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PREFACE

Among the sanskrit dramatist Bhasa stands at the top. He is
rightly considered as the founder of sanskrit drama. We have references
about some other dramas and dramatists, but all of them are still in obscunty.
~ From the statement of Kalidasa in his opening lincs of Malavikagnimithra we
hear the names of three renouned dramatists - Bhasa, Saumilla and Kaviputra.
Among these three we have no other information about Kaviputra and
Saumilla. About the plays of Bhasa we have continuous references in our rheto-
rics. But afler twelfih century A.D for unknown reasons the works of Bhasa
were in darkness. During the first decade of the 20th century the manuscripts
of Bhasa’s works were found out from Thiruvananthapuram. With regard to
Sanskrit literature it was an epoch making event. All the lovers of literature
especially Sanskrit arc highly indebted to Maha Mahopadyaya T .Ganapati
sastri who propounded the Bhasa theory, published the 13 plays from the

Thiruvananthapuram sanskrit series.



Bhasa has been studied and the greatness of his works
has been brought out to a great extent . There are also certain disputes
regarding the authenticity of a few dramas in the Bhasanatakacacram.
It is of no usc in discussing thesc problems again and again without
proper evidences . The 13 plays of Bhasa have becn accepted by great
scholars without any res\crvation . Further, most of these plays are
even now found most suitable for stage representation .

In this work a humble attemipt is made to evaluate plays of

Bhasa in sociological and psychological point of views . These two

branches of learning came into existance after the 15 "century. Lit-

crature 1s a mirror of the period during which the work was created, so

historiance depend upon the literature for a vivid picture of the soci-

ety. Approaching the literature from the psychological view point got

immence popularity during the 19 th century. It is interesting to study
Bhasa from this angle as envisaged in his works.

In the first chapter a short discription of the origin and develop-

ment of Sanskrit drama as recorded by Indian and Western thinkers

has been summorised in the preface.In the second chapter Bhasa and



his works are discussed in detail. The third chapter gives a critical
appreciation of the works of Bhasa. Bhasa’s charactors, major and mi-
nor are subjected to a psychological analysis, in three chapters and the
picture of socicty is brought out in yet another chapter. The
Apaninilyaprayogas and subhasithas are appended.

My immence gratitude are due to Dr. K.H.Subramanian (Super-
vising teacher) Head of the department of sanskrit, Payyannur
College . Payyannur without whose valuable suggessions and guidance
tﬁis thesis could not have been completed. Thanks are also due to
Dr. C.Rajendran, Professor and Head of the department of sanskrit,
University of Calicut for his encouragements and directions.

I express my sincere gratitude to Dr. N.V.P.Unithiri,former Head
of the department of sanskrit, University of Calicut for providing the
necessary facilities and directions and cncouragement. I also express my
decp sense of gratitude to Dr. M.S Kamat, former Head of the department of

sanskrit, Govt. Brennan College, Thalassery for his directions and providing
the necessary facilities. And | also express my thanks to the librarians and

staffs of the university library, sanskrit department library, Brennen college



library and Regional language Institute library, Mysore and the non tcaching
staff of the department of sanskrit. university of Calicut for providing me nec-

essary help.

Rajagopalan.K.
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CHAPTER 1

INDIAN THEATRE AND SANSKRIT DRAMA

*  ORIGIN OF SANSKRIT DRAMA
*  GREEK INFLUENCEIN INDIAN
DRAMA



INDIAN THEATRE AND SANSKRIT
DRAMA

ORIGIN OF SANSKRIT DRAMA :-

No one can say with authority about the origin of Indian the-
atre. But it is quite certain that dramatic performance of some kind
existed even in the early vedic period. Passing references can be seen,

about this is early epics. It can be seen that during festivals, enactions
of religious legends there in the form of dance and mime. The exist-
ence of some common elements in the Indian and classical greek the-

atre have been found out by some writers.

The existing sankrit dramas as very many and varied, ranging

from one act plays to very lengthy ones. Sanskrit dramas are nor-
mally performed to a select audience in the palaces or privately in

the homes of rich or in temples on festival days. Al-Bhasam thus



sums up his discussion about the Indian Theatre “whatever the theo-
rists, begining with Bharatha may have said, the sentiments of the
Indian drama was warm and living, sometimes a little reminiscent of
that of more, popular english authors of the last century” '.

About the origin of sanskrit drama, opinions are varied. Drama
can be said to be the best type of poetical composition. “Every primi-
tive story is a drama” Wrote E. Grosse 2. Recitation of Ballards was
originally always combined with music and dramatic dance, this proves
the statement by an American scholar®, that popular drama developed
from such dance and music appears to be correct.

The terminology of the drama also reveals that its very root is
derived from dance. The common word for drama in sanskrit is Nataka,
Nata means the actor, Natya means mimic. The root Nart means to
dance. In Rgveda maiitras are seen in dialogue frames. According to
Bharata’s Natyasatra, Brahman used the same elements from vedas
and created new one (NatyaSastra) for ‘Sidras since they were pro-
hibited from using the vedas. This is called drama. As per the direc-
tion of the Devas, Brahma taught this to Bharata, who in turn then

taught this to his hundred sons. And for making it exhaustive and



complete added KaiSiki Vgatti, which were enacted by the Apsaras.
In order to overcome the obstacles posed by the Asuras, they built

the Natyagrha and then added the Rangapooja‘.

In Rgveda we can see many such examples in dialogue frames,
the conversation between Indra and Maruthi. While performing yaga,
the priests, act like Dévas. Dialogues of Agastya and lopa Mudra are
other examples °.

In the veda there are several conversations between
Viswamithra and Vipasa®, Indra Adithi and Vamadeva 7, Indra and
varuna®, Vasista and Sudasa®, Yama with Yami'®, Pururavas and
Urvasi”!!. The dialogue songs found in the Rgveda are the first type

of drama and some hints are also found in the Aitharéyabréhmaqa

Sunahsepha’s story and in Satapatha brahmana.

GREEK INFLUANCE IN INDIAN DRAMA :-

Some writers have expressed their opinion that the Indian
Drama originated and developed from the Greek. A webber express
the same view when he says “Perhaps the represantation of the Greek

plays in the court of Greek kings in Bactria, had given great inputus




to the creation of the imitative art in India, in Panjab and Gujarat and

has been the root of the origin of Indian drama'?”

E. Windish is yet another writer who tried to advocate through his
essays, that Indian drama, developed under the influvance of Greek
comody"’.

But men like Jacobi and Pichel do not agree with this view.
They say that there is no evidence to prove that Greek dramas were
actively staged in India. Chronology too does not support the view
that the Greek comody influenced the development of Indian drama.

Herman Richi traces the origin of mime, the secular Greek drama
not only in the classical antiquits, but also through the entire world
literature. He therefore advances his theory that Greek mime reached
India through the wandering folkes. He shows a large number of
correspondance between Greek mimes and Indian Prakarana pertain-
ing to the theatre curtain”.

It is now evident neither the Indian nor the Greek knew of the
theatre curtain in the modern sense that which differentiated the stage
from the auditorium.The curtain in those
days formed the back ground for the stage and also separated it from
the dressing room(Nepathya). The Indian Nepathya corresponds to the

Greek post scene and the Indian curtain to the siparuim of the mimus.



This curtain is called yavanika in Sanskrit. Similarly also exist be-
tween the “ Sannio” of the mimus and the Indian ViduE.aka. The only
difference is that the latter(Vidﬁs_aka) is always a Bfahmaqa, while
the jocker in the mimus is either a slave or a farmer. From Italy it is
said, that mimus came to the court of queen Elizabath of England and
there it influnced the dramatic art of Shakespear. The striking simi-
larities and often noticed correspondances between the Shakespearan
and Indian drama are attributed to this influnce of Greek mimus.

But whereas the Indian drama has in it, throughout a strong
National or swedeshi character and this disproves the hypothesis of
any foreign influences on it. The rustic Indian life and thos can be met
through in the Indian drama.

Pischal says that it is for the Indian to refute the hypothesis
that Greek mimus has some influnces on the orient. In case the influnce
was reciprocative, then the Greek were the borrower, 15 in Pischels’s
opinion, the Indian drama devoloped from the puppet plays and that
the origin of the comic character, the Vidﬁspka too is to be found in
the puppet plays. The expression Sutradhara and stapaka (in decate)
according to him originally was the strigholdar or eractor. The fool

of the Greek mimus is not seen Indian puppet play.
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spiels”.(Halle 1900). History of Indian literature-
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drama developed from the puppet-plays.
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CHAPTER 1l

BHASA AND HIS WORKS

*  BHASA AND HIS WORKS
*  BANAS TRIBUTES

*  ANTHOLOGIES

*  DATE OF BHASA

*  BHASAS PLAYS

*  AUTHENTICITY OF BHASA



BHASA AND HIS WORKES

The name of Bhasa shines like a star among the Indian
dramatists . The oldest and complete plays are said to be his, though
there is lack of unanimity on this score. Kéljdésa the poet laureate
of India has paid glorious tributes to Bhasa when he
said “Prathitayasasam Bhasa Saumillakaviputrzfdi;leixp
prabandhanatikramya vartaménakavéh kalidasasya kriy:?yefn! katham
parisadosyalrbahumanah”

Now a days sanskrit students are introduced to dramatic
literature through Bhasas plays. As a dramatist Bhasa has been a
guiding star to the sanskrit dramatist of later years, including the great
Kél_idésa. His portrayal of sentiments and individualisation of
characters is par excellence . None of the dramatists have surpassed
him in the above field .

A short summarry of Bhasas thirteen dramas are appended
below in chapter three. In the Indian drama Bhasas name shines as a
great star. When we talk about Indian drama especially the sanskrit
drama , the first name that comes to our mind is that of Bhasa . He is
considered as the great father of Indian theatre. This precious gem
was lying burried deep in the mud till 1909, when Mahamahopadhyaya
T.Ganapathi "Sastri chanced to come across his great works and

introduced them to the world .



The world at large instantancously acclaimed the plays and its
author ,even though a lot of controvercy is still raging on the issue
even now .

Yet another most vexed question in the Indian chronology is
about the period when lived one is surprised to find that there is a
very huge difference of 1500years in the carliest and later dates
ascribed to him by different scholars. His dramas are neither compil
ations nor adoptations and that the earliest reference to them by name
is from Bana® (Seventh centrary AD.) Therefore all other dates later
then the seventh centuary assigned to Bhasa can be said to the
incorrect or baseless. Coming to the source of the plays, we can sufely
conclude that majority of the plays of Bhasa arc based on the lines of
the two great Indian epics. The Udayana plays are drawn from his-
torical characters or traditions . The Avimaraka from popular
folklore(or even preferably from a Jathaka story) and Carudatta is
possible of the poets own creation.

Udayana Pradyota , Darsaka are all historical characters and
their period has been generally accepted to be not later than the 6 th
centuary B.C2. the epics were centainly known before the period even
though some contravercy is still there on the issue Avimaraka may be
a legendary hero who can be placed before this period Carudatta also
can be traced to an earlier period and not later on any account Bhasa
was a famous dramatist as per Kaliddsas own admission . If you go
through Kaliddsas Malavikagnimitra it is clearly evident that the plot

of this play was copied from Bhasas Swapnavasavadatta . Further
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Kalidasa has referred to Bhasa, Saumila and Kaviputhra as glorious
poets of the past and in his Sakuntalam refers to his own works as
new Saumila and his brother Ramila (or Kaviputhra ) is said to have
lived in the 1st centuary AD Bhasa is stated to have lived before
Soumila.

Asvaghosa the famous poet and dramatist at the court of
Kaniska in his play Budha Carita has clearly referred to Act one of
Pratijiayougandharayana in verse 18*. This is ample proof to show
that Bhasa lived not later than 1 st centuary AD . Since it is proved
that ASwaghosa also have not later than 2™ centuary Sudraka who
too lived in the 1% centuary AD has based his famous play

Mrcchakadika on Bhasas Carudatta.

Banas tribute :-

Bana refers to Bhasa in his Harsa carita as follows- “ Bhasa
gamed as much fame by his plays begining with benedictory verses
spoken by the stage director , and containing numerous and varying
characters and stirring episodes as he would have done by the errection
of samples constructed by famous architects with serveral stones and
banners®. This is ample proof that Bhasa wrote many plays with several
acts and that these plays commence with verses spoken by stage
directors and were banners and were full of holy and religious themes,
like the Abhiseka, Pratima, Balacarita, Dutavakya etc. The comparison

of Bhasds plays to temples and not to palaces or dance halls is made
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with the sole purpose to bring out the holy and religious atmosphere
found in Bhasas plays. These plays were famous even in Banas days
and they had numerous characters. This will in effect disprove the
version of some critics that no sanskrit dramatist was allowed to write
more than three plays , a rule which evidently come into force only

much later than the days of Bhasa .

Anthologies :-

Ancient anthologies have fifteen verses quoted from Bhasas
play without mentioning the play from which they are extracted.
References to Bhasa and his works have been made by writers coming
from Kashmir, Nepal, Malwa, Magadha, Bengal, Gujarat, Kathiawar,
Maharastra and Madras. They all describe him as an immortal poet

and dramatist of the greatest Calibre.

Date of Bhasa :-

According to Ayyar, Bhasa lived late in the fourth centuray B.C. and
wrote his plays during the reign of Chandraguptamaurya’. New
evidence, have a bearing on the date of Bhasa’s life or his plays has
been brought out by Krisnadas and Devadhar, which may called the
domain of Sculpture . Krisnadas draws attention to three terracotta
plaques from Kausambi, definitely assignable to the “Sunga period”

portraying a scene closely agreeing with the story of the
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Pratijnayaugandharayana which supports Jayaswal”s view placing
Bhasa in the I centurary B.C". According to Dikshitar Bhasa was the
predecessor of kautilya . The possibility of Bhasa and Kautilya having
derived their Arthasastra doctrines from a Common source perhaps
the Barhaspatya ArthaSastras cannot be ruled out . Kautilya cites two
verses as exhortation to soldiers (X3) with the words Apiha 'Slokan}
Bhavatoh” the second which reads * Navam —Sarévan_l is found in
Bhasa’s Pratijifayaugandharayana (1V.2) keith observes that in the
Arthasatra(X3) also two verses cited therein appears to have been
taken from Bhasa . So Also MMTG Satri states that the sloka Navam
Sardvam quoted by Canakya are taken from Bhasa’s own
Pratijnayaugadharayana® Ramavatdra suggested Bhasas period as 10
th centuary A.D. on a flumsy and baseless ground® that Carudattam
was a bad abridgement of Sudrakas’ Mrcchakatilka ( The relation
of Mr‘cchakatika and Carudatham is so close that it preludes all
possiblity of independent orgin )

Dr. Barnett suggested 7 th centuary A.D on the ground that
those dramas bear effinity to Mattavilasa . Dr Winternitz and Stan
konow assigned between 2 nd and 4 th centurary A.D to there plays
on the ground that the prakrit of these plays fit in an intermediate
place between the prakrit of Asvaghosa and that of Ké{idésa.

The prakrit that is used in Bhasa’s play may not be so old as
that of the 4th or 5 th centuary B.C. but anyone who had studied
dramatic prakrit carcfully will be awarc of the fact that all copyists

without exception changed the prakrit of their authors transit into
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prakrit of their own time and that explain the reason why Bhasa’s
prakrit has a modern outlook. There is yet another pointer which is
found only in old pali works writen by old poets and tho word is
“Ama” for “yes” . This words which shows its antiquity was never
used by any of the later poets. .

The evidences from these dramas lead us to the conclusion that
“The Bharatavakya” was still in its premitive stage. Yavanika
mentioned in the play is to donate the ‘Veil ‘and not the curtain . The
expression ;‘xryaputra is used in the sense of a prince, Similar to that
used in the Sidhapur inscription of Asoka. The drama Pancaratram is
based on version which was totally unknown to our present
Mahabharata”. With all these proof. We still cannot arrive at a definite
conclusion on the issue of chronological date on Bhasas. But from
the proof adviced in the foregoing para’s it could be safely assumed
that Bhasa lived between 4 ™ centuary B.C. to 1 st centuary A.D.The
conclusive proof from this can be drawn from Ké!idésa from referece

about Bhasa.

Bhasa’s plays :-

According to one tradition Bhasa wrote twentythree plays. Yet
another says he wrote thirty plays. The thirteen plays that was
discovered by Mahamahopadyaya T. Ganapathy Sastri , are from the
thirteen plays ascribed to Bhasa; and they are Dutavakya, Karnabhara,

Ditaghadotkaca, Urubhariga, Madhyamavyayoga, Paflacaratra,
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Panacaratra, Abhiseka Nataka, Balacarita, Avimaraka, Pratima Nataka,
Pratjiia, Yaugandharayana, Swapnavasavadatta and Carudatta. Pandit
Kalidasasastri brought out a play called Yajna Phalam in 1941 from
Condal in Kathiavar claieming it to be a genuine play of Bhasa .
According to him this play was based on two manuscripts in
Dévanagari, which were the copies made by Swami Sudhananda tirta
in 1727 VS 1670 AD and another by Dévaprasada Sarma at
Hastinapura in 1859 VS (1802AD)12 which is said to be based on the
Balakanda of Ramayana. But later it was proved that this play was
not of Bhasa. The points enumerated below will help to authenticate

the plays written by Bhasa.

1. One of the most striking feature of Bhasa plays is the
position of the stage direction Nandyante tatali pravisati
Sutradharah . In other plays of sanskrit litereture, the stage

directions follows the benidictory stanza or stanzas.

2. In Bhasa’s plays the community of Technique used is also
different from other plays. The term stapana is used instead of
the usual prastavana for prologue. Even through some plays by
other authors also use the same technique'” used by Bhasa ,
these thirteen drama’s form a seperate group by themselves in
as much as they contain no prardcana i ¢ they chose not to
mention anything about the title nor the poet.

3. The nandi of atleast four plays contain mudralankara i.e. the
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names of the promenent Characters in the plays.

4. These plays are mutually related to one another in so many ways.
a) Swapnavasvadatta is similar to Pratijnayaugundha rayanam and
this bears the same selation to it as the Uttara rama Caritam does to
the Mahavira Ceritam of Bavabhuti. The characters are the same .
The diction, style and even the depiction of the characters are
remarkably alike in both. In Swapna vasavadatta it containes certain

allusions of pratijiia Yaugandharyanam.

b) The scene in Avimaraka (Act.I) where the king is anxious to
choose a worthy husband for his daughter, this closely resembles
the scene in pratijiiayaugan dharayanam where Mahasena is anxious
to select a good, noble and brave husband for his daughter

Vasavadatta.

) In Balacharitham (Act III Scen I) the cowherd scene is almost

1dentical to Paﬁcarétram Act Il scene 1.

d) Certain passages are common in Abhisekha and Swapana
Vasavadatta (c.g. kim. Vaksyati ite hrdayam parisankitam me) Like
wise certain passages are common in Balacaritam and Carudattam .
The last words uttered by Valin in Abhisekha are identical to those
of Duryodhana in ﬁrubhahgam.

5) a) The some of the imaginative background scenes of these plays
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are also common e.g. a flash of lighting and cloud covered sky in

Avimaraka, Carudattam Abhiseka and Dutavakyam.

b) The silvery moon shinning through the mouth of Rahu in
Prathima, Balacharitam, Dutavakayam, Madyamavyayoga and

Prathijnayaugandharayanam.

c) The comparison of the almighty Krsna with Mandhara
mountain in Balacaritham, Dutavakayam, Abhisékha and

Prathijiayaugandharayanam

d)  The adversaries act of Kartikeya’s mounting the kraunca is

offen seen repeated in many plays.

e) Of adversaries - the stronger is always compared to a lion ,

while the weaker to an elephant.

) The wrath of an enemy is generally compared to conflagration

in these plays

g) The loud sound is always seen compared to the roaring sound
of the occan at the time of dcluge. e.g. Sankha Dhawanih,
Pra!ayaségaraghésa tulyah (Karnabharam) yasya Svanam Pralaya

sagaraghosatulyam - Dutavakyam).
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6) Certain ideas are noticeably repeated in these plays eg.
a) §apami satyena Bhayamnajane ( Madhyamavyify6gan_1 )

kiméted bho bhayam nama Bhavatodya mayasruttam (Balacaritam)

b) To the beautiful everything lends Beauty.(Athava

Sarvamanalankaro bhavati sarupanam'’® is repeated in many plays.

C)  The idea that one own arm is the most apropriate weapon for

the brave is also seen repeated innumerable time in these plays.

7 There is agreement to a large extend the vocabulary and

expression of terms used in these plays.

¢.g. the term Yavanika, and the expression akaruna khalu isvara .

8) In these drama’s one can find repetition of certain dramatic

devices and dramatic situations
e.g. Swapnavasavadattam Act. V1 Abhiseckha Act.Ill.

9) The dying man’s pleading for water apastavad is repeated about

six times .

10) The names of even the secondary characters in these plays are
repeated . €.g. the female door keeper vijayi, the chamerlain
Badarayana and the cowheards Vrsabhadatta and kumbhadatta.

11)  Another aspect which helps in distingushing some of these from
other plays is the use of metonymics e.g. Yadavimatah,

Saurasénimatah Sumitrénfata.h.

12)  Another decernible feature is that these plays have short pro-
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- logues .
13)  Another quite common feature of these plays is that they do
not go by Pél_linis' rules .
c.g. Apraccha is used in Parasmai padi, and the word Rajna is

used in compounds (The use of Kés}raja, Sarvarajnah etc.) .

14) Last but not the least is the similarly of the Bharata vakya (the
benedictory stanza of the play) imamapimahim krisnan} Raja Simhah
Pra’sastunal} which is common to several pla'lys15 . From the points
enumerated above, one can easily conclude that these thirteen
dramas belong to one and the same author ,. Bén_a the court poet of
Harsa (AD 606 , 648) has refered to the dramas of Bhasa in his

introduction to Harsa caritam as follows.

« Sﬁthradhérak;térambhairnadakair bahubhﬁmikai,tl}.

Sapatakairyasofebht Bhaso Devakulairiva”'s

All these three characteristics sutradhara krtarambhatva
bahubhumikatva and Sapatakaitva which B?m'a points out as the special
features of Bhasas plays are found in those thirteen dramas .

Some critics regards some of the plays like Karnabharam,
Carudattam , ﬁrubhaﬁgam ctc. as the creation of Chakyars , the actors
on the kereala stages . This claim is put forth by these cricties only on
the ground that these plays were enacted by the Chakyars too

frequently and here is no other proof to authenticate these authorship
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1t is these true that Chakyars were stage actors and indeed had acted
in many dramas , but there is nothing to prove that they are authors of
the plays mentioned above.

If these plays were actually written by Chakyars as claimed by
some critics , then one should find atleast some mention about the
places in kerala , its culture and about its people in any of these
dramas. On the otherhand all these plays deal with countries like Anga,
Avanthi, Uttarakuru , Kamboja, Kasi,Kuru, Kosala, Matsya, Gandhara
Vanga Valsa, Mithila and cities like Ayodhya, Kausambi, Rajagrha
Ujjani etc. There is no mention of any places in the south nor about
the great rivers of the south like Krisna, Kaveri etc. In most of these
plays there is refer about kings, kingdoms lives, lifestyles and culture
of north India . These are conclusive proofthat these plays were not

writen by Chakyars as claimed by these critics .

AUTHENTICITY OF BHASA -

About Bhasa plays three main schools are referred-viz the supporters
of Bhasa,the antagonists and others. According to the antagonists and
others only two plays are said to be Bhasa’s and they hold that other
plays are doubtful.

About the authenticity of Bhasa it can be briefly stated as under.
According to Dr.Sarup that “ the community of technique, language
style , ideas treatment and identity of names of dramatic persons, prose

and metrical passages and scene are so remarkable that the conclution



20

of their common authership is inevitable '’

These plays have indeed much in common.They are all much
shorter that all the classical plays known to us. Especially the pro-
logue is always very short and in the prologue the auther and title of
the play are never mentioned as in invariably done in all the other
plays of Indian literature. We find also in the introductory verses
(Mangala Sloka) of four plays-Paicaratra, Swapnavasavadatta,and
pratijﬁayaugandharéyaqa-the same device of the mudralankara
(i.e.allusion to the names of the principal personsof the play by means
of pars). To of the plays- Dutavakya and Madhyama Vyayoga, show
verbal agreements in this verse. The Bharatavakya is almost identical
in several of these plays (Pancaratra,Abhiseka,
Svapna,Pratijha, Avimaraka-Imamapi 111a11f1nk§sna1p Rajasimhah
Prasasturah”- may our god like king rule this whole earth.

These peculiarities are common to the two groups of plays.
The Mahabharata plays, the Krsna drama Balacarita and the two Rama
plays the first group, and the four prakarnas the seccond groups.

The two Rama dramas show so many literal agreements, that it
cannot be doubted that they are works of the same auther. In both
dramas Rama is always adressed as ‘The Arya’ and Sita always
adressed him by ‘Aryaputhra’. Bharata says that Arya is the usual
adress in the Ikswaku family."®

In the Dutavakya and in the Balacarita the weapons of Kr'§qa
appeares on the stage in a similar manner. The Madhyamavyayoga

has its title from Bhima being called the middlemost (Madhyama) of
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the Pandava brothers. In the Pancaratra Bhima is called by the same
name. In both these plays Bhima calls his arms his weapon.

The name of person of secondary importance in several of the
plays agree with one another. Vijaya is the name of the female
doorkeeperin theSvapnavasavasavadatta
in the pratijnayaugandharayana and in the two Rama dramas, And
the Chambrlain both of Mahaséna in the prathijfiayaugandharayana
and of Duryodhana is called Badarayana.

The other remarkable things is the beautiful discription of the
darkness of the night in the first act of the Balacarita in the third act
of Avimaraka and in the first act of the Daridracarudatta.

In Balacarita and in the Daridracarudatta we find the verse
which is also found in the Mrcchakatika. this has also been quoted
by Dandin in his Kavyadar3a.

‘Limpativatamongani

Vargativénacanan_mabhah

Asatpursaseveva

Dr. StirnispalatdmgataA

The prakrita in all these plays is more archaic than that of the
classical plays, that it has retained the forms of the ‘old prakrit
which is formed in the fragments of Bhudist dramas of A'svaghd§a
and his time.

The verse of Rajasekhara”

“Bhasanataka cakrepi chekai kspte pefiks.itur'n

Svapnavasavadattasya dahakonna pavakah”
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Clearly proclaimed that the Svapnavasavadatta is Bhasa’s own.
Almost all the

pandits admit that svapna and pratijna were of the great poet Bhasa.

From the above verse we may saflely conclude that the playe
belongs to Bhasa.

Rajasekhara know Bhasa as the author of a great number of
plays of which Svapnavasavadatta was most highly appreciated by
the critics who found faults in all the other plays . It is said that even
Agni didnot succeed in burning Svapnavasadatta

Almost all the classic dramas are more or less book dramas .
while this plays are
one and all the works of a born dramatist , wounderfully adopted to
the stage . We have it on good authorily , that Bhasa was the author
of the drama with the title Svapnavasavadatta'® . With the supporting
evidences adduced in the foregoing paras we may safely conclude

that the other twelve plays are composed by the same author - Bhasa

The intetion of the present writer is not to prove the authership
of the thirteen

plays of Bhasa here.

A short summary of the works of Bhasa is followed in the coming

pages .
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A CRITICAL STUDY OF THE
PLAYS OF BHASA

DUTAVAKYA :-

Dutavakya is a one act play which clearly shows the divinity
of God Krsna. The famous Bhagavadhut changes as a drama with
many of the specialities of Bhasa. (When Krsna entered the council
hall Duryodhana was pretending to look at the portrait of
Panchalivastrakgepa to avoid Krsna.)

The play starts with reciting mairigala slokas in praise of
Upendra. The stage manager makes noise by beating the drum and
proclaims about the meeting of prince’s council for appointing a
Commander in Chief of Kaurava’s Army in the ensuing war for which
all preparations were ready, all assembled and took their seats. The
king Duryodhana asks a question as to who should lead Kauravas
Army. His uncle Sakuni gave his suggestion that the veteran Bhisma
should be the Commander in Chief. Duryodhnana admits it and in the
meantime the chamberlain enters and says “victory to king! Narayana
the least of men has come as an ambassader of the Pandavas.”

Duryodhana gets into a rage and says” Bodhayana, don’t say
nonsense, is Damodara the cow-herd and Kamsa’s servant your best

of men? Krsna driven by Jarasandha and robbed cell of his lands,
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wealth and reputation is your best of men? what conduct in this for a
servant of mine? What inviolent words, men? The hell with you.”

The chamberlain falls on his fcet and begs for his mercy seeing
that in his confusion he has forgetten the proper etiquette

Ah! that’s better all men are liable to confusion. Rise up now
who is this envoy. asks Duryodhana- “One KeSava” replies the
chamberlain.

Duryodhana says to this council men that prison is in the proper
place for the men. If Krisna is imprisoned the Pandavas will be like
blindmen and can be easily conquered, and no one should stant up to
receive Késava otherwise I will fine him to be gold pieces. He finds
alway to insult Krisna by engaging himself in looking at a picture of
Panchali Vastrakshépa and exclaims what a splendid picture!.On seeing
Késava all the councillors rise up in confusion and Krsna on happy
over this and says Hello! Duryodhana, how are you? Duryddhana
falls of his seat in confusion by the magic power of the ambassador.
Then he says to Kesava to take his seat.

Krsna asks councillors to take their seats and then he sits down
and say to Duryodhana to give up the foolishness of exposing his
even crime in a public assembly and remove the picture. Duryodhana
accepts this.

After the conveyance of goodness of all family elders and
friends Krsna calls Duryodhana about the message from Pandavas as
to their share in the kingdom .In later criticize them severely and

Duryodhana fell in worldly war and personal insult. Duryodhana
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ordered to arrest Krsna but no one dare to come near by Krsna at last
Duryodhana himself tried to that but all attempts failed. Krsna
assuming cosmic forms all his efforts prove futile and impotant, and
he walks away krsna calls Sudarsana his chief missile, it appeared on
the stage in human form pays homage to his master and sets out to
kill Duryodhana, but remember the great divine cause of killing a host
of sinners and tyrants and thus to lighten the burden of the earth to be
served by Krishna and tells the latter about it. Krsna is pacified and
asks SudarSana to go to his abode. Meanwhile all the other missiles
of Krsna like Saranga, Kaumodaki, Paricajanya and Nandaka also
appear on the stage and are told by Sudarsana to return to their
respective places. After their departure Garuda appears on the stage,
but returns on being told of the pacification of Krsna’s anger. Sudarsan
also follows Garuda. After that Krsna also sets out to go, but as
detained by the old king Dhrtarastra falls at his feet and thus honoured

the Lord. The play comes to its close.

Deaviation from the original :-

Durryodhana is the real emperor in this drama, but Dhrtarastra
was the emperor in the epic. The picture and the appearances of the
devine weapons are invented by the poet for stage effect Krsna and
Duryodhana in the epic engage in long monotonous dialogues, as where
their change in the drama are more personal. Dhuryodhana is presented

in the drama as a mighty warrior, a dignified emperor , thus quite in
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contrast to the epic where he is merely a wicked man.

Type of drama : -

In this drama there is no real fighting and very feeble attemps
by Duryodhana to bind Krsna which are to failed by Krsna. and there
is no chance of sringara. We are clined in to class the Dutavakya under
a Vyayoga.

Veera is the main sentiment. The appearance of then
divine weapons supplies with Adbutha . There is no heroine in this
play nor any female character nor any prakrit used. The play is
complete as it fulfils its purpose in the single act.

A stanza in the Dutavakya gives the political philosophy
and message of Bhasa which derserves to be carved in letters of
gold. The message of freedom to countries in bondage, stating the
kingdoms are earned and enjoyed by the strength of one’s own arms

and not by begging.?
KARNABHARA

Karnabhara is a one act play. The title means as Karna’s task or
responsibility refering to the generalship of Karna in the great Kuru
war. We however take the play to be complete in itself and interpret
the title as Karr_laydl}. Bharabhute Kundale datva Karnenapurva

dandsurata tamadhikrtya krtm Natakam. During the interval time that
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elapsed between the verbal gift of the kundalas and their actual
delivery those Kundalas were felt as if a burdan (Bhara) to his ears
(Karna) by Karna. His selflessness, generosity and magnanimities rose
to such an extent that the very moment he offered by word of mouth
anything in gift to another.It became the property of the latter and its
presence with Karna was unbearable to him.

Instead of an asset became of three reasons, the first being the
curse of his teacher Parasuram useless be the weapons in the time of
need, the second being the promise he gave his mother Kunthi not to
kill any of her sons except Arjuna, and the third being his parting
with his invaluable body armour and auspicious ear-rings in favouring
Indra, who comes in the disguise of a Brahimin. An atmosphere of
tragedy therefore, broods over this play, though it is not a tragedy in
the technical sense of the term.

After Drona the general ship of Kaurava army falls on the
shoulders of Karna. The play opens as Karna coming on his chariot
driven by Salya. A soldier came to him and gave a message from
Duryodhana that the battle is growing more dreadful. Karna is in a
gloomy mood, he says to §alya to lead his chariot to nearby Arjuna
but he held by the memory of the fact of Pandavas being his younger
brothers. Then he tells —Salya the story of learning, various weapons
from ParaSurama pretending as a Brahmin and so the curse from Guru
that a stras would fail him at the time of need. He asks Salya to drive
his vehicle (Chariot) to the battle ficld. But that time a Brahmin (Indra)

came near him begging for a big boon from him. He offered cows,
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elephants, gold, kingship of the earth etc. But Brahmin demands
karna’s Kavachakundalas. Salys tries to defend karna from giving
those but karna does not eccept his words. He says that.

“Siksa ksyam gucchathikalaparyayat

Sugandhamulah nipathandi padapah .

Jalam jalastana gutham ca Susyati

Hutham ca dattamca thathaiva this tahi”’

Everything else, even good, learning, firmly rooted trees and
fountain of water vanishes but sacrifices and charities live to the end
is finally expressed. He gives Kavachakundalam without any
hesitation. Indra makes his exit after receiving the armour but in return
sends Vimala, a sakthi through his servant to Karna, who accept it

only because it proceeds from Brahmana. Then Karna asks Salya to

lead his chariot to the battle field and the play ends.

DEVIATIONS.

In the epic the Incident of Indra getting the armour from Karna occurs
before the Pandavas were in the forest. The poet has transferred the
incident to the battle-field to make it more heartiful.

Karna demands nothing in return from Indra. Salya is
sympathetic towards Karna.Karnabhara may be classed under
Utsrstikarnika. There is no fight and no Virarasa.

There is a pathetic stream providing the whole play.
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There is no female character in this play . The fragrance of Brahman

superiority is found Pervading this drama also.

MADHYAMA VYAYOGA

This one act play is Bhasa’s own creation . It clearly shows us
the ability of creating various kinds of actors and plots.

The title of Madhyama Vyayoga can the interpreted in three
ways. Madhyaman adhikrtya krtovyayoga Madhyama vyayoga,
Madhyamasya vyayoga, Madhayama (Bhimasj Brahmana kumarascha)
Vyayujyate asmin iti Natakam etc?. The work where two Madhyama
are brought together.

In the opening of the play we can hear the speech of an old
Brahmin with his wife and sons, who also are being harassed by the
demon Ghatolkaca. The old Brahmins and his three sons surprised
_and alarmed at their pursuit describe the half-human, half demonic
Ghatokaca. Ghatokaca speaks about his speacility and awkward
position his respect for the Brahmanas and the command of his mother
to bring a person for her dinner. He decides to carry out the command
of his mother. The old Brahmana feared like a bull pursuaded by a
tiger when peacefully grassing with its cows and calves. How any
he asks Ghatokaca to let them go in peace. The demand is agreed to
do so on condition that are of the three sons one surrendered to him
for taking him to his mother for breakfast. Then follows a discussion

among the members of the family as to who should sacrifice himself
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for the sake of the family. The old man wants eldest, the mother
wants the youngest; so the tocken falls on the middle one. He is very
glad to be able to serve the family with the permission of the demon
the middle one goes to take some water from the pond nearby. But he
does not return them. Ghatotkaca gets impatient and calls Madhyama,
Madhyama, come quickly! Bhima (who was also a Madhyama) is
nearby engaged in physical exercices and he hears his name being
called and wonders and comes near Ghatotkaca. The Brahmana youth
Madhyama also appeared. The old Brahmana requests Bhima to
protect him. Bhima promises his help. After his talk with the old
Brahmana and the demon Bhima recognises the demon as his own
son. He ordered to release the Brahmana youth. But Gatotksaca
refused it so he offered himself. Bhima agrees to be taken by force it
Gatotkaca. Otherwise he expresses his willingness to follow the
latter peacefully. Gatotkaca throws a big tree and a mountain top at
Bhima but no effect. Then they engage in a hand to hand fight in which
Gatotkaca has got own defeat. Further he tries to bind Bhima by the
magic noose given by his mother, it also failed. So at last Gatokaca
falls back on Bhima’s offer to accompany him of his own accord. All
go to Hidimba’s residence and she appears on the stage on being called
by her son, Hidimba at once recognises her husband and asks her son
to fall at the feet of his father Blﬁma, Ghatotkaca begs Bhima for his
forgiveness for his rashness. He promises to the fire of their forest
of the Kauravas- Bhima embraces him and says, your rashness de-

lighted my heart, salute this old Brahman my boy. Gatotkaca salutes
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the Brahmanas. Old Brahman conveys his thanks to Bhima for saving
his son and then leave for their further journey, Bhima, Hidimba and
Ghatotkaca entered Hidimba’s house. There the play ends.

The whole story is practically the poet’s invention. The epic
does not speak of Bhima’s meeting with Hidimba. All the Pandavas
are sent by the poet to attend a sacrifice. Then the main story of Bhfma,
Hidimba is tagged the subsidiary episode of the Brahmin family with
three sons lying with each other for getting the chance to make a
sacrifice for the whole family. The play is bound to impress on the
spectators the important of Matrbhakti, Brahmanabhakti and of the
principles of self sacrifice . There is always an under current of Visnu

worship and Brahmana superiority in the play.

DUTAGHATOTKACA.

This onc act play spcaks of Ghatotkaca as a duta carrying the
message of Srikrsna to the Kauravas. Some Critics say that it is not
a work by Bhasa. So it is a fail one of Bhésa *according to Dr. G.Sastri,
the play is neither a comedy nor a tragedy and ends abruptly °.

Bhasa receives here a special view that he took Ghatdkca here
a character in Mahabharatha kuruksetrayudha. He wants to see
Pandavas at the battle-field, without any business going to the battle
field is not easy. So make a good event as a role of messenger.
Message is not important to him that in the irony, the speciality of

this drama.
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The play open with the announcement by a soldier of the Kurus,
that Abhimanyu was killed by Kauravas, and that Jayadratha was the
cheif culprit Drtarastra, Gandhari and DuhSsala come and hear it.
Dr.tara‘s:tra exclaims oh!. who utters this fateful news, Gandhari says
it is absolutely clear that this horrible war will only ends in the
distruction of all our children. Drtarastra tells Gandhari to make ready
to go to the sacred Gariga to offer funcrals to their sons, who were
sure meet their death at the hand of Pandavas. Duhsala weeps at it
and prepare to wear widow’s dress. Then enter Duryodhana,
Duhasasana and Sakuni overjoyed and delighted at the death of
Abhimanyu and thier victory. Dhuryodhana goes with Duhasasana to
pay respects to father but he does not bless them and says you left off
all hopes of their lives and sarcastically speaks of the gift of
widowhood by hundred brothers to their only sister. That time a loud
noise is heard from Péndavzfs camp that the Arjuna’s oath to kill
Jayadratha. Duryodhana says that he would cover Jayadratha under
his mighty forces led by Dréna and make the enemies enter the flames
of fire in their dissappointment. Drtarastra retorts that even if he enters
the entrials of the earth or ascents the aerial regions, the arrows guided
by Krsna follow him every where.

Then enters Ghatotkaca as a duta from Krsna unminded full of
the insulting words of Duryodhana, the envoy approch Drtarastra,
conveys to him the respect of Pandava’s and of himself and begin to

deliver the message of Krsna. In view of the exercise grief to which
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Arjuna was subject owing to the death of his single son, the lord asks
Dgtarés_tra to prepare himself and make his mind strong and firm to
bear calmly the impending deaths of his hundred sons.

Sakuni and Duh$asana speak with disrespect of Krsna and
Ghatotkaca and call themselves as cruel and as hard-hearted at the
Raksasa’s to which Ghatotkaca retorts that they are more cruel than
the Raksasa’s. (3) Ghatotkaca throws out a challenge to all and prepare
to fight them all single-handed, Drtarastra prevents him. Asked about
the reply to be carried to Krsna. Duryodhana says that his arrows
would serve as the reply. Then Ghatotkaca sets out to go back after
saying good-bye to Drtarastra.

There is no Bharatavakya in this play. The message of
Ghatotkaca is invented by the poet.

The main sentiment is Karuna, which is evidenced by the
speeches of Drtarastra, Gandhari and Duhsala. The entry of

Ghatotkaca and connected events are the martial spirit-vira.

URUBHANGA

The bhunga of the uru of Duryodhana in the club fight is
discribed in this drama.

Three warricrs enter the stage and give a detailed discription
of the battle field as the eighteenth day of great kuru war themselves.
The whole battle ground was full of corpses and of jackals and

vultures gathered to eat flesh from the dead bodies. Some noise is
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- heard behind the curtain which is identified later the terrible
gadayudha between Bhima and Duryodhana. The club fight is going
on in the presence of Vyasa, Vidura, Balarama and Krsna. Bhima
was physically stronger while Duryodhana was more adept with
clubfight®. In the fight Bhima gets a terrible blow on his head and
falls down and Duryodhana insults him by words that Bhima’s life
was under his mercy. By the inspiration of Krsna’s secret sign Bhima
rises up and energetically smashed on the thigh of Duryodhana
contrary to the rules of the club fight. Duryodhana fell down with
broken thighs. When saw this Balarama turn against Bhima to kill
him. But on Vyasa’s advice Bhima is led elsewhere by Pandavas
helped by Krsna. Hearing the loud shouting of Balarama, Duryodhana
crawls in with great effort as his thighs are broken and tries to specify
Balarama by saying, “Let the offer of funeral occasions - live and let
strifs and enimities vanish®.

But Balarama becomes more enraged and talk of killing all
the Pandavas, Duryodhana says to Balarama no use fighting in the
circumstances'*and that it was not Bhima, but the great Lord Krsna
who had deceived him. Krsna had entered as it were Bhima’s mace
and made present of his life of Duryodhanas to the God of death.

Then entering Drtarastra, Gandhari, the queen of Duryodhana
and his son Durjaya and searching for him on the battle- field is more
pains, Duryodhana than the physical injuries. The sight of his queens
crying aloud walking own foot and bare headed without their usual

viels, striked a serious blow to Duryodhana'?.
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When Drtarastra and Gandhari came near him Duryodhana tries
to get up to fall at the feet of his father but falls down again.
Dratarastra says “ehi putra abhivadayaswa mam”"®. Duryodhana then
also tries to stand but falls down and says this is my second beat
hala', .

The scene between Duryodhana and Durjaya is the most
pathatic is the whole range of Sanskrit literature. The dialouge
between father and the son are most touching and heart-rending.

Drtarastra falls down unconsious. That time Duryodhana tells
his mother that her son died in the war without showing back.'’ and
that he is dying in the same dignity in which he was born.'® His love
for his mother is brilliantly shown by his prayer to be her son in all
his future lives if there be any slight merrit to his credit.'’

Duryodhana’s message to his queens also is not to lament for
him as he is meeting with the heros death having performed in all
carnest his duties of the King. And he is dying heroically. His parting
advice to his son also a worthy of great hero.He preaches reconcilation
his enimity with the Pandavas gives place to a sort of repentance and
purification of the soul's.

Then Aswathama enters the stage and takes an oath to kill all
Pandavas and crown.Durjaya as the emperor. Duryodhana silences
him by saying that mana is the life of the king and it was for mana
alone that he fought. The evils wrought by the Pandavas are nothing
as compared to his treatment of the Pandavas. All this fail to convince

and satisfy Aswathaman who takes the vow.Duryodhana feels satisfied
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at this and then get a vision of his ancestors at his death. His body is
covered with a piece of cloth after his death.Then Drtarastra in his
grief declares his intention of going to the forest for penance and
Aswathaman too departs in order to attack and kill the sleeping
Pandavas.There the play ends.

DEVIATION:-

Bhasa has changed the whole conception of Duryodhana’s

character. Drtarastra Gandhari, the queens of Duryodhana and Durjaya
his son who were Hastinapura are brought as the battlefield to enhance
the pathos and for dramatic effect.

Balarama was not present at the club fight according to the
epic. And Arjuna made the secret sign to Bhima'. The coronation of

Durjaya is also invention of the poet.

PANCHARATRA:-

This is a three act play. The play derives its name five nights
during which Drona brings the news of the Pandavas to entitle them
to their share of the kingdom according to Duryodhana’s stipulation®.

After the successful termination of the sacrifice, Duryodhana
offers to give Dakshina to Acharya Dr5n.a. But Drél}a express his
wish that he should get a share in the kingdom for Pbl}davefs. Sakuni
objects to any such gift and says that it is a deceit.practiced by Drépa
on his sisya at which Drér}a rightly feels indignant and an altercation

follows in which, Bhfgma and Duryodhana also take part. When it turns
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to be serious, Bhis;na tries to pacify both Duryodhana and Drona.
Duryodhana consults with his uncle Sakuni and then offers to give the
share in the Kingdom for Pandavas meanwhile with a prince Uttarah
has already proceeded to the battle-field with Brhannala. Abhimanyu
has been captured by hand from his own chariot by the unarmed cook
serving in the royal kitchen. Virata orders Abhimanyu to be properly
honoured and Brhannala is asked to bring him in. Abhimanyu has not
recognised his father and uncle. He is presented before Virata and
the later feels pleaded with Abhimanyu’s proud, wrathful and truly
royal behaviour. Then enters Uttara and he reveals the identity of the
Pandavas whereby Abhimanyu pays proper respect to his elders and
Virata. Virata feels much concerned about the story of Brhannala
(Arjun in disguse) in his harem and offers the hand of Uttara in
marriage to Arjuna. Arjuna accepts Uttara as the bride for his son
Abhimanyu . Uttara is asked to approach grandfather , Bhi’gma, with
an invitation to all the Kauravas to attend the marriage.

The next scenc opens in the Kaurava camp. They make ready to
fight for Abhimnyu’s release. Duryodhana readies himself to lead the
army 2!, Bhmea and Dr6n_a from the details of the capture told by
Abhimanyu’s charioter infer that it must be Bhima who was responsible
for taking Abhimanyu as a prisoner of war. Sakuni says that Uttara
also must in reality have been Arjuna. Further proof of identity of
Arjuna is just then brought in by Bhfsma’s charieter . He brings an
arrow, with the name of the owner inscribed , to “Sakuni to read the

name . ‘Sakuni throws it away after reading the name Arjuna. The
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arrow falls at the feet of Drona, who takes it as the homage paid by
his disciple. Sakuni says that might be another Arjuna, but the entry
of Uttarah as a messenger from Yudhistira sets all doubts at rest.
Drona then approaches Duryodhana and claims the fulfilment of
his part of the promise as he had satisfied the condition precedent.
Duryodhana agrees to part with half the kingdom for the sake of the

Pandavas. The play comes to an end.

The cattle raid is found in the epic, but Bhasa made it motivated,
as helping Drfn}a to get news of the Pandavas within the stuipulated
period . The Sacrifice performed by Duryodhana, his agreement with
Dr(')n? , Abhimanyu’s siding with the Kauravas, the pastoral life of
the cowherds. The scene between Abimanyu and Brhamnala,
Duryodhana’s division of kingdom with the Pandavas, all these are
invented by the poet. And they help to bring out the good factors in
Duryodhana’s character. Through this the poet emphasises the nobility

of Duryodhana’s character.

We learn from this play much about the sociological conditions of
the period about the pestoral life, the relation between the two premier
castes, the proportions for war etc. which will be dealt with at their
proper places later on ! heavy responsibilities of a teacher are thus
brought out by Drona 2. He says that through his deeds Duryodhana
blessed him because disciples evils affect a teacher instead of relations

or parents.
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The main sentiment underlying the whole play is veera. In
various aspects Dharmaveera in Duryodhana, Dayaveera in Drona and

Yudha vira in all the characters, are reflected.

ABHISEKA -

The title Abhi_séka means coronation, and as such the title is
significant for this play as it refers to three coronations in all.
Sugreevas abhisekah kalpyatam® Act. .P.16) Vibhi—gal}a ! Madvacanat
Lankeswaro bhava (Act.IV.P.51) * Praptabisekah ,Krtah .

After reciting the benedictory Sloka in praise of Rama the
Sutradhara hears the words adressed by Laksmana to Sugr.iva and
inform the audiance of the compact between Rama and Sugriva for
mutual help. The main scene opens at Kiskinda where Hanuman and
Sugriva,after being convinced of the skill and might of Rama in ar-
chery, load both Rama and Laksmana. Sugriva then roars loudly and
challenges his clder brothcrﬁ Valin for a fight, Valin’s wife Tara tries
to go back but he neglect and starts to fight, and when Sugr;va goes
to fail Hanuman remaihds Rama of his vow. Rama by his arrow nearly
kills Valin, who drops down unconcious. After recovery Valin learns
from the arrow the name that it was Rama who had struck him and he
charges that latter vhth unrighteousness- in striking from behind an
ambush. Rama justiﬁés himself on the ground that Valin was a mere
animal and further he deserves punishment, there being a suitable

distinction between the wrongs committed by Valin and Sugriva.
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Valin says that he was freed of his sin by meeting his death at
the hands of Rama. Sugriva feels grieved at Valin’s death. Then
Angada enters and falls to the ground. Valin, however,consoles him
and places him under the care of Sugriva. He also gives Sugriva his
golden wealth, the family tresure. Then after sipping the water brought
by Hanuman, Valin dies. Rama then orders Sugﬁva offer to funeral
obsaquies to Valin and askas Laksmana to get ready for Sugﬁvas’s
coronation.

The interlude the different batches of Vanaras are sent in
directions in search of Sita and Hanuman made a flight to Lanka and
discovered Sita at ASokavana. The scene opens in a garden in Lanka
wirh Sita sourrended by Rék§asﬁs at the approach of Révaga with his
royalsuit, Hanuman hides himself behind the branches of a tree. Ravana
proudly adresses Sita contemptuous words about Rama, and tries to
win over her. Sita avoids Ravana. Hanuman knows of the identity of
Sita from these conversations and szvan_a’s insolence makes him angry;
but he controls his anger. When Révan_a went out to take bath, Hanuman
gets down from the trunk of the tree and informs Sita that he was sent
by Rama to learn news of her. Sita does not believe him at first, but
due to the mention of Rama’s name and same identification , Sita
believes him. She learns of Valin’s death and Rama’s proposed invation
of Laitka. Hanuman gives her a message of hope. Sita finally asks
him to inform Rama of her condition in such a manner that he may not
be grieved. Then Hanuman decides to ravage the garden to inform

Ravana of his arrival.
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In the third scene Sankarasana, a servent of Ravana, informs
him of the distruction of Asokavanika by a monkey. Révan;l ordered
to capture the monkey. But Hanuman killed all attempters and
destroyed all the trees and gardens. Then Ravana orders his son Aksa
to capture the monkey.But news is again recieved that not only Aksa
but five more commanders who followed him have been killed by
the monkey. Then Ra"van_a proposes to meet the monkey himself but
is told that Indrajith has rushed aganist the enemy.He capturs the
monkey with a rope and bring him before Rﬁvan_a. Bibh§§ar_1a gives
advice to Révan_a but he is thrown out by R5van_a. Rifval_la
contemptuously asks Hanuman his name and the reason why he
entered the private quarters. Hanuman delivers the commands of
Rama. Ravana gets angry and orders to kill Hanuman. On being told
that messengers are never to be killed, Ravana prepares to hear the
message that under any circumstances Rama is going to kill him.
Rahvanz’l laugh at this and boasts of his strength; but Hanuman asks
him, why it was them that Sita was stealthily carried away. Bibhfsar;a
advises RaVaI}a to return Sita. Rival}a absuses him and speaks slightly
of Rama, when Hanuman pays him back in the same coin, he orderes
Hanuman to be sent any way after setting fire to his tail. Ravana asks
Hanuman to tell Rama to offer him a great battle. Hanuman retors
that Rama will distroy the whole city and kill Ravana. Afier Hanuman
is gone Bibh'i-s.aqa tells Ravana to suppress his anger and passion,
and sets out to go to Rama and try to save the race of the Raksasas.

In the next scene we can see Rama, Laksmana, Sugriva, and
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Hanuman with Vanara Army at the sea shore. Inmediately Bibhf§ax}a
comes to the scene. Hanuman introduces Bibh-i.sat}a to Rama and opted
mutual greetings,Rama accepts him as a King of Lanka. Bibhfqapa
advises Rama to hurl a divine missile at the ocean when his council
was sought as to how to cross the ocean. The God of ocean, the divine
Varuna, however appears in Hanuman from, praises Rama and offers
a passage for crossing the ocean by being divided into two. Rama
and his army crosses the ocean and camp at Suvela, near Lanka. Suka
and Sarana, the favourates ministers of Révan_a, disguished themselves
as the servents of Kumudaka in the army, are places before
Rama.Bbhisana recogonize them and suggest condign punishment for
the spies. But Rama orders their release and tells them to inform
Révang of his arrival in Lanka for battle. After their exit Rama with
Bibhisana and others start to review the army

5th scene opens in the AsokaVanika where Sita surrounded by
Rﬁks_asis as Ravana tries to approach Sita with threats. R'avax!a is
followed by his servent carrying the replicas of the heads, he informs
his master of Indrajith’s killing of Rama and Laksmana in the
battle. This makes Sita fall down and faint, but she recovers soon and
requests Refvanfl to kill her. In the meantime Révar_la got a message
about the death of Indrajith in the battleﬁeld.RévaI}a had great sorrow
and gets out to kill Sita as the sole causc of his misery, but he was
prevrnted by his servents. Finally szvan_a enters his chariot brought
there and starts for the battle field. Sita pray to the gods for the victory
of her lord.
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In the next scene introduces Rama as entering Lanka to console
Sita.As desired by Rama Sita enters the fire and comes out
triumphantly from the fire. Again guarantees the purity of Sita who
is but Godess Lakshmi in human form.Divine Gandharvas and
Vidhyadharas sing behind the curtain and Rama and Sita go in for
their coronation, Agni showing them the way while Bibhi—s'arga and
Laksmana sing the praise of Rama. Finally the crowneds Rama enters
with Sita and informs all of his coronation through Gods will at the
hands of his father through long dead. Agni tells Rama of the approach
of Bharata and Satrugna and the subjects of Rama as well as Mahendra

and other gods to greet Rama. The play comes to the end.

PRATIMA:-

This seven act play is one among the best dramas written by
Bhasa. It is based on the Ramayana Ayodhyakanda. But none would
be able to come at any perticular incident that the name signifies in
the epic. It is wholly invented by the Poet. Bharata incidentally entered
the pratimagrha when he comes from uncle’s court to Ayodhya. there
an image of DaSaratha is placed along with three ancestors. It is said
that the statues of only dead kings were erected. Bharata thus learns
of the sad event without being directly told about it, and also comes
to know the important part played by his mother in that incident. The
play is called the Pratima Nataka or the statue Drama because of the

important part played by the statues *.
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Bhasa has deviated from the original story in many places to suit
his main purpose of changing the motive of kaikeyi in demanding the
throne to her son and sending Rama to the forest and presenting all
the main characters in a better light . The first four acts are drawn
from the Ayodhya Kanda. The Whole of the third act is an innovation
from which the play derives its name. The fifth act and the interludes
at the beginning of sixth are drawn from Ayodhyakanda while the
sixth act proper and seventh are deviations though they refer to same

incidents of kiskindhakanda and Yudhakanda *’

I n act-I Dasaratha has decided to instal Rama on throne and has
ordered the materials for the coronation to be kept ready. After the
benedictory stanza the mistress sings a song of the autumn . Behind
the courtain heard the words about the preparations of the coronation.
The chemberlain goes to inform his majesty that everything was
arranged . Then enters Avadatika carrying a valkala (barkgarments)
which she had just removed from /irya Revatho mistress of the concert

room, in order to punish her for refusing her request.

Sita then appears with her maids and learns of Avadatikas mischief.
Sita takes the garments and wears it for morefun. A maid comes
with the good news of Rama’s coronation and receives some jewels

from Sita for the happy news.

By a strange incident , the coronation is cancelled as a result of
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kaikeyi’s servant Manthara’s whispering hurriedly something in to
Dasaratha’s ears. Then Rama enter the stage . Seeing Sita wearing a
valkala garment, Rama expresses his desire to have one for himself,
but Sita prevents him as it was ominous in view of the recently
cancelled coronation. At this time the cry of people in palace is heard
chamberlain comes with the news that the king had fainted because
of the distressing demands of Kaikeyi that Bharatha should rule the
kingdom and Rama should be sent to forest for fourteen years.Even
then Rama remains calm and cool . Laksmana makes his entry with
bow and arrows in hand, intent on ridding the world of womankind.
His anger outbursts; it was the forest exile for fourteen years that
causes his anger. Anyhow Rama made Laksmana calm. Rama decides
to go to the forest. Sita as the ideal wife is determined to accompany
her husband. Laksmana also prays to Rama to allow him to share the
forest life with Rama .

Then they wear the forest dress valkala and start to the forest . The
chamberlain enter with the news of the coming of the broken hearted
king to prevent them from entering the forest . But they, however,

avoid him and proceed on their way.

In the Act. II the whole Ayodhya is plunged into a gloom.
Dasaratha lying in the summer palace (Samudragrha) attendend by
Kausalaya and Sumitra ; he rises and falls down is continuously
waiting and gazing in the direction which Rama and others went.

The king calling their names loudly some times loses his senses and
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cannot recogonize the persons near him. In reply his queen Kausalya
says that Rama would return soon to console Dasaratha, but he asks
her who she was. He deplores his own fate and curses Kaikeyi for
her cruelty.

The chamberlain brings the news of the return of the minister
Sumantra,on knowing that Sumantra come back without Rama,
Dasaratha falls uncouncios. He recovers but partly from it and Icaves
a message full of irony and sarcasm for Kaikeyi, after a short while
he drinks a few drops of water carried by the chamberlain. Then he
gets a vision of his ancestors, Dileepa, Raghu and Aja,?® who come to
console him. with the names of Rama, Vaidehi and Laksmana on his
lips,breathes his last with a broken heart.

Act I11- the statue house cleaned and decorated for the visit of
queens. Bharata happens to wait for some time here till the auspicious
time for entering the city. He decided to take rest in the temple (which
was the statue house) which he secs in the avenuc of the trees. On
seeing the special preparations which he finds in the temple such as
the anointing of the walls by sandal paste, garlands, sand and parched
grain etc. Bharata suggest that it is the day of some temple festivity.
But not any outward sign, such as the banner or weapons of the deity.
Entering the temple he finds four stone statues beautifully decorated.
When Bharata starts to offer obeisances to the statues, the priest
Devakulika prevents him and tells him that the images were not iodls
of any deities but the statues of the Kings of the IKSVAKU family.

Bharata is glad at learning it and praises his ancestors. Then he asks
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the priest about each of the statues and is told in turn Dilipa, the
embodiment of Dharma; Raghu , the embodiment of charity ; and Aja,
the embodiment of love. The fourth statue Bharata recogonizeas that
of his father, but is afraid of the worst,feels agonized, coming again
to last statue he wavers a little, and asks the priest whether the statue
of living kings are also erected. The latter replies in the negative;truth
dawn_s upon Bharata’s mind, his suspense is over,and he bids advice
to the priest. The priest asks Bharata why he does not inquire about
the statue of Dasarata, who parted with the life and kingdom for the
sake of the dowry contract. The informatibn proves a veritable shock
to Bharata and he falls fainting to the ground but recovers again. By
the pressing of Bharata and the exile of Rama with Sita and
Laksmana.And he knows everything including the part played by his
mother. Priest concludes by reffering to the heaping of abuse which
might have naturally been showered on him by the subjects. This is
too much for Bharata and he falls down unconsious. Meanwhile
announced the entry of the queens Icad by Sumantra. Sumantra without
recognising Bharata, asks the queens not to enter. From the priest he
knows that the stranger is Bharata. Bharata recovers and infers the
identify of Sumantra from the latters good manners. On being told by
Sumanntra to pay respects to Kausalya and Sumitra, Bharata offers
his obeisance to them and is suitably blessed by them.Sumantra then
announces Kaikeyi but refuses it and rises up and states that she does
not deserve to stand between his two mothers. To Kaikey’s question

as to her evil deeds in famy in to him, bark garments to Rama, death
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of father, incessant tears to the whole Ayodhya, forest life to
Laksmana, sorrow to mother, fatigue of travel to Sita, and the severest
scorn to her own self*- Kausalya points to Bharata, the prince of for-
malities and decorum, his inconsistance is not honouring his own
mother. But Bharata disowns his mother and pronounces a new dictum
that a mother forfeitsthe mothers claim by her treachaery to
husbant*°(Bhartr, drohadastu mata pyamatha). Kaikeyi, Justifies
herself on the groundof the fulfilment of the dowry contract, but
Bharata is not satisfied and passes cruel remarks againist her. Kaikeyi
says that he would clear her position at the proper place and occation.
Sumantra then announces that Vasistha, Vamadeva, and others, have
came for Bharata’s coronation. But Bharata remarks that her ladyship
Kaikeyi deserves the honour of coronation and declares his intention
of going to Rama, “As Ayodhya without Rama was no Ayodhya and
that real Ayodhya was where there was Rdghava®"

Act.IV.Bharata comes to hermitage of Rama with sumantra,
Bharata announces himself as an ungreatful but devoted person. Rama
sends Sita to recieve him. Bharata pays respect to her and noting the
similarity in the voice of the brothers, she blesses him. Then Bharata
enters the hermitage lead by Sfta, Sumantra waiting outside. Bharata
embraces Rama and gladdens him. Sumantra’s entry at this time

reminds Rama of Dasaratha and he feels sad.
Rama’s eyes are full of tears and he asks Laksmana to bring
some water to wash his face. Instead of Laksmana Bharata brings the

water. Rama sips it and remarks that Laksmana’s right to serve him
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was impeded, to which Sita replies that Bharata could as well wait
up on Rama . He admits the right both , but desires that Laksmana
should serve him in the forest and Bharata in the city. Bharata
expressed his desire to remain in the forest and serve Rama but he is
told of his duty to carry out the wishes of their father’s and keep
true his word. Bharata got an agreement from Rama that after fourteen
ycars of cxilc Rama would accept the kingdom and Bharatha brings
Ram’s sandals paduka and places them on the throne and carry the
admiminstration of the kingdom as their servant and he returned to
Ayodhya.

The act 5 th opens with Sita engaged in watering the trees in
Janastana . Rama thinking about making worthy offering to his
departed ancestors in the Sradha of his father which falls the next
day . Sita suggests that the ceremony may be performed as befits the
circumstances, Bharata would cclcbrate it in a right royal fashion,
While Rama may perform it with fruits and water available in the
forest. Rama replies that the main reason of his enxeity was how to
ensure the happiness of his father ; his father would be reminded of
his forest like by seeing the fruits on the KuSagrass and would shed
tear in heaven. Now R{ivar_la , enters in the disguise of a Brahmin
Sanyasin claiming high proficiency in vedas, sastras including the laws
relating to the performance of Sradha. Rama desires to know about
the special offerings, and Ravana mentions various offering among
different objects, such as darbha among grass, Sesame amongest the

herbs, Kalaya among the vegetables etc. and stops at ‘Va’ indicating
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thereby that there was somthing else in addition also . Rama desires
to know what that and resolves to perform the ceremony by that object
alone , and Ravana after stating that it could be procured by prowess
mentions the object as goldendeer, which generally as found in the
Himalayas . By the advices of sanyas in (Ravana) Rama start to catch
the golden deer which just came there. Sita being left alone starts to
go to insidc the cottage, when Ravana stops her and resumes his
original form.Ravana tells here of himself and of his intention to carry
her off. Helpless Sita shouts for help. Ravana states that nothing
would avail able to her and he asks her to look upon him as her Lord.
She curses him . The mere words (Sathosi) burn Ravana . He takes
hold of her in his hands and goes away. Very soon he is met by Jadayu

on the way. Réval}a proceeds against the Jadayu with drawn sword.

In the sixth act the scene shifts from the forest to Ayodhya,
Sumantra returned from forest with the sad news of Sits’s abduclion

and Rama’s alliance with Sugr_iva and killing Valin in kiskinda.

Hearing this Bharata gets angry with Kaikeyi who is the root cause
of all evils, he goes to her with Sumantra. Kaikeyi asks Bharatha
whether Sumantra had come from Rama . But Bharata replies that he
had some good news for her. Asked whether Kausalya and sumitra
be called to hear it Bharata says that they are not to hear it- “ Your
wishes have been fulfilled. (Paryaptasté manorathah )*? and the noble

I k§v5ku family have the misfortune to find its daughter -in-law (Sita)
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out ranged by having Kaikeyi for daughter -in-law “.. Kaikeyi then
feels that the time was now ripe to explain everything and asks
Bharatha whether he knew of Dasaratha’s curse . Bharata knows
nothing about it. And at Kaikéy’s behest Sumantra tells the story of
Dasaratha’s curse. Kaikeyi discloses her motives on sending Rama to
the forest . Further she says that she wishes to say only 14 (Fourteen)
days but in her confusion , she said 14 years. By support of Vasista
and Vamadeva, Bharatha is convinced of the purity of his mother’s
motive and begs her pardon for all that he said and did to wound her
feelings owing to misundestanding .

She readily forgives him, as “ what mother will not forgive her son
for his faults.”?*. Then he resolves to raise a big army and march to
help Rama in his fight against Ravana.

Act.VIL. Rama came to Janastana on his way back to Ayodhya
accompanied by Sita and Laksmana. He speaks of the fulfilment of
his vow*. He is waiting for Sita who has gone inside to pay her
homage to the hermit women. Sita enters with a hermit woman. They
both cast a glance at their former residence. In janastana. Sages great
them with great joy . They recalled some familar incidents, and visit
the familar scenes., and the memory of the Golden deer frightens Sita
. Laksmana enters and announces the approach of eager and devoted
Bharatha with the mothers and precepters Vasi§ta, Vamadeva, Brah-
mins and accompanied by a huge army, with their advice of Rama

takes bath in holy waters and is crowned and all get into the aerial car



54

and start for Ayodhya. The story and the efforts of Kaikeyi and
Bharta are all brought to a very happy ending.

The valkla incident in the first act and the presence of Satrughna
at the coronation are the poet’s innovations **. Dasaratha’s Vision of
his ancestors on his death bed. Third Act dealing with the statue houses
is fully the criation of the poet. Thus bringing Rama and Rz;vat}a
together and making the golden deer necessary for the Sradha cerimany
of Desaratha and the scene between Kaikeys and Bharatha after
hearing the news and Kaikey’s explanation of the curse and her slip
of tongue. Saying fourteen years instead of 14 days and making hunt
for the golden deer for the sake of Sradha instead of in obediance and
more devotes to the father . By such deviatiors the poet draws a

more facinating story .

PRATIJNA YAUGANDHARAYANA

The title pratijna is so named on account of the vows of the
hero of the play, Yaugandharéyan_a. He undertakes to fulfil his vow to
set free his master along with Vasavadatta .

Udayana legend is the most popular subject in Indian literature
equalled only by the epics , and reference to the legend are found in
Budhist and jain works as also in the techincal works such as Kautilyls,
Arthasastra , Pataijalis maha bhasya etc.

Vatsaraja Udayana was ruling KauSambi. He was an eminent

lute reader and was found of capturing wild elephants. Pradhyoda the
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king of Avanti, known as Mahaséna Vatsaraja’s formidable neighbour,
had a daughter, Vdsavadatta, whom he intended to give in marriage
to Vatsaraja. Pradhyota had recourse to machiavillian methods. He
placed a large blue artificial elephant in the forest adjoining the bor-
der of his kingdom and kept a concealed a body of armed soldiers
and nearby and thus proposed the capture of Vatsaraja. Vatsaraja was
out of his capital on a hunting trip in the Vénuvana. The elephant was
placed at Nagavana nearby Ve'r_luvana. Arrangements had been made
by Pradhyota to inform Vatsaraja of this blue elephant.
Yaugandharéyal}a, the faithful minister of Vatsaraja. was anctious to
send a warning to his master about the trap laid by Pradhyoda. At
this point the play begins.

After the benidectory stanza, the stage manager calls out to
his mistress to sing a song. She is anctious about the safety of her
king, and request the stagemanager to send a messenger to get news
about her relatives. The stagemanager agrees. Behind the curtain,
heard the words adressed by Yagundharayana to Salaka, whom he is
about to despatch to warn Vatsaraja of the danger, before the king
had left for Nagavana. Yagundharayana and ‘Salaka entered the
stage. Hamsaka, Vatsaraja’s body-guard, brought news to
Yaugandharzfyal}a about the danger of Vatsardja. In reply to
Yaugandharayana’s questions, Hamsaka supplies him with detailed
particulars of the capture of Vatsaraja: how after learning of
Pradhyoda’s trick the king threw aside his celebrated lute Ghosvati,

and alone faced the soldiers that came out of the thicket nearby; how
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he fought alone with the army and how he was captured and brought
to Ujjaini. Hamsaka talk Yaugandharayana that Salankayana, the
commander-in chief of Pradhyoda; had sent him to inform
Yaugandharayana. Yaugandharayana feels delighted at the confidance
in him shown by his master. Meanwhile a female door keeper brought
a message from queen mother to Yaugandharayana that he is also her
son, and that her one son Yaugandharayana should now go out to free
the other son. Yaugandharayana is much composed and in his
enthusuiasm pronounces his vow; “ If I do not release my master , I
am not Yangadharziyanfi”. Then enters his servant with a madman’s
apparel and informs him of a curious happening of the Santi festival .
A Brahmin had appeared there as a madman declaring that the royal
family was to prosper; then he vanished leaving his clothes .
Yaugadharayana dons those clothes and finds his , outward form
transformed. So he decides to work for the release of his king in that
guise. Then Yaugadhara'yan_a goes to see the queen mother.

The sccond scene opens with the entry of Pradyota Mahasena
with his rutinue , obviously worried at the scant courtesy shown to
him by Vatsaraja. He explains to the chamberlain his reasons for not
arriving at a definite choice of a bridegrooms as he wishes to have
many qualities in the prospective son-in-law ¥'.

Then Pradyota consults the queen the matter of marriage
problem . The queen asks him to engage a misic teacher for
Vasavadatta, who had roused in her and interest for music and who

was then in the concert hall taking her lessons from Uttara. Mahasena
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replies that Vasavadatta’s husband would teach her all that, and this
brings from the queen her quory as to Mahasena’s choice of the
bridegroom. Mahasena tells her that he has not yet made up this mind
and appreciates the peculiarity awkward position of the kind of the
Indian mother at the prospect of her daughter’s marriage . and says
that a number of kings had so far sent their envoys. She replies by
saying , “give her to such a person as would never cause us rue the
day ¥*. The king then enumerates the various royal suitors and asks
the queen about her choice . No sooner the question is put than enters
a chamberlain with the words Vatsaraja. Mahasena orderes the captive
to be treated in a right royal fasion. On hearing about Vatsaraja from
her husband , queen indicates her preference for the young hero as he
possessed all the noble qualities required in a bridegoom. After that
enters the chamberlain to dcliycr the cclebrated lute. Ghosavati as
the emblem of victory. The Royal couple decides to make a present
of that lute it Vasavadatta . Mahasena further orders to remove
Vatsaraja to more suitable jewel housc and respectful .

In the third act. Yaugandharayana planned for releasing Vatsaraja
without war. Yaugandharayana, Vasantaka, Rumanvan stay in Ujjaini
in disguise and a deserted Fireshrine is their meeting place. Vasantaka’s
task is to see the king and to carry mutual messages. Many of their
accompanies also have become residents of Ujjaini under different
disguses in the employment of Mahasena and their plot is to infuriate
his famous elephant so that Udayana’s help might be sought to pacify

it , and then he was to mount the clephant and ride away to his capital.
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Yaugandharayana then enters in the guisc of a madman, and Vidusaka’s
out ward talk concerned with sugar -balls Indra’s elephant and similar
non - sensial matter tries to suggest Yaugandharayana of the necessity
of the modification of their original plan . When he heard about the
deep love of Udayana with Vasavadatta , Yaugandharayana modifies
his orginal plan and decides to carry Vatsaraja along with Vasavadatta
and accordingly makes a second vow for the release of both . The
last act presents a humerous scene between an intoxicated page , who
in reality is a spy of Vatsaraja . Then came about the news about the
escape of Vatsaraja with Vasavadatta. Soon after a war was started
and Yaugandharayana was captured by Pradhyota’s soldiers. But he
is neither afraid nor down-hearted, and feels victorious now that his
talk is accomplished.Then Pradyoda’s minister Bharatarohaka enters
after ordering the untying of the nooses that bound Yaugandharayana
and ask Yaugandharzfyan}a what his plans were about returning to
KauSambi after this insulting Mahasena, Yaugandharanar}a laughts at
the question, starting that in view of the accomplishment of a major
work of cutting down the whole tree, lopping the branches was a very
minor affair®. Just then a chamberlain enters and brings the present
of a gold chalice from Mahasena to Yaugandhardayana. He refused it
first but soon after he learns about the performance of the marriage
ceremony of the efligies of the gift and accepts it. The play thus comes

to close.
In this drama there are only two female charactors. ‘Pratijna’

bringsout the poet’s power of narrating incidents outside the action
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of drama very vividly and impressively. So as to conjure, as it were, a
realistic picture before the audience. The narration of the capture of
Vatsardja in the first act is an instant in point. The domestic atmosphere
in the second act is pleasently realistic. The first part of the third act
is atonce humorous and suggestive. Another speciality of the play is
the fact that both the rival parties are satisfied. These types of features

arc very rarc in the dramatic literature.

SVAPNAVASAVADATTA °

This is a play in six acts and to a continuation of
PratijnaYaugandharayana.The play recicves its name from the vision
of Vasavadatta which king Udayana gets in his semi-drowsy state
discribed in the fifth act (dream scene). Svapnapradhanam Natakam;
Svapna dgstzf Vasavadatta-svapnavasavadatta etc. The subject matter
of the drama is the dream and Vasavadatta as it cmphasises both the
incidents reffered to in the title.*

After the marriage of Udayana and Vasavadatta, they began to
enjoy life and neglected his state affairs which enabled his enemies to
march against him. One Arur}i had invoded the Valsa kingdom and
had conqured a portion of it.The ever watchful minister
Yaugandharayana saw that political alliance with the powerful
Magadha king by way of marriage was the only effective remedy to
set matters right and drive out Aruni. But the king was deeply attached

with Vasavadatta who also would not liked to get her husband married
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to another woman; the Magadha king further would not have consented
to the marriage of his sister with a married person. So
Yaugandharayana hits upon plot and takes Vasavadatta in his
confidance and she agrees solely for the sake of the good of her
husband. The plan was to send the king away to Lavanaka for hunting,
and in his absence, to burn the royal pavilion. Yaugandharayana and
Vasavadatta were to get away secretly from the pavilion and the king
was to be told of the death of the two in the fire. Yaugandharayana
and Vasavadatta then left the Vatsa kingdom in the guise of a Brahmin
and his sister and started for Rajagriha, the capital of the Magadha
kingdom.The play opcns with Vasavadatta and Yaugandharayana in
disguise nearing the Asrama outside Rajagr'ha.

After the exile of the stage manager,enters Yaugandhare?yapa
and Vasavadatta, dressed as a mendicant and his sister respectively.
To Yaugandharayana it appears quite strange that people are driven
away even from the holy hermitage. The chamberlain however orders
the guard not to drive the people away . On enquiries Yaugandharayana
comes to know from the chamberlain that the princess Padmavathi is
to visit the hermitage the queen mother and she is to stay there for a
night. Yaugandharziyal}a however presents himself as a supplicant
(Arathi) and expresses his wish to his sister under the care of
Padmavathi for a time, till her husbend returns. From a Brahmin
student who comes from Lavanaka they learn about the death of
Yaugandharayana and Vasavadatta in fire; and so the king tried to

end his life. Somehow ministers prevent him from this. Padmavati
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expressed her own feelings. The Brahmin student then leaves as it
was becoming dark and Yaugandharayana follows suit,after bidding
adieu to Padmavati and his sister. The chamberlain then announces it
is the time for retiring with in, and the curtain falls.

Padmavati is enjoying the game of ball. Vasavadatta Joculanrly
refers to her red hands as being due to raga. (red colours or love).
Then by various questions, she tries to explore Padmavathi’s mind
and learns that the latter is not well disposed towards Mahasena’s
son and has a regard for Udayana owing to his genuine love for
Vasavadatta. This is a discon certing news for Vasavadatta and
unwillingly she reffers to the handsome features of Udayana, and
explains her knowledge as due to the impression of the residents of
Ujjain. That time chamberlain declares Padmavathi’s wish to marry
Udayana. Padmavat’s nurse enters to announce the news of the
batrothal of the princes to Udayana. Another maiden of the queen
informs Padmavathi that the queen had sent for her as the
kautukamangalavidhi was to be celebrated that very day. Vasavadatta
felt that her heart covered with darkness.

The next scene opens in the pleasure garden of Padmavati the
same day. Vasavadatta lonely cames there to ease her grieved heart
when the royal house hold was engaged in preparations for the
marriage. The thought that her husband is to become another’s is the
poisoned arrow in her heart. A maid approaches her with flowers and
requests her on behalf of the queen to plait the nuptial garland for

Padmavati’s wedding as she was of a noble family affectionate and
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clever. Then Vasavadatta sorrowly begins her work employing pro-
fusely the harbs called avidhavakarana but excludes sapatn.imardana
as it was unnecessary,she says, since Padmavati’s co-wife was no
more. Vasavadatta finished her work and handed over the garland to
maiden. She leaves there with full of sorrow and goes to bed.

The next act begins a few days after the marriage of Udayana
and Padmavati. The scene opens with the entrance of Padmavati and
Vasavadatta in the pleasure garden to witness whether the Séphalika
clusters blossomed. They find the plants and creepers in full bloom
and offer collecting flowers, Sits down on a stone slab and talks
about Udayana. The maid then asks Padmavati to request her husband
to be taught to play on the Lute;Padmavati says she had already
spoken to him,but hearing a deep sign, he had turned away his face.
She had not repeated her request ,and her inference from the king’s
conduct was that his memory of Vasavadatta was still fresh.
Vasavadatta feels blessed that her husband still cherished her love.

The king and Vidds_aka entered the garden. Padmavati and
Vasavadatta flaw behind the Lathakunjum. Vidusaka and Udayana
talks about Padmavati and Vasavadatta. Vidusaka asks the king who
is his sweet heart, Vasavadatta or Padmavati. The king tries to put
him off by saying that the quistion was very awkward and that he
was a chatterbox. But Vidﬁs_aka forces him to replay. The king replied
that-"No doubt . I have a very high regard for Padmavati on account
of the sweetness of her figure and temper ; but she has not yet won

over my heart which is still captivated by Vasadatta”. On hearing
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this, Vasavadatta feels amply rewarded for her trouble. To the maid’s
remark that the king is cruel, Padmavati retorts by saying that her
Lord is sympathetic and kind as his still dotes on Vasavdatta. The king
is reminded of Vasavadatta and his eyes filled with tears. The jester
then leaves to bring water for washing the face of his master.
Vasavadatta and the maids left their unseen by the king. Padmavati
nears her Lord to console him. Vidﬁs.aka enters with water and handed
it over to Padmavati saying that the pollens of Kasa flowers had
fal'len in to his master’s eyes and hence they were streaming with
tears. Padmavati washed his face. Vidﬁs_,aka anounces it is time for
the visit of the Magadhaking and all makcs their cxit.

In the interlude to the next act we are informed that Padmavati
is suffering from headache and that her bed has been prepared in the
sea room. The palace maid tells Vasarntaka to convey this news to his
master and then goes to render medical aid to Padmavati. On being
told of Padmavati’s illness he atonce starts for the sea room to
comefort her. They find the sea room without Padmavati. The king
awaits her arrival on the same bed, and his thoughts return to
Vasavadatta and falls to sleep with sweet memory. In the same time
Vasavadatta is informed about Padmavati’s illness by a maid and she
starts for sea room. In the dimlight she takes the person sleeping on
the bed to be Padmavati and lies down on the same bed and embraces
its occupant. The king however calls out her name in sleep and tries
to catch her. Vasavadatta at once realizes her mistake and is afraid

lest her Lord should see her. He again speaks in sleep and this con-
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vinces her that he was not awake. He asks her to speak something
and unknowingly she replise to him. The king preffers his hands to
ask forgiveness Vasavadatta who thinks of leaving him, lest she be
recognised. She however, keeps in position his hands that was hanging
loose from the bed stand and goes away. The touch of her hand slightly
revives the king who, at once, follows her saying, “stop Vasavadatta
stop “ . But strikes against the door and becomes perfectly wide awake.
Vasantaka who comes just then, disbclieves him and dismisses it all
being a mere dream, an empty nothing. Brought there a news from
the chamberlain of king Darsaka that Rumanvan, the commander in-
chief of the Vatsa forces has came with a large and well equiped army,
and the vast army of the Magadha king is also is ready to help him;
and that the king has requested Udayana to make preparations for
advancing against the rebel Aruni. Udayana then leaves to take charge
of the attack.

The next act opens after the succesful terminations of the war
with Arani and the regaining of the Vatsa kingdom. The king recalls
all the blissful memories of the past and adresses the lute in touching
tones. Udayana honour the Ambassedors from his father-in.law and
Raibhya, the messenger, offers him the felicitations of Mahasena on
his great victory. Udayana is pleased at the patternal attitude of
Mahasena. The nurse of Vasavadatta tells that queen Angaravati has
inquired if all was well there. She further uncover the portrait of
Udayana and Vasavadatta sent by queen Angaravati which were used

in celebrating the marriage ceremony of both after their elopment.The
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queen has requested Udayana to forget his grief by looking at
Vasavadatta’s picture. Padmavati wishes to pay homage to
Vasavadatta, has a view of the portrait and finds that her new friends
Avantika has features remarkable similar to Vasavadatta. Padmavati
observes that Udayana’s portrait also wonderful likeness and concludes
Vasavadatta’s picture to be also similarly exicuted just then enters
the portress to say that the Brahmin from Ujjayini has come reclaim
his deposit. The Brahmin is asked to be ushered in, and Padmavati is
sent to bring in Avantika. The nurse of Vasavadatta however recognises
her, and Yaugandharayana also entered there and revealed all story
and asks for pardon of his master for his trcason in concealing the
queen. Padmavati pays her homage to Va'savadalta.Yaugandharziyapa
explains of his main object in the whole scheme to be “ the saving of
Kausambi”, and also tells that Rumanvan and all know of this. The
king then decided to go with Padmavati to convey the happy tidings
of the recovery of Vasavadatta to Mahasena and queen
Angaravati.With the usual Bharatavakya the play comes to a happy

ending.

CARUDATTA

This is an incomplete play containing four acts. It was left
unfinished owing to the death of Bhasa, it may be assumed. The
famous play Mrccakadika,of Sudraka, is a further devolopment of

this play. It completes the story upto the reprieve of Carudatta who
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had been condemned to death on a triumphed-upcharge of the murder
of Vasanthasena.

The play begins abruptly without any sort of benedictory
stanzas.

The place of action is Ujjain. The stage manager is tired and
hungry due to his morning walk. But his wife jestingly said that every
thing was rcady in the market. And then tells him of her new Vrata
called ‘Abhirupapati’ and asks him to invite a Brahmin for dinner. He
goes out and sees Maitreya the friend of the hero and invites him to a
dinner. But Maitréya declines the invitation and goes to Carudatta’s
house, who is now reduced to poverty and alonc.

From the other side of the stage is introduced the courtesan
Vasantasena, pursued by Sakara the brother in-law of the king, and
Vita, his attendent. It is night and pitch dark, the street 1s deserted,
and both the men declare their intention of kidnapping her. She protects
herself along the wall in darkness for the door of the Carudatta’s
house. At this movement the hero sends out his maid Radhinaka to
offer oblations to the mother godesses at the cross roads, and Maitréya
accompanies her with a lamp. No sooner do they open the door than
the courtesan puts out the lamp, effects her entry into the house and
stands in a corner in the front of the hero. Carudatta takes Vasantasena
for his maid and asks her to carry his garment inside, Maitreya delivers
the message of Sakara, and Vasantasena comes forward and claims
protection. Mutual apologies follow between lovers. Starting that she

was persuded for the sake of her ornaments, Vasantasena deposits
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them with the hero. The hero then asks Maitreya to escort the
courtesan home without any lamp as the moon had by then flooded
the street with her light.

Vasantaséna talks to a maid about her deep love with poor
Brahmin Carudatta. And that in order to make him easy of approach
to her without impairing his self-respect, she has deposited her
ornaments with him. Suddenly a shamapoocr rushes in and asks for
protection from his creditor. He tells Vasantasena that he was born at
Pétalfputra and had to earn his livelihood at Ujjain as a shampooer.
He served with a rich man, but was at the time unemployed owing to
the changed circumstances of his master. Then he took gambling for
his living. He had lost ten gold coins therein, and was being persued
by the master of the gambling house. It transpires that his master was
none else than the courtesan’s lover, Carudatta. she then pays off the
dues of the shampooer who requests her to kecp him in employment;
but she cleverly puts him off.

Some noise is then heard from outside and Karnapuraka, a page
of Vasantasena, rushes with the story of his Valour, in saving a monk
from the clutches of a mad elephant, and says that his mistress had
missed the sight. The whole crowed cheered him, but none save a
noble person thought of rewarding him. The noble man felt for his
ornaments, but finding none leaved a sigh, and presented his upper
garment to him in appreciation of his bravery. The page did not know

the name of the person. The courtesan and her maid go to the balcony



68

of the house to have a glimpse of the benefactor who proves to be
Carudatta.

Sujjalaka a Brahmin thief stole the ornaments from Carudatta’s
house. On knowing the theft his wife sacrifies her pearl-neck-lace in
order that it may be used as compensation for the loss suffered by the
courtesan, under the guise of a gift to a Brahmin. The hero is deeply
touched. feels much greeved to accept such a help from his wife but
seeing that his refusal, will pain her a good deal, he accepts it and
says that the necklace is not the value of the ornaments but of the
trust with which the courtesan had deposited her valuables despatches
Maitreya to Vasantaséna with the pearl necklace.

The next scene opens with the love-lorn Vasantaséna and her
maid with a picture board and engaged in painting the figure of
Carudatta. The maid finds the picturre quite life-like and compliments
her lady’s lover as occupied incarnate. Sajjalaka the thief, then makes
his entry and states that he needs money to buy freedom for his beloved
Madanika. He places his stolen ornaments which both the ladies
recognise as belonging to Vasantasena. He further tells Madanika about
his crime . She advises him to approach Vasantasena and return the
jewellery in the name of Carudatta.

He is wonder-struck at the royal mansion of Vasantasena who
greets him and pays him all respects. Then he delivers the pearl
necklace to Vasantasena. Madanika then enters saying that a messenger
from Carudatta has arrived. The messenger is duely recieved and he

gives the ornaments to Vasantaséna stating that Carudatta returned
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them as his house was unsafe. She asks Sujjalaka to give them back
to Carudatta, which he declins to do; so Vasantaséna says he must
have stolen them from Carudatta. This greatly unnerves the burglar.

Then Vasantasena orders a carriage to be made ready and calls
her maid Madanika. The maid is loaded with ornaments from
Vasantaséna. Vasantasena lovingly embraces Madanika and places her
hand in that of her burglar lover, asking him to marry his beloved as
she was now rendered ;\rya.

After the couple had left, Vasantasena calls another maid and
tells her everything wondering as if all that was a day-dream. The
maid replies that an Amr.taﬁkaNzitaka had been staged as it were.
Vasantasena then prepares to visit to Carudatta with the necklace.
But finds the sky overcast with clouds threatening a storm. This makes
her impatient and she at once proceeds to her lover.The play abruptly

ends here.
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CARUDATTA AND MRCCAKATIKA

A lot of articles and books are available about the connection
of Carudatta with Mrccakatika. According to Panday, Bhasa was the
Court poet of Sudraka; he started composing the play but died before
its completion. After his death his patron Pulumadyi; completed the
play adding the political episode and a romantic theme!.

Bhaktisudha Mukhopadhyaya says that the Mrccakatika ful-
fils almost all conditions of a prakarana and adds, “ if the Mrccakatika
is a prakarana it cannot be assumed to have borrowed its plot and text
from the Carudatta; and Indian litarary tradition has all along
characterised it as a prakarana. Hence the Bhasite theory of amplifi-
cations cannot
stand 2

According to Sharma Mrccakatika is an enlargement of the
Carudatta

The relation of Mrccakatika with Carudatta is so close that it
precludes all possibility of independent origin. The two logical hy-
potheses can there for be that either onc of the plays has directly
formed the basis of the other, or both of them arc to be traced to a
common source. All regards the first, whether Carudatta which is

adimtedly an incomplete play in four acts in an abridgement of
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t
Mr.Chakaika for stage purpose or it is an elaborate amplification of

Carudatta. Following are in support of the first veiw.

Earlier rhetoricians like Vamanan and Abhinavagupta were
acqauinted with Mrpcakatia, rather than with Carudatta. The citation
of Vamana, “Daivamhi nama purusasya Shimhasanam Rajyam” oc-
curs in Mrccakatika, Similarly while speaking of Slesa Vamana says
that it is to be greatly found in the works composed bySudraka and
others.* ‘

Several verses and sentences inCarudattam are either literally
transcribed, or are made to undergo but slight alteration in
Mrccakatika.

A verse in the first act of Carduatta runs thus-
“Ya‘salp bahirbhavati madg.rhadehaéi.nax.n
hamsaiSca sarasaganai$ca vibhaktapuspah
tasyevapurvabalirudhaya vankurasu
b}j anjalih patatik?tamukhz;valiallal}”

In Mrpcakatika
Ya%ambalilg sapadimathggahadehalfnam
hamsaisca sarasaganaiscaviluptapurvah
tasyeva samprati virudha trnarigurasu
b-ijalijalih.patatiki§amukha‘vali-dhal}”

In the third act ofCarudattam the sloka.
Ma’rjarah. plavane V(kopa§aranénesvenagghalokane.

Nidrasuptamanusyaviryatulane samsarpane pannagah.
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Mefyavarnasarirabhedakaran_e vagdjesa bhasanthare
dipbratris_u sahkate ca timiram vayahsthate_naurj ale.
The third act of Mrccakatika also contains a sloka corresponding to it.
Marjarah kiramanemrgah prasaranFSvenbg{halun'éanE.
“Suptésuptamanu.syasviryatulané’ Svatarpane pannagah,
Mayarlipaisar;ravesaracanévaédesﬁ-bhasantaré
Di‘p()ratris.u sankatesu dudumo sthale naurjale”.

Several verses and sentences like these can be easily pointed out.
Again , the plot in both the plays centres round Carudatta, It thus
follows that one should be the basis of the other.The simile
“Asalpuru§as'év6va” is morc appopriatc and natural in its context in
the Mr-ccakatika, while it is mearly a rhetorical in Carudatam .The
theory fails account for the following facts, that there are certain pas-
sages illCdrdallaql which do not occur in Mr_ccakalikax_u, the author
of Carudattam makes no reference to the political revolution at
Ujjaini.If the author of Carudattam were later, he could not avoid all
references to this important by - plot.

The main differences are in technique, Pr'akr‘ta, versification
and dramatic incidents technique. The two main differences are that
the usual nandi is missing in both the M.S.S. of the Carudatta and the
name of the play wright is not given in the sthapana, The Mrpchakatika
has both nandi as well as the name of the playwright in its prologue.

The versification of Mr‘cchakatika is generally better than the

Carudattam as in Carudattam - “Yathandakaradivadipadarsanam.”
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Mrcchakatika - Ghanandhakara-divaiparsanam®

Carudattam - ‘Klinnakharjurapandu’

Mrcchakatika - “Kaminigandapandu”

Th;ase instances can be multiplied.

They show that Mrcchakatika must have been composed later.

Dramatic incident - The above conclusion is again corroborted
by difference in dramatic incident. The plot of M{chakatika is for more
skilful.

The chief point to be noticed is that some of the discripancies
of Carudattam have been avoided in M{chakatika. Carudattam men-
tions the late rising of moon in the cvening of the 6th of a fortnight
two days after it mention the setting of moon at midnight . This is an
erroneous discription which Mrcchakatika has rightly corrected. It
would be difficult to believe that an accurate discription was changed
into an erroneous one as a result of an abridgement for dramatic pur-
pose.

The conclusion therefore is that M{ccakatika is a delibarate

amplification of Carudattam.

AVIMARAKA:-

The play gets its name from hero who is called Avimara though
his name was Visnuséna, because of his being the killer of the demon
who had assumed the form of a goat'

The stage manager recites the benedictory stanza in praise of
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Nérayan}a and calls his wife, expresses a desire to go with him to the
public garden for some religious functions. That very moment it is
learnt that the princess was in the garden that the elephant was in rut.
So the stage manager tells his wife to wait there till the princess left
the garden as sentries were placed all around. Then they both leave
the stage.

The main scene opens with the king Kuntibhoaja entering with
his retinue. He has always in search of a suitable match for his daugh-
ter. Some noise is heard behind the Curtain and the queen feel anx-
ious about her daughter who had gone to the public park. Kaunjayana,
the minister enters the stage dilating on the worrics and dangers of
his king and queen. He tells about the incident that mad elephant rush-
ing towards the charriot of the princess and of her rescue at the hands
of some unknown youth. Who is then attacked by the elephant. He
tells the Bhutika arrived on the spot in the meanwhile and the princes
was immediately rushed out to the palace, On enquiries, Kunjayana
learns that the unknown youth proclaims himself to be a low caste
person, at which the queen remarks that a low born person cannot
have such a compassionate nature. The person is cancealling his
identity, After resucing the princess. The youth at once left the place.
Bhutika managed to tic down the elephant in its stable and proceeded
to the residence of the youth. He informs the king that he learnt also
was quite noble and royal in appearance.

The king was informed by Butika about the disappearance of

Sauv}raréja and his son from their kingdom. The ministers rule there
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and no one is granted to enter the royal palace the king order further
investigations in this matter also and asks what message should be
sent to the ambassoder from kasiraja. Kaunjayana says that the
ambassader should be honoured and the decision should be postponed.
The king has further to console kurarigi and meet his subjects?

At first sight Avimaraka fall in deep love with kurangi. Kurangi
also is in similar plight and her nursc and the maid Nalinika after
knowing her love lorn condition decide to visit the young man’s resi-
dence. On their way a divine voice tells them of the youth being of
high noble birth, and that encouranges them in their mission. They
informed kurarigis pitiable condition and invited him to Kanyapura in
disguise at night, to save the life of the princes. He learns the details
of the Kanyapura, the guard placed there etc. from them. They give
him a ring to covince him of their bonafides. He asks them to wait for
him at midnight. Avimaraka tells all to his friend Vidusaka and asks
for his consent. Anyhow he allows Avimaraka to go with the help of
Nalinika. Avimaraka entered in the kanyapura and stayed in the apart-
ment of the princes for a ycar. The king camec to know of the presence
of the same youth in the kanyapura prasada. The king stiffened the
guard and restricted and prohibited the entrances to the apartments of
the princess goes out to kanyapura and trics to commit suicide. On
that time escaped by a Vidhyadhara. Vidhyadhara gave a magnificient
ring to him, which helps to make him invisible when the ring is worn.
by the help of that Avimaraka entered into the palace of khurangi;

and lived with her secretly.
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Kuntibhoja likes to give kurangi in marriage to Visnuséna, the
son of Sauvraraja who was the brother in low of Kuntibhoja. But
there were no reports about them for a year. So he makes arrange-
ments for kuranigi’s marriage with kasiraja’s son and the marriage
party arrived in the capital of Kuntibhoja. On the day this arrival
kuntibhoja learns from the ministers of king Sauv—iraraja that thair
master with his family had been staying sccret in Vairantya for the
last one year. Kuntibhoja makes investigations through the secret
service and get last succesful in finding him out. Sauviraraja tells them
the details of the curse which the great sage Candabhargava had
pronounced on him and loss of their son. Sauviraraja was to live like
a Candala for one year according to the curse. Then the story is told
how prince Vignuséna came to be called Avimaraka. On this time
Narada entered and said them that Avimaraka staying in the same
palace with Kuraiigi. So accept it as a Gandharva and for the sake of
kings words with Kasiraja given in marriage the younger daughter
Sumitra with Jayavarman and explain about the devine origin of
Avimaraka. The king accepts Narada’s words and thus ends the drama
with happiness. The main story has been taken by the poet from the
folklore of his days which was after words recorded in the kathasarit
Sagara. We find that the poet has affected some changes and added
some particulars. The ring incidents is of course the creation of poet
and it enables him to make a popular appeal by recourse to magic in
which the public belive in these days®.

We get much information about the courtlife, the duties of the
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king and the heavy responsibilities of the ministers. The lyingout of
the cities as also of the market place, residence etc. in different quar-
ters, gaming house, the cityguard etc. tell us about the life of those

days “.

BALACARITA -

This is a five act play regarding the early life of Krsna who
was born to kill kamsa. The prelude begins with the fall of showers
of blossomes and the sound celestial instrument at the birth of Krsna
in kamasa’s prison Mathura. The first act begins with Narada coming
and proclaiming that he finds no jog in heaven which is without any
quarrels, the last fight between gods and demons having ended long
ago. He says that he has therefore come to the world to see Narayana,
the Loard of the universe, born as a child by his own inherent power
magic, to kill Kamsa.

When the child is born, every body in Mathura is asleep.
Vasudeva decided to take the child to a safety place at once. He
takes it and goes away with it, the prison door opening it self and the
centries remaining fast asleep. He came out of Mathura, the dark-
ness is terrible. Suddenly he sees a powerful light coming from the
baby and he proceeds with the help of that light. He arrives at the
banks of Yamuna. The river makes way for him by parting of the wa-
ter. He cross the river and goes under a banyan tree. mean while his

friend Nandagopa came there with a dead body of a baby girl. At the
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sound of his voice, Vasudeva calls out to his friend Nandagopa by
name, but the latter feels afraid lest some Raksasa or ghost be call-
ing him Nandagopa later recognises Vasudeva and formal greeting
pass between the two. On Vasudéva pressing Nanda to tell them truth,
he informs Vasudeva of the death of his new born child and his com-
ing along with the child without the knowledge of his wife YeSoda in
order not to worry his tribesmen, in vicw of the Indra Yajha festival
the next day, After some parsuation and reminding of the previous
obligations Nandagdpa agrees to keep Vasudev’s child with him. The
five divine weapons and Gardua appcars on the stage, pay their hom-
age to the Loard, and decidced to be born in Gokul in the guise of
herdsmen. Nandagopa sets out to go back. Vasudeva also thinks of
returning to Mathura when he hears a cry which later proves to be
that of the baby which was not really dead. So he takes up the baby,
he enters the prison walls with the intension of telling everything to
Devaki and consoling her.

The act 1I™ opens in the palaccs of Kamsa, he having a bad
terrible dream. Kamsa consult with astrologer through Balaki and un-
derstood from that the dream singifies the birth of a divine being.
Then Kamsa brings the baby from Devaki and dashes the girl against
the Kamsa stone. The child burst in to two. One half falls to the ground
and the other rises in to the sky, transformed into Goddess, Kartyayani
with her weapons and proclaims, “bewarc Kamsa! tyrant, your days
are numbered”. Kamsa goes into his palace. Kamsa then to proposes

to perform Santi on a grand scale in order to drive away the evil ef-
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fects of bad omens, vision, etc.

The interlude informs us of some of the feats of Kr_spp since
his stay in Gokul. Which signalised an increase in the happiness of
the herdsman; freedom from disease in the cattle, and the appearance
of flowers and fruits everywhere. The killing of Puthana by sucking
her blood; killing Sakata by a single kick, thanking of the demons
Yamala and Arjuna standing in the form of trces by passing the
mortar to which he was tied by his mother between them and thus
smashing the trees to pieces. Killing Dhanuka, K&si, etc. The scene
appears with the aged cow hard and a number of Gopas and maidens.
When Damodara enter, Sankars_an;a and young Gopis engage in
Hallisaka, the oldman being content with witnessing the frolic. Same
time offer it, it is learnt that demon named Aristarsabha has entered
the palace. Damodara killed the demon . On that time Krsna informed
that Sankargaqa has gone to Yamuna on hearing that Kdliya has came
up there Damodera replied that he himself is going to suppress pride
of the Kaliya.

Damodara plays the Hallisaka dance on Kaliyas body and col-
lect flowers from the trees. Kﬁljya trics to resist but comes to know
the divinity of Damodara when he finds the fiery poison emitted by
him quite impotant to kill the boy (Damodara) Kaliya then craves for
the mercy of the Loard. Damddara orders him to leave the waters of
them Yamuna saying that Garuda would no longer trouble him an ac-
count of the divine foot prints on Kaliyas body. Kaliya withdraws his

poison and rctires {from the pool with his rctinue. Damodara offers



80

the flowers to the Gopis. A message from kamsa comes withnews of
the celibration of the Dhanurmha festival at Mathura and asks
Damodara to attend the ceremony with his followers. In the view of
the Kamsavaadhah Damodara and Sankarsana agree to start for
Mathura.

Kamsa is waiting for the arrival of Damodara and Sankarsana
and arranged wrestlers to kill them and to see this he scated on the
balcony. Damodara attacked the washerman and got clothes and killed
the elephant utpalépfda sent against him, After entering the main
streets, Damodara took the scents and perfumes from the hand of the
hunch-backed Madanika, anointed his body with them and then made
her body straight by massaging. He further got flowers from the florish
and decorated himself with them. Then proceeded towards the
armoury, killed the keeper and broke the bow kept there. Then
Damodara and Sankarsna killed the Canura and Mustika. Then
Damodara ascends the mansion, catches Kamsa by the head and strikes
him down dead. Kamsa’s army get ready to fighit with Damodara and
Sankarsana. Sapkars.a.na goes out to meet the army. But Vasudeva
enters and informs the citizens of Mathura that both the youths are
his own sons. Damodara and Sankarsana make their salutations to
their father and he blesses them. The old king Ugrasena is ordered to
be released from prison and is crowned the king of Mathura. At the
end Narada appears there and identifies Damddara with Narayana,
pays his respects to the Lord and goes back to hecavens. Thus the play

ends.
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YAJNAPHALAM:-

An anonymous drama named Yajnaphalam published in July
1941 by Raja Vaidya J ivarama Kgl_ida'sa Sastri known as Acarya Sri.
Caranatirtha Maharaja, is ascribed to Bhasa. The text of the
Yajriaphalam was based on two MSS in Dévanagari, which formed
part of the collection acquired by the Rajavaidya in about 1924, from
Banaras, Surat and some places in the Panjab. The MSS did not men-
tion the name of the author either in the prologue or at the end.

The title of the play Yajnaphalam.A refers to as many as three
different Yajnaphalas. The first is the Yajnaphala of Dasaratha in the
form of the birth of sons. The second is that of Visvamitra in the
form of peace to all living being in the hermitage consequent on Rama’s
killing Subahu and Marica’s flight in fright. The third is that of
Janaka in the form of the marriages of the Ayodhya princes Rama,
Laksmana etc. respectively with Sita, Urmila etc. It may be observed
in this connection that the Abhisﬁka also refers to three coronations-
of Rama, Sugriva, and Bibhis.an.a.

The play is divided in to seven acts and deals with the early
life of Rama upto his marriage with Sita. In the first act, the Vidﬁ§aka
supplies some humour, offer which enters Dasarata who has obtained
sons by the efficacious performance of sacrifice, worying over the
education of his princes, dispite his victories, performance of sacri-
fices and protection of the subjects and the Brahmanas. He holds con-

ference with Sumantra. Massages come from the three queens desir-
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ous of secing the king, seeking priority, to which the king replies that
he would accord the same treatment to all and recive them all simul-
taneously. The king then rises to retire as it was evening.

The next act tells us that conference is to take place in the
Grih_smédy{ma for discussion of installing Rama as crown princes, The
king opens the topic of coronation with the queens, in the course of
which, we are refered to different view points regarding inheritance
according to semniority of age or greatness of merit. The king tactfully
handles the subject by first speaking of equal division of the king-
dom, and finally the queens give their consent to the coronation of
Rama. Kaikeyi displays nobility of character. The queens then de-
part, Sumaiitra speaks of Vasistas message to arrange for the educa-
tion of Rama. A spy informs that Ravana has madc for Ayodhya in
disguise. Dasaratha then leaves thinking about the steps to be taken
to thwart Ravana.

In the interlude to the next act, we are told that two Gandharvas
have been sent by Indra to save Rama from Révan'a in disguise. Then
enter Révang and Visvamitra, both invisible by maya. The intention of
taking Rama for the protection of his sacrifice. Both however, see
each other, and find that the other also has been seen. Then enter the
four princes and try to test their knowledge of archery, Bharata,
Laksmana and Satrugna have shown their skills, watched by Ravana
and Visvamitra, but Ramas attempts spoiled (interruepted) twice by
Ravana and Visvamitra. Rama then declars that he would use

;\gnéya'stra, at which the terrified Ravana goes away followed by
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Visvamitra. Rama again aims his bow, but is prevented by the entry of
Vasistha, who tells all of the arrival of Visvamitra and Ravana, and
advises them to pay respects to Visvamitra when they see him the
next day.

in Act 1V Visvamitra cnicred the palace and all pay their re-
spects to him, and he enquires about the adventure of the princes and
tests their knowledge. Then Viswamitra taught Rama about the Jrm
bhakastra and the Brahmastra, which are known to ViSvamitra only.
And also for the protection of the sacrifice from the Rékgasﬁs,
Visvamitra asks that Rama be sent with him. After consulting with
Vasista Dasaratha agrees to send Rama and Lakshmana with
Visvamitra.

The interlude to act V" informs us of the successful termina-
tion of Visvamitras sacrifice. As the conscquences of the death of
Subahu and the flight of Marica at Ramas hands, people could move
about freely in the hermitage. Then enters Visvamitra along with Rama
and Laksmana. In their talk Visvamitra states that Rama would win
the battle with Ravana. ViSvamitra intcnds to give them a first hand
knowledge of pastoral life by taking them out for a walk. At the
suggession of Visvamitra, Rama and Laksmana decided to attend
Janaka’s sacrifice.

In Act VI Rama has fallen in love with Sita. Rama is over
joyed at overhearing that Sita has also fallen in love with Rama, and
later comes to know that she was to be given in marriage to him who

would bend the bow of Siva. Janaka spcaks to Sita about her approach-
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ing marriage, and then leaves to meet ViSvamitra.

The last act opens with the complction of Janaka’s sacrifices
at the court of Janaka, with Dasaratha and his sons, Visvamitra,
Vasistta, Satananda and others. Janaka tells the assembly that he has
gi-vcn Sita in marriage to Rama, and his nieces to the other princes
and asks for the sanction of the assembly which they readily give.
Dasaratha, Visvamitra, Vasistha and Satanada express their joy and
happiness at the marriages. Then enters angry Parasurama and all pay
respects to him. Parasurama gives his bow to Rama for bending, but
sees the divinity in him, feels gratified, and offers him his bow re-
spectfully, Gods come to felicitate the princes and their brides.

The prayers for the protection of the earth by Rajasimha comes
at the end.

Considering the Yajnaphalam in the context of Bhasa, we find
that Bana’s statcment “ Sutradharakrtarambhaih” ctc. can shown to
be applicable to the former; for it is begun by the Sutradhara; it has a
large number of character viz 45 and they coms from various walks
of life; there are many pataka’s such as as Dasarathas conference
with the queens, Réva{lés foiling the astras of Rama, Visvamitras sac-
rifice etc. and there is pure, holy atmosphere in the Yajna compa-
rable to temples. Jayadevas description of Bhasa as the laghter of
poetry” (Bhaso hasah) can also be suitably applied to the Yajna as
there is humour supplied by the Vidﬁgaka and the palace singers.

The Yajna has the same structure features as the Bhasa plays

in that it opens with the stage direction ‘Nandyande’ etc. After which
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the Sutradhara recites the maigala sloka containing the mudralankara
(as in the svapna, pratijiia, paficaratra and pratima); the prologue is
brief, with no reference to the name of the author or the works. The
epilogue contains the main events of the normal Bhasa epilogue.

The other similaritics, so far as dramatic techique, ideas and
expression ete. arc concerned, are the following.

Niskramya PraviSya, which has been observed as a feature of
Bhasa, is found also in the Yajna(P.31,55)

Karna (évamiva) which occurs in the Yajna (P.193) finds its
perallels in the svapna P.89, Pratijia. P.17.71 and Carudatta P.38.76.

There is almost an identity of expression in stating the prin-
ciple duties of kings as told Yajiia, and Pancaratra, Avimdraka, and
Karnabhara, with the uttarance of Dasaratha in the Yajha may be com-
pared the Pratijna and Avimaraka. The statement Evamavirjnanati
Daivatanyabhi bhfyanlc ( Yaj. P.94) finds its parallel in the svapna
(p-10).

Evamavitjnanati Devetanyabhihuyanté. The similes wherein are
brought dvipa, kesari and the vediclore in the Yajna, as also the ex-
pression that age has nothing to do with valour, are reminiscent of
similar ones from the Bhasa plays.

Vijaya is the name of Pratihari in the Yajna, in common with
the Svapna. Pratima, Pratijia and Abhiseka.

After a carcful study of the prakrits of the Svapna and Yajna
on the basis of Vararucis grammer, ‘Rahurkar’ finds that “the Prakrita

in both thesc dramas came from the same pen, and he makes out a
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prima facie case for Bhasa’s authorship of the Yajna. Kavi, however,
states that in contrast to the thirteen dramas which employ pure
“SauraSeni and occasionaly Magadhi, the Yajna has its Sauraseni
some what un naturel and mostly mixed with Maghadi. Further the
only prakrit verse in the Yajna which may be a new matravrtta un-
known to Pingala, Virahanga, and Svayambhu, does not fitin any class
of prakrit prosody.

But in the conclusion the present writer belive that it is not the
work of Bhasa. After the time of kalidasa, and prehapps after Dandin
and ‘Saktibhadra. In Yajha Dasaratha makes the Rama’s coronation
with queens’ consent including kaikey’s but in pratijina kaikeyi stopped
coronation by demand for Sulka. And most of the historics of sanskrit
literature and works on sanskrit drama are silent about the

Yajnaphalam.

1. Bhasa a study .P.190. ADP.

2. D.V. Act. 1. V. 24. P.448. BNC.CRD.

3. M.M.T.G.Sastri, TSS.NO.22 Preface woolner and sarup, Thir-
teen Tvm. Plays. Volume.2.P.32

4. Bhasa P.24, A.S.P. Ayyar.

5 Karnabharam. V.22. P.485. BNC.CRD.

6 Bhasa a study P.204. ADP.

7. B.B. P.16 (Kavalam). K.N.P.

8.  TSS.No.22 Preface. M.M.T.G.Sastri.
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P.197 Bhasa a study ADP.
9. Ghatotkaca-Santam papam-Raksasébhyopibhavantah, eva
kruratarah. Kutah-
Natu Jatugrhe suptanbhratrn dahanti nisa carah
Sirasinatatha bhratuh patnim sprsantnisacarah
na ca sutavadham sakhye kartum smaranti niSaca rah
vikrta vapusopyugracara gh.rna na tu varjita
Dugh V.47. P.472 -473. BNC. CRD.
10. Bhimam gadam ksipati garjati valgamanah
sighram bhujam harati tasya kr.tam bhinatti
carimgatim pracarati praharatyabhiksnam
siksanvito (Samsiksito) narapatir balavamstu Bh}mal}.
Ub-v.19.p.494 BNC. CRD
11. Duryodhana-

Tvat padayornipatitam patitasya bhuma-

) - S 3

vairam ca vigrahakathasca vayam ca nastah

UB.V.31. P.497. BNC.CRD.
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UB.V. 50
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-
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UB. V. 54. P. 505 BNC. CRD.

P.203. Bhasa a study. ADP.

P.208 Bhasa a study ADP.

Mamahi pitrbhirasya prastuto jnati bhéda-

stadiha mayi tu doso vaktrbhih pétani}al}-

Atha ca mama sa putrah pandavanam tu pascat

sati ca kulavirodhe naparadhyanti b'a.1a1_1
Panc. V. 4. Act. 111

Atity a bandhunavalarighya mitra

nyacaryamagacchati sisyadosah

balam hyapatyam gurave pradatu-

rnaiva paradhosti piturnamatush.
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Pratima. Act. VI V 13. P.308 BNC CRD.
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Pratyjna Act. II. V. 4.
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)

SOCIETY AS DEPICTED IN BHASA’S
" WORKS

If we examine the litcrary history of India from then vedic time
onwards we can find out the various aspects of the gradual and con-
tinuous social changes. This aspects can be more traced out from the
dramatic literature since drama is a reconstruction our life itself. When
the themes of drama are more related to the folklore
literature,sociological developments and the structure of the society
can be explored. In each of the parvas of great epic Mahabharata the
picture of the social life is capable to giving us an insight even in to
the naturc of the socicty of back centurics.

Bhasa has given a varried picture of the then prevailing society
in in his drama, Kings, queens, chamberlaines, Bhramins, Attenders,
Ministers, Common men etc; have been characterised by this great
dramatist in his various plays. Village life as well as city life is seen
portraited by him.

A detailed cross examination of the sociological aspects in the
plays of Bhasa is highly necessary and that will open new eras in the
ancient Indian society, cultural etc. As pointed out by Hippolyte Taine!,

a great scholar and critic of drama. “Benecth the shell was an animal
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and behind the document was a man”. was his famous diction. “If the
theatre causes me to think about certain problems, a habit is formed
which is extremely useful in life if these problems closely concern
humanity. The theatre which stimulates thought not only leads us to
sympathise with the weak and unfortunate but also to consider the
ways and means of helping them, and such a reflection is step to-
wards participating in human affairs.

Here the present writer is trying to explore the details.

The sociological conditions of different epochs in India present
many striking similarities; on the contrary, India being a vast expanse
of land containing peoples of various races and religious since the
ancient times, diversities are found in the sociological conditions in a
single period between different provinces. It cannot be denied, never-
theless, that there are some peculiar characteristics of a particular
period that are not to be found in subsequent or earlier epochs, and
which, therefore, may rightly be called the distinguishing features of
that period.

We get some information from Bhasa’s drama about the
varnasramadharmas Brahma, Kastriya, VaiSya and Sudras and
Caridalas. All were intent entering their own duties. Most of the per-
sons followed the scriptures in connection with the specific
proffessions or trades to be followed by them, and also a very few

number contravened the rules.?
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The different classes are known according to their occupations,
such as the clergy, the nobles, the laborer etc.

Brahmins were the superior class,Kastriya ruler, Vaisya traders
and agriculturists, Sudras were the working class, Candala’s were not
subject to the rules of the caste system. They lived outside the city
beyond the cremation grounds® Man’s position in later days was
determined by the caste in which he was born and not by his intrinsic
merit or character*

With regard to the occupation of these different castes, they
were more or less fixed. It was the duty of the Brahmanas to study
and teach the vedas, to perform sacrifices and officiate at sacrifices,
to give charity and receive gifts. The kastriya took to himself the
protection of the people, charity, perform of sacrifices, study and non
attachment to pleasurc. The VaiSya’s engaged themselves in cattle
rearing, agriculture, charity, performances of sacrifices, study, trade
and money lending. The only duty of Sudras was to serve the people
of the three higher castes ° under no circumstances were the lower
orders to do the functions of the higher ones. It was taken to be the
prime duty of the king to see the four castes engaged themselves in
their respective occupations as prescribed for them at the period of

Arthasastra®

The four castes are distinctly mentioned in Bhasa’s plays’.
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Castes seem to have been based only on birth at the time, and not on
occupations or qualities as in the early vedic age. Those that were
born of the Brahmanas were known as such, while those of the ksatriya
parentase were known as the ksatriya®.

The Brahmana’s deserve to be treated first on account of the
importance attached to them and also as account of the numerous ref-
erences attached them in the plays. The sacred thread, is badge and a
distinguishing mark of the Brélnnaqas". Yatxidpavita in those days was
not a merely a thread but a piece of cloth'®. The utterence of a
Brahmana received immensc weight, even untrue statements emanat-
ing from him were regarded a true, and he was never to be contra-
dicted!!. The specch or request of a Brahmina commanded implict
obedience '2. The Br‘ahmaqa’s also were equally confident of having
never uttered false hood". The curse of a Brahmana was sure to bring
calamity. The king of the Sauviras voluntarily underwent exile and
Caridalahood with his family, to bring about the fulfillment of the curse
that a Brahmana pronounced. Kaikeéyi in the Pratima shared all the
disgrace and misery simply to cause the curse to her husband to
fruitify". To save the life of a Brahmana by giving up one’s body was
very highly thought of ¢,

That Brahmanas were exempt from the capital punishment
inspite of any offence committed by them raises an interesting point'’.

In the days of the poct, the Brahmanas were proficient in all vedas
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and védangds, the dharmasastra, Arthasastra, Yogasastra,
Nyayasastra, Sradhakalpa etc'®. Inspite of an allround spread of edu-
cation in traditional lore among the Brahmanas, the custodians of vedic

learning, a thoroughly ignorant Brahmana was not a rarity.

KSATRIYAS

Ksatriya occupied a very high position next to the Brahmanas.
They held the Brahmanas in high esteem, and the protection of their
subject was the main duty assigned to them,!®. The king, who gener-
ally came from the Ksatriyas, was to see that the subjects followed
the rules according to their castes and orders. He was not to intro-
duce any violent changes in the rules, and simply upheld the old laws
and customs?. The ksatriyas looked upon all persons or their own

sons?. their wealth depended on their bravery.?
VAISYAS

VaiSyas were travelling in foreign countries for trade and tak-
ing a circuitous way for fear of thieves 2 . a glimpse into the life of
the hardsman who tended cattle is to be had from the Balacarita and

the Pancaratra  Cows to them were as mothers and Goddesses, their
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first duty on getting up was to bow to those cow-mothers. Among
persons following different trades we find references to florists, paint-

ers, washermen, shampooers, etc.
SUDRAS

The Sundras were referred to in the Pratima and the Pancaratra un-
touchability was observed in those days atleast in so far as religious
functions were concerned. It was illegal for a Sudra to study the védas
and to offer the mantras;hence the Sundras worshiped the deit’es and
made their obeicance to them without chanting any mantras ?°. Inter
caste marriage were not prohibited in ancient India , and hence in
course of time, mixed castes a rose as the result of anuloma and

pratiloma marrriages®.

CANDALAS

Even the sight of a Candala’s polluted the caste people. Their
residences were outside the city. beyond the cremation grounds ?” .
They were looked upon as incapable of having feelings of sympathy

, mercy, good speech , fine form, valour and strength.
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MARRIAGE LAWS AND CUSTOMS

In Bhasa’s plays we find the marriages exemplifying the fol-
lowing forms, Brahma, Ksatra, Gandhar}x, Raksasa, and Asura. The
marriage between Padmavati and Vatsaraja in the Swapnavasava datta
was in the most form Brahma, since king DarSaka , brother of
Padmavati himself offered the hand of his sister to Vatsaraja ?® . The
marriage between prince Jayavarman and Sumitra belongs to the Ksatra
form ¥ . Between Avimaraka and kurarigi, the gandharva form .
Udayana with Vasavadatta under the Gandharva ¥. It may however
also be taken to come under the Réks_asa form as Vasavadatta was
forcibly captured by Udayana. The marriage between Dasaratha and
kaikeyi in the form of Asura®, The relation between Sajjalaka and

Madanika, Carudatta and Vdsantasena, suggests Anuloma marriages.

BRAHMA AND KSATRA MARRIAGE:-

For a regular marriage between the Ksatriyas envoys and preists
uscd to be sent to the father of the bride. Marriages were contracted
after considering and examining the problems, from various aspects.
The main factor in the view of the brides father was the family of the

bridegroom evidently for the sake of according with the rules of

cndogomy
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The brides father desired a celebrated family for the bride-
groom. The next considerations were the qualities of the head and
heart of the bridegoom. Preferences were given to one with a sympa-
thetic and soft heart. Then the beauty of physical form , not from any
inherent merit in it, but that the bride’s father was required to look to
the features of the bridegroom to save himself from the criticism of
the womanfolk onthe bride’s side. Strength and valour in a bride-
groom also counted on much , as he was required to be sufficiently
powerful to protest his bride *?, In addition to the consideration of
merits in bridegroom , the surrounding circumstances, political
expediercly and other eventualities were also taken into account®.
One golden rule about the selection of a bridegroom is stated to be
marry your daughter were there would be no cause for repentance *.

Bride’s parents consulted with each other in regard to the se-
lection of a son-in-law and not only did the mother exercise her right
in the affair., but her view carried weight with her husband. The mar-
riage of Vasavadatta and kurangi were postponed in deference to the
wishes of their mothers 3 .It appears that the brides had some voice
in the selection of their husbands *.

The marriage ceremony used to be celebrated at the house of
the bride’s father *’. A garland named kautukamala was put round her

neck by the bridegroom on an auspicious day. There was also another
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here to be employed in the garland reputed to ruin the co-wives® .
The female relatives of the bride went to receive the bridgroom who
came in a specially fashioned car ¥. Young woman who were not
windows , escorted the bridgroom to the sacred fire for the marriage
ceremony “.

There does not appear any reference to the influence of horo-
scopes and other astrological fads of which much was made in later
times in setting a marriage. The priests only looked for an auspicious
consultation on the day of marriage. The marriage ceremony was per-
formed in right royal fashion with all the pomp and glory of decora-
tions, ornaments , festivities and feasts *.

Husband and wife respect each other. The Husband was the
Lord and protector of the wife. And the wife was half of the body to
the husband*.

There were no child marriage in there days *. Polygamy was
then, a fashion among king and rich persons. Monogamy seems to be
generally prevalent among the commoners.

There is no reference to remarriages of widows and about
divorce.High ideals of the life of a husband and a wife can be seen in
the characters of Swapnavasavadatta, Prathima, and Carudatta. At-
tendance of elders,n especially the parents of the husband, also com-

prised one of the duties of his wife*. Her sole aim was the happiness
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of the husband and for the sake of ensuring it she scarifice her per-
sonal likes and dislikes. She even consented to his marriage with an-
other lady if that contributed to his good in the end®. To a
faithful, chaste and devoted wife her husband was her all, in all and
his wish or desire was her sacred code of conduct®. From the char-

acters of these plays a reader gets a good picture of perfect husband

and wives.

POSITION OF WOMEN

The culture and civilization of a period can be guaged from the
treatment accorded to women generally. In the period of Bhasa, women
were held in high respect. They wielded a considerable influence in
social and political matters. The birth of a female child was an honor
and an occation for great joy . They received instructions during the
childhood from women. They enjoyed perfect freedom at their parent’s
house. They passed their time in the company of their friends in play-
ing the game of ball and similar jolly pastimes. They also grow dif-
ferent kinds of shrubs in their gardens, and had birds etc. as their
playmaters®. The girls of high families received training in dance and
music maidens moved freely in the public without pardah, which eld-

erly women generally were®.
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The married women lived in the inner apartments of the house
(antahipura and no stranger got entry inside. Even women of ques-
tionable character *. Married women took under a number of fasts,
raligious observances (Vratas) and penance (Niyamas) and gave
daksinas to the Brahmanas for the welfare of their husbands®'.

The widows dressed themselves differently from women whose
husband were living*?. And they were not allowed to attend auspi-
cious occasions. There is no reference about the custom of sati in this
period. Only an incidentally mention can be seen in Dutaghatotkaca,
of this queen Pouravi of Duryodana expressing a desire to follow her
lord to the funeral pyre. The wearing of white garmets by the win-
dows was a custom, which continues to this day too. Women were
very fond of ornaments made of gold, jewels, diamonds and pearls.
The middle class people used silver and gold. Some women used sprout
of the Tali trec to grace the car, similar to the use of Sirisa®. The
dress of women appears to have been two pieces of clothes, one an
upper garment(Uttar}ya) and the other lower garment. The upper gar-
ment practically covered the whole body of women, and was usually
taken over the head so as to be used as a vail when necessary *.
There is no other indication of the pardha systems. The royal ladies
and courtesans also put a veil when they passed in carriages. Women

received a fair and honorable treatment in those days.
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CITY AND VILLAGE LIFE

The Bhasa plays mention some of the well-known big cities of
ancient India, and gives a fair description of Mathura, Ujjayini,
Vairantya, Kausambi etc. The enlightenment on the village life is avail-
able from the Balacarita, Pancaratra and from such other plays. High
towns Royal houses, parks, grounds, big buildings, gardens good
drainage systems, and rest houses for travellers etc. were there at
that time.

After entry in to Mathura, the capital of Kamsa, described in
Balacarita, one came across city guards mounted on elephants and
then there were the quarters of washermen. Then after a short dis-
tance along the main road, which used to be decorated by flags, ban-
ners and floral garlands and scented by agaru and sandal smoke on
festive occasions, were to be seem garland makers, florists, perfum-
ers etc. Armoury was the next important place and then the court. In
the interior of the city was a stadium where wrestling competition
and prize fighten were staged. The royalty witnessed the scene from
the royal balcony built high upon one side of the arena.

In the second act of Abhiséka, the descriptions of the palace in

Lafika, with its mansions turrets of gold parks, adorned with coral
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trees were wonderful. Each house had an inner apartment and a hall.
Therc were also public baths and drinking houses and a fleat of aerial
cars °°. Lanka had also a number of artificial Iakes, containing water,
animals, mountains with wonderful rivulets and gold mines, and pub-
lic and private gardens with trees and ever green and full of flowers
and fruits. Trikuta was one of the royal gardens among the
promadavanas. ASokavanika was another pleasure garden, a special
favorite queens Mandodari.

The description of Vairantya the capital city of kunti Bhoja
has been in the Avimaraka . The city had political building in the
market place with snow white colours on both sides of the roads.
The varandhas on the ground floor were used as shops for selling
country sugar, honey and other commodities.

The upper stories were the residential quarters, where the fash-
ionable city bred beaux and courtesans vied with each other in show-
ing themselves in their best attira, and they were to be seen walking
to and fro in the balconics of their respective quarters with a view to
see and to be scen. The courtesans followed their trade in the busi-
ness quarters of the city, possibly in the centre of the town, but they
had to reside outside®®. The public gaming house was situated at a

prominent place in the city with its own gaming laws and regulations,
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paying some revenue out of the proceeds to the states®. There were
also public squares in the cities called nagaracatuaras where bulls
dedicate-:d to duties round about freely after being symptuously fed,
and none dared touch them®. The city had also a public park where
citizens could go with their wives and make merry, but strictly guarded
and entry restricted when some royal princess visited the place with
her retinue®’. There were public rest houses where travellers could
put up for some time. And liquigshops and public drinking houses were
in some cities®.

The Candalas had to reside outside the city. The countesans
also resided outside the city, cowherds cottages were also outside®.

There were beating of the drum and proclamation to mark the
beginning and the close of the night with a view to warning the citi-
zens against moving outside during the period®.

There were also night guards and watchmen to patrol the
streets®. In spite of these precautions, thieves were not uncommon.
Thieves knew the art of house breaking very well .

The City was completely plunged in darkness during the night.
There where no lamp posts and arrangements were made for lighting
the streets. Those wandering during the night used to take lamp with
them. There were held singing and music conferences during night

which continued till very later, and men of the states of Carudatta felt
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no hesitation in attending them. 8

The residences of persons of the upper middle class, like
Carudatta were built of briks and were surrounded by gardens®. There
were quandrangular courtyards in the house, and different apartments,
each containing a number of rooms, were built, of which one was
reserved for ladicé. In the quadrangular courtyards men used to medi-
tate or meet the visitors, and the passage to the inner apartments lay
through the courtyard™. The inner apartments were quite accessible
to strangers, and persons of questionable character such as courte-
sans, were not admitted inside.

The cowhards in the Pahcaratra and the Balacarita convey to
us same idea of the pestord life of those days. Ascribing divinity to
cows and worshiping them on special occasions has been in vogue in
India since long, and was currcnt at the time of those plays. Cows are
goddesscs to the hardsmen, and the first question of their greetings
relates to the well-being of the cows; that of the relatives is asked
later on”'. The cowherds are taken to be pure by nature on account of
their life in the ghbsp. It is interesting to note that of the various meth-
ods of purification to discard pollution, only two methods, by appli-
cation of dust, and by plunging into water are referred to the Balacarita,
and the application of dust is mentioned as the usual purificatory form

for the cowherds™. Hallisaka was their special dance on the occasion
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of special festivitics. They had plenty of milk and its products, fruits,
routs etc. Their prayers arc for peace and blessings and freedom from

harm to devine cows and to their own families”.

ROYAL LIFE

We get some glimpses of the palace of a king in the Avimaraka
and the Abhiseka™. The palace was fortified on all sides by strong
and high walls and kapistrasakas were placed on the walls at differ-
ent points”. These walls, in reality long big chambers, were to con-
tain various rooms with secret passages and exists to in under ground
chambers or out side the ditch. There were also many hidden stair-
cases and mechanical devices calculated to pull down the whole struc-
ture in no time. Within the fort were the elephant stables, horse
stables, gucst houscs, artificial mountains, music halls, summer house
etc ®. The consultations chamber (Mantrasala) where the king met
his ministers and advisers to discuss important affairs of the state.
The court room (upstanagrha) where the queen also sat with the king
was near the harem (Antahpura) and was thought as always easy for
approach by thc ministers™. There was also an armoury (Ayudhagara)
where in addition to various defensive and offensive weapons, ar-

mors, and other war materials arrangements were made for keeping
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royal prisoners. There was a santigraha attached to the palace for the
performance of rites ®'.

A theatre also was housed in a separate room in the palace
where suitable dramatic pieces were stayed on special occasions®.
The princes resided in a specially guarded part of the palace known
as kanyapuraprasada®. Well tested persons were appointed in the
harem to supervise the inmates and guard the harem. Kancukiya or
kancuki, an officer in the harem is always a male. Princesses had their
own establishment of servants.

The king was generally conscious of his heavy responsibilities™.
All the actions of the king were to be on Dharma. He was defender of
the faith; he was himself to weigh the ability of his ministers. He was
to conceal his favour and frawn, was to act safely or harshly as dic-
tated by circumstances. Prescrvation of peace and sccurity in the real
in were the prime concern of the king. State affairs, therefore, were
not to neglected even for a moment.*. Kings were remembered through
the sacrifices they performed. 86. Sovereignity was held to be won
by sheer valour and strength of arms, not by begging, Heroism, how-

ever, required to be tempered by time and  space *. King, who were
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commanders in chicf of their forces, generally participated person-
ally in wars. War was a pleasure to them. Wounds received in war
were looked upon as ornaments ¥, Mantrasala was the consultation
chamber and different personages occupied different seats according
to their ranks *°. Whenever occasion arose, the opinion of the whole
assembly was taken. There were no legislative bodies of elected rep-
resentatives as at present. The king was to follow the rules of the
sastras. (Dharmasatra ans Nitisdstra) Ministers occupied a high po-
sition in those days. They wielded a considerable influence even in
the private life of the king and were consulted in such personal mat-
ters as the selection of suitable bridegrooms for the princesses. They
took part also in war and did not care for their lives while serving
their masters cause®’. Forcign policy also fell under the control of

the ministers.
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THE ART AND SCULPTURE

In one of Bhasa’s play entitled “Pratimanataka”, there is an
important reference to a building of a semi-religious character the
pratimagrha. The statue house was a magnificent structure, taller
than even palaces, a monument of architectural skill®?, It was situ-
ated in the suburban erea a midst the trees®”. It resembled a temple
the only point of difference being that the statue house exhibited no
external of weapons or flags of the dieties and it was looked on as a
shrinc®. The statue housc bear ample testimony to the advanced stage
of architecture in those days. Sculpture seems to have attained a very
high degree of perfection in the period. The statues of dead kings
used to be carved on stone or granite. They were pieces of exquisite
workmanship, and were not mere symbol, but bore human expres-
sions and had remarkable similarities with the original subject®. Each
statue emphasized, through some symbol, the peculiar characteristic
of the king whose statue it was *.

Another specimen of finc crafimanship in statutory is supplied
by the artificial clephant manufactured by king Pradyota Mahasena
of Avarniti to capture Udayanavatsardja. There are many reference of

painting works in our poets’s works, and there are significant similes

describing pictures on a canvas®. Pictures were drawn on walls as
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well as on panels or boards. The details about the picture dipicting
the denuating of Draupadi in the Dutavakya shows that the painter
looked to many particulars and minor details®®. The portraits of
Udayana and Vasavadatta are said to be quite life-like and to show a
remarkable reassembles to the original®. Vi}}a was the most popular
instrument uscd in that time. It was considcred as a ratna obtaincd
without charming the ocean, while the well known fourteen jewels
were extracted from the ocean by charming it'®. The lute contained
seven strings and much resembled the modern sitar. Among wind in-
struments were used flutes made of reed. (Vamsa). Vocal music was
also much popular. The art of weaving also well progressed. Florists,
performers, garland makers, jewellers and goldmiths are the other
artisans and craftsman mentioned in Bhasa’s playes.

The poet was a follower of orthodex Hinduism, and all princi-
pal characters owe allegiance to that faith. In Bhasa’s plays, we find
that the following deities were worshipped Vishnu, Siva, Kartyayani,
Skanda, Balarama, Laksimi etc. Vaisnavisam was more common. There
was no enmity between Vaisnavism and saivism. The period of Bhasa
Budhism was in its infancy stage, and vigorous propaganda in its
favour was in full swing, there were people who denied divinity to

krsna and lightly treated him as a mere cowherd'"".
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In the period represented by Bhasa’s plays we find idol wor-
ship was in a developed stage. Regular temples dedicated to various
deities were built in the hearts of the cities, there was a bull or a
trident to denote a Siva temple, an eagle or a monkey to denote a
visnu temple and so on. There were daily festiuities in same temple
while in others the full moon day was observed as a festive occa-
sion'®,

Sradha or offering to the dead ancestors was then, as it is even
now, an important duty of the Hindus. Everyone rich or poor tried to

execute it to the best of his ability and means.

LANGUAGE :-

The cultured class or Brahmanas and ksatryas used sanskrit as
their spoken language. And prakrit was that of women and low
peoples. People used both vegetables and animal food and some were
to part in drinking festival and gambling in those days. Indra maha
and Dhanurmaha were the main festivals on these days, wrestling is
the main sports. Bullocks, Camels and Chariots were the main con-

veyances. We find that there were male as well as well as female
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slaves in the plays. They could be purchased from their masters on
payment or money or the masters could set them free on receiving the
ransom " In the plays we come across a cultured courtesan with a
sterling character who was proficient in song, music dance and paint-
ing. Courtesans were generally more educated and better skilled in
five arts then married women, like Carudatta and Sarvilaka who were

attracted to them on account of their exceptional qualities '%.

FAMILY LIFE:-

Married women resided with the parents of their husbands.
Looking to the comforts of the father in-law and mother in-law was
one of the main duties of a wife!%, The atmospher of cordiality, re-
spect and affection prevailing in the family, and the ideals of the rela-
tionship between husband and wife (Svapna, pratima) between father
and son(pratima) and between brothers (pratima); Everybody valued
their own so that it was thought unbecoming to cancel one’s words
after announcing a particular thing'®’. It was considered improper to
hear the secrets of others'®. The fact that a high moral standards of
conduct was ingrained in the minds of all would appear from the re-

marks of Avimaraka.
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NOTES :-

1. Ramaro.P.S. The makers of modern theatre, Lalitha Pub.1975.P.15.
2. Carudatta and Sajjalaka, in Carudatta.
3. Avi.P.14.Panc.P.52.Bhasa.
Arthasastra, of 1.25.P.56. Kautilya.
4. Bhasa a study. P.353. AD. Puzalkar.
5. Manusmriti.1.88.91; of also Santiparva. 72.
6. Tasmatswadharma bhootena Raja na
Vyabhicaraya.” Arthasastra.1.3
7. Vanik as distinct from Brahmana and ksatriya.
mentioned in Cardudatta. P.45.and Vrsala (Sudra) is refered in
the pratima (111-5) and Panc.(1.6)
8.“Divjabhavan Kgatriya Vamsajo Vayam” panc. 1. 25.
“Asti Khala tatra bhavatah kstriya vamsaha poorvavairam. Karna.
P.75
Daivam Roopam. Brahmajam tasys Vzikyzim ;AVI. 1.7. also P.14.
Pnatima. I1I. 5 (P.60)P.61.
9. “Jaranopavccdcna Brahmano™ Avi. P.85.
10.Jannaopavedamattapavarao. “Car.P.63.

11.Brahmanavacanamanrtampi Satyam PaSyami”Bala.P.27.

12. Brahmanavacanamithi na maya atikrantamPoorvam’.Kama.p.84
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14
15

16. Maccarirena Brahmanasariram. Vinirmatumicani “M. V;p.30.

17.

18.

19.

20
21
22

23
24

25

. Amrtam Nabhihitapoorvam maya “.Bal.P.27.
.Avi.l.11;p.96.
. Prat.pp.118.119. Apariharaniyio Maharsi Sapo.

Sarvaparadhevadhyanmucyatam
dhavijasattamah “M.V.st.34.P.27.
Brahmanabamudacaramanustasyami
Sangopangam Vedamadhiye, Manaveeyam
Dharmasastram. Maheswaram Yogasastaram
Bhérgl’spalya arthasastram, Medhateternyaya
“sastram, Pracatasam Sradhakalpamca.
Part.P.99. ‘

Tasmatprajapalanamatrabudhya” Karna St.47.

. Arthasastra,Adhyaya.3.P.stanzal&2

. Sarvah Prajélg

: “Bér}édhi—na Ksatriyanam Samrhih”

panc. 1. 24.

. Car. P. 45. Vanijadara O Kocci. aanthao 1

. Bal. Act. Il

Panc Act.1ll

. Varsalastu Pranamah Syadantrarcita dwivatah “ 1L 5.
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26.
27.

28.
29.
30.
31.
32.
33.
34.
36.
37

38.
39.
40.
4].
42.
43.

Duja iva Vrsalam Parsva na snhate” Panc. 1.6.

Car. PP. 44-45.

Avi. P. 14, Panch. P.56.

ala. IL5.

“Papacandalanam Smasanantervasah”
Artasastra. 11. 25.P.56.

Svapna. P.48.

Avi.PP. 10.11,106,107.

Pratijna. P. 72. Swapana. P.133
‘Sulke vipanithan Rajyam”. Pratima. I.15.
Pratijna. 11.4.

Avi. P.P. 10,11.

Pratijna P.38. Avi. PP. 38,39
Swapna. P. 43. Avi.P.38

The marriages of padmavati, Sumitra, and Khurangi, with

Udayana, Jayavarman and ~ Avimaraka

Svapna. P.P.53-57.

I—Jru, St. 9. “Jamatarran Prava hanadiva bandhuaryah.”

Svapna. P.57. Avihavahi”
Svapna. P. 59. 60.

Arthasatra. 11-3

C.F.Vasavadatta, Kurangi and Padmavati.
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44.
45.
46.
47.
48.

49.
50.

51.

52.
53.
54.

55.
55.
56.
57.
58.
59.

Prat. P.33. Pratijna. P.9.
CF. Vasavadatta in svapna.

M.V.P.13.

Kanyapitrutham bahu vafldaniyam “Avi. 1.9,

cf Padmadvati and vasavadatta in the swapna and pratijna.

kurangi in the Avi.

Pratijna .P.50. Avaneedakancu. a.a

Caru. P.36.P.70. Bahyajanadharitamalon.
Karamgrhyajanona draksyati.

Car. P.5. Abhirupapathi. P.84. Sastiupasa.
Avi. P.2. Niyamakarya, M. V.P.11 .etc.
Dgh. P.52.

CF. Car. P.82. “Tatipattam Khu e dam”
Prat. P.36. Apaniyatama avaguntaniam
Uru. St.38. “Prakaseetartamordhajani.
Car. P..80. Gahedavaundana.

Abhi. 11.4.

Abhi. 11.4.

Avi. P.27.-28.

Avi.P.44 and I11. Nagarapanalinde and P.29.

Avi.P.45. “Srrigatakastham Vitasabham.
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61.
62.
63.
64.
65.
66.
67.
68.
69.
70.

71.
72.
72.
73.
74.
75.

Car.P.P.10.Caccarabahuso via”

Avi.P.2.

Pratijna.P.56,57.

Avi.p.29.Bal.p.39. pan P.52.

Car P.P.65.78. “Nepathya pataha” sabdah”
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A PSYCHOLOGICAL APPROACH TO
BHASA’S CHARACTERS - MEN

PSYCHOLOGY :-

As in the west, the discipline psychology has not developed as
a particular science in India. But the thought of our great seers, po-
ets, Dramatists eterevealed though the various forms of literature are
deeper than those of the western thinkers. We have given birth nei-
ther to a Frauid, Young, Adler, Lebin or Maslow, it is a truth.

“Mana évahikaranani manusyanam Bandhamoksayoh” - This it-
self points out the great concern paid by our greatmen to the mind and
its working. The human mind is the store house of great secrets, knowl-
edge and willpower. A great writer always deals with great phenom-
enon the mind. In fact psychology is to a great extend a preproduct of
the literature since mind is giving birth to great literary forms.

Psychology is a recently developed science so what is the place
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for this branch of learning, In the plays of a writer who lived nearly
twentieth (20th) centuries back. Such a question, strictly superficial
is likely. But we search for quite an another mind. A mind which the
westerners were unable to see at the time when Bhasa lived. In the
western countries psychological treatments were done in the name of
natural philosophy from the time of Artistotil on words. To the Indian
thinkers psychology was then and even today a secret vision. It has
been a part of the great Brahmavidya to us.

While speaking “Dharmarthakama méksésu

vaicaksanyam kaldsuca”

Our literary thinkers point out the same. It will be indeed a
great task if we try to study our literature from the angle of psychol-
ogy. We have to study deeply our literature and then bring for the
psychological aspects in these works

An example may be cited here what Frauid explains about love
and the erotic , has been explained more minutely by our king Bhoja
in his sringara prakasa- “Savai Naiva rema tasmatekaki na remate
sadvitiyemaiccat™?

The three main arguments of of Bhdja deserve special mention

while we go for a detail ed exposition of frauiden principles . Those
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three arguments are-1)Sarvatma Sampadyudayati.ya’saika hetu”

2)” Sankarohinama...Atma guna

Sampadamutkarsabajam”’

3)” Anekajanmanu bhavajamitathu™*
“Three contributions to the theory of sex”
“Beyond the pleasure principles” etc . of
Frauid contain nothing other the above said
visions of the east . “psycological explosive
which could affect human life as profoundly
as the release of atomic energy. “the statement
by H.G.Bayes.

An Investigation into the various types of charactors intro-
duced by Bhasa deserves a special psyco-Analysis. In psycological
subtlety Bhasa stand non-paralled characters like karna in karnabhara,
Duryadllana n I—Jrubaﬁga Vasavadatta in Svapnavasavadatta ,Kaikeyi
in Pratima etc. have been given a new dimensions by the playwright.

my humble attempt here is such an analysing.
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YAUGANDHARAYANA

Yaugandharayana, Udayana’s prime minister is comparable to
Chanakiya in all aspects. He was the only minister in the world to
ready to sacrifice., all for his master’s good fortune . He was an emi-
nent poletician, an economist , a good warrier a good organizer , and
a good leader. For the sake of saving Vatsaraja from the Usurper , he
mercilessly sacrifies the happiness, for a time of Udayana and
Vasavadatta , and he is himself willing to become a madman. His
pride for his country is great. He is a herditory minister’s son and has
read all the books and politics available in his time. He openly boasts
about the victory , won by his intellect and long training . The ingenu-
ity with which he derives the plan for the release of his king from the
prison and Vasavadatta from the inner apartments of the palace, the
mastery way in which he fills Ujjaini with his spices and makes that
town another kausambi is capacity to win over Mahasena’s men to
his side  keeping himself well informed of current events through
his spies, all show his mastery of the politics of those days . ke is
brave and does not at all request for mercy when he caught. Fear-

lessly he tells he tells Bharatarohaka that he should be treated as a
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foc dcfeated in the battle field is trcated as per war rules °.

Yaugandharayana relies to Bharata rohaka that in view of ac-
complishment of a major work of cutting down the whole tree ,
loopping the branches was a very minor affair’. He has a high sense
of duty for himself and for him others. When he heard about the
prisonship of the king he takes dreadful oath to release the king. “If
I don’t release my master I am not Yaugandhariyat_la”s. And he was
fully confident in his ability and tireless work.He thiks that every thing
is possible in the world if one tries well®. He does not spare even the
king when he devotes from this high standard . In withering words of
irony, he asks his fellow ministers whether the king sees no shame in
making love when chains are clanking but he would not leave the king
to his fate. He modifies his plan to carry away Udayana with
Vasavadatia.

Yaugandharéyal_la , has the magnetic influence over his subor-
dinates and servants. He has a high sense of friendship . The queen
mother gave a message to him that he was a friend before he become
a minister and so is another son to here and should restore her son to
her . Those things emphasise . The beliefs of the times that friend-

ship is a bond stronger than that of relationship and that son’s friend-
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ship like sons®. He is angry like all strong men, Bharatha rohaka
describes him as an angry snake insulted and put in basket. He is an-
gry at Mahasena’s trick in capaturing Udayana is shown by his setting
fire to several houscs in Ujjaini.

In the matter of astrology he seems to have been more
crodulous. He made all his plans basing them on the prediction of
Puspaka, Bhadraka and other famous astrologer . He has great ca-
pacity for organising and has the necessary psychological insight . It
reveals in all his plannings. Like ordinary man he has also deep emo-
tion and heroic actions. When he hears from Hamsaka about
Vatsaraja’s calamity , he thinks of putting an end to his own life. His
taking the two oaths also show his impations nature. He is highly

pleased by the queen mother refering to him as a son.

BHARATA

In Prathimanataka Bhasa reveals the importance of Bharatha.
The development of the plot centres on his actions and it is his domi-

nating personality that is deeply impressed in the readers mind, more
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than that of the hero. The poet drew the character of Bharata with
great care . Bharata is not aware of anything that is happening in
Ayodhya when he was living in the house of maternal uncle for along
times. He is free from ambition or avarice , is indifferent to others.
Rama himself says that Bharata has nothing to do with his mother’s

3

demand of the bride’s price ©’ Dosésu bahyamanujam Bharatam

hanani”!!,

Bharata is a strict votary of Dharma and is indignant at the
~demand of the throne to him by his mother in-preference to his clder
brother Rama. He hates the very term sulka and feels he should pu-
rity himsclf if that word has any reference to hixﬁ . He is angry with
his mother for her avarice in demanding the bride ‘s price , for hav-
ing sent Rama to the forest and thus causing Dasaratha to die of grief.
He feels ashamed of being born as her son and disowns her saying
“Dasarata putra Bharatdsmi na kaiqkeyyéh””. Bharata also said that
without Rama and Dasaraathah Ayodhya became forest when he heard
the news of Rama s exile and death of Dasarathah'® . He refuses to
salute his mother and says that he would establish a new dharma by
which a son can disown his mother if she is treacherous to her hus-

band . He further says that she is not worthy to be in the company of
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his two mothers Kausalya and Sumithra like a dirty stream betwixt
Ganga and Yamuna'’, Such is his righteous indignation at the wrong
done by his mother .

Bharata’s sense of duty and love for his elder brother Rama
reject the coronation and proceed to the forest to stay with him or
making him return to Ayodhya and accept the kingdom. Reminded of
his duty to carry out the wishes of his father , he accepts to govern
the country as a trust till Rama’s return after fourteen yearsof exile
and begs for the sandals of Rama to be kept on the throne’>When
Bharata realises that his mother’s motive is pure , he begs her for-
giveness which she readily gives with the memorable words. Which
mother will not forgive her son’s faults “ 16 When Rama is crowned
in Janasthana, Bharata is the happiest man. He says that he does not
rcach the end of satisfaction at the sight of his elder brother just
crowned as king . He loves his father dearly and his heart beats faster
when he learns about the incurable state of illness . His sence of fam-
ily pride is revealed in the way in which he reacts when introduced to
the statues of his fathers. He feels his dignity wounded when
Devakulika prevents him from offering wirship to the statues and he

asks many indignant questions.
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Bharata is eager to prove that he has no hand in the cruel deeds
of kaikeyi and wants to make expetation for his mother’s sins.
“Nigrnasca KrtagnaSca prakrtah priyasahasah. Bhaktimanagatah
Kascitkatham tistathu yatsviti'. After his return to Ayodhya with
Rama’s sandals he leads a life of rigorous discipline and self denial
just as his brother in the forest. When he heard the news of sita’s
abduction by Ravana and Rama’s stay with the monkey in Kiskindha
pains him very much , and he tries to send a huge army against Ra'fvaI}a
. Bharata said that it is like the brig ht moon in autumn freed from
the clouds'®. When he was lead by Sita to Rama .Bharata’s famous
words without Rama Ayodhya is not Ayodhya. Ayodhya is where
Rama lives. Is capable of showing his sincere to his elder brother

Rama.!®

DURYODHANA

Bhasa’s Duryodhana is different from the epic Duryodhana . In
Urubhaliga Bhasa shows us Duryodhana as a hero instead of Villain .
Duryodhana is a strong and powerful king conceited and crooked in

Diitavakya. He threatens to impose a fine of twelve gold coins on all
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who stand up when krsna enters. He threatened to kancukeeya for
calling krsna as késava. Duryodhana trying to avoid krsna with listen-
ing the Draupadee vastr%k_se"pa chitram. And he said karna that krsna
came here as a servant of Pandavas. Duryodhana to says krsna that
the king should catch the kingdom by defeating the enemy. It is not
by request and not by donation . Gained the kingship through the brave
fight . It is for the strong warriors® .

He also questioned Krsna’s heredity and ordered to tie him. In
Dutaghatotkaca also he tries to make fun and order to kill duta. But
instead of these we can see a different Duryodhana in Pancaratra and
Ijrubhaﬁga . In Pancaratra he keep his words to give half of the king-
dom to Pandavas. He is very brave and fights with Bhima and almost
defeats him -in-single battle after the Mahabharata war is over . In
sight of krsna’s sign Bhima hit Duryodhana’s thinghs with terrific
forces for saking all the laws of war . Duryodhana says I have not
been really defeated, the trick if any that of krsna the darling of the
world , who has entered into Bhima’s mace 2.

Here reveals Duryodhana’s greatness more , when he ap-
proaches his parents son and wives . The sight of his queens crying

loud, walking on foot and bareheaded without their usual veils, strikes
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serious blow to Duryodhana.?

Duryodhana asks why do you weep , my wives queens? Think
of my glory with pride wives of such men should not weep. “The
scene where Duryodhana and Durjaya meet is the most pathetic. He
says putrasneha dahatimam.

He asks Durjaya to obey the Pandavas like himself and to
honour Draupadi and kunti-like his own mother and to join to Péfn‘dav'és
in giving him the last oblation . And when Aswathama expresses his
intention to kill krsna and Pandavas Duryodhana says , not so all the
kings are dead . Karna has gone to heaven. Bhi—§ma has fallen,

My five score brothers are slain and I am in the plight . Why any more
fight? Unstring the bow. It is not the mace by the recollection of the
dragging of Draupadi . The slaying Abhimanyu, and the making of
the Pzirgdava's wandering in the forest with wild beasts that was un-
nerved me ¥ Duryodhana is ready to help and protect all till his last

who make friendship and faith with him.
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CARUDATTA

Carudatta is shown as a noble merchant who has sacrified all
his wealth in the service of humanity in general and of friends in par-
ticular. He treats his body as a public trust. He lost his all riches by
continues his charity and has lost him his friends. He says that the
restoration of his riches to one who has fallen into poverty is like
the gift of a lamp to one lost in the darkness. He makes the remark
that a man without riches is like a living corpses 2°,no man leading his
words, even his megnanimity becoming rediculous. He says “lam not
thinking about my poverty only that when lose my richness my friend-
ship in glory people lose itself?’. Relatives and friends neglect the
word of poor man, incrcase the calamity, and put all other crimes on
his head?,

Herc Bhasa draw a very clear picture of the social system and
the life styles of that time thorough Carudatta. Always money makes
the friendship and kinships and sometimes it makes unquestionable
statesin the society like now a days money power make superiority
for a long time. All guilty were over loaded on poor peoples very

casily.



133

Carudatta is a fine figure of a man charming but not conscious
of his charm cleaver but kind able polite, respected by all calm and
collected, but easy to please generous but not boasting of it, remem-
bering even petty obligations and forgetting grievous wrongs.

He has a devoted wife who adores him. But he falls in love
with a courtasan,

He subside love in his own breast as a coward does his wrath.
He is fond of music. The love of magnanimous acts is an instinct with
Carudatta. He wants to give same thing to Vasanthasena’s page for
his brave act in tackling the elephent, and finding no jewel or money

but gives him his only uppercloth.
RAMA :-

Bhasa’s Rama is not so different from the epic Rama. He is a
great example of the man of “sathyasandhah jitha krodha, Vimatsara,
Jagatpriya,Guru Susrﬁs_anayuktah. etc. by the Dasaratha’s own words.
Rama is the darling of the world. The whole Kosala Kingdom is happy

when they heard about the coronation of Rama, and every one

comdemns Kaikei for obstracting his coronation . He does not want
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to sit on the throne when his father is alive and healthy but accepts
the coronation only when Dasaratha compels him to do so.In obedi-
ence to his father he goes to the forest and refuses to return and ac-
cept the Kingdom till the fourteen years of exile is completed. His
heart over flows with grief when ever he thinks of his departed fa-
ther as on seeing Sumantra and Bharata and on the previous day of
his father’s sradhah. Immediately after being crowned, his mind goes
to his father in heaven?.

Duty is the prime consideration of Rama. When Bharata secks
his permission to stay with him in forest he remainds him of his duty
to see that his father’s words are carried out “Nrpater vacastadanrtam
Kartum na Yuktam tvaya™.

In the end he is happy only because he has undertaken the pro-
tection of the world according to Dharma. Truth is the highest
considaration of Rama. He tells Bharata “Kulaiica nah Sathya
dhanam,” and hence he will not return to Ayodhya and accept the
Kingdom immediately while Bharata should not stay in the forest but
go to Ayodhya and govern the country.

Rama is free from anger and envy.He is calm and cool when

his coronation is suddenly stopped and does not get angry with Kaikeyi
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or Dasarata. He is only glad that he is not burdened with the respon-
sibility of governing the country for the present and thét his father
will not retire to the forest immediately. He is glad to find that sita
also agrees with his view. He brings down the anger of Laksmana by
sound reasoning. He asks how one can blame Dasarata, who is true to
his word, Kaikeyi who is claiming her own property and Bharata who
1s quite innocent? When Laksmana reports that he has been exiled
Rama takes it as an opportunity to perform a virtruous duty which
other kings have not done.

Rama loves all his brothers equally. He receives Bharata in his
hermitage with extreme affection and Kindness*.He favours Bharata
by giving his sandals and promises to accept the Kingdom after four-
teen years.His personality and heroism drew the admiration of even
his enemy Révan.a who says “Rama Ityaksarairalpaih sthane
vyaptamidam jagat”®.

His heroism in killing the powerful Valin and Ravana are just
mentioned here. He has great faith in the vadic rities and is eager to
perform the sraddha of his departed father in a fitting manner. By
making Rama pursue the golden decr for the sraddha and not to sat-

isfy the childish fancy of his wife, Bhasa has portrayed Rama in bet-

ter colour.
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KARNA

Karna the hero of the Karnabharam has been presented here as
a hero doomed by destiny and the dramatist has succeeded in drawing
out the sympathy of the readers towards the great Karna who is driv-
ing to his death.

Karna, the King of Anga has assumed the commandership of
the Kaurva army. Duryodhana has placed all his hopes of victory on
him. He is faithful to his friends and allies, the Kurus, and is eager to
please them by slaying his chosen foe Arjuna in battle*’. He was hur-
ried to see Arjuna. Karna leaves his tent and marches towards the
battlefield even before the messenger of Duryodhana goes to him. He
realizes his responsibility and is always ready to discharge the same.
His skill in war is well known, and he is delighted in the joy of wur ¥
Yet the messenger notices a gloom in Karna on that particular day 36.
Karna too is aware of this misery in his mind and wonders how such a
black misery has crept in to his heart at the hour of fighting ¥'.

His mind is filled with sad thoughts-the request of the mother
Kunti and the curse of his teacher Parasurama® He tries to unburden

his mind by narrating the story of his taking lesson under ParaSurama.
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The weapons when tested prove to be powerless. Yet Karna is not
dishearted. Invoking the blessing of cows, Brahmins, etc. and relying
on the skill and strength of his excellent horses he commands Salya
to drive his chariot to where Arjuna is.

Karna has great respect for Brahmins and he is delighted in
giving gifts to them. There is nothing that he will not gladly give to
Brahmins. By the time Karna regains his mental steadiness, Indra
comes in the disguise of a Brahmin and cleverly manages to exploit
his generosity and carry away his armour and ear rings, which are
most essential to protect him from arrows of Arjuna. When the Brah-
min accepts the offer of the Kavacha and Kundala with glee after
rejecting all the previous offers, Karna suspects that it might be a
trick played by Krsna and yet he unhesitatingly cuts and gives the
Kavacha and kundalas¥. Here we find the character of Karna rising
to sublime heights. He refuses to accept anything in return to his gifts.
Memorable are the words spoken by him to Salya in support of his
action of giving gifts without any consideration of the consequences®.

He accepts the Sakti only because of his respect for the bid-

ding of a Brahmin.

He does not repent for giving away his armour and earnings.
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He rises to a mood of self examination while giving the gift and fi-
nally marches against his cnemy with a firm determination to fight to
the finish. His mind is filled with evil premonitions and yet he is not
frightened. As a great hero he faces death open-eyed and quite un-
flinchingly. Tragedy briods over Karna and we know that he is driv-
ing to his death. But karna is uneffected and he continues to be the
great hero. With psychological insight Bhasa has described Kama’s
worrying about his mother Kunti’s request and his teacher’s curse.
Thesc worrics have actually robbed him of his hold on life and that is

perhaps the real tragedy of Karna.

GHATOTKACA -

Ghatotkaca is a demon only in form and not in his conduct and
behaviour. Bhimas remark about Hidmba “she is a thqasi in berth
but not in conduct” is applicable Ghatotkacha also. Seeing his form,
Késavadasa and family are at first terribly afraid but the moment
Késavadasa hears the first words uttered by him, realizes that the
demon is not so bad as he thought and he tells his wife and sons that

they need not fear since the Raksasa speaks with deliberation.
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Ghatockaca, knows that Brahmins are to be respected and to cause
affliction to them is a great sin yet he says he has to do the evil act of
taking away one of the sons of the Brahmin as his mother’s food be-
cause his mother has ordered him to fetch a youth, and a mother"s
command be carried out without questioning * Bhima appreciates his
devotion and implied obedience to his mother.

“Aho Gurususrusuh, Khalvayam tapasvi”*

The way in which Ghatotkaca talks to the Brahmins shows that
he is very kind and considerate. He plainly tells the Brahmin that his
mother has asked him to fetch a youth her meal and he will liberate
the Brahmin and his family, if only one of his three sons is given to
him carrying out his mother’s command. When Kesavadasa protests
saying how can he have pcace of mind after giving one son for being
caten away, Gatotkaca politcly but firmly says “ if you do not surren-
der one of your sons as requested by me, your whole family will be
wiped off in no time® .Firm in his resolve, Ghatotkac appreciates
firmness in others also. The second son of the Brahmin who resolves
to sacrifice his body to save the lives of his parents and brothers is
complimented by Gatotkaca for his firm resolve by addressing him as

dridha vyavasayin”*. Gatotkaca is firm in his convection that it is
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duty to obey his mother under any circumstances and that is why he
appears to be one with no pity for the Brahmin family. His conviction
is so strong that the tells Bhima who asked him to release the Brah-
min boy that he will not release even if his father asks him to do so®

Gatotkaca has inherited great strength, courage, self-confidence
and such other traits of character from his father. On seeing the strik-
ing personality of Bhima, he doubts whether he is Visnu himself and
feels a kind of Kinship with him but he never doubts his ability to
defeat him in a fight. To the demand of Bhima to release the Brahmin
boy and to his questions about the name of his mother etc, Ghatotkaca
gives direct and plain answers with no hesitation or fear. He proudly
proclaims that his mother is Hidumba whose lord is the high-souled
Pandava, the light of the Kaurava race. He is also proud of his father
Bhima who according to him is equal to Brahma, Visnu, Siva, Skanda,
Indra and Yama, all put together. When Bhimacontradicts his claim,
he takes it as insult and strikes. Bhima that he would teach him fear.
He exhibits great courage and strength In his fight with Bhima which
makes the latter address him as vira. Even he fails to defeat Bhima in
the fight and his effort to overcome him in wrestling is foiled, he

does not loose his sprit and asks Bhima to follow him remembering
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the promise he had made earlier. He takes his defect from an elderly
hero sportively and introduces Bhima to his mother as a man only in
form but much more than a man in his valour*

When Gatotkaca known that who followed him ids his father
Bhima, he falls at his feet and begs pardon for his former boyish rude-
ness. Bhima sees in him great hero who will be helpful to them in
their future war with the Kauravas.

Bhasa has described him as one endoved with many good quali-
tics and great sclfcontrol which make him fully qualified to be the
hero of a vyéyoéa. We can see such a Ghatotkaca in the drama

DutaGhatotkaca also.

BHIMA

Bhima is the middle one of the Pandavas, who are kind to these
seck their protection and are capable of punishing those who cause
affliction to the innocent. They take sides with the appressed .
Kesavadasa the old Brahmin says “if Bhima is present, it is good as
all the Pandavas are there.”Such is the fame of Bhima for his strength

and valour. He possessed the features of a lion and his hands are so
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strong that he says his right hand his natural weapon .

Bhima is introduced in the play at a critical moment when the
old Brahmin finds no way to save his second son and laments for his
loss. In his usual pride he announces that he is madhyama in so many
respects particularly among the inviolable®. The old Brahmin is quick
to recognize him as me;lavamadhyama and seeks protection saying
“Paritrayasva Bramanakulam”. Bhima has great respect for Brahmins
and he constderes his duty as a Ksptriya to protect the Brahmins. He
tells Gatotkaca that he should not offened the Brahmin family and
asks him to release the Brahmin boy.

Bhima can admire the good qualities of even his rivals. When
Ghatotkaca says that he will not release the Brahmin boy becausc he
is executing the command of his mother, he admires the mathrbakthi
of Ghatotkaca saying “ Hantah gurusursusuh Khalvayam tapasvi”. An-
swering Bhima’s enquiry, when he says that his mother is Hidumba,
Bhima recognizes his son and says that he will follow him instead of
the Brahmin boy.

Bhima’s love for his wifc Hidimba and son Ghatotkaca is great.
He is surprised to hear that Hidimba has asked her son to fetch a man

for her morning meal. So he decided to meet her and clarify the mat-

— e—— e
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ter. He also wants to test the strength of Ghatotkaca and examin how
he has been trained and .brought up by his mother. So he asks
Gatotkaca to take him by force if he can. In his talk and deed while
dealing with Gatotkaca, it is not the violent and haughty Bhima that
we find here, but a calm and dignified hero testing his son and admir-
ing his prowess without revealing his own identify. Bhima is delighted
when Ghatotkaca binds him firmly within his arms. But shows his
ability to liberate himself with ease. As Ghatotkaca tells his mother,
Bhima is 2 man in form but much more than a man in valour. It is
Bhima who brings the story to happy conclution making every one
pleasing. After knowing the real motive of Hidimba, he praises her
saying,”Jatya r%ks_asi, na samudacarena. When Ghatotkaca falls at his
feet and begs pardon forhis boyish, rudeness. Bhima express his love
for his son thus the Vyatikramakrtam Ks}éhlaméva. “Putrapeksni

Khalu Pitr hrdayani”®.
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WOMEN CHARACTERS IN BHASA’S
PLAYS

VASAVADATTA -

Vasavadatta is one of the most important character of Bhasa
and a good example of his characterisation. Vasavadatta is a memo-
rable character. Her readiness to sacrifice her all for husband in her
highness generally a woman never allow her husband to marry an-
other woman for saving country or even the world. Here Vasavadatta
ready to sacrifice her all for husband’s goodness. It is not by outer
pressure fully by don voluntary dedicately. Vasavadatta’s life in
Padmavathis palace is like an asidharavratam. She depressed all pas-
sions.

But sometimes exhibit her human feelings unknowingly. When
she exclaims, “Oh, what an out regal even my husband has become

another woman'’s and carefully avoids. Putting the leaf “rivel in the
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wedding garland 2 while liberally using the widowhood preventor.
She got more pain when she hears that Udayana is bitrothed to
Padmavati and is rclicved only when she knows from Padmavati’s
nurse that he has not come to palace for purpose but has only been
madec to agrce to it when he arrived there on an another errand, Thus
in the famous dream scene the king asks her whether she is angry, she
replies, No, only sad and unhappy. She cannot be blamed for this.
Vasavadatta in the prime of her woman hood separated from her hus-
band through with her own consent; In act II she says that Udayana is
very handsome,? and when Padmavati asks her how she knows this,
cleverly she gives the reply that the pcople of Ujjaini were remarking
so®. Such another event when Vasavadatta hears about the marriage
of Udayana with Padmavati, she exclaims “What an improper thing”.
Asked what she mcans, she says that thinking of how deeply the king
was said to have grieved for Vasavadatta, and how soon he had for-
gotten all that.

She is fond of making sweets, and of giving them plenty of

those who want them. That is why Vasavadatta prefers her to
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Padmavati. It is obvious that the main activities of women are in the
kitchen and Vasavadatta excels in the quality also. Through
bornaprincess, still she proves her quality whenever chances rise their
heads®. Bhasa makes Vasavadatta one of the masterpiece characters

of an idcal Indian woman.

KAIKEY] :-

Bhasa draws a different character of Kaikeyi in the
Pratimanataka then as in the epic Kaikeyi. Here she is a virtious woman
who suffers patiently and silently in the public reproach and the worst
possible trcatment from her own son only to keep her husband true to
his word and then prevent him from committing sin. In his old age
and saving Rama from the bad effect of the blind sag’s curse®. Bhasa
has a partiality for women who are capable of making any sacrifice
and suffer silently for a noble cause and Kaikeyi is one of them. But
the extent of the sacrifice she haé made and her pure motive are dis-

closed only towards the end of the drama. Till then she is the same in
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the public eyes as in the epic Rﬁma’yaqa though she does not show
herself as such so prominently.

Kaikcyi demands the bride’s price stipulated at her marriage,
just when the consecrated water of coronation is about to be poured
on Rama’s head and coronation is stopped. Every one is unhappy.
The public reproach of kaikeyi is voiced by the chamber lain who
accuses her of greed and tells Rama who defends her action no. at-
tribute his own straight forwardness to the wretched mentalities of
women. Her further demand of Rama’s exile makes Dasarata curse
her as a sinner and speak of her as a tigress. Laksmana is so angry
that he resolves to rid the world of young woman®. Even the maids
of kaikeyi wishper about her greed for the kingdom and power which
ended in her own windowhood and call her as a heartless sinner.
Nirghrna khalu bhatténu papakam krtam”.

She receives the worst treatment from her own son Bharata
who hates her the moment he hears that his dear father died as a
result of her demand of the §ulka. She is disowned by him and con-

demned for treachery to her loard, Her explanation for demanding
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the Sulka does not fully satisfy Bharata because she does not explain
the reason for sending Rama to the forest which is not stipulated in
the sulka. He isolates her and taunts her whenever he gets an oppor-
tunity to do so. Without a word of protest she bears the reproach and
taunts of Bharata. Her pure motive in sending Rama to the forest is
revealed only in Act VI 7 and Bharata isimmediately convinced of
her noble purpose and bags her pardon. Her cool and calm disposi-
tion even when severely insulted by Bharata is really admirable®.
Bhasa has achieved in bringing about the great transformation
in the character of kaikeyi by making no mention of the two boons
but relying on the Sulka and the curse of the sage which are also
mentioned in the Ramayana in some other context when her purpose

is achieved, she gladly asks Rama to accept the coronation.

SITA:-

Bhasa has improved the character of Sita in his drama better

than the epic Sita. Here she is a simple and guilte less woman with
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tender feelings of love, devotion and pity and never swayed by world
emotions. She is the embodiment of good conduct “Silam vigrahav at
sthitam” and a replica of Arundhati in Chartity'®. Even Rgvan? is forced
to speak of her chastity with astonishment “Aho! Pativratﬁyélg tejah”
At the very beginning of the drama she exhibits a high sense of right
and wrong when she asks Avadatika to return the valkala to the woman
in charge of the dressing room. Her desire to wear the valkala and
see whether it suits her only shaws her simple nature and curiosity
that is common with other women. Her respect and devotion to her
father in law is so great that she first asks about the health of Dasarata
the movement she hears about the coronation of her husband'. She
welcomes the coronation only when she is told that the king is quite
healthy and he himself is performing the ceremony. Again when told
that Dasarata proposes to retire to the forest after installing Rama,
she is not happy and remarks “Yadyévam,na tadadhi §Ek6dakam,
mukhodakann- name!2. She shares Rama’s views regarding the coro-
nation which make Rama compliment her with the words “Alpam

tulyasilani dvantvani srjyanté. She feels sympatetic for Laksmana and
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pleads with Rama for granting his request to serve him in the forest.
Bharata’s pathetic appeals draw her éympathy and she intervenes on
his behalf. Arya putra, nanu diyate khalu pratumaya canam
Bharatasya and Rama agrees to give his sandals. She treats
Laksmana and Bharata with motherly affection.

Sita is the darling of the asethetic woman of janastana, both
young and old. She is addressed by them affectionately as “Sakhiti
sitéti ca Janaki yathavayam snignataram snusah'*”

She is quite happy in the company of the aestic women and
with them, she tenders the plants with great care, offers worship to
the gods with the materials available in the forest and does other du-
ties. She is avastakudumbini, one she shares the pleasure and woes of
her husband, although her life. Her timid nature is reveled when she
is alone in the presence of the mendict when Rama goes in pursit of
the golden deer.

Bhasa shows Sita in better, by omitting and changing certain
incidents of the original where Sita becomes angry and accuses Rama

and Laksmana. When Rama tries to persuade her to remain in the
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palace and do not to follow him by pointing out to the dangers in the
forest she, in a fit of anger calls him a woman in the form of a man-
"Striyam purusavigraham and accuses him of wishing to hand her over
to others like an actor. “SaiIGS.a iva parabhyo datumiccami. Here in
pratima, the dialogue between Rama and sita covers a few short crisp
sentences spoken in a dignified manner and agrees to take her to the
forest on the plea of Laksmana Vrajatu caratu dharmam bhartrnatha
hina?yah-”. Strengthen with three beautiful examples. Again when
laksmana refuses to leave her alone in the hermitage. And go in search
of Rama who had pursued the golden deers, she becomes furious and
the charges him with evil intentions. This scene is avoided in pratima
by sending Laksmana away for receiving the Kulapati returning from
a pilgrimage. “Sita is, as Bharata says, really adivne Iustrerisen from

the lap of the earth as the fruit of Janaka’s presence.
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PADMAVATI :-

Padmavati is a beautiful innocent, highminded princess, who
desires to marry Vatsardja. She accepts the guardianship of
Vasavadatta to keep her promise which was implied in her proclama-
tion'>. Her simplicity and inncocence give a charm to her character!®.
She is perfectly highminded and absolutely free from jealousy. When
from the Jasmin bower, she hears the king tell the Vidusaka in confi-
dence that he still loves Vasavadatha'’. She does not at all feel of-
fended and rebukes her maid who finds fault with the king saying 4.
Sadaksinya .... Smarati'®. When the chamber lain of Mahasena, king
of Ujjaini and the nurse of Vasavadatta were announced, she said to
the king. Aryaputra Priyam me jnatikulasya Kuisalavrttanin Srutam®.
When the picture board, on which the portraits of the king and
Vasavadatta were painted, is presented to the king Padmavathi look-
ing at the board shows her respect to the portrait of Vasavadatta by
saying .erya putra chitragatam gurujanamdrstva abhiva dayitu

miccami®. Lastly when the lady entrusted to her care is discovered
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to be Vasavadatta, Padmavati falls at her feet, begging to be paroned
for having treated her as a friend, in ignorance of her true character?.
When Vasavadatta said “Uthistho¢hstavidhave. Uthista Arthisvam
nama ‘Sariramaparadhayati. “Then only she is satisfied??. These show

her greatness.

HIDIMBA:-

Of all traits of Hidimba it is her love towards her husband that
gives individuality. She patiently waits for him ever since they de-
parted. She live a life of severe austerity in keeping with Indian wom-
anhood. Though she appcars to be a cruel Rﬁkspsi because she has
asked her virtuous and obedient son to fetch a young man for her
morning meal, she is really a gentle woman a chaste and loving wife
of Bhima. This is revealed only towards the end of the play and Bhima
rightly remarks Jatya Raksasi, Na Samuda’cére'r}a”“ by meeting her
and his son who has been very well brought up by her, Bhima gets

much relief from the dreary life in the forest and compliments her for
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bringing about such a union.

“Asmakambhrustarajyanam
Bhramatam gahanevane, Jatakaru

nyaya dévi santapo nasitastvaya?*.”

Hidimba is an aftectionate and sensible mother of her son. She
has taught him obedience and devotion to the parents, respect for
Brahmins, pride in his noble family and in his great heroic father self
confidence she has also trained him in warfare and has brought him
up in such a way that he would become a great hero like his father.
Hidimba’s intelligence and cleverness are revealed by the way in which
she has ploted to bring Bhima to her residence on that day when other
Pandavas are away. She has absolute confidence in the ablitity of her
son to bring Bhima and also the confidence that Bhima would not
punish a boy-hero even if Ghatotkaca’s identity is not known, but would
come to meet his mother when he says that he is fetching a man at the
bidding of his mother. Her inferences and calculations have proved

correct.
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MINOR CHARACTERS

VIDUSAKA:-

In most of the sanskrit plays the Vidusaka is introduced as a
constant, trusty com panion of the king, the hero. He is a Brahman.
He excites laughter by his strange, ugly appearance and funny re-
marks. His business is to help the king in his love intrigues. He is a
glutton and always speaks of deties. In Svapnavasavadatta however
the Vidusaka is comparitively more serious and less comical. But he
is a glutton, Since he complains that he cannot digest food, does not
get sleep and is afllicted with glout’. As the king is not engaged in
any love intigue, the Vidusaka has not to play his usual part in any
such affair. His chief duty is to console the king in his distress at the
supposed loss of his be loved Vasavadatta. He shows cleverness and
presence of mind on more occasions than one. While the king and the

Vidusaka were conversing about Vasavadatta in the pramadavana,
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the king’s eyes were filled with tears, when thinks about vasavadatta,
and the Vidusaka went to bring water for washing the king’s face.
While coming back with water he met Padmavati, who questioned
him as to why he was carrying water. He replied with ready wit? that
the king’s face was full of tears, owing to the pollen of Kasa flower,
being wafted into his eyes by the wind,* Again when he found that
the king was in anawkward situation at the sudden appearance of
Padmavati on the scenc while the king was in a sorrowful mood, he
relieved the king of his embarrassment by reminding him that it was
time for him to move, since he must be ready to receive the king of
Magadha in the afternoon”,

Vidusaka always belongs to Brahmana community and is clever

and wise.

VATSARAJA:-

Udayana known as Vatsaraja is a prince of exalted character.

He is dearly loved and highly honoured by the people. The
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Brahmacarin, who comes form Lavanaka to the hermitage at the same
time as Yaugandharayana and Vasavadatta, reports to them that
Lavanaka lost all charm on the departure of the king from it and be-
come too lonely to live in® . Vatsaraja is a faithful, devoted husband.
When he was informed that his beloved queen and minister perished
in the village conflagration he was ready to sacrifice his life in the
same fire®. It was chiefly out of political motives that he married
Padmavati, sister of the king of Magadha. His love for his beloved
vasavadatta, whom he imagines lost is as deep and constant as ever.
padmavati is now, beautiful queen who never supersedes in his heart
old beloved Vasavadatta, whose memory he cherishes with the tend
erest affection ’ He confesses this to his companion Vidﬁ§aka
“Padmavati bahumata...manoharati”® Most touchingis the manner in
which he mourns forVasavadda. He is moved to tears when ever he
talks about her. As he says to the Vidusaka, it is different to cast
decp rooted love, gricl revivs at cach fresh remembrance. “It is the
course of nature that on shedding tears in this world the mind obtains

relief, having paid off the delt”® His grief is inconsolable. He never
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forget Vasavadatta and never ceases to mourn for her. When the lute
Ghosavati is discovered, his grief reaches its climax and he falls into
a swoon, when the chamberlain from the King Ujjain comes to him
with a congratulatary message and tries to console him,he replies.
“Mahasenasya duhita sisya devi ca me priya, Katham sa nymya
smrarut'afim Dehamtarésvapi'® “Thus Vatsaraja passes through a pro-
longed period of sorrow and suffering, because of his deep and sin-
cere love for Vasavadatta. The vision that he gets of Vasavadtta while
sleeping in the mansion, is the natural outcome of the state of his
mind, haunted by the agonizing thought of her supposed loss; He said
toVidusaka if it is a dream I would like that dream ever lasting in my
life!*- His love and sorrow, however, chaste and elevate his charac-

ter and call forth all the innate nobility of his nature.

LAKSMANA:-

Bhasa’s Laksmana is not different from the epic one. Laksmana

is highly devoted to Rama and his life’s ambition is to remain by the
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side of his elder brother and serve him. He follows Rama as day-
light follows the sun or shadow the substance. He tells Sita that she
should not wish to serve Rama alone but allow him to serve his left
foot while she can serve the right one'> When Rama puts on the bark
garment he too wears one and resolves to follow him. His anger knows
no bounds when Kaikeyi demands the exite of Rama in to the forest
for 14 years and he is even prepared to kill not only Kaikeyi but all
young women on carth who make their husbands submit to their will®”.
He even eqates Rama’s patience to lack of bravery- “Kim ngfma
Nirmanaswita”. Though a man of explosive temperament, he quickly
cools down when brought to reason. He never ought to accompany
Rama in forest but dedicate himself for the sake of Rama.He never
thinks of himself. He loves Sita as mother and Rama as father. He
serves them in forest and fort through-out the day and night as the
same.

Laksmana loves Bharata dearly and greets him affectionately.
When he saw Bharata in the forest who came to call them to Ayodhya,

Laksmana doubts, that if he is Rama?. He is similar to Rama, Chest
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like Dasarata he is the King! or Devendra! or Madhusudana himself!"*.
He welcomes Bharata most affectionately'’>. Sumantra speaks of

Laksmana as devotion personified.

MADYAMA:-

In Bhasa’s Madhyama Vyayoga, of the three sons of the old
Brahmin the character of the second son (Madhyama) gets well por-
trayed. He is in a pitiable plight. Through deserted by his father and
mother'é, he does not find fault with them, But at first it hurt him and
remarked as “Pitroranistah Kasycddinim pr;yal}”". Through this com-
ment, Bhasa shows the state of the middle one’s in Indian family and
the society.

Madhyama is happy that he alone gets the chance of sacrific-
ing his life for the sake of his parents and brothers. ‘dhanyosmi’ yad
gurupranah syah pranaih pariraksitah'®

Ghatotkaca is pleased with him on account of his resoluteness,

and grasciously grants him permission to go to the pond nearby for
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offering libation on his behalf. He seldom employs any foul method

to get away from the demon.

ASVATTHAMA :-

Aswatthama is the son of Drona. He is usually referred to as
Guruputhra by Duryodhana. Although appearing only for a short while
in the play when all is over practically, he plays a significant role.
Even as he enters, he is raging with fury at the news of Duryodhana’s
U‘rubhariga by a dishonest trick and takes a vow to destroy the
PEn_da"vaE by raiding their camp in the night' Duryodhana tries in vain
to appease his anger and to dissuade him from his foolish undertak-
ing. But Balarama who was been a witness to the view encourages
him saying- “ Once uttered by the preceptor’s son, it should come to
pass”2 So he foundly draws, Durjaya, the infant son of Dhuryodhana,
close to him and declares- “Be thou King in the father’s kingdom by
Brahmin’s word, even without a consecration”?!

This act of Asvatthama pleases Duryodhana, who exclaims “

My hcart’s desire is released”? and dies peasefully.
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BALARAMA

Balarama, who is throughout called Baladeva in the play
Urubhai gam, is elder brotherof Krsna and the teacher or Dhuryodhana
in mace-fight. The plough is his dreadful weapon. He is always refer-
ced to as ‘Bhagavan Halayudhd by Duryodhana. He watches with
interest the mace duel between his pupil and Bhima. And when the
fatter 1s hit down in the fight and all the distinguished persons wit-
nessing are astounded it is only Balarama who brandishes his plough
with a feeling of proud satisfaction. Next when Bhima hurls his mace
at Duryodhana’s thighs against rules of war, He becomes so furious
that, fearing danger from him® Krsna and the Pandavas lead Bhima
away from there at Vyasas bidding. When Duryodhana himself ex-
plains to him how any further hostility was useless, he gives out that
his anger is because of Bhima’s dishonest trick?® A little later, on
hearing Dhuryodhana’s parting advise to his son Durjaya, he exclaims
oh! enemity has turned into repetance !** Balarama also bears wit-

ness to Aswathama’s vow to destroy the Pén_davzfs in a nocturnal fight



176

and encourages him saying “once uttered by the preceptor’s son, it

shold come to pass”. Such is his attachment to his pupil.

SALYA:-

Salya though a king, has agreed to drive the chariot for Karna
when he fights aganist Arjuna, Karpa considered Salya alone as equal
to Krsna in controlling the horses and Duryodhana persuaded Salya
to accept that job. Having thus become the charioteer of Karna, Salya
proves to be honest and faithful to Karna.He does not discourage or
criticies karna as he docs not in the original but helps him and sympa-
thies with him. He listens to the story of Karna with sympathy? and
warns him aganist giving away the armour *’ and ear-rings. galya is

indeed a delightful charactor in the play.
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NOTES:-
1.Vidisaka-Bhoh distya tatra bhavato vatsaraj asyabhipreta
vivahamaxiga_laramaniryal_x kalo drstah Bho!
Konamaitajjanati tadrse vyamanarthsasalilavarte
Praksiptah Punarunmaksyama it;Idaim PrasadeSusyate
Antahpuradirgikasu Snayate, Prakrti madhurasukumarani
Modakakhadyani khadyante it yanapsarassamasa
uttarakuruvaso
Mayanubhuyate.ckah khalu mahani dosah, mamaharah sustuna
Parinamate, suppraccadanayani, Sayyayamnidrani na labhe,
yathavata Sonitamabhintha iva vartate it; pasyami. Bhoh!
Sukham namayapuri bhutamakalyavartemca.
Swapna Act.IV.P.20-21.BNC.CRD
2.Vidusaka-etatidam-idametat. -Swapna. Act.IV.P-33.BNC-
CRD
3. “Bhavai! Vataniténa K dsakusumarenunaksi
nipatiténa sastu patam Khalu tatrabhavete

Mukhamtad. grhnatu bhavatitam mukhodakam”
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Svapna Act.IV.P.33.BNC.CRD.
4.Ucitam tatra bhavato magadharajasyaparahnakale
bhavantamagatah krtva surhjjanadarSanam,
Sotkarohinama Satkarena Pratistah.
Pritimutpadayami taduthistatu tavatbhavan.
Svapna.Act.IV.P.34.

BN.C-CR.D

5.Brahmacari..............ccoooviiiiiiiiiiiiiein tatah niskrante
Rajani prositanakstracandramiva nabhah
aramaniyah,samvrthah, sah gramah tatohamapi nirgatosmi
Svapna.Act.I.P.11.B.N.C-C.R.D
6.Brahmacari- Tatah pratinivrtho Raja-
Tadvrthantam Srutva Tayorviyogajanita-
Santapstasminevagnau Préngm parityaktu-
Kamomatyairmahata pra yatncna varitah,
Svapna.Act.I.P.8.B.N.C-C.R.D
7.Raja-Kamenoj jayinfm gate mayi tada

Kamopyavastamgate.
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drstva svairamavanti rajatanayam.
pance‘s_avah partivah.

Tairadyapi Sa Salyaméva hrdayam
Bhuyasca Vidhayam.
Pancesurmadano yada kathamayaim

Sastah Sarah patitah.
Svapna Act. [IV.V.I.BNC.CRD.
8.Padmavati bahumata mama yadyapirupasla madhuraih
Vasavadattabadham natu tavanmé manoharati.
Svapna. Act.1V.V.4 BNC.CRD.
9.Dukham tyaktum badhamuonuragah,
Smrtva smrtvaati dukhamnavatvam
Yatratvésa yad vimucyeha baspaim
Praptanrnya yati budhih prasadam.
Swapna Act.IV.V.6B.N.C C.R.D.
10.Raja- Mahascnasya duhita ‘Sisya Devica mé priya”
Kathamsa na Sakya smartum dehaﬁtar’égvapi.

Svapna Act. VI BNC.CRD
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11.Raja-yadi tavadayam svapno dhanyamapratibodhanam
Athayam vibramo va syat vibramohyastu me ciram.
Svapna Act .V.V-9 BN C-C.R.D

12. “Gurorme padasusrusam tvamekakartumicchasi

Tavaivadaksnah pado mama Se:'yobhavis'yathi”
Pratima .Act.1.V.26. BN.C.C.R.D.

13. Yadinasahate Rz;jnonmha?ndhanuh sprsamadayam
svajananibhrtah Sarv6pyévaxr_1 mrduhuparibhyate
Atha na rucitam muncatvam mamaham krt_anis*cayo.
Yuvatirahitam ldkam kartum Yatschalitavayam

Prat Act. I V.18. BNC CRD.
14. Mukhamanupamam lvaryasyabhan}gasankamathoram
Mamapitrsamam pinamvaksah surarisaraksatam.
dyutiparivrtastyorasirjagatpriyadarsano
Narapatirayam devendravasvayam Madhusudana .
Prat Act. IV.V.8. BNC CRD.
15. Asurasumaradaksairvajrasamghasthatapai-

ranupamabalavi'r—yaih. svaih kulaistulyaviryah
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Reghuriva Sanarendro yajna VisrantakoSo
Bhavajagatigunanam Bhajanam brajitanam
Prati . Act. IV. V.10. BNC CRD.
16. Jyestamistatamam na Saknomi
parityaktum.
Brahmani “Yatharto Jyestamiccati
tathahamapi, Kanistamicchami”
MV . P15 M.M.T.G. Sastri.
17. Dvitiyah- Pitroranistah Kasyédahi'n.l

pri.yah_- M.V.P.15 M.M.T. G Sastri.

18. Dhanyosmi yad gurupranah.
svaih pranaih pariraksitah.
Bandhusnehaddhi mahatah.
Kalasnehastu durlabhah.
M.V. V.20 P.16. M.M.T.G.Sastri.

19. Bhavata catmana caiva viralokaih




§apamyaham.
Nisasamaramudpadya ranc dhaksyami pandavan .
UB.V.64 Rangacar.
20. Baladevah - Etadbhavisyatyud511r_tam
Guruputrena .
U.B.P.61. Rangacar.
21. Pitrvikrama dayadye rajye bhujabaarjite
Vina bhisekam raja tvam viproktair vacanair bhava .
U.B.V.65. P.61 Rangacar.
22. Raja - Hanta! krtam me hrdayanujnatam.

U.B.P.62. Rangacar .

23. Ais_iptatangalamukhollikhilaih Sarirair
nirdaritamsahrdayanmusalapraharaih.
dasyami samyugahatan sarathasvanagan
svarganuyatrapurusamstava Panduputran

U.B.V. 32.by Rangacar

24. Baladeva Bhimasena idanim tava

182
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Yudhavancanamutpadya sthasyati.
U.B.P.31. Rangacar .
25. Baladeva- Bhokastam.
Duryodhananirasasya nityastamita caksusah.
Na saknomyatra bhavatah kartumatma nivedanam.
U.B.V.49 P.48. Rangacar..
26. Aho! kastamabhihitam tatrabhavatah !
P.480 BNC CRD
27 .* Angaraja ! na datavyam na data vyam”
“ Angaraja ! vanjitah khalu Bhavan”

P.485 BNC CRD.
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CONCLUSION

In the previous chapters a sincere attempt has been made
to peep into Bhasa from the sociological and psychological perspec-
tive. As any poet Bhasa is also influenced by the society of his period -
. He has portrayed the King and the Brahmins enjoying the full re-
spect in the society. But very often Bhisa has drawn our attention to
the condiﬁons of the depressed by his characterisation of the ser-
vants, maids etc. The customs prevailing in the society have also
been depicted by him, Thus a deep study of the works of Bhasa en-
ables us to have a vivid picture of the society during the 2 and 3™
century. B.C.

Drama has been described as a story of human buman conflict in
conversatioin form. Bhasa is very true to this. Without any artificial-
ity even in portraying minor charactors. The human mind is a great,
strange, phenomenon. Very often Bhasa has depicted the charactors

so minutely that they never disappear from the minds of the readers

or spectators.



185

We feel Karna is one among us. So too Udayana, Duryodhana,
Vasavadatta, Bharata, Hidimba etc. After Bhdsa no other dramatist
has succeeded in this type of characterisation. He was a great psy-
chologist, though there was no such science of this name during that
time. But we should not forget that Caraka and Susruta had given
equal importance to the study of human mind and problems related
to that.

Such an approach to our ancient works is the need of the
hour. Further this approach will give higher dimensions to the great
wisdom that Sanskrit language contains. Researches having this scope
are also in good progress. This writer does not claim that his study is
quite scientific. It is a very humble attempt or to put it in other words
an opening of the gateway. It is presumed that the dessertation will
give the new generation an insight into sanskrit language and
literature. Bana has praised Bhasa with meaningful passage which is

again quoted in conclusion-

“ Sﬁtradhﬁrak{tétambhaimitakairbahubhﬁmikaﬂ_l

Sapatakairyasolébhe Bhasodevakulairiva”



BIBLIOGRAPHY

)
&



186

SELECT BIBLIOGRAPHY

SANSKRIT

Devadhar.C.R

Iyer Ramachandra. T.K
*An experienced Professor

(English Translator)

Bhasanatakacakram

Reprint
Motilal Banarsidass
Delhi-1987.

Bhasanatakacakram,
Critical edition
Orient Book agency,

Poona.2.1962.

6rubhaﬁgam,
Orient Book Agency,
Poona. 1940.

Dutavakyam
Fifih edition
R.S. Vadhyar & sons,

Kalpathi, Palghat-1978



Sastri Sreedharunda

187

Dutavakyam

R.S. Vadhyar & sons,
Kalpathi, Palghat 3, 1990
"Dutavakyam

R.S. Vadhyar & sons,

Kalpathi, Palghat 3, 1960

Pratimandtakam

R.S. Vadhyar & Sons,

Kalpathi, Palghat-1990.

Madhyamavyayoga
R.S Vadhyar & Sons,

Kalpathi, Palghat.

Pratimandtakam.

Motilal Banarsidass, Delhi.

V't edition-1973



188

Kale. M.R - Svapnavdsavadatta.
With English commentary.
Motilal Banarsidas, Delhi
11 Edition-1945.
: Pratimanatakam
Motilal Banarsidas,
Delhi,
Reprint
V Edition-1995.
Kapiladeva Giri - Carudattam,
Sanskrit, Hindi explanary note.

Chowkamba Vidhyabhavan,

Varaqasi -1971.

Sastri Ganapati. T. Pandit : Pratijnayaugandharayanam.
(editor&cammentator) Trivandrum.
Sanskritseries.

111 Edition.1920



Dr. Vijaya. K.

(Editor)

Lakshman Sarup. M. A

(Editor)

Sehgal.S.R

(Hindi translater, Commentry)

Rangachar.Pandit.S.

(English,Kannada commentary)

Bharatamuni

189

. Madhyamavyayoga -1917

Abhi§'eka

- Avimadraka

© Madhyamavyayoga.

Kecrala University Press.

111 Edition-1988

The Vision of Vasavadatta
Das brothers,

Anarkali, Lahore.

: Balacaritam

Munshi Ram Manohar Lal

Delhi-6, 1959.

: ﬁrubhaﬁgan_n,

Sanskritasahityasadanam
Chamarajapuram, Mysore-4.
Natyasastra

Varanasi - 1971.



Bhatta Narayana

Kalidas

Sudraka

Sagaranandin

-.Venisamharam.

. Abhjnana Sékunta!am.
: Malavikagnimitram.

: Mrccakatikam.

Natakalakshanaratnakosa.
Chow. Sanskrit Series.

Varanasi-1972.



191

ENGLISH

Bhat.G.K

(Editor&English translator)

Unni.N.V

Warder. A K

: Bharata - NatyaManjari.

Bhandakar Oriental Research

Institute,

Poona-1975.

- New Problems in Bhasa plays.

Sreevenkiteswara
Printers, Karyavattam.
College Book house
M.G.Road

Trivandrum-1978.

. Indian Kavya literature

Motilal Banarsidas,

Delhi-1974.

". Indian Kavya Literature

Vol. I11,

Motilal Banarsidass,

Delhi - 1977.



Winternitz. Mourice

192

- Indian Kavya Literature

Vol.II, MotilalBanarsidass,

Delhi - 1974.

. Some Problems of Indian

Literature.
Bharatiya Book Corporatior,

Delhi-1977.

* A History of Indian Literature,

Translated from German by,
Subhadrajha-
MotilalBanarsidass,

Dethi - 1963.

. History of Indian Literature

Vol 111,
MotilalBanarsidass,

Reprint - 1995.

: Some Problems of Indian

Literature.



Ganapati Sastri.T

Dikshit Ratnamayi Devi

193

Munshi Rammanoharlal
Publishers,

Revised edition -1978.

" Bhasa’s Plays

Critical study,
Bharatiya Vidya Prakasam,

Delhi-1985.

-. Womens in Sanskrit Plays.

Meharchand lachmanDas,

Newdelhi - 1977.

. Women in Sanskrit Dramas.

Meharchand Lachhman das,

Daryaganj,
NewDelhi-1977.

. Women in Sanskrit Drama.

Meharchand Lachh man Das
Sanskrit book Depo.

NewDelhi - 1977.



Puzhalkar. A.D

Al brecht webber

Ayyar A.S.P

Agarwal H.R

194

Bhasa a study.
Munshi Ram manoharlal,
Oricnt Publishers,
NewDelhi,
II Edition-1968.
The History of Indian
Literature.
Chow: Sanskrit Studies,
Vol.VIIL

VII Edition -1974.

. Bhasa

(Indian men of letter series)

Madras law journal office-1942.

A short study of sanakrit

Literature.
MunshiRammanoharlal,
Delhi - 6

I Edition - 1963.



Hiriyanna. M

Hudson Henry William

Jung.C.G

Keith. A.B

195

- Sanskrit Studies

Kavyalaya publishers, Mysore
II Issue-1954,

I issue-1984.

© An Introduction to the Study of

Literature.

Kalyani publishers,

Ludhiyana,
NewDelhi.
IX Edition,
Reprint-1988.

. An Introduction to the study of

Literature.
Kalyani Publishers, Ludhiyana,
NewDelhi.

IX Reprint-1998.

- The Psycological types.

- A History of Sanskrit

Literature.



196

Delhi,
Oxford University press 1973.
- Sanskrit Drama-Its origin and

Devolopment theory of practice.
Oxford University Press.
Reprinted 1970.

Khatre.S.M. - Bhdsa a study-Indian therotical
literature.
Introduction to Indian textual
critisism,
Poona - 1954.

Maxmullar - A History of an ancient Sanskrit
Literature.

The chow: Sanskrit series-1968

Dr. Unni.N.P - Some new perspectives in
Bhasa studies

Prasaranga,



197

Karnatakauniversity,
Dharwad.

Usha Satyavrat * Sanskrit Drama of twenteenth
Centuary.
Sanskrita Mudramareya,
Newdelhi-1971.

Mainkar. T.G. * Studies in Sanskrit Criticism.
Motilal Banarsidass,

Delhil -1971.

Woolner. A .C ~. Thirteen plays of Bhasa
Sarup Laksman Mothilal Banarsidas, Varanasi,
(Translation) Dethi.

First Reprint -1985.

Sastri Surendra Nath - The Laws & and practice of
Sanskrit Drama.
Vol-1, Chowkamba Sanskrit

Series, Varanasi-1961



Mehta Tarla

Namboodiri. Dr. Easwaram E.

Sudhi. Dr. Padma

Tarlekar. G.H

Farley. P. Richmond
Swann Darius
Zarilli - Philip. B.

(Editors)

198

Series, Varanasi-1961

: Sanskrit Plaé Production in

Ancient India

Vol. V.
Motilal Banarsidas Publication,
Delhi 1995.

- BalaRama Bharatam A critique

on dance and Drama.
Kerala Sanskritam Publication,

Thiruvananthpuram 1983.

. Aesthetic theories of India

vol. 111

Rasik Printers Karolbag, Delhi.

. Studies in the Natya Sastra

II Edition
MLBD. Publication,

Delhi. 1991.

. Indian Theatre, Traditions

of performance

MLBD. Publications. Delhi



199

MALAYALAM

Narayana panicker Kavalam

Chandrasekharan Nair. Vaikkom

Rajarajavarma. A.R

Nair Sankunni. M.P

~ Bhasa Bharatam

Sopanam Publishers,

N.B.S Kottayam-1987.

: Rangapravésam.

Kerala Sangeetha Nataka

Accadamy - 1981.

. SvapnaVasavadattam.

Kamalalaya book Depo.
Thiruvananthapuram,

VIII Edition -1968.

- Natyamandopam.

Mathrubhumi Pinting &
Publishing Company,

Kozhikkode -1987.

: Natakiyanubhavarh Enna Rasam

NBS Kottayam. 1989



200

Dr. Sudhamsu Chathurvedi - BhasaNataka sarvaswam
Current Books, Kottayam-1990.
lyyar Paramcswaran. Ulloor - Dumatavakyam,
Sree ramavarma Grandhavali,
Kerala Sahitya Acadami,
I1I Edition-1989.
Achuthan Unni Chathanath - Sahitya Gavéganam
Edappal-1981.
Pillai. Krishna. N. *. N. Krishnapillayude Nataka
Chintakal.
Mathrubhumi -1990.
Pratipatram Bhasana Bhedam.
S.P.C.S. Kottayam,
Reprint 1987.
Pillai Kumara Kainikkara - Natakeeyam S.P.C.S.
Kottayam, May - 1981.
Nambisan Kunjunni Ceruliyil. - Bhasante MunnuNataKangal.

Poorna Publications



Pisaroti Narayana.K.P

Narayanan Kattumadom

Pillai Sankara. G.

Sarma. V.S

Menon. M.S.

Namboodri A.P.P

201

Kozhikkode - 1986.

. Natyasastram.

Translation Vol 1& 11.
Kerala Sahitya Acadamy-1987.
Nataka Roopa Carca S.P.C.S.

Kottayam.Reprint-1985.

- Ibsente Natakacitakal

II Edition
Kerala Basa Institute.

Trivandrum , 1990
Rupaka Darsanam
Distributers NBS

Kottayam 1974.

- Hrdayasamvadam.

Poorna Publishers

Kozhikkode 1981

~ Nataka Darsanam

Malayalam publication

Calicut. 1988.



Acarya BaladevaUpadhyaya

Kanti Kisor Bharatiya

Giri Kapiladeva

Misra Sri Ramanuji

Sukla. Dr. Chandra Kanta

HINDI

202

* Mahakavi Bhasa Ek adhyayam.

Chowkkamba Vidya Bhavan,
Varanasi -1964.

Samskrita Natakar.

Hindi Samathi Grandhamala
25- 1959.

Carudattam.

Hindi commentory,
Chowkamba Vidyabhavan.
Varanasi.

Karnabharam.

Chowkamba VidyaBhavan,

Varanasi ~ 1960.

. MadhyamaVyayoga.

Chowkamba Vidhyabhavan,
Varanasi 1960.
Sanskrit Ke Darsanika

Natakom Ka Samvidhanak tatva.



Dvivedi.Dr.Parsunath

Panikkar. Dr.Gopala.N.

Sukla.Dr.Ramalakhan.

Upadhyaya. Ranji

Dr. Krishna Kumar

203

Naga Prakasak.
Delhi-1991.

Natya Sastraka Itihas.
Chowkamba Surabharati

Prakasan.

Varanasi-1995.

' Bharata Natya Darsanam.

M.M.S . B.P. Printers,
Palayam

Thiruvananthapuram-1982.

: Sanskrita Natyakala.

Motilal Banarsidas Publication
Varanasi,

FirstPrint- 1970.

N zItyaéastra PrayogaVijnanam.
Rajesh Printing Press,
Varanasi-1981.

Samskrita Natakam Ka
Bhangolika Parivesha.

Mayank Prakasam

Moradabad - 1983.



204

PSYCHOLOGY

Lindgren Henry Clay * An Introduction to social
psychology, 1I Edition
Wilay eastern Limited
NewDelhi. 1973.
Andreyeva Godina *. Social psychology progress
Publishers moscow. 1980.
Myers; David.G - Social psychology.
MC Grawwil | international
Kagam and Havemann . Psychology an Introduction
v Edition.
‘ Harcourt Brace London. 1984
Sen, Arun K, .; Research in Psycho Social issues
Chandha. N.K Akshat Publication ,
Delhi. 1988.
Lindgren Henny Clary © An Introduction to social
Psychology.
II Edition.
Wiley Eastern,
Delhi.
Pathak. A..N. - Creativity and personality
Amarprakas, Delhi. 1989.



208

PERIODICALS
James redmond Drama and mimesis
(Editor) Annual publication
11 Edition

Cambridge University press,

London-1980

Bhashaposhini Bhasanatakam

Book 1V -Vol. VL.
1981, April.

Mathrubhumi weekly Bhasanatakam

1990,0ct. - Nov.



APPENDIX

APANINIYA PRAYOGAS

PARASMAIPADASTHANE ATMANEPADI

ATMANEPADASTHANE PARASMAIPADI

SUBHASITANI :-

4

+

PANCARATRAM

PRATIINA YAUGANDHARAYANA
SVAPNAVASAVADATTAM
AVIMARAKAM

CARUDATTAM

PRATIMA NATAKAM

ABHISEKA NATAKAM
PANCARATRAM

DUTAVAK YAM

KARNABHARAM
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