferencesbetween the poets
moods di sappear.

The one who experiences satisfaction after watching enactment of
satisfaction, experiences sorrow in grief, anger inanger and fear infear,

after watching a performancein adrama, should be considered agreat
observer (Prekshaka).

Thisprocessissimilar to the experience of deliciousdishes. For example, a
skilled cook preparesddiciousdishesfrom grains, vegetablesetc. by mixing
variousingredientslike spices, sdt, sugar, asafetida, curd etc. and thediner
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enjoysexperiencing itssour, sweet and bitter juices. Nataislikeaskilled Discussionon Rasa
cook. Permanent feelings arelike vegetables, food etc. Vibhavaetc. are Sutra

like spicesetc. whichrefinethefood. Sahridayaislikeaesater and Shringara

islikeswest, bitter etc. juices. Thejoy of relishing poetry isequal tothejoy

of their taste.

2. No

3. Anukarya - The folk characters whom the poet describes are called
'Anukarya. For example- Ram of Ramayana, Abhigyan Shakuntal hasthe
charactersof Dushyant, Shakuntala, Kanvaetc. ThesearecalledAnukarya | Notes
becausethey are capable of beingimitated by anata (Actor).

Anukarta (Imitator) - During the performance of the play, the real
Dushyant, Shakuntal a, Kanvaetc. are not present on the stage, but the
actor who imitatestheir costumesand expressionsis present onthe stage.
By acting asorigina characters, theactor iscalled an Anukarta (I mitator).

Sahridaya - Only the sahridayaspectators present in the thester experience
rasawhilewatching theimitator'sperformance. Therefore, the experience
of rasaisrelated to the Sahridayaobserver. The poet composesthe play
for himand the actor stagestheplay to please him.

4. Equdity of Sthayi bhava
8.3
Bhattanayaka
For Rsanubhuti
Tanmayata, absorption

Yes

o ~ w N P

Generalization hasadirect relation with sahridaya. Only the sahtridaya
person hasthefedling of rasa

©

Bhattal ollataand Shankuka

7. When generalised, sahridayago beyond thelimitsof vibhavadi, timeand
space.

8. No
9. Bhattanayaka
10. Sadharanikaran
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9. Pratimanataka
10. Nagananda

11. Kundamaa

Klz BharadaDurdasha

Introduction to India Dramas

Inthismodule, the application of thetheoretical aspect given earlier hasbeen
presented beforethelearnersby selecting major playsfrom Indian dramas-
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Introductionto India
Dramas

PRATIMANATAKA

Notes

Inthe category of Sanskrit playwrights, Mahakavi Bhasais one such playwright who
has enriched thetradition of Sanskrit theater with hisdramatic style. The great poet
Kdidasahimsdf wasgrestly influenced by Bhasasdramaart. He also praisesBhasa
inthe play named Malavikagnimitram. Not much informationisavail able about the
personality of great poet Bhasa. After studying the playswritten by him and thetexts
of ancient poets, histime period hasbeen determined. Bhasahimself doesnot write
about hisintroductionin hisplays. Hisaimwasnot to gain famethrough hiswritings
but to entertain the audiencethrough hisdrama. 13 playsof Bhasaarefound, out of
whichwewill discussabout PratimaNatak.

[] LEARNING OUTCOMES

After studying thislesson, you-

e  know about Bhasa,

e  knowabout the Pratimanataka;

° know about the story of Pratimanataka;

° know about the characters of the play Pratimanataka; and

° knows about the stage possibilitiesof Pratimanataka.
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The status of Bhasa has been controversial among scholars. Inrelation to any other
Sanskrit playwright such capability isnot achieved. Various scholarsfix thetime of
Bhasaa between the sixth century BC to thetenth century BC, but if theopinionsof all
the scholarsare studied then thetime of Bhasaisfixed asfifth-fourth century BC.

Intheyear 1909, Mahamahopadhyay Pandit T-Ganapati Shashi published 13 plays
of Bhasa. Thereare 13 playswritten by Bhasaon thisbasis. Bhasahasmainly taken
hisplot from Ramkatha, Mahabharataand folk. If we study hisplayswewill find that-

Notes
1. The basic story of Pratimanatakam and AbhishekNatakm is based on
Ram Katha.

N

Similarly, he has adopted the stories of Madhyamvyayoga, Dutghatotkach,
Karnabharam, Dutvakyam, Urubhangam, Pancharatramaand Bal Charitamfrom
Mahabharata.

w

He hastaken the stories of Pratigyayogandharayan, Swapnavasavadattam,
Avimarakaand Daridracharudattafrom theinspiration of the people.

13.2INTRODUCTION TO PRATIMANATAKAM

Asisclear fromthe nameitsalf, thebasic story of the play Pratimanatakamiswoven
around Pratima. In thethird act of the play, theincident at Pratimagrihahas been
described by the great poet Bhasa. After Ram went to the forest, when Bharatawas
returning from hismaternal hometo Ayodhya, hewasfilled with apprehensionwhen
he saw the statue of M ahargja Dasharathaamong the statues of hisancestorsinthe
temple. Hefeelsthe absence of hisfather. Itisa so noteworthy herethat thereisno
such context intheorigind story of Ramayanain which theeventsof the Pratimagriha
aredescribed. The great poet Bhasaweavesthisincident in Pratimagrihawith his
imagination and showsBharat realizing hisfather's death without being informed by
anyone. From thiswe can accept that Bhasahas created thisstory from hisimagination
eventhoughitsbasisisRamkatha. Thisplay has been named Pratimanataka after

imagining Pratimagriha
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* INTEXT QUESTIONS 9.1

1.  Whatisthetime period of Bhasa?

2. Whatisthenumber of playsof Bhasa?

3. What arethe sources of the plotsof Bhasa's plays?
4.  Whatisthebasic story of Pratimanataka?,

5. Whereistheplot of Avimarak taken from?

9.3 THE PLOT OF THE PRATIMANATAKA

Bhasahasdivided the story into seven actsin Pratimanataka. Thestory describedin
eachissueisasfollows:-

First Act

At thebeginning of thefirst act, preparations are going on for the coronation of Ram
by the ordersof MahargaDasharatha. Inthe play we seethe organi zation of auspicious
songsand auspiciousworkswith musicd ingrumentson thisoccasion. Then suddenly
these preparationsfor the coronation stop. Through her friends, Sitagetstheinformation
that the coronation of the kingdom has stopped because Queen Kaikeyi has asked
M ahargja Dasharathafor the promise of kingship for her son Bharat and 14 years of
exilefor Ram. Itisa soreported that King Dasharathafell unconsciousafter hearing
thesewordsof Kaikeyi. After this, Ram comesto Sitaand tellsthisnewsasthetruth.
Then Lakshman dsoreachestherein anger and saysthat | will makethisworldinferior
to women because awoman Kaikeyi isbehind thisentireincident. After listening to
L akshman, Ram explainsto himwith utmost generosity. And asksLakshmantocam
down. After thisRam informs Sitaand L akshman of hisdecisionto go towardsthe
forest. Sitaand Lakshman also request Ram to accompany themto theforest. Initially
Ram doesnot allow them but ultimately he hasto accept thisrequest of both of them.
Attheend of thefirst act, Ram, Sitaand L akshman head towardstheforest.

Second Act

In the second act, mahamantri Sumantrareturnsto Ayodhyawithout Ram, Sitaand
L akshmana. After that king Dasharathabecomesunconsciousand findly givingup his
life in separation from Ram is described. The people are very sad due to Ram,
Lakshman and Sitagoing to theforest. Dueto Ram going to theforest, King Dashratha
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Introductionto India islyinginthegribhgrihain animpatient state. Kaushalyaand Sumitraare advising
Dramas Dashratha to be patient. Smantra went forest to drop Ram, Sita and Lakshman.
Dashrathastill hopesthat Sumantrawill convince Ram, Sitaand Lakshman and bring
them to Ayodhyaback but the Situation isopposite. Sumantrareturnsfrom theforest
empty handed. Seeing him, Dasharathasinksinto despair and hisremaining hopea so
vanishes. Suddenly hebecomesunconsciousand on regai ning consciousnessrepestedly
asks about Ram, Sitaand L akshman. In the second act, thereismainly adia ogue
between General Secretary Sumantraand Dasharathain which Bhasahas madefulll
o~ use of Karun Rasa. Bhasa has given apoignant portrayal of the heart of afather
saddened by the separation of hissoninthisact. During Ram's separation, Dasharatha
beginsto realizethat hisdeath isnear and that hisancestors have cometo take him
withthem. At last, bearing thissorrow, the king of Ayodhyasacrificeshislife. Thisact
comesto anend only with hisdeath.

Notes

Third Act

Inthethird act, Bharat isreturning from hismaternal homeand isapprehensive after
seeing the statue of hisfather Dasharathain the Devkulaontheway. Hefear that his
father has died and become unconscious. Bharataiseager to gowith hisministersto
bring Ram back. At the beginning of the act, Bharat returnsto Ayodhyafrom his
maternd homeafter recaiving acdl fromAyodhya. Tordievethefatigueof thejourney,
they stop near the statue. Devkulik, the priest there, introduceshimto thisstatue house
andtelIsthat thestatuesof al thekingsof Ikshvaku dynasty who haveexisted till now
arelocatedin thisstatue house. Priest al so describesthe story of Maharg Dilip, Raghu
and today's successinfront of Bharata. Suddenly Bharat'seyesfall on the statue of
Maharg Dasharathaand assoon ashe seesit, Bharat becomesterrified. Heanticipates
hisfather's death. As soon as herealizesthis, he becomes unconscious. Then his
mothers al so enter. Bharat becomes conscious dueto her touch and as soon as he
regains consciousness, he asksthe complete story from Devkulika. Herealizesthat
whatever hashappened isbecause of hismother Kaikeyi. Hecriticizeshismother. On
reaching Ayodhya, Vashishthaetc. proposeto anoint Bharat asking of Ayodhya, reecting
which Bharat leaveswith hismini stersand associatesto bring Ram back to Ayodhya.
With thisthethird act ends. Inthisact, Bharat has shown thefedling of love, sacrifice
and dedi cation towards Bharat's brother.

Fourth Act

Inthefourth act, Bharat along with hisgeneral secretary Sumantragoesto theforest
and meets Ram and requestshim to return to Ayodhya. But Ram wantsto convince
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them and send them back. At last, respecting hiselder brother'swords, Bharat returns
on the condition that he will have to accept histhrone when Shri Ram returnsto
Ayodhyafromtheforest.

At the beginning of the act, Bharataand his chief minister Sumantraboard achariot
and head towardsthe Dandakaforest. ReachesRam, and Ram getsemotiona seeing
Bharat. Infront of Ram, Lakshman and Sita, Bharat describesthework doneby his
mother Kaikeyi asbad. Hetells Shri Ramto return back to Ayodhya. Ram explainsto
Bharat that he has decided to fulfill hisfather'spromise. Then Bharat requests Shri
Ramto get permissiontoliveintheforest with Sitaand L akshman. Ram understands
the condition of Bharat very well and adviseshimto follow hisdutiestowardshis
subjectsand other people. Eventually, after persuasion by Ram, Bharat returnsbut
withthe conditionthat hewill accept hiskingdom when Shri Ram returnsto Ayodhya
fromtheforest after 14 years. Ram asksfor his Charan Padukato rule Bharat during
these 14 years, Ram acceptsit and after that Bharat |eaves for Ayodhyawith his
ministersand dear people, withthisthefourth act ends.

Fifth Act

In the fifth act, there is the incident of Ravana cutting off the nose of his sister
Shurpanakhaand abducting Sitaby deceit to avengethekilling of KharaDushan. At
thebeginning of thefifth act, Ramisimmersed in thoughtsabout performing theannua
Shraddhaof hisfather Dasharatha. Sitaconsoleshim and tellshim that Bharat will
performthe Shraddhaof her father with full rituas. Then suddenly Ravana, disguised
them, arrivesasaguest. Seeing Ravanain the guise of amonk, Ram respectshim.
Ravanaexpresseshisdesireto Ramto perform hisfather's Shraddhaby donating the
pindadan of the golden deer. Sometimes Marich appearsthereintheform of agolden
deer. Lakshman isnot there for somereason, so Ram himself setsout to catch the
deer. Knowing Sitaisaone, Ravanaassumeshistrueform and abducts her. Sitacries
andwails. And hearing this, Jatayu, theking of vultures, comesto save her. Inthisact,
Bhasa has made some changesin the story of Ram and has completely rejected the
incident of Sitabeing lured by the golden deer and has created thisincident with his
ownimeagination.

Sixth Act

At thebeginning of thesixth act, Ravanahasafierce battlewith thevultureking Jatayu
who hascometo save Sita. Inthe end, Jatayu getsmartyred by getting injured at the
hands of Ravana. Ravanasucceedsintaking Sitato Lanka. On the other hand, Ram
and Lakshman are searching for Sita. Then two ascetic Kumar narratesthe story of
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Introductionto India Sita'skidnapping. After thisthereisfriendship between Ram and Sugrivaand Ram
Dramas Lakshman spendsafew daysin Kishkindha Meanwhile, Bharat again sendshisgenerd
minister Sumantrato seek attention of Shri Ram. After reaching there, Sumantragets

the news of Sita's kidnapping. He returns and requests Bharat. At the sametime,

Kaikayi alsoinformsBharat about the curse given to Maharg) Dasharathaby the sage

and resolvesthealegationsagaingt her. Kaikeyi also asks Bharat to help Ram. Bharat

preparesto help hiselder brother Ramaand declarewar against Ravana, approaching

Ramawith an army. Theincident described inthisact isa so different from Shri Ram

o~ Katha. Great poet Bhasahas made many changesthrough hisimagination.

Notes
Seventh Act

At the beginning of the seventh act, Bharat preparesto reach with hisarmy to help
Ram, but beforereaching there, Bharat getsinformation from the ascetic about Ram's
victory over Ravana. Theascetic dso tellshim that Ram hasreached Tapovanaafter
anointing Vibhishanaasthekingaof Lanka. Peoplearevery happy withthekilling of
Ravana. Hearing this good news, Bharat reaches the forest and meets Ram and
coronates him there asthe king of Ayodhya. Mother Kaikeyi isaso very happy and
expressesher wishfor Ram'scoronation after returning back to Ayodhya. Ram accepts
it. After this he boards the Pushpak Viman and |eaves for Ayodhya. With thisthe
seventh act ends. Bhasaexpresseshiswish for everyoneswell-being with the sentence
of Nata.

* INTEXT QUESTIONS 9.2

1.  How many actsaretherein Pratimanataka?

2. Inwhichactisthe Pratimagrihadescribed?

w

Inwhich actistheincident of SitaHaran?

»

Inwhich act does K aikayee discussthe cursereceived by Maharg) Dasharatha
fromthesage?

9.4 CHARACTERS OF PRATIMANATAKA

Great poet Bhasa has described the main charactersof Ramkatha, Ram, Sita, Bharat,
Lakshman, Dashratha, Kaushalya, Kaikeyi etc. in hisplay Pratimanataka. Herewe
will study about the main characters described in Pratimanataka.
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Ram

Themain hero of thedramaisRam. If we assess Ram in the hero category fromthe
point of view of drama, then heisahero of Dhairodattanature. Wefind al thequdlities
of thisDhairodattaheroin Ram. Dhananjay hasalso said in hisbook Dasharupaka
about DhairodattaNayaka- onewho isunaffected by theworld, hasaseriousnature,
givesforgivenessto others, does not praise himself, alwayshasastable naturein
situations like happiness and sorrow. One who is not arrogant, has patience and
completeshiswork with determinationisaDhairodattahero. If wetak inthe context
of Pratimanatak, we seedl these qudlitiesin Ram. Heisnot saddened when helearns
that Kaikeyi hastaken apromisefrom King Dasharathathat hewill be sent to exilefor
14 years. Hecamstheanger of hisbrother Lakshman. Thisisbecause Ramisserious
and patient.

Sita

Sitaisthemain heroineof thisplay. Sheisof gentle natureand generousnature. Inthe
very first act, after seeing the Valka objects, Sitaasksher chetisto wear those objects.
Thisisareflection of hissmplenature. She behavesgeneroudy with their hostesses.
Whilejoking, shedoesnot givetheimpression of being thebrideof her royd family. In
the drama, Sita has been portrayed as an ideal woman who supports her husband
evenin happinessand sorrow.

Bharat

Bharat isthemain character of thisplay. Sacrificeistheir main character trait. Bharat
istheepitomeof sacrificeand penance. Hehasno desirefor state happiness. When he
comesto know that hismother Kaikeyi has sent Raminto exile and has demanded the
thronefor him dueto which brother Ram had to go into exile, hestrongly opposesthis
act of hismother and without any time hetriesto bring Ram back to Ayodhya. His
heart ishonest and clean. Tearsflow from his eyes as soon as he seesRam in the
forest. Without hiselder brother, he could not enjoy theroyal pleasures. Bharat's
character showsthe culmination of devotion and lovefor hiselder brother Ram.

Laxman

Bhasahasmade some changesin the character of Laxmanin Pratimanataka Whileon
onehand L akshman described in Ramayanahas been shown to bevery angry, patriot-
loving, brave and enthusiastic, onthe other hand, in Pratimanataka, Bharat hasshown
himto besmple, easy-going but of aggressive nature. Like Ramayana, heisbrotherly
and obedient. Hedoes not do any work without Ram's permission. Despite being hurt
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Introductionto India by Kaikeyi, hedoesnot put anarrow in hisbow when hedoesnot get Ram'spermission.
Dramas Heisvery dear to hiselder brother Ram. Like Bharat, L akshman has also renounced
pleasures. For the sake of hisbrother, he gives up the pleasures of the kingdom and

goestotheforest, thisistheresult of hissacrifice.

Dasharatha

Dashrath isshown asapromisekeeping king inthedrama. Ramisdear tohim. When
Kaikeyi asks him for 14 years of exilefor Ram, heisunableto refuse dueto his

o~ determination to keep hisword. Helplessly he hasto fulfill hisvow. The biggest
characterigtic of their character isthat heloveshischildren very much.

Notes

Kaikeyi

Kaikeyi isthemainfemaecharacter of thisplay. Theplot of thisentire play focuseson
two promises demanded by Kaikeyi. Bhasa changes the character of Kaikeyi as
described inthe story of Ramayanawith hisimagination. Inthe story of Ramayana,
Kaikeyi, out of lovefor her son, demandsexilefor Ram and throne of kingship for
Bharat, but in Pratimanatak, it issaid that this happened dueto the curse of the sage.
Bhasahas modified and presented the character of Kaikeyi.

* INTEXT QUESTIONS 9.3

1.  Whatisspecia about Ram'scharacter?,
2. Writeanoteabout Bharat?

Writeanote about Sitadescribed in Pratimanataka?

w

>

What isthe difference between Kaikeyi of theorigina story of Ramayanand
Kaikeyi of the Pratimanatak?

9.5 THEATRE POSSIBILITIES OF PRATIMANATAKA

Bhasahasauniqueidentity of hisowninthe seriesof Sanskrit playwrights. Heisthe
first among Sanskrit playwrights, and playwrightslike Kaidaspraisehim openly. Bhass
playsreved diversty and multiplicity aswell asthe playwright'stheatrical craft andits
originality. Eventhough he may not have completely followed therules of Rupaka
described in Natyashastra in his plays, till there is no dearth of attraction and
interestingnessin hisplays. The biggest feature of Bhassplaysisthat hegivesenough
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gpacefor actinginhisplays. Minima useof textual dia ogue providesmore spacefor
acting. Angika, Vachikaand Sattvika, thesethreearefound in the Rupakaof Bhaas.
Bhasal so startsthe monol ogue metaphor.

From the point of view of thestory, Bhasamay havetakenthe help of Purana, Itihaas,
Ramayana, Mahabharata, KrishnaKatha, but with hiscresativity and folk wisdom, he
makesthe story suitablefor theater with hisimagination. Thestructureof theplotis
kept in such away that the performance on thetheater isnot interrupted anywhere. In
his plays each character communicates only asmuch asis necessary. Hisdialogue
scheme gives momentum to the plot. Thisisthereason why Keralastheater director
KN Panikkar revealsmany of theimages contained in thewritten text through extra-
curricular lessonsfrom the point of view of dramaand folk and givesanew dimension
tothestaging.

@ WHAT HAVE YOU LEARNT

° Bhasaisthefirst among Sanskrit playwrightswho has adopted storiesfrom
Ramayana, M ahabharataand folk tradition and used theminrupakafrom his
imagination.

e  Theperiod of creation of Bhasais4th-5th century BC. Kalidashimself also
praisesBhasaswritings.

° Pratimanatakaisaseven-act play composed by Bhasa.

° InPratimanatak, thestory startsfrom the coronation of Ram, thekilling of Ravana
and hisreturn from theforest till the coronation.

° Bhasahasnamed this play 'Pratimanatakam’ giving importanceto theincident
of keeping the statues of the dead kings of 1kshvaku claninthe Devkula.

° Inthefirst act, there are preparationsfor Ram's coronation, Kaikeyi'sexile of
Ramfor 14 yearsand Bharat's demand for the throne and the exile of Ram,
Lakshmanand Sita.

° Inthe second act, the story of King Dgarathasacrificing hislifedueto separation
fromRam.

° Inthethird act, Bharat isreturning from hismaternal homeand isapprehensive
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Introductionto India after seeing the statue of hisfather Dasharathain the Devkulaon theway. He
Dramas comesto know about hisfather'sdeath. He moved towardstheforest to bring
back Ram.

° Inthefourth act, Bharat along with his General Secretary Sumantragoestothe
forest and meets Ram and requestshim to return to Ayodhya but Ram wantsto
convince him and send him back. At last, respecting hiselder brother'swords,
Bharat returnson the condition that hewill haveto accept histhronewhen Shri

) Ram returnsto Ayodhyafromtheforest.

Notes
° Inthefifth act, thereistheincident of Ravanacutting off the nose of hissister

Shurpanakhaand abducting Sitaby deceit to avengethekilling of Khar Dushan.

° Giddhraj, who cameto save Sitain the beginning of thesixth act, hasafierce
battle between Ravana and Jatayu and in the end Jatayu getsinjured at the
hands of Ravanaand attains martyrdom. Ramalearnsabout Sita'sabduction,
meets Sugrivaand Bharat preparesan army to help Rama.

° At the beginning of the seventh act, Bharat preparesto reach with hisarmy to
help Ram, but before reaching there, Bharat getsinformation from an ascetic
about Ram's victory over Ravana. He goes to the forest with Kaikeyi and
coronates Ram there.

° Ram, Lakshman, Bharat, Sita, Dgjaratha, Kaikeyi arethe main characters of
thisdrama.

° Bhasahas made somechangesintheorigina story of Ramayanainthisplay as
per hisimagination.

E TERMINAL EXERCISE

1.  Whatisthemainstory of theplay Pratimanataka?
2. Writeanote about Bhasa, the creator of Pratimanataka?
3. Whatisthespecia about the character of Bharat in the drama Pratimanataka?

4.  What isthedifference between the story of Pratimanatakaand theoriginal story
of Ramayana?
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Pratimanataka

A
&

9.1

9.2

9.3

ANSWERS TO INTEXT QUESTIONS

Fourthtofifth century BC
Thereare 13 playsof Bhasa.

The sourcesof the plot of Bhasa's playsare Ramayana, M ahabharataand
Lok.

Thebasic story of PratimanatakatelIsthe story of Ram'scoronation, exile,
abduction of Sitaand hisascenson tothethrone of Ayodhyaafter Ravanas
murder.

The plot of Avimarakahas been taken from the popul ar story of Krishna
Katha

Thereare seven actsin the Pratimanatakaplay.
The statueisdescribed inthethird chapter.
Theincident of abduction of Sitaisinthefifth act.

Kakayi discussesthecursereceived by Maharg Dasharathafromthe sage
inthesixth chapter.

Ramisportrayed asan obedient, forgiving, generous, determined, devoid
of ego, loving brothers, braveand intelligent man.

Bharat ispatriot and has been shown as an embodiment of sacrificeand
dedication.

Sita has been portrayed as an ideal woman who supports her husband
evenin happinessand sorrow.
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MODULE - 4 Pratimanataka

Introductionto India 4. Intheoriginal story, Kaikeyi, out of lovefor her son, had asked for two
Dramas promisesfrom Dgjaratha, whereasin the Pratimanataka, she doesso due
tothe curse of the sage.
Notes
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Notes

Inthe previouslesson we havelearned about Pratimanataka. In thislesson wewill
discuss about Nagananda Rupak written by Shri Harsh Vardhan. The period of the
seventh century has been very important in the history of Sanskrit dramas. Thereis
mention of Emperor Harshvardhan during this period. Harshvardhanisone of those
great rulerswho on onehand wasaskilled ruler with agenerous heart and ascholar
and poet. On the other hand, he also had a special interest in the presentation and
performanceof visud poetry. Harshahaswrittenthreerupaka: Priyadarshika, Ratnavali
and Nagananda. Of these, Priyadarshikaand Ratnavali are Natikaand Naganandais
thedrama

[] LEARNING OUTCOMES

After studying thislesson, you-

e  know about Shri Harsha;

° know about Nagananda Drama;

° know about the story of Nagananda;

° know about the characters of Nagananda; and

° knows about the stage possibilitiesof Pratimanataka.

10.1 GENERAL INTRODUCTION TO HARSH

Thereisno need to guessto determinethetime of Shri Harshvardhan, the author of
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Introductionto India Naganandadrama. Harsharuled northern Indiafor along time. Onthebasisof proven
Dramas facts, thereign of Harshaisfixed from 606 AD to 646 AD. According to Banabhatta's
Harshacharita, Harshasfather's name was Prabhakar VVardhan and mother's name

was Yashomati. Yashomati gave birth to the eldest son Rgjyavardhanin 588 AD.

Harshvardhan'selder sister Rgjyashreewasborn 2 yearsafter Rgjyavardhan and Shri

Harsh wasborn 3 years after Rajyavardhan. By the age of 16, Harshvardhan and

R4 yavardhan had received education in weapons and scriptures. Rg yashri a so took

educationin artslike dance, song etc. When Rgyashri became ayoung, Prabhakar

o~ Vardhan married her to GrahaVarma, son of K shatriyaking Avanti Varmaof Maukhari

dynasty.

Prabhakar Vardhan anointed hiseldest son Rgjyavardhan but after the sudden death
of Ragjyavardhan, Harshavardhan ascended the throne. Harshvardhan ruled under
Chhatrafrom 606 AD to 648 AD. Thegreat poet Banabhattawas his dependent poet
in Harshvardhan's Rgjya Sabha and he made Harshvardhan the hero in his poetry
Harshcharita

Notes

Asmentioned earlier, threerupakas of Harshaarefound - 1- Priyadarshika2- Ratnavali

and Nagananda. From the point of view of composition, the play Priyadarshikaisthe
first creation of Harsh. Inthiscompostion theform of thegtrical art gppearsalittleless
sophisticated. There is a clear influence of Abhijnanashakuntalam and
Malavikagnimitram on the story structure and combination of eventsof thisdrama.

Thesecond compositionisRatnavai Natikawhichwasvery popular anong dramatists.

The extreme devel opment of Harsh'sdramatic art isvisiblein thisplay. Ratnavali

provesto beagreat play fromall the pointsof view- maturity in dramatic use, beauty
inlanguage, use of imagination and excellencein character portraya . Expertsindrama
often usethe charactersof Rathavali toillustrate the story, e ementsof drama, hero-
heroineetc. Harsh hasmadefull use of Shringaar Rasain hisplay.

* INTEXT QUESTIONS 10.1

1.  WhoisShri Harsh?

2. WhowasRgyavardhan?

3. Whicharethetwo playswritten by Shri Harsh?

4.  Whichdramaisinfluenced by Abhijnanashakuntalam and Mdavikagnimitram?
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Nagananda

10.2 STORY OF NAGANANDA

In Nagananda Natak, the plot isdivided into 5 acts. Lord Buddha had given the
message of welfare of Bahujan to hisfollowers. Many Jatakastoriesrelated to Buddha
were popular among the people. One of those storiesisthe story of Jimutavahana.
Thisstory waslater expanded into Sanskrit, Prakrit and folk traditions. Jmutavahana
hasbeen accepted asaBodhisattvain folk tradition. Whosetragic story startswith
donating Kapavrikshafor public welfare and endswith donating hisbody too. Harsh
has madethis story the basis of Nangananda. The main story of the play iscentered
around theloveand marriage of Vidyadhar Rajputranamed Jmutvahanaand Siddha
princess named Malayavati and Jimutvahana's attempt to savethelife of asnake
named Shankhachudaby sacrificing hislife. The story of the play according to the
scoreisasfollows-

Act-1

Inthisact, Jmutavahanabecomesenamored with Ma ayavati who issinging songsin
thetempleof the goddess. Even beforethis, Malayavati had seen Jimutvahanain her
dream and had become enamored with him.

Act-2

Jmutavahanaand Mdavati aredeeply inlovewith each other and Maayavati'sbrother
Mitravasu triesto get them married. Ultimately both of them get married.

Act-3

Thethirdissuedepicts Jmutavahan and Malayavati'sVihar.

Act-4

Jmutavahan seesagroup of boneson the seashore. Friend Vasu tellshim that these
arethebonesof serpentswhich are eaten daily by Garu?a. Hearing thelamentation of
awoman, Jmutavahan goesto her. When asked, thewoman tellsthat today her son
Shankachudaisgoing to make asfood for Garuda. Jimutavahan consolesthewoman
and wearsred clothesinstead of Shankhachud and sits on the slaughtering stone.
Garudacomesand takeshim away.

Act-5

Thebody of Jmutavahanaisrepeatedly injured by Garudasbeak. Even after being
gtained with blood, the Jmutavahanaremainscam and motionless. Garudaissurprised
to seethis. And when he comesto know thereal situation, he repentsimmensely.
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Introductionto India Jmutavahan's parentsand wifea so reach the place and mourn with compassion after
Dramas seeing the condition of Jmutavahan. Moved by Mad ayavati's heart-wrenching prayer,
Gauri (MathaParvatal) appearsand giveslifeto the dying Jmutavahan. Impressed by
Jmutavahan's spirit of sacrificeand charity, Gauri bringsthe snakesback to life by
showering themwith nectar and finally vowsto never eat the snakesin thefuture. The
play endswith thishappy ending.

Some changes have been madein the original story of Jimutavahanadescribed in
Kathasaritsagaraby Shri Harsh asfollowing-

Notes 1.  Intheorigind story, Jmutavahan used to donate Ka pavrikshafor publicwelfare

and duetotheattack on hiskingdom by enemies, hegoesto Maayacha mountain
with hisparents, but inthe play, Jmutavahan goesto theforest after hisparents
gototheforest. To serve, they leave the pleasures of the state and go to the
forest. The playwright has made this change to show hislove and devotion
towardshisparents.

2. Intheorigind story, Jmutavahanafindsout through hissupernatura power that
heis being attacked by his own brothers, whereasin the play, Shri Harsha
imaginesM atangaasthe enemy andinformsabout theattack through Mitravasu.

3. Similarly, intheoriginal story, Jmutavahanagoesto Gauri temple and sees
Malayavati thereand gets compl ete introductionto her through her friend. But
Shri Harsh has broken this by making the hero and heroine appear for ashort
timeintheplay. Duetothisyoga, favorable conditionsare created for Shringara
Rasain the second act.

4.  Bengunfamiliar withtheheroinesname, hergectsthemarriageproposa brought
by Mitravasuto Maayavati. Duetothisrejection, Malayavati becomesfrantic
and commitssuicide. Here Shri Harsh has created apicturesgue scenewith his
imaginaion.

Inthisway, Shri Harsh hastried to make the qualities of the character more
effectiveby making dight changesintheorigina story of Jmutavahan.

* INTEXT QUESTIONS 10.2

1.  How many actsarethereinthe play Nagananda?

2. WhoisJmutavahana?
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3. WhoisMitravasu?

4.  WhoisShankhachuda?

10.3 CHARACTERS OF NAGANANDA DRAMA

Jmutavahana, Malayavati, Mitravasu, Garudaarein lead rolesin Naganandadrama.
Shri Harsh hasshown histheatrical expertiseintheportrayal of characters.

Jimutavahan

Thehero of the play Nagananda, Jimutavahan, isthe hero of Dheerodattatype. Heis
very serious, forgiving, doesnot boast about himself, hasastable mind, doesnot have
egoandisdetermined. In Natyashastra, thistype of hero hasbeen called Dheerodatta.
Inthe play, Jimutavahan is shown to be devoid of thedesirefor victory. Intheplay,
Jmutavahan saysthat can the person sitting on thethrone be asbeautiful asthe person
sitting on theground in front of hisfather? Can the happinessthat ason getswhile
pressing hisfather'sfeet befound in the state? Can the happinessthat we get from
eating thefood | eft over from our father'sfood al so be obtained from the enjoyment of
thethreeworlds? For those who abandon their father, thekingdomisjust anillusion.
Isthereany benefit init? Thisstatement does not reflect any desirefor victory inthe
battle of Jmutavahan.

Jimutavahanaisnot ahero of calm nature. If he had been of acalm nature, hewould
not haveloved Maayavati. Hislovefor Maayavati isproof that heisnot asilent hero.
Hehascompassionfor living beingsin hisheart. Infact, Jmutavahan appearsbefore
usasanidea herowith many qualities. Basically, therearetwo important qualitiesin
hischaracter. Firgtly, heiscompletely devoted to hisparentsand secondly, the spirit of
philanthropy isembedded in him. Jmutavahan himself saysintheplay that heishappy
only when heworshipshisparents. Jmutavahanisacharacter who leavesthe pleasures
and glory of thekingdomto serve hisparentsand residesin theforest. Friend Basu,
whiledescribing thequditiesof Jmutavahana, saysthat heisthebest inthedynasty of
VidyaDharma, intelligent, worthy of respect among gentlemen, handsome, brave,
learned, young with polite behavior and aperson ready to protect living beings.

Malayavati

Theheroine of the play Nagananda. Although, Maayawati doesnot have any specia
roleintheentire play but her character isdefinitely seeninfluencing us. Harsh has
portrayed Maayawati asanidea Hinduwoman. For her, her husbandiseverything.
Sheisbeautiful, seeing thebeauty of Maayavati inthisform, thehero Jmutavahanais
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Introductionto India surprised and saysthat if thisisawoman from heaven then thousands of eyesof Indra
Dramas have succeeded. If it belongsto the Nagapeoplethen itsmain presenceisnot the Sun
but the Naga people, theMoon. If heisascholar then our clan, isgoing to conquer all
other clansand if she belongsto thefamily of Siddhasthen the Siddha peoplewill
becomefamousamong al thethreeworlds. Along with Jimutavahan, theclown aso
praisesthe beautiful form of Malayavati. Another specia quality of Maayavati isthat
sheisvery adept in playing Veena. The hero Jmutavahanahimsdlf isoverwhel med by
her singing and playing Veena. Mdayavati isadevotee of mother Gauri andisunable
o~ totolerate Sakhi'scriticism of Gauri and respondsto her. Her character asadaughter-
in-law isasoimportant. Shespendsall her timeserving her in-laws. When Mdayavati
comesto know about theincident of Jimutavahana's surrender, shefaints. After the
death of Jmutavahana, shebeginstofed that lifeisaburden and at that very moment
she getsready to commit Sati by building afuneral pyre. She pleasesMother Gauri
with her devotion and giveslifeto imutavahana. Infact, the character of Ma ayavati
appearsasan Indianideal womanwhoisinspirationa for other women.

Notes

Mitravasu

Mitravasu isthe son of Siddharg] Vishwavasu. Heisthe brother of Malayavati and
friend of Jmutavahana. Mitravasu is extremely impressed by the qualities of
Jmutavahana. Through hisefforts, Jmutavahanaand Maayavati uniteand get married.

* INTEXT QUESTIONS 10.3

1.  Whatarethemainquditiesinthecharacter of imutavahan?

2. Inwhat formhasMa ayavati been depicted?

10.4 STAGE POSSIBILITIES OF NAGANANDA

In Natyashastra, AcharyaBharat has stated the two main objectivesof visual poetry -
entertainment and education. Before Shri Harsha, whatever Rupakas (metaphors) are
foundinthetradition of Sanskrit drama, Shringaraand Veer Rasahave been prominent.
If welook at Bhassplays, we can seethe storiesderived from Ramayana, M ahabharata
andfolk talesin hisplays. After him, full application of ShringaraRasaisvisbleinthe
plays written by Kalidas. Sriharshais a playwright who has created a beautiful
coordination between two dharmasin hisplay Nagananda. Thestory of Jimutavahan
isdtill popular in Bihar region under thenameof Jiut. In the seventh century, Sriharsha
through Naganandaplay, orientated the audiencetowards philanthropy through drama.
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Taking the story of Jmutavahanafrom K athasaritsagara, hewritesaplay composedin
5acts. In Natyashastra, themain characteristic of adramaunder Rupak Vidhanisthat
there should be5 or 10 actsin thedrama. The hero should be courageous. Themain
Rasashould be Sringara, but inthisplay of Shriharsh-Naganand, the predominance of
VeeraRasais visible and even among the Veer Rasa, Danaveer isthe main one.
Fulfillment of ShringaraRasahasbeen used only intheloveaffar of Imutavahanaand
Malayavati. Through thisplay, Shri Harsh underlinesthe spirit of philanthropy and
talksabout |earning from the character Jimutavahan. From timeto time, Naganand
play wastrand ated into different languages and performed on stage. Therearemany
mentions of Nagananda's performancesin modern theater also. Shriharsh has|eft
plenty of spacefor actinginhisthestrica craft. With hisimagination hecrestesentertaining
situations for the actor. With his natural style he makes the drama easy and
comprehensible. Itisthisquality of hisdramacraft that attractstheater artiststowards
Naganand's performances.

@”‘\ WHAT HAVE YOU LEARNT

° Thetimeperiod of Shriharshisthefirst haf of the seventh century.

e  Alongwith Shri Harsh Rgja, hewasaso an artist and aplaywright.

° Harshahaswritten three Rupaka- Priyadarshika, Ratnavali and Nagananda.
° Priyadarshikaand Ratnavali are Natikaand Naganandaisdrama.

° Priyadarshikaisinfluenced by AbhijnanaShakuntalam and Mdavikagnimitram.
° Intheplay Nagananda, the plotisdividedinto 5 acts.

e  Thedory of Naganandadramaistakenfromthestory of Jmutavahanamentioned
inKathasaritsagara.

e  Themaindtory of theplay centersaround thelove and marriage of Vidyadhar
Rajputranamed Jimutavahanaand Siddha princess named Malayavati and
Jmutvahana's attempt to save thelife of a serpent named Shankhachud by
scrificinghislife.

e  Thefirst act describesthelove between Jimutavahanaand Maayavati.

e  Thesecond act describesthe marriage of Jimutavahanaand Malayavati.

e  Thethirdact depictsimutavahan and Maayavati'sVihar.
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Nagananda,

° Inthefourth act, thereisthestory of Jmutavahanasacrificing himsdlf to savethe
life of asnake named Shankhchud.

° Inthefifthact, thereisthestory of Jmutavahanagetting stained with blood from
Garudasbeak and Garudarepenting.

TERMINAL EXERCIS

T

What isthemain story of Nagananda?
What did you know about Shriharsh?
Tell usabout the character Jmutavahana?

A WD oRE

What isthe rel ation between Naganandadramaand Jataka stories?

AN
l’\,’J ANSWERS TO INTEXT QUESTIONS

10.1

1. Harshasreignwasfrom606 AD to 646 AD. Along with being apoet, he
wasaso aSanskrit playwright.

2. Rgyavardhanwastheeder brother of Shriharsh.
3. Twoplays(Natika) written by Shriharsh are Priyadarshikaand Ratnavali.

4. Priyadarshika is influenced by Abhigyanshakuntalam and
Maavikagnimitram.

Thereare5 actsin the play Nagananda.
Jmutavahanaisthe hero of the play Nagananda.
Mitravasuisthefriend of Jmutavahanaand brother of theheroineMdayavati.

Thereisasnake named Shankhachuda, in order to savehislife, Jmutavahana
handshimsdalf over to Garuda

A W npoRE

1. Themainquaitiesinthecharacter of Jmutavahan arelovefor parentsand
charity.
2. Maayavati hasbeen portrayed asan ideal Indian woman.
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KUNDMALA

Notes

Many playwrights and poets have written works based on the story of Sita'sexile
from Vamiki's Ramayana. Bhavabhuti has also madethisstory onthebasisfor his
play Uttarramcharitam. Based on thisstory, the play ‘K undamala hasbeen composed
by Dingnag inthe Sanskrit theater tradition. Thereisalot of differencein viewpoint
between Bhavabhuti's Uttarramcharit and Dingnag'sKundmaa. KundamaaNatak is
situated near Bhasa at the base of Nandi and the prol ogue. Just as Bhasa has used
theatrical techniquesfor writing hisplays, Dingnag isalso seen using the samein
Kundamala. The planning of 'shadow scene (Chhaya Drishya) makes Kundamala
different and uniquefrom other Sanskrit plays.

In Bhavabhuti's Uttararamacharitam, al ot of exaggeration (Atishyokti) hasbeen used
whilepresenting Sitaasanideal character, but in hisplay Kundamala, Dingnag shows
Sitalikeacommonwoman. Bhavabhuti's Sitaisan embodiment of idedlism but Dingnag's
Sitaisvery closeto Valmiki. After Valmiki, Kundamaaistheonly play inwhich Sita
has been shownin humanform.

[] LEARNING OUTCOMES

After studying thislesson, you-

° know about Dingnaag, the author of Kundmala;

° know about the plot of Kundamala;

e  know about thecharacters,

° know about thetheatrical planning used in Kundmala; and

° understand the stage possibilitiesand theoretical application of Kundamaa.
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Introductionto India 11.1 GENERAL INTRODUCTION OF KUNDAMALA
Dramas

Scholarsfrom South Indiahave played amaor roleinthe discovery of ancient texts.
Bhasa'splaysarealso found in South India. Kundamalaisalso adramawhich has
been achieved through the effortsof scholarsof South India. Till now, Six hand written
copiesof Kundamalaarefound. Kundamalawasfirst publishedin Madrasin 1923.
Duetoitssmplelanguage and heart touching plot, thisplay had madeitsplaceamong
thereadersin suchashort time.

Notes Thetime period of Dingnag, the author of Kundmala, hasbeen fixed at 1000AD. On
thebasisof the nature of Kundmalaand thereligiousand social imagesfoundinthis
play, the position of the creator hasbeen determined in thisperiod. Dingnag wasa
resident of Ararapur inthefar south. Hisplace of residenceisalso mentionedinthe
preface of the play. He was basically a Brahmin and had full faith in Gods and
Goddesses. Inthe play, he has praised Shivaand expressed hisglory with an open
heart. Itisclear from thisthat hewasaShaivaBrahmin. Dingnag had aspecid lovefor
music. Apart from Samveda, hed so had specid interest in Veenaplaying. Hehasa so
described theeffect of music at many placesintheplay. Dingnag had completeauthority
over grammar, astrology, philosophy, Ayurvedaand dramascience. Heawaystaks
about thesmplelifeof forestsand ashramsfrom which we caninfer that Dingnag, the
author of Kund Maa, wasardigiousand solitary person.

11.2 MAIN CHARACTERS OF KUNDAMALA

Thelist of charactersof theplay isasfollows-
Male Characters

Sutradhaar - Coordinator of thedrama

Ram - Hero

Lakshmana - Ram'syounger brother

Kusha - Ram'seldest son

Luv - Younger son of Ram

Valmiki - Great scholar, originator of Ramayana
Sumantra - Carrier of theking'schariot
Kaushika - Jester

Kanva - Discipleof Vamiki and childhood companion of Rama

Badarayana - Second disciple of Vamiki
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Female Characters

Sita - Heroine, wifeof Ram

Yajnavedi - Ashram Girl

Vedavati - ashramgirl and friend of Sita
Muni Kanya - Ashram Kanya

Ram, Sita, Lakshman, Kush, Luv and Valmiki arethe main charactersin the play
Kundmala. According to the story, Dingnag has depicted these characters very
beautifully.

Ram

The hero of Kundamalais Ram who is Dhaeerodattatype. Heishumble by nature,
sacrificia, egoless, steady minded, seriousand determined. Even after being theking,
Ram respectsthewishesof hispeople. Even Rishisand sagesnever get tired of praising
himfor hislovefor justice. Fearing to save hisclan from being tarnished, he doesnot
hesitatein abandoning Sita, whoisdear to him evenwith hislife. Ram considersduty
higher than hisfedlings. Likeahuman being, heissurrounded by grief after abandoning
hiswifeSita, but ill, likeanided king, heconsdersperforming hisdutiestowardsthe
peopleashisided.

Sita

Sitaistheheroineof theplay Kundmala. Sheisthewife of Ram. Dingnag hasshown
the heroine of Kundamalaasan ideal woman. Sitaisendowed with the qualities of
sacrifice, purity of character, courage and tolerance. Sheisproud of thefact that her
husband is an ideal king and performs his duties towards his people without any
selfishness. Sitabelievesthat Ram hasunwavering lovefor her. Sheresistshearing
criticism againgt Ram evenfrom her friends. Shehasso much faithin her husband that
shetellsher friend Vedavati about holding the hand of another woman that Arya's
heartismine, evenif heholds someone else'shand. Her friendsare also surprised to
seethisconfidenceof Sita

Laxmana

L akshmanaisRam'sfavorite brother. By nature, heisobedient and considersRam's
ordersassupreme. Heisalwaysready to sacrificeeven hisdesiresfor Ram. Despite
hisunwillingness, he obeyshiselder brother'sordersand comesto leave Sitain the
forest. Thereisimmensesorrow inhisheart for Sita. Hefeelsextremely guilty leaving
Sitaintheforest and saysthat it would have been better if hehad been killedinthewar
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Introductionto India in Lanka. He feels sad seeing Ram sad and try to remove the sorrow. Basically,
Dramas L akshmanais soft hearted but due to circumstances he hasto becometough.
Kush and Luv

Kushand Luv arethe sonsof Ram. They were born from Sitaswomb during hisstay

inforest. Both aretwin brothers. By nature, both are playful, politeand patient. The

beauty of both of them isheart-wrenching and dueto their beauty, they arethe center

of atractionfor al theashram residents. Thefedling of salf-respect isstrong in both of
o~ them. They know how tofollow etiquette.

Notes
Valmiki

Valmiki isamain character of Kundamala. The entireincident of the play revolves
around him. All theincidentshappen in hisashram. Valmiki isakind, accomplished
and great Maharishi by nature. When he hearsfrom hisdisciplesthe newsof awoman
cryingintheforest, heimmediately goesto that place. Seeing the condition of Sita, he
takesupon himsdf theresponsibility of protecting her. Ram himsealf aso bowshishead
before Vamiki. Vamiki lovesjusticeand can takeafierceformto ensurejusticeis
followed. He chides Ram for abandoning Sitawithout any reason.

| Svixroussmiows i

1.  Whoistheauthor of Kundamaa?

2. WhenwasKundmalapublished for thefirst time?

3. Whatisthetimeperiod of Dingnaag?

4.  Wherewastheresdenceof Dingnag?

5. Whoarethemain charactersdescribed in Kundmala?
6.  Whatisthemain story of Kundmala?

7.  Ramisthehero of whichtypein Kundamala?
8.  Inwhat form has Sitabeen depictedin Kundamala?
9. WhoaeKushandLuv?

10. Tdl usabout Vamiki?
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11.3 PLOT OF KUNDMALA DRAMA Introductionto India

Dramas
In the Kundamala drama, the plot is described in atotal of six acts. For the play,

Dingnag has made the main basi s of Uttarkand of ‘Ramayana written by Vamiki, in
whichthereisthe story of Sita'sexile, but Dingnag givesahappy ending to the story
with hisdevotion.

Act-1

Atthebeginning of thefirst act, thereisapraise of Shri Ganeshaunder theNandi Path,
inwhichthe Sutradhar isintroducing theplay anditscreator totheaudienceby praying | NVotes
tothelocksof hair of Lord Shivafor the protection of theaudience, when suddenly in
the background thisstory of Yavanikagppears. Laxman'swordsare heard from behind.
Fromthe narrator, the audiencelearnsthat dueto thelong stay in Ravana'sashram,
many questions have been raised about Sita's character and dueto fear of public
condemnation, Ram has abandoned the pregnant Sita. L akshmanaisgoing towards
theforest toleave her. With thisthe establishment of the story ends. The chariot cannot
passthrough theforestson the banks of the Gangawhi ch are surrounded by anetwork
of treesand creepers. For thisreason, Sitaand Lakshmanaare dowly walking onthe
banksof the Ganga. Being pregnant, Sitasoon getstired and stsinthe shade of atree.
After resting, Lakshmanatells Sitathat Shri Ram has abandoned her dueto fear of
public outrage. When Sitareceivesthisharsh news, shebecomeshurt and faints. After
regaining consciousness, sheprotestsagainst Laxman'sabandonment without any reason
and preparesto commit suicide. Lakshmanaconsoles Sitaand saysthat Ram does
not doubt her character nor hashislovefor Sitadiminished in hisheart. You have
stayed in Ravana's ashram for along time. Therefore, to save their clan from the
stigmaof rumors spreading about your character, heisabandoning you. Evenwhile
livingintheroyal palace, hewill remain like aforest dweller. They will not marry
anyonedsefor therest of their life. Lakshman aso stops Sitafrom committing suicide
out of grief. Hesaysif shedoesthisthen what will happen to Raghukul ? Sitasendsa
messageto Ram that he should be careful about hishealth and never deviatefromhis
duty. Leaving Sitaaoneintheforest, Lakshmanapraysto theforest gods, the sages,
the protectors, the mountains and the Ganges to protect Sita. On the other hand,
Maharishi Vamiki hearsfrom hisdisciplesabout acrying woman and immediately
reachesthat place. There heisintroduced to Sitaand helearnsabout Sitathrough his
yogapower. Hetakesthe burden of Sitaupon himself. They aretakentotheashram
and here Sitapraysto Mother Gangathat if her delivery issuccessful then shewill
offer aKundmalato Goddess Gangaevery day.
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Dramas At the beginning of the second act, the ongoing dia ogue between two ashram girls

reveal sthat Sitahas given birth to two sonsin Maharishi Valmiki'sashram, whose
namesare L uv and Kush. Now they are 10 yearsold and reads Ramayanawritten by
Valmiki. Itisaso revea ed that Ram has organized AshwamedhaYgnaand invited
sageslikeVamiki etc. All thisinformationisavailable to the audience through the
presenter. Sitaisimmersed in sorrow intheashram. Hisfriend Vedavati consolesher
and preventsher from feeling sad for the atrocitiesthat Ram hasdoneto her. Sitatill
Notes haslovefor Ram. Shebelievesthat Ram <till loves her thesameway. Shedoesnot like
to hear wordslikecriminal, cruel for Ram from her friends and opposesthe statement
of her friend Vedavati. Vedavati tell sthem that Ramisorganizing AshwamedhaYgna
and in this Yajna he will hold the hand of another woman. Then Sitasaysin a
compassionatevoice- | havetheright over Ram'sheart, not hishand. Vedavati till
consoleshim that hisdaysintheforest are now over. Then suddenly asage'svoiceis
heard from the background asking al the ashram residentsto reach Naimish forest for
AshwamedhaYg na. Assoon as Sitareceivesthisinformation, sheleavesfromthere
to preparefor the departure of Kushand Luv.

Act-3

Atthebeginning of thethird act, it isrevealed through theintroduction that Sita, Kusha
and Luv havereached Naimishforest. Ramand L akshmanaaregoing towardsVamiki's
ashram located in Naimish forest. Ontheway, Ramisseen sad for abandoning Sita
without any reason. Laxmanais moving ahead whiletalking to him. To calm Ram's
mind, Lakshmanadraws hisattention to the beautiful pictureof river Gomti. Ram and
Lakshman'sgazefdlsonablunt flower garland floatingin theriver current. Assoon as
Ram seesthe garland, herecognizesthat it has been woven by Sita'shands. Ramand
Lakshmanago in search of Sitain thedirection from wherethe garland iscoming.
After goingalittlefurther, Lakshman'seyesfall on thefootprints of awoman. Ram
seesthemark and recognizesthat itisof Sita'sfeet. Ram and Lakshman follow those
footsteps. Those signsdisappear when hard land comes ahead. And both of them sit
inacreeper grovetorelievether fatigue. While Sitais plucking flowers, she hears
their conversation behind atree. Seeing Ram sad for her, Sitawith great difficulty
restrainsherself from going infront of him. Then the sage Badarayanasent by Vamiki
reachesthat grovein search of Ram and Lakshmana, with thisthethird act ends.

Act-4

Atthebeginning of thefourth act, anashramgirl named Vedavati tellsher friend Ygnavedi
that an Apsaranamed Tilottamawill goinfront of Ramintheform of Sitaand will
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behavelike Sitato assessthelovefor Sitain Ram's heart. When Yagnavedi tellsher Introductionto India
that their conversation has been overheard by Ram'sfriend Kaushik, Vedavati decides Dramas

to stop Tilottamafrom doing so. The dia ogue between thesetwo a so reved sthat due

to theinfluence of Vamiki, no manwill be able to see the woman standing at the

stepwel | of the ashram and Sitanowadays sits on the banks of the same stepwell the

wholeday. After thisconversation Vedavati goesto Tilottamaand the Ygjna Vedi goes

to Sita. With thistheintroduction ends.

Sitaissitting on the banks of the stepwell wearing the clothes gifted by theforest
goddessof Chitrakut, during her 14 yearsof exileand crying remembering her sorrows. § Notes
Ya navedi cdmsher down and entertain her by showing apair of swans. ThenRam's
childhood friend Kanvaarrivesto entertain Ram by showing the beauty of theforest
ontheordersof Vamiki. When Kanvaleaves Ram alone, Ram goesto the stepwel | to

wash hisfaceto removethe burning sensation in hiseyes caused by the smoke. Then

there he sees the reflection of Sita. Not finding Sitain front of him, he becomes
unconscious. Then Sitatoucheshim and bringshim back to hissenses. Ram requests

Sitato comeforward. Stadso answershim. When Ramisnot successful in hisattempt,

he again becomesunconscious. Thistime Sitablowsair with her aancha and bringsit

into the hose. As soon as Ram comesto conscious, he pulls off the clothesworn by

Sitaand recognizesthat sheis Sita. He covers her with great respect and dropshis

shawl which Sitapicksup. Assoon asevening comes, Sitareturnsback to the ashram.
Ramisthinking about thiswholeincident with surprisewhen theclown comesandtells

him about the conversation between Vedavati and Til ottama. Ram becomes convinced

that Tilottamaherself hasdonethismockery to him.

Act-5

Thenext morning the clown gathersthe ascetics. And takesRam with him towardsthe
assembly hall. Ramisthinking about the previousincident. Hismind could not believe
that it was all an illusion. Because seeing Sita's reflection had awakened a new
consciousnessin hismind. Hewasremembering Sitaagainand again. Thejester blames
him that helove Sitaonly with their wordsand not with their heart. Otherwise, why
would he abandon her? Ram proves himself innocent. Thetimefor thearrival of the
asceticsisnear, Ram seesthe clown outside and asks him to come. As soon asthe
clown goesout, seeing two ascetics, hetellsRam that outside therearetwo children
standing exactly in the shape of Ram and L akshmana, who have cometo narratethe
story of Ramayanawritten by Vamiki. Ramismoved upon hearing thisand ordersto
bring themingdequickly. Seeing Kushand L uv, strangefedingsstart risnginhismind.
Tearscometo hiseyes. Ram seatsthem in hislap on thethrone and embracesthem
lovingly. Looking at them hethinksthat if Sitahad also given birthto ason, then his
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Introductionto India childwould d so be of the sameage. Then suddenly the clown shoutsthat Ram should
Dramas take down Luv and Kush because whoever sits on that throne other than the
Raghuvanshis gets hishead shattered. Ramaimmediately takesthem downandis
surprised to seethat he remains unharmed even after sitting on the throne. He ask
them. Both are twin brothers. They say that we are Suryavanshi and our Guruis
Maharishi Vamiki. They asotell that their mother callstheir father cruel names. Their
mother iscalled Valmiki Vadhu and other ashram residentscall her Devi. Fromall
thesethings, Ram guessesthat both of them are Sitals children. Now hismind becomes
o~ even morestrange. Then suddenly avoice comesfrom the background asking Luv
and Kushto start singing Ramayanaand Ram sendsamessageto gather therewith his
friendstolisten to Ramayana. With thisthefifth issueends.

Notes

Act-6

After gathering in the Sabha Mandap, with the permission of Ram, Kush and Luv
narratethe story of Ramayanafrom the marriage of Dashrath to theexileof Sita. A
doubt comesin Ram's mind that perhaps dueto Sita'sdeath, Valmiki might not have
told the story further. He callsKanvato know thefurther incident. Kanvatellsthem
that Kush and L uv arethechildren of Ram. On hearing thisnews, Ram, L akshmana,
Kush and Luv becomeunconscious. Then Sitaenterswith VVamiki. Both of thembring
everyoneto their senses. Valmiki scoldsRam in harsh wordsfor abandoning Sitaat
therequest of some peopleeven after taking Sitathrough thefiretest and then orders
Sitato give proof about her character. Sitapraysin the gathering that Goddess Earth
should appear and tell everyonewhether Sitais of good character and devoted to her
husband or not. The goddess Earth appearsfrom Sita's glory and fascinates Ram
about Sita'scharacter. Ram accepts Sita. Onthe advice of Lakshman, Ram makeshis
son Kush the successor of the kingdom and appoints L uv asthe crown prince, with
thistheplay ends.

11.4 THEORETICALAPPLICATION OF KUNDAMALA

Dingnag hasused asmpleand theatre-friendly syleinhisplay Kundamaa Thedramatic
planning used by him in expressing emotions proveto be successful. Thereisno
complexity in hislanguage and he does not uselong dia oguesto makethe dialogues
smpleandinteresting. Thereisplenty of spacefor acting inthedialogues. Like other
Sanskrit playwrights, he does not use artificial style. He does not exaggerate the
character. Ram, Sita, Lakshman, Luv and Vamiki are shown ascommon people. On
thebasisof theplot, heisoften compared with Bhavabhuti but thereisalot of difference
between Bhavabhuti and Dingnaag. Even though both of themwritetheir playsbased
onthesameplot, still thereisalot of difference between them regarding thetreatment
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of the play. Thetricksused by Dingnag in the play make the play interesting and Introductionto India
dtractive. Dramas

If welook at Dingnag'sdiaogues, hehashisown distinct characteristics. Dialogues
arelikelifefor visual poetry. Thesedia ogues provide momentumtothestory. Itisan
absolutely essential quality for theater that the dialogues should be simple and
understandable. L ong dialogues create afear of burdening the audience and at the
sametime these long dial ogues also hamper the impact of emotions. That iswhy
Dingnag does not describe any emotion in detail in his play Kundmala, but only
expressesit poignantly. Thedia oguesare short andinteresting frombeginningtoend. § Notes
That iswhy Dingnag'splay seemscloser to theatre.

Ultimately, we can say that Kundamalaisadramabased on KarunaRasa. Dingnag
hasexpressad the KarunaRasavery beautifully. Whilereading and watching hisplay,
thereadersand viewerseasily empathize with Sitaand Ram. Their sorrow becomes
thesorrow of theviewer. Thus, Kundamaaisaplay of Sanskrit literaturewhich takes
the story of Sitalsexileasitsbasisbut doesnot useit asit is. Rather, poet Dingnag,
with hisimagination, transformstheend of that story into ahappy ending and writes
the play keepingin mind the craft of theatre.

| vmoxroustiows iz

How many total actsaretherein Kundmalaplay?

What happensat the beginning of thefirst act?

Inwhichact istheinformation about the birth of Kushand Luv?
Inwhich act isthe shadow technique used?

Inwhich act isthe Ramayanastory described?

o o k~ w N P

Does Sitaenter thewomb of the earth at the end of the play Kundmala?

@*\ WHAT HAVE YOU LEARNT

° KundamalaisaSanskrit play written by Dinganag.
e  Thetimeperiod of Dingnag hasbeenfixed at 1000AD.

e Thebasicsory of theplay isthestory of Sita'sexile described in Ramayana.

e  Thebasisof naming of the play isanincident inthethird act in which Ram
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Kundmda

L akshman seesaKundmalaflowinginthewater stream of Gomti. Seeing that
garland, Ramfedlssad remembering Sita. Dueto thisincident the play hasbeen
named Kundamala.

Therearesix actsinthe Kundmalaplay.

TheKudmalaplay hasahappy ending. Inthis, Ram and Sitaare united.

T

1.

2.

3.

4,

AN

11.1
1.
3.
5.
6.
7.
8.
9.
10.

11.2
1.
2.
3.
5.

TERMINAL EXERCISE

Write about Sanskrit playwright Dingnag?

Write about the basic story of Kundmalaplay?

Write about the naming of Kundmala?

What isthe difference between the story of Kudmalaand Uttarramcharitam?

l°\,°J ANSWERS TO INTEXT QUESTIONS

Dinnag 2. 1923

1000AD 4. Ararapur situatedinfar South India
Ram, Lakshman, Sita, Kush and Luv and Vamiki etc.

Thestory of Sita'sexiledescribed in Ramayana

Dheerodatta

Asan Indian ideal woman who has deep respect for her husband in her
heart.

Son of Ram and Sita

Vamiki isamerciful and accomplished M aharishi who provided protection
to Sitain hisashram after her exile.

Six acts

At the beginning of thefirst act, Lakshmanisgoingto leave Sitainthe
forest.

Second act 4. Fourthact

Inthesixth act 6. No. SECONDARY




MODULE - 4

Introductionto India
Dramas

BHARATA DURDASHA

Notes

Thenameof Bhartendu Harishchandraiswe | knowninHindi dramaliterature. Through
the play BharataDurdashawritten by him, we can assessthe situation of Indiainthe
British Empire for ourselves. In Bharata Durdasha, Bharatendu describesin an
entertaining manner theexploitativepolicy of theBritishduring their ruleand theinterna
vicesprevallinginindia LikePratik plays, healso presentsthereasonsresponsible
for Indiasplight in the characters and through them hetriesto bring Indiasplight in
front of theaudience.

While studying the Bharata Durdasha, it isvery important for usto understand the
contemporary India. Thisplay waswritten by Bharatendu in 1875, hencethe plight of
Indiashould be assessed in the context of thistime period. Inthislessonwewill try to
know and understand the dramaBharata Durdasha. How Bhartendu has created the
story of BharataDurdasha, thisisaso aninteresting topic.

[] LEARNING OUTCOMES

After studying thislesson, you-

e  know about Bharatendu, the author of Bharat Durdasha;
° know about the story of Bharat Durdasha;

e  know about the charactersof Bharat Durdasha; and

° know about thewriting style of Bharat Durdasha.
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MODULE -4 BharataDurdasha

Bharatendu Harishchandra, bornin Kashi in 1850, has given anew dimension to
Hindi theatricd literatureinjust 35 yearsof age. Dueto hiscontribution, heisconsdered
thefather of modern playsin Hindi literature. Bhartendu Harishchandrawrote works
inboth Brajbhashaand Khadi Boli. He hasbeen activenot only indramabut alsoin
writing essays and thoughts. Bhartendu inspired many playwrightstowritewith his
writing style. That iswhy the period from 1850AD to 1900AD isknown asBharatendu
—~ era. Bhartendu aso getsthe credit for starting dramain the Hindi region. Asareaction
Notes to Parsi theatre, heinitiated modern theatre. Today we seeitsdevel oped form. For
him, theater was not just a means of entertainment but also a medium of social
consciousness. Hewrote playshimsalf and a so acted inthem. While starting theatre,
head so started many theater ingtitutions.

Bharatendu's Plays

Bharatendu wrote both original and trandlated plays. Among hisoriginal plays, he
wroteorigina playslike'Vediki hinshaHinshaNaBhavati, SatyaHarishchandra, Prem
Yogini, VishasyaVishamoushadham, Chandravali, Bharat Durdasha, Bharat Janani,
Neeldevi and Sati Pratap’. Apart from this, hehasa so trand ated Sanskrit and Bengdli
playslikeVidyasundar, Ratnavdi, Pakhand Vidamban, Dhananjayvijay, Mudrarakshas
and Karpoor Manjari. He hasal so trand ated Shakespeare'sfamous play ‘'Merchant
of Venice' inthenameof ‘DurlabhaBandhu’.

Bharatendu's Concept of Theater

Bharatendu Harishchandrals Rang Sanskar isafusion of Sanskrit, English and Bengali
dramaticliterature. Bharatendu, influenced by Indiantheetrical traditionandfolk plays,
createsanew twist in the creation of dramaand presentsthe concept of new modern
theater useful for the society. Bharatendu made social issues his base and made
continuouseffortsfor socia cultural avareness. He hastried to make Indiansaware
through humor and satirethrough skitsand plays.

12.2 MAIN CHARACTERS OF BHARATA DURDASHA

BharataDurdashaiswrittenin 1875AD. All itscharactersare symbolic. Bhartendu
has created charactersresponsiblefor the plight of India. If we study thisplay of his,
wearereminded of Shri KrishnaMishra's play 'Prabodachandrodaya’. Thelist of
charactersisasfollows: -
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1.

N

o v M~ w

10.
11.

12.
13.

The character Bharat enters the second part of the play. Bharat is a symbol of
contemporary India. Through the dialogue on Bharat, it isrevea ed how the British
traderstook over theentire country inthe name of trade. He discussesthe Mahabharata
character Duryodhanaand callshim braveand excdllent. After dl, how did thelndians
hand over such ahuge country to the British? He raises questions on the ability,
knowledge, civilization, generosity and steadfastness of Indiansand pleadsto save

Bharata:- Bharatvarsha

Nirllgjjata:- Shamel essbehavior prevaent in thethen society.
Asha- Hopeof freedom frommisery

Bharat Durdaiv:- Onewho bringsbad luck to India.

Satyanashi Faujdar:- Onewho destroyseverything

Roga:- Tendency like exorcism without getting the diseasetreated.

Alasya- Lazy tendency
Madira:- Propensity to consumeal cohol etc.
Andhakara:- Darkness spread dueto ignorance
Sabhapati
Sxavilized

OneBengdi

OneMaharashtrian

Editor

Poet

Two Des Mahashya
Didoydty Police

BharataBhagya- Indiasdestiny

themselves. Hepraysto God to freehimself fromthissituation.

Bharat Durdaiv has been shown by Bharatendu inacruel form, half Christian, half
Muslim and with anaked sword in hishand. Bharatendu al so has hisown meaning
behind the design of thischaracter. He provides such costumesto Bharat Durdaivato
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Introductionto India show the subjugation in adramatic form. On onehand he praisesthe British ruleand
Dramas ontheother hand he aso opposesit. Infact, the historical environment of that period
was also similar in which the Indian class both praised and opposed the British.

Bharatendu takesadig at thistwo-faced behaviour.

Therearemany warriorsinthearmy of Bharat Durdaiva. Laziness, religion, drought,

excessverans, priests, courts, disease, a cohol, darknessetc. areenoughinthemsdves

to make Indiamiserable. Thereisalso an act in the play inwhich he has used real

charactersingtead of symbols. For example, intheissue of Sabhapati and six Civilized,

Notes through therepresentativesof theseintelligentsia, heattackstheintellectud classof the
then Indian soci ety because such peopleonly makeclamsbut inredity their faillureis
causingtheplight of India

Bharat BhagyaisBharat's friend and seeing the plight of India, hefed slikecommitting
suicide. Hea sotriesto wake up Bharat severa timesbut it hasno effect on Bharat
and ultimately Bharat | oses hisfate and embracesdeath. It isclear from the namesof
these charactersthat Bharatendu Harishchandrahas portrayed the socid, cultura and
religiousdigtortionsinIndiainthisplay.

| NmoxrauisTios

1.  Whoisthefather of modern Hindi plays?

2. Whicharetheoriginad playswritten by Bharatendu?

3. WhenwasBharat Durdashawritten?

4.  Whatisthebasic basisof thestory of Bharat Durdasha?

5. What strategy hasbeen adopted to portray the charactersin Bharat Durdasha?
6. Whoarethemain charactersof Bharata Durdasha?

12.3 PLOT OF THE BHARATA DURDASHA

Thebasicplot of the play Bharat Durdashais Bharatendu'sthoughtsarising fromthe
chaos, addiction and exploitative policiespreva ent in contemporary India Intheorigind
story, BharataDurdaiv attacks on Bharatawith hisarmy and makeshim helpless. At
last Bharat Bhagyacommitssuicide. Through symbolic characters, Bharatendu tries
to make I ndiansaware of the compassi onate condition of dependent Bharataand tries
to awakenloveand cultura consciousnessfor their nationinthem. Hehaswrittenthis

168 SECONDARY




Bharata Durdasha

story insix actswhich areasfollows-

Act-1

Inthefirst act, aYogi entersthe stageand startssinging Lavani. With thehelp of this
singing he mentionstheancient storiesof glory of India. By remembering Buddha,
Harishchandra, Ram, Yudhishthira, Krishna, Arjun, Bhimaand Karnaetc., hebrings
Indid'spast infront of theaudience. He al so communi cates about the current plight of
India. He saysthat now | cannot bear to seethiscondition of Bharata. Inthat period,
along with modernisation, therewas plunder of paddy of thelndian people. Inthisact,
Bharatendu informsthe audience about the current plight of Bharatawith the hel p of

snging.
Act-2

Inthe second act, broken temples, crows, roaming dogsand jackals, scattered bones
are seen. Bharat comes on stage and expresses hisgrief. He saysthat the country
whose people used to diefor their motherland, what isthe plight of the peoplethere
today?We had thought that after the British rule, wewould entertain our sad mindshby
reading booksand liveahappy life. But heretoo we are disappointed. At the end of
theact, hetriesto remember God but isunableto and faintsout of fear. Then Nirlgjata
and Asha (shamel essnessand hope) come and take Indiawith them.

Act-3

Inthethird act, anarmy campisvisible. BharataDurdaivaarrivesin India. Hevery
beautifully presentsthe complete picture of the plight of Bharata. He describesthe
faultsof theBritish rulein apoetic manner. Famine, inflation, disease, drought, hatred,
plagueetc. ared so addressed. The Satyanasha, Faujadaraof Bharata Durdaivacomes.
Headso praiseshimsdlf. After this, theinternal defectsof Indiahavebeendescribedin
termsof soldiers, inwhichthefirst placeisDharma(religion), behind which Bharata
has deteriorated alot, abundance of differencesof opinion, mutual tusseinthecaste
system, prohibition of child marriage, prohibition of widow remarriage, marriageinold
age, polygamy and prohibition of seatravel (overseastravel) havegreatly helpedthe
plight of Bharata. It has been mentioned that despite having crores of Gods and
Goddesses, Hindustill worship Piraand Ghazi Miyan, and Hindu people, whileleaving
after offering Namaz, get their children exorcised by Mudlims. After thiscomesthe
turn of Santosh and Begari (satisfaction and forced labor). Earn alittle, eat alittle,
Santosham Param Sukham, thisthing hasbeenlikeapolicy inthiscountry. InIndia,
managing bread and pulsesisthe ultimateeffort here. Inthisway, Bharatendu describes
thepolitical, socia andreligiousreasonsof Bharatainthisact.
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IntroductiontoIndia Act-4

Dramas In the fourth act, Bharata Durdaiva sends Alasya, Roga, Madira and Andhakara

(laziness, disease, acohol and darkness) to Bharata. Rogaprai seshimsalf and laughs
at the stupidity of the Indian people. He saysthat in Bharata, peoplelosetheir lives
dueto lack of treatment for their diseases. Vaidya Shastraisnot progressive and due
to thisthe number of peopleisincreasinginIndia. Thereisno dearth of opium eaters
and acohol drinkersinIndia. Alasya(Laziness) residesinit. After thistheAndhakara
(darkness) intheform of ignorance comeson the stageand issent to Bharata. He says
Notes inhisdialoguesthat Bharataisalover of ignorance. He cons derseducation, study and
teaching only asameansof livelihood and through this system the young men who
havedoneB.A., M.A., considering themselvesto be great scholars, consider it an
insult to gointo any profession. We get thiscompl ete description in thefourth act.

Act-5

Inthefifth act, thereisascene of ameetinginwhich thereisa Sabhapati (chairman)
and 6 civilized members. Of these, oneisBengdli, oneisMarathi, two are Swadeshi,
oneisapoet and oneisaletter editor. The basi c objective of themeetingisto stop the
riseof BharataDurdavain Bharata. Inthismeeting, theBengdi culturegivesadviceto
save Bharat from Bharata Durdaivaby creating chaosin avery humorous manner.
The second solution hegivesisto bridge the Suez Canal with Pisan. The poet wantsto
protect himself by becoming aheroineand pretending to belikethe British. Theeditor
continuesto praise his speculations. The Maharashtrian preachesto increase the
meachinebus nessby wearing civilized indigenousd othesand cregting publicinditutions.
Thedes civilized personisunableto tell anything and only makesfun of othersby
showing flattery andlove. But it also draws peopl €s attention towardsthe progress of
indigenous knowledge, unity and art teaching. At thismoment the didloyalty police
comeand takethemall away.

Act-6

Bharat Bhagyaarrivesat the beginning of the sixth act and laments pitifully about
Indiasancient historical glory and present condition. Therewasatimewhen India
wasthe center of the wholeworld and no country was ableto match it, but | don't
know what happened that Indiaburied itself in the dust. Despite being tainted by the
stigmasof theworld like slavery, jealousy, hatred, it hasnot yet been erased. Itis
better for such apowerless country to disappear forever. Thus, lamenting the present
condition, Bharat Bhagyacommitssuicide and with thisthe play ends.
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1. WhatdoesYogi dointhefirst act of Bharata Durdasha?

2. How many total actsaretherein BharataDurdasha?

3. Whichinternd factorsareresponsiblefor India'splight?

4.  WhomdoesDurdaiva(misfortune) send to attack Indiain thefourth act?

5.  Inwhichactsisthe scene of the meeting? Notes
6.  What happensintheend?

12.4 WRITING STYLE OF BHARATA DURDASHA

Bharatendu himself wasatheater artist and used to act in plays. He established severa
dramacompaniesand through them attracted theinterest of actorstowardsliterary
values. The playswritten by Bhartendu have been done keeping theater stagingin
mind. At thetimewhen Bharatendu waswriting plays, he wasfinding the Sanskrit
theater form incompleteto expressthetimes, western theater wasa so not complete
to expresstheindigenous sentiments, hence Bharatendu took the help of folk theater
forms. However, occasionally heisal so seen using elements of Sanskrit dramaand
Western drama. Thetimefor which Bharatendu waswriting the play wasthetime of
theBritish Rg. Indiawas struggling to regain itslost independence and social and
culturd constiousness. Insuch agtuation, whilemaking hisplaysinteresting, Bharatendu
alsoincluded elements of entertainment. Heisnot carel esseven in the use of songs
andghazals.

Especiadly inthe context of theplay ‘Bharat Durdasha, he createsthe structure of the
play by redidticaly portraying thereasonsthat areweakening India. If welook carefully
at thedia oguesof the play Bharat Durdasha, Bharatendu isseen expressing hisviews
on many important eventsof that time. Dueto the use of symbolic styleinthisplay,
there seemsto be somelack inthe struggle of the charactersbut Bharatendu fulfills
that lack through songsand colloquia language. Thereisneither aSutradhar nor any
Bharatavakyain this play. The ending istragic in which India commits suicide.
Bharatendu was astrong advocate of atheater which was contemporary and talked
about modernity. Theimportance of Bharatendu becomes moreimportant because
thisvision of Bharatendu has been adopted by other playwrightsalso. Not only in
Bharata Durdasha, Bharatendu incorporatestheideasof modernity inall hisplays, but
in Bharata Durdasha, thismodernity comes out even morevocaly.
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BharataDurdasha

| voxrauisTioNs 23

1.
2.
3.

@ WHAT HAVE YOU LEARNT

What wasthe concept of theater of Bharatendu?
What wasthe specialty of Bharatendu's contemporary society?
What isthereason for lack of character in Bharata Durdasha?

Bharatendu Harishchandrahasgiven anew dimensonto Hindi theetricd literature
inonly the age of 35. Dueto hiscontribution, heis considered thefather of
modern playsinHindi literature.

Theplay Bharat Durdashawaswritten by Bharatenduin 1875AD.

Bharatendu's original plays are - Vediki Hinsa Hinsa Na Bhavati, Satya
Harishchandra, PremYogini, VishasyaVishmaushadham, Chandravai, Bharat
Durdasha, Bharat Janani, Neeldevi and Satipratap etc.

He hastried to make Indians aware through humor and satire through skits
and plays.

Bhartendu hasinfluenced many playwrightswith hiswriting style. That iswhy
the period from 1850 AD to 1900AD isknown asthe Bharatendu era

Bharatendu Harishchandra'stheater styleisamixture of Sanskrit, Englishand
Bengdi dramaticliterature.

Thebasic plot of the play Bharata Durdashais Bharatendu'sthoughtsarising
from the chaos, addiction and exploitative policies preva ent in contemporary
India

BharataDurdashaisasix-act play.

Intheoriginal story, Durdaivaattacks on Bharatawithitsarmy and makesit
helpless. At last Bharat Bhagyacommitssuicide.

Through symbolic characters, Bharatendu has made the Indians aware of the
pitiful condition of dependent India

ﬁ TERMINAL EXERCISE

1.

What wasthesatrical consciousness of Bharatendu Harishchandra?
SECONDARY
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2.  Whatisthebasic story of Bharata Durdasha? Introductionto India
3. Writeabout the characteristicsof Bharata Durdasha? Drames
4.  Writeabout symbolisminthe BharataDurdasha?

AN
l'\,'J ANSWERS TO INTEXT QUESTIONS
12.1
1. BharatenduHarijchandra Notes
Vediki HinshaHinsnaBhavati, SatyaHarishchandra, PremYogini, Vishasya
Vishamoushadham, Chandravdi, Bharat Durdasha, Bharat Janani, Ned devi
and Satipratap etc.
3. Intheyear 1875
4. Theplight of contemporary India
5. Symbalic
6. Bharaa, BharataDurdaiva, Roga, Alasya, Andhakara, Nirlgjata, Ashaaur
Bharata Bhagya (disease, |aziness, darkness, shamel essness and hope,
Bharatbhagya) etc.
12.2
1. Withthehelpof hislavani snging, hedescribestheancient glorioushistory
and present condition of India.
2. Sixacts
3.  Many problemslikeabundanceof differencesof opinion, mutua conflictin
the caste system, prohibition of child marriage, widow remarriage, old age
marriage, polygamy and prohibition of seatravel.
4. Alasya, Roga, Madiraand Andhakara (L aziness, disease, alcohol and
darkness) etc.
5. Thesceneof themeetingisinthefifthact.
6. Theplay endstragically with thesuicide of Bharat Bhagya.
12.3

1. Moden
2. Struggling for independenceand socia and cultural consciousness
3. Useof symbolicstyle
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Inthismodule, learners have been introduced to theater techniquesand design—

13. Rangmanch: Introductionand Types
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THEATRE: INTRODUCTION
AND TYPES

Do you know about theater art?1f not, then thislessonwill beinteresting to you. When
someonetaksabout theatre, we often associateit with acting performances. Thisis
a so right because theater isincomplete without acting. Along with theatre, some other
nounsarea so used by combining theminthesamecontext like nataka, natya, thestre,
play, drama, rupaka (metaphor) etc. But do you know that thereis somefundamental
difference between thesewords?To know this, it isvery important for usto know and
understand the culture of theatre. Often, we choose the path of acting after being
influenced by filmsand start it with theatre. There are many well-known actorswho
have acted on stagefor along time. Although, acting on film and theater may seem
similar on the surface, there are some technical differences between the two. To
understand this, we need to understand the process of both film and theatre. Inthis
lessonwewill try to know and understand theatre. You will learn about theoriginand
development of theater here. Along with this, wewill aso discusswhat wasthe ancient
form of theatre? How atext like Natyashastrawas composed in India. Emphasiswill
also be given on how modern theater began and what characterizesit.

[] LEARNING OUTCOMES

After studying thislesson, you-
° know the generd introduction of Rangmanch (thegtre);
° understand the origin and devel opment of Rangmanch (thegtre);

° know about NatyaMandap;
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Theatre: Technique e  understandthenature of ancient Rangmanch (theztre);

and Design ° understand the Rangmanch (theatre) mentioned in Natyashastra;
° know thetypes of Rangmanch (theatre);
° know thegenera introduction of present Indian Rangmanch (theatre); and
° know about modern Rangmanch (theatre).
13.1 GENERAL INTRODUCTION TO RANGAMANCH (THEATER)
Notes Often, we usetheword theater for the performance of plays. 'Rangmanch (theatre)'is

mainly made up of two words- Rangaand Manch (stage). Here Rangahas been used
inthe context of declaring the specialty of the stage. The genera meaning of stageis-
an elevated place where an actor standsand performsaplay. But when the adjective
Rangaisassociated with stage, it acquiresaspecia meaning. Thegeneral meaning of
Rangaiscolour. Inthisway, theater meansthe stagewheredramais presented. When
an actor appearson the stage by painting himself with different colorsand emotions of
lifefromwithin and outside, then the stage becomes atheater with that performance.
That iswhy, Indian scholarshave caled the place of dramatic performance asthestre.
Inour Indian theater tradition, theword theater not only refersto the auditorium but
alsoincludesthe meaning of the entire performance process.

Today wed so usetheword 'Rangamanch’ asasynonym for the Englishword ‘thegtre
which meansscenic space. Theword Thestre isalso used inthe context of architecture
for those placeswhere on one hand theatrical performancesare performed and onthe
other hand thereis seating arrangement for theaudience. Inthisway weusetheword
Rangmanch (theatre) in relation to an auditorium built for drama.

Today in the present era, we also see the usage of many more words related to
Rangmanch (theatre) like Rangakarami (theater artist), Rangaka akara(theater actors),
nataka, natya, drama, play etc. Every artist working on stageiscalled aRangakarami
(theater artist), whether heisan actor, director or someone working back stage. A
play issomething that aplaywright preparesintheform of ascript for performance. In
Englishtheword dramaisused for this. When that script isperformeditiscalled
Natya. InEnglishitiscaled play. Thus, a present when we say 'Rangamanch (thegtre)'
it meansthe entire process of performance of adrama.

Rangamanch (Theatre): Prekshagriha (Auditorium)

Theuseof theword 'Ranga isfound at many placesinIndian ancient literature. Acharya
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Bharat hasused theword 'Ranga many timesin'Natyasasira. Rangashirsha, Rangpitha,
Rangbhoomi originated in Sanskrit dueto the use of theword 'Ranga. In thiscontext,
'Ranga hasbeen given themeaning of entertainment, meeting hall, dance, sngingand
acting. It is true that the word '‘Rangamanch’ is not found in Acharya Bharat's
Natyashastranor inthelater textswritten on the subject of Natya (theatre).

Infact, during the British rule, the British built many auditoriumsfor their entertainment
inwhich operaperformanceswereheld. Theseauditoriumswerecalled thegtres. L ater,
theater troupes started performing continuously in these auditoriums. Pars theater
asoinitidly performedintheauditorium but later they started performing at different

MODULE -5
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places in the country. Instead of a permanent auditorium they built temporary § Notes

Rangamanch (theatres). Inthisway, theword Thegtre', whichwasused frequently for
auditorium, now cameto be used asthe noun ‘Rangamanch’ in Hindi for theentire
performance of aNatya (theetrical) performance.

Rangmanch (Theatre): Performing Arts

Any play achievesperfection only on stage. Today theword 'Nataka (drama)' isalso
popular for theword'Rangamanch’ or ‘theatre.. ‘Nataka (drama)' isgeneraly believed
to bederived fromtheroot 'Nat'. ‘Nat' has al so been considered to mean dancing,
actingandimitation. 'Nat' also meansactor. Theword ‘Natyam' isal so derived from
the same'Nat' which meansdancing, imitative portrayal , mime, gesturedisplay and
acting. Fromthis, the meaning of theword 'Natakam' or dramaisformed - apoetic
compositionwhichisacted.

Rangamanch (Thesater) asweknow it today isnot limited to just the knowledge of the
Prekshagriha (Auditorium). If welook at folk plays, we see many such playswhich
are performed in street corners and fairs among the society rather thanin awell-
equi pped Prekshagriha (Auditorium). In such asituation, ‘Rangamanch (theatre)'is
directly related to performing arts. Rangamanch (Theater) meansan artinwhicha
dramaisperformed by atheater troupewhich consistsof playwright, actor, director,
designer and backstage artists.

13.2 ORIGIN AND DEVELOPMENT OF RANGAMANCH (THEATER)

Thereationship between human and art isdeeply connected to thestory of the birth of
creation. The most beautiful and artistic creation of creation ishuman. Andwhile
progressngwithtime, itisthishuman being who hascrested anew art likerangamanch
(theetre). Itisinevitablethat thetradition of rangamanch (theatre) did not start suddenly
but has developed gradually with the development of human life. It is said in
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Natyashastrathat rangamanch (theatre) istheintegrated form of al arts. Insucha
Situation, rangamanch (theatre) would have cometo light only after al thearts, crafts
etc. were born and devel oped somewhat. Thereisno doubt inthis.

Divine Concept

If wetakeliteratureasthebasis, thenthe story of theorigin of dramacomestolightin
the Natyashastrawritten by AcharyaBharat in 500 BC. Inwhichit ismentioned that
Brahmaji has created Panchamvedai.e. Natyafrom the elements of the four Vedas.
From thiswe cometo know that dramaoriginated after the composition of the Vedas.
According to thisstory, when Satyayugahad passed and Tretayugahad started and
the people had started following rural religion under theinfluence of lust and greed.
Then godslikelndrarequested Grandfather Brahmaji, O God! Wewant suchameans
of entertainment which isworth watching and listening to. Saying 'Evamastu’ tothe
godsand biddingfarewdl to Indra, Brahmgji remembered thefour VVedas. He composed
Natyavedaby taking text from Rigveda, songsfrom Samaveda, actingfromYgurveda
and rasafrom Atharvaveda. After the origin of Natyaveda, Brahmagji asked Indrato
useit, but Devrgj Indradeclared the gods areincapabl e of accepting, imbibing and
using Natyavedaand requested for it to be given to asagewho iscapable of usingit.
Then Brahmaji asked BharataMuni to useit. After getting permissionfrom Brahmaji,
BharataMuni used it with hishundred sons. Thisishow dramaoriginated.

Modern Concept

According to modern concept- first human being cameinto existence. After thishis
needslaid thefoundation of thesociety. First camefamily, then home, food, agriculture,
fathinnaurd forces rituas, ceremonies, rdigionandthenart. Withthis, theeter naturadly
took itsshape. Thestory of theorigin of rangamanch (theater) beginsfrom here.
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In the modern concept, the point of origin of rangamanch (theater) has been traced
with the development of human civilization. Weknow that by the Paleolithic period,
human soci ety had devel oped intheform of tribes. Hunting of wild animalswasthe
main meansof satisfying hunger. They used to hunt and cook and ezt it withtheentire
tribe. Thissituation becamethe medium of collective expression and thisiswhereart
performance wasborn. In this period, human did not havelanguage liketoday, they
used to expressthemsalf only through soundsand body language. Acting on stage may
have originated on aday when members of thetribe sitting around thefiretried to
expresstheir experiencesto each other. The entireincident of hunting would have
been presented through acting. One person might have become ahunter and the other
hunt animal. With thisthe concept of theater must have developed. Gradually this
phenomenon of expression and performance evol ved into hunting dances, tribal rituas.
If welook at the dances performed in Bastar and other tribal areaseven today, this
getsconfirmed.

Withtimetherewasahuge changein human civilization. Farming becametheir main
occupationin place of hunting and with thiscametheriseof folk arts. Ritual's, dance,
soNngs, painting, stories, sagasetc. devel oped. During thisperiod, rangamanch (theater)
cameinto existence asan independent art. In the book 'Natyashastra we cometo
know about thisindependent theater art.

13.3 NATYA MANDAP

NatyaMandap isaplacewhere playsare performed. It isplanned in such away that
thetheater troupe can performitswork conveniently and theaudiencecanasositin
theaudiencegallery and watch and listen to the play properly. Itisalso oftenknown as
Prekshagriha(auditorium), Ntyagriha(thegtre), auditorium and rangamanch (theater).
Herewewill learn about the ancient Indian rangamanch (theater) and the currently
popular rangamanchs (theaters).
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Prekshagrih (Auditorium) described in Natyashastra

Actingisperformed by actorson stage. Keepinginmind thevisibility and audibility for
effective performance, Acharya Bharat has given a detailed description of the
Prekshagriha (auditorium) used by actors for acting in the second chapter of
‘Natyashastra. Bharat has classified them on the basis of measurement into Jyeshtha
(eldest), Madhdhyam (middle) and K anishtha (inferior) and has mentioned the method
and method of their construction. Selection of the stagefor the rangamanch (theater),
itsmeasurement, planning of the stage and audience gallery, Bhoomi Pujan method
etc. havebeen highlighted. Apart fromthis, in thethird chapter he explainsthe method
of Rangapujana(worship of theatre).

Acharya Bharat has discussed three types of Natyamandapa (theaters)
1.  Vikrishtai.e rectangular
2. Chaturastrameans sguare shape

3.  Trayastrameanstriangular
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After that he hasagain made three distinctions between thesethree -
1.  Jyeshtha(Eldest)

2. Madhdhyam(Medium)

3.  Kanishtha(Inferior)

Therangamanch (thegter) hasbeendividedinthemiddleand haf of it hasbeen described
as'Prekshagrih (auditorium)' for the audience and the other half as'Rangamandap’.
Therewasa'backstage intherear part of the NatyaMandap. In front of the backstage
was'Rangpeetha and 'Rangshirsha. Therewere doorsto accessthe stagefromthe
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backstage. 'Mattavarini' were established ontheright and left sides of the stage. The
design of theaudience gdllery was made 'step-like' so that the audience could seeand
hear the sceneclearly.

Natyagriha (theater) Popular in Modern Rangmanch (Theater)

Many experiments were also done in modern theater regarding theater pavilion.
Nowadaysmany typesof forumsareinvogue. Along with modernthesatre, thepractice
of open-air auditorium, proscenium theatre, studio theatre, Chakral theatre, drama
without any stage at somestreet cornersand experimental theater started. For example,
Bhartendu Harishchandrasplay "Andher Nagari* hasbeen performed with full equipment
intheauditorium, onthe M uktaK ashi stage and al so among the peoplewaking onthe
sreets. Smilarly, Badal Sarkar'splay 'Juloos was also staged more successfully inthe
grounds and on the streets besides theatres. The play 'Hori' was staged in Mukta
Kashi by making redl fieldsand hutsetc. Intheruinsof theoldfort, playslike'Andhaa
Yuga, Tughlag','RaziaSultan’ etc. have been successfully staged onthe MuktaK ashi
stage equipped with lights, sounds and all the equipment. 'Andhaayug’ was also
successfully screened at the historical groundsof Firozshah Kotla

At present theinfluence of experimental theater isgradually increasing. Theeraof old
traditional decorationsisover. Evenwithout any decorations, playsarebeing presented
on stagewithmereacting.

13.4 FORM OF ANCIENT RANGAMANCH (THEATER)

Aswelearned earlier inthe prevaent divine origin and modern concept regarding the
origin of ranagamanch (theatre), how the seeds of the emergence of art have been
discovered along with the prehistoric civilization of human. Istheater initsprimitive
formanindependent art? Cameinto existence in theform of ? Probably not. Theater
cameintoitsfull form much later. Now the question ari sesthat what wastheform of
ancient ranagamanch (theatre) ? 1t can beknown and understood with scientific thinking.
Tounderstand this, theonly basisisour tribal arts. Yes, we canimagineancient theater
through dance, musicand paintingsprevaentinvarioustriba civilizationsof theworld.
Herewe are going to discuss some specia pointsso that you can understand this.

Hunting Dance

Imaginethetimewhen primitive human usedtolivein cavesand to satisfy their hunger,
they used to go out of the cavesand hunt. they made weaponsfor hunting from stones,
wood and animal bones. With these weaponsthey could hunt easily. Time passed
dowly and now they cameout of the caveand started living inagroup. They built their
own hut intheforestsand started living with their family. A particular group of the
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Thesatre: Technique group, which wasyoung, would go hunting and the eldersand children of theclan
and Design would satisfy their hunger with the prey they brought. Before going hunting they would
performavictory ritual. To avoid the attention of animals, they used their 'skins and
'masks. To makechildren proficient in hunting and for their own entertainment, they
used to perform hunting dances. Wefind many such rock paintingsintherock cave of
Bhimbetkawhich confirm thisfact. The prevalent hunting dance can be seen even
today inaresslike Badtar. Itispossiblethat theater might have spontaneoudy originated
inthisenvironment, whose form might have been dance-oriented.

Imaginethat oneday ahunting party would have hunted agiant animal. Many hunters

Notes may have suffered casualtieswhile hunting. Thisincident must have been surprising.
Hunting partiesmust have cometo thetribewith that animal . When all the membersof
thetribewould have been sitting around the fire while the animal was being cooked,
someonefrom thetribe might have expressed adesireto know about that incident out
of curiogity. The person fromthe hunting party would have narrated the entire story to
thetribe by acting out that incident. One person would have becomeahunter and the
other ananimal. Thisishow theart of acting must have been born. Out of excitement,
some people may have created rhythm by playing on wood, bone, stone etc. The
actor turned hunter must have acted while dancing to that beat. Thismust have been
such an unexpected performancethat would havethrilled the audience.

Imitation

Arigtotlehascalled theater the'art of imitation'. Imitation isanatura quality of human
nature. When ahuman beingisborn, helearnsby seeing and hearing the environment
around him. Primitive humansmust have a so observed the environment around them,
imitated animal sand behaved likethem. They must have enjoyed thiswork. Thestory
of "Hunting' which we mentioned above, related to the beginning of theatre, wasalso
born out of thisfeding of imitation.

Religious Sentiment

Whenever human struggleswith the struggles of lifeand wishesto progressfurther,
they turnstowards God. Along with this, they expressestheir religious sentiments
through dance, music etc. Theater a so spontaneoudy becomesthe main medium of
thisexpression. Similarly, the primitive man a so bowed hishead beforethe natural
forces. Thepath of ritual swasadopted to wish for victory, tofeel security, to appease
thewrath of nature etc. Ritua slikeworship, dance, sacrifice, magic etc. originatedin
primitive society and priestswho performed them cameinto existence. To pleasetheir
deity, group danceswere d so performed inthesereligiousrituals. If welook at tribal
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dances, the'Baiga character found inthemindicatesthis. Later, thisfeeling became

thebasisof theplot for theater also.

Agriculture

Human civilization devel oped and with human cameout of theforestsand cametothe
plains. They learned to produce crops by farming. Astheimportance of agriculture
started increasingintheir life, they devel oped dance and song festivalsrelated toit.
They started celebrating even when the seasons changed. Even today we can see
dancefestivals performed at the time of sowing and harvesting of crops. Infact, this
wasthe period of therise of the people. Even today we can seethisfestive spirit.
'Hardli' in Chhattisgarh and'Nuvakhai' in Orissaisonesuch festival whichisce ebrated
at thetime of sowing and harvesting of crops.

Inthisway we seetwo formsof ancient theatre-Primitivetheater and folk theatre.

| NmpxrousTiows it

1
2
3.
4

What do you understand by theatre?
When was Natyashastracomposed?
Who has composed Natyashastra?

How many types of Prekshagriha (auditoriums) have been mentioned in
Natyashastra?
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Thesatre: Technique 5. What arethemain componentsof the Prekshagriha (auditoriums)?

and Design 6.  WhichplayswereperformedintheOld Fort of Delhi?
7.  What isthe specidty of modern Prekshagriha (auditoriums)?
8.  Whichconceptsof theatrica production are prevalent?
9.  Whocalledtheater the'Art of Imitation'?
10. What istheroleof imitationin ancient thestre?
11. Whatisthecontribution of religioussentiment in the devel opment of theatre?

Notes 12. What wasthe nature of ancient theatre?

13.  Inhow many categorieswasthe ancient theater divided?

13.5 RANGAMANCH (THEATER) MENTIONED IN NATYASHASTRA

When society wasformed, expression also started. Mental disorderslike happiness,
sadness, jeal ousy, deceit and fraud also arose. Collective joy gave birth to festive
eventsand peoplestarted dancing, Singing and acting. Thesetraditionscontinued from
generationto generationfor centuries. Eventoday, thetriba artsprevaentinthe country-
dance, songs, music, drama- bear the symbolsof thesetraditions.

The creation of Natyashastraisanimportant event in the Indian rangamanch (theater)
tradition. The proper form of thethestrica tradition of several thousand yearsago has
beenwritteninthistext. Thisisatext whichisvery practical for actorsand theater
people eventoday.

History-Puranas, Vedas, Upanishads, epicsand other literatures and archaeol ogical
evidenceclearly indicatethat the art of theater wasfully developed many centuries
before Christ. CasteslikeYaksha, Kinnar, Gandharva, Nat, Nartak, Suta, Magadha,
Granthik, Charan, Kushilavaetc. played animportant rolein shaping thisart. These
castes cherished the dramati c performances of singing, playing, dancing, story-telling
and story-performing from generation to generation. Therich, attractiveand socially
prestigiousart of thistheatrical performanceinspired the sages, monksand acharyas
togiveit theform of ascripture.

Infact, Natyashastraisnot only theart of dramabut a so atext discussing many other
arts like singing, playing and dancing. In this scripture popularly known as
'Panchamveda, AcharyaBharat himsdlf saysabout itsimportance-

'Na tachchhastram na tachchhilapam na sa vidya na sa kala,
Na tatkarma n yogauhsau natyehsmin yanna drishyate.'
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Infact, such arich and prosperoustheater tradition wascompiled init which later
becamethe basisof performancein Indian theater for thousands of years. Acharya
Bharat has thrown light in detail on the supplementary elements of acting like
Rangamandap, Abhinaya-Aangika, Vachika, Aharikaand Sattvika, Vritti, Pravritti,
Rasa, Atodya, Dharuvagan, Siddha, character nature, Gaan etc.

Itispossibleto begin the process of reflection on any art form only when that formis
fully developed and itstraditioniscomplete. Itisonly after thiscompletion that any
scriptureiscreated. Inthisway, two important streams- the performancetradition and
the creation of texts based on them, became popular. Thetradition of performance
wasmoving forward without any hindrance, but the creation of Natyashastramade
the thinking on them even more powerful. Asaresult, while on one hand Sanskrit
playswere written and performed, on the other hand, taking Natyashastra asthe
basis, there was reflection on the contemporary theater tradition and many texts,
commentariesand tikaswerewritten.

13.6 TYPES OF RANGAMANCH (THEATER)

Indiaisacountry of diversity. Peopleof many castes, religions, languagesand cultures
live here. Thisisthereason why we seevariousformsof artslike dance, song, music
etc. If wediscussthetypesof Indianthestre, we cometo know that I ndian theater has
agrest tradition of itsownwhichisfull of diversty.

(I  According to chronology the following types of theater are visible-

Sanskrit Rangamanch (Theater): As we have discussed the
rangamanch (theater) described in Natyashastraearlier. Inthistext wefind
discussion of ten types of Rupakas - Natak, Prakarana, Bhaana, Anka,
Prahasana, Veethi, Ihamriga, VWoga, Samavkaraand Dima. Thereisvariation
inthesetypesonthebasisof Vastu, Neta, Rasa. Along with this, Acharya
Bharat also discusses 18 Uprupakas in Natyashastra. These types of
Sanskrit theater were prevalent till the ninth century.

+ Folk Rangamanch (Theater) : After thedecline of Sanskrit theatre, we
find the prevalence of folk plays. Thesefolk theatersaredivided into the
following categories-

1. Temple Dependent- Thefolk theater which was performedinthe
sanctum sanctorum of temples. Like- Kudiyattam, AnkiyaBhaona
etc.
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2. Leela Natya- The folk dramawhich was based on the L eelas of
Ramand Krishna. SuchasRamleela, Raadeda

3. Social Drama - Under thiscategory comethosefolk dramaswhose
story issocial. Such asmime, drama, dance etc.

+ Parsi Rangamanch (Theater) : Pars theater, which started from Bombay,

made Calcuttaand Delhi its centre. Inthe beginning, Parsi theater was
without resourcesbut gradudly it gathered the necessary resources. These
theater companies used to have equi pment to produce amazing special
effects. Throughthese, godswereshownflyingintheair, heroeswere shown
jumping fromthe paacewall into theriver, fairieswere shown descending
from the sky. Thistechnique of creating the effect amazed the audience.
Peopl e used to go with ticketsto see thesefascinating effects. Thiswasa
different fedingfor the Indian audience.

Directors, playwrights, actors, designersetc. were hired in Parsi drama
companieson salary. Female characterswere played by maeactorsonly.
Later, seeing its popularity, dancers and village brides also started
participating. Intheearly period, these companies presented Shakespeare's
playsin English and Gujarati |languages. L ater Hindustani language mixed
with Hindi, Urdu and Persian started being used. There used to be poetry
inhisdialoguesand agility dueto hisstrong work ethic. Comedy stories
werea so employedin plays. Playsweredivided into numbers.

Modern Rangamanch (Theater) : The eraof moderntheater isvisible
from the second haf of the nineteenth century. In which the subjectsof the
plays were related to the common man and along with this, realistic,
unredlistic and experimental methods of performance started being used.

(II) If welook at the basis of presentation style, theater can be classified
into the following types-

+ Dance Oriented Rangamanch (Theater) : Itisatypeof theater inwhich

the prerequisitefor being an actor isthat they are good actors. Generaly,
we can understand thisby watching folk dramaslike Kudiyattam, Terukuttu,
Yakshaganaetc. Also, the dance drama performed by the dancersaso
comesinthiscategory.

Music Oriented Rangamanch (Theater) : This style of theater
presentation includesthat theater inwhichtheddivery of dialoguesby the
actorsisoftenlyrical. Itisaso caled musica drama. For example, wecan
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seeNautanki drama. Thestre: Technique

¢ Street Style : Thisstyleof theater cameinto existenceinthemiddleof the and Design
twentieth century. Inthisstyle, playsare often presented in streets, corners
andintersections. Itsmain objectiveisto make peopleaware. Safdar Hazmi
isafamousartist of thisstyle.

+ Radio Drama : Thisisapresentation style of theater in which special
emphasisisgivento verbal acting rather than physical acting. Inthis, the
actor bringsthe charactersaiveintheimagination of theaudiencethrough
hisrecitation and background music. The play 'Andhayug’ waswritten by
Dharamveer Bharti for thisgenre. Notes

+ Mute/Silent Drama: Mutedramai.e. mimeisapresentation styleof theeter
inwhichtheactor gives special emphasison physical actionsrather than
reciting. Thereareno dialoguesinthis, only thestory is presented on the
stage through sounds, music and physical acting.

+ Single : Inthispresentation styleonly oneactor performsonthestage. He
himself playstheroleof different characters.

+ Experimental Rangamanch (Theater) : Inthisstyleof theatre, nosingle
method is used but experiments are done with the elements of theatre.
Sometimesregarding the stage and sometimesregarding the composition.
Sometimesabout acting and sometimesabout design. For example- [brahim
Alkazi did many experiments regarding the stage. In 'Kahani Ka
Rangmanch', Prof. Devendrarg] Ankur rejected other elementsof theater
whileBans Kaul experimented with design and acting in clownish style.
Theexperiment 'Third Theater' conducted by Badal Sarkar isaso notable
among experimentd theetre.

| NrpxroussTios a2

Natyashastraisatext of which nature?

Which castes devel oped theater before Natyashastra?
Which componentsof theater are discussed in Natyashastra?
Which schoolsof dramabecame popular?

What isdance drama?

o g ~ wWw NP

What type of theater isNautanki?
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and Design

Theenvironment of modern theater in Indiawasbeing created in the beginning of the
twentieth century. Literatureimbued with national sentiment was being written.
Continuous effortswere being made to strengthen thisspiritin Indian theatre. This
point isalso confirmed by the study of regional theatre. Blind imitation of Western
civilizationand |later specia lovefor theindigenousspiritingpired by Westernimitation
isindicativeof this.

Thefreedom struggle had aspecia impact on the history of Indian theatre. Whenthe
wholeof Indiawas moving towards achieving I ndianindependence during 1940-47,
the Bharatiya JanaNatya Sangh was established in 1943. Thisinstitution played an
important rolein thedevel opment of theatre. During thisperiod, famous Pars theater
andfilmactor Prithvirg) Kapor formed histraveling troupe named Prithvi Theatersin
1944-60 and controlled the hyperdrameatic e ement of Pars by making innovative use
of Pard theater syleinredigtic stylereformist plays.

Notes

Inthefifth decade of thetwentieth century, the seminarsand festivalsorganized by the
Kendriya Sangeet Natak Akademy in 1954 prepared the stagefor theatre, and the
performancesof the Nationa School of Dramain 1959 gaveimpetusto Hindi theatre.
Thesater workerstrained fromthisinstitution went to different states of the country and
formed their own troupesand activated theater in remote areas by organizing theater
camps. Troupeslike Theater Unit (1954-Bombay)', 'Anamika(1955- Cdcutta), '‘Naya
Theater (1959-Delhi),' made unprecedented contribution to theater with modern theater
approach.

Habib Tanveer's'AgraBazaar' a so becamefamousin thisdecade. Itsperformances
brought the concept of total theater into discussion and highlighted the relevance of
traditiona theetrica forms. Inthe samedecade, Satyadev Dubey did Andhayug (1962)
for thetheater unit. Classc productionslike'Ashadh KaEk Din (1964), Suno Janme ay
(1966), Shuturmurg (1968), Aadha Adhure (1969), and Indrgjit (1970) were
produced. For Anamika, the productionsof ‘L aharon Ke Rghans (1964), 'Shuturmurg'
(1967) and'Ev Indrgjit’ (1968) directed by Shyamanand Jalan were popular.

Indian theater had comeinto itsclear shapein the seventies. During this period, the
best origina playsof Indiaand abroad and trand ations of variouslinguistic playsof
Indiawere presented. Therewas unprecedented progressin thefield of playwriting.
Thenewnessthat thisbrought about intheleve , content and style of playwriting proved
to bevery important for thegtre.
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Inthe80s, amateur theater became active acrossindia. Thetrend of experimentation
in color stylesalso started. Sanskrit plays started being played in anew style. The
inclination of playwrightsand directorsof Indian theater moved towardstraditional
theetrica forms. Demand for scriptsfor staging increased. Tofulfill thisdemand, theater
turned towards other genresof literature. Directorswere attracted towards adaptations
of novels. Playsof other Indianlanguageswere played morein Hindi thanintheir own
languages. In the same decade, atendency to learn folk theater from other regions
alsoarose. Directorsof other languages played Sanskrit and Hindi playsat therequest
of troupesfrom Hindi speaking regions. Inthese Hindi theater productions, he used
the stylesand elements of hisstate very well. K.N.Panikkar, Ratan Thiyam, Fritz
Wennewitz becameapart of Hindi theatre. On one hand, apart from playwrightslike
Dharmveer Bharti, JagdishchandraMathur, Mohan Rakesh, Lakshminarayan Lal,
Gyandev Agnihotri, B.M. Shah, SurendraVerma, Mudrarakshas, Mani Madhukar,
Shankar Shesh, Sarveshwardaya Saxena, Bhisham Sahni, Asghar Wajahat, Rgesh
Joshi, New playwrightslike Mrinal Pandey, Nand KishoreAcharya, Rameshwar Prem
etc. showed their theater ability, onthe other hand, Vijay Tendulkar, Badal Sarkar,
Mohit Chatterjee, Manoj Mitra, Devashish Mg umdar, Chandrashekhar Kambar,
Govind Deshpande, Mahesh Elkunchwar, Satish Alekar. Adi's playsalso remained
popular. After theeighties, Hindi troupes started disintegrating and thegter artistsSarted
migrating towardscinemaandtelevison.

Theninetieswerethetimetolearnfolk theater el ementsfrom other states. What was
important inthisdecadewasthat Hindi theater artists started emphasizing onlearning
the color elements of other states. For this, famous directors like K.N. Panikkar
(Mdaydam), Raam Thiyam (Manipuri), Kanhai La (Manipuri), Vijay Mehta(Marathi),
Rudrapratap Sen Gupta (Bengali) started being called. Inthisdecade mainly story
theatre, use of traditional theater formsremained in discussion. These experiments
provided anew languageto theatre. At present, Indian theater isdynamic with its
diversestyles. Not only commercia but also non-commercid theater iscontinuously
enriching theatre.

If welook at the present scenario of Indian theatre, thetradition of new experimentsis
going on. New experimentstaking place acrossthe country, their performancesin
variousnationa theater festivals, theater training centersestablished in various States,
trai nees continuously experimenting after training, Indian Government's schemes
promoting theatre, etc. have created afavorable environment for theater today.
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| NoxrauisTios 133

o ~ w N P

When wasthe Bharatiya JanaNatya Sangh established?
Who founded Prithvi Thestre?

Write about the National School of Drama?

Who wasthedirector of the play 'AgraBazaar'?
Theater Unitisrelated towhichcity?

@ WHAT HAVE YOU LEARNT

Thegenera meaning of theater isaplacewheredramaispresented. Thisnoun
isalso used for theatrical presentation and itsentire process.

The oldest text of Indian theater is'Natyashastra’ which was composed by
AcharyaBharat in 500 century BC.

Natyashastra contains acompl ete description of Sanskrit theatre. Thisisthe
original text not only of theater but al so of artslike dance, music etc.

I nformation regarding ancient theeter isavailablefromthearchaeol ogica objects
and art formsfound. Inthis, the seeds of the origin of theater have been traced
from prehistoric civilization. Primitive theater started with the qualities of
expression and celebrationin primitivehuman civilization.

The second stage of primitivetheater comesinto existencewith agricultural
civilization. Where dance, song, music, story etc. develop.

Among thetypesof Indiantheatre, itismainly classified into Sanskrit theatre,
folk theatre, Pars theater and modern theatre. Apart from this, thereare many
typesof theater depending on the presentation style.

Moderntheater beginsfrom the second haf of the 19th century. Especially after
independence, we see many creative experimentson theatre, inwhich not only
thewriting but a so the performance shows devel opment towards contemporary
meanings based on traditional methods.
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Thestre: Technique

EI TERMINAL EXERCISE and Design

1.  What doyou understand by theatre?

2. Whatistheroleof Natyashastrain Indian theatre?
3. What doyou know about primitivetheatre?

4.  What arethetypesof theatre?

5. Writeanoteon modern theatre?

Notes

AN
'\,’J ANSWERS TO INTEXT QUESTIONS

13.1
1. Theater referstotheartinwhich playsare presented on the stage.
2. 500 century BC
3. AchayaBhaaa

4. Onthebasisof sizethree- 1- Vikhrishta, 2- Chaturastraand 3- Tryastra.
Onthebasisof magnitude, they wereagain dividedinto three- 1- Jyeshtha,
2- Madhdhyam and 3- Kanishtha.

5. Stage, Rangjikar, Nepathya, Mattavarini, Yavanikaetc.
6. AndnhYuga

7. Congruction of presentation venue according to the purpose of presentation,
anew creation different fromtraditiona auditoriums.

8. Divineand modern concept.
9. Aridotle

10. Scholarsestimatethat primitive man might havetried toimitatethe nature
around him by observing theanimalslivinginthem. Eveninthe story of
Genesisitsdf, thereismention of imitating hunting whileenacting theincident
of hunting.
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Theatre: Technique 11. Reigioussentiment hasplayed asgnificant roleinthedeve opment of theater
and Design because human, out of hisfear and desirefor asecurefuture, gavebirthto
the processof worship and inthisprayer,they used dance, music and theetre.

12. Theform of ancient theater was dance based.
13. Prehistoricandfolk
13.2
1. Natyashadtraisatext whosenatureiscompletely experimental.

Notes 2. Yaksha, Kinnar, Gandharva, Nut, Dancer, Suta, Magadha, Granthik,
Charan, Kujilav etc.

3. AcharyaBharat hasthrownlightindetall on the subjectslike Rangmandap,
Abhinaya- Angika, Vachika, Aharikaand Sattvika, Vritti, Pravritti, Rasa,
Atodya, Dharuvagaan, Siddhi, character nature, songsetc.

4. Traditionof writing Sanskrit dramaand commentary texts
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THEATRICALMUSIC

Notes

Earlier welearned about theater techniques. Itisclear that in theatre, thetechniques of
the play, director and actor have their own specific role. New theater artistsgo to
theater training institutes only to learn and understand the technique. Technologies
havetheir own specia presenceinthemodern era. Although there are somenovice
theater groupswho lack thesetechniques, yet they use acting techniquesin such away
that thelack of other techniquesisnot visible. For example, seeitinstreet theatre. Is
thereany decoration or lighting system there?No, but still the actors, with their acting
skills, present playsin broad daylight under the open sky on streetsand corners. What
thismeansisthat theater technique may be an essential e ement for some presentation
styles, but some styleshave al so been created which focus only on acting technique.

Now inthischapter wewill discussthemusic used onthegtre. You dl must have heard
themusic. Butyouarehardly familiar with thepecidty of Rangsangeeta. Every element
on stage hasitsown definite direction, passing through whichit strengthensthe story.
Let uslook at musicinthiscontext.

[] LEARNING OUTCOMES

After studing thislesson, you-

° know the generd introduction of Rangasangeeta (theater music);

° know thetypes of Rangasangeeta (theater music);

° understand the contribution of Rangasangeeta (theater music) intheater staging;

° understand Rangasangeeta (theater music) and Rasa;

NATYAKALA (285) 193




MODULE -5 Theatrica Music
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Design and

° know about modern theater and Rangasangeeta (theater music).

14.1 RANGASANGEETA (THEATER MUSIC)

Music hasbeen prominent in Indian theater sinceancient times. The concept of Total
Theater' hasexisted from ancient timestill today. Theorigin of Greek theater isalso
believed to befromfolklore. If welook at both the streams of theatre, we see many
formsinmusica drama. Infact, Rangasangeeta (theater music) isrelatedtothemusica
composition prepared for thevisud featurein atheatrical presentation or for theentire
play. Generally, itisoften used for opera, ballet and pantomime and other musical
dramas produced in the journey of modern theatre. Casual musicisalso prevalent
within additiond genres. Suchasradio, filmandtelevison,inwhichthismusicisused
to makethework more emotional and to separate the scenes.

Notes

Rangasangeeta (theater music) in Indian Theater

An extensive discussion regarding Rangasangeeta (theater music) is found in
‘Natyashastra written by AcharyaBharataMuni. What should be the Rangasangeeta
(theater music) inthedrama?AcharyaBharat hasdiscussedin detail inthisregard. Six
chaptersof theentire Natyashastraare focused on Rangasangeeta (theater music). In
the 28th chapter, thereisadiscuss on about the use of musica instruments, inthe 29th
chapter, thereisadiscussion about the appropriate use of rasaof different castesand
thetypesof veena. Sishurainstrument isdiscussed inthe 30th chapter. The 31t chapter
discussesart, rhythm and variousrhythms. Thereisacomplete description of Avan
ingrumentsinthe 33rd chapter. Intheorigin of dramaitsdlf, thereismention of adoption
of ' Rangasangeeta (theater music)' element from Samveda. Dramahas originated
fromthese e ements: text, music, actingand rasa. If we consider thisfact asthebas's,
thenthe essentiality of Rangasangeeta (theater music) can be considered animportant
basisof Sanskrit thegatre.

Thereisdiscussion of Dhruvaganain Natyashastra. Dhruva Gaanameans songssung
indrama. They originatefrom different verses. AcharyaBharatahasgiven the r number
asfive- Praveshiki, Akshepika, Prasadiki, Antaraand Naishkramini. Now let usknow
theminsomedetail.

Praveshiki

The Dhruvasung at thetime of entry of the charactersat the beginning of theplay is
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called'Praveshiki'. Through thissong, theaudience can easily understand the nature of Theatrum: Technique
thecharacter, hisstate and expressions. Thesesongsarefull of emotionsand meanings. & Design

Akshepika

'Akshepika means changing the order. For example, if thereisatheme of pathosin
the scene, then suddenly insinuate heroic sentiments. Inthisway, the song which brings
differenceinemotionshasbeen caled'Akshepika. It isof twotypes. fast and delayed.

Nashkramini Notes

At theend of theact, when the charactersleavethe stage, the Dhruvasung at that time
iscaled'Naishkramini'.

Prasadiki

When arecent incident isimmediately presented in theform of asong, it createsa
differencein emotionsand makesthe audience happy, suchasongiscalled Prasadiki.
Inthis, themental state going oninthe character'smindis presented to the audience
through songs.

Antara

Antarameansin between. This Dharuvaissung when the character getstired, faints,
forgetsthedia ogue or sartsadjusting hiscostume, in such astuation 'Antaral Dharuva
should besung.

Sanskrit theater isthefirst stagein Indian theater and singing, playing and dancing
were prominent in thistheatre. After Sanskrit theatre, we see folk theater forms.
Coincidentdly, inthesetheater formsaso, likein Sanskrit theatre, Snging, playing and
dancing have been prominent. Theonly differencewasthat in Sanskrit theetre, dramatic
music was used whereasin folk theater tradition it changed to regiona desi-margi
music.

Inthethird phase of Indian theatre, we have dozensof Pars theatre. A theater which
wascompletely filled with astonishing scenes. Full of characterslikehero, heroineand
villain. Musicwasthelifeblood of thistheatre. Sceneslike sadness, separation, ange,
love, action etc. were presented in amore effective manner through songs.

Rangasangeeta (Theater Music) in Western Theater

Western theater tracesitsoriginsto Greek plays. Regarding tragedy and comedy,
Aristotlehas said that tragedy started with street compositions and comedi es started
with vulgar songs. These stanzaswere sung in the worship of the gods Dionysus.
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Theatrum: Technique& J| Worshipersused to sing (God song) in Dionysusfestivals. Playswere composed by
Design adding acting to these songs. Aristotle has also considered music asthe basisfor
Katharsis. In Roman theater too, music continued to play aroleasin Greek theatre.

* INTEXT QUESTIONS 14.1

|

1.  Whatismeant by theater music?
Notes
2. Whyismusicusedinradio, filmandtelevison?
3. What areDharuvagaan?
4.  WhatisAntaraDharuvaGaan?
5.  What wastheroleof musicin Pars theatre?
6.  What wastheroleof musicintheoriginof Greek theatre?

14.2 TYPES OF RANGASANGEETA (THEATER MUSIC)

Musicdid not originatewith theorigin of drama, but before drama, music gradually
devel oped with the beginning of human civilization. Itisapowerful art of expressing
human fedingsand emotions. Theater a so bringstogether different colorsof lifeon
thestage. In such asituation, Rangasangeeta(Thester Music) playsanimportant role.

Rangasangeeta(Theater Music) isanintrinsc part of any thegtrica presentation, which
isused to stimulatethe emotion of the scene, to changethe scenethrough background
sound, etc. Whenever wewatch afilmor drama, sometimesliveor recorded musicis
usedinit.

Rangasangeeta (Theater Music) is used in the drama in the following ways-

1.  To Present the Theme of the Play (Theme Music) : Thismusic is often
presented in theform of alap in drama. Just astheme musicisusedinfilms,
smilarly in playsalso. Themaintheme of theplay isoften used asthe basisfor
thismusic. If themain objective of the play isto excitethe audience, thenthe
thememusicwill aso beof thesamenature.

L

To Connect the Scenes of the Drama to Each Other (Linking Music) :
Thismusic worksto tiethe scenes of the dramatogether. Thetimetaken for
scene changeisfilled. A play consists of aseries of scenesand each scenehas
abasicidea. Insuch asituation, thismusicisused to transfer thefegling of one

sceneto another.
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3.  ToEnter a Character (Intro Music) : Every character hasitsown specialty. Theatrum: Technique
Thismusicismadekeeping thisspecidty inmind. & Design

4.  For Special Effects in Drama (Effect) : Thismusicisused to makeascene
especidly effectiveinadrama

5.  Singing with Emotion (Singing with Expression) : Thistypeof songsare
used to expressthe emotions of the characters.

6. For Actor's Activities (Movement)- Music played in situations of love, §| Nofes
sadness etc.

7.  For Special Character (Character Music)

INTEXT QUESTIONS 14.2

1. Whatisthememusic?
2. Whatislinkingmusc?
3. Wha aremusic effects?

4. Whatisintromusic?

14.3 RANGASANGEETA (THEATER MUSIC) AND THEATRICA

PERFORMANCE

Music givesafestivelook to the creativity of thedrama. Musiciansalso played a
specia roleintheriseof traditiond theater formsinthe MiddleAges. Famousscholar
JagadishchandraMathur isof theopinionthat - "Jatra, Maach, Radedla, Bhagavatame,
Tamasha, Kudiyattam etc. ared| thelater formsof Sangeet.’ Dance, songs, instruments,
dialoguesweredll important eementsin Sangeet. Theimportant aspect of themusica
element can be assessed by observing the performance of traditional theater forms.
CanNautanki be seen gpart fromitssinging? Can it beimagined by diminating Lavani
singing etc. from the Tamashaof Maharashtra? maybe no. Infact, singing methods
havetriedto keep theseart formsadive.

Songisaninner journey of thehuman mind. Thebody of the song iscreated by putting
thewordsinto verses. Songsexist only through rhymed composition, rhythm and
musicality. Theuseof songsin dramaisconsidered important. Thetypesof songsin
dramacan be seenintheseforms-
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Theatrum: Technique& J| 1.  Songs that Advance the Plot

Desgn Oftenthereisalot of information in adramawhichisnot presented in visual
form becauseif it is presented in visual form then there may be unwanted
expansion in the drama. In such a situation, songs are planned so that the

information can be conveyed to thelistenersin aninteresting manner.

N

Songs that Take the Rasa to its Peak

Notes There is presence of emotions in the scenes of the drama. The audience
experiencesthose emotionsand enjoysthe pleasure. The planning of the songs
further intensifiesthe process of enjoyment of therasaduetowhichthelistener
experiencesthe extreme state of rasa.

w

Songs that Clarify the Character's Inner-self

Indrama, songsared so plannedin such away that theemotionsof the characters
can be underlined. For example, if the heroisseparated from the heroine, then
inthisstuation songsare planned to expresshis pain of separation.

e

Songs that Bring Naturalness to the Drama

Sometimes songsarea so planned to bring naturanessto the play. To bring this
natura nessduring staging, regiona tunesarea so used.

* INTEXT QUESTIONS 14.3

1.  What arethe componentsof music?
2. How dothesongsadvancetheplot?

3. Whatistheneed of songsfor the characters?

14.4 RANGASANGEETA (THEATER MUSIC) AND RASA

The concept of Rasaisanimportant featurein Indian art and literature. AcharyaBharat
hassadin Rasanishpatti Sutra- 'Vibhanubhavsancharisasnyogadrasanishpettih'i.e. Resa
isproduced by the combination of Vibhava, Anubhav and Sanchari bhava (feelings0.
Here Vibhavameansthe cause of permanent feeling, i.e. thereasonsdueto which
permanent feeling arises. There aretwo types of them - Alambhana (support) and
Uddipana(stimulation). Aaamban - in which theemotion isdependent and Uddipana
- which stimulatesthe emotions. Imaginethe hero singing asong in mourning for the
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heraine. Inthisscene, the sad voice of the hero, themain song, musicandthesounds §  Theatrum: Technique
of lamentationwill further stimulatethefeding of separationintheheart of theaudience. & Design
Abhinavaguptahasa so said that the sound of songsalso expressesrasa. 'Gitabhditra

Shabdebhyopi Rasabhivyakti', that is, just asthe words used convey the sense of

sarcasm after the sense of meaning, inthe sameway, thelyrical voicea so conveysthe

sense of emotion or rasaafter the sense of itsform. Thus, ancient teachers consider

song and sound as an expression of rasa.

Rasakaumudikara Shrikand saysthat song (geeta), poetry (kavya) and drama(Natya) § Notes
- these three are the absolute sources of rasa. But the field of song and sound is

broader than poetry because only a Sahridya (kind-hearted person) can sing poetry

and understand it, but even achild can enjoy through song. In thisway, music makes
theaudiencefed theemotionsof thesceneinaplay moreeffectively.

14.5 RANGASANGEETA (THEATER MUSIC) AND SADHARANIKARANA

The concept of dleviation of mental disordersisalsofoundin Indian thestre. Acharya
Bhattanayak, whilediscussing Rasa, haspropounded the principle of ‘Sadharanikarana
(smplification)'. According to Bhattanayak, there are three elements of poetry -
Abhidhaa, Bhavanaand Rasacharvanai.e. enjoyment. They believethat Rasadhwani

isthe soul of poetry. Vastu and Alamkaraare transformed into sound essence only.

Thus, according to Bhattanayak's opinion, Abhidhaaknowsonly the Vachyarthai.e.

themeaning of theword being said, Sadharanikaranaisdonethrough Bhavakatvaact
and only after that the Rasaiis enjoyed through Bhojakatva act. Bhattanayak has
considered the term 'Sayoga mentioned in Bharat's Rasa Sutrato mean Bhojua-
Bhajak-Bhavarelationship and theterm 'Nishpatti' to mean 'Bhukti'. According to his
opinion, Rasaisderived from the rel ationship between Bhojua-Bhgjak-Bhavaand,

that is, Rasaisenjoyed by the socia. Apart from Abhidha, he has accepted two new
trades called Bhavakatva and Bhojakatvafor the enjoyment of Rasa. In these, the
meaning of poetry isunderstood through Abhidha, that is, the meaning generated by
Abhidhaisrdatedto aparticular person. Then sentimenta actsrefinesthat ditemeaning
and generdizesit by removing itsconnection with aparticular person. Themeaningis
that through act of sentiments, the generalized qualitiesbecomefreefromthereation
of theindividual and become associated with the social, then therearenoindividual

characterigticsleftinthem. Inthisway, after thevibhavaadi isnormalized throughthe
Bhavakatvaact, the Bhojakatvaact makes usenjoy that normalized Ratyaadi Sthayi

intheform of Rasa. Themeaningisthat according to Bhattanayak, by overwhelming
the Rgjasand Tamas present inthe hearts of socia people, the dominant, generalized,
etc. permanent feelings, by stimulating the Satva Guna, the Vedyantar Sampark is
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Theatrum: Technique& [| madetorasa. Inthisway, generalization becomesastatein whichthe personaity
Design dissolves. And the extraordinary isnormalized. Inthisway menta disordersbecome
normdized.

Whenever an audience comesto an auditoriumto enjoy adramaperformance, various
kinds of thoughts of worldly lifekeep rising in hisheart. Hetakeshisplaceinthe
audiencegdlery. Thetheatrica performance begins. Withthethird bell, theaudience's
attention isdrawn away fromtheir worldly lifeand focuses on the performance. The
Notes first music of Natyarambha connectsthe audience emotionally to the performance.
Actorsact onthe stage, speak dialogueswith various musical variations, the choir
sngsand playsand theacting takes place onthat music. In such asituation, the spectator
establisheshis'sdf' with the characterson the stage. Theaudiencea so laughs, cries,
becomes sad and dances al ong with the characters asthey laugh, cry, feel sad and
danceinjoy. Inthisprocess, the psychosis of the audience disappear alongwith the
actions of the character. That's why after seeing the scene of sadness, tears start
flowing from the eyesof theviewer and hismind becomeslight. Inthisentire process
of cathars's, musi c enhancesthe processof emotiona connection and takestheviewer's
emotionsto ahigher level wherethe disordersof the viewer'smind disappear and he
experiences Brahmananda. Hismind becomesfreefrom varioustypes of stresses.
Arigotles'cathars stheory' and Bhattanayak's's mplification theory' clarify thisprocess.

* INTEXT QUESTIONS 14.4

1.  WhatisRasanishpattisutra?

2. How aresongsand soundsexpressive of taste?

w

Whaose contribution isthe generalization principle?

»

What isgeneraization?

14.6 MODERN RANGASANGEETA (THEATER MUSIC)

Inthe modern era, therewere huge changesin the artsdueto the meeting of East and
West culture. Theredlismthat cameinto theater gaveanew dimensiontothestructure
of theatre. Musi ¢ began to be composed keeping redlistic playsin mind. Realismand
experimentalist conceptstermed the purposeful music usedintheater astheater music.
Infact, theater music meansamusical composition prepared for aparticular scenein
atheatrical presentation or for theentire play, whichincludessinging, playing along
with sound effects. Sometimesthe entire play isbased on musical composition and
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sometimes music iscomposed as per the requirement of the scene. Music started Theatrum: Technique
being used through background sound to create visual changesetc. Itsformat was & Design
sometimes|iveand sometimesrecorded.

Thisfact isworth pondering asto why therole of musicintheater hasremained so
specia fromthebeginning till now?Infact, theater by itsnatureisbasicaly an audio-
visua medium. Thesceneincludesall theelementsthat arevisible onthe stage, which
includesthe body of the actor and the equipment imposed on him, and theaudiois
related to sound, whichisachieved only through musicindrama. Insuchasituation, § Notes
the actor'svoice a so comesunder the scope of music. That iswhy Stanidavski, the

director and theorist of realism, a so considersthe actor'sdialogue asmusic. Words

create animaginary image generated by memory in the mind of thelistener, sound

gives shapeto that image and music adds color (feeling) to that image. In such a

Situation, that imaginary image becomesemotiona . Theater providesvisbility tothe
audibility of colors(emotions). Inthisway thosefedingsbecomered onthestageand

inthe heartsof the audience.

Inmodern Indianthestre, directorslike B. W. Karanth, Habib Tanveer gaveamodern
dimensiontothesatre. B. V. Karanth emphasi zed the sound configuration. Regarding
theessentiality of folk theater in Indian theatre, healso says- "If wehaveto discuss
Indian music and theatre, then apart from Tamasha, Yakshagana, Bhavai etc., what
Indian theater can wetalk about?’

@ WHAT HAVE YOU LEARNT

° If welook at both the streams of theatre, we see many formsinmusical drama.
Inredlity, theater and music arerelated to the scenein athestrical presentation.

° Itisamusical composition prepared for aparticular play or for an entireplay.

e Anextensvediscussionregarding musicisfoundin'Natyashastra written by
AcharyaBharataMuni. What should bethemusicinthedrama?AcharyaBharat
hasdiscussedindetail inthisregard.

° Thereisdiscussion of Dharuva Gaan in Natyashastra. Dharuva Gaan means
songssung indrama. They originatefrom different verses. AcharyaBharat has
given their number asfive - Praveshiki, Akshepika, Prasadiki, Antaraand
Naishkramini.

° Like Sanskrit thegtre, singing, playing and dancing have been prominentinthe
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Theatrum: Technique& theatrica formsaso. Theonly differencewasthat in Sanskrit theatre, dramatic
Design music was used whereasin folk theater tradition it changed to regional desi-

margi music.
e  Tragediesbeganwith smplecompositionsand farcesbegan with vulgar songs.

These stanzaswere sung intheworship of thegods Dionysus. Inthe Dionysus
festival, worshipers used to sing God songs. Playswere composed by adding
acting tothesesongs.

Notes
° Musicisusedinthefollowing formsinthe drama- To present thethemeof the

play, To connect the scenesof the play to each other, For theentry of acharacter,
Drama For specid effects, singing with emation, for the actor'sactions, for a
particular character.

e  AcharyaBhattanayak, whilediscussing Rasa, has propounded the principle of
'smplification.

° Musc makestheaudiencefed theemotionsof thesceneinaplay moreeffectively.

ﬁ TERMINAL EXERCISE

1.  What doyouunderstand by Rangasangeeta(Theater Music)?
2. Whatisthediscussonof musicin Natyashastra?

3. What doyou know about song planning in theatre?

4.  What istherelation between music and rasa?

5. WhatisSadharanikarana( generdization)?

AN
l’\,’J ANSWERS TO INTEXT QUESTIONS

14.1

1. Theater musicisrelated tothemusica compostion prepared for aparticular
sceneinathestrical presentation or for theentireplay.

2. Radio, filmandteevision, inwhichthismusicisused to maketheaction
more emotional and to separate the scenes.

202 SECONDARY




Theatrica Music MODULE -5

3. DharuvaGaan meanssongssungindrama. They originatefrom different Theatrum:: Technique
Verses. & Design

4. Antarameansin between. ThisDharuvaissung when the character gets
tired, faints, forgetsthedia ogueor isbusy adjusting hiscostume, insucha
stuation'Antara Dharuvashould be sung.

5. Pars theater which was full of absolutely astonishing scenes. Full of
characterslike hero, heroineand villain. Music wasthelifeblood of this
theatre. Scenes like sadness, separation, anger, love, action etc. were
presented more effectively through songs.

Notes

6. Aristotlehassaidinrelationto tragedy and comedy that tragedy started
with lyrical compositionsand comedies started with vulgar songs. These
stanzaswere sung in theworship of the gods Dionysus. Inthe Dionysus
fedtival, worshipersused to sng God songs. Playswere composed by adding
acting to these songs.

14.2
1. Thismusicisoften presentedintheform of aaap indrama. Just astheme
musicisusedinfilms smilarly inplaysaso. Themainthemeof theplay is
often used asthebasisfor thismusic.
2. Thismusicworkstotiethe scenesof thedramatogether. Thisfillsthetime
required for scene changes.
3. Thismusicisusedto makeasceneespecialy effectiveinadrama.
4. Every character hasitsown specialty. Thismusicismade keeping this
Specidty inmind.
14.3

1. Dance, song, instruments, dialogue, al these areimportant componentsin
Sangest.

2. Oftenthereisalot of informationinadramawhichisnot presentedinvisua
form becauseif itispresented in visual form then there may be unwanted
expansioninthedrama. In such asituation, songsare planned so that the
information can be conveyed to thelistenersin aninteresting manner.
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Theatrum : Technique&

Notes
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Thestrical Music

14.4

3.

=

Indrama, songsare a so planned in such away that the emotions of the
characters can also be underlined. For example, if the hero is separated
fromtheheroine, theninthisstuation songsare planned to expresshispan
of separation.

"Vibhavanubhavsancharisanyogadrasanishpattih' i.e. Rasaisproduced by
the combination of Vibhava, Anubhav and Sanchari expressions.

Just as the words used convey the sense of sarcasm after the sense of
meaning, inthesameway thelyrica voicea so conveysthe senseof emotion
or rasadfter thesense of itsform. Thus, ancient teachersconsider song and
sound as an expression of rasa.

Bhattanayak

Normalization becomes a state in which personality dissolves and the
extraordinary becomes ordinary. In thisway mental disorders become
normdized.
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Natyakala Curriculum
Secondary Level

(285)

1. RATIONALE

'Indian Knowledge Tradition' hasagl orioustradition.
Thehistory of Indiahasbeenrichinthecreation of
knowledge in both philosophical and practical
agpectsof life. Indian philosophersand scientisshave
contributed to amost al spheresof liferanging from
politics, economy, commerce, astronomy,
shipbuilding to art, music, drama, danceetc.

According to Indiantradition, Prgjapati himself is
considered to betheoriginal creator of dramaand
theart of theatre has been given special respect by
caling Natyashastraas Natyaveda. On the basis of
History, Purana, Natya, classical texts and other
literary creationsand historical evidence, it hasbeen
said that the art of theatre had developedin India
many centuries before Christ, which was passed
down from generation to generation by peoplelike
Nata, dancers, Charana etc. through singing and
playing, danceetc. weretransferred through dramatic
presentations.

Inthe present times, it isessential to introducethe
present generation to the sublime elements of our
ancient knowledge tradition and to preserve and
promotethisstream of knowledge.

2.WHO IS ELIGIBLE TO STUDY THIS
COURSE

Thissubject matter iscompletely writtenin English
language. Besidesthis Sanskrit language hasal so
been used at many placesin Romanascript. The
examinationwill beconductedin Englishmediumif
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you have opted asamedium. Therefore, thequestion
definitely arisesasto who will bethe authority on
thistext. Hereisthedigibility to study thiscourse-

e Havecuriosity tounderstand theart of theatre;
e Begenerdly familiar withdraméticart;

e Canread and understand simple passages and
phrasesin smple English and Sanskrit language;

e Canexpressther feelingsby writingin English
and Sanskrit language.

3. PURPOSE/OBJECTIVES

Thefollowing arethe objectivesof the Natyakala
courseat thesecondary level:

e Todevelop asenseof pridetowardsthe country
and cultureinthelearners.

e Toinspire devout learnersto make appropriate
effortsto protect the culture.

e To enabletheancient Indian knowledge, wealth,
scientific knowledge and feeling of gratitude
towards all human beings to be proudly
propagated intheworld.

e Tomakethethegtretradition of our country easily
access bleto the common people.

e To develop a feeling of respect for Indian
playwrightsand their works.

e Tointroducethelearnerstothevariouse ements
of drama (plot, characters, rasa, acting, stage

etc.).
i
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e To make aware about things related to drama
production like drama selection, drama
production, stage decoration for dramaexecution,
light-sound effectsetc.

e Thiscoursewill also be ableto transform the
learner into abetter 'Sahridayal.

4. SELF-LEARNING MATERIAL AND
COURSE DETAILS

e Printed books.

o ATMAwiIll begiven. Alongwiththis, learners
also haveto do aproject.

e Teaching of drama will also be done
experimentdly/Practicdl.

e Inlesson preparation, in contact classes and
during teaching, attention should be given to
developthelifeskillsof thelearner well. Thiswill
automatically develop logical and coordinated
thinking power inthem.

e AfteradmissoninNIOS, studentscan start this
coursefromoneyear and completeitinmaximum
fiveyears.

S. EXAMINATION AND EVALUATION
SYSTEM

e Thetheory paperisof hundred (100) marks, out
of which theory will beof 60 marksand practica
will be of 40 marks. The exam timefor theory
question paper will be2 hours.

e Therewill betwotypesof evauation: formative
andsummétive.

e FormativeAssessment: Twenty (20) percent of
thetheory paper isTutor Marked Assignment.
The marks of this paper will be mentioned
separately inthe marks sheet.

e Summative Evaluation - Therewill be public
examindaiontwiceinayear (inthemonth of April-
May and in the month of October-November).

e In the question paper, questions containing
Knowledge, Understanding, Expression/
Application skill will beasked inthe prescribed
ratio.

e Theexaminationswill include Multiple Choice
Quedtions, Very Short Answer, Short Answer and

Essay Type Questions.

e Passing Criteria- Thirty-three percent (33%) of
thetotal marksisthepassing criteria

6. SCHEME OF STUDY
e Mediumof ingruction- English.
e Sdf-Study Hours: 240 hours.

e A minimum of thirty (30) contact classes
(Persona Contact Program - PCP) will beheld
at the study centre. 5 Contact Classes (Persona
Contact Program - PCP) will be organized
separately for Practical Manual.

e Weght-
Theory -60%
Practical -40%

7. OBJECTIVES OF THE SUBJECT
MATTER AND DIVISION OF MARKS
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COURSE STRUCTURE
S.N.  Modules Marks Study Hours
1 AnIntroductionto Natyakaa 12 36
2. Basic Psychological Processes 12 36
3. Human Devel opment 08 24
4. Individua Differences 20 48
5. Socia Processesand Behaviour 08 24
Grand Total 60 168
Practical Mannual
6. Different Typesof Enactment: Theoretical Applications 25 48
7. Theoretica Applicationsof Natya 15 24
Grand Total 40 72

8. COURSE DESCRIPTION

Thefollowing subjectsareincluded inthecurriculum
of Natyakalaat secondary level. Theentiresyllabus
has been divided into seven modules. How many
lessonsin each modul e, learning outcomesof each
lesson, how many hoursfor self-study, how much
welghtage (marks) intheory exam, how many marks
inpractical exam etc. aregiven here.

Module-1 An Introduction to Natyakala

Marks: 12 Hours: 36

Approach

Inthismodule, abrief introductionto Natyashastra
will also bepresented, making thelearnersaware of
thelndiantheatretradition and history. Besides, how
drama is related to other arts has also been
underlined.
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Lesson 1 : Theatrical Tradition of India:
Introduction and History

Learning Outcomes
The learner:

* knowsabout theintroduction of Indian dramatic
at,

» knowsabout theorigin of dramatic art;
* Understandsthe devel opment of dramatic art;

e knowsabout thevariousformsof Indian dramatic
art and understand itsgradua development;

¢ knows the main e ements of drama under the
I ndian Shastratradition; and

* knowsabout mgor Sanskrit playwrightsandtheir
works.
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Lesson 2 : Brief Introduction of Natyashastra
Learning Outcomes

The learner:

» knowsthe period of Natyashastra;
 understandstheintroduction of theatre; and

* knows the major topics discussed in
Natyashastra.

Lesson 3 : Natyakala and other Arts
Learning Outcomes

The learner:

* knowsabout mgjor Indian arts;

* understandsthe development of Indianarts; and

 understandstherelationship of theater with other
arts.

Module-2 Main Components of Natya

Marks: 12 Hours: 36

Approach

Inthismodule, an attempt hasbeen madetoincrease
the knowledge about the subject of dramaamong
thelearnersby giving ageneral introductiontothe
main e ementsof drama- plot, characters, interest
andacting.

Lesson 4 : Plot: An Introduction

Learning Outcomes

The learner:

* knowstheconcept of plot and dementsof drama;
» knowsthetypesof theplot of adrama;

» knowsexamplesof different plot; and

* knowsthe Sandhyangasin drama.

Lesson 5 : Character Planning
Learning Outcomes
The learner:

* knows the concept of character planning in
drama;

e knowsthedifferencesbetween hero and heroine
indrama;

* knowsthedifferencesbetween characterswith
examples, and

* knowstheother supporting charactersof thehero
and heroineinthedrama.

Lesson 6 : Introduction to Enactment
Learning Outcomes

The learner:

» knowsthegenera introduction of enactment;

» knowsthetypesof enactment;

* knowsthetypesof enactment; and

* undergandsthechangesinactinginmodernplays.
Module-3 Discussion on Rasa Sutra

Marks: 8 Hours: 24
Approach

In the presented module, the concept of Rasa,
introduction to Rasa-Sutraand variousopinionsand
the concept of sympathy have been presented.

Lesson 7 : Concept of Rasa and Discussion on
Rasasutra

Learning Outcomes
The learner:

» knowsthegenerd introduction of Rasa;
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o aefamiliarwiththenaureof Vibhava Anubhava < knows about the characters of the play
and Sanchari Bhava; Pratimanataka; and

» understandsthecharacteristicsandtypesof Rasas  * knows about the stage possibilities of
and will beableto present examplesof different Pratimanataka.

Rasas; Lesson 10 : Nagananda

e understandsthediscussion of RasaSutra; and .
Learning Outcomes

» understandsthe Sadharanikaranaof Rasa; The learner:

Lesson 8 : Concept of Sahridaya . knowsabout Shri Harsha;

Learning Outcomes «  knowsabout NaganandaDrama;

Thelearner: « knowsabout the story of Nagananda;

» know thegenera introduction of Sahridaya. knows about the characters of Nagananda; and

* understandtheability tobe Sahridaya * knows about the stage possibilities of

 establish the relationship between Rasa and Pratimanataka.

ridaya; and Lesson 11 : Kundmala
» understand the role of Sahridaya and .
] ] _ Learning Outcomes
Sadharanikaran in Rasanubhuti.
The learner:

Module-4 An Introduction to Indian Dramas

* knowsabout Dingnaag, theauthor of Kundmaa;
Marks: 20 Hours: 48

» knowsabout the plot of Kundamala;
Approach

, L , » knowsabout the characters;
In thismodule, the application of the theoretical

aspect given earlier has been presented to the * knows about the theatrical planning used in
learnershy sdlecting major playsfromIndian dramas. Kundmala and

Lesson 9 : Pratimanataka hd undagmdsthegegewu““Smd tha)rdlcd
. application of Kundamala.
Learning Outcomes
Lesson 12 : Bharata Durdasha
The learner:
Learning Outcomes
* knowsabout Bhasa;
The learner:

» knowabout the Pratimanataka;
* knowsabout Bharatendu, the author of Bharat

» knowsabout the story of Pratimanataka; Durdasha;
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» knowsabout the story of Bharat Durdasha;

» knowsabout the charactersof Bharat Durdasha;
and

* know about thewriting styleof Bharat Durdasha.
Module-5 Theatre: technique and design
Marks: 8 Hours: 24
Approach

Inthismodule, learnersareintroduced to theater
techniquesand design.

Lesson 13 : Theatre: Introduction and Types
Learning Outcomes
The learner:

» knowsthegeneral introduction of Rangmanch
(theetre);

* understands the origin and development of
Rangmanch (theetre);

 knowsabout NatyaMandap;

* understandsthe nature of ancient Rangmanch
(theetre);

* understandsthe Rangmanch (theatre) mentioned
inNatyashastra;

* knowsthetypesof Rangmanch (thestre);

* knowsthegenerd introduction of present Indian
Rangmanch (thesatre); and

 knowsabout modern Rangmanch (thesatre).
Lesson 14 : Theatrical Music
Learning Outcomes

The learner:

knowsthegenerd introduction of Rangasangeeta
(theater music);

* knows the types of Rangasangeeta (theater
musc);

 understandsthe contribution of Rangasangeeta
(theater music) intheater staging;

* understands Rangasangeeta (theater music) and
Rasa;

» knowsthe usefulnessof Rangasangeeta (theater
music) ingeneraizing drama; and

» knowsabout modern theater and Rangasangeeta
(theater music).

PRACTICAL MANUAL

Module-6 Different Types of Enactment:
Theoretical Applications
Marks: 25 Hours: 48
Approach

Inthismodule, fourfold acting - Angika, Vachika,
Aharyaand SatvikaA bhinayahave been discussed
indetail. Under this, specid attention hasbeenpaid
tothe practical aspect of acting.

Lesson 1 : Angika Enactment

Learning Outcomes

The learner:

» knowstheintroduction of Angikaenactment;

» knowsabout MukhajaA bhinayaand can enact
onyour own;

» knowsabout the Sharirabhinayaand can enact
onyour own;
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* knows Cheshtakriyabhinayaand can enact on
your own;

* knowsabout Samanyabhinayaand can enact on
your own;

 knowsabout Abhayantrabhinayaand can enact
onyour own; and

* knowsabout Abhayantrabhinayaand can enact
onyour own.

Lesson 2 : Vachika Enactment
Learning Outcomes
The learner:

* knows the general introduction of Vachika
Enactment;

» knowsabout the Swara, Varna, Kaku, Alankara
and Angasa and can enact on your own
accordingly; and

» knows the importance of Vachikabhinayain
Chitrabhinaya and Samanyabhinaya and can
enact on your own accordingly.

Lesson 3 :Aharya Enactment

Learning Outcomes

The learner:

» knowstheintroduction of Aharyaenactment;

* knowsthe main methods of Aharyaenactment;

e knowsabout the Pustarachanaand ableto create
Pushtarachana;

* knowsthedifferent method of alankaranaand
ableto createalamkarana;

» knowsabout the Angarachanaand and ableto
use Sanyuktavarnes;

NATYAKALA (285)

* knows about the Sgjeeva and able to create
sgeeva; and

* understands the importance of Aharya
enacxtment inthe performance of drama.

Lesson 4 : Satvika Enactment
Learning Outcomes

The learner:

* knowsabout the Satvikaenactment;

e knows abouts rasa and able to enact satvika
enactment according to rasas.

 knowsabout bhavas (emotions); and

» knowstheimportance of sattvain enactment.
Module-7 Theoretical Applications of Natya
Marks: 15 Hours: 24
Approach

In thismodule, the technique of theatre has been
explained, aswel| astheexperimenta aspect of drama
hasbeen explaned through theexperimenta/practicd
aspect of Prabodhchandrodayaplay.

Lesson 5 : Theater Techniques: An Introduction
Learning Outcomes
The learner:

* knows the general introduction to theater
techniques,

e understands the ancient methods of theater
techniques,

* understands modern techniques of theater
techniques,

* understandstheimportance of stage decoration
indramatic performance;
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 knowsthegenerd introduction of light and sound
indramagaging;

 understandstheimportanceof light and soundin
theatrical presentation; and

» knows the different types of light and sound
presentation.

Lesson 6 : Prabodhachandroya
Learning Outcomes
The learner:

* knowsabout Shri KrishnaMishra, the author of
Prabodhachandrodaya;

* knowsabout the plot of PrabodhaChandrodaya;

e knows about the characters of
Prabodhachandrodayaand ableto act of these
characters; and

» knows about the dramatic technique used in
Prabodhachandrodaya.

viii
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