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FOREWORD

It gmives me great pleasnre fo have this opportunity of
expressing my appreciation of the work of my young friend
Mr D. R Mankad, .who 13 already known as the anthor of
several admirable papers on Sanskrit dramatic theory and
practice and d 1t to all stud: of Sansknt
literature

Sansknt Dramatorsy 1s one of the many subjects which
stll await general as well as speenl investigation The allied
subject of Sanskmit Poeties has just begun to be syste-
matieally s*udred, but Dramaturgy and Histrionie Art are
subjects whieh are sill practically uenexplered As most of the
onginal fexts were still unknown ugeertamn or unavalable
very few scholars have lutberto seriously ventured to under-
take a entieal enquiry In popular books published in India
and abroad on the other hard some wild theones hzve
occasionally been se§ forth without the shghtest justification
Now that sufficient matenals are availible, 1t 15 necessary
to maks a deeper and more accurate s*udy and we can for
this reason, heartily welcome the fruts of Mr Mankads
labours presented in the following pages.

Tkere can hardly be any donb: that the schiect 1tself
with a Literature going back to several centunes 1s deserving
of careful apd detaled study It 13 not Ar Mankads
ambition to wrnite an exhaustive accoant or to make a comp-
arstive stcdy, but ke limits lumself to the modest object
of examming cntically the Sanskn.«ﬂramsf‘c.ﬁ-ory shich
directed the evolution of the Aifferegs Eﬁ,f‘ Fnd
controlled therr techmqre. He ﬁs beenmb (5;'?:
an amount of matenal from f‘ mtené—re stud&__n\&mm5
atorgie as well as di tekts, ok
may De passed on tfe conelcs o
ntary walee of his work en
wisely eschewed the more tempting bueng an

T
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mposing work, contamng bird s eye views or sweeping
poncralisations’ on the bams of meagre snd generally unrelt
able facts and opimions He realises thit on the ploneor
invatigator tu this comparabively little known field falls the
more humble hut more important duty of a patient and
conscientions collection of first hand facts which are 1ndeed
the links without which the chun of historical summary
or even of any kind of generaliswtion eannot he proporly
forged In the present stito of our knowledge 1t 13 mot
expooted that all the difficultios and obscuritios will be
solved with ahsolute cortunty or that all scholars will
agree with every statement mado, but the young author
with the judgment and inmght of moro mature years has
expressed vory lueidly what ho has to $vy and has eximbited
not only a thorough famulinty with theory but also a
complete mastery of details, controlled and ordered by the
sobriety of trus scholurship It will be o sourco of sttisfiction
1f hus Iitgle book, a3 one of the pioncer cantributions on a
difficalt and complica’ed problom, 13 able to draw tho attention
of wmterested scholars and further stimulate rescarch m an
almost untrodden field

Unnersity of Dacen S h De
221936



PREFACE

After the modern revival of Sansknt studies Sansknt
plays are wmidely read and stzdied bot the stody of Sansknt
Dramatic theory has been most sadly neslectal A detailed
and en“eal stedy of Sansknt D m all s & h
13 a desideratum  With a view to meet with this swant to
some extent, I have undertalen the publication of this small
volumme

In the folloming pages I have a‘tempted to escertam
the nature of the types of Sansknt Drama (¥7% as well as
z7e1%} 1n therr ongin snd development The Subjeet bemg
entirely szeh as kas no* been stodied in reodern duys 1 kave
given foll mformation from the onginal Sansint dramatar-
gical works Incidentally I have ventured to discuss certan
problems conpeeted vith thc subject  but the conelusions
drawn are mere suggestions. And I shsll comsider myself
more than amply rewarded for my labours i they will
stimulate furtker entieal s*ody i this direction This forms
only one chapter in the vast stody of the Sanskint Dramtic
theory

I sm exiremely grateful {o Dr S K. De of the Dacca
University for wn*mg the Foreword to the present work and
for encouraging me 1n  thess s*tdies I am also thankful to
Prof B K Thalore and Prof. K. H Dhruva both of whom
have made valmable sugzestions donng the course of my
studies.

DPepartment of Sanskrit,
D J Sind College Karach:

’/4.:"3_13 R. Masgap
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ABBREVIATIONS

{Following 15 the list of abbreviations used
for the works, more frequently quoted during the
course of this work)

NS = mzrig Nir Press

AP = sflagim (¢ 825 AD ) Anandasraoma 8
Abh = sfimradt (¢ 975-1013) GOS

DR =zt (¢ 974-995) cd. by Haas 1912

SP = gars# (¢ 1050~1100) 45 qd 1n BP-Introd
KS = semgmmea (¢ 1084-1173) Nir Press

ND = amgin (1093-1175) GOS

BP =wawsrm {¢ 1175-1250) GOS

PR = sawed4 (¢, 1275-1325) ed by K P 'Priveds
RS = wolsgurat (¢ 1330) Trivandrum 8 §

SD = mifgmin (¢ 1300-40) ed by Kane, 1923
App B

Mtr = #mm as quoted by UTIWz on «FES
Nir Press

SR = wfimarR ASS

NSD=smmivdfin A Msmm BO R I

RK = wmagd
BSG = vwmewy
BA = wars
8DK = fasrrlgd

» ’
» ”

» ”
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CHAPTER I
IXTRODUCTORY

A general study of the extant Sansknt dramas

leaves an impression that our Drama was, as
it were, still-born It would seew that from the
earliest plays of 7 and @¥ @ to the latest dra-
mas of the seventeenth and eighteenth centuries,
there has been very little advance n 1ts techmgque
The earhest drama known, already shows a form,
which was crystalised 1n its strocture and even
1s theme ' Sansknt dramatists, 2s 1t were, lacked
in 1magination and experimentation. There does
not appear to have been any bold depsrture from
the standard drama, as far as its techmque goes
Nay more, even the theory, as fised by wwa's =
@A, as early as WP or most probably earlier
than lus age, presupposes a type of drama which
has been truly represented by our estant dramas
Thus our earliest dramas and onr earliest theory
of Dramatics, both show a form of drama which
vas fully developed and on which there has been
very hittle advance

Why 1s this so ? Can we reasonably believe
1 such a state of things? We shall try to ans-
ver these questions during the course of this

1 Even %™ 5% the WO poblished under the pame
ef % and which appears to ba hs, shows all the technieal
defaus 28 prescribed 1n the theory kmown fo vs  The =7,
the T, the w73 the =75 and the sel style of the theme- .
all are 10 perfect harrmony wrth the theory
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httle volume, but for tho present, we shall have
to collect data for the purpose In order to
understand the essential nature of our drama, 1%
18 neccssary that we should undertake a
detailed study of all the types of drama as repre-
sented 1 practice and theory Fortunately for us,
a work of encyclopaedic mnature on this subject,
has recently been brought to light and pubhshed
1n the Gaehwad Oriental Series, under the title of
swaanaeg, Though this work belongs to a very late
period and though its text, as avaulable, 13 almost
a coafused mass of inaceuracy, a careful study of
the work helps us 1in formulating certain broad
1deas as to the gradual development of our Drama
I shall, therefore, undertake a detatled study of
the various types of Saunskrit Drama as described
n our extant dramaturgical tevts
Ouar dramaturgists have, 1t seems, very early,
distinguished bstween the art of histrionies (Arzw)
and the art of dwncing (%% or 74), and as some
of the types of our Drama are based on 3@ and
others on 74, 1t bscomes essential for us to
understand  clearly these terms, before we study
the forms of Drama themselves
1 39, 377 and wrzw ‘
These three terma arc vers offtn explantdy
m the works on Sanskrit Dnmm?l;'g‘),’ but there)
18 2 dnergence of opinion as r

ig'ugl&\ the sense
wtached to them 7% and 7 add u3dnally dernived

from the root 72, winle =zt 18{d&ivdd from the



INTRODUCTORY 5

root 7z% If we can ascertain ‘the distinetions,
if any, between these two roots, 1t will be easter
for us to arrive at the exact senses of the above
three terms
F7 and AT

Chronologically, the wusage 1n literature
shows %% to be an earlier root, yet there 15 a
difference of opimion about the ongm of these
two roots. It was Weber’, who first pointed omt
that @z 15 a prakntisation of 71 There 13 also &
view*, which takes ¥T to be a sanskritised root
from @z, which according to them, would be the

2 w7 m s ND advances another view (P 23)
e aETd AR GeeminT wAmr g T s
sy m&-wf‘wﬁw‘rzﬂwmﬁﬂamﬁ% TR
T wTRE WEET ARt AR YR, 7 e
GAFTNT 7 ﬁ IFA
Thigs view if correct, may lead uvs to derive 729 from
a7 and so = will have no place In the evoluton of =%
Bat there are other considerations which militate aganst talang
FZ as the root for 2¥ or "z Most probably with NDs
sole exception there 13 no other af*empt known to dersve 2%
from 9z For lengthening of the vowel there 13 the
grammarian 8 ganchion, a8 the roots with pennltimate short
vowel do so 1o forming Potentia]l Partiesples  Bud apart from
that, there 15 the sanction of T (IV, 3, 129) 1" detiving
* from ** Compare also the follomngaﬂSD tm)
TIERR FE REPATE R - =
srer wF TR /-‘ 3
Oo the who'e, then 1t seems corpec! Qﬂzm{m'mkﬁ
3 .t Histary of Indian Laterat het; 2elfidition P 1957

1 Ths view was expreseed & {leadingyGryadhs o
thly yournal March and Aay 1%}1 J\J:Z\%f‘f
(LN~
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ongial root  But both these views seem to be
erroneous (that 1s, 1f the votaries of the first view
take 72 to be an original Praknt root) 72 13 not
8 Prakmit root at all, for 15 15 not used 1n that
form anywhere in the Prakrit Interature Praknt
lexicons only show the root 7, not 72, which fact
alone 15 enough to show that 7z was never regarded
as a Praknt root There are forms like 72 seen
m Prakrit Laterature® but a root like 7z would
only yield w2 Thus, as far as the ewvidence of
actual usage goes, 927 cannot be faken as a Prabnt
root Nor 18 the second wview correct, according
to which, a4 would be a root later than a2 Here
again the actual usage falsifies any such theory,
7718 seen 1o w1 ¢ atself, while the earliest usage
of 3z 18 meb with 1 TR, proving T to be an
earher root It 1s truc that much 1s to be taken
for granted 10 ealling 7z n later root, simply be-
cause 1ts usage 1s not seen enrlier  One may argue
that 1t might have been used 1n spolen lwnguage
only But the continuous absence of s word
wm all the earlier Iiterature, makes 1t probable that
it was a later root  And this appears to he quite
reasonable Both 71 and 72 are used in Sanshrt

5 1 am indebted for this information to Pandit Bechardas

who 15 an erudite Praknt Scholar and who wis o
Professor at Gujarat Vidyamth, st Ahamadabad  DBut 1t

18 possible that this %27 18 o reflection of Praknt equival
ents of I7W like % ete

RVX 18 3 X 992 \III 37 5, VI, 81,3 VIII, 24,
91130 7 etc
7 IV 8 1oy
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Luteratare” ard though there may have been
some confusion 1n the usage of these roots
2t first, 1t secms quie hkely that they soon came
to depolz tvo diferent concepts =T indicated
a particular form of enterlamnment Bat as this
form of entertainmant developed and incorporated
new fealures into it, it became npecessary to find
ot & word which would 1ndicate this newly
developed forin of entertamment So 7z came to
denote a form of entertainment which had developad
from the form of entertainment indicated by the
root 31 and which for that same reason was
necessarlly Jater Thus too %7 seems to be an
earlier root  According to this reasoning, 3T will
have the sense of dancing and 7z thas of acting

Now 1t will b2 seen that at the time when
7z was given a sense different from that of T
{and this must bave happened when #2 was
accepted as a Sanshnt roof, even if it be taken
as o Praknt root at first), the two forms of
entertainment, ansing from the sams action, bal
been perinanently separated and had gamed therr
indinidual trats 725, which 15 distinet from
o (as we shall presently see), must have come
into existence just before the root a7 was dis-
tinguished from 71 It 15 probable, that the root
Az first meant ‘to dance’ and later qzewsTREN_

developed, came to wean ‘acting’  Fol wig

%Y
support such a view?’ o

o~ (‘Av

8 It s possble that FLis a fortker ef‘sved/"r‘;cf .‘{

9 SDEP 198 & ,
f 2

O ,2(‘\/%
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et | @ i oftag @ FAT
9§ gfaer Al | Fcfg AseRd )

Thus 1t may seem that 72 had both these sen-
ses and 1t would be guite natural to suppose thab
the earlier sense was ‘dancing’ and as 1t developed
1% came to mean ‘scting' It should also be
remembered that in TPf, @z, 7z, and ART-ll the
three terms are scen, and this may show a de-
fimte development of the word 7z, as distinguished
from ¥, for even in the above passage from
SDK, =127 has been nssigned the sense of ‘acting’
not of ‘dancing’

But, just as 7g 18 found to have been used
1 both the senses, 129, too, has been assigned
both these scnses 1o certain works In the pre
lude to & work called meaedaffis, a ms 10
possession of the Govt Ornental Lubrary at B O
RT, the following 1s found (fol 102

WA agm afa mbganaga
At ommAfE waw Imafy

Ha ERWMAdTT W wan
TEFTEY FAAE GAKTFR FF

N Y

[emgrary gk
FpanaoRFaiigra
JEBYIE ING W 7 Wk §

10 For u discussion sbout tho wdentity of tlns my, , ses my
paper on WRMH, 1 the Ammals of D O R I, Val,
AT No 1L, P 173 ff Alsoef Tho same, Vo} AV,

Parts TIL P 89 ff 1 am indebted to the Curator for
the use of the ms
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aza mfzam v & seeE R
AEEART qE07 , I IR
This shows that according to this work amzy
was not the same as &% It was mere 39 or 39
and this 1s amply corroborated by the defimitions
of the 37 types of az3 as given 1 this work
Further, 1 this work the aunthor takes an oppor-
tumty of deriving the words 2% and 3= (fol. 28),
wherein he describes @3 as the art of a2, and
then mcludes under 1t ap=3, 7 and e/@  This
classification 13 evidently based on soms sort of
differentiation between =@ and a3, and 1n the
light of the above passage, 1t being 1mpossible to
understand €3 1n the sense of drama, 1t must
have the sense of I as understood by DR and
others

Thus ara seems to have been used 1n the
sense of 771 and A= and perhaps of 7@ That 1t
had both these semses 1s also seen 1n aRR=RfER
It mentions a @7 called %3 or = which was
properly acted by a=%@ The character of a3 as des-
eribed in the drama was that of 7 1t was certainly
not a drama, nor wasit a mere I type As there
15 the express mention FARAANFIR after the stanza
recited by @=f@, 1t 1s obwious that it was a
type which 1ovolved #firr  and this was the
technical natare of 33! a=7, thus, here refers

11 Tt seems tha* T5 % recognised the prinerple that %7 vas at
the oot of "™ The fact that ke ealls the two wraris
ws pcarnate suggests 1t Thus also =3 wasa 7 typa
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to 3@? Same 13 the nature of TRE as
used 1n NSD amfimfafism, knows 224 1n the senje
of drams also  awg® eulogises a2 thus (I, 4)

arfigmaata g @ed 59 g
egaraatia wi s Ba
Srratgawa frraRa MR @

e BedSee agaIaE ST i

This stanza characterises M7 as one where
1#afig 15 seen, which would, necessanly refer to
dramn proper, rather than to an ordinary TIFFR "

12 Following note by Prot B K Thakore will be interesting
TSI and SRA are distiogwshed by TREW  Former
18 acting on the stage by the fully tramned 7 complete
in all respocts It 18 highest proficiency in  this many
mded art =97 15 the ponultimate step, only after it 13
mastered can the pupil be taught the former In wRa
7 ncluding (and enhanemg the offects of} A% 13 per
formed a3 by a mero 7%, then =RMX by itsel! (without
77 or ¥81) as by a 1 For 791 thon, 1t 13 eesential
that (a) the passago to be porformed must be short (b)
yet should embody seversl ™s and "3 1n & sequonco
that 19 natural  or ot least posuble {¢) that the 2nd
ha'f of tho performance {1 e W™ or #P% proper)
should be extibated mmmediately aftor the first half, and
that (d) tho sm=md or wf¥s judges this 2nd hall n rela-
tion to what ho has just seon and hosrd =97, therefore
{and & forteors the earhier stagos also) 18 purely a
school room  oxerciso not a kind of public performanco
on the stafo in sny sonso

13ct NSI 78

14 Following note,too by Prof B K Thakore s worth quoting

This stanza covers the whole gamut (s} 7% the meraly
physical ( d

sud
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All this shows that 7z as well as @13 was,
at one time or the otber, used n both the senses
of acting and danecing But this should not be
difficalt to explain  Qur earlier analysis of az being
used for a form of entertainment distinet from the
one represented by 71, would lead as to believe that
almost as early as the root 7 came into existence,
a distinet sense was given to 1t Howerver, 1t 15
quite possible thit 1n the beginning, there must
bave been a confusion 1n the use of both these
roots 71 and 7z, one bemng very often used for the
other And the theonists vould recogmse the
distinction only after the sense had been fully
crystaltsed 1n the popunlar wnsage Thus the fact
that we do bhave usages showing both the senses

movements of eye eye-brow f.ce hands shoalders breasts
lups and of course also the feet and thewr toes)

(b) “=—the atose ples reeitation or singing vithout
any flav or mmpropriety tn tune v1*h and 1z full accord with
the sense of the words

()~ _the above (2) or (a+b) plus acting pro-
per Where cot wanted, or inappropriate =4 or %47 or both
would be dropped

It also distinguishes between

(1) Mazle and female or (2} AT=7 style and ¥ style
and the of the theatre with
the ¥%3%4 and the three 3TS at the root of infinite play and
vanety of the real human drama which ¥ =¥ and 29 copy
ard reprodvee 1n munmture by the use of some conventions
so as to present an artisheally unified picture wathin conven-
zent lumts of tume space and resources.

That 15 why says the stanza all sorts and conditions
of spectators are pleased bv this as by nothing else
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of az, should refer to the period of transibion
during which @2 was used 1 both the senses

Whatever may  be the time when 7% and
Ja wee finally distingmshed 1n senses, 1t seems
almost  certaan  that according to the ahove
discussion, T was cather than #2  Tlus 1s borne
out by the techmical difference 1n the senses
nssigned to the words 7, #3 and mza (as used 10
our dramaturgical works) into the nature of which
we shall now mquire

™, 377 and A=q

If =iz 15 distingmished from 78 as  suggested
above, there must be similar distinetions between
the forms of entertunment denoted by these roots
This we can learn from the works on dramaturgy
Let us, then, see what evidence we get bout the

uature of these terms in various dramaturgical
works

(MMC P 59)

Rz ezl g
Te A Bar gy gagafiama

WA g 79 3 ARSAPHY

(SR, 7th «-mi)
a1 g wm ga 4@ alk Qg
TR T genr wnhied R, wsp
st witn a1
ks miedA sz Tk uren
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ST g A
WEFTRECT 7 gEan A7 usen
(BP P 18])
THETAE AR T
TIZET SRR AT
= WEART 47 ErRgRET
33 TEEGA EE GTHGH
ST SRS T
(DR 1, 7-13)
TEHGTAART T TSI
1 SEAATTENE GET
FEFPA TR IR AT,

(PR P 100-1)

.. aE1 @HEE
amEpdT g 39§99 reeaaT

SDE P 196)

sl G o o e W e
g

Let us now exammne the result of these
varous views with regard to the nature of I
7= and 3% We shall, for the present, leave
apars the views expressed 1 XS and Abh
Followng table clearly shows the various views
about these terms
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Work aq \ b AR

1 MMC{ wmnmm | awemd |,

2 PR ” » "

3 DR BikEeiCpt I, '

4 SR v N '

5 BP | wmam | . a9 = e
GSDK,Sl ATTIAAR, ‘ » l mmu

Above analysiz shows that all are agreed
about the technieal aspect of A=, but there 18 a
difference of opinton  about the other two It
will be noted that i MMC and PR tho terms
3% and 3@ are ‘curtously interchanged’, while BP
1s alone 1 describing 3a as AR, thus equating
1t with aET  Let us examine the reasons for tlus
confusion MMC and PR are very late in date,
mn compansion with DR and SR They do not
scem to preserve any earhier traditions about this
pomnt Therefore, this curious 1nterchange does
not seem to be intentional, and one may rely
more on DR which has been recogmsed as the
standard text-book on dramaturgy and from which

all other later works have profuscly drawn ther
materials

15 The quotation from thia work as giien ahove whon real
n connection with BP and SR siggests that tho author
Lolieved 1n'the samo view as held by DR Alout #% 8Dk 13
clear and 83 77 9 eallod 'mmf‘mmuu At 13 cloarly based on
W1 50 18 77T basel on W a3 1t 13 tiken as ITATATEAT
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But in order to understand clearly the
mmport of these terms, we shall have to heep mn
mind the sobtle distinction between w7 and @
DR, after defining s and 34 as noted above,
further adds '

So do BP and SR and SDK describes 73 as
mﬁ%‘-ﬁm This clearly makes 77, a further
evolved form of 7@ 7715 the ongnal form of
entertainment on which T was an improverent
Our above analysis shows that 2% wvolved @™
aed @3 only, not w1, while 73, was essentially
connected with wa "7 and producing #13 1n the
mnds of the audience, is an art far more advan-
ced than mere wfE®  Thus too, 78 seems to be
earlier SR clearly points out that 3 1nvolved
mere movernents of limbs without any afmy A
dancer would move his or her hmbs in barmony
with music (or probably this required very httle
of music as rhythmical movement of lumbs only
Wwas essential to 3@) There was no acting 1 71
That was added to ¥  Proper acting Wwould
create @ n the minds of the audience Thus
m ¥7, the actor had to act in such s manner
that a corresponding 4@ would be created 1u the
minds of the spectators Imagine a child dancing
on some jJoyous occasion and add to this motion
of the child, rhythm and ar~ and you have 74 71

5

16 of iR used 1n the sense of 779 1p FWET I §
17 DR 15
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thus, 13 dance, while 33 15 mimetic art, If we
reahise this essential difference between 7% and
7@ (28 seen mn DR), 1t will be seen that 3@ which
1s based on §@ only, must be very pumitive As
1t developed and as the abstract notions of ¥A
and ™ evolved, this same 79, ncorporating as 1t
did, further elements, assumed first the form of
34 and then the form of = Thus both 7 and
az, ot can be safely sud, are further evolved
forms of 7  This evolutionary distinction 18
noticed by Abh also Abb at P 184, gives the
folloning divisions of ya (1) waw (2) I\
(3) wmawfa (4) wgafer (5) that which 1includes
harmonious motions of hands and feet as
m ¥ and s@mERe  (6) that which includes
music leading to stfima (7) that which follows
music and @@ with harmonious motion of limbs
It will bo seen that the first four divisions me
based on o principle, distinet from the one en
which are based the last three These three can
be resolved 1nto two types only-one which has
pure W& and i which hands and feet are
moved 1n harmony with w#rsara and the second
which 1ncludoes #f@3, with harmomous motion of
limbs following music  (And 1t will be recognised
that these two are the same as 3@ and %)
These two types of 98 are further on taken as
distinet from A= as 15 understood from the
following

TW AT D0 WaATH TraRm a1 Gdm qkan-
A efifrzyamanaa (Abh 181)
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This means that the first type, which 15 7% was
qmte distioct and the second type, which 18 771
was useful m @ Thus both these are distinct
from az

It will now be seen that there 1s po techmeal
difference between the views of SR and DR on
the one hand and PR and MMC on the other,
only there 13 an terchange n namng. And
bearing 1n mind that DR and SR are both earlrer

ithan PR and MMC, the servile characters of the
last two and the hteral senses'® of the words 7a
and 7, one 1s 1nchped to follow DR

Why, then, did @rI7& equate 7@ with ar=m
by ealling 1t @™y ? But Ig@ad also records
another view In the tenth aws he wrtes *

A SN S SETR

SISL ety

Bices
TEHT A R mEh T
QxR AT T
q_wpTiza argd G s
a7 wmm ari & ol ww
Bt s
Tl WgAET AR
Ths 1s, asf reiterating the view of DR Itis
well-known that BP 15 a compendium of the works
18 Ba'b = and = are to be denved from =% 7 bemg its
Pist P P and % ts Potential P Thus too T which
means ‘worthy of dapcing shows an advapce Upon 0
meapng danced only
19 BR P 296
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on dramaturgy known to =RZiTa, and he very
often, mentions, ™ith or without achnowledge-
ments, various views on the subjects he 18
dealing with It may have been so 1 this case
But the view which conmiders g9 and MR as
sdentical, 18 found 1n ome other place also NS
notes a gi™ (which does mnot scem a dimr as
such, but a mere objection forestalled by the
auther himself) which 1t has refuted. When
wd  explained the orgin of W, the Bages
asked hum

w1 ardyatn @i Ta

qEnAd g facr WA

q ManTETg 7SI WIE,

FEra T REmhawaial «
To this doubt the reply 1s given thus

sReEd A werd FfHTEeR

foeg U SerREd gw wIfa

mhw WS TEfE oAt

arrcafifs T @ gl

Pz TmEsRTRARg

framF S TRimEaiian,

This doubt and its snswer clearly show that
even according to NS, 37 had no other purpose
than to amuse the minds of people This 7 would,
thercfore, be almost the same as cxplained by
DR This summary treatment of the q¥w3, in NS,
has been very elaborately discussed 1n Abh
Abhimava has summansed the argument of the
0 NS IV, 21424y
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399 that 77 and 75 are identical, by advapcing
three possible 1ssues and then has refuted all
these three and then established that 37 and 7=
were not identicat  He closes his long discussion
by the remark ?

T =T e fmReaers

Bat 1 so doing Abk brings out two or three
pomnts which are of immense value to us 1n the
present enqmry The g7, accordng to Abh,
copsidered that there existed non-distinction
between 377 and 7=, mamly for the reason that
both had &R 1n them In saying so, the Ty
distingmishes two varieties of 31 One which 15
absolutely void of #fmg (and consists of bending,
turning, rawising of eye-brows, moving of eye-balls
and feet, trembling, throbbing and bending of
waist and other forms of i=#f¥) 1s pure A
according to the g, and the one which mncludes
ST 1s the same a3 @%@ (See P 174 comm
I 22.3 to P 175 11 1-2) Thus the controversy
15 aboat the second kind, for even the @ calls
the first vanety as 779, and as suck gqute distinct
from a=1 It 1s the second varety that s
1dentified with =1

As agawmst this Abh distinymshes between
these two 1 e between the second varwety and
srm  He says (P 177-8)

71 (by which the above second varety 1s
meant), cannot be the same as =, for there 1s

21 NS{GO S)P 18t
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no sfiwa m 3¢ as you pownt out to be It may be
wrged aguast s that i TAEE like  @tRaw, the
45A tries to ottract the ymnd of the ling, by
music ete, and thus these 7a¥isrs must contan
afiia But Abh  says that the @3 required 1n
470egs 1s distinet from the @frma required 1 M
In 7asizs, the @@ does resort to ¥gemm by pro-
per gostioulations of eyes ete, but all that s for
attracting the king 1n whose presepce she dances
Thus this =fma of a4 excites the passion of the
Ling but the =f% of a 77 18 for playing the role
of some one else and thus he has to show feel-
ngs etc, a5 experienced by anmother person and
make them manifest on the stage, by wisible
representation A w98 does not plvy any one’s
role and 1n her case she has notinng to represent
visibly  All that she has to do, 18 to attract the
heart of the king by persomal appeal, ns it were,
through her gesticulations She bas not tn put
on any one's dress et¢  (thus amgElfem 15 almost
absent 1 her ease)

Thys distinction, so descrptively, bronght
out by Abb, has really & very

important
smignificance

We have seen that according to DR
and others, 3@ was considered wWar, and 77 was
wrany Here, too, the 7w that cludes =fima, 18
shown to have the capacity of cxeiting the %19
ooly while the fechings evoked in the hearts of
the spectators by @za, are shown to have o lengthy
process, which really means that @ 12 evoled
Thur Abh refutes the argunents of the ay by
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saymg that his second variety of 39 has a sort
of &%, but 1t can produce w7 only, not @, which
viould be evoked only by = which, therefore, 1s
distinet from this second variety of 39

Now 1t will be seen that the distinetion
between 77, 73 and @1=3 as hnown to DR and others,
is also recogmised by Abh only, he does not use
the term 3 but embraces both 37 and 7= of DR
by 7, of which, however, two aspects correspon-
ding to DR’s 77 and 7%, are distingmshed as
shown above

It seems that this distinction between T¥
and @1, was hnown to €7, @5 and ®F7Z, as 1s
seen from the following gquotation found m Abh

GETEETETEE O WD 1 3 @ ARt
I € eAT | e s TR
ThaETE % W | SR eamIeagmadt 83
s |

Thus the wiew that a7 and a3 are identieal
seems to have sprung up out of the confasion
that wonld anse when #7 was developing 1nto 3%
At that time no distmet notions could have been
formed sbout the two different vareties and there-
fore £ and T3 were knovn by the same term T
This confosion 15 bound to happen 1n such a
transitional period Baut when these two forms had
erystalised they came to be differently known as
39 and z=. This confusion between 37 and 77 15
seen 1 SDE and NSD In several other places
also such a use of the term 71=71s found which
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would be resmmiscent of the sbove noted transiional
p.riod

Now 1t will be seen that am@Aa, presunbly
roferred to such a view as has been prosupposed
by Abh  But i realty they all (1 e all our
extnt theonsts) took 3@ to be quite dwistinct from
w1 From the poiwnt of view of evoluton, first
comes 74, then % and last 72T 91 15 mere dance,
7@ had gesture added to 1, winle =3 had specch
(1 ¢ dinlogue) too Thus =T 1mcorporated all
the three features—dance, music and speech—whlch
are 5o essential for the creation of dramn This
technical difference between 34, %3 aud T should
be fully borne 1 mind for the detailed study of
our dramas

2 ®I% and ITETH

It will now be seen that Indin has witnessed
three distinet forms of entertanment, based on
79 7 and AR, but the one based on TH never
scems to hase attamned to the position of a drema
It remuned for the court hall of the hing and
for the court yard of the temple It was wn
avcomplishiment of the courtezan from whom even
the princes and princesses learnt the art  Bub as
the tastes of the people were cultivated and as
thewr general culture evolved further, they were
not saisfied by mere rhythmic daneing  They
had to invent newer forms of entertuinment and
they soon saw that their origmal dance combined
with histrionics and  with musiec gave them tho
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necessary variely This they adopted and called
71 But the society was progressing fast, their
mental horizon was ever wideming, their abstract
thinking was ever getting deeper and deeper,
They then, wanted still subtler form of entertain-
ment They evolved 717, and by gradual degrees
took it to a he'ght of refinement which even
to-day evokes the admiration of all the civilized
peoples The form of entertainment based on 371,
our dramaturgists called 37&7%* and the one based
on a7, they designated as &%F

There was a techmeal difference between
&% and ¥w=7s, which 1s very well brought out by
&%= (wvho bas appropriated the whole passage
from Abh) in the following extract (KS P 329-330)

7 QTR Tl T ORI W AT | AEEIEA-aEy
7 wx dm SpmmEw ) @@ i seRaTRl awe
ST GRS R RN TN FAHE AZITATIA
B | g dem 9 g enfitem ) qa R osa
T e ek Frem oaa Aeish elima @i
AT WrIE @M gRETEY, FRRpTOMEGm g amERy
AT IRET Y, FAfRgdRmr I an efefenisa-
I gFAUTPR | T qF Srrd atram o whEl
an AT qwy T A TRy R
% 9 7 MEERPATEATIEr 7 a7 1 arzﬁr"-a
frra  earEReateiss semmwdy g e e
arrigETTEsiET At sanErEiT s -
atlgm 9w B i S et Enprreniaem®
[Eteoncice i o i o B e . maEfiem 9

#For the actmal usaze of the word etc  see further
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fomomfa t wmr g @7 aww wagfoaRm @ ged
g3afids T g 1

It wil be seen that @ of ¥z 18
our 71 or IvaF and lus 7% 19 our W or WF 2
The chief point of distinetion between the two
forms 13 that the Iweef had mawnly to do with
the bodily gestures and music, while both these
occupied a secondary posibion 1n ¥¥%F  Thus I
would place greater emphasis on #nfsda, while &%
would require @¥3% and other wfimas

To this distinction between T% and VW
we shall have to revert later on just mow 1t 13
satlicient to note these svlient features of both the
forms The above distinction biought out by KS
18 also borne out by other works  BP, very elearly
mentions (P 221) that €953 were AT and 7T
weore 9TAF, also 1t calls (P 255) the 39%wFs as
Ry and w7es as ARTRm The distinction (P 181)
that aZT 15 armdfeErar and T 18 RSEATE
also points to the same principle

After thus understanding the technical nature
of #77 and gver¥, 1t will now be easier to study
their divisions in detaals Lt us take up €% first

22

hos Fwwx s tormed Amerw 1y Aby

? Tt also uses the
term Frwmers Of P174 183
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CHAPTER II

RUPAKA
{N&tya and Rupaka)

HE word #vF 1s to be denved from =7 a root,
the exact sense of which, in earlier Iiterature,

has not been as vet settled =%, a substantive
formed from this root, has been used in some of
our ewrly works \ccording to Sten Konow', this
word occuring 1n the fourth Rock Edict of wwis,
refers to a shadow device, which leads to the
acceptance of the cxistence of shadow-plays 1
anctent India  But Keith? tales #7 to mean
vistble represeptation  De’ supports him It
seems that Keith 1s inchned to take this word
In connection with puppet—play or Pantomime,
which existed mn India  He thioks so, because
i ¥t of the Buldhist cannon, the term
= =773 occurs and there, Just before in the text,
there 15 & mention of a puppet Thts sense may
hold good 1n the case of the Fourth Rock Edict
of WU as #TH there, speaks of exhbiting
spectacles of the dwellings of gods, of elephants
and of bonfires 'I'his sense would be admirably
smutable for the compound #93¥%° where 1t 15
obvions that some art 1s referred to That ¥7 1n
S D P &
Sin D P 3¢
IHQ Vol VII P 544
¥, 30 (See San D P 34}
Milerdzpanha P34t

o 810
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these earhicr references, alludes to some sort of
art of representation, scems dehmite enough from
the very context, and there 18 every reason to
believe that it referred to visible representation,
as 1ts later sense attests &7 1n this sense, 18 used
1 NS, but ounly mn the compound zmeg, which
occurs there five or s1x tumes$  There are some
moro places where the word &1 13 seen m NS/
but the sense appiicable 1n every casc 18
erther ‘form’ or &M, or mere beauty Those
have no reference to our enqury, in which #1713
to be taken as meaniny wigible representition bub
there 18 one term @we9 used n NS, some fonr
or five times,® the sense of which 18 not easy to
determme It may refer to some sort of speoial
feature of dramatic representation, as 1t 18 used
n connection with €% &9 also seems to have
been used to designate some ¥ n NS at
one place® But these references do not lead us
anywhere Only the defimite term 3T*7 bears
testimony that & meant a dramatic representation,
as early as N§

There 13 an 1nteresting point 1n counection
with thus early sense of 81 *7f% and other forms
of ®1, when used 1n the stage directions, mean “o
G NS AVIL 133 AVII 1, 4 183 XIX, 46 123 \\VII,

50 €O
7 NS T 29, \IX 59 79, 122 \\1,85 67 177, \\IT 79 84

8 NS V 32 36 40 45 \XXI 213 29 gleo of XNL 67
and SR 71312
9 NS ONANY o
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ach 30 as to represent visibly a particular situation
or emotion’ An analysis of cur extant dramas
shows that roots 2, &% and s+ and their forms
hke M@, wziw, mzafy w@A =35 ete, are used
whenever such a stage-direction 1s intended All
mean the same thing, but a careful 1nvestigation
reveals the fact that ¥1 1s invariably unsed 1o
earher 1 e earlier than DR) dramas, whle an
exclusive use of M2 and W+ 13 seer 1n all the
later dramas With a view to ascertamn this, I
have collected evidence from all the dramas of
note and followinz 1s the resals

TJEW’s IAwaTmRE bhas  no  occasion  for
such a stage-dsrection T bave esamined sfn
o3, GrEaEEal, W, g3od and T3® of %@ and
have found that Tz 15 used only twice, once 1n
&, and ones 1n 33 while € 18 not uszed at all
m these plays #=%zms dramas show a fair
proportion of both these roots FaT¥NT uses &7
10 times and & 12 times In @eRwiiem, € and
w1z both are used 7 times In @fiemag=ex,
both the roots are used 11 times fa®e in
all the other dramas 13 used m the sense of
‘closely observing’ but m sEEmmEH=E, 1t has been
twice used 1n the sense of ‘misibly representing’,
as 10 jzard Freeg v FgdetraT, which seems to be
a fairly early drama,' uses ¥ once and ¥ twice
wmz==51 bas no such stage-direction  In sll the
10 sfeaT—g=v% Nir Press P 85 67, 93
11 <ce ABOPI XII P 508 The arguments advanced there

are plamsib e
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three dramas of @i, mz only 1s used to the
cxcluston of ®, while 1 #gf=R of awaRw™, a
drvma of the same age as &'s, only ¥1 15 used
In @, @1z 15 usual, but IgWmaia uses ¥
once mn the V act snuiszmm, o drama of ths
age, has used @z only two times and ®¢ 12 times
quu4a has iz only AoR"a@ uses A1z in most cases
but has used =7 twice bﬁfizwz, which 1s certainly
eutlier than DR, usos € once These are all the
dramns  admutted on all hands to have been
composed before DR I have also examined %
number of dramas composed after the time of DR,
and they all show an exclusive use of @2, with
only one exception of the dubious qadftoaT,
which uses ®7 4 times and @z 8 tumes Of the
Iater dramas I have examined among others, all
the available wms and wzads, wiwaasd, Padfmms,
Fhgedl, frmmay, wiwew, the siv dramas of TR,
AT, gREWeT, w@RfaR, seauwd eAwe and
Fafefiems Al these show @12 only

If this analysis means anything it scems
certar that by the time of DR, ¥% as a root,
was definitely superceded by @z Only the earher
dramas show &7, not the later ones This has an
interesting paraliel 1n the usage of the word &
It 15 found that &%, as 4 generic term for drama,
came 1wto general prevalence only after DR’s age
The above analysis of the dramas also shows that
12 1 have not examined dramos of very late dates (te of

17+h and 18th conturies) as thetr evilenco 13 useless in
such un enquiry
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whereas alwost all the dramas later than DR,
use the genmeric term &% i thewr SEWES, the
earlier dramas are, as il by conspiracy, sient
about that word. Not one drama of a date earlier
than DR has used this word * In the works on
dramaturgy, agam, NS does not know the word
=7% as a generic term for drama, but Abh knows
1t and %% was almost a contemporary of &7%3,
ti pot later Earlier term for designating the
dramatic genre was a3 and mn some cases ¥
(as m %97 10 NS)

The result of this analysis puls s somewhat
curons fact before us It seeme that Az was the
earlier root meaning ‘to represent wisibly' and
=7 the earlier term meamng a drama In the
course of evolution 7 came 1n the field,” both as
a root and as a substantive ( #1) The root =¥
held sway side by side with az for nearly a
thousand years and more and then dropped out
and #Z survived, but ®1 developed 1nto =%%, su~
perceded a7 and held field ever alterwards

This shows that #7%, as a genenc term for
drama came mnto vogue about the ninth or tenth
century.

Let us now see the results of this whole
discussion 'We have examined the terms 77, 7,

13 ¥33% gses ¥ agd aleo both T and 7 but as its
dste 1s a matter of uncerfanty we may not attach any
valee to 1t

T4 There 15 enouga ground for the evolution cf such a sense

of tke root
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iz and &% and following seem to be the senses
attached to them
{a) 7@ Dancing
(b) 7 Dancing+music+a hittle of acting, This
18 based on wAs
(o) amz  (a) +(b) + full Mstriomes This 18
based on s
(d) % g+ taking the role of some one
else
To explain  (a) A person experiences an
emotion aud not being able to control Mmmself
begms to exhint the emotion by moving s
hmbs In so dong he has no consideration for
others He jumps and moves : ¢ dances Just to
satisfy himself 1rrespective of others around m
This 1s 38  This art, therefore, 15 exclusively
subjective 78, therefore, can very well be illustra-
ted by the random dancing of a chld
(b) But soon one comes to realse that a
particular movement of hand or foot or a patrti-
cular movement of eye, hp, eye-brow etc, con-
veys a particular emotion to others Thus the
random dancing comes to be regularised A
dancer, experiencing joy himself wishes to show
this to others, and dances in a particular ma-
nner, this shows to the other that the dancer
feels joy This1s 3 In ths, an objective ele-
ment creeps o The dancer has an eye to others
who fook at him He may, 1t times, take the
belp of music n expressing his emotsons This
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13 supposed to be based on i3, because the
dancer as wWell as the spaetator does mot go
bsyond tha* siaze Daacer expariences an emo-
tion (a), and shows 1t by his dance and the
spectator reahses that wi It seems that im 73
the spectator knows by the gestures of the ELtt
that she experiences a particular emotion, but 1t
15 not essential that the spectator himself should
experience the same emotion This art therefore,
15 based on @ and 15 mostly subjective, being
objective only partially

(c) But 1 w= the dancer esperiences an
emotion and so nterprets it in acting that even
the spectator looses his 1dentity and feels that
emotion A w4y, for instance, 15 dsncing before
a Ling and wishes to stimulate the feeling of love
in lm, She dances and acts in such a manner
that the king’s emotion of leve 1s fully excited
This 1s @3 Here the art 15 mostly objective, but
only partially subjective, as the @45 may not al-
ways feel the same emotion herself #=5ars afm,
referred to earher, 1s of this type Various types
of =13 desenbed 1n works lhike NSD also, fall
under this class

(d) So far we have concerned ourselves with
one art only—that of expressing one’s own emo-
tion by some sort of visthle representation
Dance, music and histriomes-all would contribute
to this end. But there 13 another art also A
person knows that at the time of parting from
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&1, A oxperienced highly tragic mood He wants
to show to others the feelings experienced by uw
He comos before thom, dresses and acts 1n such a
clever manner that the audience, for the bume,
loose themselves and cxperienco the same emo-
tion as represented by the actor This process, 1t
will be seen, 1ncludes the whole of the ArRF-provess
and adds to 1t the element of giving visibihity
to the part played by um by means of dress ete '
Thus €1, which as an arb was ongmally distinet
from A= came to be combined with 1t ¥ as a
distinet art consisted 1 talang the form (role) of
some one else, by means of the accessories lihe
dress eto, and W71 was acting ct¢  In what we call
dramn, both these came to be combined together
and this new art was given the nume of 1 and
Inter on of TF  Its distinetion as TrF was settled
about the 9th or 10th century, carlier the drama
was known by the terms 127, 2zt or ¥ In comse
of time ¥y% became the generie term and T2 o
designation of an wmdnidual type

Bo, originally the art first designated by 3a
and 37 and then culminating 1n the synthebic
form of a1 was distinct from the art destgnated
by the term #v TLater on both these were conbin-
ed into v synthetic form  But 1t should be noted
that at this transitional stege, the usage of

15 Tl therefore 1s Lotol

y an objective art  In 1t the
actor has no personality of s owa  Ilo imposes upon

st anoiher poreoeality end exlubats the sume  belove
the sudicnee  So Loth ways tlus art becomes objective
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the terms cannot have been very rnigd There-
fore just as there 1s a possibility of confusion mn
the usage of 2 and «r= as shown earlier, there
15 also a possibility of confusion 1o the usage of the
terms 71 and &% with reference to drama  And
we have shown above how and when these terms
were finally distingmished from one another's

Thos we have fixed the nature and esact
meanings of these terms But there were some
other terms which had, more or less, a simlar
sense @S, =3, &1, g% and such other terms
referred to the same art but emphasised one or the
other element therein Thus, sf"% would na-
turally have a predommnence of music, #:7 of
poetry and ¥= of visible elements & may refer
to any assembly, but 1n the Ashokan edicts, 1t

16 The followirg definttions @ven by DR corrobora‘es tke
zbove concles ons
SR W e
FTE TR,
Ard all the later dramaturgis*s have ecpied down thess
defini*ions
17 Tt seems that earlier shll, theve was another termn which
desgnated some sort of drama‘ic representation T=Fs
T REafta has this
FEERTETT B PETTR AR WU SO TR
where the name TR and the instruct on FETRRARTTL
make 1t possible that the term =% alfo had a sense
of drama%ic representation =TI also uses ¥ 7T In
th.s sense 1n its WFHT cf,  TWAA too ¥ oo seems
to have been used m the same sence ¢f NS—AFmwhA
=% XVIOI, 106



3G TIPES OF SANSKRIT DRAMA

seems to have been used to refer to some sort
of spectacles  Bub all these were looscly used and
were mostly current in the transitional pernod
a7 and ¥9% wWere the only two terms which sur-
vived finally, ¥9% ganming the ultimate ground as
the generie term for ‘Drame’

We can, now, take wup o detmled study
of the varieties of ®1F s recogmsed by
our dramaturgists, I shall, 1 what follows,
collect all  the avalable data about the
Fo¥s with 2 view to aseertain their general
nature and reserve for another section the diseu-
ssion of such problems as would arse from such
data
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RUPAKA (continued)
Types of Rupasha—_ eneral

IN this chapter, we propos=2 to collect data from

our dramaturgical vworks, first about the
number of species and then about the nature of
&7%3 1ndividually, adding, at the end of each va-
riely, sach remarks as may anse from the collee-
ted data, and reserving a comparative study of
the growth of these individual types till the end
of the chapter

Although all our bnown works on dramatargy,
mote or less, follow #t7, a detailed study evinces
certain differences of views 1t 1s, therefore, ne-
cessary to collect data from all the extant works
In so doing, I shall proceed 1n strict chronolog-
cal order, so that 1t will be easy to detect the
growih of the type under consideration  Remarks
appended to the details of each type embody a
carefal sifting of the materials collected and put
i clear terins the phases of the growth traceable
m the different dramatuorgical works

Number of Species

NS recogmises mz¥, §FYT, AT, SARW, HIT, AA-
70, #ft, wAw, G, fwgr, (XVII, 2-3)  Bot st
18 alternately pamed as T=FFr (XVIII, 8) Fur-
ther oo arft 1s called a misture of ¥ and gvom
(XVIII, 106)
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AP has these same fypes but 1t also
epumerates sevenbecn types of IY€I%s 1n the same
list, without designating them as sueh, but 1n-
cinding all the 27 (10+17) types under the general
head A% (338, 1—4)

DR (I, 1D has the same ten vamebies, in-
cluding Fftst under A% wa's WA hag, here, deve-
loped 1nto wfemt

K8 (P 317) notes 12 xass with the addition
of afeAr and @ to the usual hist

ND cnumerates 12 %a¥s, including mfEa and
o%ft under &%s and adding the following note

TFFFOA ARG | Ag §F wafey) @ gaeen-
wnafEes ) (P 26)

But 1n tus treatment of wf#1 (P 124-122) and
¥l (P 123), o trend, to consider them as sub
varieties of 2% and 8% 13 clearly visible, and dis-
tinetly enongh 1t enumerates twelve types Of
course Az% and 9707 are calied predonunent (P 26)

BP also follows N8 in  the ten varicties,
pomting out, however, the predominence of mzx
(P 221) Tt takes Mfe#t as an admuixture of Wz
and =¥

RS has the game ten vanicties w8 NS (T11,3),
but 1t expressly notes that =% 1s the bans of all
the other vareties thus

g seemial wzs ATl ga
BB et ehticies L nicnicd
semfy e gfima aeT, 3k
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PR does not note i

SD has the same ten types and takes aTm
as an ST

MMC notes that some nelude @%@ and 5% v
under 39=7% (P 73), which may refer to the SD
school

LI, a ¥, has the following

qY g TAEESElEAd  SRgE SHTTTT
SfisemgTRAa a3 39171 (P 3)
Remarks

This last evidently refers to a distinct prin-
ciple of division, for @a=® and %%TT are here,
taken as the basis of the other ten types, while
according to the osmal theory as seen above they
themselves form the first two types Out of
these ten types, agamn, &7 and 71T are not seen
1n the hist of the main ¥w%s anywhere, though w&m
occurs &8s an <9=9%  About @, which 1s not found
anywhere as a ==7=R Prof K H Dhruva suoggests
as follows (in a letter to me) “The word =ZR
is used 1n WEAIEFH  FFIGWERERTER occurs as the
name of a drama 1n ND Abh. speaks of aFazxw-
AETaM as a composition of Fwa  This armwmr of
#7y 1s alluded to 1n the begining of s a3=d-
sxien g calls 9599 to bave been a minister
of s and &=AR  Abh (on 18, 1) has 7wt
s SmRTANEasi AT ¥, and 1t refers to
this s=rs@ In both the words—wrzaitl and Ag-
@z 13 equivalent to ‘act” Therefore A7 X means
‘collection of acts’, and a=@TT means ‘series of
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acts’ Thus @ik and @4 are synonyms of
¥  They were used at about the ith century
BC, f not earlier To use the wHAT I as soen
in #@Ige 15 wnproper ’ However aic here s taken
as 1 type of drama and 1t 15 not 1n accordance
with NS

Morcover these ten vareties of WTige,
again, would yield 12 types, 1f taken along with
o12F and ¥¥ which are, here, taken as the bisis
of the other vareties This may, then, seem
to preserve the same tradiion as KS and ND
school  But from the above analysis, 1t will be
seon that wheress K§ and ND substantally
agree with the theory of ten &wws (though by -
cluding one of the sub-varicties, they preserve
the tradition of 12 #w¥s), wHgwasy 1s quite alone
1n 1ts enumeration of the 12 wrs, as 1t tales
@'F and AW as the basis of other species, Which
shows that 1t followed o tradition quite distines
from that of NS

This statement of Wa33sg¥d takes 2% and
AW a3 two genersc terms  We have got some
other references, too, which treat these two s
the generic terms for drama  wfyTEstF=em uses
both @rz% and wFwr in 1ts sFATH w distinet senses
When  thoe @A ashs s TwrarEaBer , he,
a3 1l 1t were, suggests that 57 was equisalent
to the later &%, wiule #7771 may probably, refer
to the fact that there were some varicties of
T And then the R rephies that Lo was
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gong to perform a new A=% ete, which would
mean that 72% was a variety of s There 1s
another fact which we have already pointed out
that =7% as a generic term for drama, came into
prevalence only 1n DR’s time Earher dramas
either do not use any generic term or use the
word 2% in their TN UIF's THEAFY, a AW
recently brought to light, twice refers to a Tmzaf-
¥ At P 28, there 13 a passage as follows

WW (probably to be emended
23 FUZATIORIHF
and at P 25 the followmg 13 seen

By aeeERERe ) & afr—aEem R
(T8 arEf) TErdTE s aiFEEn TaRiE T R

Here, too, 5 and 7=% seem to have been
used m a generic sense, though 4%, here, may
well be the type known to N3 as the low taste
of the princess 1ndicates but afs 18 certawnly
used 1n a gemeric sense WM 1n his SR uses
ST 1n a generic sense HFTT in the s@mw says -

ST B W T TRy

This word g7 cannot be taken 1a 1ts usual
technical sense hera (as has been wrongly done
by Eeith) as we shall make clear further

These few but decisive statements are enough
to prove that both =% and s¥r were taken as
generic terms at some time or other

With this conclnsion, well accords the fect
that AP takes M=% as a generic term, for 1t desig-
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nates the 828th chapter as wewfewm  ND, too,
considers AreF and %ot as the predominent types
With this concur the views of BP and RS

But thus (particularly RS) may lead us to
believe that other types had sprung up from ams
and that wonld be a very important question, for
1t may be taken to mean that otber types were
nop-existent at first and came 1nto bemng only very
late, after the mz% type had perfected That this
view cannot be <ound wa shall see later, when we
shall discuss the question 1n detals

Tyes of Ruprka-—individual
1, mrEw

Def ND defines 1t thus (P 28)

e mzf AR e e @ AaedR
A wfieey WAl Gty sggaft 81 @
Al geaiama | iy Fagwshy sivgarg el qars-
Fodat SRR, 9 am wrafl A A SRER ad
Azh TMTYEATG  CH AROOTENET W A FnIAR
slaregnznt armdaf a mzEaf )

N8 (XVIII, 10-91)

Hero  Renowned

Plot  Renowned (It should be noted here that by
‘renowned’ our theorists mean a plot that 18 taken
from any work which 1s famous in the author’s own
times, such as Tarwr, AN, gTFN cte) It may
depict the hfe incidents of o king or 1t may have
a divine hero Tt should have grandeur, luxury,
and prosperity of every hind, various, wWs and s,
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resulting from joy and sorrosw.

Act Def &% 15 so called because, 1 1t the
mcidents rise gradually mnto #ms and ws, (14)

Keeping 1n mind the whole action, one should
make an act (1 e the first act) apto the extension
of &= The first act should complete one thread,
4w and should shghtly commence fi= There may
ficare the king, queen, servants, family-priest, mmo-
ster and merchants and 15 should not have only
one @. Anger, neglgence, grief, curse, distur-
bance, marriage, and marvellors scenes should be
represented directly, while battle, deposition of a
kmg, death, besieging a town should not be dire-
ctly repiesented, but suygested by 7%, etc  Hero
shonld never be hilled Duration of the action 1mn
an act, must last only for one day Many threads
of the plot may be woven in one act, provided
these do not hamper the necessary progress of the
action At the end of an act, all the characters
should make their esit Erowing the divisions of
the day, one should arrange the various actions m
an act If an 1ncident 18 not pleted at the
end of the day act should be completed all the
same, and the remammng portion should be sugge-
sted by means of 5%, etc Hero should be pre-
sent 1n the act but a 37%, 15 full of conyv»rsation
between servants There may be five to ten acts
5577 may occur between any two acts, m order
to effect the necessary abndgement of the story,
having neither high nor mmddle characters, nor
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noble speech, but only Prakrits  After the break
of an act, action with ons month's or one year's
(bub 10 no case, with more than one year’s) duration
may be suggested (1o a 5¥%) If o character goes
on 5 long journey, the act should be completed then

DR (3, 1-43)

When @t retires another actor — &WME =
should enter and troduce the drama He should
suggest the plot, fin and one of the charactors
and pleasing the audience with sweet verses, he
should deseribo a season, resorting to ww 3w In
this 1ntroductory scens, he may employ the diwaxs
with profit

In @1@d, the g9 may converse with a& or
#itq or B79% on a subject pertuming to himsel,
hunting at the plot Of this (3rgw or geawar) there
are three forms (1) opening of the story (sinzm),
(2) the cntrance of a character (v3e%) and (3) the
particular presentation (Rrmfwr) Fingwt 18 that
which a character enters tabing up the romark of
tho §39R or the sense thereof Thus 1t 15 of tWo
binds  ¥39% 13 one, 1n which a person 18 hinted
1t by the resemblenco of somo season SRR
18 one, 1 which a character cnoters in aceordance
with o reference by the g by the words ‘Here
he 18’

Hero must be full of noble qualities, iz,
powerful, desirous of fame, highly encrgetic, pre-
server of the Vodas, of a famous descent, Ling
or a divine person
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Plot The dramatist should select his plot
from 7 etc, and whatever 1n the onginal
story 1s 1mcompatible with the hero or @, should
be abandoned or fashioned otherwise and
deciding  beforehand what to give ap, he should
bring 1nto play the acceptable and disregard the
rest

The body of the plot should be divided into
&, B etc, (the five =wws), nto g9 ete, (the
five @3s), and 1into five w&=zés with their sub-
divisions and #m'ys  (The w7 incident should
be void of @=3s, so too, the = should be with-
out 5%5) Thus dividing the body, he may arrange
a f==7% or an act directly as it smts his purpose
15 may just follow w=mw  but whenever the
plot 15 teresting from the beginmg, 1t should
open with an aet directly, following the 15

Mamn @ all throughout, should be nourished
by w3, Renm, ugan, @rv5% and =w=it and should
never be overclonded by other ™s nor should the
escesstve ¥ cloud the plot or Tz

Long journey, death, battle, revolutron of
Lingdoms, siege, eating, bath, sexual 1intercourse,
besmearing the body and putting on clothes shonld
never be shown directly So, too, the death of
the hero should never happen and yet whatever
1s necessary should not be given up

KES (P 317) pomts out that “XT=am%q m
NS, refers to 2 hero having some divine help,
but docs mot mean a divine hero  Thus there
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must b ol aofh hebpes 1n o e Heroine,
g The divpe &g At
T gF i“?r hould be predomnent
o te famojoe. buy slightly 1maginary too

¢ (PJ“%{ggffé that the hero may be a
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I %) Refernng to the element of
imaginieg=Fortion m the plot of a W%, 1t 1 here
remarked that even @gTR allows (wfd@) 1t In
ez, 8 drama, the desoription of fadiad, even be-
fore #iM's capture, 15 1maginary

It 15 noted that even ¥g# requires YIFTEIMS
and at the close of the #iw, the commencement
of farg 1 the first act

a1z should bave A& and wemw  Fremfs* has
an act, having action co-extensive with one day
but there may be an act within the space of half
a day as 1o Mg *

It 13 stated that @sy divades *mF mto ‘1‘;‘,
wq, e, o and @A g may have all the
five @f4s e g T@mEW WA should have swFd W
prominent Tt should have the following #fs
w4, samAgRT, Rk, i and agleagn It should
have @ style, so Rt e g w@mam @ I at,
when the queen, under calamty, being talen away
from the king 13 pluced i1n the hands of amfm,
gifa called s occurs  wfg™ of =m 18 ealled

*Prol K T Dhruva suggests that thcse may bo the
titles of the first acts of 3MHs and "ML respectivoly
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&% e g seemng wards besutiful face decorated
with fiZ7%, the king knew that @it was stll
Iising  #&@™% happens when the king through
anxiety cries out ‘0¥ sEEET W W TR A
occurs 1n searching for the other, on seeing one
out of the two objects which were always associ-
ated, by sight or touch e g
foma =W & S sfnfe
a3 &l T sy gen wwEd G

And when the words ~ f5 a @ i Fawg — are not
used, 1t 15 called by wet snd others, =gRzaTr

In @t type, again, there may be the following
a3 wey, arEflE, smer® aen w3l and aEmRoA
When the #17% and sRF73% are both renowned, #et-
& 15 caused e g w=mA and @5 When another
man achieves the desired object by deceiving the
3% (2 9fqwriz ), there bappens TRRK e g ST was
decerved by @R ™ happens when BwY etc are
seen e g besieging of #x1 by the s after cross-
1ng the ocesn SRET bappens when the hero 15 over-~
powered by the enemes’ forces e g H7% Bﬁzg'
tied up by swmm  gEREfrTR happeu{\whemﬂfbez\
killing the enemy, the females pdptu bv blm,)
are tested e g @As ordeal sfte(\"/— 5&
#FR type may be fall of Wl tst"le and .be{ow <“
and ST Ws e g AW x AL ok

=Rt may have Bl style and eroty g
sidfiremt It will have the folloWTRg five a%s —
Bem, Baern, B3, BAre and P, few happ
ens when the hero and others enjoy according to

o
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Feasons e g F@aW's enjoying of IgAwEd  Rmard 1s
separation of lovers by jealousy or by will e g
TAO's separation from awe B, (the text has
fi3ara once more, bub 16 18 1ncorrect) 1s that sepa-
1ation between lovers which 1s caused by curses
etc e g afas separation from wiimr falnE s
punfication of favlts on nccount of fear of scandal
¢ g €rs by ta  aRedfegR - ag in REddda - the

message of ¥& ‘May &idt live with you long, being
your wife’

wm type will have all the s and all the
characteristics and 15 represented by wgmES

3ITe, wRew, R=m, @ - these elements
should be present in all the types, gfw, sify, smar,
faar, and gftagar should be present 1n the 33Fa type
only and smeaR, @%z, wF, BA7 and @8t with thewr
sub-divisions should be present in wER type, while
i, 93, 9g'q@a, 99 and 3R should necessanly be
woven 1n the =& type

But o 2% 10 which vanous elemonts of all
the types are seen, 18 called 3AR and 1t has been
called wan

8D (VI, 7 /) Acts must be arranged after
the fashion of WMgr@ This has been taken by
some to mean that the acts should be made gra-
dually shorter (%3mg @ ¥de1) while others say
‘Just as 1n the tarl of a cow somp hmir 18 shott
and some long, s0 too, some completo threads

should be woven 1m #™&™ and others i whmash
and 80 on’
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There may be a @wiz, which should occur
1 the bulk of an act, having T, s1gT, §i¥, 7
€ g 1n arewET the mag called damrax
Remarks

It will be seen that all the theonsts follow
impheitly the outlines of the techmque as detail-
ed by NS, making only very minor changes In
spte of the detsils seen 1n DR or BP or XD
which are not found m NS, 1t will be at once
noted that these later texts merely elaborated
apon the materials found 1n XS, mever showing
a fundamental departure from the principles re-
cogmsed therein  Even %% and others, when
quoted, show themselves in general agreement
with NS SD perhaps stands alone 1n recogni-
sing the mig, though as early a drama as Gazfm
uses this device MTR would, at first, seem to
hold a distinct view when he allows an imagina-
ry admisture in plot, but, most probably 1t only
means, as szen 10 DR, that the poet had certamn
hiberty of maling adjustments in the original story

But 3373, as quoted by TMIMAT™, seems to
preserve some distinct tradition, probably unknown
to NS or at least not recognised therein The
five types of dramas as detailed by T#3, show a
fairly elaborate development 1n dramaturgieal tech-
mque as well as in practice

2 gxTw

NS (XVI1L, 93-105) Plot should be imag:-

nary and all that 1s smid akout the body of the
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drama etc, under @rz%, should be appled to T#w,
too  Lafc-story of a =@m or a mumster or a
merchant or a priest or an AT or & w18
woven 1n 1t There should be no s hero, no
divine element, no kingly luxury It ghould have
all the arasms, having @, fe, #f, also more of
37e1 and less of Fesd, but where there 18 a story
of o ufd, =mmm, gURT HM, ww@ or wiIE, there
should be no 3w and if at all there 18 a I¥m,
there should be no gaw

There may be five to ten acts

DR (3, 44-45) Hero should be either an vz
or a fi or a @ he should be diwara 1n nature,
fallen on bad days and ready to do a good turn
Heroine may be a gaw, 3w or both The former
must always stay in the inner apartments and the
latter outside and they should not cross one ano-
ther s 13 threefold 2ccording as the heroine 18
g#%, A, or both

Exzamples DR (avaloha) & alono — @s3a,
g@a1 nlone ~ genifdges, both - I=zefas

ND (P 177 fi) notes that the hero may be
fitigrg or Htwrara and rematks

qEERE eI fmRa iy e fwak
@ REIETE | a3y - Yamera g gdfid - i

The herome may be low-born and hence
appopriately the hero too, may bo low-born ND
argues that if 1o this case, the hero 18 high-born
the 1ncident 1n the drama g9iféasd, wheren
the mother-in-law, m the absence of her son, aban-
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dons her daughter-in-law and the abandoned daugh-
ter-m-law stays at the house of wa@w, would be
improper  So also, when the hero.ne 15 a &I,
even mmmodest manpers may be allowed e g in
furaza’s 9=y vhe utterance of FAUSZUR with
reference to WA

araTe frrersmrs Ga%r

S¥T] §OCR g% R &NTTa

A FrrameT eyt

FrgrErst A Fmmss e

ND divides 7 1nto seven types (which are
also seen 1n KS) according as the hero or the
result or the plot 1s 1maginary 1 Hero 13 ima-
ginary and the other two famous 2 Result
1s imaginary, 3 Plot 15 mmagipary, 4 Hero and
result are 1maginary, 5 Hero and plot are 1magr-
pary, 6 Result and plot are unagmary and 7. All
the three ate imaginary, (N B whatever 13 not
mmagtnary mey be talen from some eatrlier poet or
from stories hke @z ) Then again, the herowe
may be 77, %33, or both and thus the above sev-
en types will yield 21 types ‘These, agaim, are
pure if there 1s =1 or 73t only or muxed if there
are both Thus pure=14, mixed=7
Here, too, 1t 15 pomnted out that if the plos

refers to a householder, there may be 3 $*91, as 1
g% and 1if otherwise, a %% only, as 1 T
and if the hero 1s & iz ke Te27 (vwwazn?),
both, bat T, 1n the last case should be tke chief
heroine
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It wants the nbsence of the abundance of
&frfiand points oub that the fach that AT shows
an abundince of 3Red, mibitates against TARAA

BP (P 241) notes that Fw= should use
San.knt and J5@r Praknt

5P enjons only pure fresw® in a wFm  J6
says that 2, 7, Toh etc, 92 and others should
always bs there

Examples aardeion has foalg, wwsifs bas
aifvad, aRe, TTAmS has 96, qwew has afran and
wo¥fEs has both 8D takes wew#fes to have ¥s-
a17F, AERMIT to have smam™T and gefas to have
a aféE hero

RS divides a ssW nto T, 43, and fit
medned having ool 15 8%, ¥WR having kel s
% and %ce¥s having both 1s fpr

Remarks

g  The hero 13 3 #mW and yet both
the g@an and 3w are seen 1n this drama which
militates against the express injunction of NS,
ND and others DR has this drama in view
when 1t enjoins B to remain 1n the inner apary-
ments and 3/ outside The plot of the drama
18 mmaginary except perhaps the last incident of
snd¥'s rovolt, which scems to have its bams i
historical facts BP's injunction that o=t should
cpeak 1n Sanshkrit 1s not followed here

o element 1n A@MT goes agunst the theory
as detaded abave, though 1t bhas no H3q% or f
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and others, but these were evidently out of place
I a 5% type (according to ND) It should be
noted that, here, too, =%t resorts to Prakmt.

Eeith considers sw’s 531 to be a %77 (San
D P 102), which as we have already pointed
ou$ 1s mncorrect It seems that he has been led
away by the word =%t in the ==, but there
the term 5% 1s used mn a genmeric sense Not
a single essential condition of 5577 15 fulfilled by
=

3 awIEE

Def DR (avalola) savarsasimn 27 swatl

NS (X\II, 109-122) It shonld start with
RS having famous and noble hero An act
may bave 3 %73 (frauds), 3 fz3s (disturbances)
and 3 77ws, having 12 beroes and a duration of
18 ar¥ms  Every act must bave ww, fx3, sz,
s Fst Act may bave 12 1w, second four
aud third two, which completes the action One
%41 15 equal to 3 gz

As to the sabject-matter, %27 may be three-
fold according as it 1s cansed by (1) siege (2) fizht
or water (3) fire or elephant %% may be three-
fold according as 1t 15 caused by (1) fate (2) ene-
my (3) happiness or musery. IR may bz three-
fold according as 1t 1s caused by @i, =i and am,
which would te the respective wms of life.

¥frz @gz@ ared the difficult metres (F5mrgga
FTU% T WA a7HETA) should be uwsed 1o this type
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DR (3,61) &% except fw’ o wxdfdt dwms
may be used profitably Plot famous, describing
%aats Heroes gods and demons, 12 & R pro-
minent Acts 3, First act may have two @f¥s

KS (P 320) Plot It 1aust contan gods and
demons, the subject-matter beng imaginary or
famous ¥92 may be caused (1) when one gultless
15 deceived by another (2) when the deceived one
15 also guilty (3) when both are mot guilty, but
decett 1s caused nccidentally According to some,
there must be heroes and counter-heroes 1n each
act An adjustment in the number of the heroes
18 allowed

ND (P 124) ™ #x and Tz, With regard
to the division of the duration 1n each act 1t 18
noted

T § v Ay FeREg

Metre @uat otc, not @t etc, but some allow
s ete.

BP (P 248-250) notes that the first act
should have the first two @fus, second the first
three @fis and the third the fonr @fas except Rz

Three varieties of sTmT are thus explamed
(1) when crotic 13 resorted to only for procreating
2 sou, otherwise practising vows etc , it 1s WL
(2) when erotic 1s 1ndulged 10 for getting moncy,
16 18 @87 and (3) when 1t 15 ndulged 1 the
company of another’s wife, gambling, wime ete,
1b 18 Fmgan

SD follows BP :n the matter of @fys in
each act
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RS illustrates wizFm by @ETeoR's love
Examples BP and others @@ RS oo,
Remarks

There 15 one pomnt in the above theory that
draws our attention at once. I wants Tz and
other difficult metres for this type XD, later
as 1t 13, wants @30 and others pointing out at
the same time that some allowed {1 etc ND,
thus, allows only the classical metres, not the
Vedic ones Obvious wnference from this wounld
be that NS had in wiew some specimens which
actually used 57T or other difficalt Vedic metres.
Does 1t refer to an earher age when these Vedic
metres were actually 1m vogue and therefore
natural > NS mentions that a &@%R was performed
before gods It, at least, supports the above
suggestion

The njonction 1o BP and 8D, according to
which each act should have #™s commencing
from §=9% 15 difficult to explain, Does 1t refer to
three distmet mceidents to be co d and
developed in each of these three acts and finally
to bring about a connection and a fitting end of
all these three ? Compare 1n this connection ND
(P 39) While discussing 539% ete, 1t 15 noted
that they should not be employed even 1n swam,

25T GFET YROEAITIE G L ete
This distinctly states that in =7 acts were not
connected with one another

Keith considers 535 of w4, (out of the earher
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dramas) to male the ncarest approsch to SR
but 1 should be remembered that in a@Fw, story
of gods and demons 15 essential, and that though
1 T, frand 15 seen 1n the first act and disturb-
ance 1n all the three, no FXR 18 seen all through-
out the drama At the same time 1t 18 noteworthy
that wwa, who otherwise uses simple verses, has
used many difficult classical verses in this drama

It will be seen that &aaar, R4, and =3 are
all ahke, more or less, and Faus exhibits all the
characteristics of =am as deseribed by NS, DR
and BP, except that 1t has three acts and difficult
verses, which, however, would be quite natural in
o type which essentaily represents haughty i,
May this not suggest o transitional stoge ?

4. few

Det DR (avaloka) because 1t 1nvolves the
procedure of imjuring on the part of the hero ~ &
being equivalent to @aw@ ‘mjuring’, K8 notes that
R, R and R are synonymous, and because fzx
18 present here, 1t 18 called Bw

NS (XVIII, 129-134) Plot renowned, Hero
16, renowned and 3% Acts 4 ws Except erotic
and humourous, all the haughty w@s &1 @l and
eweift There may be fight, tugging, magieal illusion,
many males, gods, serpants, VT, Aws, and cyclonc
accidents

DR (3, 59) 7%y except 3RtA aft 4,, voud of
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Gxamples BP. 53zt mdama SD NS DR
B@r RS dasfigss
5 feng
Dof DR avaloba) I'his hind of drama 1s
ealled 337 because 1o 1t the hero pursues (373) a
woman as untattanable as a gazelle (1) K8 <z
S0 Ry e ax

NS (XVIII, 124-128) Plot A divine hero
and a divme lady Hauoghty males, becoming angry
for the sake of o lady, causing W, TFT TN
may be caused by the capturc of the herome
Whatever heroes, @3, 195 are 1o @5M, the same
should be here, only here the unmion of the hero
with the heroine should be effected

DR (3,64) Plot: mzxed &% 3 am% and
5% 7% my be divine or buman, both being famous,
€10z and the latt-r may loose is end by 1mproper
acts A semblence of love on the part of the one
who tries to obtamn divine woman agamst her will
by capture etc, may be presented

KS (P 322) first quotes the NS passage
wherein the following occurs

T A EWTETRE b

LT A3
and then comments upon 1t thus

DETRAT TR R G W
It, thus, allows only one act and twelve heroes
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ND (P 131) wants d@wqws Acts 1 or 4
Quarrel should be caused by a divine womsn If
1t has one act, the action must last for one day
only, 1f four, for four days,

SD Acts 1or 4

Examples BP gaaday, RS mamgw, 8D
TR

Remarks

NS notes only one point of thfference between
=aram and $zmm, by saywng that in the latter the
union with the heroina should be effected, wiich
would naturally suggest that in #RMm the union
should not be effected How, then, shall we classify
7aq of W a8 » @AW, 1n Which umon with the
herone 15 effected ?

6. =AM or sAIATH

Def DR(avaloka) because 1n 1t men disagree
with one another (s=gvaR)

N8 (XVIIT, 185~187) Plot renowned Hero
rcnowned Act one Many males fight there as n
@riER, but the number may not be the samo 1 ¢
12 Hero may be divine or & king There must
be various kinds of fighting and 1t shounld be full
of haughty wms

DR (3,60) Hero =rraa & void of o and
fisd Plot Fighting not caused by o woman asan
the eate of wwmawe  Achon mewat lasy f{or ome
day only
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KS (P 323) notes that 1t 1s ltke a sequal
(Zw@) to @ By Hew females’ he takes 1t to be
void of heroine etc, but allows maids to be
present It 15 once ealled =@ here

BP (P 948) Hero ditmr There may be 3,4
or 5 but never more than ten heroes It should
have a figmm. TR W and smwd

Examples DR add XD* smg=sa RS srsqsq
SD, ¥zt N B ope dhifwemwr published by
Nirnaya Sagar Press 1s a 351 and not a =mm
It, therefore, seems that there were two dramas
of the same name
Remarks

That #=2% of =™ should not be taken as a
=% has been already suggested by us under T
Very close relations between &¥=r, f2rm, 2% and
T are apparent from the theory

7. #g or givwg

Def DR(avaloka) It ts called =@f=rz (1nstead
of merely #%) for the purpose of distingmshing it
from the &% (act) wcluded 1n a play KS (P 324)
one which 1s characterised by women who are
grieving 1 € Whose sight, lhfe and breath are
about to flee ayway (SmRwga R s = @
wrfzer framA famAanfEa faatrm ) ND quotes KS

NS (XVIII, 138-145) Plot renowned but
rarely imaginary Herces ordinary persons, nof
divine @ %7 (chief) No fight etc, and foll of
the wailings of women 3 wdt
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NS has o note that whenever a fight of a
dsvine hero 18 represented, 1b should be so done
i wwem, for all the land therein 18 charming,
fragrant and golden there 13 constant joy 1o the
form of love-sports of ladies in garden etec (T
think that this does not refer to 21g only but to
all the forms of drama, otherwise the condition
about the divine hero would directly militate agai-
nst the above injunction that there should be no
divine hero 1 an &3)

DR (3, 63) has o note that there may be 33
as well as wictory and defeat by speech only

ND (P 130 ffi) Act 1, as the action must
be over 1n one day

BP (P 251) 3k wwerd and smwfi  Act one
according to Bharata, two according to ¥ and
three according to samimgs w3 g« and frien
according to ¥1gs  Here 15 a note that usually
death should not be represented on the stage, but
1f the dead one 1s gowng to be revived, 1t may be
allowed Revival 1s 1llustrated as follows In
AEFEA of WA, 1n aveeg, of shgaargd, morcover
death of mortals by divine persons, (as of the sons
of am by af@ as in mxrwdia) should be suggested 1n
7497 (thug explains w3 the word “swtd’ i N8)

Examples SD affermfs, RS swmgoser
8 wrAw

NSj (XVIII, 146-150) It1s divided 1mto two
tands — 93 and 78 It (33) shonid be arranged
vath bumourous specches of Wit awd, f3 and
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others, having #3%7s: thus 16 should be full of hu-
mourous speeches, baving no Az7 language, poems
foll of 511 ete, with the plot moving on to a fixed
goal =7 has hataerae, servants, ennuchs para-
sites deceatful persons and 379! and 1s fall of coa-
rse dress, gesture etc

Popular story or a story foll of 8@ may be
WOven 1 a %39, having g5z It may have
diegs.

DR (3,55-58) divades 1t 1nto three Linds
as ~73, A7? and 8% 7715 the same as in NS B#
15 5T of NS and =17, here, 15 accepted as a dis-
tinet kind as 1t has fi=3s W sixfold Tww

KS (P 324) explamns the s3zmm=r of NS
as not bemg fiF1 1 ¢ @Fw and wE

ND (P 128) notes that 1t should have «f3,
35 and act as 1 w7

SD allows &7 to have two acts

RS says that 1t should bave the following
ten elements (which are not the #=zFs as given
by others) &, sTeR, A, ([T, ek, A,
w74, A=, wgnag and sev Each one of these 1s
defined and illustrated.

Examples BP %fxm - g@id, emmalgdl — g2
and 3%%% - A, SD 3@%S - g3, a9 - efd
and =2zies ~ @87 with two acts. RS sm=gawm
Remarks :

NS requires #7, etc, 1 the 3% type: now
w1 15 8 very unusual term in {this connectson.
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Can it refer to any sctual 9397 which had a wwma
as a character, as n WWgeTwY, or docs 1t vefer to
that play itself ?

roEggeT  This 19 a peculiar piece arranged much
after the fashion of wAwaf@a, with which 1t shares
the feature of wholesale borrowings from various
weiters  The pece tself 1 o the mun 1ncident
about am¥, covers only three printed pages Two
move pieces, as short as half a printed page each,
are appended to the first one st twWo pieces
present no @8 In the first piece, 3WF 18 a genu-
e mttation of a fZa% as 1 wwnERay, and others

No one can serously call this a e Of
coucse, 1t opens with all the eclat of a T&@ma, but
the rest 1s merely remmscent of the dialognes
and monologues 1 our present~day school-gather-
mgs Might not these three picces have served
the same purpose 1n an assembly of some ling,
1ust to divert him ? In that case, this play must
have been enacted, at n time, not very remote
from the composition of wm-dramas, for otherwise,
many of the humourous hits contuned heren,
would have been lost upon the audience As a
matter of fact, the @& in this small piece 19
evoked only by the conscions imitation of the
funny cxpressions seen in tho dramas of @ and
athers, and much of 1t would, certanly, be lost
upon an audience which was not well=conversant
with those dramas

If this drama was ever treated as o 7R, 1t
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must have been m very ancient days mdeed, as
its technique 15 sumplicity 1tself It 1s completely
wntten 12 Sansknt, which may classify 1t as a
£7 type No extsnt theorist presupposes such a
specimen, and no recent dramatist, after the strong
conventions created by these theorists, vould even
dream of composing such a plece

Most certainly 1t 1s not the I14th drama of
d, as Mr Ramakr-na Kavi suggests its very
pature precludes it from being designated as an
independent draea It 15 merely a selection of
scenes or half-scenes from various dramas for the
diversion of some patron
Arzarzagsa This, too, may not be considered as
A representative specimen of the 5337 as  detatled
by our theonsts It divides ttself into two 5%s,
instead of acts The incidents narrated in both
these are absolutely unconnected with one another,
and though one or two characters of the first a7
are repeated n the secopd T4, the thread of the
story 15 not the same This featare, 1t will be
seen, 15 common to FWEEIA too, and though the
present one has better clauns for bemng regarded
as a play, 1ts techmque 15 loose and does mot
conform, at places, to the rules laid down by XS
and others It resembles 1n nature more to the
popular dramatical spectacles lihe w71 and wm,
for there sre certain features present here, which
are not seen in oy of the extant Sansknt dramas,
nor arz thes mertioned 25 admissible by any
theonst For allustratioa FoiZizs says “Oh w7,
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narrate the gow”, even when no %@ 18 present on
the stage But ¥ enters on hearmng these words
of the chicftain Thus these entrances and cxits
are 50 abrupt and ot tumes o unwarranted thab
they indicate an open-ar theatre

In the sew, only the gaw figares and he
catries on his monologue by resorting to Ernivy
which 1s remarkable

But why are the incidents in $he two &Ws
unconnected as far as the thread of the story
goes 2 We have scen this feature to be present
m ®FR and 10 seems to be remumscent of a
time when these gpectucles were performed
just for diversion Of course, tms will be a
specimen of the &f% type as 1t 15 80 Coarse

@rawwE This 1s o conrser type of 537 which
would therefore be clasnfied as shHd according to
the rules Jaid down by NS

weIE o this 9874 19, on the whole, regular
as 1t shows all the neccssary featuras ~ ke giving
the title and the name of the drama wnd the au-
thor ete , - bub 1t 13 pecuhar m so {ar as 1t has
A alone present on the stage, throughout the
sem N There 18 one very peenliar feature 1n these
courser types of 1@ As noted beforo, entrances
of the characters arc osther abrupt or are annou-
nced beforchand, not 1 the course of the
conversation that might precede but by speci-
al verses recited wn FE  In this dramn there are
several ocensions when this has happoned See pp
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5, 6, etc  On page 7 the following 1s seen.

T~ TN, TG TG AT - 1

TS —(FFRTE)

This shows that g=enfT did not actually leave
the stage but called aloud keeping s place on
the stage It should be remembered that the ph-
ysiclan was not supposed to be 1n any adjoinng
room, from where ke was to be called, but he was
to sbe called from his house such a device
for the purpose 1s both crude and unusual See
also pp 12, 14, 17, 20, 21

gremtry This too, 1s a 30T type and shows the
same features abount the entrances of the charact-
ers, See pp 22, 23

wafrar  This 1s a specimen of the % type and
as the nature of the g% type requres, does not
show any indecent language or low taste as 1s the
case with the above four s¥%s Though the chief
characters in this drama are a ¥IWeE and his
wife, the plot 1s pleasant without being coarse
Of course, 1t 1s not as exslted as ww¥=g%, but
genuine murth 1s excited by the clever situation
created by the author

yIAZsATY,  This 9357 seems to represent the 7z
type, wspite of 1ts having a aff=r as a character
This afist, hike aw=a%m of 7o3fis, 15 a lady as
noble as a §¥ T and seems to be as consistent
1o ber love as her namesake. The whole piece
kas an exalted awr about 1t  Even in the conver-
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sation between the teacher and the pupil, there
18 nothing that may be termed coarse It 13 a
masterpiece of sumple techmqune and plot-structure
It 15 easily the best of our wggas The nfist 18 a lady
of accomplishments and refined tasto and does not
show any lower tratts litke the common harlots
that figure 1 MzAZ or “IFRWH or gEANT

I have noted above that the presenco of
aferel 1in this wga®, may constitute a difficulty in
calling 1t o wgEw of the TR type, but the wf# as
represented here, 18 v lady of culture and accom-
lishments and does not present any traits of a
et as such  Her consistant love for uf#@® raises
her to the level of o F=st Moreover, the wId
seems to be the chief character 1n this drama, the
@& turns up ncidentally and provides a switable
meident for the development of the drama Thus
we can call 1t a 3% type It bhas no Fgmwm
(1 the sense of KS ), the love throughout 1s ex-
alted and the humour 18 not exeited by dull and
vulgar catch-phrases but by genuine witticism and
i the last portion by the funny situation created
by the exchange of souls Stage-setting suggests
the usual classical Sanshrit theatre and not an
open—ur squarc as 18 the case in other wgma,

Montion . N8 that o % type may have
WP, q9E et , has been already noted as peeuliar
In this drama the teacher 18 addressed as q
and the title of the druyma bears witness to the
mnportance of s character The word AT
oceurs about 10 times in this small piece  May
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1t not be that the NS passage n question  refers
to this play ? That this drama seems to belong
to an earlier period 18 indicated by many tratts
present theremn
9 wror

NS (XVIII, 151-154) divides s™@ 1nto two
types according ag the hero descrbes his own
experiences or those of others bat it should be
carrted on by one character only

There mast be speeches in the ar, with
fitting istrionics There must be %, fiz and
others w7 1n the text would be better emended
a3 g which 13 actually the reading 1m ES
(P 323), which has borrowed these verses bodily
from here

DR (3, 53) One expert iz describes vile
incidents experienced by himself or by others, by
means of speeches 1 the air, by addressing (an
imagmary person) and answermg himself He
should suggest 4i¢ and %1%, by describing valour
and beauty respectively, mostly rasorting to i
style Act 1 Plot mmagmary afs g9 and figw
with their sub-divisiens Ten sorts of ##ws are
in place

ES (P 325) remarks that this type 13 mostly
for the diversion of the ordinary people (gws )

ND (P. 127) adds that 1t 1s popular 1t
ahould heve *mR predominent, also T and @
may recerve subordinate treatment It should
have only one act, for the action must last only
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for one day There should be mRFfma only, not
@mRar or wfys  Here, some want 1mmaginary story
and &z to be a hero

BP (P 244) mentions the view of ¥13s and
others about s which differs from the above
only one point that 1t should have za® only (gal-
QT(E'PW) This 18 also the opimion of Ax

Examples+ RS gaw=d 1s the chief 1llust-
ration as 1t exhibits all the ten emurms SD
eI
Remarks

SsrgaEs,  The wmwat s pecuhar In b
the g9 recites five consecutive verses without
even one line 1n prose The frist verse bewng 2
benedictive stanza has the character of the usual
@& Other four stanzas describe the vernal season
Even at the end of the fifth verse there 13 no
wdication of any character entertng Throughout
the = only the §a9w 13 on the stage, and mo
other character like @Ra 15 1ntroduced to carry on
the dialogue about the usual matters of the name
of the drama etc, nor does the gxat himself
supply the wnformation

It treats of @7/ only, having no suggestion
of 4% or g&w

Though the f= ndulges 1 smart cony ersation
with different hataerae, most portion 13 taken up
by him i talking to his friends whom he meets
and who are 1n one or the other way connected
with the various hataerac
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There are only two &fs and one act

It has no se7# nor a stanza which can take
the place of one

gAfrriag It has no @ verse, or one
which can take its place, as a benedictory verse.
€ 13 direct, short and to the pomnt  Only the
A enters who 1n his speech addresses his wife
23 =17 even when she 13 not on the stage, and
urges her o sing 1n praise of monsoon Then he
himself sings one verse describing monsoon but
Do 7 enters and no verse s put i1n her mouth
This 19 rather queer It may be that FFaR 1s su-
pposed to resort to TNy, though there 13 no
response ke =z afify

There 13 *ZR only

2, here, goes to the &=, but talks to only
one or two hataserae and then discusses cerfun
princtples regarding the conduct of 37ms and such
other allied subjects, all of which seems to be a
farthful 1llustration of 3fFFgfM, for all the while
the two friends are strolling 1n the mmr=1 and
discussing  these subjects. There 1s almost no
dramatic technique As a matter of fact there
13 no plot One cannot distingmish between =
and fgwr It s merely an 1nctdent that happens
to a fZ, who feeling anvions, moves out and
going 1oto the @ without any set purpose,
beging to discuss the subjects with his friend who
happens fo meet him It 1s very peculiar
Tymfamrfrzr 1t has 2 only It 1 much
aunpler 1n technique than the later sms and yet
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forms a model for the later qnes, as 1t describes
4 2 starting out to bring about a unon between
two lovers who had been seperated due to some
nusunderstanding  On the way, he comes across
s1x hatnerae and converses with them 1o his
clever manner

qrgartfyary It treats of @aw only

SERL, (§Az, AT, SEreTe and §IRTR
are all alihe m nature and rcveal the set type,
showing two @i, one act, predomineance of 7T&H,
suggestion of Heroie and most of the #ren—s
a75+% 15 called a fprw 1n its sewE but no such
division of am 13 known to our extant theory
What 15 16? Does 1t refer to the mu.ture of
Sanskrt and Prakmt? It 1s there  Also see
further under wor-3geqs

#39@ has only Herowe and resembles =aioR
m techmaque

It will be seen that the only fundamental
difference between the earlier and later theorists
1s about @s, earlier exponents (uhe Kohaln and
others) requiring @@t only and the later writers
allowing Heroie, too  'I'ms must actually refer to
general development of this type of drams, and
the fact that all the four ¥mMs published 1n wioht
show zzr only and no suggestion of Herowe at
any stage, may go to prove their priority to DR
and other later works

10 Dy
Def DR (avaloha)  becanse 1w1s lihe a
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dt i e a street or a semes of sub-divisions
ND sriifea ™ wemg, fofm fidt (P, 132)

NS (XVIII, 155-166) Act 1. It shonld
have one or two actors only 1t should have
the 13 drazxs

DR (3, 62) 17 % &% and #% as m =T
@ AR to be suggested and others may be touched
It should have one or two characters

KS (P 325) interprets the wezrd and iz of
NS as having one or two actors and notes that
1o the case of one actor speeches may be carried
on by questions and answers

ND (P 132) All heroes, all s =% 77 and
Frigm  It, at this stage, quotes ¥¥'s defimition of
dift

MmN STHRNET )

oz G @ A iy (@5) aGwo
Thus #1z3 allows all sorts of heroes here %%, 1t
1s here pomted out, does not desire 3%t heroes 1n
vt and reserves them for =¥¥T, W7 etc.

BP (P 251) first lays down that dferss as
well as #7=15s are proper here and then potes that
¥z allows option about #wenss, while 31 positively
prescribes them on account of ZFR bemg the
promunent 7

RS: Heromme &&= or t&w but 5 1s
not proper

Examples BP. sr=dfi, z7F= elc SD
A= RS wawEtrE
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I have already suggested that a= and %&¢T are
the two types of full-fledged drama, mnto which
all the other types gradually developed. It 1s,
uow, easier for us to consider this suggestion
The details of the varous mdividual types of
=7¥s that we have gathered here from different
sources, give us a fawrly defimte 1des about the
nature of eack one of these From a comparative
study of these details, 1t follows that there runs
a common thread between all these types, showing
therr inter—connections Let us dwell wpon this
a little
The tirst and foremost criterion 1 this rega-
rd, 1s the number of acts' It wull be seen that
there are five types which may be designated as

1. Compare the folloving view expressed by Prof K H.
Dhrava, m his Introduetton to the Gumuarah trasslaton
of m=% (P 224) ‘' Ip the gradumal evolubton of dramas
@neact drama 15 the onmnal type  Ancent sages being
free from the daily programme of therr rr*uals resorted
to 1t as an Innocent means of diversen This drama
of tke Bth century B C was a cne-act drama and was
entirely ecmposed 1;n Sansint. At ths age (1 e at 3
later age vhen the one-act drama had evolved mnto a
form having many scts) certan professtonal actors would
perform their dramas before the #37s of the town but
for bouschold purposes ocaneact play was always wel-
come The short m'erval of dask beng fixed for such
performances, leagthy dramas with many ac's had no
scope for their domeshe Lfe *
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one-ach dramas, and 1t 15 eamly understood that
one-ach dramas, bemng sumple 1n structure, are the
most primibtve types of dramatic forms, from which
other complicated types must have evolved ™
drft, arg, %97 and @@w should have, according to
the unanimous sanetion of all the theonsts, only
one act Let us distingmsh between these and
f1nd out if there are any threads, suggestive of &
serial evolution or mutual connectton Out of
these {ive varieties, ¥t 15 at once, distinct by its
having only one actor All other forms presuppose
dialogue, while @ 13 essentially based on monofo-
gue and to obviate the difficult of 1its being rende-
red monotonous by having no sfewgfs, the ingen-
10us method of wFrmfad 1s adopted This mahes
the performance hvely and audience interested
‘Thus, this essentially monologous form combines
the elements of dialogue into sts very structure,
without which 1t would be reduced to the state of
o TasaT Lhis monologous nature of wm, combined
with the fact that 1t was allowed omly one act,
shows 1ts primitive nature € 15 & mere vanant
of W with which 15 has many features in common
Both have one act T has erotic W, so has @t
@w@mms are allowed 1n both the cases wm was
par erecllence a hataerae drama  There are indi-
cations that R4, too, had such 4 nature RS all-
ows for @1dt, smawm or 9T heroine, but no fER
So too, ¥7 allowed all heroes even arad, though
9% doeg not want an R hero This may sugg-
est that i, as 1t distingmished atsell from ww,
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assumed a nobler role, discarding the coarser pat-
are of w7 Another pont m which &% difiered
from #7T, as 1t developed, 1s the fact that theory
allows m 1, ome or two characters KS well
pomnts ont that i the case of its having one cha-
racter, speeches in the air may be resorted to,
and 1n the case of two characters, the story may
be carned on by questions-and-answers. Thus
the natare of iw, as described 1n our estant dra-
matargieal works 1s transparent enongh to show
how 1t has develeped from a type hike %7 Take
out two characters and IeIT heroes and you have
=7 and add to =@rT these two features and you
have =t
Then the art takes a step further People
became fammltar with forms of drama, having
more characlers than one Artists could see that
this gave richness and variety to the drama, and
they soon adopted this featnre It was at such
a fune that =1 gave rise to 575 and #1% to IT
The coarser side of T, stressing the humour-
ous side of the plot and subordinating T=W, gave
nise to sTA® while 47, stressing the tragic side
2. wg=Ts kave been d,shipgmshed as gF aed TE AR e
tho 1n the mam they conform to the rmes i
dmx:ngah't-zzrgy, the extant ’-”;56 types msenr‘iame/gn‘nru‘;?iaj
features which are never seen n/other exfant dramas
or m our theory We Pave already moted that the =2X
type shovs a queer peculunty abaut the \eatranees of
the charac'ers It seems that a Wrwlm‘
three different manrers Somehmss, & e belore

1t sctoally entered the stage was aznoan r—gne” e
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of Iife created s> These changed thewr #fs a8
it swted their subject-matter =udwr differed from
these types only 1n one pont that 1t should have
fight ete, m the plot

Tt must be noted that s, sg@, and =AW
tan have any number of characters and this fea-
ture being a defintte advance on wm and
prepared the ground for further development of
the drama  With many actors to play the role of
various characters 1n a plob, 1t was easy to extend
the action from one act to many acts Thus

two verses Sometimes, without any indieation m the
conversation betsween charncters already present on the
stage, o character *would be mtroduced by the stage-
dwrection - SATT - mspite of there bemg no hoste o
emergency for such a procedure Bometimes agan, &
character alreads present on the stage would call aloud
aoothery character who 13 mob supposed to bs wm the
viamty, a3 in @ZTRFE A} thess three ways are unusual
They presuppose sh open mr theatre such as &
tewple coutt-yard,  withowt almost any  stage
<etting Such a foature of entrances 1s nctually present
today 1n our popular rushic spectacles lke “"2 n
Gujurat  It, therefore, to my mind, refers to a lower
1 of the & teck This  trast,
combined with the fact that this type of ¥E™, catets
for the coarser teste of the lowelass pesple, may
suggest that this &% type may have been earher to
ovolve than the I type
3 Tt will be seen that the period ol oneact Aramas had
no need of 5 word for ‘act 9% at that time desgnated
& particular typo of drama, but later on when this

type W% fell 1nto disuse and when complicated dramss
developed, 1t came to mean an act
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arose more types, shoving a p'ot estending over
many days and mvolving manv characters, thus
necessitating more acts 27, I3 and FwEF arcee
at such a penod. #Zm7T1s a direct development
of =511 XS has a gencral note that whatever
heroes, 395 and s are wn =mrT, they should be
present 1 #T too, onlv that here the umion
with the heromme shoall be effected Thus
§zr,_.—x with ts four acts, 15 an elaboration
of =717, which has only one act O course
there 15 some distinction 1n plot betveen these
two 9 too, 15 a vananst of st Both &% and
577 should have haughty w@s Heroes are many
In ST ST represents ecenes of mild fights,
while 7 bas ternible fights and disorders of eve-
ry sort @n7EW also 1s akin to =war7 and w1t
culminates 10 haughty @s, having cyclonic distar-
bances etc, but 1t also shows the relieving feature
1 the form of 7=™@ wnich shond form a torea?
of the plot Elaborate 13structions sbout plot-ar—
angement (¢ g three different threads 1g three
sections vielding 1 all mme threads) show that
ont of these eight varieties, this form of dramn-
a9t — was the most comphcated one SwRIW
with 12 heroes, 3 &, 3 f73s 3 s, and with
1ts duration of 18 wms, had reached a point of
development which soon led to the standard
types — 2% and 5%

It may be argued that sz97 may have been

4 Tkt KS and SD allow even oze 2¢* to fTx cleany
stowvs 1*s mearpess to TEF
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the first type to evolve and W might have been
developed from 1t by the process of condensation,
for both these types show the following features

A weat
(1) one actor (1) many actors
{2) emwrrRifT (2) no
(8) one act (3) two acts

Thus ether @ may be taken as an elubo-
ration of the orignal s or ¥ may be taken as
a condensation of 5g7@  For, hatural growth takes
place both ways (1} towards a greater simpheity
by analysis or (2) towards a greater completity
by synthesis 1 e by additions, redupheations,
Joining various threads ete

But 1t 15 enough to pomnt out that condensa-
tion of many actors into one 1s neither wmore
artistic nor more convement nor more natural
and ¥t by this feature alone 1s fully entatled to
be taken as the first type to evolve It 15, how-
ever, possible that two distinct hinds of spectacles
one embodying monologue and the other dialogue
might have run parallel 1n the course of
evolution, monologue hasing stopped ab ww and
didr, whnle the dialogue developed 1nto the higher
types But aganst this mlitate the number of
acts, low theme of the subject-matter etc, 1 o
w133 shows both monologue and dialogue,
but from the dramatienl development as seen 1
our dramaturgical books, 1t 1s safer to presume
that winle both these forms of representation
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were huown to the soctety, monologous form was
the first to be resorted to as a regular dramatic
form, from which other forms developed as shown
above At any rate, I suoggest that we take wr
as our first dramatic evolute as a working basis
and at the end of this volume, we shall see how
this working basis stands

It 1s at least eclear that =ws and %1
presuppose these types and must have developed
from them. &7%w and f5 stop at four acts =
and SECT with more elaborate seiting, would
require more acts and are allowed five to ten
acts  Exphert instructions that a §%t7 should
have no =311 hero, no divine element, o hingly
grandeur, but should bave all the @r<3%s, having
7, fz, also more of a5t and less of T>51, show
that this typs preserves the coarsar and more
popular side of hife, as represented in ¥W¥, ¥IIT
etc  Of course, as 1t was a full-fledged type, b
ving the sanction of critics, and theonsts, it had
an alternative of having #®1 as a herome and 1
=177 ete., as a heto  But the very sapction  bab
1t can have a @mFw as a herome, and the clear
mention 1e NS that 1t must have more of F74,
kave no doubt whatsoever about its coarser na‘ure.
#z%, on the other hand, was the hterary drams
par excellence. 1t combmed and sublimated the
clements seen 1 3T, =g, 34, W1 and SRR
and yet adled an individuality of 1ts own I
can have %31, 780 or 4R as a predomment @ Its
plot mnst b renowned, which woull make the
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hero a noble character NS notes that i1t may
depict the hfeqncidents of a king or 1t may have
a divine hero and 1t shonld have grandeur, luxury
and prosperity of every hind DR goes further
into details and requices the hero to be full of no-
ble qualities, noble and calm, powerful, desirous of
fame, ighly energetic, preserver of 33s, and of
a famous descent All this shows thab aZ% was
the drama of the upper classes of the society,
that 1t was the 1deal perfection to which this class
of hiterary and arhistic presentation could attain,
that 1t was amongst plays what a @AFFET was
amongst poems

Thus a common thread runs through all
these types and a seral evolution of a=%and F¥ W
from the earlier types 15 1ndicated But af this
thesis 18 correct, the statement—Tesmarzg etc,
- seen 10 WHTegTd, would directly mlitate against
1t, for 1t clearly states that other types have sprung
from #=¥ and w&w@ Bub ths should not hamper
us  Indian mnd has always been slow to recog-
mse listorical evolution and when once w#
and 9¥01 became fixed types of full-fledged dramas,
1t became quite natural for an ordinary reviewer
to suppose that the lesser types had sprung from
them That #z% was accepted as the dramn
proper 18 seen in 1ts treatment in all the text-boohs
of Sanskrit Dramaturgy They invanably start
with a=¥, deseribe all the detalls mnecessary for o
@zg and then merely grve the points of distinctions
i which other types differ from 1t other points
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remaining common This practice of treating A%
as the drama proper and other types as 1its
vanants, 1s as old as NS It would be seen that
the theorists, for the sake of brevity and conveni~
ence, would resort to such a method 1t wounld
be far more conventent to describe the full-fledged
type first and then to note down the differences
1 the case of other types, tban the other way
This practice, adopted by all, would lend colour to
the belief that the other types had sprung from
7% This would thos explain the reference

33

Moreover, as the fully fledged types of Ir®
and %37 came to be fully grasped and gamed in
populanty, new dramatists would attempt to
compose more and more plays of these types, the
composition of new plays of the lower types would
eease to be attractive, the older ones (of the
lower types) already there 1n the ‘hterature would
also gradually lose i populanty and only the
best or the most widely known amongst them
would be preserved Tis will explan the fact
that we do mot get very early specimens of one-
act plays, whick I have assumed to be the
earliest bases of the later developed types Thus
1t 15 that we do not possess earlier specimens of
1, wEEE, P etc  Of course, we can mever be
positive 1n the matter, for we know too httle of
the plays of the lower types that might bhave once
existed  And yet there 15 some evidence to show
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a wider prevalence of these ome-act plays mn the
earlier days In Appendix I, I have given a list
of the dramas as quoted by our extant dramatur-
gical works But even here there 1s a handicap
The dramaturgical texts from which we geb these
data, date from the 10th century downwards, for,
the earliest amongst these are DR and Abb
However these lists will give some 1dea of the
extent to which these different types had developed

Moreover we have seen that m eatlier times
the common term for drama was 1 and when A
was separating itself from the Ta-type, no new
termimology must have been oreated all at once
We shall see further that most of the eight types
of #¥w¥ (and even WEWM) are traceable to some
vulgar 79 or 7 type and as these types wenb on
transforming themselves 1nto = types, the new
bypes were also designated by the older terms (cf
w and 1ts variants)® and 1t was only after the
A& types had lully developed mmto s®wm and =%
that an attempt to give them a dramatic termino-
logy must have been made Till then, all that
was dramatic was either a8 or W% W@, too,

6 Out of the terms dewignsting the five one et plays, at
least three &, =zwa and W most probably, ewusted
exrlier than the time of the ovolution of our first drama
tic type A ug n form of mere W 15 hnown to SR
S gnd 41 g9 M gre known to NS This means
that the sense of thesa terme have changed, olementary
idea denoted by tho terms Temalning as the predomnent
feature of the later dramatie tv res designated hy them
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seems to have been used in a gemenec sense.
Later on, they saw the full-fledged bype of =%
and relegated all other types to the subordinate
class This seems to be the reason of the rather

loose termnology about the types of drams m
earhier times ¢

6 Ore pommt of dis*neson may be no‘ed vith refard to
these tvpes  Just as there were different s prescribed
for different tipes so aso toe subject mxtter vaned
according to the different tvpes Ao analess shows that
ozt of the five oaeact dramas WU ¥TE and 411 should
tave magnary plo’s and ¥% should have renowned plot
but 1 13 allowe] an  umagimary ops on  ockasons TR

Eas renowned plot 2% #=rmr and 3% which ave the

developments of 7™ hive recowned plote This

mav Suggest that our drima was se2ulir and  resorted

to mvthbs hstory and divice legends as it developed

but of this later That differsut ™55 were preseribed for
d/fferent types will

be seen from the following also
(Abh I P 4501) —

W wwEm—q O cETERy eveiv d aniEen T,
WY ATeRTsSAYT ) TNY WA A% T
F USRI 3 sUm S aX'y Ay dremme
T | w1 R onmtEss m iR
A ﬂ:‘mr, ey | sk Ty,
YW g IR @ SAAR | W omE, SR aare
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Ry Wl Sverdmal SerEeRaa qaly A
ERre I ORI T 1P i B e U
AT, \ O amkgRafied evealiea ©F 9w,
qarfy Fafama‘qmmsﬁ agyad wa Wkt 1 W@
T A Tifa Tt |\ Sl c254
FrREAT TR, WTCIRE, ad o daenak
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DERIVATIVE TYPES

I consider the followmg types as denvative

types 1e types that are later than and denved
from the foll-fledged =rz= and =#% There 1s
some evidence to corroborate this view and I
shall consider the same at the end of this section.
Let us first see the traits of these types as
recogmsed 1n theory

1 srdy or arfEsT

NS (XVIII, 106-168). A mxture of the plot
of 7= and %7 camses what 15 called THEL It
must have many females, four acts, graceful hisi-
rionics well-arranged ®7s, profuse song, dance and
music and erotic emjoyment A king may ach
there: 1t should represent anger, concilistion and
%= It must have 7%, T and s3Ts

Abh. (NS G O S vol II P. 4358%)

By well-arranged s%s =%w7 understands the
uzs of 359, =5 has some dl:cus:wn a%rtm“-ﬁhg
heroige in w331, According to hxm ﬁg{ﬂd‘
refer to the younger heromne aud i
1d refer toytbe Esid Fol‘fowﬁf* )'Tlr‘be fouu)!
usefal (P 435-36) xS

75 e i W Wwv’
Leiviad] sz wf @ty 6
WA el RN awngmll Wgeigadl | HuEe-
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AT wzd, M oFA g@AAENET AR TeTEIEAEL
WE TN FERAATEA T WEPTITRFE T g IOTRIAT AL
A s Arzgd B AR wRARR ¥ owwn wfa
% wgdsmrrmn qvmer Fg) @Y gwmld g =
T WAIRT AFORLRAROGANRA, ST A AZFAA
fadas R iafuad afdmpk
DR (3, 46 52) Plot should be taken from 57

and hero a Lking, from azs 8, 48 suggests that
b may have even 1, 2, 8 or 4 acts ¥f should
be the elder queen, born of a hing, sereme and
afdl, while the heromne should be grar, Rear and
very beautiful Herome may remain 1n the vier
nity of the Ling, by her connection with the bar-
em, while the hero may remain apprehensive thr.
ough tha fear of the queen

It sholud have the four elements of #Rf 1
respect of the four acts

ND (P 120-122) Out of the two herones,
queen and the #=1, each one or both may be ren-
owned or otherwise, thus yielding four types of
@A 1t 13 noted here that the plot m a mB#
19 aparse

BP (P 243) Hero should be renowned and
drefer @ erotic, 1 SRR AW cxcopt wmd It
should have no iz, but 77 may figure there

Examples BP Pmzfisi SD femewferr RS
mefrAfafy

2 wEvelt or wxcfvET

ND (P 122) recognises this type ealling 1t a

sanation of A1 wherein the hero should be talen
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from ¥¥% and the heroime should belong to the
hero’s class It 13 noted that wimsr and s both
concern themselves with erotic enjoyments, but
while the former treats of the royal love, the Ia-
tter depicts the love of merchants ete

SD follows ND
MMC notes this but bas nothing special
3 ATEE or TR

BP (P 238, 4-14) This 1s a variety of arzs,
According to 2%, w2% with a contact between divi-
ne and human elements and with acts vord of
fax7%, becomes a=% But others do not accept this
view Accarding to these others, it may have 9,
8,7, or 5 acts and a mixture of divine and human

SD (VI 273) adds that 1t must have fz3F n
each act

Exzamples BP #7#m37-9 acts, A3em §-acts, &%
w7 acts (both these are voild of fE),
ferimism=5 acts

4 w7z

BP (P 269) It 1s a variety of 7=% based on
71, T8 ¥0E and R W@ no termble ® No &y
It should ba full of @R+, M According to
some the Ling should not speak in Prakmt, others
preseribe @t or @A for him

It should have, 1o place of &y, four parts

with curtain being dropp2d on account of the
impossibility of g7 &=, @Wfa ete
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ND (P 213) notes*that 1t should have only
one language, not a mixture of Sansknt and Pra-
Lnt It should not have RwmiE or Raw

8D (VI, 276) It should have Praknt only
and mostly si7qa W@ @igs should be called srifts

N B BP calls 1t 3ariigeas and thus treats 1t
15 4 TATFR

Remarks

That @R and sem should be taken as the
dertvative types 1s self-evident from their very
names Both are derivative names  Moreover,
though @@, known to NS as #f, seems to have
been recognised rather early, 1ts dependence on #ZF,
18 clear from 1ts plot =s¥wft seems to have enjoy-
ed qute a temporary existance, there being
found almost no example of the type And
the very fact that 1t has been recogmsed by such
a late work as ND and by no other earler work,
goes to prove that it was a futile attempt on the
part of the later theorists to create o new type,
perbaps on the analogy of R®

A, as 1t 1s recognised by 28, 1s rather early
and yet 1ta denivative character 1s clear As a
matter of fact there 1s very hittle distingmishing
element about 1t

@z¥, on the other hand, may not have been a
derivative type, inspite of BP’s mention that it 134
vanety of s BP atsell, later on ealls 1t a &P
It must base been n popular spectacle, as 1ts loose
techimque shows  That there were no regular acts
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but & drop—curtain was required, shows an urregu-
lIar and thevefore unsettled nature of this type
As a matter of fact, drop-curtamn, 1 earher San-
sknt Laterature, 1s not smggested anywhere Mo-
reover, the very name of the type 1s Praknt and
the preponderence of Praknt langnages indicates
a popular and perbaps a more primitive type than
@z The differences of opinion with regard to
the language to be used 1o this type are themse-
Ives enough to prove 1ts unsettled character

IRREGULAR TYPES

Keith in s Sansirit Drama ennmerates
some types of Drama, which he calls wrregu-
lar Type represented by the #gFms 1s distinct
and 1s fully discussed by Keith and De Allegor:
cal dramas hke 537957 and others form another
group and though they have existed from early
times, theory has not recogmsed them separately
For all these the stodent 13 referred, to Kerth’s
book There are, however, one or two pomts wh-
1ch I shall like to touch upon here

VWas there o dramatic type called saes?
Compare the following verse seen 1n the deseription
of the preface of a drama named F7zaRaq by waEx
1 the Deserptive Cat of San Mss Tanjore, vol
VIIL, P 3693

2R |
Hmial rrrraEheEATE 1
This verse places %%, with 5z77 and others
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There 18 however 5 Ms of a drama called
zAEF by ww@m described in the Descriptive Cab of
the San Mss, 10 the Govt Oriental Inbrary, Madras,
Vol XXI—kavyas, No 12517, which seems tobe a
type distinet from all other types Hitherto
known It 15 deseribed theremn as a peculiar
dramatic work Instead of acts 1t has ten SRS
mto which 16 13 divided They are named as
UATRRE, Fiogen, TEAsie, g, s, o,
ofenate, wk@atm  wiw,  swwener Bub o a9
far as this parbicular work 15 concerned 1t 18
needless to suppose that 1t was actually recogmsed
as u particular type 1n theory It seems to have
been an attempt on the part of wamm to create a
new type without any backing of theory That
1w possessed  this love of experimentatron 13
scen from another of his work smgsfi@ which too
has been described as a dramatic type

There 15 130 one other drama which scems to
have been irregular A drama nomed wfRrTaEafa
by an unknown author 18 described 1n the same
Cat of Madras, Vol XXI It 15 not divided into
acts etec  There 1s no regular wemr, and yet in
what appears hke o wumn, 339r, 1nstead of a gaaR
enters  There 14 o WaM¥® also

Buf these seem to be stray cfforts hy mdivi-
dual wniters at 1nnovations They ars, however,
not recogmised 1 theory, as all these poets are
very lato in date
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CHAPTER VI
NRTYA-TYPES (UPARUPAEAS)
Spectes of Nrtya-Type-—general

S does not mwentron any <¥R9¥ but treats of
it which 15 the same as wfem of the later
theorists, and we have seen that 15 13 a denvative
type But Keith says (Sanskrit Drama, P. 349)
“Needless to say, though omtted in the w&=a=
guotations are found ascmbing to Bharata the
doctrine, though he mentions 1n them but fifteen
with several varations of pame”. He, m this
connection refers to Hall, DR P 6 It 1s true
that some terms, which 1n Jater works, did designate
certain I™TE3 are seen in NS, but this mention
of them 1s very incidental and often vague, afford-
mg us no clue as to their real natare

AP (&= 328) enumerates the following
seventeen varieties, without calling them TT=v%s
and without defining or discussing them
dizx, o, w2F, Rrws, @, iew, wam, wvm, avh,
g, s, @, fmien, Aus, arw, e and dem,

DR (avaloka) mentions the following seven
mcidentally the following verse which 15 quoted
1o this conpection may have been an old verse

et ffra ey
AR
@A T T TG
a3 - wgrasht wrm 0
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Abh, 1ncidentally, mentions the following
nmne (P 183)

ey, wor, sew, fmm el o, TEEISE,
Ay, and W,

Abh does not call them by the name ITeT
and 1t seems that he did not take them as such
"he point 15 discussed further on by us

DR, PR, RS and MMC do not note Iws
as such

KS adds =&a and T8 to the hst of Abk

SP mentions fourteen and defines them but
all these are treated by BP

BP (P 255) has these twenty

teF, wfE, N, @, foevs, e, sfiaRa, ol
SEAW, F1A, T, WEEH, ATNEEH, FEE (UEF), IENTF,
efm, g, afem, woom, aferas

But on P 256 fi, are defined thess types
mdividually where 2% 1s omitted (1t 18 later treated
as an additional variety) and W 18 added, and
w® of the above hst, 18 mcluded under wim
Further on at P 265-66 under the heading WA
1t has twelve verses which describe the following
types, almost 1n 1dentical wordings as Abh

e, verses 1-% and 7, wi=w 8-4, ¥haw b, wm
6 foaw 8, wftm 9, urwiz 10, and wasr 11.12
- = ND (P. 213) has fourteen

o W, ofwfrm, glifen, swm, i, s, ais,
WO, [ME, AREAWTF, FEm, W™ or WME, WY
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SD has exghteen

aifEn, Hiew, f, 4%, NAwEs  seET, I, @6,
BTEY, WA, @I, wiakar, R, Betan or R
(according to others 1t 15 included under e,
so fArT notes), WY@, wwfrm, ©hHw and WhE

Remarks

1. The above will show that the lengthiest
hst 1s given 1in BP  But on an analysis of all
the views, we get some more types recognised at
one time or the other W (AP), i (ND),
which, howeser, may be the same as &% of BP,
w47 (ND), et (SD), Frans, Tz and o (Abh)
are the additional varieties This wil brng the
number to 20+5= 25 Moreover, S%tu# which has
been taken as an ¥%wF by SD, 1s taken by others
as an offshoot of x=m So also, =f and &=
may be taken as the derivative tvpes, as sugge-
sted by us

2 The pecuhar sitnation, given rise to by
the non-mention in Bharata of the svsvgs, has
been thus explained away by Mr K § Ramaswa-
mt Sastri 1 his Introduction to BP(p 51)

“From what has been said before and from
certain statements contained iz the present #raumd
1t seems to be probable that 312 and his follow-
ers who made the =33 easily accessible to the
dramatists by t‘ieir works, had e h‘e.\":ﬁ%\g

whose number differs withthe ,_z@gr
defimtion of =5, one oS’/rfh EXEs ’o‘t@’?}\’
5 Y

e

Aol
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W& 18 another proof of the existence of the
ITEqFs before the time of @™  The commentary
of efimanar also on the last portion of the 4th Ch-
apter of the azama where some references from
3125 to the 3TeFs are made, supports' the contention
that 3125 may be the inventor of these Svewss TF=
and WIFz support the same view 1n thewr worhs”

It will be my purpose to show later on that
the Swew¥s, as known to SD, represent a gradual
growth which can be traced even to-day and that
therefore no one person can be called the mven-
tor of these types It should be remembered that
z7 was considered distinct from 37 and that our
*Fs were based on =24, while the Twe®s were ba-
sed on 37 Ay NS had no occasion to discuss
and define the types based on 7@ naturally we do
not find anv such statement theremn  So, too, DR
and Abh had no occasion to speak of them Tb
15 true that 3a== 1 the 12th century counts but
11 ever®s, while BP has as many as twenty But
1t would be wrong to argue from this that these
mne additional varieties came into existence tn
the period between KS and BP There are mndi-
cations 1n BP itself that =mgigma followed ecarlier

1 T do not know on what grounds Mr Sastn makes thia
statement Tt 13 true that Abh mentions some ITT¥e
and we have duly noted them But nowhere docs Abh
note that ho was quoting the versos in question from W&
It 13 however posaible that Abh quoted these verses from
some older source but thero 1s no indication whatsoever
to know that source definitely
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works and traditions and 1t should be remembered
that AP knew seventeen varieties of so called
Ivewes It seems highly plansible that rhythme
dance while 1t was 1ncorporating the histrionic
art 1 1t, was, at the same time, gradually deve-
loping these 3w=v®s and 1t may be that %@ had
for the first time arranged and defined them
And, all the evidence cited by Mr Sastri goes to
connect ¥3@’s name with the nse of the FTwtes
but not with their invention KS (P 325) after
treating the #¥s twelve 1in number, has s general
note to the effect that ‘apd others’ in the ®fa
refers to 325 and others, which have been defined
by &%= and others As agunst this hS 1self has
a note at the end of that section that the detals
abont the imeves or ¥9=vss should be learnt from
@ etc  ATREEEESRRSRISTETSE —which elear-
Iy shows that K5 connected #A's mame with
these types

3 Here I should poat out that these varr-
eties known to the different writers, though bear-
g the same names, had not been snnultaneonsly
and uniformly developed Thus the varieties hoown
to Abb, for instance, were very prumtive when
compared to the same vanetics as described by
BP and SD and 1t will be wrong to designate
all of these as 3vews. But as I hope to clear
this posnt later on, 1 shall not enter wto details
Just now,

4 The word I9=w% should naturally bave
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come into vogue, after the acceptance of the word
wo% by the dramaturgists We have seen that
though &7 13 seen 1n NS, &% seems to have come
to general prevalence only after DR The word
377 18 still later The types usually considered
a8 TIEYFs were earlier hnown as 7@¥%s only DR,
does not hnow the word Iwess 8o also K8, ND,
and BP, do not know 1t Both KS and ND use
the word ®w% for these additional varieties, KS
calling them ¥r§q¥s and ND describing them by
swif g It 1s in SD that we meeb with o defi-
nite usage of the word zwen¥ ND closes with
thig remark

wrf g eemeaty SR Tl hfaia
This means that they were still 1 the process of
being recogmised a3 dramatic types, for as the
types of 77 they were recogmsed earlier

Out of the seven forms defined by Abh, some
are found m the hst of these T@w¥Rs as given by
BP and others But Abh did not consider them
as gaE7¥s  They are more hike mere dances Abh
has a note,

R T gAEE T WarmE awakReam
which shows that they had no element of drama
and that they were based on s (of the 2nd
vanety as shown before), which according to later
tradition would refer to 7@
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Species of Nrtya-types-individual

1w

Abh (P. 183) In this 73 gives the descrip-
ton of ¥, T ete, with ternble movements of

lmbs  He classifies =% as w27 and w1 as
TETLT

BP (P 268f) There are two distmet princi-
ples of divisions recogmsed here, according to
which #7 bas mne different varieties It 1s 3
when a £¥ (1 e Sansknt) language 1s used, w8
when two languages (Sansknt and Praknt) are
wsed aud frr when manv languaces are used
There are other three vanetes It 1s g7 when
the plot 15 terrble, % when the plot is charming
aad #3571 when the plot shows elements of both.

Plot There may be deseriptions and praises
of &, &, =, &% and sw0RT It must have te-
rrible actton It must have mo females, while it
mast be descripive  Also 1t may have praises
of kings 10 wwis, unfoldng therr virtues etc It
mmust be full of musie, dislogne (3%%) and deco-
rated by noble (scenes)

Whatever action 1s difficult and 1nvolves
shill should be woven 1n a T

Mosie A mz w7 oas punctuated by seven

s, each Fomm showing a varying programme of
music as under
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Frist Ffrrm has  a%, smard, weae aen
Second ,, ,, wEAAEWA, Bouw, TEq

Third ,, ,, OaRewen, sweaw, amfd, v
Fourth ,, ,, fgous, ©m, and a&q
Fifth  ,, ,, @, wads, anee, o, fe

Here 15 o note that the wm called wFzAE!
should be included under this type, as those who
consider 16 as a distinet type, hnow mot ¥@'s view
And, then, afmt 15 described as follows

(1) The plot 18 recited or acted with refe-
rence to an smFTgET, using the word WA (WITRWARL)
to be apphed to noble persons (2) It consists
mostly of terrible action (3) Sometimes 1b has
descriptions excluding females (4) It should be
full of M@ and other ways of uwaf, (5) and
accompanied with good musie and (6) noble speech
(7) Tt may have prases of =am, ®&, @7, and
other gods

There 1s a general note that whatever has
been sa1d with regard to acts, @ ete , with reference
to % of the =9% type holds good 1n s case too

In the Introduction to BP 1t1s noted that
the first set of verses (1 e those that do not apply
to the afzm# type) are also scen 1n SP SP also
recognises afzAA and includes 1t under this type
But the present NS contains no reference to aRzard

ND (P 215), too, bas the same six types of
¥, on the same two prmciples and his ¥t or ¥7F
contuns nothing new
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Remarks

It wil be noted that the a3z type as
described 1n BP, differs from the ordwnary type of
ETEIE AT only 10 one respect, the former has sEIEET
and acts etc, while the latter shaws the absence
of both these elements

2, feer

BP (P 262) Plot s, having mostly =g
forr its subject-matter, with accepted metres i s,
Ti%, ®ES ete, becomes by graceful gestures, WS
There may be mme or ten different threads, but the
Plot must be sparse, full of &z, ®z7% and figws, and
excitement should be created in the audience by
various turns of speech.

@ mamly erotic Herome =yrreanye wfe
voidof W and fRY G A

Music and dance ten #warrs are m place as
n WY Itshould have Rermis, should have graceful
aecting, 771 panctuated by @e, at tumes T etc , and
should be vmd of Wiz IR, e and
¥n@ It should be performed by females Of course,
#7 and @ may be adopted at proper places

Example &t

XD (P 215) recogmises this type but has
nothing distinet

SD (VL 305 i) a7t 57 and izt i, %8
and W@ Aet 1 Herome noble Hero # SD
roquires the following seven x5 here =i, fmm,
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i, aram, ando, ARy and 9w, which are defined as
under when %1% 18 incidentally described 1t 18 IFAH,
when gloomy speech 1s uttered 1t 15 =@, when
doubt 18 removed 1t 1s 3319, when there 15 boasting
it 18 @H,  agamn waim  constitutes 1n  taunting
through anger, beginning of fizi 13 Rk and actual
achievement of fruit 1s &R

Example swzar
Abh, (I P 183) callng wfrn as =&aRgw
describes 1t thus [n w1, there 1s amusement

due to play with children, f4gz, lions or pigs or
playing with banner ete

Remarks

As far as BP’s deseription 1s concerned if
any one wants t0 see two distinct types described
under the caption of Wi, as the editor justly does
he shall have to distingmsh between wfrm and
wmft, former being bascd on 3 ete, and the latter
being a form of 39w having af, s etc This Wik
seems to be the same as 2ndt of BP and e of
SD Compare their details

3 2t or rfeermr

Abh (I P 183) notes a typs called s
FAguIiiEfahii w1
enTyid @ g waw AR AN

BP (P 237) Act 1 7@ 3R and wndt

Heroie and Erotic Herowme woines wiwwy  ond
AT
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Example; &=,

Editor of BP says. “This &=t 1s known accor-
ding to some as W rw and the same fact has been
stated here 1n the lme &=y wiripntm  Bewm
followed that view and described this kind of
drama as 5™ with the same deseripton as found
here and with the syme @Iz as an example. The
definition of w1 as given by T T and AT 1s
quite different from that of Fmma ™

Remarks on I, 2 and 3

Bearing i mind the descriptions of @, Wiy,
¥ and ¥t as given m  BP, one can see that
W differs from w7 m the following points

(I} Itis mld, (2) It bas mostly zRsRa,
with nime or ten threads, (3) It has no Fum,
T and @%@z ete  (4) Tt should be performed
by femalesg

7t and €=t are almost 1dentical Also 1t
would appear that SD has no counterpart for BP's
a1, while 1t describes wi®®, which, however, has
similarity with BP’s =fm, but is wholly 1den-
tical with BP's €=t Abh’s €1%%w and w¥w are,
agam distinct

W as defined by BP, though having a
preponderance of dance-elements, contains enough
elements to transfer itself mwto w= of SDs  Thus
there seems to be runming a common thread
through wim@ of SD and €wi of BP (which, too,
1s called 1%z or w1} yielding sufficient data for



110 TYPES OF SANSKRIT DRAMA

mfernng o seral evolution, €t or SfaF of Abh
representing the earlieststage and Swliof BP or wiRrE!
of 8D the last stage of the same form of entertain-
ment while wfsr of BP 1s o variety, probably
more prumifive and representing the transitional
stage from st of Abh, (Abh's w115 an earhinr
form of BP’s wfr) to winwr of SD And thus Wil
1self has & counter-part 1n WE-STRTF, which seems
to have enjoyed a temporary existence 4 anndepen-
dent variety, 48 1t emphasises the IXT acting
But 1n Wl and ot of BP, agaan, there are
sufficient clements (eg 9 or 10 threads, heroes
fiz, dza% ete,) to develop themselves wnto W% &TF
W €TF scems, therefore, to be the dofimite ultimate
dramatie form to which S, =i, woft, Tnafl, wm
39ev% (all of which are either 38 or T types, with
the posaible exception of wfi¥ of SD and ¥h of
BP), passed on imperceptibly spFmmiE, which 18
4 very important element of the wm ¥%%, though
not seen 1n any of these forms, 1s recogmsed bv
BP 1n the case of the affzardt type of ww

4 TIHE

BP (P, 265 fl) This section of BP 1s hope-
less for 1ts textual accuracy Under the head of
unw, this section defines, 1n 1dentical verses which
have been quoted by Abh at P 183, erght forms
of daunces, the last of them being Ta¥ It s thus
defined here

wara g au anls | o)ymRs e

ohreme S oenAnimt su gk o0 0
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SRt Roreeaesm
FEIA I TOEE R ieTa i
Out of these two verses, the first 15 always
quoted as the defimition of z#5% by others (see ND,
Abh and elsewhere) and even BP shows the vl
59, which may be the correct reading The
second of the above verses1s the sawme as 1s given
by Abh as the defimtion of 719%, and this seers to
be the orngmal defimition of wa=

Bu$ BP has anotber defimtion of TE{on P 269,
11 13-19), wherett 1s described thus
(1) Act 1 (2) voud of g7<w (3) It must have
wellarranged (=523) s=§ (4) It should have five
s, (5) three 5%, (6) varous lauguages. ()
&% and st sSis  (S) sngws, (9) promivent
hero, (10} famous heroipe, (11) 3% ®Fs and
(12) writm
A third defimition of T% 1s also seen it BP
at P 955, 11 10.13
Frégmeetiatd g9 eadci
FoA eI MR
SETTETR RO IST /Y UTE N
It shoald be remarked here that thouth tlue
verse defines @@, 1t 15 put 1o this cdition  uuder
the section of #Tmos®
One more defimtion of % 1s seenm i BP
under #7rE, consisting of one versc, which 1>
the cre grven 1 ND as the defimtior of %
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8D (VI, 288 290) substantially agrees in the
second version of BP, by defining T%% as one which
should have (1) fivewss, (2) g@and RiFm, (3)
various languages, (4) smefi, and SR afs, (5)
no gFM, (6) one act, (7) drams (8) art (F=),
(9) fewarsl, (10) famous herowe, (11) foolish
hero (87 1n BP seems to be more in  harmony
with the nature of W%, as defined here, than 7%
as read here), (12) =am wiis and (13) Tl

There 15 a note that some allow ¥R, too

Example #wafliag

ND (P 214) ecalls that type as w5 which
has 16, 12 or § heroines dancing  with special
postures as Frgtrus etc

5 ArETAE

This section, too, as printed m BP 18 s0
much confused that I shall quote 1t 1z exfenso and
then shall try to determmne the exact nature of
the type

aagraEt a1 afavata alkw |
RodgafRfy  wes agzgan |
Rezagifrd prwargaar a3 )
AR N wAIRTE N
@ g ol avwra frafrd
FEtEAGiRm R
am=rht A feaat T o
a1 ¥ A ogndguio u
TR TR a1
UMM w1 ¥R AEeTF 0
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SRR @ mprER g1 g
PrEor gt TRRET
CENE et a t
@A T s i
a‘r‘%r%’aa'ammn
TP ERTETE A

w7 Rededis=ay Rf

wTaey & 9% w3 fdwed N

eI g SR GEE |

Sl e e g e

[ TEAA CAERE R

gopfawyr ot aafa T i

SRR

arERdey Rediea g worl

@ T T g |

g 3 TR 0

M 9 T AvE et |

Eeoicolli e re o e el

T s e |

FAEFEERR gan aEa,

It will be seen that the first of these verses

15 a deseription of @z and the next three rerses
give the explanations of the techmecal terms
fedmet ete Frdwea 1s so called because of the hu-
ddling up closely, 7377 18 so callecl-b}‘ A ‘arranoe-
ment of hmbs ke kmtiing, #3% hys Reigd
by being arranged the,fb‘rm ‘a.,nél‘:h"\ *

Then the fifth vetoe o P wte qnggtlon
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seems to be the ongwnal defimtion of I=ES,
particularly as ND (P 313) has this very verse
alone as the defimbion of w@uss It 18 that,
wherein, females dance out the doings of a king

The remaining verses explain the programme
of music and dance to be followed 1n 7w

When 15 has %@ 16 15 called =98, wherein
two females, clever 1n @#asf etc, may enter embra-
cing one another by their limbs and moving right
and left They retire after some dancing and then
enters another pair of females Therr exit aud
entrance must be simultaneous This new pair
may petform the scattering of flowers by @™
After this, other characters may enter with swaam=
and wfals  Then the singers sing with gerftaria
Then Rofwm formed by many w3s, by means of
@, Jus, TWE eto. shonld be performed Then
there may occur ##Am with gwa%an and FHRw@D
may be beaten with ZesRgmes

Thus with such dancing, the first sitart would
be over Three such smns with dancing, as before
should be performed, with proper rhythm

From the last ine 1n the above quotation

1t seems that this musieal scheme mav be applied
to w\% also

Appendix I to BP contans the f{ollowing
additional definition of arzamas at P, 403

rmaTdn Al g fidaa
gefafpfan mfrofqageas o
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o gEmRgrty @ & g |l
FoismAl  aradmadAgas
Bes stagrag i grag ax 9|
Foesmaaa g senanss I
TR it w3 R
TEERAPTT § gt aEmmEE

An analysis of this would give the following
charactenistics of wrzugs

(1) foll 7% to be recited by the characters
behind the curtam, (2) af%s hke §= and others,
(3) at times all the four 3fas (4) no single cha-
racter should enter, (3) ge™ should be brought
1o or g9 may show the presence of &= and aft,
(6) plot may be divine or both, (7) @ fis==, (8)
famous hero, (9) females should sing and dance
the domngs of a king

SD (VI, 277-79) has this

(1) one act, (2) =zae==af, (3) Noble hero,
(4) ®zmt as TmE, (5) prominent TE with TER
{6) herone-zmzadam, (7) ga figT-sis, (8) all
ewres, (9) some allow all the four &fs except

Esample. sfizmdi-fimed, afmgend Hewsd
Remarks on 4 and 5

Both these are treated at length and yet as
far as BP 1s concerned the text as printed 1n G,
O S, 13 hopelessly confused In this connection
the readings noted 1 the Appendis I at P, 408,seem
to throw quite 2 flood of light and would be help.
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ful 1n reconstructing coherent test for both these
types

Thus P 263, 1 23 to P 266, 1 14 describe
both these ypes out of which, following reconstru-
ction can be made

Ta®m

(1) P 263,1 23to P 264, 1 7 and 264 L
10 to P 265, 1 9 describe one type of &%

(2) P 2651 10 to P 265, | 13 embody
another view agreemng in essentinls with (1)

(8) P 266, 1 13-14 give perhaps the earliest
known defimition of u@% (as the same verse 1s quo-
ted by Abh at P 183), which also does not differ
much 1 essentials from (1) and (2) above, as all
these treat 1t as a dance-form (4) P 269, 1l
12-19 gmve a description of was which differs
widely from all the above three views and consi-
ders 1t as a type of drama

EIaEE

(1) P 164, I 8-9 preserve perhaps the car-
liest defimtion of Amqw@® as the same verse 1s
found 10 ND This description treats 1t as a
dance-form

(2) Description of Mztm¥ as found on P 408
considers 1t a3 a form of druma and thus agrees
in essentials with SD's definitton of 1t

(3) P 265, 1 15 to 266, 1 12 (though pri-
nted under the section of 1#¥) contun older de-
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scriptions of wum, w3, giEm, W, frss, WA, TR
and #¥7  (p 266, 1, 11 wrongly reads Ww% for
£#) as these very verses are found quoted by
Abh at P. 183,

Therefore the defimtion of #==0=% as given on
P 408 should be taken as the correct one and be
wncorporated 1n the text as an alternatrve definttion
of amrwE, and the defimtion of w@E on P. 408
shnuld only be consulted 1n fising the readings of
the text as prmnted on P. 266, for 1t has no
more worth

These different definitions of both these forms
prove beyond doubt that they have evolved from
mere dance to an orgamsed 3 form and thence
to an elementary forms of drama,

6. g=aEmT

Abh (P. 183) has one verse, the same as the
first type of BP as will be described below and
this definition therefore, would be the earltest
known defimtion of s~m==

BP (P 262, I 19-22)

First type (p 266, Il 3-%)

Starting on a jourpey with a gait lihe that
of an elephant conshtates = It should be &%
and 53T
Second type (P 265, 1l 15-19, under the heading
www) (1) one act, (2} g7aad RiTT §%s, (3) 1t shoald
have 10 the beginming =T roused by journey or
by first love and should end in & (4) It should
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be full of the dascriptions of monsoon and spring
(56) It should have four 7ARs
Third type (P 262, 11 19-22)

(1) Two acts, (2) ¥afaf, (3) RAWEE, (1)
zrm, f, 2, otc, as A (5) It should be charming
on account of drinking and other sports, (6) and
full of #7 and @= (7) 59 and Fdgn afs

Example wxafes

ND (P 214) has only one type, the sccond
of BP, and describes 1t in 1dentical terms only
polnting oub that I are FE=gAf el and
that 1t 18 called 3817 with reference to Journey,
which seems to have been the original 1dea 23
suggested 1 the hArst type of BP

8D (VI, 280-281) has these additional pomnts®

(1) herowz-zd (2) H and wcd as M

SP has only the second type of BP

7. AFTw

Though this vanety has not been tncluded
10 the general list of the aygv$s, 1t seams to have
been recogmsed, at one time or the other, as a
distinet type, for the verse that 1s seen n ND
(P 214) and which agatn 18 found as the first
verse 1n the deseription of weams of BP, 13 clearly
o description of 737 The verse 15 this

it o1 efaa a R |
TR H 77 @sRadar g7 0

ND also has the following explanation
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aer agmifierl efvasd afa add gua
wnias~arn-emer-afr-Rrmf 1

Then 1t 12 pointed out that @27 1a the wrw
which 19 fradfion, ofsr 1s full of sgre, 1 and 01,
and B ¢ o % st as full of start

It seems that according to BP (P 863, 1 0)
this 2% should havo ofef (which 14 the esmo as
gt of ND) €01 with gawsw, gus and wypa, (Is
this not the same as 6far 221 of mafrafalm, which
too, has ¥3® ote ?) Also 1t should by vord of m
and Pad, having o)l s, full of Amft and alad
and @ and 91s,  Whon st has two @i 1t should
have 9 and v heroes, and meh and Mo as
w43, and rarely aerd

Example afery and 3fehsm,

In fact tho first five sorses under dums in BP,
define %35 which 19 used in Mascuhine, and all
the attribntes 1n these verses are tn Mascahine,
while the Inat three lines describe ¥pme which s
taken as Neutor and all the attributes in these
three Liney are 1n Neuter

7. wanT

AT notos 1t

BP (P, 363) Dolimtion given here snggests
that 3§97 when st exhibits ‘st biars mF and swad
&3, at tines many 37 spoeches, at times four s
and no qrue is W,

Tixaraple faqades
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ND (P 214) has thus Whatever 13 performed
1n street, assembly, squares or temples by many
a8, 13 called ¥aws as for illustration FMIET etc

8D (VI 286-87) calls 1t gy

(1) voud of 7 and Rad, (2) &7z, (3) no g,
(4) one act, (5) no Rswwws, and x3xs, (6) presence
of fig% and @iz necessary, (7) all zfis (8) ##d and
2= are sung, in the qex

Example same as 18 gwven 1n BP under 4T

8P divides 1t mnto #57% and ¥ and gives
the definition of both as found in ND.

N B BPat P 266 has this
urEaTE R R,
which 18 found 1n Abh as the defimtion of &,
with the v 1 z7% sa &wr @

Remarhks on 8 and 9

From the treatment given to these types 1n
ND aud SP there seem to have been two varieties
of the same type of dramatic entertainment, which
were still 1n a process of being distinguished from
one another, but which, however, never happened
BP shows a period when both these types were
hopelessly mixed up and #@F was losiag 1its -
dividuality 8D shows a§¥% to have been comple-
tely superceded and eclipsed by Zum¥, incorporating
elements of both the forms 1n one

In a MS ontitled armaiecdfis, n the Govt
Orental Library, at B O R I, Poona, a aricty
of @ called Bgw 15 defined  As Fuma calls o5
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by the pame %x7, this %, too, may refer to 1t
The definrtion 1s this (fol 30, 1L 8-9)
o sl i,
Jem sgEE 9 RTgeR U
As the general element in 3¥57% 1s the play-
ing by men and women in squares etc, this too
may refer to the same type

10 =t

AP notes 1t

BP (P 266) Heromne 7, 8 9 or 10 Act 1
or 2 1fa 3/ &l Rd and ga. Heroes 5 or 6,
¥, T and =m@, who may be fm, &R, TR
or T+

Miscellaneous It should have g& and smad
when 1t has two acts and @ when 1t has one
act. It should have musical =¥ with &R, =77 aW,
=7 and fm

Example #Riamwy

ND (P 214)

TR 39 &Tn e 3 g |
o I =raesie R o

The same verse 1s fonnd 1n BP with wes
for 3¥mE as the reading

S§D (VI, 306-7) Act onme, Hero one, clever
mn speech 7% FR & g¥ and R Heroine
7, 8, or 10 apd 3zTEeTER

1. IErgss
BP (P 26) Act one. ®@ void of W
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w e, 9% and ¥ Hero and Heromne 93iN®a

Miscellaneous It should have the #I®s given
under BRe%, a song with three divisons called TAvaF
which has been explained as acaifidia

Example ¥frm  IaTwed

8D (VI, 282-3) According to some, there
should be four heroines and three acts and agasm

SP does not include this under the group of
TEIFS

12 w59

AP has noted 1t

BP (P 262) w @td and 7R af all afr
voiud of wt and @#wh  Act one Hero aRWRS,
who may be a fim, sara or a afit  Heromme goa
and 3

Miscellaneous It should have wwam, B,
@z, a0 and at times @@ [t should be muxed
with 2, 3z and interspersed with talks of joyous
ladies and faz etc

Lxample sitlwag  gdisreay

ND (P 215) has the following as the defia-
tion of =1, which in BP has been included under
wiF and which again, 18 recogmised by w3 “lIt
should have a.fra¥, arn, ga, w7, 1i1fH and i’

ND (VI, 281-3) has this additional sf
except #@vafl, Txample =@ iza

SP divides F27 into #¥ and 43 It scemns that
even BP distingmshed two types according s
(1) the Hero 1s @A and 73 and berome 777
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and 3@ and (2) as the hero 15 a R¥ ete
13 wrfosmasq or wiftsmaan

BP (P 268) Act one @i g4 and REET
@, 7 and d Hero %9, @3-zt  Heroine.
3T or ®wHEL wra e They mav be 8 and
4 and should be e.pert 1 T=Ee

Alscellaneous T =L, gwam, 7a three srENs
and fsem It should be charming at times by
the jokes of Bxs

Example mmwfia

14, =gme

BP (P. 256) Plot renowned or magnary or
both @ Erotic and Hamourous should not be
present here, bat a muxture of 41t and @ 15 allowed
other ®@s may be subordinate. Hero angry,
hypocrite, @3, trymng to meet with the meide-
nts of ¥Iz3, caused by fate or enemy. 31 @,
anwi-aNizs Acts three, but 1t should be full of
@ 1o the second act. First must bave fiz7 and
third must have ¥%2 &% four, except sfagam

SD (VI, 281-2) Acts 4 or 3

Example arrarfes

15 forvwa
BP (P. 237). Acts four 74 four 78 excep:
mrr  Hero %7, sometimes a €RI995E too, who
may have been connected with =74 ete. Heromne.
71, i or @@ bornofamwlorafs . g AW
aedl, Te s TR,
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Miscellaneous There should be the following
17 ws sewal, waRe, w9, W99, 93, @O, o4, 9@,
el sroww w9, sgny Rewm mew, IegeE, WEE, SO,
W, AW, @32, wwWd, wiwles, R, w8, 3,
S, Tl

SD (VI, 296-300) 0 except &% and wwd

Example FF@Edemy

BP on P 266 has this which1s scen 1n Abh
a8 the defimtion of R

“When one describes to a friend, one’s
husband’s haughty conduct and sometimes soft
conduct of a g3 1t 18 BreeF

i6 it
BP (P 256) Act 1 @, mxr  Heroes 9or
10, saiaFs Heromes 5 or 6, beautiful af voud
of i and wmd, 3f FFr-soft Plot 1maginary,
not very noble Note the followng for its plot
MfRfg dermem WRza
ag grewdeemfiaTEa g o @ i
ND (P 214) has the following
e oo Rgaafcafig Tk )
fismmismgamgfy afsefa ey o
8D Example Ygamsfm
SP has the same verse as seen 1n BP

17 wrourt

BP (P 268) It should have @ and T7R as
the s, 1ts hero should be zm, wamz should be
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a 971 and herome a s or whEhe Tt shoud
have g&, sfga and fizw as éRs  Its plot should
have @zra descriptions

Miscellaneous Bud, @, v, 9%, 8399 and
the ten elements of arg
Example afrsfa

18 sfrafean

AP has noted 1t

BP ‘P 258) Hero renowned i1 smdt afr
void of a1 and sfw Act one W fammmm
Heroine I=a1

Miscellaneous It should be full of the word
A and according to some *i may sing there
sitting

Example wrevsameg

SP has the same as BP

19 fags

Abh (P 188)
gE g4 WIERd  Togean |
A @ gfagdahn freg @ o
This approaches »tiwy of BP but BP has
this same verse as the defimmition of sems
20 ZiEw, also called waBm

(XD eslls 1t zHifem)
AP has noted 1t
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BP (P. 267), Heromne %1 and amu. Acts 4
&R voud of ¥

Miscellaneons =¥, g love between you.
thful persons-all these are described 1n private
by a sRi®, 10 %F7 manners, she, talhing thus, asks
for money and getting 1, desires for more

N B The first act should bs as long s
three i ss, and a 1z should 1wt at will therem,
1 the secoud R37% should act for five wfedts, and
1n the third $=m% for seven wfsis and n the
fourth all the three act for ten mfms

This 18 also called #aR#, wheremn gftw, sara
or @y 13 described as fallen on bad days This
18 8 PRFAI 10 WU

SD (VI, 303-305) 3% %R, aud Wk Hero:
few, 7mt  According to 8D 1t should have six
herownes 1n the second act and a Tm should act
m the third act

Example fasgadt

SP AaR® of BP 15 described as a aex 1n
the same verses

KS (P 839) considers this as a prose story
and defines 1t thus

RATUTAR wIFw GildEAmIaiEale 1 at
gifeammArenRal mreafnl g Al AR |

In the T 15 quoted the following

Tm 7 g4 TR Aemgrrarm vk« A0S gl
ampt@uda 1 amw gegnw ARgdfmrgaeadat
AR i B e it
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21 =fEwr or winrean
BP (P 267) @ warmm, 3% 367 Act two,
having R73% and B2 acting 1n the first and second
respectively  Plet It should not be clear first but

should become so at the end @57 voud of ¥ and
Bt

Aiscellapeous It has o fvF &1 and
btz
TN A7HT A o3 g7 @A 30
TEWERE W W Aard q0" {9
SP has taken this tvpe as a wem=a KS (P 339)
has this, but considers 1t a prose story

T G T A TE Ty NETA @ SRR
[Rez i}

and 1 the 371 the above verse 15 quoted
22 frerfamr

SD (VI, 301-2) “It 1s also called Rar%er by
some and ncluded under g¥¥%1 by others”
@ 7av Act one a5y void of W and s
Hero £1 Plot sparse apd renowned
Miscellaneous It should have ten #=73s and
fi~1= Az and T2A%
23 TS aod Svor

Abh (P 1-3)
AT Wm ey |
ST AT g W
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NDS bas a type of a3 which 1t ealls by the
name of 3w It 15 thus defined thers (fol 30)

QETRREREMEEE |

afrgeTRiEmEd

Tt oy gedERY |

HRTETER R A N

Evidently the two types as recogmsed by Abh

and NDS§ have a common thread bstween them
&AE=1 eto, would create such an appearince
of the actor that humour would be excited, which
after all, 1s the essential recogmsed by Abh

NDS also recogmses a type called TR,
which has not been described there as 1ts nature
18 obvious from the word itself May 1t have any-
thing to do with our TAFR? It 1s @@ accor-
dng to NDS
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FLER thus colf c:u.;z'\de@d.s :ah&% .’Y}:hese

several T-typew we shall tutn S« see thewr
development Bu:  belor ~>s0, 1t will be
conventent if we tabalate the results of these details
‘Ibe accompanving table shows the details of all
these types, at a glance and contamns all the im-
portant points gathered 1z the previous chapter,
under these mmdivilual heads Remrks made
the last two columns of this table will be explained
further

The table shows that the tvpes thaj have beenr
described here have not gll developed umformly
Some types show a preponderance of musical ele-
ments and others show some dramatic development,
though even 1 this latter case, an gltermative
deserip*io 1 1S 5°en 1B most cases, mdlca“mg therr
essentialls musical neture

It will be seen, for ios*ance that, with tha
exception of &17E n1d 757w, all the other forms
are very clementars dramatic forms presenting at
the sawe time, an origiaal musieal nature @I
seemns to have been developed very early and ree
seams to b 1ts yariand as all ..ee’*g;: N
%%, o1 the o'her baud, s,/(;:q Bl aé/gxo%
frow s prose-sta-y io a (lr:‘sms.‘Q/io ‘__jgfl« shor}
several clemerts which dre Iater seen “fh swT A
the other tapes reveal o doub.g charseter. v
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1s this so ? I think 1t suggests a gradual develo-
pment of these types There must have been a
time when these types must have ewusted as TF
types, showing dance and music only, Without
any speech This 1s further corroborated by the
following considerations

We have seen that ¥%7%, a term used for
these types by 8D, 1sa very late term, the earhier
ones being 7= and Fwew¥  We have also found
that regular &% types differed, theoretically, from
these % types mn the pomnt that #v% had speech
added to 1t But the term Fmwit and 1ts expla-
nations umformly presuppose a type of entertain-
ment which had dance and music 1ncorporated 1nto
1t, but no dialogue This 1s expressly mentioned by
Abh and DR SD 1s silent about the powt and
this silence 15 sigmficant as we shall presently see

From the fact that most of the %@ types
as detailed above, present an alternate descrip-
tion, thus showing an earlier 3@ form and a later
aa form, 1t seems that terms z@sTt and <TTEEF
should not be taken in the same sense Take for
nstance, the sem@ type of which BP has preserved
threa alternate descriptions, while the descriptions
of Abh, ND and 8D each, show some distinct
features It will be marhed that whereas the de-
scriptions of Abh, ND and the first type of BP
are purely musical showing no detuls about act,
A ete, BP's second type 15 4 73 form showing
detals regarding act, AR ¥ ete, and BP’s third
type shows that 1t 1« further evolved form of
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BP’s second type, as this third type shows two
acts as against one 1n the second type and details
abont hero etc, which are absent 1n the second
SD’s description tallies with BP's third type but
shows some variations as regards herome and 3.
Now sll these types of =3% have been taken by
BP as 7=1ers while SD considers its type as
an Swis  What 15 the necessity of making ths
change n the termuinology” It seems that those
types that are taken by SD as ¥€%%s once existed
as merely musical types 1e as forms of entertan-
ment 1n which there was @&, music and dance
but no dialogue. Later on these same types deve-
loped an elementary dramatic character, which
added dialogue to the earhier type These earher
types may have embodied some story, but the
whole story, 1t seems, was composed 1 songs,
which were sung 10 musical accompaniment with
appropriate histriomes There seems to be some
evidence for thns supposition The earlier definitions
of these 7=7mts as given by Abh and as found
in BP, show that in these types some sort of
episodes were to be song Abh’s defimiton of 1% m
requires that the dancer should attract the mind
of the hing by speeches pregnant with love-sugges-
tions fiz= of Abh would afford greater opportunity
for embodying some sort of story-like eprsode, as
in 1t the heromne describes before her friend the
terrible manners of her bhusband or the graceful
acts of a 99 As a matter of fact, these are treated
by %977 as distinet from %7 types These same
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types, as then unames and deseriptions in BP and
other works suggest, developed 1nto 3 types when
probably a continuous story in songs, was acted
before the audience ‘These were purely @ types
But side by side with these, &% types were also
developtng and as a reflection of the %s,
these 1 types borrowed speech and transformed
themselves 1nto some sort of half-developed ¥ws,
which 1n Ruaa’s age, came to be regarded as I9E¥s
That these 7@ types had no speech seems farly
certain by the term ¥u&e% as distingmshed from
the term TeTeTs as used by {92 Thus 1t seems
that terms F=R or &7 and sweTs do not denote
the same thing ‘The earlier type was vord of
speech which the later type added on and then
the earlier distinetion that 33 type could create
only 3@ and ama type W, was given up Naturally
the sort of 351 hnown to SD (descriptions of all
the types as given by 8D are dramatic 1 nature,
not a single type showing a musical character) and
represented to-day by Iwanua (a AgWs) or qEEHTIGL
(o afiF) or guz g (o #fAR) have very hittle to
distinguish themselves from the ordinary &7 types

But this should not appear strange, as thesc later
IvETEs, though they are based on the carlier 7mr
types, show a reflection (as has been suggested
above) of the ordinary &7 types, which must have
wfluenced them greatly

Let us now survey oll the 9ew#s and see
their 1uterrelations 13 well as their relations with
the regular =% types T have already mentioned
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more than once thal my mam thesis 1 this
volume 1s to prove 2 gradual evolution of our
Drama 1e of #7s from the TT=v%3 and of 3ITevEs
from the 79 types In considering the general
development of the ¥, we bave tahen the =
type to be the most primitive, out of which other
types bave evolsed I shall deal with the point
more elaborately when I come to discuss the onigin
of our Drama, but for the present, 1 wish to pomt
out that a3 1n the case of #9¥3, so too, 1n the case of
3% types, AT seems to be the most primtive type
Our lists show that both 77 and #%= have been
recognised as I7e7%3, and that SiRam, an e7e7E, 15 a
vanant of e Both Abh and BP have given
a terrible charater to %7, 1o which riolent move-
ments of tmbs are preseribed, while BP’s wm,
which tn essence 15 the same as Abb’s #ifaw, has
been pronounced as a gentle type Of course, to
SD only w1 with 1ts graceful features, 1s hnown
The terrible 7 1s a matter of bye-gone period 1n
SD’s age’ Thus 1t seems that 1o very primtive
stage @™ had been recogmsed in two distinet
aspects, one the trerrible, being represented by #re
and the other the gentle, represented by i@ On
these two types-ternble and gentle-all the other @3-
®333(71-types)’, I think, are based Abh’s classifica-
1 Ths will explain the above-mentioned ailence of SD 2110
1*s age no such distinc*ion ews‘ed in practice

2 Keith 1o bis Sanskrst Drara desenbes the 7¢%3 at P
35). Oa reading s descripiion of the T#I€y, 1t will be
neen that he too consders them as muesieal only but he
has not dishingmshed between *7¥ and T types clearly
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tion of the types mentioned by him, as 3%a, A3 and
therr combinations, preserves thus prineiple, which
seems to be fairly old, from Abh's quotation 1tself
Ouar @ can be classified as suitable to the ¥a@ or
the #g7 type  All our fRWs-16 &, Tz, ww% and
diw@-are sutable for the Tad type, and 7w, wed
and % are, by thewr very nature, gentle, while
147 may be taken as 2 mixed type If we bear
this distinetion 1n mund, we shall find all the
ITeT#s as conforming to the 3@ or gentle type, the
hrst being represented by W awsys and the second
by wfFr g7ev% It 1s on this understanding that
1 tne foregoing table, I have characterised each
of the varieties as &uw or gea  All 7@w types can
be traced to wRFr and all s=a types can be traced
to am (¥2a) This T shall now proceed to show
by a detaled analysis of the 7@ types (In so
doing, 1 shall call the wm of BP as the Ixq W
type ~nd W= of BP as the wgwr 9™ type )

@, 1t will be seen, 1§ 5 mere variant of the
HgW A tvpe

wa¥ and ArEAF present the following features
five characters, various languages, saiiat and drars
One view wants 16, 12 or 8 heromnes #¥H has
been considered prominent m  this type VRAES
too,, are allowed All these features pownt to a
"W type and maoy heroines, saiwt and wwass hiken
these types to wil type, which 18 wam  Though
as a 4 type u7% mght have been very primitive,
2518 15, 1m one way or the other, connected with ¥w's
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T, as ap IWTE 1t seems to go with the wTR
type. /W%, with 1ts charming soorts and drinks,
d and T gs 93 and 9, ¥z and BT as heroes, 13
% 559 tvpe, leammng more towards the ®Tw W
tvpe It shows some further development, as BP’s
third tvpe and SD's tvpe show two acts 7% with
1ts one act, bat with po definite mstructions about
4,18 3 sem-7% tvpe snd as such a mere vanant of
#% as has been actuallv pownted out 1n BP  As
2 matter of fact, =7 (a purelv musical type).
%4 (a hali-developed == type) and s=ms% {an
Iw=7E) are all inter-connected and all can be redu-
ced to the above w77 #rT tvpe

7, with many heroes and manv heroines,
bemng remmiscent of the s and T=7ws, shows
clearlv an affunty with 877777 type particularly in
view of SD’s injunction that 1t should have one
hero clever in speech, which would apply to our
7 *5%, which atself 1s s 757 tvpe

I53% seerns to be a mxed tvpe, leaming more
on the 7 side. as all the 755 presenbed bv BP
show but SD’s junction that according fo some,
it should have ¥37%% makes 1t & muxed tvpe.

%=1 is a ¥=7 tepe but one from which, our
%7 has evolved The features that it sheunld bave
fix or w= or ¥ as 1 hero, that 1its herome

3 See No‘e & af tre erd of ths chap'em

4 TIY  gecordion to SD kaving po T ete bxt Baving
FET and ¥ 15 & 57 trpe and s such mar ke the omg-
£al of X type
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may be a F& or a 37 and that zFa and TFR may
prevail there, are also the distinguishing elements
of s7@, which, however, 1s very complicated and
elaborate on account of its ten acts, while %7 18
an elementary type with 1ts one act

qiftwr @, which has been recogmised only by
BP and which presents the features of having a
noble hero, #it and @A wWs, eight to four heroines
essentially swited to @A and the gFw=wws dance,
shows a predominant mam character, only the #it
gives 1t a mixed colour

waF 18 almost & complete &7% type as desert
bed by BP as well as SD (It 18 therefore, not
very strange that smagsg¥y should include 1t 1n the
hst of 1ts ten &) A close scrutiny reveals 1ts
resemblance with @R As & matter of fact, there
18 very httle ground to distinguish 1t from &EHR
as far as the theory goes Its plot must be
renowned or iwaginary or mixed, 1t can have three
to four acts, 1ts hero should be angry or @, trying
to meet with #7232 and there must be a®, fzg and
#72 1mn the different acts All these are the features
which a @7 1® may well have, only that R
with 1ts regulated duration of time and acts 18 &
more conventionalised and complicated form Both
wits and @wFi, however, belong to the Iwa W
type as their very bams 18 on 4w ws

RP7¥, with 1ts w@s other than gF and @mv
nod a secondary hero connected with cremation
ground, evinces clearly an 3%a type, which 1s corro-
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borated by Abh’s description of Fres (same verse
15 seen 1 BP as an alternative defimtion of fr7s)
according to which a dancer sings of the haughty
deeds of her husband Of course a gentle touch
1s allowed, but T%7 seems to be the primary feature
This, too, 15 a somewhat developed type with 1ts
four acts and 27 =zs, but 1t 18 rather difficalt to
mdicate 1ts connection with any of the later =7%s

Al 15 essentially a @37 type Its nine orten
heroes who shonld be %3, five or six  beantiful
heroines, erotic @, soft 3f1¥Y and #vd TWs, and
1maginary but not very noble plot, preserve enough
elements to show 1ts affimty with the saw w77 type
That this form 1s very primitive and represents
one of the cow-herd dances of T, 15 clear from
the verse quoted 1n ND and others, though that
vers? shows some terrible element

778 with its @ and v, with its 3z and
drzatt, with its sEEE= or siwnfier  heroine, approsi-
mates the 737 a7 type

smfe with its famous hero and plot, and
prominent R%==t seems to be a mixed type, though
1t does pot show any ¥e7 element Its &= hero-
me and fimest @ are qute distinet features.

=% of which % and f=17¥ are the obvious
vanants, has been pronounced as a zEsy, and the
fact that 1t has evolved ont of a prose-story, 1s
enongh to distinguish 1t from all other vartefres
Of course, the @r=<Tis prescribed mm the case of
er s and STV n the case of #7#, make it
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approach the waw tvpe, while the swa manners of
i g8H® and RS and &2 o a9 show ther
coarser nature

wwEE and 3ot have never reached the ST
stage, they remained mere dances

The above analysis will show that 1n most
cases there are very few distingmshing marks In
fact, the ground of distinction 1n each case 1s verv
meagre and very often one vanety may be mmxed
up with the other wftw#, for instance, has very
hittle to distingmish itself from #8F, with which it
15 often confounded rdt again has almost nothing
to preserve its indimiduahity Tt 15 akin to =:RmT
and weF Tn fact, =, UAs*, ghaF and gt-all
these four seem to have an equal mght to antigmtv
and thus to be regarded as primitive dance-types Tt
13 hkely that these four are the later distinctions
of one onginal dance but it 15 very difficult at
this date, from the scanty data that we possess to
pont out the onginal type We must be satisfied
for the present, by ponting out similanties and
points of affimty From this viewpornt, these four
essentially represent one type But for reasons of
conventence and others that I shall point out later
T take wforar to repre<ent the ommnal type Thus
we will have two origipal 3@ types—one gentle
type represented by BP’s st®@r and the other o
ternible tvpe represented by BP’s @ , and we have

N

See Note B at the end of this chapter
6 On compining the dramaturgieal structure of our wrsTE
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seen above the possibility of reducing all the
known wwew#s to one or the other of these two
types

with these four 1t wil be seen that ¥ when 18
developed nto the #17 type had nothing ta distmguish 1tself
from AT §7% g% according to SD hes one hero elever n
speech {which would suggest hus resorting to WTTRRRH) and
many_ heromes which 13 essentially the nature of later ¥%
R R oo according to 8§D has many herommes etc,
which feature 13 prsont 1 TATE Thus (W% NEITER, AT
F and 9% have all contmbuted to the final nature of
MrE% There 1s however one point which i3 very mpor-
tant m this connection T think that the mame ¥ 13
etymologieally significant It dewotes a distinet element
of specch mnto 15 and besring thus in mund, I thnk 15 to be
likely thet #ff  ©f% and 7r as 7% forms were earler
to evolve than ¥ or =™ hut when dislogue was firsh
sdded to the elements alreadv present m the T forms
therr combined evolute came fo be known as @ Thus
as an YATS form T was the first to evalve

.
Note A-On s and T#%

T4 o-duy has beer considered & peculianty of the Guyarats ladies
We shall see further that there are reasons to believe that
this % first ongmated m ¥Y  Ths o9 dunes as 1t 13
played to-day by the Guaratr ladies conmwts of several
types rmany of which are modern novations by the present
artists but the underlymg form 13 undombtedly veryold
Severa] ladies 1o appropriate garbs turning round a central
objeck (i eertain  cases the object mught be absent) sing
40m3 song mostly pertuning to T sports with s
accompamument with beating drums, which would be belp-
tol to them 1o kheeping time They goround and the move-
men*s vary sccordin? to the semtiment of the song and
1t may be that eveu ta ouwe and the same song the var-
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ations 10 movement may be effected, when the sentiment,
in the poem takes s marked turn The whole process
becomes very charming end has already iearned sincere
appreciations from the lovers of art, all over India A
variation of the above practice occurs when males and
females both take part in the dance, which orignally
represented T5U and T, the feature being known to the
Sanskrit  Dramaturgists an the following old verse, very
often quoted as the defimtion of THw or www

THIG g Wi piEs g Ay

B I g g

That this practice seems to be very old 1s apparent from its

being connected with ¥ 5 dance W1 n TR ERRg FRTWY

etc, preserses the knowledge of the practics 1t 13 evadently
Lnown to wWor

Of cotuse 10 s time 15 must have eXisted only as 1 77 form,
19 1ts remnant the T8 of Gujirat shows That 1t wasa
very favourable pistime for the young people scems to be
true for 1t has been very often described as attracting
the M. of ¥ and many o devotes of 7T hag hankered
after tlxa enjoyment of this W8 The Gujarat devotee
THT W the fifteenth century bos a legend woven
round hin  that be sctually witnessed the % in T™a
hewven and that he was sfanding in the contre of the
arcle with a toreh 1n Ins hand and was absorbed so much
1 the spectacle that he became unconscious of the flames
reaching down to his hand and burning it till T limself
siw and remodied 1t All these popular legends end
stortes prove the immence popularity of this form of dunco
and its sanctity by its association with 7@  That wruex
muy well have been a later evolute 13 possiblo as its very
name suggests though there 1s evidenco ofits having eXis
ted as a mere dance form as the theory attests But that
URE 1a s onigin was an elementary danco form 13 almost
cortam and does not require any furiher reference A
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varaton of ths T® 15 what 15 popalarly ealled T TR
vhich 13 the sams g3 TITET cccunng under TUNTEY m
BP P 263

Very often on 2cconnt of smmilanty, of sonnd TR 15 connected
with the word ™ srd 15 even demved from it But ths
demvation 13 po* sceshfe. In very prmmative times the
thkecry of TR was ot koown and even ctherwise ag a
dance form ™% or TRS can bave po‘tung to do with W
1% canno* even create T 1n the m.nds of the speciators
29 the theary poin's out very well T# 18 thus not fo be
demrved from 7% but from T2 a root wheh mearns to ery
alozd whieh may refe to the very pnmiive form of ths
dazes when the propo=t on of arfise movements and
mose reay cot bave been s*ill realised azd when 1f muost
have been pract sod as a wild danee

Note B-On = and @rer

Thkere 13 soms evidence to conmect 7% wrth ¥ It may
be that bo*h are iden* cal tevms. TFX 18 once actually
called 7% Azain % the direct remrant of TFF 13 foday
seen 1a #TZonly Ard there ave pos hive s'a*eeats showing
that ¥ first omgpnated 1a #757  Govt Omental Labrary
st B O B. 1 a* Poona possesses thres mss. on ™% andin
81l thess thres the above traditon s refsred to WM
a treatise behieved to be composed by the [amous actkor of
wimrle T2t (Dr De believes this to be a verson of
the onginal sbridged by one ™1 See Samsini Poe*cs I
2n) kas the followmng. {fol 66)

Lt e B S A
F RS R L
ey T FECTEYY 4
1 et U AT BT (VW)
Ty T TR T owTT ®
A i
Aro*her MS U composed by oze ¥'%73 a court poet of
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Jam Sattarsal {¢ 1574 A D) has the followmng (fol 57,
118
aUgT A
A Tl W v few W whog
—wgyn ffgn g @
wf pdeem gmy Seemb wow
mARTgE e B g
Afoa e gR amm wfg A
I have filled 1n some lacunae seen in this MS, from anather
MS of wiwd at G O I, by the lind courtsey of Mr M
R Majmudar
NSD has the following {fol 15 1 46)
W @ Qi amrTrEREw
T Tt Y dm W oW
Moo RPgeR  Adeay ot
v s e e
Also compare SR VII, 68 All these references show that #re
18 connected with ATz 8o too 18 T8 This 18 one more
point for connecting T&T with I
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CHAPLER YIII

THE ORIGIN OF SANSKRIT DRAMA

ANY attempts have been made, ere now, to

fix the exact nature of the origin of our
drama, but 1s yet none seems to have garned
general acceptance The controversy regarding
the rehgions versus secalar origin of our drama
has occupied the munds of many scholars, but
evidence that s  brought to bear upon the
subject, while far from reliable 15 wholly 1ndirect
and as such fails to carry conviction 8o far as
we have the knowledge of defimte references to
drama, al) goes well bat beyond that 1s the
realm of conjectures and  conclusions are
drawn from scanty matenals To examine a ntu-
alistic ceremony from a @57 and 1nvestigate imnto
the practice of its performance or to search for
the patare of the monlogues and dialogues 1n the
=17 with reference to the wode of their recita-
tion, without any defimte guide, 18 to my mind a
procedure far from scientific Our European scho-
lars are loathe to find any reference to the art of
Dramatics in 1@ and yet they would jump at
Rgvedic ages for the ongin of drama Bat this
15 not all They have other lines of attack They
catch hold of one word here and one word there and
build ingenious theories on these sandy foundations,
only to be pulled down by ancther egually sandy
theory The word ¥=7 or @l or =, detached



148 TYPES OF SANSKRIT DRAMA

from actual drama and dramatic theory can lead
us no where All these attempts, therefore, o my
mnd, are round about and as such bound to remain
unconvineing

In order to arrive at some defimte 1dea about
the character of our earliest drama, I think that
we must study the dramatic theory as expounded
m our dramaturgical works, and 1t 18 1n this
manner that I tate up this consideration of the
origin of our drama

My study of Sanskrit dramaturgy has led me
to believe 1o the gradual developmant of our =
typss from the 33 typss, which in their turn
evolved from the primitive 74 types! We have seen
how, amongst the w73, all the types are likely to
have evolved from the wm %, as also how from
amongst the ITeT¥s almost all the types could be
reduced to the ¥%3 s or 77w witA type I have
now to point out that there ruas a common relation-
ship between the §7%s, anl the =753 as far as
their mutval evolution 1s concerned

Usually oir extaut wm =47 has a 32 who goes
out on some business, pisses through the 3w,
converses with 2 nuinber of hetaerae and attans
Ins object This means that there were many
harowes in a4 W Our earliest s are those that

1 It 1a not very difficult toshow that the terms deslgnating
the vartous 77T%3 onee designated some sort of dance
forms or some sort of A, But 1t 13 a thems which
¥ reserve for futurs treatment
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are published 10 ITEH Qut of these four, §¥3zams
(whose psculiar character I have already noted)
has seven such betasrae, @arT7%g has about six-
teen, T 7Ty fourteen and sw3fiFfa eight This
means that from the first our w33 bad many
herones, and, though it 15 possible, mn the case
of some of the =773, to point out one particuliar
hetaers 1u whom the chief 32 15 1nterested and who
may therefore be called the heroine proper yet
the general natare of thus type percludes only one
heroime So too 1n some of our existing FTs we
have more than one hero, often three or four.
Thuos this 7= bas many herces and many
beromnes, 1t 1s erotic 1tz ver) essence, though 37
and #1337 are suggested but that was in accordance
with the later, not with the earlier theors. This
nature of T corresponds with the natore of w¥w,
which 13 777, which shows pine or ten threads
of the plot (te manv bero=s aad heroines) and
which has erotic as the pervaling#3  Tbe theory
requires 'S5 to be woven 1n ¥ % and there 1s
a carious comeidence 1n  FFREFZT W1 where the
chief 7 15 1dentified with £5 and the whole play
develops in this double character (But I do no*
want to suggest that this was the essential part
of w1 =%, for it was not) All these poimnts of
similarity show that our w77 ¥F¥F TIE 15 the
onginal, from which the =7 #17 has drawn most
of uts elements W¥Em1 has been probably taken
from the #%==1% type which 1s the I3 17 type
Thus w51 gave rise to #~ #v% and this 1n s
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turn developed into #1, % and wgax  Thus out
of the five one-act dramas, four are to be connec-
tel with the sgn Ry, while the remaining one-
et bype sarlt which shows &% W@ may be traced
to tae S%T W type, and from #71dm have been deve
loped the other §ig types as has already been
pointed out Thus there runs a common thread
through all the Lnown ¥v¥s and SwETss

With this may be connected the umversally
achnowledged tradition that 39, 1n 1ts origin, was
dwided 1nto ¥w@ and AW types, the first bewng
called ame7 and the other =@ and waith great
plausibility we can trace, in their ultimate forms,
our IR types to wsd ¥q and the Agm types to 7R
Following Abh's classification of xgn and ¥=a and
their mixture we have already tred to reduce all
the 77 types to these classes It 1s further posi-
ble to reduce all our ®¥s also to one of these
types W, N and 98, with thewr mld erotic s
snd gentle elements lko =¥alis are #ET WA,
g, B and saeln with  their  baughty s are
clearly 3ga &% with 1its Fem@ 1s muld  Of course
a variation may occur wherein more than one &
may be employid 1n one nnd the same type As
a matter of fact these 3973, as we know them
to-day being highly 1individualised and develnped
afford great scope for a mxture of w3 But we
may call & type 717 or I¥A according as 1t has &
mild or hsughty W predomnant wz% and 5w
e moatly waxed, though even here b will be
possible to point out one particular @ to be prom:-
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nent. It 18 thus that we can trace all our drama-
tic, semi-dramatic, and musical forms to thewr
ultimate two forms-%s3 and #»3 Here then, the
traditton has 1ts fullest justification and provides
a key to the hitory of the evolution of onr
dAramas If now we tabuolate the resalts of our
nvestigations we shall get the following table

ks
: |
|
=3 l(a'ir~1) ml(m)
i )
U B SR R
[ ] 3 L )
Nos §,10,13,14 (%) Nes 37,9 11,15 20
(errsq;zs) (sweTes)
=% types t"ﬁ'types
anjzm Lies
TR, &, B |
L ]
sgu sy
N )
L J

a7% and BT

The above table clearly shows the inter-relat-
tions of all the known =#7%s and 3Iv€TEs, and the

3 Thece rumbers refer to the senal numbers in the tabe
a**ichad at the heqinming of the previous Chapter,
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possibility of thew being reduced to the ultimate
dance formi-anzi and a®7 WA with its many
vartant like ua¥, a1, Tiws, A eto, was the
first to evolve a9 1 T type, while W@ =7F was
the first to evolve as a =¥ bype

But 1t may be ashed what claims has this
W &7F to be taken as the first dramatic form to
evolva ?  Why should we not take Rt or wgET or
&g or sMMA as the original type? There are con-
siderations which force us to take wior as the first
evolute of the ¥1F typs [Li~t us study the plot-
structure of our extant wms  Of course the theory
18 very vague when 1t prescrtbes that one f&z should
describe vile incidents experienced by himself o1
by others, for this gives a vast latitude to the
poet, and makes the character of aw episodic
That 15, a @am will never have a continuous story
to develop, but only detached incidents which are
patched up together in some 1interesting manner
This characteristic of w13 fully preserved m the
actual ¥, that we possess to-day Not a single
A militates against this, as the following analysis
shows

TRLIAT hns been pronounced as typical of the
class, and as the earhiest 3T hnown to us with the
exception of =pift  In this wor the chief fiz,
Ramlat starts to partake in the festivities celebra-
ted 1n tho honour of wwxawdl, the daughter of ¥as-
#ufl, 5 hetaera, on her sttaining puberty On the
way, he passes through the 372 and meets with
a number of other hetaerae, indulges n smart
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conversation with themand finally reaches smEa=@’s
place. He thus converses with thirteen 72w on
the way, five of whom are introduced with
their spouses Thus there are thirteen or fourteen
ineidents, and the %z does not forget to describe
ram-fight, cock-fight, boxing and different stages
of the dav

In mrf=z, “gesim, the hero, 1s vexed at the
departare of his beloved 3l but 15 assured of
meeting her again, despite her return to her hus-
band He makes the usoal promenade 1m the
hetaerae's street, has the usual umaginary® conver-
sations and describes the ordinary sights, mcluding
snake-charmers and magic shows of gods and
their mountamns and so forth Finally he succeeds
m rejoining g5 " The above 13 the main merdent
of the w7, but 1t has some mnor threads too, #3WE,
a friend of the hero, had an adventure wath a
934, with whose wife he had been on terms
of intimacy, and he describes his experrences s+
some Jength Then the hero goes through the

3 Ths 15 not the proper word, for thoigh when the fiz
converses wita the betaerac on the s*age there 13 no othwr
ac*or present on the stage ard so far the conversation
may seem imagipary, vet 2s far as the plot 13 concerned
all this 1s supposed to be real It 1s oply the simpler and
more prumtive dramatre technique of ¥% which lends 1t
the character of an imagmary tall otherwice neither
from the viewpomt of the 7% nor from the viewpoint of
the audience 13 the conversa‘ton meant to be wragipary
and the ywhole 1nterest eentres round the unseen
characters who are, to 31l intents and purposes real
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Tz and about fifteen incidents are described and
then he sees his friend ®=igs, to whom he narra-
tes his experiences with ¥t Thus this W too
shows a number of ncidents

QmETE 18 a varant of the above am, for
1t the hero, stawdat, being separated from his be-
loved %Aaear, goes n a dejected mood through the
%W and converaes with about thirteen hetaerae
He then meets his friend ¥%=3%, who describes
s love-affarr with an unknown lady 1 details,
and finally the hero attains his desire

wim, which makes more pleasant reading,
has & chief Bz as the hero, who has promised his
friend #7313 to look sfter his wife 1 lus absence
He goes about with her to a temple and then to
his own house, after escorting the lady to her own
abode But soon he comes out, wanders m the
street, talks and describes at large and finally
after accepting the 1nwitation of a lady from &
neighbouring town to pay her a visit, goes back
home to find the lovers umted There are about
fonrteen incidents 1n this play

gr3@X 18 one of the lengthiest g, i
which the hero, ysd@y, indentifying himself with
7w, describes 1n double entendres his adventures
with vartous hetaerae. He being separated from
his beloved, wanders sbout and meets his friend
€aF who 18 running awsy from one ¥Harfly, with
whose wife ho had passed that might He deseribes
his amour with the ladv at rome length About
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fifteen 1ncidents are described and then once
more comes a friend of the hero eI, who
deseribes his  experiences i mingte details with
oue FA%d Some more wncidents are also seen
grouped together making 1n all {wenty threads

This shows that our wrt had no one continuous
plot, but a series of unconnected 1incidents, des-
cribed one after the other This feature 1s seen
m our earher #ms too  In zmimfia, the earhiest!
extant #w, the Rz 1s requested to reconcile
the love-quarrel amsen between W, the
son of g1 and wwzTEm, and he, starting for

4 That these four =<3 are earhier than all iks other Imown
=x3, 13 obvious by the fact that,TITETEH and ity
are referred to by writers in the tenth and eleventh cen
turtes and 9TFHIFL be T in the sth century while
there 13 no reason why TRT=AT should not be asvgned to
T whose name 13 actually found in the colopbon to
the work. The ¥ itself bears a* leas* two marks to
vouchsafe 1ts antiqgmty The fZ who 15 here called
999, meets on his way a TETRY who does not seem
to be 8 Buddiist nun but a fellower of some Brakmanic
system, probably of 377, as o*herwise P RE=T would
be out of place Further on she remarks

vmm W ETTCRETS 7"«“ -4 ”1"‘ Ll

Now we know that the later 5% theory acknowledged
seven %5 but the earber *%s allowed only six to
which €771 was added later on by the time of BT Y™
(Compare FKets Atomue Theory P 180 also
Raidhak Indian Phil by II P 183) This will
Pt the date of this Piay cons devab'y earler Atoan ke
10*h eentocry  Agumn there is s statement (in tke play)
wh.ch enunrcerates the diferent >+ 5 thee (P 13)
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the purpose, passes through the street of hetaerae,
converses with seven or eight of them and finally
learns from the maid of Al thab the lovers
bad reumted, for, both of them bemg put in
psychologically anxious mood, set out to meet one

TARATTRGY ST AT AT W
agimimafety Fiiidt gonrac weraie fiwe
&7 camfy A (F0) Sdr A AR
AT TR TR o
This distinctly epumerates 4 kinds of SPFT, 32 Juinds of
€T, 18 kinds of Ffwran, 6 @y, 2 gaits, 8 s, and 3
AT et Out of thesa 4 kunds of ¥ 4nd § Ws
are achnowledged by all while 6 ®Ms (of Ts) sre pres
ertbed by @ Dut about the rest, NS has &4 kinds of
TATI (877 13 Wugr 24 suges 27—~64) and 36 linds of TR
18 aganst 32 TAMANS and 18 FriwWs an this drame  This
too may pont to an early period when ¥7s treatise was
not taken ag authontative
Tudged from this pomt of view tlus drama seems to
belong to an early date
That 779339 reveals trmis of 1 style similar to that
of the author of T¥7¥¥ 15 borne out by some internal
evidenco  On P 10 15 described one WS 1s
f % afigrEn wgdniwA wErmET

FEEUCH frar T g

This trick 1t will be seens 13 utihised m F=715%, 1q the easo
of T Same trick 13 once more resorted to 1n tins drama
with regard to §fw (P 15) Both'these dramas-—F*7sf¥and
TFAITT —show & period when Buddhism was defimtely
nidiculed  These points together with the fact that this
drama 13 refrred to by T an the sicth century places 1t
farly early  #P1 with whom the plot of the play starts
seems to have been a renowned figure 1 ancent India (cf
ND 119 also THQ VII 3)
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another and are reconciled In wze’s vawgasy, the
fiz 15 requested by his frend 7% who was also
called =fig7, to bring aboat his reconciiation with
3, with whom sowe Sort of msunderstanding
was created And the f&Z, who seems to be called
T, boasting to be the friend of §®%3, who was a
great m?ﬁr}, goes about the town and converses
with five or six persons aquamted with lm and
with ten or eleven hetaerae Then ke goes to
%3xAr and by clever strategieal speech manages to
eke out the informsation that she loved ¥3%7 In
qi9zEIR, ncidents are very few-only seven Im
sy feAey o A2 recieves the information that a
wireiRfie@Em had  been hicked by 4 @%@ and
for the expiation of thus pollution a commnttee
was appomnted on which the R2 1o question was
taken as s member He wanders, parrates some
seventeen mcidents and finally attends the meeting
which has already prescnibed a 5w&3 for frgam
Thnus all our ¥, without an exception, sre very
pecuhar 1 haviog o plot, but a serses of 1acidents
‘This, then, 13 & distinet feature of s, and one
not being present w1 any other ®7% type (SH =R
has o feature bhhe thns bub the incidents are
detached there 1a respect of the vartous acts, not

m onc and the same act) shows an  extremely
primitine character.

Another characteristic tn wiuch w7 1s to be
distingwished  from the other #%a types 1s 1t
monologous nature Strictls sperbing a monologue
1s lthely to be dry and utterly incapadble of
developing the plot aud 1t s for this reason
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that the device known as awswia 18 vesorted ta
by the Sanskrit actors This makes 1t possible
for the poet to 1ntroduce other characters, who
though not actually present on the stage, are
depicted a8 talking to the only one actor, the fiz
This monologous character of wmr needs an expert
actor to play the role of fZ, but at the same time
dispenses away with almost all the theatrical
accessories for an audience who can imagine the
character and the conversations reper ted as
taking place between them, as real, can certainly
visnalise the scenes and other devices Theatre,
o very primitive times must have been some
open space, converted for the tume being inlo
some sort of stage and such a stage cannot boast of
2w and a Y9emg and a wfs and a @NT and such
other accessories Such a theatre, void of almost
all the theatrical accessories’, must have rendered
necessary the outcome of a form of entertainment
such as 18 represented by wm Even a casual
glance through any published ww would show 1ts
extremely poor dramatic techmique As to the
stage-directions there are very few and these too
are of s very elementary character Most of
the effect 18 created by descriptions, which as we
5

And 1n later times when our drama grew 1nto a full fledged
X, our theatre, though not a mere open fpace remained
comparstively poor as regatds theme theatrical dovices Tt
13 howover posmbla that when our drama grew to its
follest beight, theso devices were prowided for 1n somo

manner or the other See my paper Hindu Theatre IHQ
vol VIII, 480 &
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shall soon see 15 another characteristic peculiar to
ww  That the monologous nature of W% requires
an expert actor would at once be realised He
wis the onlv actor and he had to represent
various emotions and moods expertenced by the
different characters and also diffrent situations
throngh which these characters passed That such
a monologne mav well have been very primitive
on account of 1ts popular npature hbas been
suggested more than once”

In spite of the peculiar desice of <Tamniy
mvented by the Sansknt actor for relteving the
monotony which would be prodaced by an absolate
sohloquy (to which characier our #™s would be
reduced if this device 1s not resorted to,) our
aris realy lack in smart and varied dialogue, As
a matter of fact there 1s verr lttle of s real type
of dramatic dialogue 1 the &% Dialogue in &
12 forced and sri.ficial and presents itself in the
pecuhar form of descriptions These s are all
deseripttve 1n essence, and this 13 a verv natural
consequence of the monclogne A poet writing a
am can  never afford to lose an opporiomity to
describe  Not only 1s 1t that he has to desenbe

€ Oui of the theonsts ™77 gives 1t & o} 37 chameter
which be follows us gurn T7 who remarks (P 923)
that ths {ype 15 mnstly for the divers os of *ne ordinary
peaple (3777 Eeith fco wbnownleares tie primmine
charac*er of ths fype “The mono ojue 1T bas al:o an
obviousiv  popu'ar enaricter and ofiun * (Sanslrd
Dirama P 343)



160 TYPES OF SANSKRIT DE\AA

vartous scenes like ram-fight or wrestling or sunset
or sunrise or beauty of the dawn, but even 1n the
dislogus between the chiel M1z and the hetaerae,
where would appear the fullest latitude for the
poet to break the fetters of this lLimtation, an
essentially descriptive nature prevails The poet
would describe either the beaaty of the lady or
her sports or her varions moods and where
description 1s not praseat our WS at once assume
a parrative form which 18 sure to bring lengthy
descriptions 1m ats tramn  Take up any Wi and
this will be borne out The usual wm would
begin with s iz describiag the effects of dawa
and early activities of the people Then he would
describe the 2g2 and then would follow the
various descriptions of sports etc, of the ladies
He may often meet a friend on the way and then
the friend will enter 1nto a narrative of his
experiences with some ladies Then he would pass
from the street of the hetaerae and on the way
would describe the cook-fight etc  I[t13 thus clear
that the W was by nature descriptive

Though the theory 1s not clear, there
appears sufficient grounds to belhieve that 7 was
usually composed 1n Sansknit only, as agawnst the
varted languages 1o all the other types of ¥Tws
All our wm™s prove this to the hlt, and spita
of the fact that some of our Iater ¥ms have n-
troduced Praknt ab certain places, 1t seems that
in the earher #wms Sanshrit was the rule Ont
of the four sms in wgwhhl, only safeaes has used
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Praknt and that too only twice m the course
of the whole play, which 1s certanly very lengthy
for a one-act drama And the way mm which
Praknt 1s used o these later #7s shows that 1t
was a novel experiment on thewr part owmg to
the influence of the =725 which had certamly
fully developed then It therefore seems to be
qute possible that Praknt had no place m our
onginal #7s, but later writers bewng under the
strong 1nfluence of conventional models of the
other *7s tried to wntroduce thus feature wn the
sz This point naturally leads to ancther con-
sideration In @17 the actual actor on the stage,
before the eyes of the audience was fz only, and
though he conversed with various hetaerae
and also with persons naturally belonging to a
lower strata of the society, 1t was he who repeated
their speeches. In such cases the plot bad enough
opportumties to troduce the Prakmt, 1f that
was the established convention But, if our above
suggestin 1s correct, T was the earlrest dramatic
form to evolve and at that date no precise
convention had sprung up with regard to the use
of yarous languages. Our theory 13 elaborate
about the use of languages by varnious characters,
and Rz, who 1s the only actor in a @t appears
to have been allowed Sanskrit in earlier days, but
was restricted to %7 wmn later days NS in des-
cnbing a fz does not give any junction aboud
the language to be used by hum, but BP expressly
describes hin as mEwfl. Out of our earlest



162 TYPES OF SANSKRIT DRAMA

dramas, other than wms, smzwt and T<¥R% have &
fiz a3 a character, and wn both these, he speaks
1 Sanskrit only In amasgy which 1s the only
other drama in which a Rz figures, Praknt 18
resorted to by lsm This 18 conclusive enough
to show that #2 was allowed Sanoskrit 1n  earlier
days 32 15 always described as a man of accom.
plishment, a man of town, a armg, and 1t 18 quite
compatible with this character of his that he 1s
allowed the use of Sanskmt 1If this be true e
if the 2 was allowed Sansknt, & form of dramsa
hike ww, 1n which he alone figured as the actor,
must have been entirely composed 1n Sanshrit

Taking all these points-the episodic nature
of wm, and consequent large number of heroes and
herownes, the monologne, the very primtive dra-
matic technique, the descriptive nature of the plot
and the employment of Sanshnt only to the
entire  exclusion of Prahnt together with
the general scheme of cvolution of the
%%9s  alrcady outlmed by me, I am 1nclined
to think that out of all the =7#s, WM was the first
to evolve

Bat though the wa may be taken as earher
than =w@W or fidf or &y, why, 1t may be asked,
should we not take the 5%@a as the first dramatic
type to evolve® It has the same loose dramatic
technique suggesting an open-air theatre It has
the same coarse nature indicating its popular
character But taking the entire ne of evolution
as detaled 1 the foregoing pages, our working
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bams that «or ¥v% was the first form to evolve
amongst the ¥7zs, fits 1n very well with the whole
schemme Therefore, I am still mnchoed to take
a% as the first dramatic evolute, For, the one
respect 1n which ww differs from 5279, 15 the large
number of actors that the latter 1s allowed To my
mmd only ope actor shows a very primitive
character Then, again though our later SE3
show an extremely low state of the society, our
earhier ones as represented by #F®E and wER-
3R, are digmfied 1 & way, ospite of the lower
characters figuring therein  So too the loose
theatrical technigue 13 seen 1n the later sgwas,
but the earlier ones show a settled conventional
dramatic technique, such as 1s presupposed by any
R% or 8%% Then again %537 shows a variety of
languages and 1s 1n certain cases mostly 1o
Praknt For all these reasons %rT seems to be more
primitive than sgR’

7 1 must here pomnt out that though not attested by
theory oar earyger ¥ has & cerfamn element of TW
present 10 them 7™ 1o bis 9¥ANTISE deprets iy B2 as an
2ecormplished person a %X bot at the same time gives
bun some traits which are later confined to foyFs  The
hurst of lacghter accompamed by the sounds ‘fr & W *
which everv audience wonld espect ab the entrance of a
F77% and which has later become 2 regular feature with him,
13 thrice seen 1n this fZs case (P 13, 15, 19) The attempt
a4 satinsing the degraded position of the Brabmanss which
has become a prominent method of exeiting bumour on
tha Siaskn: stage 19 fully seen 1n TIRT=H, where a
foolish erthodox Brahmana bemng kicked by a ladv,
poes to the DBrahmanas apd P2s or espation, aué thus
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AW thus sesms to me the first dramabic
type to evolve aund if, now, we want to arrive
at the orginal nature of our AR type, from the
foregoing discussoin we will find the following
characteristics of our first drams

(1) 1t was entirely in Sansknt,

(2) 1t was diseriptive In nature,

(3) 1t was monologous 1n form,

(49) and lastly, 1t was secular :n matter,
But I wish to make this pomnt quite clear * We
have seen that as the ®7& form Wt was the first
to develop and both theory and practice prove,
beyond a shred of doubt that ww ®1% was secnlar
m ats plot  Even 1a the case of other one act
dramas, the theory prescribes secular subjects with
rogard to mggl and Hh  In smdnt, ay and f=
the plot 1# required to ba renowned, but no where
& rehigious phaso 1s indicated % has gols ete
a8 heroes and it may have been religious bat
all the other one act plays were secular 1n their
very nature 'Phus our a=a form was undoubtedly
secular 1n its onigin Bat I havs to subumt that
evidence has another tale to tell with regard to
the T types We have taken wu, wie, vas, Wit
aud ZH1TE as the earliest 3 types to evalve Out
of these nw and Wi are required to have gfidfa

causes much mirth and other <19y almost iegularly
mtroduce ouve such incident at least m which some We2
etudent 1s thus ridiculed Tlns feature of causing mirth 1n
the aulience by nidiculing tho so ealled levrned class hag
bowo ne vesular with the wgas
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etc, m thewr plot 9% was connected with =
So were tft and g9 Thus all these elementary
snd early T7 types seem to have bzen rehigious
And, though 1t 1s quite possible that our earliest
v forms may bave been both religions and secular
te they may have been resorted to on religrous
as well as secular occasions®, (for there being no
plot, these 3@ forms had po claim to be called
religions or otherwise} yet the tradition connects
them with R7 apd 954 and this may lend colour
to 1ts being counected mainly  with rehigious
oce1si0ns

If this theory of gradusl evolution of our 27,
73 and %23 types as detaled above, 15 correct,
we will have to distinguizsh between certamn stages
of growth even in the 727 types themselves
There will be ronghly four distinet periods

(1) The earliest phase of the evolution of
our 477 types would be represented by a form
which required only one actor and oune act

(2 7=, 1 1ts second period, required many
ectors but suil bad ozly one ect

(8) Third period 18 represented by less
compheated types vith many acts

(4) Finally, the fourth phase 1s represented
by the fuoll-fledged @z and sT% types, which,
when fully developed, graduslly sent the other
2 Aba actval'y admuis ths, for he says that =<Fw like

T ete  were performed in tbe pre-ence ol some king
or 1n some temp's cozrt yard (PrT WrA w bh 177.8)
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lesser types into oblivion

And, now, we are 1n & position to answer
the question raised by us at the outset of this
volume about our drama bemng still-born. I have
used this word purposely A still-born child 18
that who at its very birth 18 dead 1e devord of
all powers to develop further So far we have
taken the plays of w@ and Ff¥%@ to be the earliest
and these dramas do create an impression that
they have already reached that stage of dramatic
development, which 1s the highest and for which
there 18 no further development possible Our
earliest drama thus seems to be still-born
but the very theory of gradaul evolution of our
drama, as propounded by me, falsifies all such
notions The earliest specimen that we possess
18 & AW and, though we may not be fortunate
enough to recover other representatives of the
other early types, i1t 13 quite certain that the
dramas of %@ and @I represent the fourth and
the last stage 1n the evolution of our drama
This means that at the commencement of the
Chnstian  era or a little  earher, we are
already 1n possession of fully developed dramas
which havo at their back three distinot stages of
evolution Therefore the existance of a long cham
of dramas representative of each of theso periods
will have to be admitted This will put the actual
beginning of our Drama in n very distant age-how
distant, 1t 18 difficult ‘o say at present Moreover
our drama was, at first, musical and added speech
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to 1t eater and in this hight 1t 1s Lkely that the
Rgvedic dialogues and monologues represent our
elemzntary T3 types, the monologue temng sung
by one expert actor who may have been a w3
and the dialogue being carried on by two opposite
parttes. But mto this realm of conjecture we shall
nof enter, just at present

9  One of the earhes* uses of the word ¥¥ in the sense of

spesch 15 seen 1o TEETTAIA  Cf TEETRETER €W
W|aﬂmﬂﬁ—:ml 1,24
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APPENDIX I

LisT OF PLAYS AS QUOTED IX DRAMATCRSICAL TEXTS

{Finguers refer t0 Page nos)

s=sT ND 193, BP 232,
SD 63

s RAReA (9, Whafs-
FwiPE) ND 95

aiT=m BP 282

T (st XD
155

whamosr RS 263, 273

whEmazas ND 57.69, 154,
BP 237, 233 228, SD
64, 66, 69, 70, DR 65, 66
etc Abh 39, 280 etc

st BP 250, NS IV, 2

w57 ND 172

anaxEig (w75 RS 278

o (wEm) ND 114, 143

=& () BP 251, 231

g ND 39, 100, ete
DR 27, 28 ete

sraoay SD 85

eqrrEes, (S7ws) BP 266

Iz XD 66, 111 ete

SD 64, 8S DR 76, 79 ete
#mw (97) SD 286
zatEATs (Rers) SD 106
= (ve) SD 103

= (8%) BP 29, DR
83

=iy (Fe) SD 105
=% (mea) BP

= () SD 107
FHr BP 223, SD 65

ggmfiag (f27) BP 233,
SD 100

F=urrT BP 283, ND €0 83
ete

3% (z9) BP 267, SD
106

Fgtmms (777 ND 70
# e, () SD 105
wrriE (afszea ) BP 256
wqiming (seger) BP 232
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g Abh 177

agrraln (ake) SD 93
dsfisw (74) BP 263
wwifE 8D 75

w=zFen (wiEr,aq) §D 90
Refraereiads (9301, SWR-

aFfdfam ) ND 95

Rl (ARw) Abh 173
KS P 328

ghmua ND 98, 104, 150
etc, 8D 102, DR 27,88,85

sfueg 8D 77

sz ND 123

wrzar BP 243

@S BP 34, 43 ete
Abh 2)7, 298,338

awgrgw (R@) BP 248

frgrag (W) BP 248, SD
99 NS IV, 10

figaga (aww) BP 263

gfzamzafters ND 53

Hrzgr ND 71 (gved
occurs as a character)
1814 ctc

Hms BP 223, 227
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e (A=) BP 266
SD 104

qrwafia (sadm ) RS 261,
287

qafa (z@) SD 103

afy (wraues) SD 104

asfeerd ND 40, 45

armer ND 45,68 etc DR
46,50 eto

afigfeer (o ) BP 263

efummm (amer ) RS 290

qmadieRoan (s7@) BP 243

wmdt RS 263, 266

gezag ND 149, BP 230,
RD 82

aa fes (m) Ath 178

aafawz ND 76, 81

grzfs ND 50, 94

el (7@ wanzEt) SD 63

grifin, (7T, aﬁa‘:ﬁmi, go-
i) SD 98

afRarg(f)ez [Cisice:aid
smames) ND 115, 116

saEZza RS 265

syt (fr, w9) 8D 73,79
82
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e RS 238

srrgz ND 140

fazim BP 244, DR 74
76 Abh 312

axedft BP 251

aeaftr 8D 73

areuman SD 62, 66 BP 240
237, 233

afveafaey ND 138, 146

Rt (g Bm) SD 106

wz¥ BP 238

m\iz;'rvmm (Aszfatter) ND

4

TrFrar (ae) ND soo
171

mgrmes BP 241, 279 DR
(zgmazan) 44

sppm RS 275

atremfra (Faw) PGS

aeifa (ff) SR 290

ardrs ND 67, 120, BP
210, 243, 230, SD 68, 69
DR 11, 45 etc

Wl (fr ? )wfafir ND 40
91 ete BP 210, SD 81
DR 40, 44 etc

a>f/r 15 1vanably called

aedt i ND

ey, (wemE) SD 105

warfm (fzFm) RS 298

Tgrzy ND 43, 48

arifrmfreg BP 217, 223

airerg Abh 183,184(trrEra)

Ferer ND 43, 46 etc, BP
DR 41,75 ete, (calls 1t
TrAw)

TRz ND 50, 87 etc,
BP 228, 223 etc. SD 67,
68 70 DR 29, 45 etc.

fErguy (d2) BP 238

Fmfiay (vew) 8D 105

gafafyag, 8D 89

arangzy (s=gw) ND 63,
84 ete

axdRy (@:4) SD 1°5

g™ ND 57, 84 etc.

wrafx ND 40, 41 ete BP
207 etc SD 64, 65 ete
DR 5, 6 etc Abh 25,
15 etc

awEfin (W) Abb. 174
183 184 ect.

ugirgga ND 47 49 ect.
SD 96

178
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Trgzs ND 93, 56 eto, BP
229 8D, 65, DR 29, KS
P 825

g (afka) BP 235 258
g 8D 68

ey (vaerg, d=eftm)
ND 116, Abh 42, 216
Abh quotes this author
as & dramatist 916

Wargfa (M) SD
i\fiﬂﬂq‘éﬂl‘g (Guévm, sRga) ND

snies (vee) SD 103
dermgm (W) SD 98
err;{ (i, segem) ND

Tfsa (3ws) BP 263, 8D
103

AR (79 ?) (879 8]
Abh 247,

R&data ND 96,143, BP 230
eto, SD 75, DR 82, 83
183, Abh 42 eto

fgaewfEn §D 103

ARfeRa (2 drama on =
story) ND 78

fieygdlas ND 78

femadt (1 2nwE) SD 140

dfonadt (wfa) BP 262

diafia ND 89 etc DR 8
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39 etc Abh. 208
e (’9) BP 248

donfynm (R7) RS 272,
276 etc

eftegr ND 50, 57 etc BP
228, 225 etc 8D 67, 68,
70, DR 59 etc Abh 297
ete

airummgey, (sefeTs) BP
252

angafzn BP 252

qfemafy (skafeg) 8D 100

gmRes (sam) BP 262,
8D 104

garAsd (wm) RS 281
gafa® ND 42, 48
wgrea (@RS ) 8D 49
amEEd (vge) BP 247
gresw BP 205
damziny, BP 205
giiTem BP 263

guien  (enggd) ND 147,
148 eto

¥ (see) BP 247
Anfyager (=) SD 99
whamams saTz?) BP 238,
8D (!ﬁﬂ
. (waza) ND 84,
BP 239 Abh 87



APPENDIX H
TECHNICAL: TERMS

IN this Chapter I append an alphabetical list
of the techmcal terms occurring n the foregoing

pages, 1 the hope that they will be useful for
the proper understanding of the text and render
1t self-contained

s [47] The stage of physical effect 1n
the i@ theory See @

sy [46) Sub-divisions of afts  See @,

wmaw [114] A dancing Scene See P 118,1 11

#%@s Histrionics Indian dramaturgy requires
an actor to be clever mn the art of acting or &%
w2 13 fourfold sf® or wYE, 4y, sngd and
@¥9E,  W3T or 9% embraces all the bodily move-
ments 1avolved 1n acting Various movements of
eyes, pose, ears, eyebrows, hands, feet ete, would
come under this type of &% Rules regardmg
the proper and accurate pronunciations of words
and the rules regarding the employment of various
languages and dialects would come upnder the
head of =T¥EIWa Appropriate dress and toilet
would fall under =% Interpretations of
various moods represented in the plot would fall
under the province of @Ri@sma Theory about
these w333 15 very elaborate

sSaha [195]. DR (2, 44) o

TEisfEeET W% N
Ope who, being ]m‘fﬁ;;gi{g%’i;\t ek
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lover or makes him come to her 1s an sifimfist

simzfis [47] Bansknt dramaturgists bave pres-
cribed that for the proper accuracy of the plot-deve-
Jopment » dramatist should see that at least five
ponts of his plot are gmte distinet 1n his play
These five points or original elements (#f) of
the plot are called sdmgRis They are five
number viz  #t3, g, A 538 apd #9  Before
the actual composition of the play a playwright
has to fit up the proper skeleton of his plot First
he has to think about the #% or the pownt at
which the first germ of the plot becomes visible
then he has to think about firg or the expansion
of the germ After the plot expands mn this
manner, he may think 1t n ry to
have some episode (5a@T) or episodical incident
(3%%) for further elaboration of the plot And
finally ho has to think about the fitting end, the
denouement (3r%) These five ponts that are thus
fixed up are called the sriwzfis or the original
elements (of the plot), on which the whole plot
15 developed,

fiw=germ Reg=Expanson of the #ix

wa@t=Episode s®i=Epsodical incident

#ri=denouement DR [¢f R, 1, 27]

enitzarg [ 107] sti+zag Indian music recog-
mses four types of s 9ig 1s defined as TwraREA
(B8R P. 272) Its four types are 3amg, ¥ems, ga
and emim  Thus <@g 18 a M3 It 18 evplaned
by sguafam thus R Sedd 97 e & wxwg O sewa




TECHNICAL TEEMS 177

srmAEisiEg | (SR, P 2r2) It 1s forther ex-
planed (SR P. 592}

A A SRR
q GR AT WFEERE @ SEA 1 ses
and
§ ¥ 2 al awa? 1 THOEATOWSEEA 89, |
Thus 1t 15 a particular programme of playing
apon beating drums to be played in the beginning
of a m=.

s@ew [121] Pamse See afq

s [46]  With reference to the centrsl
action of the plot, our theory prescribes five
stages These are called swears. They are named
28 AP, WA, e, Faenfy, and emw [of DR, 1 28]
Beginming  of the action 15 swvwr. The effort that
the hero bas to make for the achievement of his
object 18 5w This stage shows that all 1s not
clear sailing for the hero He has to put some
effort, as the result of which there mght arise
some prospect of success, which stage 1s called
stqrr After further effort this prospect turns
mnto practical certainty of achievement, which 13
therefore termed as fawf&, and finally comes the
actual attammment of the result re. ¥ Thus
these five stages refer to the progress of the plot

smwt= Beginning of action  a3e=Effort for the
achievement of the object. T=wrm=Hope of success.
franfr=Certainty of achievement Fera=Attaw-
ment of Result.
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=r77s {16]. In the details of the =Ez o577,
our theory bas 3 very detailed classification of
the movements of all the limbs of the body. Ozt
of thezs, havmonions moversent of hands and feel,
12 called = NS5 descbes 108 =75, Combina-
tions of thesz 575 canse wyyis 1§ is thus defined
by Ath.: o3/ TUeR BT o SSmEan 1 T TR
7L mET , wF=] geicrr.  In an Tr, the actor

performs $wo or more TFFs

==zt [105]- A character thongh not boddly
o1 the stage, et sapposed to be there and with
whom the Bz 1n 2 =™ converses asif with
someonz astually present on the stage Thos i3is
& characier who is 1n the space (F33), pob actually
on the stage. CI. castles 1n the awr, where air
is wizd 1n the sense of oy

=% (58] A 7%, which see

== [122] Unfolding of the s2ed of the
p'ol.  Or 1t may bz a musical 1tem, [ndian music
k232 tzchnieal term ealled #7553, wich is probably
rmeant here. IS is thos described SR P 158

TR s %S 3Y vt

¢ 15 thus 3 iype of Swwim

=z {707 A type of £57%, vhich sme

s=i=1 {111] Questions and aoswers I may
refer $p TEr=TT fype of conversziions

== [103] A Eind of ==

zF 73 { 115]- An assistant cf bero.
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&2t [123] One’s own legally marned wife.
A type of @fm, which see

371 [123]° An unmarried girl A type of
afrm, which see,

zegrafia [123] A type of @frw, which see

=91 [52] A beromne who s born of a noble
famly.

% [54] A barlot

378 [56) A type of T, which see

F=ye [121] A kind of &=

&red [60] A hero who is repoted in earhier
Iitratare or tradition, 15 cslled a &9 or a =58
here, When such a hero has unpndent manners
1 the play he 1s called =g

a™® [123] A courtezan, a type of @¥w, which
see

mm [106] A metre, a type of song See SR
P. 319

SR SR T SRS
Bl o9 AR gt <q

@it [60] A %4, which see

w9y [51] An act within an act e.g 1
Imeq or waks  When 1n the body of an act, the
principal characters of a play are represented as
witnessing a play enacted before therr eves, then
oceurs g

Fpea [119] It 1s a I of ar?i};\ € morderp
<ers It 1s named after the ﬁugﬂ?bqt 9o the
principal beat 1 e. four.
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%2 [54] A man servant, usually an accomplice
of the f=

gy [121] A hero who 1s courteous to all hus
wives

gsfgees [114] One or two stichs

et [107] 38 15 movement of an actress
on the stage, while dancing There are various
types of wris  This 15 probably the same as suFmTdl
1 e the acting interpreting the movement 1n space

R=r [92] A divine herome hike an & (e g
Iiet)

5@t [126] A lady-messenger clever m pursua-
ding lovers to meet one another

Tt [92] Chief queen,

fawas [106] A type of metre, a song See
SR P 819 ff

o foe el walar |
a=iT @A 3l
This 13 o synonym of the classical metre
9% A W or mustcal composition m which
this metre 15 employed will also be called Bz
Raf [192] A metre A 39 composed in that
metre It has storm@  For its composition see SR
P 313-4
dteary [52] A type of ams, which sce.
dhefeq {92] A type of Aaw, which see
drza [46] A typo of aF, which see
$iwa [61] A type of a7, which see,
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g7 [122) In the actual practice of the per-
formance of a drama, there was a musiesl
programme gone through At the entrance of
particular characters in particular scenes, certamn
songs were sung declaring their entrance These
were called g33 %7 as quoted m SR (P 90)
describes thus

aft 3 fEeh SRR
gasRgeda fameiy &fa 1|
wFER AR ghRaat |
Comm on SR (P 90) has this note 3%
’-3111317‘.’133 ":H BIE ) ‘i‘ﬁl ?’11(
NS has one whole &=r7 for this—the 42nd.
w3frEr [122] Appears to be an item of musical
programme.
it [46] gEer’s wife
amra [121) A type of @%w, who 15 accomplished
1 all the fine arts.
araewy [47) Our dramaturgy recognises 36
decorative elements (3*Es) to be employed 1o a
drama Just as there are @w=®s m Poetics, there
are weas 10 Dramaties also  See NS XVI, which
describes these s@ws
@ [48] Bepedictory verse or verses
Sansknt commentators usaally quote the following
verse for a7
aridateTET B ETTEEEE |
TR T
Tts maimn characteristics therefore would be
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these (1) Tt must be benedictory in nature (2)
It should suggest the subject-matter of the plot
(8) It should have 4, 8 or 12 =ws.

Practically all our extant dramas begin with
a verse which has the above nature and after this
first verse the stage-direction ar-a:d @ afwf gun
occurs  In certmn cases this line appears belore
the verse also, as in w&’s plags As o matter of
fact this 3Fd verse 13 merely a part of the long
programme called gitw, which had to be gone
through before the play sctually commenced BP
(P 195-7) prescribes 22 elements of this T, (See
P 194, 1, 20), out of which a=% 1s 12th compare
BP P 196-7

e [126] half a ggd See P 126

7% [46] A hero According to Sansknt
dramaturgy there are many varieties of 7ig¥ Those
varieties are mainly based on two distinet princi-
ples From the viewpont of the nature of the
hero, he 1s classified as wivrrea, Wieha, dagd, and
HR@@  He 1s also classified as a lover 1 e, With
reference to his conduct towards Ius herome or
heroines Ho 1s then called 3% (courtcous), @3
(deceitful) ¥z (shameless), or wggs (ngreeable)
There are some other prinoiples of division also,
but we are here concerned with the first principlo
only Therefore we shall explain these four verieties

ditewra DR, 2, 4

oRFRIIgTaY danr ks
This suggests that he must have all the quali-
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fres of a gentleman, and that be must be particu-
larly self-controlled (f%) and calm (zw=a)

drzfza DR, 2,38
Rfey dhetm e oft 5
His quabties are self-control (), hght-

heartedness (=%7), no anxety, fondness for arts
(== 5%1), happmess and delicacy
#w DR, 2, 6
TP AEETICTT. 1
SiisaETRd SeaEl Roar a1
Self-controlled, haughty (e%a), proud, jealous,
decertfnl, devoted to magic, egoistie, fickle,

irascible and boastful-these are the qualities of
the €tz hero.

€2, DR. 2, 5

wrreisimee amTEew o
fait Tt ditga exa
Self-controlled, exalted T3 very sobre, for-
bearing, not boastful, steady, with subdued ego, firm
of purpose (z=%a) and of great excellence (FEme)-
these are the gualities of the iz hero
@@ Heromes are of many types First
princtple to classify them is therr martal relations.
A legally marrted wife 13 called @@ or &z,
Another’s married wife, with whom the bero
comes 1n contact 1s called 3731 or a1 A conrtezan
with whom the hers has relations 1s called a
ITR or weFw or 9@ These are thus descrnbed
iz DR
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@IS aneefy awen e o 2 94
or el TR alaishig s
s galemikereng 1 2, 82
mEE 1w FmnmadtEgg 2, 28
CATTEATI Mg |

W g wEarn fRawaa 1 2, 34
@ @negy Ko e 0 2, 35

Thus from the viewpownt of marital relations
the heromne may be &fst 1 e one’s own wife, or
%21 1 e & % (2 marden) or another’s wife (S,
or AWFA 1 ¢ o courtezan 2, 32 makes 1t clear
that @far should never figure 1 the principle ®
2, 83-34 count the qualities necessary i a &I

Agomn, according to her ago and consequent
development of her own nature she 1s classfied as
g (Inexperienced) aen {Half-experienced and SmaT
(Experienced) or st1  These are thus described 1n
DR

g wgTa @t aar g g | 2, 26

TRGIRAAR NI 0 2, 27

iy Serawa o e |

waka Nty wemn 0 2, 28

AP wlwE ST SRaEE |

Reflaamarrranssadan 1 2, 20

ERERdTE @ e g b

el amyme aw dr A s b 2 80

B9 SYpr Aty Jmgen graRa 1 2, 31

grt has the desire of new jouth, 18 bashful

m love-sports, and gentle 1n anger #=@ has the
love of ruing jouth, and 1s capable of cojoying
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love-sports till fainting 2,28 describes thesc sub-
varieties of #¥ according as she 1s €, ®§<T or
=fa1 i her anger, towards her lover 2,20 descnbes
a x4l or 6121 She 1s binded by youtb, 15 1ntoxr-
cated with love, absorbing herself as 1t were, mnto
the body of her lover through oy, becomes un

consclous even at the beginning of Jove-sports 2,30
deseribes the three varieties of %=1 according as
she 15 7, #=t or wdrw ip ber anger towards her
lover Again both these %1 and 21 can be <r=
(an elder wafe) or F= (younger wife)

Agam with reference to her mental condition
due to her relations with the hero, a herome 1s
classified as enfmem, sT@wH, Tatn, &5,
e, e, SFEEs and dERE

They are thus described m DR.

HERTITRN € e{MTAEEE G 2, 36
AR T EEeTE 0 22, 39
41 AT & wEE A HEo 2, 38
faerasts g BrdeEon=m o 2, 3)
mAssETIE ISEERETI 1 2, 40
FEATTSITEISTEIT 1 2,
o msrashkfimam 1 2, 42
e 1w ST 2, 43
FArsiErer qpenshimfie « 2, 44
%’oﬁ\iﬂ%”rﬁa«:‘“?\zﬁ i

Rsad a"’;ﬁﬁ»«m"‘?—\,j 2 15

When the lover 1s by her/ x&esand 3t ker
service, she 1s called rrifimaisr One{ba“‘deq\rates
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herself to meet her lover when he comes,1s called
wFgs@ One whose lover tarries in coming to her,
1nspite of her being non guilty 18 called R@wTRar
One who has discovered her lover having been
disfigured through his love-sports with another
woman 18 @feqr  One who has repulsed her lover
through anger and then suffers remorse 18 F=g=afiar
One who 1s greatly insulted by her lover, by not
turning up at the agreed rendezvous, 1s called
Rezw  One whose husband has gone abroad on
business 1s called sfaafemr  One, who being love-
lorn goes to meet her lover herself, or males him
to come to her 15 called afhmfar 1,45 gives the
characteristics of these aifis

fRer or fare [108] An 1tem of musical
programme
fdger [ 621 4ft, which see
qai# [ 47 ] Ap sdwzl, which sece
sdai[ 73 ] Another’s wife, A type of mfa¥,
which see
waEh [07] A hind of &Rt
dieaz {07] He 18 called a warfmas, Ho 1s
thus described 1n DR
garEEeerar frel fun )
aviagad w ffagaa agh o) 2, 10
He 15 1otelligent, following the Ma¥, devoted
to lum and 15 shightly inferior to the amf wmn all
s qualities BP describes humn thus (I 94)
@ Gt foaen gfersiomzs
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<. wi[128] A heromme who has remarried
528 [47] An s37%, which see
e [114 ] A type of @
st [ 1151 A 8%, which see

537% [47] 959% and F@sw% are two intro-
ductory scenes. When a dramatist thinks that
1 the representation of his plat there are some
erdents which are not very important from the
dramatic viewpoins, but which are sach as would
ba 1evitable for connecting the link of the plot,
he suggests such 1ocidents by such scenes e g
I T, 1 the first act, i abandons # The
2nd act proper beging after 12 years with ¥ going
to kill ¥3F What happened during these 12 years
(e. g the bitth of #3 and &7 etc ) 13 necessary for
the proper appreciation of the plot So the
dramatist puts an interlude scenc and suggests
these incidents Such scenes are of two types
called w35 and fivws. They have following
charactenisties

saoT (1) It should not ocenr in beginning
of the first act, It can oceur in the beginning of
any other act (2) In it all the characters ahonld
speak 1n Praknt, 1 e all the characters figuring
therein are low ones

frewmrs (1) 1t can oceur in the beginningal.

any act, even the first. (2) It 13Blleden :
PRRRIT

if all the charzcters therepf~nNd lﬂnfnru'«\ .

Sanshnt only- and 1t 18 ca!}od @;ﬁﬁ tf-come
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of the characters speak 1n Sanskrit and some in
Praknt

awaEAr [48 ] Several types of swwaar are ex-
plainsd earlier (See P 48) Following are the
requsites of a sEwA

(1) Tt should occur in the beginming of a
play (@) In 1t g7 should converse with s
wife who 18 called T or lis attendant who 1s
called w9 or @fir or figgs  Or he may enter
alone and address the audience (3) In the course
of this conversation or speech, the audience shonld
be informed about the name of this play, the name
of the author and his mstory (4) Before closing
the ¥@m W the gawn should introduce the character
or the mcidents of the actual beginming of the
first act

All these features are not present in all our
extant plays For instance in #@'s plays only the
A9t enters and 1ntroduces the play and goes wway,
and (3) Is altogether absent [n #fé3m’s dramas,
except the personal history of the auther all other
ponts are seen  While 1n later plays like those of
&1 and wo¥ all these details are present

sitz1 (126) A heroine experienced 1n love-sports
See afam

auft [63] A harlot

fez [45) An wrigzf®, which see

67 [45) An %Iazfy which see

waAs [106] A type of aw  wwm> =gfi 1 v
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fmar 1 T SR, I, 444

wgmE  Though nowhere found 1in  theory,
almost all our extant dramas append a verse ab
the end of the play, which 15 called
@wamE  In this verse the hero of the play asks
for a blessing from the most revered personalty
i the play It has been suggested that this verse
was recited m honour of w@ who 13 supposed to
be the founder of dramatic science on this earth,
Others think thatit1s amass prayer by all the actors
together, as one of the synonyms for an actor 1s
71 For this discussion see my paper ‘Bhagava-
dajjukam and Bharatavakya’ in THQ

andt [46] A %1, which see
1 [47] An emotion See
A [123] A type of a1 BP  describes
her thus (P 291)
3 S ST Amwaiy |
ardtmaz el Poe )
When the love-sports begin, sho herself
makes the start and she does not tolerate co wives
#amt [106] An stem of musical progratme
wrae [114] A type of am | a7ueh FommSRegoy
%1 SR 1, 440
mmdt [106] A musical song 1s eallcd i1 waudy
18 a type of fra Tt 15 thus defined SK P 144

fien gewr o ReRvan oy )
BT qevw aeg s |
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g ¥ 9 gdme gAY |
R Suzaset windt nggar 0

arn [106] Time taken in pronouncing one
g™  This can bo a type of @@ etc also

afA [92] A type of mfaar  One who, feeling
tnsulted by the conduct of her husband 18 angry
with him 15 called a afid

il [46] An attendant of gAWY, WRIAH

arifaet [106] An atem of the musical pro-
gra.mmz\

gu [47] A wf4, which see

g [92] A herowne mesperienced 1n love-
sports See also wifdwr

gramram [114] A beating drum, probably A

afy [121] Pause 1n music

vt [106] An item of the musical programme
a A or the like

w [47] Theory of @ 1s pecular to Indian
dramaturgy It has also played a very important
part 1n the secience of Poeties To understand
this theory let us take an example An actor
stages the part of W, 1n separation from dm He
wishes to creats a tragic leeling in the mind of
the aundience, 'The process by which he will
achieve hus end will pass through the following
stages

{1] (a) Tins feehng onginally relies upon @
and €1 1f these lwo are nou-existant the feeling
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will not amse at all Therefore these two-hero
and heroine-are the sources from which the feeling
arises  (b) This feehng, after thus rismg, 1s
nourished or excited by the environments hike clouds
etc  So far the process 1s mostly unconscious
But soon, these two stages begin to act upon the
body and mnd of the actor [2] Due to the
physical effect, he has tears 1n his eyes etc  [3]
Due to the mental effect, first there arnses a
vague feeling of dejection, ete. At this stage the
process begins to be conscious, and soon (4]
this vagme feeling 1if nourished, takes the form of
a permanent mood which we call grief Here the
process becomes fully conscious

These stages, 1n the terminology of @ theory,
are designated as follows

[1}] (a) The hero and the heromne, on whom
the feeling omngmally rests are called aneTaRwms
[1] {b) The environment which excites the feeling
15 called @@ Both these form one stage
called the 393 stage [.] The physical effect of
the firsy stage 1s called @@wA or aRks aigws (3]
Its vague transitory mental effect 15 called =firrit-
@1 [4] And the last stage where this transitory
mental effects become deep-rooted and tale the
form of permanent mood 15 ealled @mhay  Thus
[1] (a) and (b) are Fmms, {2] 15 w2 and [3) and
[4] are =ms

When tlis process goes on i the mind of
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the actor 1t 1s subjective only but as the actor
goes on interpreting the various stages by his
histrionics, spaech ete, the audience also goes
through the same stages Here the process becomes
objective also When this process (objective as well
as subjective), reaching the last stage of et wm,
15 completed, the minds of the audience experience
a subtle pleasure which 1s termed as & @ 15 the
ultimate pleasurable mental condition, which 1s the
outcome of the whole of the above process
SrgAs are named as T, wad, dam, ©F, 399,
W, 31 and %ed Al are named as fiiz, @R
I, wAm, W, uw, e B, Bran A o, OR, e
9, €, sudm, wrwan, o, Mg, okgra, R, B, 9w,
s, @, R, amd, sk, som, %, oah, TR, A0
wWAtaEs are the following W, 7@, W%, A9, IAE,
¥, gra, few, and () And the wWs are
TR, T, Fgo, T, AR, wms, fvw sgyd and ()
73 [16] Separate (not simultaneous) move-
ments of hands, feet, waist, and head, A division
of sRmfum
@3 [121] Rhythm created by raciting syllables
In proper time-measure
ewearss [68]) #ew 13 the gentle dance 'Theory
recognises ten types or elements of @@ BP des-
cribes tdem thus
T BEmamdty gaaier |
%937 Brgza & g faqass u
TOART TAIATIINT 7 |
o 2l Rasflareig o
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M a%q ax WA |
aixt aEra akamgg=ay 1l

AR [T R
WInRm ey oA
ESERcR g Bt aRien t

Tfide n1%a e STy
¥ TYTd AT W I PTEE U
SRR TREEEaT |
STReE e TIgefg N
SRR GITHEF R 4

a2z grTamEg B u
mﬁ'iﬁwweam:

Thus there are ten #T=Ms viz I7% = mere
song, fertmzr =recitation by one who 1s standing,
wiri = Recitation by oue who 1s seated, Fwi¥eal
= Dance 1 sccompamiment with varions types of
musical instruments, 53 =Song, expressing the
breach of love, by one who 13 a &fzm, frr=(it
13 also called PriE) Representation, mawly of
males, with &ims (1e even metres) and gentle
words, #T=Dance, with bangles and girdles
shaking expressed 1n %, BgTea (1t is also called
feprpy) = Dance with varous types of histrionics,
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and clear emotions, by means of varjous aids,
geraa = Speech of one who 15 anxions and who 18
unmindful of persons by lis side, and IFRGH
= Fierce couversation coused by anger

These =w@ms may be cmployed n & drama
at several places

BR gives a set of *fterea®s which are worth
noticing here (P 7934)

qifsanfozeag o grglEmg 1
qETamER e A Bgld w0
sl ghaf 2t i Ry
RNas Maw T BR IRAEER L
figs afmr sammge @9 )
qteERagat atagde ARy 0

aifs & frqmgemmar afad w330
AR Redd femls = v
g Swa @ SR o
wieligs redvmasd |
fRsRafes gi amaaeT ||
freRafiey geddahin
afea el Ravasm mgalinmy #
uAT @gefea wailagy e, |
mamaldiyn  Fmsd AW o
SgiEE eaffy f e |
ARRTD At dadadt s o
ot el 2y oRmEd® o
SRIENET gafggAsanafary 0
i EwEAEEa q@y |

These are, of course, nob meant here
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75 [106) A type of am See Fwal =t
SR D, 451
o f106] A s¥v  See SR P 303
Tis [104] A type of am, T g@l @m
SR P 436
Fafm [122] A type of are
Tz [T0] A type of sfyw3, which see
e [16] A type of @S
wawa@ [125] A type of &
TmeaRr [115] A type of aifa®, which see
fz [52] One of the assistants of the hero
He 1s thus defined.
wifigl Rzmt DR, 2, 13
R fzma ey Slee BP, P 94
His mamn qualification was s profictency 1n
the art of love Therefore he alone figures 1o #m
fizas [46] One of the assistants of the hero
He 13 thus defined
Tur= figgE- DR, 9, 13
P e TETTe |
Sz w ga gaEm aaig 1| BP. 44
fagrr [47] See @
fori {60] Same as %Wy, which see
fizm [105] A word used for ‘a scene’
fiezz [60] Following are the d=ss (DR, 3,
13-96)
FarmE I mem 9 |
23R W IAEATTGE
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AETEEAEAT ke | 3, 13
AR witme

T gaerd Rdrend agea 0 8, 14
TYFT TRAGRET  ARIALI |

TS AstreEaeRa Ka

swga s s e |8, 16
ufEsmeaE w B fag |

RN wRE aken 3, 17
Frarfialeafidea gomroay | 8, 18
Rfrrnser a%d B wfesi @13, 19
iR wiasfEs W@ 3 20
Wy gmEEEtaREE qRe | 8, 2l
e e aawEti R a3, 22
g Frpnal iRy sifew 0 3, 23
smrrREdsTEed afm 2, 24
sFdT emgy mednE ad 1 2, 25

A g gm M A% e & a0 2, 26

In the body of a regular-full fledged drama
these served the purpose of introductory clements
DR has a note to that effect

AR Al gre
gmEAR Ao, ady o s 2, 27

gmMu, at the end of the @™ should 1n
troduce the plot or a character thereof, by means
of any one of these elcments

1 3s=m=1t happens when thers 15 mutual con-
versation or series of questtons and answers, with
synonymous words, having amhiguous sense

2 w7l would oceur when, due to coincidence,

opposite objects are falfilled or when mn the work
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m hand, some other end 1s achieved

For 1nstance %7 wonld oceur when TFast
on the verge of being umted with the King got
rebaff from him, and the second would occur,
when owing to some comcidence, one gets his g
In the first «%2 comes up from the &g, 1o the
second 2 follows

3 =77 13 constituted when there 1s mutnal
humourous praise, through untrue speech

4. B bhappens when many mterpretations
of some speech, are possible on account of
resemblence 1n sound

5 23 occurs when deception takes place
throngh temptation caused by %7 speeches, though
they sound hke f= ones

6. @737 would happen when some incomplete
speech 15 cut off 1n the muddle sigmficantly, or
when there are two or three retorts

7 wiws occurs when there 15 speech which,
through rivalry, shows superiority 1 mutual speech

8 7= when, with regard to the s=g7 speech,
something carrying & diffirent sense 15 uttered all
of 5 sudden, 1t 18 T=?

9 ees™3d occurs when a speech full of W
15 explained away 1n some other way

10 e s & speeck hike sEfwrin which
there 1s johe and which has some hidden sense

11 =m=e 9 s improper pratiling, constitated
mainly of wrrelavent talhs
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12 =mgras that speech which produces humour
and temptation hinting at some other sense alto-
gether

13 73 18 caused when fauits are represented
as qualities and qualities as faults

ft [36] ™ 15 o style They ara called 3w,
aadt el and @ They aro thus disenbed
DR

azamuRya afaagel q= FRA |
Pagafiondiy amaRd 1 2, 77
avmEepRanfmalagdin | 2, ©8
Yzradifea af Rreltizorcaraes, |

e aamerny RRa fwrn |
stRremR  gnaf B |
gRaEa 3w S wEmRkR o

af axwfd adtosedfe | 2, 19
TR wared Rt w2, 80
aieRizeg ward glrdsead w1 2, 81
AR admilsiRad 1

o% ereafuidifoas e g, 82
et aad edtiamgdl o
FETETRER e qRads 0 2,83
ot mftfaatmaEa fae 1 2, 84
TAG TS FRAIRR ' 2, 85
AT M@ anEan | 2, 86
TR enahaE 1 2, 87
ot aEaradt g1 1
AAFmEREE MR 0
sRas ewdddr TEamaeR + 2, 88
AR wfify Redina |
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RSy Tt N2, 89

852 e9wE  FEEIHA 1 2, 90
AP 3G AR ¢ 2, 91,

sty femaaamiEg 1 2 92

Ei ¢, 93 .

anf aepAndl A qze |

32 gieagadidmmEy 1 3, 5

THEFCY @ wyEA ;o) 3, 6

BP bas the following for w1t P 228

T AFIE gerdhew HRiEN sgmmgw |
Sy giem @ and o a8 ¥ o0

Thus there are four T3 3R 18 soft, awrd
18 grand, wedt terrible and wad 15 eloguent
e [52] A courtezan,

@l [47) stage of transitory mental effect
1 the W theory See @

amdi [58) A 3f¥, which see

8frs [17] Same as wgad See W@ Also a
type of sfiprz, which see.

= (73] A courtezan  See also TfE

g1e [119] A Lind of &=

qaet [16] The mapager of a dramatic
company

& [47] Like the sr¥azfis and smens, a3 too
are essentral for the plot-stroctore of a play In
the plot of a play, sometimes we get well-defined
junctures These are called &%4s  Following 1s
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the schemc o4 {"given 1 DR

sratenygree wfREray @R | 1, 35
gadfmd w1 waadlag | 1, 86
7 fsregalatiganan |

X grbee dfsrewaraad v 1, 87
eI RREEr SREH WAa |
fargragengsraw T@ga 1 1, 51
g Tz e 9E )

gRay gl ek Al ewimes |
FRTERaS s AAR, |
nEfAfRTAET @swalsgemg 0 1, 8L,
ftredt gaadt fawmt aggay, o
Vardgriwy ax A R aan 1, 96

Tive af3s are  gm afiga, o, spmd and figw
In 39, we begin with tbe commencement of Hst
and go through different developments of @w till
we reach f7g 3@ has 12 sub-divisions (@ans)
Thus 1n the body of ga itsclf, the first utterance
which would point to the seed 15 I®, 149 extonsion
19 9R#Y, ete  In afiga, the love that 1s proluced
as the seed, 19 sometimes visible and sometimes
mvistble but through the offort of the hero, tho
plot 1s developing to gaun 1ts end [t has 13
sub divisions, which are based on fagand 7« and
therefore, thero maust be some progress made 1n the
$tw  Thus throughout these 13 divisions wo have
eftects to develop that love which sprang up in the
first  stages-gi-fix and suew  In aRwa the plos
should progress withont obstacles In a¥ the
following points should be present
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(1) dtw, that 1s made maniest should be lost
sight of

(%) Thero wust bo rewewed soarch aftor it

(8) There may or may not be irgr

(4) There must bo wrarmm,

Thus @t Qitfers from §7 ond #9g7 o as
much as these two were bised ou corresponding
two elements of 371, aud Wia7fds, wiule m¥ 18 bised
ou S, an clement of s only  wwr an eles
ment of #4375 may or myy not be present here
It hay 1¥  cub-divisions

After tho @7 s lost sight of g wh 2 o
after the action of the plot i3 batwpored w ad,
one has to thinh proprrly about tho muans of
regnmpg b This thinbing ss called smd Thus
upto a3, there 15 & continuous progression of action
and the plot 1s ut ats highest w 83 ‘Lhen cotmes
some pauso or thinhtoe  This s wmd This
has 13 sub divsious  f3gw, the last «fy, should
harmontse all the threids of 371, fi= et , seattered
ovrr throuzhout the deans It 1s the same as
@1t or FmmR [t has 14 sud<divisions

It wall be thus scen that w7, sixzfls and
afs have certan parallel elements  Thus- diveneg.
a1, Repmranfgn, san (ot always)twraral, @i
qam-Fagm,

eaxs Bvery A% has several #3493 [ all they
make 61, Accompanying table shows them Follo-
wing six are sud to be the motines of these ware,
Arrangement  of the desired plot, concealment of
that which should b concealed, mautfestation of
proper subjects, attachwent, wonder caused by tho
representation and no unoecessary condensation of
the parrative

wfar [123] A type of @fE, which seo,
g [54] A type of song
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Smu_mm% Jz«m €Ny
|
L J L J |
dta, frg, o, W, @0 PR, 7, A, [y, o |
— r L _
© oY )
m% m_w_mm \\ - . L_i gvagfa or Fagw
L TN
I, 9w, e, oA, R, dﬂ@a%i. /mm rzﬂ [z, iy, fa, w
e, frevm W, a8, A5, rafa & .wmm afs, ey s,
gfF, wifi, wwA, frdg, af- ank, 3 o, @R, sy, 5a, NGB, AR, GAT,
gaar, fem, o, 3, g, L X ZON ﬁqﬁi_wﬂﬂ Ff, s, IV
o, I,  999.a, Tt o, i, § &m”kgﬁr faes, e, IwdE, W
¥z, w9 /!Ui wﬂ_w&\
S
12 13 12 18 14=64
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Banshrit (Names and Snbyects)

&% 39, see IeREE

SEEATEas 20,42

sxgETen 41

M 8n

srigsEt 30

tot 39, def of 39, pature
of 58-9,81

swERa 80

Tremy 39, def of 61, nature
of 61 ff, 79

=z 30, 134

cyege different from &% 23-
4, its actual use and sense
103-4, diff. between 3% and
7 types 102, 132 fi see
also T types

wwERE 3n, 29, 85, its
techmque 71, 149, 155 its
date 1550

sife=s 49

IFeaE (a T type) 1ts nature
121

=37 (alzo RV)S, 6n
ez 30

il 80

=jrala techmque of 72

=473 (a 7@ type)nature of,
124

593 35

F%3@ 3, on T 9n

@71 (in the sense of a play)
35,

#1=4 (a 377 type) nature of 122

s 43

=T 30

T 48

=@ 48, op iF 73

ity (a Gujarati1 monthly) 5n

9

@A (a 73 type) natore of 124,
140-1
g 48 N

* ~T R A
aturgish )?)2 ~
ro- A
e 4
\(a plas) 95, g6¢ * e
jecd .'3'9, def of 58; paturé & of
48-9, 81 ~ ~

€%a%l (a T type) nature of
109-110
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&nft (s 7@ type) bature of
108, 108-110

amer 151

&% (also A7) nature of 93

@=% (also Az%) nature of 93

fqmar 27

uEs 143

T8 41

qedtarig 143

IEEEE 184

TWFITE  techmque of 64

iR (a 79 type) nature of
125,131-2

giim (a 3 type) nature of
125

Shezar 53

AR 48

TifeeR 80 techmque of
71,149,157

aZ evolution of
512

AR (s vanety of Wiz
type) 106

a34% (s 7T type) nature of
118, 120

wmgafa 95

Fizuse of n plays 29-30
A% (the term) wuse of in

1ts sense

generic sense 42-3 I
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azF  (a € type) 32, def
of 44, techmique of 44,51,83

TrEEEE 65

aftF1 nature of 91

adft 39, nature of 91

A 4-22, def of 5n, 32
araar 41

AuEF (2 3@ type) nature
of 112, 115-7

T 65-12

7 4-12, sense of 32

7 (the term,) 4-22, 82

3@ types, number of 99-101,
remarks on the no of 101-4
non-mention of 1n NS 101,
evolution of 131-144, musi-
cal nature of 132, thewr
intrerrelations and rela-
tions with &vss 134 ff, all
the types reduced to wma
and wifirsr 136 ff

|y 29, 57

wmarEy, 43, technigue of 70,

149, dgte ol 1560n,157,168
wmsw 13 A s

a8p, )
G (o tcchny}ue éf 72,
‘145, /}6"’ 163d)
w0  Sn



INDICES

wREErst 30
witwae (& T type) nature
of 123

Tty 52

T a type of a®E ace to
55 48 ff
521 use of the terms m

genere sense 43, 1ts nature
51-55, 83

T natore of 92

el nature of 92

wfem 29

amm 29,43

AT 95

seTE (3 g type) its nature
117,132.3

“gasT 30

%779 & type of s”% ace to
ga7g 48ff

794 39, 1its divisions
nature 62-3,79

847% (a 771 type) 1ts nature
119,120

and

@ (a2 37 type) 127

St (a7 type) 121
FEaaT 48

wrregEA, 29,35n, on number
of s 4l, 42, 64,1ts tech-
mgque 67,84

LA

(a 77 type) 127
%1 (a term meaning drama)f s 50,95
35

5
vy, FeRafiin 9, on am 10,
wgrReR 72, 149, 154

w31

F@rz 21,91

wmady 143

#afa 30

1 (%7%) 39, 1ts natare 69,78,
distinguished  from sTmw
81-2, 1t plot-structure ana-
Iysed 152-ff, humour 1n
163n, earhest use of the
word 167n

AT (a 3@ type) 1ts nature
105-7, 109-110,1364
aeer 140 1S nature
109-110, 140-1

wg 3

wEL (a type of 2% ace. to
g7y) 488

= 73

ahg (3 T t;pe) 127

aw (a 73 type) 125 .
aafa 3p,§c'hn e oi G"

s f

29

107

wegEET 54 -

e 30

7#%7 (a famous =) 53
THzs 140n
Fafirmageiia 96
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R 30

il 143

w72, 154

wATZ bn, 150n

wae (a e type) 127
@R (a drama) 48

ua@ (a dance form) 1ts rela-
tion with A% 14, 3, 1its
der 143

uTE 1ts nature 110, 115-7,
104-1, 1ts relation witn s
141 fl, 1ts relation with
@i 149-4

¥ 1ts use 1n play 29-30

¥ 27

©7F dufferent from swems 24,
der of the terms 27, 1ts
use m plays 80-81, 32, its
types 39-75, number of 39~
41, remarks on the no of
41-44, evolution of 77, 88,
different s in 87n
@xFF technique of 66
@R (2 type of a=T ace to
g7y, 480

@& 1ts relation to waF 1431-
mus 30

3ww 3n eto

37 {a type of wwE) 11
arEAzamETI 41
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Bafifa 29

fagramnas 30

Bafrrr (a 33 type) 127

dtdt 39, def ol 72, its nature
00, 80

oftagi 30

=am (same s @A) 60
mam 17, 22

frar (a 7@ typo) 123

AzF 43, 163

unfier 72, 163

gmoEe 12, 152

gwaleE 72, 151

azrF on hero n R4t 73, 91
fuRew, (1 F bype) 124
fazns (2 T type) 124, 125
Mm% natore of 93

@@ (o type of TEF ace to
gog) 41 &

awgre 39, def of 55, 68,
remarks on 57, b1

aqa (a torm meaning drama)

35

@wagRaz 30

A 41

s (o 3 type) 123, 1312
g3 (the dramatist) 11
g3 3 (the dramaturgist) on
the divisions of ¥7F 18-50
aanz@ 134
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afaE (aterm meaning drama)
35

=rEEs 29, 48
i (the dramaturgist) 21

T3 (the playwright) 30
@ 1t nature 121, 140-1

geA1"7 technique of 67
2z 23, 1590

INDEX II

English (Names and Subjects)

Abh on divisions of F& 16,
on T ete 19-20 24, 31,
on @3 1n different ¥7%s 87n,
on = 91, on 3= types
100, 104, on wrt (3= type)
105, on &= 107, oa <t
108, on wrmz 112, on fims
125, on "M =Tz and %W 127,
165n

ABORI 8g, 29a

AP on the spectes of &7%
40, 43, on 3@ types 99

Atomic theory 155n

Bechardas (Pandit) 6n

BP on 73 etc 12-17, on
=183 24, on the species of
=18 40, 41,44, on 7% 484,
on 5% 54, on T} 56,59,
an =k 61, euzAlEg 62,
oun Ww 70, on {73, on
@Ea 92, on §2% 93, on A®

93, on the no of 3 types
100, on w1 (a 73 type) 105,
on # st 107, on €ifsw 108,
on %% 111, on wmzwms 112-
3, on wear®s 117, on  a¥TE
118-9f on a3 119, on
g 121, on ey 121,
oo T= 122, on  @RETE
on fiF15 123, on 7w 123,
on WA 124, on TR 124,
on *infyay 125, on YW
125, on 5% or wwgem 127,
D2 8 K (Dr) 27, 95
Denvative types (of drama),
their nature 91-94, remarks
on 94-5
Dhruva K H
48n, 77n,
DR 9, 12, 35, on the wpe-
cies of €78 40, on 7T 46-7,
on 9EW 52, on @EEX 56,

(Prof ) 41,
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on fzq 58, on &g 69, on
sndm 60, on weafeary 61,
n7gd 63, on WM 69, on @it
72-8, on wWfF 92, on IA
types 99, 104

History of Indian Lateraiure
5n

THQ 27n, :&6n, 158n
Indian Philosophy 1550
Irregular types (of drama)

95-6

Kavi R (Mr) 65

Keith A B (Dr) 27,4857,
93, 99, 135n, 155n, 1590

Konow Bten 27

KS 23, on the species of
ToF 40, 42, on 7% 47, on
T 36, on dgra 50, on
@Fm 61, on @ 63, on
w69, on #tfi 73, on T
types 100, 104, on gz
126

Majmudar M B (Mr) 144
Milmdapanha 27

MMC on 7% 7@ and RS
11-17 41

MTR on 7r=zF 45

ND &n, on the species of
T 40, 42, on thoe def of
A% 14, ou MF 18, on wE
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52, on wAwFt 56, on fEAW
60, on 3whrg 62, on
w1 63, on wWa 69, on
dift 75, on wfter 92, on
asfiwr 92, on @wE 94, on
the no of 7@ types 100,
104, on ¥m (3 type) 106,
on wfwr 107, on wes 112
on weaas 118 on wda® 114~
9, on Bquw 120, on Thm
127, on ¥ 122, on W
119, 150n

Nrtya-types see 3 bypes

NS 8, 10n, oo Fw 18, nse
of &% 28, 31, 35n, on the
species of T@ 39, on ARE
41-6, on ¥1or 512, on WHIN
5, on fam 58, on fEnw 59,
on =W 60, on Swf2yz 01,
on BN 6‘2&4011"“!‘11 ¢9, on
ddt 7'1:} O af3ERrd1, on w
typgs 9,9(‘* -

NEB iy emo on))utmﬁ’

;‘{“9{5}" 195241

P]ﬁ“‘ﬁx aﬂ eto /12 -17, "on

‘ t,hc(specleg/o K 41

Rmdh:ﬁfnshnun S (Dr) 15%n
PR ,on -the ~species of #i¥
40, 41 on 97w 64, on agrmt
57 on Sz 63



INDICES

San D 27n, 95, 99, 135n,
1590,

Sausknt Drama, 1its
ongun 147ff charactenstics
of the first drama 164,
peniods of growth of 165
Sasin B (Mr ( 101

SD on the species of ¥7%
41, on @== 30, on S’ 36,

on T 60, on 5E 63, on
witar 93, on drE 93,

% 24, on the no ot
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w118, on 3375120, on
e 121, on ¥Fws 192, on
zn7 123, on Bz 124, on
@ 124, on 3w 126, on
frermm 197, 1350

SDR 7n, §, 12

SP on 7ET54, on 77 typ2as
100, on w=7= 120, on =%
122, on W 124, on Anfymy
125, on gETE 126, on'H
or TEFW LT T -
R-on 1 ete,12-17 &
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% 112, on FzquaE 113, bn
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