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FOREWORD

It gives me great pleasure to have this opportunity of
expressing my appreciation of the work of my young friend,
Mr. D. R. Mankad, who is already known as the author of
several admirable papers on Sanskrit dramatic theory and
practice, and recommending it to all students of Sanskrit
literature,

Sanskrit Dramaturgy is one of the many subjects which
still await general ns well as special investigation. The allied
subject of Sanskrit Poetics has just begun to be syste-
matieally studied, but Dramaturgy and Histrionic Art are
subjects which are still practically unexplored. As most of the
original texts were still unknown, uncertain or unavailable,
very few scholars have hitherto seriously ventured to under-
take a critical enquiry. In popular books published in India
and nbroad, on the other hand, some wild theories have
ocoasionally been set forth without the slightest justification.
Now that sufficiont materials are available, it is necessary
to make a deeper and more accurate study; and wo can for
this reason, heartily welcome the fruits of Mr, Mankad's
labours presented in the following pages.

There can hardly be any doubt that the subject itself,
with a literature going back to several centuries, is deserving
of careful and detailed study. It is not Mr. Mankad’s
ambition to write an exhaustive account or to make a comp-
arative study, but he limits himself to the modest object
of examining oritically the Sanskrit dramatic theory which
directed the evolution of the different dramatic types and
controlled their techniqgue. He has been able to bring together
an amount of material from an intensive study of the dram-
aturgic as well as dramatic texts; and whatever judgment
may be passed on the conclusions he has drawn, the docume-
ntary value of his work can hardly be disputed. He has
wisely eschewed the more tempting course of producing an
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imposing work, containing bird’s-eye views or sweeping
gencralisations' on the basis of meagre and generally unreli-
able facts and opinions. He realises that on the pioneer
invstigator in this comparatively little known field falls the
more humble hut more important duty of a patient and
conscientious collection of first-hand facts which are indeed
the links without which the ch'in of historical summary
or even of any kind of generalisition, cannot be properly
forged. In the present stato of our knowledgo it is not
expected that all the difficulties and obseurities will be
solved with ahsoluto corfainty or that all scholars will
agree with overy statement made; but the young author,
with the judgment and insight of more mature years has
cxpressed very lucidly what he has to say, and has oxhibited
not only a thorough familiarity with theory but also a
complete mastery of details, controlled and ordered by the
sobriety of trua scholurship. It will be a source of satisfaction
if his little book, as one of the pioneer contributions on a
difficult and complicated problem, is able to draw the attention
of interested scholars and further stimulate research in an
almost untrodden field-

University of Daceca S. K. De
2 2-1536



PREFACE

After the modern revival of Sanskrit studies, Sanskrit
plays are widely read and studied, but the study of Sanskrit’
Dramatic theory has been most sadly neglected. A detailed
and critical study of Sanskrit Dramaturgy in all its branches
is a desideratum. With a view to meet with this want fo
some extent, I have undertaken the publication of this small
volume.

In the following pages I have attempted to ascertain
the nature of the types of Sanskrit Drama (%1% as well as
IRUF) in their origin and development. The 8ubject being
entirely such as has not been studied in modern duys, I have
given full information from the original Sanskrit dramatur-
gical works. Inecidentally, I have ventured to diseuss certain
problems connected with the subject: but the eonclusions
drawn are mere suggestions. And I shall consider myself
more than amply rewarded for my labours if they will
stimulate further critical study in this direction. This forms
only one chapter in the vast study of the Sanskrit Dramatic
theory.

I am extremely grateful to Dr. S. K. De of the Dacea
University for writing the Foreword to the present work and
for encouraging me in these studies. I am also thankful to
Prof. B. K. Thakore and Prof. K. H. Dhruva, both of whom
have made valuable suggestions during the course of my
studies.

Department of Sanskrit,
D. J. 8ind College, Karachi.

10-4-36 D. R. MANKAD



ABBREVIATIONS

[Following is the list of abbreviations used
for the works, more frequently quoted during the
course of this work,]

NS = sr=mre Nir, Press.

AP = sffiagrir (c. 825 AD.) Anandssrama S.
Abh = sfymgwal (e. 975-1015) GOS.

DR = et (c. 974-995) ed. by Haas 1912

SP = garaw (c. 1050=-1100) as qd. in BP-Introd
KS = wremgamad (c. 1084-1173) Nir. Press.

ND = argdn (1093-1175) GOS

BP = wagsmd (c. 1175-1250) GOS

PR = same (o, 1275-1325) ed. by K. P. I'riveds-
RS = wdlaga@l (c. 1330) Trivandrum S. S

8D = aifeagiw  (c. 1300-40) ed. by Kane, 1923
App. E

Mtr = agqe as quoted by UTaWz on wFS
Nir. Press.

SR = &fiawast ASS

NSD = amavadfm A Ms in B.O. R. L.

RK = walgdt ” ’
BSG = wwwaema » »
BA = ﬂlﬂl"fﬂ' . » »

SDK = fasaeigdt
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CHAPTER I
INTRODUCTORY

A general study of the extant Sanskrit dramas

leaves an impression that our Drama was, as
it were, still-born. It would seemy that from the
earliest plays of w& and ®feg@ to the latest dra-
mas of the seventeenth and ecighteenth centuries,
there has been very little advance in its technique.
The earliest drama known, already shows a form,
which was crystalised in its structure and even in
its theme.! Sanskrit dramatists, as it were, lacked
in imagination and experimentation. There does
not appear to have been any bold departure from
the standard drama, as far as its technique goes.
Nay more; even the theory, as fixed by wa's m=a-
e, as early as g™ or most probably earlier
than his age, presupposes a type of drama which
has been truly represented by our extant dramas.
Thus our earliest dramas and our earliest theory
of Dramatics, both show a form of drama which
was fully developed and on which there has been
very little advance.

Why is this so ? Can we reasonably believe
in such a state of things? We shall try to ans-
wer these quesfions during the course of this

1. Even wwan¥aiR#, the ¥R published under the name
of aW¥ and which appears to be his, shows all the technical
detnils as prescribed in the theory known to us. The =¥,
the uwAw, the @M, the wwiws and the set style of the theme—
all are in perfeect harmony with the theory,
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little volume; but for the present, we shall have
to colleet data for the purpose. In, order to
understand the essential nature of our drama, it
is necessary that we should wundertake &
detailed study of all the types of drama as repre-
sented in practice and theory. Fortunately for us,
a work of encyclopaedic nature on this subject,
has recently been brought to light and published
in the Gaekwad Oricntal Series, under the title of
wagwsad, Though this work belongs to a very late
period and though its text, as available, is almost
a confused mass of inaccuracy, a careful study of
the work helps us in formulating certain broad
ideas as to the gradual development of our Drama.
I shall, therefore, undertake a detailed study of

the various types of Sanskrit Drama as described
in our extant dramaburgical texts.

Our dramaturgists have, it seems, very early,
distinguished botween the art of histrionics (ArE%)
and the art of dancing (3 or 77); and as some
of the types of our Drama are based on I& and
others on dr=™, it becomes essential for us to

understand clearly these terms, before we study
the forms of Drama themselves.

1. 9@, I/ and aA1g

These three terms are very often explained
in the works on Sanskrit Dramaturgy, but there
is a divergence of _opinion as_regards the sense

attached to them. 49 and 7@ arc usually derived
fwn_c_a root Ta, while =127 is derived from the
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root w22 If we can ascertain the distinctions,
if any, between these two roots, it will be easier’
for us to arrive at the exact senses of the above
three terms. i

99 and T

Chronologically, the wusage in literature
shows 7 to be an earlior root; yet there is a
difference of opinion about the origin of these
two roots. It was Weber?, who first pointed out
that @z is a prakritisation of 3@ There is also a
view*, which takes 7 to be a sanskritised root
from %g, which according to them, would be the

2. TWER, in his ND, advances another view: (P. 28)
= ARl wreafy AR ooWmse TRt g]d Fagans aee |
wRmaAe  AwATdRnfY Aadlewseg QFURTY ad g "EIR@T gEranEiEe: |
oy wadily SnqgEt weafa  qecRmmEE SRERETeERY T oaa
oAt 7Y Ay |
This view, if correct, may lead us to derive =¥ from
A% and so 2 will have no place in the evolution of =TT,
But there are other comsiderations which militate against taking
TZ as the root for T or A=, Most _probably, with NTD's
sole exception, there is no other attempt known to derive =1z«
from 9% . For lengthening of the vowel there ig the
grajnmarian’s sanction, as the roots with penultimate short
vowel do so in forming Potential Participles. Buf apart from
that, there is the sanction of Wil (IV, 8, 129) in deriving
2T from ¥e- Compare also the following: (NSD fol. 28)
TEERR Az AEgmfARAY
. T WA Aweh g
On the whole, then, it seems correct to connect ¥E¥'with 7.
8. A History of Indian Literature, Weber, 3rd edition, P. 197.
4, This view was expressed in agdl, o leadingrGujarati mon-
thly journal, March and May, 1931.
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original root. But both these views seem to be
erroneous (that is, if the votaries of the first view
" take a2 to be an original Prakrit root). fiz is not
a Prakrit root at all, for it is not used in that
form anywhere in the Prakrit Literature. Prakrit
lexicons only show the root #%, not @z, which fact
alone is enough to show that #g was never regarded
as a Prakrit root. There are forms like @z seen
in Prakrit Literature® but a root like 2 would
only yield @iz, Thus, as far as the evidence of
actual usage goes, @7 cannot be taken as a Prakrit
root. Nor is the second view correet, according
to which, #a would be a root later than #2. Here
again the actual usage falsifies any such theory,
¥ is scen in %197 ¢ itself, while the earliest usage
of ag is et with in wfifa?, proving 74 to be an
earlier root. It is truc that much is to be taken
for granted in calling ax a later root, simply be-
cause ifs usage is not seen earlier One may argue
that it might have been used in spoken language
only. Dut the continuous absence of this word
in all the earlier litcrature, makes it probable that
it was a later root. And this appears to be quite
reasonable. Both Td and @2 are used in Sanskrit

5. I am indebted for this information, to Pandit Bechardas,
who is an erudite Prakrit Scholar and who was a
Professor at Gujarat Vidyapith, at Ahamadabad. DBut it

is possible that this 7Eg is a reflection of Prakrit equival-
ents of "1Z¥ like 7EF ete.

6. RVX, 18, 3; X, 29,92; VIIL, 87, 7; VIII, 81, 3: VIII, 24,
9; 1, 130, 7, ete.
7. 1V, 38, 110-111.
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Literature® and though there may have been
some confusion in the usage of these roots
at first, it seems quite likely that they soon came
to denote two different concepts. I indicated
a particular form of entertainment. Dut as this
form of entertainment developed and incorporated
new features into it, it became necessary to find
out a word which would indicate this newly
developed form of entertainment. So 9T came to
denote a form of entertaininent which had developed
from the form of entertainment indicated by the
roob T and which for that same reason was
necessarily later. Thus too, T seems to be an
earlier root. According to this reasoning, 3a. will
have the sense of dancing and 9z that of acting.

Now it will be seen that at the time when
9z was given a sense different from that of I
(and this must have happened when A% Wwas
acceplied as a Sanskrit root, even if it be taken
as & Prakrit root at first), the two forms of
entertainment, arising from the same action, had
been permanently separated and had gained their
individual traits. ===, which is distinet from
74 (as we shall presently see), must have come
into existence just before the root 72 was dis-
tinguished from .. WELQM@GML_

az first_meant ‘to dance’ and later on as it
develo ame to mean ‘acting’. Following may

support such a view:

8. Tt is possible that % is a further evolved form of Tq.
9. SDK P. 196.
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72 gt | gl Al aRan | @ fdw
f oRae  mEmad: | gewfig aeeedan

Thus it may scem that 9% had both these sen-
ses and it would be quite natural to suppose that
the earlicr sense was ‘dancing’ and as it developed
it came to mean ‘acting’: It should also be
remembered that in wifif, g, 72, and "=g-all the
three terms are secn, and this may show a de-
finite development of the word 72, as distingunished
from 7 ; for even in the above passage from
SDK, @127 has been assigned the sense of ‘acting’.
not of ‘dancing'.

But, just as ag is found to have been used
in both the senses, a=a, too, has been assigned
both these senses in certain works. In the pre-
lude to a work called wizgedadf®, a ms. in
possession of the Govt. Oriental Library at B. O.
R.I., the following is found: (fol. 10%)®

WA agw afa aifFgaegRa:
dut gy waea sk

A TARAEIET F3d  TIaq
AITHEG FANNA INTTHY JBI
sy gfmiii:
YRR EemiREgTa:
TENEIT JOET AT 9 waka Q

10. For a discussion about the identity of this ms, , see my
paper on WUWA, in the Anmnals of B. O. R. L., VoI,
XIII, No 11, P. 173 ff. Also cf. The same, Vol. XV,
Parts III, P. 89 ff. I am indobted to the Curator for
the use of the ms.
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weq aifzmal % At AT R
TEIAIZIET PEIT , AR Tay
This shows that according to this work ey

was not the same as &% It was mere 3q or Twa
and this is amply corroborated by the definitions
of the 37 types of @174 as given in this work.
Further, in this work the author takes an oppor-
tunity of deriving the words =% and 7w (fol. 28),
wherein he describes arm as the art of g, and
then includes under it @wed, s and @@, This’
classification is evidently based on some sort of
differentiation between = and #dd; and in the
light of the above passage, it being impossible to
understand 1= in the sense of drama, it must
have the sense of 3@ as understood by DR and

others,

Thus 1@ seems 0 have boen used in the
sense of 3 and A and perhaps of 39. That it
had both these senses is also seen in wW=R@AfITL,
It mentions a #12q called 3féa or afsa which was
properly acted by aw@fa#. The character of wfaq as des-
cribed in the drama was that of 34 : it was certainly
not a drama, nor was it "a mere I type. As there
is the express mention aaR@af@afy after the stanza
recited by wsfdm, it is obvious that if was a
type which involved #f%: and this was the
technical nature of 3=.!" =29, thus, here refers

11. Tt seems that 3™ recognised the prineiple that ¥ was atb
the root of T3. The fact that ho calls the two SmTEs,
uEg incarnato, suggests it.  Thus also =3 was a 9 type.
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to T@.!2 Same is the nature of FR”I a8
used in NSD. w=R@fafisg knows 72T in the sense
of drama also. WS ilogises ama thus: (I, 4)

AifgamAta gra: @ &g gy
RiggaEaRe @R v B
Srgaa AFAfd ATRE TR
el RrAgAeEe qgaISh G N
This stanza characterises 2T as one where
a%eRa is seen, which would, necessarily refer to
drama proper, rather than to an ordinary FTATHL

12. Following note by Prof. B. K. Thakore will be interesting.
gs=imAE gnd IR are distinguished by #iad. Former
is acting on the stage by the fully trained 7€ complete
in all respects. It is highest proficiency in this many-
sided art. %@ is the penultimate step; only after it is
mastered can the pupil be taught the former. In afer,
779, including (and enhancing the effects of) #¥4 is per-
formed as by a mere =A%, then ®R™ by itself (without
7ea or §7) ag by o ¥, For =iwA, then, it is essential
that (a) the passage to bo performed must be short, {(b)
yet should embody several s and ¥¥¥s in & sequence
that is natural or at least possible, (c) that the 2nd
ha'f of the performance (i. e. W& or W% proper)
ghould be exhibited immediately after the first half; and
that (d) the ®ramd or =M% judges this 2nd half in rela-
tion to what he has just seen and heard. =M, therefore,
(and @ forteori the enrlior steges also) is purely a

school-room exercise, not a kind of public performance
on the stage in any sense,
13 of. NS I, 78.

14 TFollowing note, too, by Prof. B. K. Thakore is worth quoting:

This stanza covers the whole gamut. (a) 7%-the merely
physical movements (including appropriate expression and
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All this shows -that 7z as well as @13 was,
at one time or the other, used in both the senses
of acting and danving.| {But this should hot be
difficult to explain. Our earlier analysis of 2 being
used for a form of entertainment distinet from the
one represented by ¥, would lead us to believe that
almost as early as the root Az came into existence,
a distinct sense was given to it. However, it is
quite possible that in the beginning, there must
have been a confusion in the use of both these
roots T and sz, one being very often used for the
other., And the theorists would recognise the
distinction only after the sense had been fully
crystalised in the popular usage. Thus the fact
that we do have usages showing both the senses

movements of eye, eye-brow, face, hands, shoulders, breasts,
hips and of course also the feet and their toes.)

(b) T7@—the above plus recitation or singing without
any flaw or impropriety in tune with and in full aceord with
‘the sense of the words.

() smmE_the above (a) or (a+b) plus ncting pro-
per. Where not wanted, or inappropriate, T8 or & or both
would be dropped.

It also distinguishes between

(1) Male and female or (2) Mved style and ¥4 gtyle,
and recognises the intimate connection of the theatre with
the === and the three TTWE at the root of infinite play and
variety of the real human drama which T, TT and €% copy
and reproduce in miniature by the use of some conventions
80 as to present an artistically unified picture, within conven-
ient limits of timp, spaco and rcsources.

That is why, says the stanza, all sorts and conditions
of spectators are pleased by this, as by nothing else.
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of #g, should refer to the period of transition
during which @z was used in both the senses.

‘Whatever may be the time when a2 and
ga were finally distinguished in senses, it seems
almost certain that according to the above
discussion, 3@ was carlier than #Z. This is borne
out by the tecchnical difference in the senses
assigned to the words 79, ®T and @1zq (as used in
our dramaturgical works) into the nature of which
we shall now inquire.

I, 9= and AT=q.

If az is distinguished from 34 as suggested
above, there must be similar distinctions between
the forms of entertainment denoted by these roots.
This we can learn from the works on dramaturgy.
Let us, then, see what evidence we get about the
nature of these terms in various dramaturgical
works.

(MMC P.59)
fgrgsengsiiala @y
Areg A B tFx aqzeafiama:
aAPE g 39 3 aesyqnEy

(SR, Tth er=ma)
T g ww ga qa Rk Hidag o
TSRS W AT W FaFRo, U il
wfkafaadls waRy ==l ag
q%d AnEeRA SRE TENRA 1R <l
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All this shows that az as well as 1= was,
at one time or the other, used in both the senses
of acting and dancing. But this should not be
difficult to explain. Our earlier analysis of 9% being
used for a form of entertainment distinet {rom the
one represented by 7@, would lead us to believe that
almost as early as the root a2 came into existence,
a distinct sense was given to it. However, it is
quite possible that in the beginning, there must
have been a confusion in the use of both these
roots T and @, one being very often used for the
other. And the theorists would recognise the
distinction only after the sense had been fully
crystalised in the popular wusage. Thus tho fact
that we do have usages showing both the senses

movements of eye, eye-brow, face, hands, shoulders, breasts,
hips and of course also tho feot und their toes.)

(b) TFm—thoe above plus rccitation or singing without
any flaw or impropriety in tune with and in full accord with
the sense of the words.

{¢) amaiwma—the abovo (1) or {u-FD) plus acting pro-
per. Where not wanted, or inappropriste, I or 43 or both
would be dropped.

It also distinguishes hotwoen

(1) Male and female or (2) Aed style and 1 giyle,
and recognises the intimate connection of the theatre with
the M=aRF and the threo 7W8 at the root of infinite play and
variety of the real human drama which 99, ¥*@ and 2% copy
and reproduce in miniature by the usc of some conventions
so 68 to present an artistically unified picture, within coavon-
ient limits of time, spaco and resources.

That is why, says the stanza, all rorts and conditions
of spectators arc pleased by this, as by nothing else.
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of 7z, should refer to the period of transition
during which Az was used in both the senses.

Whatever may be the time when 72 and
ga were finally distinguished in senses, it seems
almost certain that according to the ahove
discussion, 7d was earlier than @ This is borne
out by the technical difference in the senses
assigned to the words 39, T and @23 (as used in
our dramaturgical works) into the nature of which
we shall now inquire.

99, T and T2,

If az is distinguished from ¥q as suggested
above, therec must be similar distinctions between
the forms of enfertainment denoted by these roots.
This we can learn from the works on dramaturgy.
Let us, then, see what evidence we get about the
nabure of these terms in various dramaturgical
works.

(MMC P.59)
frgragTeagsiaia w@eEg
qieg e fwr NFd gazafiama:
WAL g 39 I qSsqEA

(SR, Tth er=ma)
T e W gq A akfy Rida o
MR W JeAl TaiHed s HR wil
afEwifi wEiRe owfda 9q
a9 AN sRig TR Rl
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mafRes g aathmeafian
suffaFass a9 I By 1kel

(BP P. 181)

AYREINE TGN TG [,

JTFEAHT TR AT,

Tq WAPE T EREERIEad

T sghegaiRa:

T ga ARFHNE T GIHTEH,

gAaTafweg Rearsafisad
(DR 1, 7-13)

WEETRAeT &1 TEdaIsT

®F TEAUDNZINT I

HAREAPT 3 30 AU,
(PR P. 100-1)

Wapd g I T ATy
SDK P. 196)

TR A, ..., qRaifEdn g | el
g Jag

Let us now examine the result of these
various views with regard to the nature of wr
7% and 39. We shall, for the present, leave
apart the views expressed in NS and Abh.
Following table clearly shows the various views
sbout these terms:
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Work EAs T g

1 MMC| wamag | aesqeag @AY,
2 PR " ’ ’

3 DR AMESYIAYH AT, "

4 SR ’s | » ”

5 BP Iy " Iq = 9R_Y
6 SDK¥ gesmuag 9 I,

Above analysis shows that all are agreed
about the technical aspect of ar; but there is a
difference of opinion abcut the other two. It
will be noted that in MMC and PR the terms
39.and 7@ are ‘curiously interchanged’, while BP
is alone in describing 74 as WAy, thus equating
it with T,  Let us examine the reasons for this
confusion/MMC\md PR are very late in date,
in 001npari\sm11 DR and 8R. They do not
seem to preserve any earlier traditions about this
point. Therefore, this curious interchange does
not seem to be intentional; and one may rely
more on DR which has been recognised as the
standard text-book on dramaturgy and from which

all other later works have profusely drawn their
materials.

15 The quotation from this work as given above, when read
in connection with BP and SR, suggests that tho author
believed in'‘the same view as held by DR. About 39 SDK is
clear; and as T7 is erllel q"{TETFqWFﬂﬁ‘L Jit is clearly based on
W so0 is AT based on W, as it is tuken as TFTARTAEnE ,
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But in order to understand clearly the
import of these terms, we shall have to keep in
mind the subtle distinction between #w@ and @.
DR, after defining 3=t and 39 as noted above,
further adds:'¢

g gyt ami 3h aw g9

So do BP and SR: and SDK describes 3™ as
qguaifFEarasd,  This clearly makes ¥, a further
evolved form of 39, 749 is the original form of
entertainment on which % was an improvemecnt.
Our above analysis shows that 3w involved @®
and ®% only, not wA, while ¥, was essentially
connected with ¥ :” and producing w4 in the
minds of the audience, is an art far more advan-
ced than mere m3fEq. Thus too, 38 seems to be
earlier. SR clearly points out that 38 involved
mere movements of limbs without any «fRFma. A
dancer would move his or her limbs in harmony
with music (or probably this required very little
of music as rhythmical movement of limbs only
was essential to 7d) There was no acting in 9.
That was added to ¥  Proper acting would
create Wi in the minds of the audience. Thus
in %1, the actor had to act in such a manner
that a corresponding #@ would be created in the
minds of the spectators. Imagine a child dancing
on some joyous occasion and add to this motion
of the child, rhythm and @% and you have 74. 7§

16. cf. WA used in the sonse of 37 in wwfimre I, 5,
17. DRI 15
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thus, is dance, while 3@ is mimetic art. If we
realise this essential difference between 78 and
& (as seen in DR), it will be seen that 9 which
1s based on @@ only, must be very primitive. As
it developed and as the abstract notions of @
and @ evolved, this same 39, incorporating as it
did, further elements, assumed first the form of
3@ and then the form of #im. Thus both 7™ and
@A, it ean be safely said, are further evolved
forms of 79. This evolutionary distinction is
noticed by Abh also. Abh at P. 184, gives the
following divisions of 3 (1) w#&w (2) sz
(3) =agufm (4) weafew (5) that which includes
harmonious motions of hands and feet as
in s and &®ERs (6) that which includes
music leading to sffma (7) that which follows
music and T@@@ with harmonious motion of limbs.
It will be seen that the first four divisions are
based on a principle, distinet from the one on
which arc based the last three. These three can
be resolved into two types only-one which has
pure w=fAgM and in which hands and feet are
moved in harmony with wmearm and the second
which includes &fims, with harmonious motion of
limbs following music. (And it will be recognised
that these two are the same as 3@ and %F4).
These two types of 9 are further on taken as
distinet irom ™A as is understood from the
following:

go: ¥ Y @IS Jarneondy @1 FdE wE-
i fifizznegua........ (Abh. 184)
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This means that the first type, which is 7o was
quite distinct and the second type, which is Jar
was useful in Wiz, Thus both these are distinct
from #r

It will now be seen that there is no technical
difference between the views of SR and DR on
the one hand and PR and MMC on the other;
only there is an interchange in naming. And
bearing in mind that DR and SR are both earlier
than PR and MMGC, the servile characters of the
last two and the literal senses'® of the words 7w
and 1, one is inclined to follow DR.

Why, then, did =wge™ equate Ja with =i
by calling it @@ ? But =W@@™™ also records
another view. In the tenth s he writes:!®

e sRang e SRR
ARSI MR
TEART deg enfly mafigi qan
R AmRmTsy aee
q 939 qagd R wia
T WA art wh aRe qw@
Brarimafiys amficfeiR
Wt aegaeameeR
This is, as if reiterating the view of DR. It is
well-known that BP is a compendium of the works

18 Both 7% and T are to be derived from 38, T9 being its
Past P. P. and 7 its Potential P. Thus, too, 39, which
means ‘worthy of dancing’ shows an adw.'auce upon Td
menning ‘danced’ only.

19 BR P. 296
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on dramaturgy known to =RgiGT™; and he very
often, mentions, with or without acknowledge-
ments, various views on the subjects he is
dealing with. It may have been so in this case.
But the view which considers 7@ and = as
identical, is found in one other place also. NS
notes a 939 (which does not seem a gdv& a8
such, but a mere objection forestalled by the
auther himself) which it has refuted. When
wa explained the origin of W, the sages
asked him:*

w1 egRgiEl e a9

T FA A @I

7 MaFiardgy 7 ACATE WIF,

Fered gq famiienanay T
To this doubt the reply is given thus:

s=ay o @erd HfuTaRuEd

ferg At STl 9w wafday

TN GHOME TafR @wEa:

Al T = FodaesdiEan

ERILELEICBEIEE CR N

fagr AR gaRamaiiag

This doubt and its answer clearly show that

even according to NS, 3% had no other purpose
than to amuse the minds of people. This T8 would,
therefore, be almost the same as explained by
DR. This summary treatment of the i, in NS,
has been very elaborately discussed in Abh.
Abhinava has summarised the argument of the

20 NS IV, 244-248
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gdoer that T4 and 9 are identical, by advancing
three possible issucs and then has refuted all
these three and then established that 79 and T
were not identical, He closcs his long discussion
by the remark:?

w WEgA e Makagams gaqfia )

But in 80 doing Abh brings out two or three
points which are of immense valuc to us in the
present enquiry. The givd, according to Abh,
considered that there existed non-distinction
between 39 and i@, mainly for the rcason that
both had @f#% in them. In saying so, the gda&
distinguishes two varietics of 38, One which is
absolutely void of sff@sr (and consists of bending,
turning, raising of eye-brows, moving of eye-balls
and feet, trembling, throbbing and bending of
waist and other formus of ™[WFR) is pure 9
according to the gdw&r, and the one which includes
#R™e is the same as sz (Sec P. 174 comm.
1. 22-3 to P. 175 1. 1-2) Thus the controversy
is about the second kind, for even the gd7& calls
the first variety as 34, and as such quite disbinct
from @@, It is the second varicty that is
identificd with .

As against this Abh distinguishes between
these two i. e. between the second varicty and
@, He says: (P. 177-8)

74 (by which the above second variety is
meant), ocannot be the same as A, for there is

21 NS.(G.0. 8) P. 181,
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no @ in 39 as you point out to be. It may be
urged against this that in Iwweas like <iftas, the
awft  tries to attract the mind of the king, by
musice ete., and thus these T9%mas must contain
afwa. Bubt Abh says that the sfma required in
37%59s is distinet from the sf@ma required in iz,
In ga®e3s, the adft does resort to ¥FemIR by pro-
per posticulations of eyes etc., but all that is for
attracting the king in whose presence she dances.
Thus this «faas of aq® excites the passion of the
king: but the @@ of a az is for playing the role
of some one else and thus he has to show feel-
ings etc., a8 experienced by another person and
make them manifest on the stage, by visible
representation. A add does not play any one’s
role and in her case she has nothing to represent
visibly. All that she has to do, is to attract the
heart of the king by personal appeal, as it were,
through her gesticulations. She has not tn put

on any one’s dress etc. (thus sugmifym™ is almost
absent in her case).

This distinction, so descriptively, brought
out by Abh, has really a very important
significance. We have seeu that according to DR
and others, 3@ was considered #AREH and al= was
wmad, Here, too, the 39 that includes «fw, is
shown to have the capacity of execiting the #
only; while the feelings evoked in the hearts of
the spectators by =%, are shown to have a lengthy
process, which really means that ™ is evoked.
Thus Abh rcfutes the arguments of the %u& by
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saying that his second variety of 7@ has a sort
of aifiFr, but it can produce Wi only, not @, which
would be evoked only by sem which, therefore, is
distinet from this sccond variety of .

Now it will be seen that the distinction
between 7®/, 7@ and 1= as known to DR and others,
is also recognised by Abh: only, he does not use
the term I but embraces both 389 and T of DR
by 79, of which, however, two aspects correspon-
ding to DR’s 39 and 3™, are distinguished as
shown above.

It seems that this distinetion between T
and 1A, was known to e, Wy and Wz@wz, as is
seen from the following quotation found in Abh:

WAHTIgRARTAIgRRE O MY a1 F@ u§ A
AEGeNTFET TR ENNIFY | REg = AFTRREAARER
TEEEs SR W | qesAr  seRaseaRaent sR
W@ |

Thus the view that g% and @2 arc identical
seems to have sprung up out of the confusion
that would arise when a1 was developing into T
At that time no distinct notions could have been
formed about the two different varieties and there-
fore g9 and & were known by the same term I9.
This confusion is bound to happen in such a
transitional period. But when these two forms had
crystalised they came to be differently known as
gq and . This confusion between 70 and =7 is
seen in SDK and NSD. In several other places
also such a use of the term wi= is found, which
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would be reminiscent of the above-noted transitional
period.

Now it will be seen that TREwad, prosumably
referred to sueh a view as has been presupposcd
by Abh. But in reality they all (i. e. all our
extant theorists) took 39 to be quite distinct from
a@. From the point of view of evolution, first
comes 9, then %« and last 7129, 9X0 is mere dance,
7 had gesture added to i, while mz3 had spcoch
(i. e. dialogue) too. Thus @@a incorporated all
the three features-dance, music and speech~which
are so essontial for the creation of drama. This
technical difference between 39, % and =7 should

be fully borne in mind for the detailed study of
our dramas.

2, ®u% and ICETFK

It will now be seen that India has witnessed
three distinet forms of entertainment, based on
78 9@ and 7=9, but the onc based on I never
seems 0 have attained to the position of a drama.
It remained for the court-hall of the king and
for the court-yard of the temple. It was an
accomplishment of the courtezan from whom even
the princes and princesses learnt the art. But as
tho tastes of the people were cultivated and as
their genoral oculture evolved further, they were
not satistied by mere rhythmic dancing. They
had to invent nower forms of entertainment and
they soon saw that their original dance combined
with histrionics and with nusic gave them the
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necessary varieby, This they adopted and called
3. But the society was progressing fast; their
mental horizon was ever widening; their abstract
thinking +was ever getting deeper and deeper.
They then, wanted still subtler form of entertain-
ment. They evolved rza; and by gradual degrecs
took it to a height of refinement which even
to-day evokes the admiration of all the civilized
peoples. The form of entertainment based on I,
our dramaturgists called S9&%%* and the one based
on 249, they designated as ¥4a.

There was a technical difference between
&% and I9&9%, which is very well brought out by
@m9= (who has appropriated the whole passage
from Abh) in the following extract (KS P. 329-330):

qY MIHE AT T TR W AT | SESER-qE
ff sy M7 IpweRfsag ) qar B wEwwaR - aweify
AAMEAN FETTI SNRA TGN MTTNT TIRA HFIFATAT
fqgler, | ¥ g foax o gt @afifeaw 1 qu R aw
aed el wenke fefE av Rl qenfaa o @l
Fifaguls WU AN TEAAE, FEAAGEIGEE g9 wOHERY
wAqeqiEamyY, FraaigameeEREEa= g9 SRafomfysdr-
MaER GECHNGTEAR | S af Imwen afpann el sfifk:
aaify farrrds oad: s o YRl [fgseg o L
f& 9 o=y SmrERFeIgEARERTTgIRS : a af mqrﬁxma
frager sRweRRAReigd  dawanwfy g wewm suaeifE
Arrgaanshme: el smEmeRen S
adeRgeer gaefde Bl 1 T 9 Wt SMasIERaeiy
frafaedmEan o sk ., e, S3ENESS @

#For the actual usnge of the word etc. see further.
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¥roaRa ) ey g a7 Swe  wagReaRet @ g
waf@s Igm esRganeEEiy

It will be seen that ¥ of ¥W¥=x is
our T4 or 3v&9% and his 3% is our 2T or ¥E %,
The chief point of distinction between the two
forms is that the Iw&®% had mainly to do with
the bodily gestures and music, while both these
occupied a secondary position in &% Thus ITeE
would place greater emphasis on F=fwg, While &
would require @wRa% and other sifimds.

To this distinction between &% and =I&WE
we shall bave to revert later on: just now it is
sufficient to note these salient features of both the
forms. The above distinction brought out by K8
is also borne out by other works, BP, very clearly
mentions (P. 221) that s were W% and IT&THs
were WAE; also it calls (P. 255) the 3Ivsy®s as
AR and &8s as MR The distinction (P. 181)
that @y is Twanfwaes and 3@ is SEENREAEE
also points to the same principle.

After thus understanding the technical nature
of 9% and 3Ivew*, it will now be easier to study
their divisions in details, Let us take up ®7% first.

22, K&'s %% i termed T9%e" by Abh. It aleo uses the
term MANEETE of. P,174-183
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CHAPTER II

RUPARA
(Natya and Rﬁpa,'ka.)

HE word &% is to be durived from &1 a roof,
the exact sense of which, in earlier literature,

has not been as yet settled. ®w, a substantive
formed from this root, has been used in some of
our early works. According to@en Konow!, this
word occuring in the fourth Rock Rdict of &=,
refers to a shadow device, which leads to the
acceptance of the cxistcnce of shadow-plays in
ancient India. But Keith? takes & to mean
visible represcntation. De¢® supports him. It
seems that Keith is inclined to take this word
in counnection with puppet—play or Pantomime,
which existed in India. He thinks so, because
in WEr* of the Buddhist cannon, the term
&8 1Fq, oceurs and there, just before in the text,
there is a mention of a puppet. This sense may
hold good in the case of the Fourth Rock Edict
of %A%, as AAM there, speaks of exhibiting
spectacles of the dwellings of gods, of elephants
and of bonfires. This sense would be admirably
suitable for the compound ®ig¥®,’ where it is
obvious that some art is referred to. That & in

S8an. D. P. 54

San. D. P. 54

TIHQ Vol. VII, P. 544

V, 394 (See San. D. P. 54)
Milindapanha P. 344

Pus oo
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these earlier references, alludes to some sort of
art of representation, seems definite enough from

the very context; and there is every reason to
believe that it referred to visible representation,
as its later sense attests. ®7 in this sense, is used
in NS, but only in the compound ==®4, which
occurs there five or six times.® There are some
more places where the word &7 is seen in NS/
but the sense applicable in every case is
either ‘form’ or ®ma™, or mere beauty. These
have no reference to our enquiry, in which &7 is
to be taken as meaping visible representation: but
there is one term @g®T used in NS, some four
or five times,® the sense of which is not easy to
determine. It may refer to some sort of special
feature of dramatic representation, as it is used
in connection with 7%%. &7 also seems to have
been used to designate some =@fRw in NS, at
one place.” But these references do not lead us
anywhere. Only the definite term z@eTr bears
testimony that &7 meant a dramatic representation,
as early as NS.

There is an interesting point in connection

with this early sense of &1. ®®fr and other forms
of ¥, when used in the stage-directions, mean ‘to

6. NS XVII, 133; XVIIL 1; 4; 184; XIX, 46; 128; XXVII,
50; €0.
7. NS I 29; XIX, 58; 79; 192; XXI, 85; 67: 177; XXITI, 79; 84.

8. NS V, 33; 36; 40; 45; XXXI, 213; 329; also of. XXI, 5-7
and SR 7-1319,

9. NS XXXI, 320
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act so as o represent visibly a particular situation
or emotien’, An analysis of our extant dramas
shows that roots a2z, ¥7 and @fe+t and their forms
like sifda¥m, azdq, arafy @A =salcar ete., are used
whenever such a stage-direction is intended. All
mean the same thing; but a careful investigation
reveals the fact that & is invariably used in
earlier (i. e. earlier than DR) dramas, while an
exclusive use of aZ and #fw+ft is seen in all the
later dramas. With a view to ascertain this, I
have collected evidence from all the dramas of
note and following is the result:

TE¥’s TvwwfMafiisr has no  occasion  for
such a stage-direction. I have examined sfewm
ufaqr, awa@agar, a9dq, ®=uN and I%IF of W@ and
have found that @2 is used only ftwice, once in
&, and once in =gia while &1 is not used at all
in these plays. wfg@'s dramas show a fair
proportion of both these roots. fosdiaday, uses &
10 times and Mg 12 times. In weRwfAiER, & and
Mg both are wused 7 times. In siRw=EEFEH,
both the voots are wused 11 times. &= in
all -the other dramas is used in the sense of
‘closely observing’, but in simemg=ien, it has been
twice used in the sense of ‘visibly representing’,
as in #3Aaat fasey,'¢ ¥gdwiras, which seems to be
a fairly early dramna,' uses «iZ once and & twice.
wiagsgEd, has no such stage-direction. In all the

10 siwnasngeaea, Nir. Press, P. 85, 67, 93.
11 See ABORI XII, P. 50ff. The argumenfs advanced there

are plausible,
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three dramas of &4, iz only is used to the
exclusion of ®1, while in @aRe@ of w=REH, a
dramna of the same age as ¥'s, only & is used.
In w3qfe, M2 is usual, “but IgwmaR@ uses &
once in the V act. smsdgemfr, a dvama of this
age, has used @z only two times and ¥ 12 times.
gaFd has 1z only., Joftds uses Mz in most cases
but has used &7 twice. g3fizémg, which is certainly
earlier than DR, uses & once. These are all the
dramnas admitted on all hands to have been
composed before DR. I have also examined a
number of dramas composed after the time of DR,
and they all show an exclusive use of #Z, with
only one exception of the dubious wEdRuE,
which uses &7 4 times and =z 3 times, Of the
later dramas I have examined among others, all
the available wus and =gaws, wRswEd, Pgdeng,
sngzq, fzrgmag, qrgtrE, the six  dramas of T,
SAGUTE, FeaWiel, Goefwes,  seAowd fwea and
FAfesegd. All these show @ only.'?

If this analysis means anything it seems
certain that by the time of DR, &8 as a roof,
was definitely superceded by @z, Only the earlier
dramas show &1, not the later ones. This has an
interesting paraliel in the usage of the word &.
It is found that &%, as a generic term for drama,
came iuto general prevalence only after DR’s age.
The above analysis of the dramas also shows that

12. I have not examined dramas of very late dates (i.e. of

17th and 18th centuries) as their evidence is useless in
such an enquiry-
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whereas almost all the dramas later than DR,
use the generic term &% in their u&aEws, the
earlier dramas are, as if by conspiracy, silent
about that word. Not one drama of a date earlier
than DR has used this word.'> In the works on
dramaturgy, again, NS does not know the word
¥1% as a generic term for drama, but Abh knows
it and «fdem was almost a contemporary of wgasw,
if not later. Harlier term for designating the
dramatic genre was = and in some cases &Y
(as in T3®T in NS).

The result of this analysis puts a somewhat
curious fact before us. It seeme that &1z was the
earlier root meaning ‘to represent visibly’ and
129 the earlier term meaning a drama. In the
course of evolution &7 came 1n the field," both as
a root and as a substantive ( ¥ ). The root &
held sway side by side with @g for mnearly a
thousand years and more and then dropped out
and S survived; but &1 developed into &, su-
perceded @ and held field ever afterwards.

This shows that &%, as a generic term for
drama came into vogue about the ninth or tenth
century.

Let us now see the results of this whole
discussion. We have examined the terms 79, 7=,

13. wridiafur uges ®% and also both %3 and W1z but as its

date is & matter of uncertainty we may not attach any
value fo it.

T4. 'There is enough ground for the evolution of such a sense
of the rooft.
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w21 and s and following seem to be the senses
attached to them:

‘(a) 7w: Dancing:
(b) T&: Dancing+music+a little of acting. This
is based on #mEs.

(¢) s (a)+(b) + full histrionies. This is
based on @s.

(1) & e + taking the role of some one
else.

To explain: (a) A person experiences an
emotion and not being able to control himself
begins to exhibit the emotion by moving his
limbs. In so doing he has no consideration for
others. He jumps and moves i. e, dances just fto
satisfy himself irrespective of others around him.
This is I9. This art, therefore, is exclusively
subjective. %9, therefore, can very well be illustra-
ted by the random dancing of : a.\(ihild.

(b) But soon one comes to realise that a
particular movement of hand or foot or a parti-
cular movement of eye, lip, eye-brow ete, con-
veys a parbicular 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. This is 3. In this, an objective ele-
ment creeps in. The dancer has an eye to others
who look at him. He may, at_ times, take the
help of music in expressing his emotions.” This
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is supposed to be based on #4s, because tha
dancer a3 Wsll as the spactator does not go
beyond that stage. Daacor experiences an emo-
tion (w@), and shows it by his dance and the
spectator realises that #ma, It seems that in 3
the spectator knows by the gestures of the aw®
that she experiences a particular emotion, but if
is not esseatial that the spectator himself should
expericnce the same emotion. This art therefore,
is based on wia and is mostly subjective, being
objective only partially.

(¢) But in sz the dancer experiences an
emotion and so interprets it in aching that even
the spoctator looses his identity and feels that
emotion. A 3R, for instance, is dancing before
a king and wishes to stimulate the fecling of love
in him, She dances and acts in such a manncr
that the king’s emotion of leve is fully excited.
This is . Here the art is mostly objective, but
only partially subjective, as the sa# may not al-
ways feel the same emotion hersolf. wsfimrs afe,
referred to carlier, is of this type. Various types
of #zas described in works like NSD also, fall
under this class.

(1) So far we have concerned ourselves with
one art only—that of oxpressing one's own emo-
tion by some sort of visible representabion.
Dance, music and histrionies—all would contribute
to this cnd. But there is anofther art also. A
person knows that at the time of parting fromn



34 TYPES OF SANSKRIT DRAMA

dtar, va experienced highly tragic mood. He wants
to show to others the feelings experienced by um.
He comes before them, dresses and acts in such a
clever manner that the audience, for the time,
loose themsclves and experionce the same emo-
tion as represented by the actor. This process, it
will be seen, includes the whole of the #R¥=process
and adds to it the element of giving visibility
to the part played by him by means of dress etc.”
Thus &1, which as an art was originally distinct
from = came to be combined with it. ®7 as a
distinet art consisted in taking the form (role) of
some one else, by means of the accessories like
dress etc, and @& was acting ete. In what we call
drama, both these came to be combined together
and this new art was given the name of & and
later on of ®w. Its distinction as &% was seftled
about the 9th or 10th century; earlier the drama
was known by the terms 2%, ars1 or ¥4, In course
of time &% became the generic term and A% a
designation of an individual type.

" So, originally the art first designated by I
and ¥ and then culminating in the synthetic
form of a7 was distinct from the art designated
by the term &, Later on both these were combin-
ed into a synthetic form. But it should be noted
that abt this transitional stage, the usage of

a*

15. This, therefore, is completely an objective art. In it the
actor has no personality of his own. He imposes upon
bimsel! another personality and exhibits the same before
the audience. So both ways this art becomes objective.
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the terms cannot have bcen very rigid. There-
fore just as there is a possibility of confusion in
the usage of 7@ and M= as shown earlier, there
is also a possibility of confusion in the usage of the
terms @ and &% with reference to drama. And
we have shown above how and when these terms
were finally distinguished from one another.!s

Thus we have fixed the nature and exact
meanings of these terms. But there were some
other terms which had, more or less, a similar
sense. ltaw'?, F&7, Ja1, | and such other terms
referred to the same art but emphasised one or the
other element therein. Thus, é\fﬁiiﬁ would na-
turally have & predominence of music, T of
poetry and 3&m of visible elements. @@st may refer
to any assembly, but in the Ashokan edicts, it

16. The following definitions given by DR corroborates the
above conclusions:
SR ® esaan=aa |
§TH AEHHRIAT
And all the later dramaturgists have copied down these
definitions.

17. 1t seems that earlier still, there was anothor term which
designated some sort of dramatic reprosentation. aw¥’s
FeafeETRET hag this:

FEARIERE W JEfiod W {ilas yargahiasy
where the name J%=R¥¥ and the instruetion TqrAwTRETY
meake it possible that the term &fia®w also had & sense
of dramatic representation. ¥TRITHT also uses FATT in
this sense in its w&m™. of, WA too. WEY, too, seems
to have been used in the same sense: of. NS— EiwaRR

==, XVIII, 106,
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seems to have been used to refer to some sor
of spectacles. But all these were loosely used and
were mostly current in the transitional period.
@ and ®% were the only two terms which sur-
vived finally, % ganing the ultimate ground as
the generie term for ‘Drama/’.

We can, now, take up a detailed study’
of the varieties of &% as recognised by
our dramaturgists, I shall] in what follows,
collect. all the 4vailable data about the
§m%s with a view to ascertain fheir general
nature and reserve for another section the discu-
ssion of such problems as would arise from such
data.
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CHAPTER III
RUPAKA (continued)

Types of Riipaka—general

IN this chapter, we proposs to collect data from

our dramaturgical works, first about the
number of specics and then about the mnature of
&8 individually, adding, at the end of each va~
riety, such remarks as may arise from the collec-
ted data, and reserving a comparative study of
the growth of these individual types till the end
of the chapter.

Although all our known works on dramaturgy,
more or less, follow Wa, a debailed study evinces
" certain difforcnces of views: it is, therefore, ne-
‘cessary to collect data from all the extant works.
‘In so doing, I shall procced in strict chronologi-
cal order, so that it will be easy to detect the
growth of the type under consideration. Remarks
appended to thc dctails of each type embody a
careful sifting of the materials collected and put
in clear terms tho phases of the growth traceable
in the different dramaturgical works,

Number of Species.

NS .recognises A&, SFW, AF, YR, WO, TH-
g, fift, sgem, R, fgem, (XVILI, 2-3). But %
is alternately named as Scaf®rg (XVIII, 8). Fur-
ther on @it is called a mixture of =% and 5%,
(XVIII, 106)
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AP has these same types but it also
enumerates seventeen types of 37%u#s in the same
list, without designating them as such, but in-
cluding all thoe 27 (10+17) types under the general
head mz®, (338, 1—1)

DR (I, 11) has the same ten varieties, in-
cluding @fEm under Frz&.  w@'s MY has, here, deve-
loped into wmfis,

K8 (P. 817) notes 12 s1&s with the addition
of afemr and @z= to the usual list.

ND cnumerates 12 &7%3, including @fém and
gwvoft under &8s and adding the following note:

AIHIFWEAR AAWE | AT 3 RIFrwg T gawe-
arp-afRen 1 (P, 20)

But in his treatmont of sifzFi (P, 124-122) and
gt (P. 123), a trend, to consider them as sub-
varieties of #1z% and 9%™ is clearly visible; and dis-
tinctly enough it cnumerates twelve types. Of
course % and 9% are called predominent. (P. 26)

BP also follows NS in the ten varieties,
pointing omt, however, the predominence of es
(P. 221). It takos =@fz#r as an admixture of A=
and F.

RS has the saras ten varietics as NS (T11,3),
but it cxpressiy notes that @r=F is the basis of all
the other varieties thus: '

og: SRl wzh gt gam
ASfmasngRERg e,
seife s ghimu Jed 9y
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PR does not note =nfdw,

8D has the same ten types and takes wfs
as an ITETE.

MMGC notes that some include f&# and wwmwh
under 39876 (P. 73), which may refer to the SD
school.

WITESIT, a 9899, has the following:

Y g ARAIFOIEAG ARG SHAHITHREA AN NER-
drfiecgfergagamicy gwafag (P. 3)

Remarks

This last evidently refers to a distinet prin-
ciple of division, for @r=® and %W are here,
taken as the basis of the other ten types, While
according to the usual theory as seen above they
themselves form the first two types. Out of
these ten types, again, @@ and @IT are not seen
in the list of the main ¥g#%s anywhere, thongh @
occurs as an I9&TH. Aboub ar, which is not found
anywhere as a ¥F5%R Prof. K. H. Dhruva suggests
as follows (in a letter to me): “The word ar=gar
is used in wEIFTHH. IJEIIANMERTIR occurs as the
name of a drama in ND. Abh. speaks of aiE=zal-
arFa as a composition of g%, This aRFaRM of
g97g is alluded to in the beginning of ¥W's e&=R-
g, =@ calls g%y to have been a minister
of |xyadrd and frgex, Abh (on 18, 1) has wwar
R SEafegEEds® & g, and it refers to
this si@e. In both the words=Ar=amr and AT~
M= is equivalent to ‘act’. Therefore MEIR nieans
‘collection of acts’, and s=d moans ‘serics of
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acts’. Thus F@AR and @MW are synonyms of
%, They werc used at about the 4th century
B.C., if not earlier. To use the ©®¥9 IR as seen
in wAge is improper.” However a” here is taken

as a type of drama and it is not in accordance
with NS.

Morcover these ten varieties of W,
again, would yield 12 types, if taken along with
a1z and %W which are, here, taken as the basis
of the other varieties. This may, then, seem
to preserve the same tradition as KS and ND
school. But from the above analysis, it will be
scen that whercas KS and ND substantially
agree with the theory of ten ®w&s (though by in-
cluding one of the sub-varieties, they preserve
the tradition of 12 ®¥u%s), wHgsTFd, is quite alone
in its enumeration of the 12 %ws, as it takes
% and 90 as the basis of other species, Which

shows that it followed a tradition quite distinet
from that of NS.

This statement of wWwagsg®y takes A% and
YW a3 two generic terms. We have got some
other refercnces, too, which treat thesc two as
the generic terms for drama. sifiEmmiz-aaq uses
both @rz% and s&w in its sea@w in distinct senses.
When the gaar asks: s sawqeme@@ARHE........... , he,
as if it were, suggests that 5w was cquivalent
to the Jater sw%; while ®a@ma, may probably, refer
to the fact that there were some varietics of
%1, And then the gaam replies that he was
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going to perform a new =% etc.,, which would
mean that A% was a variety of s&w@, There is
another fact which we have already pointed out
that 5% as a generic term for drama, came into
prevalence only in DR’s time. Earlier dramas
either do not use any generic term or use the
word 2% in their atams. FIF'S TANGAHH,, a O
recently brought to light, twice refers to a Fggd-
sm=@. At P. 23, there is a passage as follows:

FagfimTREEgTa (probably to be emended
a8 FHERITORBEH . . L L)
and at P. 25 the following is seen:

g aerafear ) & aff—aewfm &
(2t 1=afy) Fagdowd giFEERdt TwRE 9 WETeR |

Here, too, s%tw and =% seem to have been
used in a generic sense, though %W, here, may
well be the type known to NS as the low taste
of the priucess indicates: but a=® is certainly
used in a generie sense. W@ in his =RET uses
5% in a generic sense. @AM in the SEMEA says:

qotd MavafR @ Tl SFORRamE |

This word %W cannot be taken in its usual
technical sense hers. (as has been wrongly done .
by Keith) as we shall make clear further.

These few but decisive statements are enough
to prove that both a2+ and &w@ were taken as
generic terms at some time or other.

With this conclusion, well accords the fect
that AP takes @12% as a generic term, for it desig-
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nates the 328th chapter as sr#lewEn, ND, too,
considers 2% and %W as the predominent types.
With this concur the views of BP and RS.

But this (particularly RS) may lead us to
believe that other types had sprung up from aw=s.
And that would be a very important question, for
it may be taken to mean that other types were
non-existent at first and came into being only very
late, after the 71z# type had perfected. That this
view cannot be souad wa shall see later, when we
shall discuss the question in details.

Types of Ripaka—individual
1. |/rz®

Def. ND defines it thus (P. 28)

ARERy AR ARE I @aEt wE aaadf
TR | v TAGENY adalzaaey  SgmIRdAN o g
i@ genvmEie: | 9a sagnsh wgeed seafa qarcs-
gt SPETRaTaE, T oWl wEali 9 3 dREd)  af
q2E AAAGENAG A axApeTUAdA W agAl  sgengafd
FgeRnEFe gRendan  awwif |
NS (XVIII, 10-91)

Hero: Renowned.

Plot : Renownecd. (It should be noted here that by
‘renowned’ our theorists mean a plot that is taken
from any work which is famous in the author’s own
times, such as UAM@W, AFWRE, FeFA  ete.). It may
depict the life-incidents of a king or it may have
a divine hero. It should have grandeur, luxury,
and prosperity of every kind, various, @3 and wd@s,
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resulting from joy and sorrow.

Act : Def. &g is so called because, in it the
incidents rise gradually into w&s and ws. (14)

Keeping in mind the whole action, one should
make an act (i. e. the first act) upto the extension
of R=g. The first act should complete one thread,
dtsr and should slightly commence fa=g. There may
figure the king, queon, servants, family-priest, mini-
ster and merchants and it should not have only
one W@. Anger, ncgligence, grief, curse, distur-
bance, marriage, and marvellous scenes should be
represented directly, while battle, dcposition of a
king, death, besieging a town should not be dire-
ctly repiescnted, but suggested by v3w%, ete. Hero
should never be kilied. Duration of the action in
an act, must last only for onc 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 exit. Knowing the divisions of
the day, one should arrange the various actions in
an act. If an incident is not completed at the
end of the day, act should be completed all the
same, and the remaining portion should be sugge-
sted by means of 533%, etc. Horo should be pre-
sent in the act: but a w3=%, is full of conv-rsation
between servants. There may be five to ten acts.
99%% may occur between any two acts, in order
to effect the necessary abridgement of the story,
having neither high nor middle characters, nor
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noble speech, but only Prakrits. After the break
of an act, action with one month’s or one year’s
(bub in no case, with more than one year’s) duration
may be suggested (in a 53%). If a character goes
on a long journey, the act should be completed then.

DR (3, 1-43)

When @I9R retires another actor — wg® =
should enter and introdace the drama. He should
suggest the plot, fiw and one of the characters
and pleasing the audience with sweet verses, he
should describe a season, resorting to Wt 7fr. In
this introductory scene, he may employ the dtwazs
with profit.

In =g@, the ga9R may converse with & or
@iy or f79% on a subject pertaining to himself,
hinting at the plot. Of this (sg@& or s&a@=) there
are three forms: (1) opening of the story (=gm),
(2) the entrance of a character (¥3a%) and (3) the
particular presentation (Frmfiza). =AgW is that in
which a character enters taking up the remark of
the R or the sense thereof. Thus it is of two
kinds. 939% is one, in which a person is hinted
at by the resemblence of some season. SRR
is ome, in which a character enters in aceordance
with a reference by the gaarR by the words ‘Here
he is’. .

Hero must be full of noble qualities, s,
powerful, desirous of fame, highly energetic, pre-
server of the Vedas, of a famous descent, king
or a divine person.
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Plot: The dramatist should seleet his plot
from W etc., and whatever in the original
story is incompatible with the hero or @, should
be abandoned or fashioned otherwise: and
deciding beforehand what to give up, he should
bring into play the acceptable and disregard the
rest.

The body of the plot should be divided into
#iw, feg eto., (the five @@eaw), into @@ ete., (the
five &fas), and into five wdwzfas with their sub-
divisions and w®gdfys. (The vara incident should
be void of @saws; so too, the u#& should be with-
out &¥s.) Thus dividing the body, he may arrange
& As#9% or an act directly as it suits his purpose.
v may just follow weaman but whenever the
plot is interesting from the beginnig, it should
open with an act dircectly, following the =g,

Main @, all thronghout, should be nourished
by wm, fam, wgwa, wiFas and saRei@ and should
never be overclouded by other @s nor should the
excessive @™ cloud the plot or weams#r.

d{fM Long journcy, death, battle, rovolution of

l kingdoms, siege, cating, bath, sexual intercourse,
besmearing the body and pulting on clothies should
never be shown dircctly. 8o, too, the death ot
the hero should never happen: and yet whatever
is necessary should not be given up.

K8 (P. 817) points out that ‘Feumrms’ in
NS, refers to a hero having some divine help,
but docs not mean a divine hero. Thus there
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must be only mortal heroes in a @S, Heroine,
however, may be divine e. g. &4,

MTR. ok or fix should be predominent.
Plot must be famous but slightly imaginary too.

ND (P. 27) notes that the hero may be a
&P i.e. not necessarily a king.

BP (P. 223 ff). Referring to the element of
imaginary portion in the plot of a @, it is here
remarked that even wgag allows (wfd@) it. In
g, a drama, the description of fasftaw, even be-
fore da’s capture, is imaginary.

Tt is poted that even %®® requires JaTHRIMS
and at the close of the #t«, the commencement
of fa=g in the first act.

aiz% should have a=f and wean. fy=mafs* has
an ach, having action co-extensive with one day:
but there may be an act within the space of half
o day as in MNdTe.*

It is stabed that @ay divides =% into o,
5qed, W, ofed and @®, 99 may have all the
five @f¥s e. g. F@wEw, s should have swFA @
prominent. It should have the following %fs :
|, EagRy, fNhn, fst7ww and sigReeder. It should
have @t style, so dfewh. e.g. w@wamEgan In if,
when the queen, under calamity, being taken away
from the king is placed in the hands of =rFf¥Em,
g@afy called =@ occurs. sfaga of =aw is called

*Prof. K. H. Dhruva suggests that these may be the
titles of the first acts of FWHe gpnd I respectively.
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4% e. g. seeing wmEd’s beautiful face decorated
with fidw%, the king knew that smfa®m was still
living. #iSt*% happens when the king through
anxiety cries out ‘CR FmEIY 1 ¥7 AR’ dtucEW
occurs in searching for the other, on seeing one
out of the two objects which were always associ-
ated, by sight or touch : c.g.

fatrgg: @t ¥ fomr af@faa: |
at g 3 9 waf awn St M

And when the words — % & s fid z4W — are not
used, it is called by w&@ and othors, #gfziaER.

In wrelt type, again, there may be the following
afys: amer, aemify, s, Tom wRys: and aEmRedER,
When the s=& and afgwms are both renowned, #T-
4 is caused e. g. W=za¥ and 7:39. When another
man achioves the desired object by deceiving the
ao% (¢ ufsams ), there happens a@sRifs e, g. U&7 was
deceived by @R=. wif¥ happens when f3@% ete. are
seen e. g. besicging of &3 by the aats after cross-
ing the ocean. 7R&= happens when the hero is over-
powered by the cnemies’ forces c. g. W@aw’s being
tied up by . wEmaRmeizk happens when  after
killing the enemy, the females capbured by him,
are tcsted e, g. &ar's ordeal after wawr's death, This
wEew type may be full of wnefl style and heroic
and TYT WS e. g. ASUAMEM.

a1 may have %Rrf style and erotic W e. g.
FAffgewr. It will have the following five &fas —
frem, faeer, fn, ffnes and sRediedef, Rem happ-

ens when the hero and others enjoy according to
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seasons e. g. F@UW's enjoying of Twimes. fmew is
separation of lovers by jealousy or by will e. g.
TEAR’s separation from Fwagar fwdm, (the text has
far@ra once more, but it is incorrect) is that sepa-
ration betwoen lovers which is caused by curses
etc. e. g. uufa’s separation from =ffer firm is
purification of faults on account of fear of scandal
c. g. §iars by ua. IRedlzazRy — as in fAwAsy - the

message of ¥z ‘May &3t live with you long, being
your wife.’

@™ type will have all the 3fis and all the
characteristics and is represented by wgm=s,

739, Rew, afegm, B¥wa - those elements
should be present in all the types, gfw, mify, @araA,
fdara, and aRwma should be present in the gam=¥ type
only and s®mg, €&z, vaw, 387 and @=g with their
sub~divisions should be present in #RR type, While

%, 9o, of'q@a, g7 and a5 should necessarily be
woven in the =fsa type.

But a =% in which various elements of all

tho types are scen, is called F€@arR and it has been
called gan,

SD (VI, 7 ff) Acts must be arranged after
the fashion of #g=s. This has been taken by
some to mean that the acts should be made gra-
dually shorter (%Awrg: gew: %dea) while others say:
‘Just as in the tail of a cow some hair is shoit
and some long, so too, some complete threads

should be woven in ¥®&ft and others in wfgadf
and 80 on.
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There may be a witg, which should occur
in the bulk of an act, having R, wgE, fiw, w
e. g. in s the walg called daeadaT.

Remarks

It will be seen that all the theorists follow
implicitly the outlines of the tochnique as detail-
ed by NS, making only very minor changes. In
spite of the details seen in DR or BP or ND
which are not found in NS, it will be at once
noted that these Ilater texts morely elaborated
upon the materials found in NS, never showing
& fundamental departure from the principles re-
cognised ftherein. Even %m&s and othcrs, when
quoted, show themselves in general agreement
with NS. 8D perhaps stands alone in recogni-
sing the walg, though as carly a drama as Dzl
uses this device. MTR would, at first, secm to
hold a distinct view when he allows an imagina-
ry admixture in plot, but, most probably it ounly
means, as scen in DR, that the poet had certain
liberty of making adjustments in the original story.

But @7y, as quoted by @R @a¥, scems to
preserve some distinet tradition, probably unknown
to NS or at lcast not rccognised therein. The
five types of dramas as detailed by 373, show a
fairly elaborate development in dramnaturgical tech-
nique as well as in practice.

2. THIW

NS (XVI1IL, 98-105) Plot should be imagi-
nary and all that is said about the Lody of the
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drama etc., under are%, should be applied to =W,
too. Life-story of a #§T or a minister or a
merchant or a priest or an @WRA or a VIR is
woven in it, There should be no I3 hero, no
divine clement, ro kingly luxury. It should have
all the sigs=s, having 3@, fz, &f, also more of
Gt and less of g@el; but where there is a story
of a @R, =mw, gYRA oM, smma or «iEARE, there
should be no ¥z and if at all there is a 3w,
there should be no z=su.

There may be five to ten acts.

DR (8, 44-45) Hero should be either an s
or a faw or a af%: he should be Hiwara in nature,
fallen on bad days and ready to do a good turn.
Heroine may be a 3@, 33a1 or both. Ths former
must always stay in the inner apartments and the
latter outside and they should not cross one ano-
ther. s&w is threefold according as the heroine is
oW, I, or both.

Examples : DR (avaloka) : 373 alone — §&33,
gol alone — gewfiawd,, both - T=asfesq.

ND (P. 177 ff) notes that the hero may be
iz or fewna and remarks :

JEANE  TRAGIWA  NormaaEifa s fieafs
T BT 2 | U1 ¢ — YA dfuzrat shifdat - g

The heroine may be low=born and hence
appopriately the hero too, may be low-born. ND
argues that if in this case, the hero is high—-born
the incident in the drama gwizfdg®q, wherein
the mother-in-law, in the abscnce of her son, aban-
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dons her daughter-in-law and the abandoned daugh-
ter-in-law stays at the house of z@@a, would be
improper. So also, when the heroine is a 3z,
even immodest manners may be allowed e. g. in
faraga’s Ew=xaayg the utterance of =gy with
reference to AgagAr

CIEEAEECRENGE S N O I T e
TIFY A IEREY % gameId
g Faradgrad grprneat
Farcregsraistaar fAagaafradrgaia |

ND divides & into seven types (which are
also seen in KS) according as the hero or the
result or the plot is imaginary. 1. Hero is ima-
ginary and the other two famous. 2. Result
is imaginary, 8. Plot is imaginary, 4. Hecro and
result are imaginary, 5. Hcero and plot are imagi-
nary, 6. Result and plot are imaginary and 7. All
the thres are imaginary. (N. B. whatever is not
imaginary may be taken from some earlier poet or
from stories like @gmmed.) 'Then again, the heroine
may be Fa¥, 3zar, or both and thus the above sev-
en types will yield 21 types. 'These, again, are
pure if there is wawr or I only or wixed if there
are both. Thus pure=14; mixed=T.

Here, too, it is pointed out that if the plot
refers to a householder, there may be a Fsm, as in
gegfias and if otherwise, a 3%t only, as in &g«
and if the hero is a fiz like =23 (wmanta®q ?),
both, but 35, in the last case should be the chief
heroine.

!

|
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It wants the absence of the abundance of
%R and points out that the fact that sedar shows
an abundance of ¥R, militates against F=Rm.

BP (P. 241) notes that e« should use
Banskrit and 3z Prakrit.

SP enjoins ouly pure fawww® in a m&wr. It
says that fz, =@, g8t ete., ¥ and others should
always be there.

Examples: wad@iRoa has fw=fia, w=e%es has
afrs, sfag, sedwar has g8, T@gw bas afmE and
#=g¥R% has both. SD takes #=s%fes to have Rm-

A, ASdAars to have smemms and 39Ed@s to have
a afiim hero.

RS divides a %W into 3T, 49, and et
wiedag having geoel is g8, #WEW having aftmw is
gd and 7=z%Rs having both is R,

Remarks

gez#ies: The hero is a' amwr and yet both
the w1 and 3FM  are seen in this drama which
militates against the express injunction of NS,
"ND and others. DR has this drama in view
when it enjoins 31 to remain in the inner apart-
ments and ¥ outside. The plot of the drama
is imaginary except perhaps the last incident of
wF's revolt, which seems to have its basis in
historical facts. BP’s injunction that Fen should
speak in Sanskrit is not followed here.

No element in a@d@EaT goes against the theory
as detailed above, though it has no Rgm or f=
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and others, but these were evidently out of place
in a 35 type (according to ND). It should be
noted that, here, t00, #redt resorts to Prakrit.

Keith considers w&'s sfaan to be a ¥ (San.
D. P. 102), which as we have alrcady pointed
out is incorrect. It seems that he has been led
away by the word s#tw in the w=&awsr; but there
the term W is used in a generic scnse. Not
a single cssential condition of & is fulfilled by
afagn.

3. FHIAFTIT

Def: DR (avaloka): anrdrisfumdl gfa wmwdl

NS (XVIIT, 109-122); It should start with
%Es  having famous and noble hero. An ach
wmay have 8 amzs (frauds), 8 figas (disturbances)
and 3 wwRs, having 12 heroes and a duration of
18 afe®is, Every act must have #v, fma, 985,
ff. TPirst Act may have 12 #iRas, sccond four
and third two, which completes the action. Oune
WEH is equal to 3 ggA.

As to the subject-matter, %@ may be three-
fold according as it is caused by (1) siege (2) fight
or water (3) fire or clephant. #= may be three-
fold according as it is caused by (1) fate (2) ene-
my (3) happiness or misery. @FNK may be three-
fold according as it is caused by ¥, Sﬁ and M,
which would be the respective aims of life.

2frg, @rgezd and the difficult metres (Sfeamrgegan
st = #f a=asRafa) should be used in this type.
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DR (3,61) @fir: except fwar. aft: #=gHEe, dhams
may be used profitably. Plot: famous, describing
¥argts. Heroes: gods and demons, 12. @: R pro-
minent. Acts: 3, First act may have two @fus.

KS (P. 320): Plot: It must contain gods and
demons, the subject-matter being imaginary or
famous. %% may be caused (1) when one guiltless
is deceived by another (2) when the deceived one
is also guilty (8) when both are not guilty, but
deceit is caused accidentally. According to some,
there must be heroes and counter-heroes in each
act. An adjustment in the number of the heroes
is allowed.

ND (P. 124): w: @&k and ¥&. With regard
to the division of the duration in each act it is
noted:

T § vz aafRaBad weamag o

Metre: &9y etc., not st etc., but sowme allow
mHt efe.

BP (P. 248-250) notes that the first act
should have the first two @fus, second the first
three €f4s and the third the four @fs except fFya,

Three varieties of 7R are thus explained.
(1) when crotic is resorted to only for procreating
a sou, otherwise practising vows cte., it is ¥z IR,
(2) when erotic is indulged in for getting money,
it is s and (3) when it is indulged in the
company of another’s wife; gambling, wine efc.,
it is s,

SD follows BP in the matter of gfas in
each act.
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RS illustrates wiimr by wedw@er’s love.

Examples: BP and others: @mawud. RS: wifiw=m,
Remarks.

There is one point in the above theory that
draws our attention at once. wW@ wants Sfug and
other difficult metres for this type. ND, later
as it is, wants @97 and ofthers pointing out at
the same time that some allowed wwst ete. ND,
thus, allows only the classical metres, not the
Vedic ones. Obvious inference from this would
be that NS had in view some specimens which
actually used 3fwig or other difficult Vedic metres.
Does it refer o an earlier age when these Vedic
metres were actually in vogue and therefore
natural ? NS mentions that a @@®R was performed
before gods. 1%, at lcast, supports the above
suggesbion.

The injunction in BP and 8D, according to0
which each aect should have @fs commencing
from g@mafx is difficult to explain. Does it refer to
three distinect incidents to be commenced and
developed in cach of theso three acts and finally
to bring about a connection and o fitting end of
all these threec ? Compare in this conncection ND
(P. 39). While discussing s ote,, it is noted
that they should not be omployed even in 7H9#R,

ARSI FARET WRIUAERAAIFAITRY G ool
This distinetly statcs that in @wa®R acts were nob
connected with one another.

Keith considers waus of swwa, (oub of thr ~arlier
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dramas) to make the ncarest approach to awaER
but it should be remembered that in @w=R, story
of gods and demons is esscntm] and that fthough
in =, fraud is seen in the first act and disturb-
ance in all the three, no :®R is seen all through-
out the drama. At the same time it is noteworthy
that @@, who otherwise uses simple verses, has
used many difficult classical verses in this drama,

It will be seen that @wa®r, 3@, and smIm are
all alike, more or less, and wauxx cxhibits all the
characteristics of @mm as deseribed by NS, DR
and BP, except that it has three acts and difficult
verses, which, however, would be quite natural in
a type which essentaily represents haughty @,
May this not suggest a transitional stage ?

4, f%“

Def: DR (avaloka)....because it involves the
procedure of injuring on the part of the hero -
being equivalent to @=@ ‘injuring’, KS notes that
few, Rv7 and @&aT are synonymous, and because fard
is present herc, it is called fa.

NS (XVIII, 129-1384): Plot: renownoed, Hero:
16, renowned and I3, Acts: 4. Ws Except erotic
and humourous, all the haughty w@s. 3™ @radt and
wrwfl. There may be fight, tugging, magical illusion,
many males, gods, serpants, Tgds, 94s, and cyclonic
acocidents.

DR (3, 59) 3fi: except *Redl. &fr: 4,, void of
Fras,
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Examples: BP: g, adwgon 8D: NS: DR:
Frgwe. RS: deuzfisgem,

5. Smmw

Def: DRvaloka): Phis kind of drama is
called f&n because 1n it the hero pursucs  (ER) a
woman as utattainable as a gazelle (&) KS: g

T AT shEEnat 9.

NS (XVIII, 124-128): Plot: A divine hero
and a divine lady. Haughty males, becoming angry
for the sake of a lady, causing @M, @k TIN
may be caused by the capture of the heroine.
Whatever heroes, w@s, 3f¥s are in 3w, the same
should be here, only here the union of the hero
with the heroinc should be eflocted.

DR (3,64): Plot: mixed. @fas: 3. &% and
gfd@@® my be divine or human, both being famous,
v and the latter may loose his end by improper
acts. A semblence of love on the part of the ome
who tries to obtain divine woman against her will
by capture etc., may be presented.

KS (P. 822) first quotes the NS passage
wherein the following occurs:

ARG F: AAARAHEIRTA |

AR F
and then comments upon it thus:

FIATAATE IR | ¥ UH AT
It, thus, allows only oune act and twelve herocs.
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ND (P. 131) wants Htaxs. Acts: 1 or 4.
Qua,rrel should be cuused by a divine woman. If
i has one act, the action must last for onc day
dnly, if four, for four days,

SD: Acts: 1 or 4,

Examples: BP: gaater, RS: amnmy, 8D:
g e,

Remarks

NS notes only one point of difference betwoen -
syeme and §59, by saying that in the lattor the.-
union with the heroine should be effected, which -
would naturally suggest that in @™ “the union
should rot be cffected. How. then, shall we classify
T=a7 of WM a8 a =HIM, in which wvnion with the
heroine is effrcted ?

6. ST OFr SHTATH

Dof: DR(avaloka)...becaunse in 1t 1ren disagree

with one anothcr (=gsas).

N8 (XVIIT, 135-137): Plnt renowned. Ilero:
renownoed. Act: one. Many males fight there as in
@aT%R, but the number may nol be the same i. e.
12. Hero may be divine or a king, There must
be various kinds of fighting and it shouid be full
of haughty s,

DR (8, 60): Hero: exdss—af=void: of -4¥-andd
fa. Plot: Fighting not caused. by & woman,ss:inn

the cnse of wwu=wd, Action must .last.for .onee
day only
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KS (P. 328) notes that it is like a sequal
() to fm. By ‘few females’ he takes it to be
void of heroine ete., but allows maids fo be
present. It is once called =urmt here.

BP (P. 248): Hero: diiga. There may be 8,4
or 5 but never more than ten heroes. It should
have a fewm. 3 Wwdt and s,

Examples: DR and ND: smg=ra. RS gaggsa
8D; swtfrwmgwr, N.B. one @hiffumgm published by
Nirnaya Sagar Press is a dews and not a =mm.
It, therefore, seems that there were two dramas
of the same name.

Remarks

That #=@ of W& should not be taken as a
= has been already suggested by us under g
Very close relations between @, sgv, @ and
SR are apparent from the theory.

7. g or IivwE

Def: DR(avaloka): It is called swefR®1g (instead
of merely &%) for the purpose of distinguishing it
from the &% (act) included in a play. KS (P. 324):
one which is characterised by women who are
grieving i.e. Wwhose sight, life and breath are
about to flee away (Sevmrgar R s FEt @
Segfed: Aaawn: faaenfnfia ot arw:). ND quotes KS.

NS (XVIII, 138-145) : Plot: renowned but
rarely imaginary. Heroes: ordinary persons, nof
divine. w@: & (chief). No fight ete., and full of
the wailings of women. 3fi: Wi,
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NS has a uote that whenever a fight of a
divine hero is rcpresented, it should be 8o done
in wiwed; for all the land therein is charming,
fragrant and golden: there is constant joy in the
form of love-sports of ladies in garden ete. (I
think that this does not refer to #% only but to
all the forms of drama, otherwise the condifion
about the divine hero would directly militate agai-
nst the above injunction that there should be no
divine hero in an #%g.)

DR. (8, 63) has a note that there may be 33
as well as victory and defeat by speech only.

ND. (P. 130 ff): Act: 1, as the action must
be over in one day.

BP (P. 251): afy: st and smwfl.  Act: one
according to Bharata, two according to ¥&s and
three according to =a@maags. «f: g@ and Faew
according to ¥w@s, Here is a note that usually
death should not be represented on the stage, but
if the dead one is going to be revived, it may be
allowed. Revival is illustrated as follows: In
WgIIEa of SWURE; in AR, of SRTAEA; moreover
death of mortals by divine persons, (as of the sons
of @R by ®ffe as in wgwwfiva) should be suggested in
saw% (thus explains @7 the word “araad’ in NS).

Examples: SD: zfi=maifi, RS: #wengveer,
8. wgaw

NSj (XVIII, 146-150): It is divided into two
kinds -~ 98 and s, It () should be arranged
with humourous speeches of wmsa, amg, fg and
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others, having #ygews: thus it should be full of hu-
mourous speeches, having no fagad language, poems
full of w17 etc., with the plot moving on to a fized
goal. wHu has hataerae, servants, ocunuchs para-
sites deceitful persons and @=4#t and is full of coa-
rse dress, gesture etc.

—

Popular story or a story full of 1 may be
woven in a 9g@, having ydiwafa@s. It may have
deggs,

DR (3,55-58) : divides it into three kinds
as — g3, Azd and G, g3 is the same as in NS, fza
is 5B of NS and &8, here, is accepted as a dis-
tinct kind as it has dags, @ sixfold &,

K8 (P. 324) explains the wfzqwmEar of NS
as not being faFa i. e. w@= and ¥,

ND (P. 128) notes that it should have &,
1/ and act as in W,

SD. allows & to have two acts.

RS says that it should have the following
ten elements (which are not the #faws as given
by others) : ea=fm, wees, %R, (@vew, sk, W@,
¥3d, [Fanfa, ngwars and @™, Hach one of these is
defined and illustrated.

Examples: BP. &fast — §fid, ety - g3
and % - fga, SD #I1¥ - 8, G09Ra — B
and #eWes — G0 with two acts. RS: sna-%m.
Remarks :

NS requires #%&q, etic , in the IR type: now
W, is a very unusual term in [this connection.
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Can it refer to any actual 528 which had a wwmq
as & character, as in WEISIHH, or does it refer to
that play itself ?

gHgagaa: This is a peculiar piece arranged much
after the fashion of wasaRsa, with which it shares
the fcature of wholesale borrowings from various
writers. The piece isclf i. e. the main incident
about ™%, covers ouly three printed pages. Two
more pieces, as short as half a printed page each,
arc appended to the first one. Last two pieces
present no . In the first piece, W% is a genu-
ine imitation of a fg1® as in wmamagad, and others,

No one can seriously call this a =g, Of
course, it opens with all the eclat of a J&Ear, but
the rest is merely reminiscent of the dialogues
and monologues in our present—day school-gather-
ings. Might not these three picces have served
the same purpose in an assembly of some king,
just to divert him ? In that case, this play must
have been cnacted, at a time, not very remote
from the composition of wr@—dramas, for otherwise,
many of the humourous hits contained herein,
would have been lost upon the aundience. As a
matter of fact, the &@ in this smsll piece 18
evoked only by the conscious imitation of the
funny expressions seen in the dramas of w& and
others, and much of it would, certainly, be lost
upon an audience which was not well-conversant
with those dramas.

If this drama was ever trcated as a u, it
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must have been in very ancient days indeed, as
its technique is simplicity itself. It is completely
written in Sanskrit, which may classify it as a
g% type. No extant thcorist presupposes such a
specimen, and no recent dramatist, after the strong
conventions created by these theorists, would cven
dream of composing such a piece.

Most certainly it is not the 14th drama of
wa, as Mr. Ramakrsna Kavi suggests: its very
nature preeludes it from being designated as an
independent drama. It is merely a sclection of
scenes or half-scenes from various dramas for the
diversion of somne patron.

arexreggds: This, too, may not be considered as
a represcntative specimen of the s@&w as detailed
by our th~orists. It divides itsclf into two dfis,
instcad of acts, The incidents narrated in both
thesc are absolutcly unconnected with one another,
and though one or two characters of the first @f¥
arc repeated in the second @fd, the thread of the
story is not the same. This feature, it will be
seen, i common to FMFITET too, and though the
present one has better claims for being regarded
as a play, its tcchnique is loose and does not
conform, at placcs, to the rules laid down by NS
and others. It resembles in nature more to the
popular dramatical spectacles like W@ and ¥R,
for there are certain features present here, which
are not secn in any of the extant Sanskrit dramas,
nor arc they mentioned as admissible by any
theorist. Tor illustration @Iz says: “Oh e,
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narrate the guu”, even when no #e is present on
the stage. But #z enters on hearing these words
of the chieftain. Thus these entrances and exits
are 80 abrupt and at times so unwarranted that
they indicate an open-air theatre.

In the samen, only the gar figures and he
carries on his monologue by resorting to =
which is remarkable.

But why are the incidents in the two dfus
unconnected as far as the thread of the story
goes ? We have seen this feature to be present
in wRaFEr and in seems to be reminiscent of a
time when these spectacles were performed
just for diversion. Of course, this will be a
specimen of the & type as it is so coarse.

@TFASF : This is a coarser type of ¥g&d which
would therefore be classified as 1 according to
the rules laid down by NS.

sEaEel in this w889 is, on the whole, regular
as it shows all the necessary features — like giving
the title and the name of the drama and the au-
thor etc., — but it is peculiar in so far as it has
@9’ alonc present on the stage, throughout the
gewadl.  There is one very peculiar feature in these
coarser types of @4, As noted before, entrances
of the characters are either abrupt or are annou-
nced beforehand, not in the course of the
conversation that might precede but by speci-
al verses recited in ¥ma, In this drama there are
several oo casions when this has happened. See np.
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b, 6, ete. On page 7 the following is seen:
- FEAY, GAIGIAT FFGHGT qEEA ¢ |
g@:—(SgHIAEA)

This shows that g==nfa did not actually leave
the stage but called aloud keeping his place on
the stage. It should be remembered that the ph-
ysician was not supposed to be in any adjoining
room, from where he was to be called, but he was
to sbe called from his house: such a device
for the purpose is both crude and unusual. See
also pp. 12, 14, 17, 20, 21.

greqmore ¢ This too, is a 8% type : and shows the
same feabures about the entrances of the charact-
ers, See pp. 22, 23.

wafygre: This is a specimen of the g% type and
as the nature of the IX type requires, does not
show any indecent language or low taste as is the
case with the above four s@&ws. Though the chief
characters in this drama are a @®wafe® and his
wife, the plot is pleasant without being coarse.
Of course, it is not as exalted as wEIsIFEH, bub
genuine mirth is excited by the clever situation
created by the author.

WHESgFH . This 5887 scems to represent the =Z
type, inspite of its having a %I as a character.
This «fom, like sa=aam of #=zwfs, is 'a lady as
noble as a &M and seems to be as consistent
in her love as her namesake. The whole piece
Las an exalted air about it. Even in the conver-

\
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sation between the teacher and the pupil, there
is nothing that may be termed coarse. It is a
masterpiece of simple technigne and plot-structure.
It is easily the best of our sgaas. The aftm is a lady
of accomplishments and refined taste and does not
show any lower traits like the common harlots
that figure in 7R or *2%AsH or TN,

I have noted above that the presence of
afim in this ¥8@, may constitute a difficulty in
calling it a @@ of the = type; but the aferFr as
represented here, is a lady of culture and accom-
lishments and does not present any traits of a
Jmelt.as such. Her consistant love for Uf@® raises
her to the level of a z®%i. Moreover, the ¥
seems to be the chief character in this drama; the
aféer turns up incidentally and provides a suitable
incident for the development of the drama. Thus
we can call it a 3§ type. It has no Fsmmm
( in the sense of KS ), the love throughout is ex-
alted and the humour is not excited by dull and
vulgar catch-phrases but by genuine witticism and
in the last portion by the funny situation created
by the exchange of souls. Stage-setting suggests
the usual classical Sanskrit theatre and not an
open—air square as is the case in other ¥&&™s.

Mention in N8 that a g type may have
¥H, @99 etc., has been already noted as peculiar.
In this drama the teacher is addressed as W&
and the title of the drams bears witness to the
importance of his character, The word W&
occurs about 40 times in this small piece. May
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it not be that the NS passage in question refers
to this play ? That this drama seems to belong
to an earlier period is indicated by many traits
present therein.

q‘.?—wu_'; 9. wror

NS (XVIII, 151-154) divides ww info two
types according as the hero describes his own
experiences or those of others: but it should be
carried on by one character only.

There must be speeches in the air, with
fitting histrionics. There must be ¥d, Rz and
others. u®® in the text would be better emended
as UFE, which is actually the reading in KS
(P. 325), which has borrowed these verses bodily
from here.

Q3% DR (3, 58): One expert iz describes vile
incidents experienced by himself or by others, by
means of speeches in the air, by addressing (an
imaginary person) and answering himself. He
should suggest X and *WR, by describing valour
and beauty respectively, mostly resorting to et
style. Act: 1. Plot: imaginary. &fs: g@ and fdgw
with their sub-divisions. Ten sorts of ®nEs are
in pla.c/eL

oM (P, 395) remarks that this type is mostly
for the diversion of the ordinary people (gwwm.).

an (P. 127) adds that it is popular: it
should have »®R predominent; also #X and ¥&x
may receive subordinate treatment, It should
have only one act, for the action must last only
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for one day. There should be af@®@fwa only, not
aifds or afy%. Here, some want imaginary story
and ﬁ%to be a hero.

o0 BP (P. 244) mentions the view of %% and
others about wor which differs from the above in
only one point that it should have FFR only (Fm-
imar.) This is also the opinion of .

Examples: RS: giwas is the chief illust-
ration as it exhibits all the ten w=mmis. SD.
SBmIFL
Remarks

qyargasd . The ®&ma is peculiar. In it
the ga4ar recites five consecutive verses without
even one line in prose. The {frist verse being a
benedictive stanza has the character of the usual
a=f. Other four stanzas describe the vernal season.
Even at the end of the fifth verse there is no
indication of any character entering. Throughout
the ®nwr only the g9} is on the stage; and no
other character like Ry is introduced to carry on
the dialogue about the usual matters of the name
of the drama etc., nor does the g¥aR himself
supply the information.

It treats of IZR only, having no suggestion
of #fiT or gE.

Though the fiz indulges in smart conversation
with different hataerae, most portion is taken up
by him in talking to his friends whom he meets
and who are in one or the other way connected
with the various hatacrae.

-
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There are only two @f™s and one act.

It has no ¥@@4 nor & stanza which can take
the place of one.

ygfradarg: It has no a1 verse, or ome
which can take its place, as a benedictory verse.
g is direct, short and to the point. Omly the
g9} enters who in his speech addresses his wife
as " even when she is not on the stage, and
urges her to sing in praise of monsoon. Then he
himself sings one verse describing monsoon but
no ## enters and no verse is put in her mouth,
This is rather queer. It may be that §I9R is su-
pposed to resort to smErmmfid, though there is no
response like ‘& sfify’.

There is &R only.

f2, here, goes to the ¥wam, but talks to only
one or two hataerae and then discusses certain
principles regarding the conduct of 3¥s and such
other allied subjects, all of which seems to be a
faithful illustration of sfrawegfa, for all the while
the two friends are strolling in the ¥rfm@r and
discussing these subjects. There is almost no
dramatic technique. As a matter of fact there
is no plot. One cannot distinguish between &
and fidgw, It is merely an incident that happens
to a f1iZ, who feeling anxious, moves out and
going into the ¥war without any seb purpose,
begins to discuss the subjects with his friend who
happens %0 meet him. It is very peculiar.

swaifwarfogr it has =#K only. It is much
simpler in tochnique than the lator <ms and yetb
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forms a model for the later oncs, as it describes
a faz starting out to bring about a union between
two lovers who had been separated due to some
misundersfanding. On the way, he comes across
six hataerae and converses with them in  his
clever manner.

qrearfeasy: It troats of T only.

AT, WAz, aFfass, sgrgae and gFRET
are all alike in naturc and rcveal the set type,
showing two &4, one act, predoininence of IWR,
suggestion of Heroic and most of the @&ss.
gFeF+g is called a fyuwmr in its s€3@«r bub no such
division of wr is known to our cxtant theory.
What is it 2 Does it refer to the mixture of
Sanskribt and Prakrit? It is there. Also see
further under wrr-3veqs,

$39Ra has only Heroic and resembles =gwioft
in technique.

It will be seen that the only fundamental
difference between the earlier and later theorists
is about @s, earlier exponcnts (like Kohala and
others) requiring ¥R only and the Jater writers
allowing Heroic, too. This must actually refer to
general development of this type of drama, and
the fact that all the four wms published in =guioR
show Z®I" only and no suggestion of Heroic ab
any stage, may go to prove their priority to DR
and other later works.

10 =«
Def. DR (avaloka)... because it is like a
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difl. i. o. a street or a series of sub—divisions.
ND agsifmmiror g, Rty @i, (P, 182).

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

DR (8, 62): 3fr: &R, &% and &g as in ww
W: AW to be suggested and others may be touched.
It should have ome or two characters.

KS (P. 325) interprets the u#zd and f&d of
NS as having one or two actors and notes that
in the case ot onc actor, speeches may be carried
on by questions and answers.

ND (P. 132): All heroes, all @s. & g&@ and
fEgw.  It, at this stage, quotes ¥&='s definition of
et

samaaasiigw sEfife |

wrgEl BEal @1 @ AR (@) SfRa
Thus %% allows all sotbs of heroes here. #F®, it
is here pointed out, does not desire @t heroes in
dtft and reserves them for S&I, W etc.

BP (P. 251) first lays down that dhags as
well as @@m®s are proper here and then notes that
%153 allows option about wreugs, while ¥ positively
prescribes them on account of &R being the
prominent .

RS: Heroine: W@ or & bubt gasw is
not proper,

Examples: BP: agefidt, wge@ ete. SD:
awfw, RS : s,
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CHAPTER IV
EVOLUTION OI' RUPARAS

l have already suggested that se% and TWw are

the two types of full-fledged drama, into which
all the other types gradually developed. It is,
now, easier for us to consider this suggestion.
The details of the various individual types of
s9%s that we have gathered here from different
gources, give us a fairly definite idea abeut the
nature of each one of these. From a comparative
study of these details, it follows that there runs
a common thread between all these types, showing
their inter—connections. Let us dwell upon this
a little,

The first and foremost criterion in this rega-
rd, is the number of acts!. It will be seen that
there are five types which may be designated as

1. Compare the following view expressed by Prof. K. H.
Dbruva, in his Introduction to the Gujarati translation
of meam; (P. 22ff) * In the gradual evolution of dramas,
one-act dramsa is the original type. Ancient sages, being
free from the daily programme of their rituals, resorbed
to it as an innocent moans of diversion......... This drama
of the 8th century B. C., was a one-act drama and was
entirely composed in Sanskrit....... At this age (i. e. at &
later age whon the one-act drama had evolved into a
form having many acls) certain professional actors would
perform their dramas before the &% of the town; but
for household purposes one-act play was always wel-
come. The short interval of dusk being fixed for such
performances, lengthy dramas with many aets had no
scope for their domestic life.”
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onc-act dramas; and it is easily understood that
one-act dramas, being simple in structure, are the
most primitive types of dramatic forms, from which
other complicated types must have evolved. #m
#ff, =g, a7 and =T should have, according to
the unanimous sanction of all the theorists, only
one act. Let us distinguish between these and
find out if there are any threads, suggestive of a
serial evolution or mutual connection. Out of
these five varieties, #wr is at once, distinet by its
having only one actor. All other forms presuppose
dialogue, while wir is essentially based on monolo-
gue and to obviate the difficult of its being rende-
roed monotonous by having no sfewgfs, the ingen-
ious method of swwmrmfim is adopted. This makes
the performance lively and audience interested.
Thus, this essentially monologous form combines
the elements of dialogue into its very structure,
without which it would be reduced to the state of
a T9%R. This monologous nature of Wi, combined
with the fact that it was allowed only one act,
shows its primitive nature. 4t is a mere variant
of wor with which it has many features in common,
Both have one act. #mr has erotic @, so has @4
aegrws are allowed in both the cases. #mr was
par evecllence a hatacrae drama. There are indi-
cations that dt#t, too, had such a nature. RS all-
ows for #tfi, amea or W& heroine, but no Fe.
So too, ¥®= allowed all heroes even aw, though
%%5% does not want an u9w hero. This may sugg-
est that #dt, as it distingunished itself from ¥,
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assumed a nobler role, discarding the coarser nate
ure of #m. Another point in which it differed
from @mwr, as it developed, is the fact that theory
allows in it, one or two characters. KS well
points out that in the case of its having one cha-
racter, speeches in the air may be resorted to,
and in the case of two characters, the story may
be carried on by questions-and-answers. Thus
the nature of ##t, as described in our extant dra-
maturgical works is transparent enough to show
how it has developed from a type like wmr. Take
out two characters and IWnfR heroes and you have
s and add to wr these two features and you
have 4.

Then the art takes a step further. People
became familiar with forms of drama, having
more characters than one. Artists could see that
this gave richness and varicty to the drama, and
they soon adopted this feature. It was at such
a time that %M gave rise to %89 and A to =g,
The coarser side of W, stressing the humour-
ous side of the plot and subordinating ZFER, gave
rise to 5g& while #hfl, stressing the tragic side

9. wWewTs have been distinguished os FE and W, and
though, in the main, they conform to the rules of our
dramaturgy, the extant L types present some intrinsic
features which are never scen in other extant dramas
or in our theory. We have already noted that the ¥l
type shows a queer peculiarity about the entrances of
the characters. It seems that a character entered in
three different manners. Sometimes, a character, befora
it actually entered the stage, ‘was announced in one or
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of life created z®. These changed their 3¥s as
it suited their subject—matter. =m3rr differed from
these types only in one point that it should have
fight efe., in the plot.

It must be noted that e/, s&&w, and =W
can have any number of characters and this fea-
ture being a definite advance on #wm and ¥,
prepared the ground for further development of
the drama. With many actors to play the role of
various characters in a plot, it was easy to extend
the action from one act to many acts. Thus

two verses, Sometimes, without any indication in the
conversation between characters already present on the
stage, a character 'would be introduced by the stage--
direction - ¥R=7 - inspite of thore being no haste or
emergency for such a procedure. Sometimes, again, &
character already present on the stage would call aloud
anothe.:i character who is nobt supposed to ha in tha
vieinity, a8 in wzaRa®,  All these three ways are unusual.
They presuppose an open -air theatre such as a
temple court - yard, without almost any stage-
sefting. Such a feature of entrances is actnally present
to-day in our Ppopular rustic spectacles like W in
(Gujarat. It, therefore, to my mind, refers to a lower
development of the dramatic technique. This trait,
combined with the fact that this type of Ng&4, caters
for the coarser taste of the low-class people, may
suggest that this @@ type may have been earlier to
evolve than the & type.

8. It will be seen that the period of one-act dramas had
no need of a word for ‘act’. %%, at that time, designated
& parbicular type of drama, but later on when this

type ®% fell into disuse and when complicated dramas
developed, it came *o mean an act.
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arose more types, showing a plot extending over
many days and involving many characters, thus
necessitating more acts. f&w, Fg@ and &WEFR arose
at such a period, #g%@ is a direct development
of =n¥wm., NS has a general note that whatever
heroes, 3™s and Ws are in =@@m, they should be
present in germ too, only that here the union
with the hercine should be effected. Thus
fema  with its four acts, is an elaboration
of smam*, which has only one act. Of course
there is some distinction a1 plot betwcen these
two. f&& too, is a variani cf s=m@mw. Both &% and
ggi should have haughty t&s. Heroes are many
in =amW, @R represents scenes of mild fights,
while f&# has terrible fights and disorders of eve-
ry sort, “w¥wR also is akin {0 ==mm and fe@. 1
culminates in haughty @s, having cyeclonic distur-
bances ete., but it also shows the relieving [cature
in the form of ZER@ wh M <ol form a threal
of the plot. Rlaborate instruct ous aboat plot-are-
angement (c. g. three ditereny threads in three
sections viclding in all nine threads) show that
out of thesc eight wvarietics, this form of drama-—
IFL — was tho most complicated one. IFTHR
with 12 heroes, 3 @923, 3 figys, 3 ¥aARs, and with
its duration of 18 @iR&#s, had reached a point of
development which soon led to the standard
types — @e® and SHI.

It may be argued that wgew may have boon

4. That K8, and 8D =sllow oven ono not fo gern glonrly
shows its nearnoss to =L
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the first type to evolve and wmr inight have been
developed from it by the process of condensation;
for both these types show the following features:

L B
(1) one actor (1) many actors
(2) emFRmfT (2) no s
(3) one act (8) two acts.

Thus either 9%&7 may be taken as an elabo-
ration of the original #or or W may be taken as
a condensation of sg&a. FHor, natural growth takes
place both ways (1) towards a greater simplicity
by analysis or (2) towards a greatcr complexity
by synthesis i.e. by additions, reduplications,
joining various threads etc.

But it is enough to point out that condensa-
tion of many actors into one is neither wnore
artistic nor more convenient nor more natural:
and wmr by this featurc alone is fully entitled to
be taken as the first type to evolve. It is, how-
ever, possible that two distinet kinds of spectacles
one embodying monologue and the other dialogue
might have run parallel in the course of
evolution, monologue having stopped at ¥ and
ftft, while the dialogue developed into the higher
types. But against this militate the number of
acts, low theme of the subject-matter ebc., in a
TS, ¥ shows both monologue and dialogus,
but from the dramatical development as seen in
our dramaturgical books, it is safer to presume
that while both these forms of representation
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were known to the society, 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 suggest that we take
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 is at least clear that ar® and s=FW
presuppose these types and must have developed
from them. g$gmw and f&@ stop at four acts. az%
and & with more claborate sctting, would
require more acts and arc allowed five to ten
acts, Hxplicit instructions that a %@ shouald
have no 33| hero, no divine element, no kingly
grandeur, but should have all the sm@«ds, having
g@, 2, also more of dget and less of Fv&l, show
that this type preserves the coarser and more
popular side of life, as represented in W, H3IT
cte. Of course, as it was a full-fledged type, ha-
ving the sanction of critics, and theorists, it had
an alternative of having #&sm as a heroine and a
#Rer etc., as a hero. Bub the very sanction thatb
it can have a @WFEN as a heroine, and the clear
mention in NS that it must have more of 3,
leave no doubt whatsocver about its coarscr nature.
a1z%, on the other hand, was the literary drama
par excellence, It combined and sublimated the
elements seen in sqrnw, =g, Rw, @mT and WHIFR
and yet adled an individuality of its own. TI#
can have F§, 5IFK” or 4R as a predomineont T Its
plot *n13t b2 renowned, which would mak: the
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hero a noble character. NS notes that it may
depict the life-incidents of a king or it may have
a divine hero and it should have grandeur, luxury
and prosperity of every kind. DR goes further
into details and requires the hero to be full of no-
ble qualities, noble and calm, powerful, desirous of
fame, highly energetic, preserver of 23s, and of
a famous descent. All this shows that @izs was
the drama of the upper classes of the society,
that it was the ideal perfection to which this class
of literary and artistic presentation could attain,
that it was amongst plays what a #FH= was
amongst poems.

Thus a common thread runs through all
these types and a serial evolution of ar®and s%m
from the earlier types is indicated. But if this
thesis is correct, the statement—TrR®mwI=ag etc.,
- seen in wwagsgwq, would directly militate against
it; for it clearly states that other types have sprung
from are® and w&©r. But this should not hamper
us. Indian mind has always been slow to recog-
nise historical evolution and when once %
and ¥ became fixed types of full-fledged dramas,
it became quite natural for an ordinary reviewer
to suppose that the lesser types had sprung from
them. That s=® was accopted as the drama
proper is seen in its treatment in all the text-books
of Sanskrit Dramaturgy. They invariably start
with @=e#, describe all the details necessary for a
arz% and then merely give the points of distinctions
in which other types differ froin it: other points
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remaining common, This practice of treating =%
as the drama proper and other types as its
variants, is 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: it would
be far more convenient to describe the full-fledged
type first and then to note down the differences
in the case of other types, than the other way.
This practice, adopted by all, would lend colour to
the belief that the other types had sprung from
%, This would thus explain the reference in

WATTIFE,

Moreover, as the fully fledged types of arR®
and %" came to be fully graspod and gained in
popularity, new dramatists would attempt to
compose more and more plays of these types, the
eomposition of new plays of the lower types would
cease to be attractive, the older ones (of the
lower types) already there in the lliterature would
also gradually lose in popularity and only the
best or the most widely known amongst them
would be preserved. This will explain the fact
that we do not get very early specimens of one-
act plays, which I have assumed to be the
earliest bases of the later developed types. Thus
it is that we do not possess earlier specimens of
wo, ggad, fift ete. Of course, we can never be
positive in the matter, for we know too little of
the plays of the lower types that might have once
existed. And yet there is some evidence to show
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& wider prevalencc of these one-act plays in the
earlier days. In Appendix I, I have given a list
of the dramas as quoted by our extant dramatur.
gical works. But even bere there is a handicap.
The dramaturgical texts from which we get these
data, date from the 10th century downwards, for,
the earliest amongst these are DR and Abh.
However these lists will give some idea of the
extent to which these different types had developed.

Moreover we have seen that in earlier times
the common term for drama was 1= and when arA
was separating itself from the T=-type, no new
terminology must have been created all at once.
We shall see further that most of the eight types
of &% (and even mEW) are traceable to some
vulgar 39 or 7 type: and as these types went on
transforming themselves into @tz fypes, the new
types were also designated by the older terms (cf.
wor and its variants):® and it was only after the
ar types had fully developed into m#wr and ar=
that an attempt to give them a dramatic termino-
logy must have been made. Till then, all that
was dramatic was either & or «@m®. %W, 00,

.

5. Out of the terms designating the five one-act plays, at
least three- ¥rdl, %g&% and ™ most probably, existed
earlier than the time of the evolution of our first drama-
tic type. W gag a form of mere 39 is known to SR.
WgaH and 4T as TEA@s are known to NS. This means
that tho sense of these terme have changed, elementary
idea denoted by the terms remaining as the predominent
feature of the later dramatic types designated by them.
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seems to have been used in a generic sense.
Later on, they saw the full-fledged type of «w%
and relegated all other types to the subordinate
class. This seems to be the reason of the rather

loose terminology about the types of drama in
earlier times.®

6. One point of distinction may he noted with regard to
these types. Just as there wore different Ws preseribed
for different types, so also the subject-inabicy varied
according to the different types. An analvsis shows thab
out of the five one-act dramas ¥, Weaw and T4 chould
have imaginary plois and %= should have renowned plot;
but it is allowed an imiginwy on> on  occasions, T
has ranowned plos. $IHM, ®ATEr gand ¥ which are the
developments of =R hue  reaowned plots. This
may Suggest that our drama wos seeular and resorted
to myths, history and divine logends as it developed :
but of this later. Thal differa=nt s were preserited for

different types will bhe seen from the following also:
(Abh II, P. 450-I):—

gqfig MaiE—a @ SsEhwRd TR & aEsE A,
TN ARFERNSATIT | qNR GRETERAT aRF T
3 galaifgdic ve wam waPa: @'y aEERiy fEETa-
oA | 99EER g 9 R cmaRags anf dw @
e ey a1, Reendmeneday |« feemsf rmaea,
afdsmt g sR w3 oAl | @ aEE, SR aand
[f%] gAdarammEea aaaar vy ¥Ry arduerdE g
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TOFTEANKE =« Goey AfaFrish  seaEatmesns-
Ry TN TEeTIEEd SNRREeTEEEl qaf et
ggoAm R Q@ geersEeiER Al
FIEE, | @7 dEERIETdl  STEEENT T O,
A RafEadaarmeRiTsh  aqgqn @@ W | @
TEMFRRETEIRE R adT | SaRugTEamTg
FEORARHIITAE, TFEIIEE, ad WE el
e 1
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DERIVATIVE TYPES

l consider the following types as derivative

types ie. types that are later than and derived
from the full-fledged 7% and s&w. There is
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
recognised in theory.

1 4t or srrfesr

NS (XVIIL, 106-168): A mixture of the plot
of az% and sWW causes What is called adt. It
must have many females, four acts, graceful hist-
rionics well-arranged ®gs, profuse song, dance and
music and erofic enjoyment. A king may ach
there: it should represent anger, conciliation and
. It must have ==, & and aRems.

Abh. (NS G. O. 8. vol II P. 435£.)

By well-arranged #®s &fia understands the
ergs of /e, ®fima has some discussion about the
heroine in mfEr. According to him @R would
refer to the younger heroine and #uyaRagw=ai¢ wou-
ld refer to the 3%d. Following will be found
useful: (P. 435-36)

Tq a@n: B Wi @ T aRgeaEr TR A
¥ egmr DR auleRaaReadey ofisd  aRed oRea-
wafydent | tagwemad @9 el oS AR qEgaReErt
wafg | veuRd Ry dwgaitn wrEigeEn o shEgw-
tAgwaAEaRgEeEdfy sqEe |1 qn R 3 w0 9 wmwe-
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aw¥ agdl, T @e@gEseaRT Gk avasgaeg
MF:=TAR ITARGATAY AEHFRIART: 7 g venwaqy agdz-
gaigeIsszfafy Ysady R aEm Wkl ¥ g wfa
AFer@FIAIA e WA WY ngRAEi g §
I AMAIRT  IFORIRIFSIURNL, I TG AZhagrar
gafatas: Ry oirafarr SBFHRE0
DR (3, 46 52): Plot should be taken from u&w

and hero a king, from =% 3, 48 suggests thatb
it may have even 1, 2, 3 or 4 acts, # should
be the elder queen, born of a king, serene and
aif+r; while the heroine should be v, e and
very beautiful. Heroine may remain in the vici-
nity of the king, by her connection with the har-
em, while the hero may vemain apprehensive thr-
ough the fear of the queen.

It sholud have the four elements of 3# in
respect of the four acts.

ND (P. 120-122): Out of the two heroines,
queen and the %1, each one or both may be ren-
owned or otherwise, thus yielding four types of

aif¥#. It is noted here that the plot in a @Rw
18 sparse.

BP (P. 243). Hero should be renowned and
fiwfed, w@: erotic, 7fA: 3R, @R except waw’. It
should have no fz, but fgs% may figure there.

Examples: BP; fugfls. SD: Rsmewtm. RS:

mwfmfati,
2. gFTU or gEmTiumwT

ND (P. 122) recognises this type calling it a
variation of WM& wherein the hero should be taken



DERIVATIVE TYPES 93

from s%W@ and the heroine should belong to the
hero’s class. It is noted that mfEFr and s&=fime both
concern themselves with erotic enjoyments, but
while the former treats of the royal love, the la-
tter depicts the love of merchanis etec.

SD follows ND
MMC notes this but has nothing special.
' 3. &Tew or Wew

BP (P. 238, 4-14): This is a variety of .
According to 3, 7% with a contact between divi-
ne and human elements and with acts void of
fdgs%, becomes Tz%. But others do not accept this
view. According to these others, it may have 9,
8, 7, or 6 acts and a mixture of divine and human.

SD (VI. 273) adds that it must have Rgg® in
each act.

Exzamples: BP: dssmgu-9 acts; qg¥@ 8-acts; &@lF-
geaEa-7 acts. (both these are void of fgss);
ReaEdt-5 acts.

4. AF®

BP (P. 269): It is a variety of 7% based on
79, o 3Ref and wR@. @ no terrible W. No &
It should be full of =&, wglws. According to
some the king should not speak in Prakrit, others
prescribe ardft or i@ for him. '

It should have, in place of #gs, four parts
with curtain being dropped on account of the
impossibility of ®z#, w@ew, S ete.



4 TYPES OF SANSKRIT DRAMA

ND (P. 213) notes that it should have only
one language, not a mixture of Sanskrit and Pra-
krit. It should not have e or ¥azm.

8D (VI, 276): It should have Prakrit only
and mostly #1739 @. s should be called srafims,

N. B. BP calls it 3g3gra® and thus treats if
as a TAdHER.

Remarks

That afesr and s#fm should be taken as the
derivative types is self-evident from their very
names. Both are derivative names. Moreover,
though aifé, known to NS as i, seems to have
been recognised rather early, its dependence on A,
is clear from its plot. s&<vft seems to have enjoy-
ed quite a temporary existance, there being
found almost no example of the type. And
the very fact that it has been recognised by such
a late work as ND and by no other earlier work,
goes to prove that it was a futile attempt on the
part of the later theorists to create a new type,
perbaps on the analogy of =ife®,

=%, as it is recognised by @8, is rather early
and yet its derivative character is clear, As a

matter of fact there is very little distinguishing
element about it.

@z%, on the other hand, may not have been &
derivative type, inspite of BP’s mention that it is a
variety of «e®s, BP itself, later on calls it a TTFWIL
It must have been a popular spectacle, as its loose
tcchnique shows. That there were no regular acts
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but a drop—curtain was required, shows an irregu-
lar and therefore unsettled nature of this type.
As a matter of fact, drop—curtain, in earlier San-
skrit Literature, is not suggested anywhere. Mo-
reover, the very name of the type is Prakrit and
the preponderence of Prakrit languages indicates
a popular and perhaps a more primitive type than
affw. The differences of opinion with regard to
the language to be used in this type are themse-
lves enough to prove its unsettled character.

IRREGULAR TYPES®

Keith in his Sanskrit Drama enumerates
some types of Drama, which he calls irregu-
lar. Type represented by the #gmes is distinct
and is fully discussed by Keith and De. Allegori-
cal dramas like s3ra981ga and others form another
group and though they have existed from early
times, theory has not recognised them separately.
For all these the student is referred, to Keith’s
book. There are, however, one or §wo points wh-
ich I shall like to touch upon here.

Was there a dramatic type called wwgs ?
Compare the following verse seen in the description
of the preface of a drama named #s®RRAY by wagam
in the Descriptive Cat. of San. Mss. Tanjore, vol.
VIII, P. 3693.

N TE RS TS TIEH DI G ST, |
Ecicicet it i Seiv i el

This verse places sa&%, with 58@¥ and others.
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There is however a Ms. of a drama called
THe® by wam@™ described in the Descriptive Cat. of
the San. Mss, in the Govt Oriental Library, Madras,
Vol XXTI—kavyas, No. 12519, which seems to be a
type distinet from all other types hitherto
known, It is described therein as a peculiar
dramatic work. Instead of acts it has ten es%Ns
into which it is divided. They are named as:
USAIREA, Flogqu, gHEasfan, gabaamm, sEaeE, miwied,
weaarE, wif@asa  syate, e@veM.  But  as
far as this particular work is concerned it is
needless to suppose that it was actually recognised
as a particular type in theory. It scems to have
been an attempt on the part of wawm fo create a
new type without any backing of theory. That
ga™  possessed this love of experimentation is
seen from another of his work #@sgafi@ which too
has been described as a dramatic type.

There is also one other drama which seems to
have been irregular. A drama named ZTafEmafa
by an unknown author is described in the same
Cat. of Madras, Vol XXI. It is not divided into
acts etc. There is no regular s®mE«r, and yet in
what appears like a w&rr, 3=ar, instead of a gIaR
enters. There is a wa@F also.

But these seem to be stray efforts by indivi-
dual writers at innovations. They are, however,
not recognised in theory, as all these poets are
very late in date.
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CHAPTER VI
NRTYA-TYPES (UPARUPAKAS)

Species of Nrtya-Type—general

NS does not mention any Iwew% but treats of

T&t which is the same as e of the later
theorists, and we have seen that it is a derivative
type. But Keith says (Sanskrit Drama, P. 349):
“Needless to say, though omitted in the wr=mmx
quotations are found ascribing to Bharata the
doctrine, though he mentions in them but fifteen
with several variations of name”. He, in this
connection refers to Hall, DR P. 6. It is true
that some terms, which in later works, did designate
cerfain IT®Y%s are scen in NS; but this mention
of them is very incidental and often vague, afford-
ing us no clue as to their real nature.

AP (eram 328) cnumerates the following
seventeen varietics, without calling them IT&%%s
and without defining or discussing them:

Mew, Mizw, 2w, Reos, 9, gamw, S, wie, wof,
I, o, e, Nafkay, sEwEs, oaF, s and S,

DR (avaloka) mentions the following seven
incidentally: the following verse which is quoted
in this connection may have been an old vorse:

=l sfiwfes won
avofisreretEE |
we Y I
azr: wgaash womEa o
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Abh, incidentally, mentions the following
nine (P. 183):

S, won, S, e i, R, Wi,
wived, and UEE,

Abh does not call them by the name sT&®
and it seems that he did not take them as such.
I'hne point is discussed further on by us.

DR, PR, RS and MMC do not note Id&uss
as such.

K8 adds #fda and st to the list of Abh.

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

BP (P. 255) has these twenty :

s, wfEa, g, @wm, faegs, e, sy, wol,
GEAM, Fod, TS, qTHH, AT, FEE (T€S), IS,
g, g, AR, TEE, NRWE.

But on P. 256 ff., are defined these fypes
individually where &% is omitted (it is later treated
as an additional variety) and ¥ is added, and
woft of the above list, is included under wfim.
Further on at P. 265-66 under the heading &
it has twelve verses which describe the following
types, almost in identical wordings as Abh:

e, verses 1-Z and 7; s 3-4; Sikaw 5; wwr
6; Rers 8; wittr 9; vamnte 10; and vas 11-12,
ND (P. 213) has fourteen:

W, WRkae, gAitear, seam, M, gias, aaw,

S, TEE, HNAUGH, Fod, AT Or WOFH, WINF.
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8D has eighteen:

wiEm, Few, T, T, OGS TANEG, ST, W7,
Sgu , T9EY, SRR, HRad, Rewm, ReRem or R
(according to others it is included under g,

so fwam notes), gWhw, safim, wfw and Wl
Remarks

1. The above will show that the lengthiest
list is given in BP. But on an analysis of all
the views, we get some more types recognised at
one time or the other. # (AP), gdifem (ND),
which, however, may be the same as gafsm of BP,
aads (ND), s (SD), fems, tm#ls and 3w (Abh)
are the additional varietics. This will bring the
number to 20+3= 25. Morecover, wafiE which has
been taken as an Iw&w® by SD, is taken by others
as an offshoot of w&@. So also, @Rw and s
may be taken as the derivative tvpes, as sugge-
sted by us.

2. The peculiar sitnation, given rise 0 by
the non-mention in Bharata of the sT&7®s, has
been thus explained away by Mr. K.8. Ramaswa-
mi Sastri in his Introduction to BP(p. 61):

“From what has been said before and from
certain statements contained in the present Fr=rme
it scems to be probable that ¥&& aud his follow-
ers Who made the 71#3g easily accessible to the
dramatists by their works, had invented tho Iv&1%s
whose number differs with cach authority. &%s
definition of #=%, one of the Iv&wwy noted by
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FREEa is another proof of the existence of the
I9eTFs before the time of &. The commentary
of @f¥@Tq<r also on the last portion of the 4th Ch-
apter of the aremme where some references from
¥g= to the I9e™s are made, supports' the contention
that ¥18 may be the inventor of these IT&TFs, Ja==
and W9 support the same view in their works.”

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 inven-
tor of these types. It should be remembered that
d7g was considered distinet from I and that our
®mms were based on @A, while the SusT®s were ba-
sed on 3. As NS had no occasion to discuss
and define the types based on Id, naturally we do
not find any such statemoent therein. So, too, DR
and Abh had no occasion to speak of them. Tt
is true that 87@= in the 12th century counts butb
11 3Ivgess, while BP has as many as twenty. Bat
it would be wrong to argue from this that these
nine additional varieties came into existence in
the period between KS and BP. There are indi-
cations in BP itself that mmwgigea followed earlier

I. I do not know on what grounds Mr. Sastri makes this
statement. It is true that Abh mentions some IT®T®
and we have duly noted them. But nowhere does Abh
note that he was quoting the verses in question from RN,
It is, however, possible that Abh quoted these verses from

some older source, but there is no indication whatsoever
Lo know that source dofinitely.
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works and traditions and it should be remembered
that AP knew seventeen varieties of so called
geegds. It seems highly plausible that rhythmic
dance while it was incorporating the histrionic
art in i, was, at the same time, gradually deve-
loping these I9%w®s: and it may be that ¥i&s had
for the first time arranged and defined them.
And, all the evidence cited by Mr. Sastri goes to
connect *E&’s name with the rise of the FHTeu®s
but not with their invention. K8 (P.325) after
treating the ®%s twelve in number, has a general
note to the effect that ‘and others’ in the =R=
refers to 3% and others, which have been defined
by %®® and others. As against this K8 i self has
a, note at the end of that section that the detfails
about the ¥gew®s or s should be learnt from
FEWE etc. MENGTMORIRTRFNST A —which elear-
ly shows that KS connected #@’s name with

these types.

3. Here I should point out that these vari-
eties known to the different writers, though bear-
ing the same names, had not been simultaneously
and uniformly developed. Thus the varieties known
to Abh, for instance, were very primitive when
compared to the same varieties as described by
BP and SD: and it will be wrong to designate
all of these as ¥v&w%s, But as I hope to clear
this point later on, I shall not enter into details
just now.

4. The word 3w should naturally have



104 TYPES OF SANSKRIT DRAMA

come into vogue, after the acceptance of the word
&% by the dramaturgists, We have seen that
though ®7 is seen in NS, &% seems to have come
into general prevalence only after DR. The word
Igeqw is still later. The types usually considered
a8 ITETFESs were earlier known as 3@9%s only. DR,
does not know the word =v&a®. 8o also KS, ND,
and BP, do not know it. Both K8 and ND use
the word &% for these additional varieties, KS
calling them ¥s®s and ND describing them by
st e, It is in SD that we meet with a defi-

nite nsage of the word wsv&w. ND closes with
this remark:

T = ERmEREAHRTEE g RRaaE gaEe S
This means that they were still in the process of

being recognised as dramatic types, for as the

types of 3 they were recoguised earlier.

Out of the seven forms defined by Abh, some
are found in the list of these Twas®Rs as given by
BP and others: But Abh did not consider them
as I7&T®s. They are more like mere dances. Abh
has a note,

Q@ T IARAR; T A TSRO : |
which shows that they had no element of drama
and that they were based on 7@ (of the 2nd

variety as showu before), which according to later
tradition would refer to T=.
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Species of Nrtya-types-individual

1. wrw

Abh (P. 183): In this a3t gives the descrip-
tion of If¥E, g etc., with terrible movements of
limbs...... He classifies wos as 339 and wfte as
IgaAg,

BP (P, 268ft): There are two distinct princi-
ples of divisions recognised here, according to
which @@ has nine difforent varieties. It is g8
when a g% (i. e. Sanskrit) language is used, &
when two languages (Sanskrit and Prakrit) are
used and &% when many languages are used.
There are other three varietes, It is <ad when
the plot is terrible, ®fsq when the plot is charming
and &A@ when the plot shows elements of both,

Plot: There may be deseriptions and praises
of &R, &, v, &7 and wnf., It must have te-
rrible action. It must have no females, while it
must be descriptive. Also it may have praises
of kings in wms, unfolding their virtues etc. It
must be full of music, dialogue (8/RF) and deco-
rated by noble (scenes).

Whatever action is difficult and involves
gkill should be woven in a ¥

Music: A g& wm is punctuated by seven
Rems, each fwmr showing a varying programme of

mrmenmta am aven T Aas
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First R has &9, quore, wwde amm.
Second ,, ,, wWaEM, ffouw, TE=.

Third ,, , AeaRewaE, weas, o,
Fourth ,, , fgwm, A, and 6.

Fifth ,, ,, v, waaw, awwe, g, e

Here is a note that the wmr called afemweh
should be included under this type, as those who
consider it as a distinct type, know not ¥ d@’s view.
And, then, afm# is described as follows :

(1) The plot is recited or acted with refe-
rence to an EM@IEY, using the word wM@ (3TATE, )
to be applied to noble persons. ‘2) It consists
mostly of terrible action. (3) Sometimes it has
descriptions excluding females. (4) It should be
full of mr and other ways of usgf, (5) and
accompanied with good music and (6) noble speech.

(7) Tt may have praises of =ar, ®, @@=, and
other gods.

There is a general note that whatever has
been said with regard o acts, @f¥s etc., with reference
to wm of the & type holds good in this case too.

In the Introduction to BP it is noted that
the first set of verses (i. e. those that do not apply
to the afg@d type) are also seen in SP. SP also
recognises @il and includes it under this type.
But the present NS contains-no reference to afega.

ND (P. 215), too, has the same six types of
#%, on the same two principles and his A/ or A
contains nothing new,
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Remarks

It will be noted that the afgaEY type as
described in BP, differs from the ordinary type of
I989% A only in one respect; the former has smrwfx
aud acts etc., while the latter shows the absence
of both these elements,

2, m‘fﬁﬁﬂ

BP (P. 262): Plot: aw, having mostly aRaRa
for its subject-matter, with accepted metres in s,
ads, RS etc., becomes by graceful gestures, wifdwr,
There may be nine or ten different threads, but the
plot must be sparse, full of fiz, ft=ns and fgys, and
excitement should be oreated in the audience by
various turns of speech.

@ mainly erotic. Heroine: wsnRqeumi. Gfie
void of ™% and fad, f: e

Music and dance: ten ®mwaigs are in place as
in wm, It should have Rewarlts, should have graceful
acting, 3@ punctuated by @, at times T ete., and
should be vnid of swlzmafErmmERTETATwEt, fena and
gei®, It should be performed by females, Of course,
#1 and @@ may be adopted at proper places.

Example: #tmadt.

ND (P. 215) recognises this type but has
nothing distinct.

SD. (VI, 805 ff): &, & and frdgn. of, SRrd
and wicdt. Act: 1. Heroine: noble, Hero: @72 8D
requires the following seven ¥®s here: 3w, A,
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fAra, araw, aadw, ARy and @8R, which are defined ag
under: when % is incidentally described it is Iwum,
when gloomy speech is uttered it is fa=n®, when
doubt is removed it is f34, when there is boasting
it is @r=®; again @aiw constitutes in taunting

through anger, beginning of f53™ is faRr and actual
achievement of fruit is K.

Example: #mgar.

Abh, (I. P. 183) calling wftam as sgmwaw
describes it thus: [n wnfim, there is amusement
due to play with children, f433, lions or pigs or
playing with banner etc.

Remarks

As far as BP’s description is concerned if
any one wants to see two distinct types described
under the caption of wifd, as the editor justly does
he shall have to. distinguish between wifier and
woft, former being based on 3w etc., and the latter
being a form of Svew having @M, wiw ete. This amf
seems to be the same as ¥wdt of BP and fummr of
SD. Compare their details.

3. et or rfeaasr

Abh (L. P. 183) notes a typ: called ifeaar
FAGUTRIRERARAT 9: |
oMawAy @ @1 g AW i war N

BP (P. 257): Act: 1. 3R1: 3Reh and ardt.

Heroic and Erotic. Heroine: “*ge wikai@  and
IR,
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Example: smz.

Editor of BP says: “This 3wh is known accor-
ding to some as Wit and the same fach has been
stated here in the line ¥y wivEgrEaFE,
followed that view and described this kind of
drama as Wl with the same description as found
here and with the same #mzet as an example. The
definition of wfr® as given by mig@™@ and @iw is
quite different from that of frgwm.”

Remarks on 1, 2 and 3.

Bearing in mind the descriptions of i, wfvre,
Wit and @t as'given in BP, one can see thab
wforst differs from = in the following points:

() It is mild, (2) It has mostly gR=fs,
with nine or ten threads, (3) It has no fm,
wae and sdiag ete. (4) It should be performed
by females.

Wit and €%t are almost identical. Also it
would appear that 8D has no counterpart for BP’s
¥, while it describes wfm, which, however, has
Similarity with BP’s awfm, but is wholly iden-
tical with BP’s €wft. Abh’s <iRem and wlmt are,
again, distinet.

Wi as defined by BP, though having a
preponderance of dance-slements, contains enough
elements to transfer itself into wRm of SD. Thus
there seems to be running a common thread
through wifmr of 8D and €wit of BP (which, too,
is called wiffle® or wi¥m1), yiclding sufficient data for
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inferring a serial evolution, €Wt or ¥®a®t of Abh
representing the earliest stage and &wftof BP or wiftr1
of 8D the last stage of the same form of entertain-
ment: while wftr of BP is a variety, probably
more primitive and representing the transitional
stage from €fRasmr of Abh, (Abh’s wiftm is an earliar
form of BP’s wifirar) to wfter of SD. And this wlmt
itself has a counter-part in wo-s7ee®, which seems
to have enjoyed a temporary existence as an indepen-
dent variety, as it emphasises the I®d acting.
But in wfd® and woft of BP, again, there are
sufficient elements (e.g. 9 or 10 threads, heroes
fz, fizng etc.,) to'develop themselves into wm 4.
W &9F seems, therefore, to be the definite ultimate
dramatic form to which &Wawr, wfom, woft, Ensft, o
37873 (all of which are either 7% or 7& types, with
the possible exception of wift@r of SD and 2wl of
BP), passed on imperceptibly. wremmiE, which is
a very important element of the wir &%, though
not seen in any of these forms, is recognised by
BP in the case of the afegaeft type of .

4. TET

BP (P. 265 ff): This section of BP is hope-
less for its textual accuracy. Under the head of
%%, this section defines, in identical verses which
have been quoted by Abh at P. 183, eight forms
of dances, the last of them being v&@%. It is thus
defined here:

W g q9d ami(v). el A
TEFEEE N e e gi: |
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smAaREISy Rty |
eTagsftegToRTE AgviEa |
Out of these two verses, the first is always
quoted as the definition of ##ia% by others (see ND,
Abh and elsewhere) and even BP shows the v.l.
wia®, which may be the correct reading. The
second of the above verses is the same as is given
by Abh as the definition of T@%, and this seems to
be the original definition of uH®.

But BP has another definition of Te®(on P. 269,
11. 13-19), whereit is described thus:

(D Act: 1. (2) void of g7ar. (3) It must have
well-arranged (8%2) awd (4) Tt should have five
m3s, (5) three &M<, (B8) various languages, (7)
et and wieht afws, (8) dhgws, (9) prominent

hero, (10) famous heroine, (11) 3% w@s and
(12) SR,

A third definition of wa% is also seen in BP
at P. 265, 11. 10.13:
woeq eI gonn fared aw
Rt sefonfavhidt gw sades:
frendtafiffitean daganssa:
FRGTERI: drsy qqT W@ |
It should be remarked here that though this

verse defines w%, it is put in this edition under
the section of aryTw.

One more definition of &% is seen in BP
under AEAEH, consisting of one verse, which is
the one given in ND as the dcfinition of uus.
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SD (VI, 288-290) substantially agrees in the
second version of BP, by defining T&% as one which
should have (1) five w=s, (2) ¥@and fEgm, (3)
various languages, (4) wndl, and IREY afs, (5)
no PR, (6) one act, (7) deags (8) art (=),
(9) fewarst, (10) famous heroine, (11) foolish
hero (gg1 in BP seems to be more in harmony
with the nature of {@%, as defined here, than &
as read here), (12) 33 #ras and (13) IwdR,

There is a note that some allow sfig®, too.
Example: ¥mafan,
ND (P. 214) calls that type as ®s which

has 16, 12 or 8 heroines dancing with special
postures as fwetemas ete.

b, #ATEATTE®

This section, too, as printed in BP is s0
much confused that I shall quote it in exfenso and
then shall try to determine the exact nature of
the type:

TRugRant @1 aaTara i |
RefeaRfrad:  UES agaeaq |
fiveargafandt  prwargaEsr WA |
g W swesn@ieE:
W FarE &9 AETa: atEat |
GIARI AR RTE g
TAEET 8} Rven T |
77 ¥ fefray agwEgalo: |
FRARRT waARE a3 3@ |
TNEI-MAFT | JN A=EE: |
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S8Ry af SEPERT X g |
shRenReg  wriRffe |
THERTRER TRy |
qqAeT AN entegaditaaw, i
DRFRET a5 aIgERt T, |
TR TR

g7 fawdcars: agffafing o |
ERI | ECE G o B O]
TR#eg g Repdaarsagaa Bl
Eeeg fahn: g3 Felaeae: o
gerfesritt § A e, |
IR g qETqEr st 2
IH  WEAR  CAEviREE: |
geRitauag o oot awfea mae: U
saRRIRIeRTETETS: |
nAETEgT Rrdlad g wd i
ad Awhed e geEEEE: |
e § TR
T 99 SAWG feE: GRiEAd, |
Y9ERTE  SFARIdT 9ERTId,
afy QEaeIn” whiaeg ST |
FIRTHFAFY A TR )

It will be seen that the first of these verses
is a description of W@% and the next three verses
give the explanations of the technical terms
ffteq efc. Mudtesw is so called because of the hu-'
ddling up closely, @@=t is so called by an arrange-
ment of limbs like knitting, ¥% by ¥37 and waEY
by being arranged in the form of a net.

Then the fifth verse in the above quotation
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geems to be the original dofinition of EAUTS,
particularly as ND (P. 315) has this very verse
alone as the definition of f@UEE It is that,
wherein, females dance out the doings of a king,

The remaining verses explain the programme
of music and dance to be followed in #rT.

When it has afim@ it is called I5&, wherein
two females, clever in @34 etc., may onter embra-
cing one another by their limbs and moving right
and left. They rctire after some dancing and then
enters another pair of females. Their exit aud
entrance must be simultaneous. This new pair
may perform the scattering of flowers by arnaE.
After this, other characters may enter with Xwea=.
and ©yfa%is. Then the singers sing with gewfiasmt,
Then fi@ta=q formed by many wzs, by means of
wal, ¥9%, TWF etc. should be performed. Then
there may occur #Zd@® with FFImET and FIAEE
may be beaten with gezfgzmss,

Thus with such dancing, the first s7ar would
be over. Three such smans with dancing, as before
should be performed, with proper rhythm.

From the last line in the above quotation
it seems that this musical scheme may be applied
to w@F also,

Appendix IT to BP contains the following
additional definition of arTwas at P, 403:

TReardn @l g7 ffed
gafEfEie  safaafavgeag |
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g arHeagife § S g |
weqIsgar  AzdmIREgEsa: )\
Rex a1 agy aw ¥y a1 g 9 ¥ |
foenyEae aa  sengarsy |
sl wgaked @ ewd 1
IgEEg g ¥t seEuas:

An analysis of this would give the following
characteristics of wrzwva®:

(1) full #=& to be recited by the characters
behind the curtain, (2) @@s like ¥® and others,
(8) at times all the four 3fs (4) no single cha-
racter should enter, (5) gaa) should be brought
in or @@ may show the presence of ™ and ad,
(6) plot may be divine or both, (7) w: Rnewx, (8)
famous hero, (9) females should sing and dance
the doings of a king.

SD (VI, 277-79) has this:

(1) one act, (2) sgaw=aRafi, (3) Noble hero,
(4) ®=ag as svA®, (5) prominent T with FAR
(6) heroine-gEswaRs®w, (7) g& ffgn-afas, (8) all
aEgaes, (9) some allow all the four @fs except
sy,

Example: afgrgfi—fmadf; dfragerd:-Remad

Remarks on 4 and 5

Both these are treated at length and yet as
far as BP is concerned the text as printed in G.
0. 8., iy hopelessly confused. In this connection
the readings noted in the Appendix I at P. 408,seem
to throw quite a flood of light and would be help-
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ful in reconstructing coherent text for both these
types.
Thus P. 263, 1. 23 to P. 266, 1. 14 describe

both these types out of which, following reconstru-
ction can be made:

T

(1) P. 263, 1, 28 to P. 264, 1. 7 and 264, 1.
10 to P. 265, 1. 9 describe one type of ww.

(2) P, 265, 1. 10 to P. 266, 1. 13 embody
another view agreeing in essentials with (1).

(8) P. 266, 1. 13-14 give perhaps the earliest
known definition of us% (as the same verse is quo-
ted by Abh at P, 183), which also does not differ
much in essentials from (1) and (2) above, as all
these treat it as a dance-form. (4) P. 269, 1L
12-19 give a description of T@® which differs
widely from all the above three views and consi-
ders it as a type of drama,

AT TS

(1) P. 164, 11. 8~9 preserve perhaps the ear-
liest definition of I=T™® as the same verse is
found in ND. This description treats it as a
dance-form.

(2) Description of M=% as found on P, 408
considers it as a form of drama and thus agrees
in essentials with SD’s definition of it.

(8) P. 265, 1. 15 to 266, 1. 12 (though pri-
nted under the section of T@®) contain older de-
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seriptions of sum, sy, S, wor, fews, W, TR
and . (p. 266, 1, 11 wrongly reads wE% for
g) a8 these very verses are found quoted by
Abh at P. 183,

Therefore the definition of AzaUaT as given on
P. 408 should be taken as the correct one and be
incorporated in the text as an alternative definition
of a=uE%; and the definition of ™&® on P. 408
should only be consulted in fixing the readings of
the text as printed on P. 266, for it has no
more worth,

These different definitions of both these forms
prove beyond doubt that they have evolved from
mere dance to an organised 7@ form and thence
to an slementary forms of drama,

6. wEqrEE

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 earliest
known definition of seaw.

BP (P. 262, 11. 19-22):

First type: (p. 266, 11, 3-4)

Starting on a journey with a gait like that
of an elephant constitutes seam. It should be &wafa®
and guEw. '

Second type: (P. 265, 1l. 15-19, under the heading
wa%) (1) one act, (2) 7@ and fdgm &f¥s, (3) it should
have in the beginning ¥R roused by journey or
by first love and should end in #it. (4) It should
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be full of the descriptions of monsoon and spring.
(6) It should have four =maRs.
Third type: (P. 262, 1. 19-22)

(1) Two acts, (2) *Rrdmfa, (3) Rdtwars, (4)
gE, fg, I3, ete., as ™%, (5) It should be charming

on account of drinking and other sports, (6) and
full of #1 and @, (7) g@ and fdgn &fls.

Example: agfaas.

ND (P. 214) has only one type, the second
of BP, and describes it in identical terms only
pointing out that smEiIs are F@=sAl @ and
that it is called semd with reference to journey,
which seems to have been the original idea as
suggested in the first type of BP.

8D (VI, 280-281) has these additional points:

(1) herone-grf. (2) IR and Wk as s,

SP has only the second type of BP.

7. T[T

Though this variety has not been included
in the general list of the 3ustss, it seams to have
been recognised, at one time or the other, as a
distinet type, for the verse that is seen in ND
(P. 214) and which again is found as the first
verse in the description of 7emas of BP, is clearly
a description of #i@s. The verse is this:

wEifEd o sfe 7 wafPaae )
FQ TR 7 ash adaw: g v

ND also has the following explanation:
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T el sfaed afy 930 F@ |
- e-afea- R |

Then it is pointed out that @w=m is the @y
which is fefiw, sfm is full of R, #it and &,
and Bedt is o &g, =m is full of I

It seems that according to BP (P. 363, 1. 9)
this #39% should have 8% (which is the same as
sfod of ND) s& with gmear, gws and =g@  ([s
this not the same as sfea a=a of wrsfiEfafimr, which
too, has =3'& ete. ?) Also it should by void of WY
and fad, having all fs, full of amft and wt@d
and W@ and w@s. When it has two @%s it should
have 3vA and 97 heroes, and wfi and =W as
gftis, and rarely @radt.

Example: of¥aq and fek«a.

In fact the first five verses under ¥§us in BP,
define adw® which is used in Masculine, and all
the attributes in thesec verses are in Masculine,
while the last three lines describe ¥sw@ which is
taken as Neuter and all the attributes in these
three lines are in Neuter.

7. Jgus

AP notes it.

BP (P. 363): Dafinition given here suggests
that #47% when it exhibits ‘at times ™ and W
#fas, at times many A9+ speeches, at times four s
and no gMR is e,

Example: Srgaday
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ND (P. 214) has this: Whatever is performed
in street, assembly, squares or temples by many
qr(s, is called J5u% as for illustration FMIEA etc,

SD (VI 286-87) calls it dgwm :

(1) void of W and fwd, (2) &%, (3) no guK,
(4) one act, (5) no fas¥wws, and 537%, (6) presence
of 3% and @&z necessary, (7) all 3fs (8) ;=& and
gi=ar are sung, in the Jw=.

Example: same as is given in BP under .

SP divides it into @daw and Yews and gives
the definition of both as found in ND.

N. B. BP at P. 266 has this:
HETNE NS R R,
which is found in Abh as the definition of 3w,
with the v. 1, g€ I Swr g......

Remarks on 8 and 9

From the treatment given to these types in
ND and SP there seem to have been two varieties
of the same type of dramatic entertainment, which
were still in a process of being distinguished from
one another, but which, however, never happened.
BP shows a period when both these &ypes were
hopelessly mixed up and &% was losing its in-
dividuality. SD shows a@® to have been comple-
tely superceded and eclipsed by %&w®, incorporating
elements of both the forms in one.

[n a MS entitled armai@df®, in the Govt.

Oriental Library, at B. O. R. I., Poona, a variety
of @@ called ¥gor is defined, As %aaa calls 3&u&
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by the name 3gw, this A, too, way refer to ik
The definition is this: (fol. 30, 1I. 8-9)
M s A wardeEfng
Sem R A e )
As the general element in 3%w% is the play-
ing by men and women in squares etc, this too
may refer to the same type.

10 =ftom

AP notes it.

BP (P. 266): Heroine: 7, 8, 9 or 10. Act: 1
or 2. 3fa: §Rell, &f: Bad and ga. Heroes: 5 or 6,
efom, 3w and =@, who may be fm, &=, s
or Ffrs,

Miscellaneous: It should have #@ and =&
when it has two acts and 7@ when it has one
act. It should have musical =&F with afy, ase, am,
#7 and R,

Example: ¥Rvaqasy.

ND (P. 2l4):

geueRd o el s g aeug: |
xR Aa AarigstmiiE gul o

The same verse is found in BP with wes
for g@% as the reading.

8D (VI, 306-7): Act: one, Hero: one, clever
in speech. 3Ru: ¥RH. &W: g@ and R¥gn, Heroine:
7, 8, or 10: and sgmaeafeat:

11, sgcasq
BP (P. 266): Act: one. &% void of wwwd.
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W: &, Ta: and #W. Hero and Heroine: agises,
Miscellaneous: It should have the @®s given

under Rw%, a song with three divisons called @Y
which has been explained as wFaafd,

Example: ¥fwrE.  Iqaseed.

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

SP does not include this under the group of
JITIES.

12. w7

AP has noted it.

BP (P. 262): wW: g&a and zaw. 3f all, &fa
void of ¥ and s@wd. Act: one. Hero: sfeimre,
who may be a Buw, smm or a afers. Heroine: g

and 3.

Miscellaneous: It should have wwam, Bu,
goe, A1 and at times @/¥. It should be mixed
with &2, 92 and interspersed with talks of joyous
ladies and f3= etc.

Example: witefisay,, gdfizkheay,

ND (P. 215) has the following as the defini-
tion of %4, which in BP has been included under
% and which again, is recognised by ¥« “It
should have stficas, am, g, wware, saf@ and wafiw”

ND (VI, 284-5) has this additional. ¥
except RwS, Example: argarga.

SP divides %7 into 7% and fas. It seems that
even BP distinguished two types according as
(1) the Hero is &f®@ and w3 and heroine F&
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and 3 and (2) as the hero is a f&w eto.

13. wefcsraswa or arfsma=zan
BP (P. 268): Act: one. wfy: g&@ and fdgw
W smm and 1. Hero: 3@, &3--I1. Heroine:
&350 or WAL, @iz afE,  They may be 8 and
4 and should be expert in z=vms.

Miscellaneous: T =, @vears, w4l three ww@Ns
and Fsen, It should be charming at times by
the jokes of fagss.

Exzample: s,
14, agos

BP (P. 256): Plot: renowned or imaginary or
both. w@: FErotic and Humourous should not be
present here, but a mixture of dtt and ¥ is allowed:
other W3 may be subordinate. Hero: angry,
hypocrite, ®waw=d, trying to meet with the incide-
nts of #weg=, caused by fate or encmy. I wrad,
arwft-afiga,  Acts: three; but it should be full of
@ in the second act. First must have f357 and
third must have #9z. @M four, except sfaga.

8D (VI, 281-2): Acts: 4 or 3.
Example: a@safasq

15 foeusy
BP (P. 257): Acts: four. Ifa: four. W except
g, Hero: smmw; sometimes a AG91¥E too, who
may have been connected with ®a etc. Hoeroine:
@81, A4 or %4 born of a AWM or &¥E, o y. ;WA
AW, FAG's TASEA,
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Miscellancous: There should be the following
17 ams: stizr, enfde, v, o@ed, a%, W@, au, an,
Wel, eeer, %o, st em @, SegEw, WG,
YOWH, A, %2, WME, WAwkEE, SR, SR, g,
yaA, sk,

SD (VI, 296-300): @: except &% and mm=.

Example: swwmdtama.

BP on P. 266 has this which is seen in Abh
as the definition of fzms.

“When one describes to a friend, one’s
husband’s haughty conduct and sometimes soff
conduct of a g it is Rwg=.”

16 it

BP (P. 256): Act: |. @ mzw. Heroes: 9 or
10, swaaws. Heroines: 5 or 6, beautiful. @f: void
of W and wwd, afv: FRrA-soft. Plot: imaginary,
not very noble. Note the following for its plot.

Mgt Mewise SRzay |
qg ABIGARIAIAGIFA ag s € W
ND (P. 214) has the following:
med a3 Rigaafeafe Fzafy:
Regumumrafs aR=afa ardifs 1
SD: Example: Yaafa,
SP has the same verse as seen in BP.

17 mevast

BP (P. 268): It should have @ea and TR as
the w@s, its hero should be g, Swwras should be
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a feag and heroine a F™www or @@, It shoud
have T®, sfkmga and f¥gw as dWs. Its plot should

have 33 descriptions.

Miscellaneous: f§ud, @ve, v, s@sae, 9@ and
the ten elements of @&,

Example: aiRmafiw
18 sfinfaw

AP has noted it.

BP (P. 258): Hero: renowned. 3fy: W, &f:
void of W and wRaY. Act: one. W: fyerma,
Heroine: gosu.

Miscellaneots: It should be full of the word
“R* and according to some »t may sing there
sitting.

Example: wteraxey.

SP has the same as BP.

19 fRzw

Abh (P. 183):
e @Ay WEigEd  1age |
wei @ sfagdahe g @ o
This approaches sitfge of BP but BP has
this same verse as the defininition of Nears.

20 pifgwr, also called wafw

(ND calls it gtfn)
AP has noted it.
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BP (P. 267); Heroine: sitar and 7wy, Acts: 4,
df: void of =3,

Miscellaneous: =¥ra, af+z, love between you-
thful persons-all these are described in private
by a IR#, in 9%7 manners; she, talking thus, asks
for money and getting it, desires for more.

N. B. The tirst act should be as long as
three Mfzas, and a 5z should 1ct at will therein;
in the secoud #z7% should act for five affe®s, and
in the third d=A%Y for seven #f¥@s and in the
fourth all the three act for ten =fRs.

This is also called wafs#1, wherein T, s
or am% is described as fallen on bad days. This
is a @E®AI in WINR,

SD (VI, 303-305): 3%: %R, and wreft. Hero:
few, "R, According to SD it should have six
heroines in the second act and a @t should act
in the third act.

Example: fezad

SP: @af® of BP is described as a W¥%ET in
the same verses.

KS (P. 339) considers this as a prose story
and defines it thus:

YEaguswTr  MEEW  aUiEAEIeniggeaaEe 1 a9l
gitfmRaan@fal wv=afElR swma: A aska |

In the 3R is quoted the following:

TN T A FAR JagrrTaar WAy | AR e
qarTdaEatin |« anw sTigvgR:  eaRglfiameaEgal
ety iy & e oo
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21. ufgmr or wforgen

BP (P. 267): w: wagar, i el Act two,
having fags® and fT acting in the first and second
respectively. Plct: It should not be clear first but
should become so at the end. afa: void of ¥ and

fwat.

Miscellaneous: It has w1, fwa®, @@ and
AFFATS,

afdigeqi soRm 7 swR I @ar & g |
TERAEAT A @ Afrgem Al F W
SP has taken this type as a w=aw=a. KS (P.339)
has this, but considers it a prose story.

TEA OF TG T SR U1y FERR @ AEAGREIRE-
forgem

and in the 3fd the above verse is quoted.
22, fawrfasr

SD (VI, 801-2): “It is also called ¥ by
some and included under A% by others.”

@ 4R, Act: one. &F4: void of " and emwd.
Hero: 3. Plot: sparse and renowned.

Miscellaneous: It should have ten meamEs and
fage®, Bz and Tieas,

23. TET and STy

Abh (P. 183):

grEand S g enegforiaan |
FATAGIFA R § weR |
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NDS has a type of M= which it ca!ls by the
name of ¥ It is thus defined there: (fol, 30)

g TR HEaERER: |
TqugwaRiEDEgE:
st g ggaaaEd: |
FnNTIuE S arEgEa
Evidently the two types as recognised by Abh
and NDS have a common thread between them,
fgee?  eto.,, would create such an appearance

of the aotor that humour would be excited, which
after all, is the essential recognised by Abh.

NDS also recognises a type called i,
which has not been described there as its nature
is obvious from the word itself. May it have any-
thing to do with our va®e? It is FwwlE aceor-
ding to NDS.



CHAPTER VII
EVOLUTION OF NRTYA-TYPES

AF 'HR thus collecting details about all these

several Fa-types, we shall turn to see their
development. But before doing so, it will be
convenient if we tabulate the results of these details,
The accompanying table shows the details of all
these types, at a glance and contains all the im-
portant points gathered in the previous chapter,
under these individual heads, Remarks made in
the last two colummns of this table will be explained
further.

The table shows that the types that have been
deseribed here have uot all developed uniformly.
Some types show a preponderance of musical ele-
ments and others show some dramatic development,
though even in this latter case, an alternative
description is seen in most cases, indicabing their
essentially musical nature.

It will be seen, for instance that, with the
exception of @#9F and gif#, all the other forms
are very elementary dramatic forms, presenting at
the same time, an original musical nature. WANE
seems to have been developed very early and @a7%R
seems to be ibs variant as we shall see tarther.
. sﬁfﬂm‘ on the other hand, seems to have developed
from a prose-story to a dramatic form and it shows
several elements which are later seen in s&w. All
the other types rcveal a double character. Why
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is this so ? I think it suggests a gradual develo-
pment of these types., There must have been a
time when these types must have existed as 3m
types, showing dance and music only, without
any speech. This is further corroborated by the
following considerations.

We have seen that I9su%, a term used for
these types by 8D, is a very late term, the earlier
ones being F@s#r and i@ess. We have also found
that regular &% types differed, theoretically, from
these 7@ types in the point that %% had speech
added to it. But the term Fep@R and its expla-
nations uniformly presuppose a type of entertain-
ment which had dance and music incorporated info
it, but no dialogue. This is expressly mentioned by
Abh and DR. 8D is silent about the point and
this silence is significant as we shall presently see.

From the fact that most of the I& types
as detailed above, present an alternate descrip-
tion, thus showing an earlier 3 form and a later
ar form, it seems that terms FawE! and IR
should not be taken in the same sense. Take for
instance, the s&a™ type of which BP has preserved
three alternate descriptions, while the descriptions
of Abh, ND and SD each, show some distinct
features. It will be marked that whereas the de.
scriptions of Abh, ND and the first type of BP
are purely musical showing no details about act,
af ete., BP’s second type is a 3@ form showing
details regarding act, 9ft, @ etc., and BP’s third
tvne shows that it is a further evolved form of
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BP’s second type, as this third type shows two
acts as against one in the second type and details
about hero etc., which are absent in the second.
8SD’s description tallies with BP’s third type but
shows some variations as regards heroine and 4.
Now all these types of s&ma% have been taken by
BP as g@gwis while SD  considers its type as
an IRT%,  What is the necessity of making this
change in the terminology? It seems that those
types that are taken by SD as Susw#s once existed
as merely musical types i.e. as forms of entertain-
ment in which there was f@a, music and dance
but no dialogue. Later on these same types deve-
loped an elementary dramatic character, which
added dialogue to the earlier type. These earlier
types may have embodied some story, bub the
whole story, it seems, was composed in songs,
which were sung in musical accompaniment with
appropriate histrionics. There seems to be some
evidence for this supposition. The earlier definitions
of these Fw@a®Rs as given by Abh and as found
in BP, show that in these types some sort of
episodes were to be sung. Abh’s definiton of Sftam
requires that the dancer should attract the mind
of the king by speeches pregnant with love-sugges-
tions. fdaw® of Abh would afford greater opportunity
for embodying some sort of story-like episode, as
in it the heroine describes before her friend the
terrible manpers of her husband or the graceful
acts of a 9§, As a mattor of fact, these are treated
by #faa@ as distinet from 9 types. These same
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types, as their names and descriptions in BP and
other works suggest, developed into I types when
probably a continuous story in songs, was acted
before the audience. These were purely T types.
But side by side with bthese, ¥% types were also
developing aund as a reflection of the &ws,
these 3@ types borrowed speech and transformed
themselves into sowe sort of half-developed ww%s,
which in @=garia’s age, came to be regarded as ITeTEs,
That these 3@ types had no speech seews fairly
certain by the term %" as distinguished from
the term aeT%. as used by ¥R, Thus it seems
that terms J@FER or FFeT® and IT€9H do not denote
the same thing. The earlier type was void of
speech which the later type added on: and then
the earlier distinetion that & type could create
ouly ¥ and 7= type @, was given up. Naturally
the sort of 3™ known to 8D (descriptions of all
the types as given by SD are drawmatic in nature,
not a single type showing a musical character) and
represented to-day by Ssaauad (a 5ews) or FwkHEd
(a wifttwr) or gwz g.w (a k@) bave very little to
distinguish themselves from the ordinary &% types.
But this should not appear strange, as these later
398758, though they are based on the earlier I8r
types, show a reflection (as has been suggested
above) of the ordinary & types, which must have
influenced them greatly.

T.et us now survey all the Swewss and see
their interrelations as well as their relations with
the regular &% types. I have alreadvy meuntioned
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more than once that my main thesis in this
volume is to prove a gradual evolution of our
Drama i.e. of &ws from the Iwems and of Iwew®s
from the 3% types. In considering the general
development of the ®ms, we have taken the wmr
type to be the most primitive, out of which other
types have evolved. I shall deal with the point
more elaborately when I come to discuss the origin
of our Drama; but for the present, L wish fo point
out that as in the case of ®1%s, so too, in the case of
3 types, M7 seems to be the most primitive type.
Our lists show that both wmor and wfmr have been
recognised as S7xw#s, and that €iffa#, an S5ewm, is a
variant of i, Both Abh and BP have given
a terrible charater to ww in which violent move-
ments of limbs are prescribed; while BP’s wiftm,
which in essence is the same as Abh’s Stfssr, has
been pronounced as a gentle type. Of course, to
8D only wfe®r with its graceful features, is known.
The terrible #or is a matter of bye-gone period in
SD’s age.! Thus it seems that in very primitive
stage Wi had been recognised in two distinct
aspects, one the trerrible, being rcpresented by
and the other the gentle, represented by #wifdiFr, On
these two typcs—terrible and gentle—all the other sg-
wqEs(I@-types)?, I think, are based. Abh’s classifica-
1. 'This will explain the abaove-mentioned silence of SD asin
its age no such distinction existed in practice.

2. Keith in his Sanskrit Dramae describes the IT®I®s at P.
351. On reading his deseription of the IT&#g, it will be
seen that he too considers them as musical only: but he
has not distinguished hetween T and =¥ types, clearly.
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tion of the types mnentioned by him, as I%4, Ag% and
their combinations, preserves this principle, which
seems to be fairly nld, from Abh’s quotation itself.
Oar @s can be classified as suitable to the 323 or
the #gw type. All our Ftawms-ie. @iz, Tz, waas and
fw@-are soitable for the T37 type; and smww, @@
and & are, by their very nature, gentle; while
%17 may be taken as a mixed type. If we bear
this distinction in mind, we shall find all the
9ETEs as coulorming to the &4 or gentle type, the
first being represented by wir gest% and the second
by wifa®r ggew®. It is on this understanding that
in toe foregoing table, T have characterised each
of the varieties as @aw or 3xa. All s types can
be traced to Wit and all ¥%a types can be traced
to #wor (¥%3). This T shall now proceed to show
by a detailed analysis of the =1 types. (In so
doing, 1 shall call the @i of BP as the s%a wm
type and wiffigr of BP as the waw wmw type.)

€wfl, it will be seen, is a mere variant of the
A AW tivpe.

WS and TANAE present the following features:
five characters, various languages, saiiat and fhuws.
One view wants 16, 12 or 8 heroines. &R has
been censidered prominent in this type. @EUTS
too, are allowed. All these features point to a
A% type and many heroines, 3adw and w@mrs liken
these types to i type, which is #w@w. Though
as o 34 type 8% might have been very primitive,
s it 1s, in one way or the other, connected with #='s
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e, as an S99 it seems to go with the wifirr
type. s&a@®, with ifs charming sports and drinks,
4R and ¥R as @s and TW, I and AT as heroes, is
a 7GR type, leaning more towards the wgw wmr
type. It shows some further development, as BP’s
third type and SD’s type show two acts. = with
its one act, but with no definite instructions about
W, i8 a semi-3& type and as such a mere variant of
799%, as has been actually pointed out in BP. As
s matter of fact, 7% (2 purely musical type).
Jgws* (a half-developed 7@ type) and s (an
g789% ) are all inter-connected and all can be redu-
ced to the above ®aw W type.

got, with many heroes and many heroines,
being reminiscent of the u&® and «=Uw%, shows
clearly an affinity with #®m #mr fype, particularly in
view of S8D’s injunction that it should have one
hero, clever in speech, which would apply to our
| &%, which itself is a #g type.

I seems to be a mixed tvpe, leaning more
on the #gw side, as all the W@s prescribed by BP
show: but SD’s injunction that according to some,
it should have sg¥=Rt makes it a mixed type.

=9 is a #GW type. but one from which, our
g9 has evolved. The feabures that it should have
fax or smim or afrm as a hero, that its heroine

3. See Note A at the end of this chapter.

4. 3w according to SD, having no MR ete., but having
frog and ¥ is o O type and as such may be the origi-
nal of =@ type,
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may be a F& or a Iw and that gex and TmnR may
prevail there, are also the distinguishing elements
of w&u, which, howerver, is very complicated and
elaborate on account of its ten acts, while %=y is
an elementary type with its one act.

wiRsie®d, which has been recognised only by
BP and which presents the features of having a
noble hero, 4k and wwr ws, eight to four heroines
essentially suited to #®R and the zveuws dance,
shows a predominant wasr character; only the dr
gives it a mixed colour.

% i3 almost a complete &% type as descri-
bed by BP as well as SD. (It is therefors, not
very strange that wagsaaq should includse it in the
list of its ten ®ws.) A close scrutiny reveals its
resemblance with @we#r. As a matter of fact, there
is  very little ground to distinguish it from @wEsR
s far as the theory goes. Its plot must be
renowned or imaginary or mixed; it can have three
to four acts; its hero should be angry or T, trying
to meet with #=g% and there must be &=, R%7 and
%% in the different acts. All these are the features
which a &#%” may well have, only that @qE®R
with its regulated duration of time and acts is &
more conventionalised and complicated form, Both
wai7% and @@ER, however, belong to the 3I&G Wt
type as their very basis is on &9 &s.

Rew®, with its Ws other than #wx and gm
and a secondary hero connected with cremabion
ground, evinces clearly an 3% type, which is corro-
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borated by Abh’s description of figu® (same verse
is seen in BP as an alternative definition of RrT)
according to which s dancer sings of the haughty
deeds of her husband. Of course a gentle touch
is allowed, but 37 seems to be the primary feature.
This, oo, is a somewhat developed type with its
four acts and 27 sigs, but it is rather difficult to
indicate its connection with any of the later ¥ws.

Wt is essentially a @@ type. Its nine or ten
heroes who should be wid, five or six beautiful
heroines, erotic @, soft 3BmY and Wit 3fas, and
imaginary but not very noble plot, preserve enough
elements to show its affinity with the a®T ww type.
That this form is very primitive and represents
one of the cow-herd dances of #wm, is clear from
the versc quoted in ND and others, though that
verss shows some terrible element.

FoEA with its @& and 3wR, with its B2 and
fizaz, with its Twwasw or wRwf& heroine, approxi-
mates the @am wm type.

safgaq, with its famous hero and plot, and
prominent f3gsrg seems to be a mixed type, though
it does not show any S&a element. Its gt hero-
ine and fwery @ are quite distinct features.

ZufAl of which ufewr and Reif® are the obvious
variants, has been pronounced as a %41, and the
fact that it has evolved out of a prose-story, is
enough to distingnish it from all other varieties.
Of course, the w@rams prescribed in the case of
faefam and FAwER in the case of @™, make it
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approach the #@% type, while the = manners of
gt in g and fges and B in @ show their

coarser nature.

uaEe and R have never reached the 3wem
stage, they remained mere dances.

The above analysis will show that in most
cases there are very few distinguishing marks. In
fact, the ground of distinction in each case is very
mea:gre and very often one variety may be mixed
up with the other. @#tw®, for instance, has very
little to distinguish itself from &%, with which it
is often confounded. < again has almost nothing
to preserve its individuality. Tt is akin to wfm
and va®, Tn fact, wifmr, vm®’. z@w®s and WH-all
these four seem to have an equal right to antiquity
and thus to be regarded as primitive dance-types. Tt
is likely that theze four are the later distinctions
of one original dance. but it is very difficult, at
this date, from the scanty data that we possess to
point out the original type. We must be satisfied
for the present, by pointing out similarities and
points of affinity. From this viewpoint, these four
essentially represent one type. But for reasons of
convenience and others that I shall point out later,
T take wiffr#r to represent the original type. Thus
we will have two original @ types-one gentle
type represented by BP’s wiftmr and the other a
terrible type represented by BP’s #mwr’; and we have

5. See Note B at the end of this chapter.
6. On comparing the dramaturgical structure of our T
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seen above the possibility of reducing all the
known 37§7#s to one or the other of thess two
types.

with these four, it will be seen that =¥, when it
developed into the 7127 type had nothing to distinguish itself
from @rw ¥7%. g8mm™ gecording to SD, has one hero clever in
speech (which would suggest his resorting to SamwTa) and
meny heroines which is essentially the nature of later wr
. ’?@, too, according to 8D, has many heroines efe.,
which feature is prsent in ¥FewTs, Thus Es, FrETwHS, =AW,
M and TS have all contributed to the final nature of
HTeT%, There is however, one point which is very impor-
tant in this connection. I think that the name ¥ is
ebymologically significant. It denotes .a distinct element
of speech into it; and bearing this in mind, I think it to be
likely that Fvfl, @ism, and wew as 7¢7 forms were earlier
to evolve than @™ or wriw®, but when dinlogue was first
added to the elements already present in the T forms
their combined evolute 'came to be known as ¥@. Thus
a8 an IS form WU was the first to evolve.

o
Note A-On T and TEs.

U8 to-day has been considered a peculiarity of the Gujarati ladies,
We shall see further that there are reasons to believe that
this ™ first originated in 7. This U” dance as it is
rlayed to-day by the Gujarati ladies, consists of several
types,,many of which are modern innovations by the present
artists, but the underlying form is undoubtedly very old.
Several ladies in appropriate garhs, turning round a central
object (in cerbain cases the object might be ahsent) sing
some song mostly pertaining to s sports with s, in
accompaniment with beating drums, which would be help-
ful to them in keeping time. They go round and the move-
ments vary according to the sentiment of the song and
it may be that even in one and the same song the wvari-
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ations in movement may be effected, when the sentiment,
in the poem takes a marked turn. The whole process
becomes very charming and has already earned sincere
appreciations from the lovers of art, all over India. A
variation of the above practice ocecurs when males and
females both take part in the dance, which originally
represented =T and M, the feature being known to the
Senskrit’ Dramaturgists in the following old verse, very
often quoted as the definition of TEW® or HS:

TG T W gEEE g A |

AT AT tmafnq#‘mﬁa Uil

That this practice seems to be very old is apparent from its

being connected with s dance ™37 in T &g awafieTay

ete., preserves the knowledge of the practice: ib is evidently
known to ¥rEm,

Of coruse in #W's time it must have eXisted only as a T¥ form,
as its remnaot the & of Gujarat shows. That it wasa
very favourable pastime for the young people seems to be
true for it has been very often described as atiraching
the M5 of 7 and many o devotee of U has hankered
after the enjoyment of this @™, The Gujarati devotee
afirg 2 in  the fifteenth century has a legend woven
round him that he actually witnessed the 7d in FUs
heaven and that he was standing in the centre of the
circle with a torch in his hand and was absorbed so much
in the spectacle that he hecame unconscious of the flames
reaching down to his hand and burning it, till ¥ himself
saw and remedied it. All these popular legends and
stories prove the immense popularily of this form of dance
and its sanctity by its association with ¥€ That reatws
may well have been a later evolute is possible as ifs very
name suggests, though there is evidence of its having eXis-
ted as a mere dance form as the theory attests. But that
Ues in its origin was an elementary dance form is almost
certain and does mnot require any further reference. A
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variation of this W i what is popularly called @ricest TR
which is the same as IETEF ocouring under WAy in
BP. P. 268.

Very often on account of similarity, of sound I¥ is connected
with the word W and is even derived from it. But this
derivation is not scientific. In very primitive times the
theory of T was not known and even otherwise as a
dance form U® or U¥® can have nothing to do with @
it cannot even create ¥9 in the minds of the spectators
a8 the theory points out very well. T is thus not fo he
derived from W buf from T a root which means to cry
aloud, which may refer to the very primitive form of this
dance when the proportion of artistic movements and
music may not have been still realised and when it must
have been practised as a wild dance.

Note B-On Tra® and @

There is some evidence fo connect &% with ¥, It may
be that hoth are identical terms. T®® is once actually
called 8%, Again UW, the direct remnant of 8% is to-day
seen in aﬂ?‘%_only. And there are positive statements showing
that &€ first originated in %?FTSE. Govt. Oriental Library
st B. O. R. I. at Poona possesses thres mss. on ¥ and in
all these three the ahove tradition is referred to @&
a treatise believed to be composed by the famous author of
simurd, 7%t (Dr. De believes this to be a version of
the original abridged by one §#f. See Sanskrit Poetics I.
2n) has the following. (fol 66)

aRgAerEA:  Sedr TR ggaag |
T 7 A0 quE WY g:r?r::aqa\ i
THFATETEAAE] ATl AREEEOY, |
aq grosdtmon: anw: dosed ®an (2 W)
anay Brfiar  wrl AT wEeEn 691w o
W gugmmd aa @R R
Another MS, watgdl composed by one %% a cowrt post of
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Jam Sattarsal (c. 1574 A.D.) has the following: (fol. 57,
1. 1.5
agT AT
& gl W wvewg: TN W@ wRuAm
—arpargst fiRger B at
Y gradrat ged dwszd = ar
AMRsTEgEn frawm BeREr @
Arfmgee g aww  wfig @
I have filled in some lacunae seen in this MS, from another
MS of WAt at G. O. I, by the kind courtsey of Mr. M.
R. Majmudar.
NS8D. has the following: (fol. 15., 1. 4-6)
g ¥ WM NEIEepEeTEe:
T wEEE ¥ o A " 9
NAREARGR P A R
W wequwH  Aqwer  freae
Also compare SR VII, 6-8. All these references show that @<
is connected with wz. So too is . This is one more
point for connecting T¥F with wrw,
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CHAPTER VIII

THE ORIGIN OF SANSKRIT DRAMA

MANY attempts have been inade, ere now, to

fix the exact nature of the origin of our
drama, but as yet noune seems to have gained
general acceptance. The controversy regarding
the religious versus secular origin of our drama
has occupied the minds of many scholars, but
evidence that is brought to bear wupon the
subject, while far from reliable is wholly indirect
and as such fails to carry couviction, So far as
we have the knowledge of definite references to
drama, all goes well: but beyond that is the
realm of conjectures, and  conclusions are
drawn from scanty iaterials, T'o examine a ritu-
alistic ceremony from a @%@ and investigate into
the practice of its performance or to search for
the nature of the monlogues and dialogues in the
%137 with reference to the mode of their recita=
tion, without any definite guide, is to 1y mind a
procedure far from scientific. Qur Huvopean scho-
lars are loathe to find any reference to the art of
Dramatics in #f@f and yet they would jump at
Rgvedic ages for the origin of drama. But this
is not all. They have other lines of attack. They
catich hold of one word here and one word there and
build ingenious theories on these sandy foundations,
only to be pulled down by another equally sandy
theory. The word =8 or #lf® or w1, detached
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from actual draina and dramatic theory can lead
us no where. All these attempts, therefors, to my
mind, are round about and as such bound $o remain
unconvineing.

In order to arrive at some definite idea about
the character of our earliest drama, 1 think that
we must study the dramatic theory as expounded
in our dramaturgical works; and it is in this
manner that I take up this consideration of the
origin of our drama.

My study of Sanskrit dramaturgy has led me
t> beliove in the gradual davelopmznt of our =
typas fromn the 4 typss, which in their turn
evolvad frym the primitive 3a tvpss'. We have seen
how, amongst the &3, all the typss are likely to
have evolved from the o &%, as also how from
amongst the ITeT%s almost all the fypes could be
reduced to the ¥=&F wmr or #wzw wferw type. I have
now to point out that there ruas a co nmon relation-
ship betwoon the %3, anl th: ITea%s as far as
their mubual evolution is concerned.

Usually oar extaut @ &% has a &2 who goes
out on some business, passes through the 3Iwawe,
converses with a number of hetaerae and attains
his object. This means that there were many
heroines in a W, Qur earliest ¥s are those that

1. It is not very difficult toshow that the terms designating
the various I %g, once designated some sort of dance
forms, or some sort of =i, But it is a thesis which
I veserve for future troatment.
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are published in =galii, Out of these four, gifizéarg
(whose peculiar character I have already noted)
has seven such hetaerae, wiinfea®y has about six-
teen, waNIawH, fourteen and FwafdaiR@ eight. This
means that from the first our wws had many
heroines, and, though it is possible, in the case
of somo of the wms, to point out one particuliar
betaera ina whom the chief f3Z is interested and who
may therefore be called the heroine proper, yes
the general nature of this type percludes only one
heroine. So too in some of our existing #us we
have more than one hero, often three or four.
Thus this @mmew® has 1any heroes and many
heroines, it is crotic in its very essence, though
and 3EHA are suggested but that was in accordance
with the later, not with the earlier theory. This
nature of W corresponds with the nature of wiforr,
which is @39, which shows nine or ten threads
of the plot (i.e. many heroos and heroines) and
which has erotic as the pervading Ta. The theory
requites gRafa to be woven in W@ and there is
a curious coipcidence in  FFFET -am  where the
chief faz is identified with #w and the whole play
develops in this double character. (But I do not
want to suggest that this was the essential part
of wr &%, for it was not.) All these points_of
similarity show that our #&w wiftsr 3Iwea® is the
original, from which the %1% ¥9 has drawn most
of its elements. AFITAWMT has been probably taken
from the affgwf type which is the I¥@ ww type.
Thus aifr%1 gave rise to @ &% and this in s
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turn developed into @i, &1g and 588a. . Thus out
of the five one-act dramas, four are to be connec-
ted with the fgm @, while the remaining one-
act type saEtt which shows @ @ may be traced
to t1e IFT AW type; and from 71 have been deve-
loped the other & types as has already been
pointed out. Thus there runs a common thread
through all the known ®%s and 3IT&Is.

With this may be connected the universally
acknowledged tradition that g%, in its origin, was
divided into S&a and #&W types, the first being
called @vea and the other @& and with greab
plausibility we can trace, in their ultimate forms,
our IRT types to 98T IA and the A¥W types to @&,
Following Abh’s classification of #8n and ¥%d and
their mixture we have already tried to reduce all
the 31 types to these classes. It is further posi-
ble to reduce all our %i%s also to one of these
types, i, @4t and 5g&d, with their mild erotic §s
and gentle elements like @®atts are A7, THIFR,
@, & and @@ with their haughty W@s are
clearly ¥%d. =g with its %gm& is wild, Of course
a variation may occur wherein more than one W
may be employed in one and the same type. As
a matter of fact these ®4%s, as we know them
to-day. being highly individualised and develnped
afford great scope for a mixture of w@s, But we
may call a type #&" or I%d according as it has a
mild or haughty W predominant. % and ¥®®
are mostly mixed, though even here it will be
possible to point out one particular & to be promi-
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nent. It is thus that we can trace all our drama-
tic, semi-dramatic, and musical forms to their
ultimate two forms-ared and @ra, Here, then, the
tradition has its fullest justification and provides
a key to the history of the evolution of our
dramas. If now we tabulate the results of our
investigations we shall get the following table:

™
T - I
qaweq l(m) ml(m)
i T
T T
L2 J L J
Nos, 8,10,13,14 (?) Nos. 3-7, 9. 11, 15-20
(awqrr.s) (a'trlsws)
% tflpes mltypes
AR ﬂ}'ﬂ
‘ ‘
L ) drdft
auEwEr, ST, R |
t B,
9EqT ofg. J
U T ]

Azd  and RO

The above table clearly shows the inter-relat-
tions of all the known %8s and I%e¥%s, and the

2. These numhery refer to the serial numbers in the tahie
attached at the heginning of the previous Chapter.
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possibility of their being reduced to the ultimate
dance forms-arzr and @1 wiftm with its many
variant like vas, a=ugs, ThHas, WS otc., was the
first to evolve as a T type, while # &F was
the first to evolve as a &% type.

But it may be asked what claims has this
wm 1% to be taken as the first dramatic form to
evolve ? Why should we not take #4t or 979 or
&F or swAT as the original type? There are con-
siderations which force us to take @ as the first
evolute of the &% typa. Lot us study the plot-
structure of our extant wms. Of course the theory
is very vague when it prescribes that one f&@ should
describe vile incidents experienced by himself or
by others, for this gives a vast latitude to the
poet, and 1nakes the character of ®w episodic.
That is, a s will never have a continuous story
to develop, but only detached incidents which are
patched up together in some interesting manner,
This characteristic of wm is fully preserved in the
actual wws that we possess to-day. Not a single
AW militates against this, as the following analysis
shows:

SR has been pronounced as typical of the
class, and as the earliest @™ known to us with the
exception of =gull, In this wm the chief fig,
fism@a@i starts to partake in the festivities celebra-
ted in the honour of swwwwd, the daughter of %%-
#wfl, a hetaera, on her attaining puberty. On the
way, he passes through the ¥3@= and meets with
a number of other hetaerae, indulges in smart
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conversation with them and finally reaches sawisdt’s
place. He fhus converses with thirteen afmis on
the way, five of whom are introduced with
their spouses. Thus there are thirteen or fourteen
incidents; and the f= does not forget to describe
ram-fight, cock-fight, boxing and different stages
of the day.

In gafaes, “gugaay, the hero, is vexed at the
departure of his beloved @@, but is assured of
meeting her again, despite her return to her hus-
band. He makes the usual promenade in the
hetaerae’s stroet, has the usual imaginaty® conver-
sations and describes the ordinary sights, including
snake-charmers and magic shows of gods and
their mountains and so forth. Finally he succeeds
in rejoining gw&.”> The above is the main incident
of the wwr, but it has some minor threads too, #XRE,
a friend of the hero, had an adventure with a
o8, with whose wife he had been on terms
of intimacy; and he describcs his experiences al
some length, Then the hero goes through the

8. This is not the proper word, for {hough when the fiz
converses with the hetaerae on the stage iheve is no other
actor present on the stage, and so far tihe sonversalisn
may seem imagiunary, yet as far as the plot is concerned
all this is supposed to be real. It is only the simpler and
more primitive dramatic technique of Y@ which lends it
the eharacter of an imaginary talk; otherwise neither
from the viewpoint of the # nor from the viewpoint of
the audience is the conversation meant to be imaginary:
and the iwhole interesi cenires round the unseen
characters who are, to all intenis and purposes, real.
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332 and about fifteen incidents are described and
th'n he sees his friend #%%a%, to whom he narra-
;3 his experiences with #am}. Thus this w% too
shows a number of incidents.

TGS is a variant of the above wm, for in
it the hero, s1awd@l, being separated from his be-
love’ #7awdl, gees in a dejected mood through the
e aud converses with about thirteen hetaerae.
He then meets his friend F#=3%, who describes
his love-affair with an unknown lady in details;
and finally the hero attains his desire,

Wi, which makes more pleasant reading,
has a chief 2 as the hero, who has promised his
friend &guE to look after his wife in his 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 ouf, wanders in the
street, talks and describes at large and finally
after accepting the invitation of a lady from a
neighbouring town to pay ber a visit, goes back
home to find the lovers united. There are about
fourteen incidents in this play.

%M is one of the lengthiest was, in
which the hero, yux@®r, indentifying himself with
g, describes in double entendres his adventures
with various hetaerae. He being separated from
his beloved, wanders about and meets his friend
ga<a% who is running away from one #erfle, with
whose wife he had passed that night. He describes
his amour with the lady at some length. About
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fifteen incidents are described and then once
more comes a friend of the hero %wéw®, who
describes his experiences in minute details with
one Fff, Some more incidents are also seen
grouped together making in all twenty threads.

This shows that our st had no one continuous
plot, but a series of unconnected incidents, des-
oribed one after the other. This feature is seen
in our earlier wmis too. In IvmRmfi, the earliest!
extant W, the Az is requested to reconcile
the love—quarrel arisen between &, the
son of qmwEA and arEwgar;  and he, starting for

4. That these four #g are earlier than all the other known
A, is obvious by the fact that ,TRANEESH and AR
are referred to by writers in the tenth and eleventh cen-
turies and 9WMEASY by I in the sixth century: while
there i3 no reason why I9aIiTwfi®r should not be assigned to
#af¥ whose name is actually found in the colophon to
the work. The #@ ifself bears at least two marks to
vouchsafe its antiquity. The RZ who is here called
A=, meets on his way a TGRATHE, who does not seem
to be a Buddhist nun, but a follower of some Brahmanic
system, probably of ¥, ag otherwise ‘& F3rvar=aa® would
be out of place. Further on she remarks.

wagriaRsEh « WA TR wRRE |
Now we know that the later 35fi% theory acknowledged
‘seven Wrds but the earlier ¥=ds allowed only six, to
which 9% wag added later on, by the time of Tmfiea,
(Compare Keith: Atomic Theory P. 180 also
Radhakrishnan; Indian Philosophy II, P. 185) This will
put the date of this play considerably earlier than the
10th century., Again there is a statement (in the play)
which enumerates the different 7aig thus (P. 13):



156 TYPES OF SANSKRIT DRAMA

the purpose, passes through the street of hetaerae,
converses with seven or eight of them and finally
learns from the maid of am@uEEr that the lovers
had reunited; for, both of them being put in
psychologically anxious mood, set out to meet one

TATARSTTY ST RS e wRa
agRmimatahy: Frivigal gaTaR: Sy gt
vz i W (A Er W A e
TR gatmi TR |

This distinetly enumerates 4 kinds of #f#¥, 32 kinds of
Ty, 18 kinds of MUMWR, 6 g, 2 gaits, 8 Ws, and 3
TR ete. Out of these 4 kinds of #%*7 and 8 s
are acknowledged by all, while 6 ®a™s (of Tdis) are pres-
cribed by ®®@. But about the rest, NS has 64 kinds of
TEAR (§79 13, whgR 24, Tgas 97—64), and 36 kinds of =
a8 against 32 Ty and 18 W@y in this drama. This
too may point to an early period when ¥@’s treatise was
not taken as authoritative.

Judged from this point of view this drama seems to
belong to an early date.

That TS reveals iraits of a style similar to that
of the author of T=3%%% is horne out hy somo internal
evidence. On P. 10 is deseribed one 9RAF% as

tmrrﬁﬁﬁm_grq%’r afendE wdAs T rgraman

AMFFFTAGZTR A0 FeaSEA SRS fa:
This trick, it will be seen, is utilised in T=¥%72%, in the case
of siFe®, Same trick is once more resorted to in this drama
with regard to 3ifwr (P.15). Both'these dramas—¥ 2% %and
A9arATH —show a period when Buddhism was definitely
ridiculed. These points, together with the fact that this
drama is referred to by ¥« in the sixth century places it
fairly early. 937 with whom *he plot of the play starts

seems to have been a renowned figure in ancient India (cf
ND, 119, also 1HQ VII, 3).
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another and are reconciled. In wg®'s Tasrgasd, the
fiz is requested by his friend I®T who was also
called #sffg=, to bring about his reconciliation with
8, with whom some sort of misunderstanding
was created. And the 2, who seems to be called
7w, boasting to be the friend of g=g, who was a
great lﬁﬂl‘ﬂ'ﬁ%, goes about the town and converses
with five or six persons aquainted with him and
with ten or eleven hetaerae. Then he goes to
Fagal and by clever strategical speech manages to
eke out the inforination that she loved g@3a. In
gaedqry, incidents are vory few-only seven. In
qgaifeasy a @ recieves the information that a
witeRfFEwmm  had  been kicked by a @firdr and
for the expiation of this pollution a comnmittee
was appointed on which the fE in question was
taken as & member. He wanders, narrates some
seventeen incidents and finally attends the meeting
which has already prescribed a Fixfad for femam.
Thnus all our #wiws, without an exception, are very
peculiar in having no plot, but a series of incidents.
This, then, is a distinct feature of ¥, and one
not being present in any other ®w& type (¥HT®R
has a feature like this but the incidents are
detached there in respeet of the various acts, not
in one and the same act) shows an cxtremely
primitive cbaracter.

Another characteristic in which #wr is to be
distinguished from the other ®%% types is ifs
monologous nature. Strictly speaking a monologue
is likely to be dry and utterly incapable of

davaelinine thn nlat and it is for this resson
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that the device known as sumrmwiig is resorted to
by the Banskrit actors. This makes it possible
for the poet to introduce other characters, who
though not actually present on the stage, are
depicted as talking to the only one actor, the fa.
'This monologous character of ¥ needs an expert
actor to play the role of f42, but at the same time
dispenses away with almost all the theatrical
accessories: for an audience who can imagine the
character and the conversations reperesented as
taking place between them. as real, can certainly
visualise the scenes and other devices. Theatre,
in very primitive times must have been some
open space, converted for the time being into
some sorf of stage: and such a stage cannot boast of
a & and a 9999%% and a WiE and a @MY and such
other accessories. Such a theatre, void of almost
all the theafrical accessories’, must have rendered
necessary the cutcome of a form of entertainment
such as is represented by ww. Hven a casual
glance through any published W@ would show its
extremely poor dramatic technique. As to the
stage-directions there are very few and these too
are of a very elementary character. Most of
the effect is created by descriptions, which as we

5. And in later times when our drama grew into a full-fledged
are%, our theatre, though not a mere open space remained
comparatively poor as regards these theatrical devices. It
is however possible that when our dramsa grew to its
fullest: height, these devices were provided for in somo

manner or the other. See my paper: Hindu Theatre THQ
vol VIII, 480 ff.
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shall soon sec is another characteristic peculiar to
@@, That the monologous nature of ¥ requires
an expert acfor would at once be realised. He
was the only actor and he had to represent
varions emotions and moods sxperienced by the
different characters and also diffrent situations
through which these characters passed. That such
& monologue may well have been very primitive
on account of its popular nature has been
suggested more than once®.

In spite of the peculiar device of siafaE
invented by the Sanskrit actor for relieving the
monotony which would be produced by an absolute
soliloquy (to which chatacter our #ws would be
reduced if this device is not resorted to,) our
aws realy lack in smart and varied dialogue. As
a matter nf fact there is very little of a real type
of dramatic dialoguec in the «am, Dialogue in «am
is forced and artificial and presents itself in the
peculiar form of descriptions. These #ws are all
descriptive in essence; and this is a very nuatural
consequence of the monologue. A poet writing a
dw can never afford to lose an opportunity to
describe, Not only is it that he has to describe

6. Out of the theorisi~ 71537 gives it a popular cLaracter. in
which he follows his guru 993 who romarks: (P, 325)
that this type is mostly for the diversion of the ordinary
people (gmaa). Keith too acknowledges the primilive
character of this type. “The monologue -1 has alse an

obviously popular chavacter = and origin..... ( Sanskrit
Drama P. 148)
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various scenes like ram-fight or wrestling or suanset
or sunrise or beauty of the dawn, but even in the
dialogus between the chief f1z and the hetaerae,
where would appear the fullest latitude for the
poet to break the fetters of this limitation, an
essentially descriptive nature prevails, The poet
would describe either the beauty of the lady or
her sports or her various moods: and where
description is not present our s at once assume
a narrative form which is sure to bring lengthy
descriptions in its train. Take up any ¥ and
this will be borne out. The usual ¥ would
begin with a fiz describing the effects of dawn
and early activities of the people. Then he would
describe the 3I@arz 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 into a narrative of his
experiences with some ladies. Then he would pass
fiom the street of the hetaerae and on the way
would describe the cook-fight ete. [tis thus clear
that the W was by nature descriptive.

Though the theory is not clear, there
appears sufficient grounds to believe that ¥ was
usually composed in Sanskrit only, as against the
varied languages in all the other types of ®®s.
All our wwis prove this to the hil, and inspite
of the fact that some of our later wwrs have in-
troduced Prakrit at certain places, it seems that
in the earlier wms Sanskrit was the rule. Qut
of the four wms in =wgeioR, only weaRewn, has used
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Prakrit and that too only twice in the course
of the whole play, which is certainly very lengthy
for a one-act drama. And the way in which
Prakrit is used in these later wiwis shows that it
was @ novel experiment on their part owing to
the influeuce of the w®ws which had certainly
fully developed then. It therefore seems to be
quite possible that Prakrit had no place in our
original wws, but later writers being under the
strong influence of conventional models of the
other &%s tried to introduce this feature in the
s,  This point naturally leads to another con-
sideration. In ¥ the actual actor on the stage,
before the eyes of the audience was @z only, and
though he conversed with various hetaerae
and also with persons naturally belonging to a
lower strata of the society, it was he who repeated
their speeches. In such cases the plot had enough
opportunities to introduce the Prakrit, if that
was the established convention. But, if our above
suggestin is correct, wm was the earliest dramatic
form to evolve and at that date no precise
convention had sprung up with regard to the use
of various languages. Our theory is elaborate
about the use of languages by various characters,
and f2, who is the only actor in a W% appears
to have been allowed Sanskrit in earlier days, but
was restricted to i#a in later days. NS in des-
cribing a 2 does not give any injunction abou
the language to be used by him, but BP expressly
describes him as mEml, Out of our earliest
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dramas, other than wmwis, Imsw and %=s&l* have a
f4 as a character, and in both these, he speaks
in Sanskrit only. In aFmasgq, which is the only
other drama in which a fR@ figures, Prakrit is
resorted to by him. This is conclusive enough
to show that fi= was allowed Sanskrit in earlier
days. f3= is always described as a man of accom-
plishment, a man of town, a arw®, and it is quite
compatible with this character of his that he is
allowed the use of Sanskrit. If this be true i.e.
if the f3z was allowed Sanskrit, a form of drama
like 7w, in which he alone figured as the actor,
must have been entirely composed in Sanskrit,

Taking all these points—-the episodic nature
of #m, and consequent large number of heroes and
heroines, the monologne, the very primitive dra-
matic technique, the descriptive nature of the plot
and the employment of Sanskrit only to the
entire  exclusion of Prakrit together with
the general scheme of evolution of the
&8s already outlined by me, I am inclined
to think that out of all the sws, win was the firet
to evolve.

But though the #m may be taken as earlier
than = or fift or &g, why, it may be asked,
should we not take the wg&= 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 line of evolution
a8 detailed in the foregoing pages, eur working
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basis that wo ®5% was the first form to evolve
amongst the ®%%s, fits in very well with the whole
scheme. Therefore, I am still inclined to take
qor a8 the first dramatic evolute. For, the one
respect in which o differs from w99, is the large
number of actors that the latter is allowed. To my
mind only one actor shows a very primitive
character. Then, again though our later gws
show an extremely low state of the society, our
earlier ones as represented by wf=® and wER-
o3+, are dignified in a way, inspite of the lower
characters figuring therecin. 8o too the loose
theatrical technique is seen in the later ug@as,
but the earlier ones show a settled conventional
dramatic technique, such as is presupposed by any
=% or u%FW. Then again 5§87 shows a variety of
languages and is in certain cases mostly in
Prakrit. For all these reasons v seems to be more
primitive than sga’,

7. T must here point out that though not attested by
theory, our eartier ¥ has u certain element of ¥
present in them. F&F in his wwwngaxs depicts his @ as an
accomplished person, a MW& but at the same time gives
him some traits which are later confined to Rg™. The
burst of laughter, nccompanied by the sounds ‘& & A
which everv audience would espect at the entrance of a
g7 and which has later become a regular feature with him,
is thrice seen in Lhis B=’g case (P. 12, 13, 19). The attempt
at satirising the degraded position of the Brahmanas which
has become a prominent method of execiting humour on
the Sanskrit stage, is fully seen in YRANEA®Y, where a
foolish orthodox BPrahmana, bheing kicked by =& lady,
goes to the Bralimanas and ®Zs for expiation, and thus
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wior thus scoms to moe the first dramatio
type to evolve: and if, now, we want to arrive
at the original nature of our = type, from the
foregoing discussoin we will find the {following
characteristics of our first drama:

(1) it was entirely in Sanskrit,

(2) it was discriptive in nature,

(8) it was monologous in form,
(4) and lastly, it was secular in matter,
But I wish to make this point quite clear.” We
have seen that as the &% form ww was the first
to develop: and both theory and practice prove,
beyond a shred of doubt that ww ®1% was secular
in its plot. Even in the cass of other one-ach
dramas, the theory prescribes secular subjects with
regard to wgm and dfi. Tu sy, ¥z and fA
the plot ir required to be renowned, but no where
a religions phase is indicated. f#® has gods etc.
" a8 heroes and it may have besn religious: bub
all the other one-act plays were sscular in their
very nature. Thus our a=7 form was undoubtedly
secular in its origin, But I have to submit that
evidence has another tale to tell with regard to
the %7 types. We have taken wu, a.frr, =4, 0
and gdF as the earliest 7@ types to evolve. Out
of these @ and wifi® are reguired to have gfiala

cauges much mirth: and other #Ms .almost vegularly
introduce one such incident at least, in which some ®I¥X
student is thus ridiculed. This feature of causing mirth in

the audience hy ridiculing the so cailed learned class has
hecome vegalar wilh the g,
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etc., in their plot, w@s was connected with @
8o were it and eiws. Thus all these elementary
and early 7= typas seem to have bsen religious,
And, though it is quite possible that our earliest
7@ forms may have been both religious and secular
i.e. they may have been resorted to on religious
as well as secular occasions?, (for there being no
plot, these 58 forms had no claim to be called
religious or otherwise) yet the tradition connects
them with % and v9d: and this may lend colour
to its being oconnected mainly with religious
occasions,

If this theory of gradual evolution of our I,
7 and 9R2 types as detailed above, is correct,
we will have to distinguish between certain stages
of growth even in the %2 types themselves,
There will be roughly four distinct periods.

(1) The ecarliest phase of the evolution of
our 427 types would be represented by & form
which required only one actor and one act.

(2) %=, in its second period, reguired many
actors but still had only one ect.

(8) ™Mhird period is represeated by less
complicated types with many acts.

(4) TFinally, the fourth phase is represented
by the full-fledged == and s%w types, which,
when fully developed, gradually sent the other

8. Abh actually admits this, for he says that FeTema like
et ebe., were perforined in the presence of some king
or in some (emple court-yard (WA a1 Abh 177.8).
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lesser types into oblivion.

And, now, we are in a position to answer
the question raised by us at the outset of this
volume about our drama being still-born. T have
used this word purposely. A still-born child is
that who at its very birth is dead i.e. devoid of
all powers to develop further. So far we have
taken the plays of #@ and 53 to be the earliest:
and these dramas do create an impression that
they have already reached that stage of dramatic
development, which is the highest and for which
there is 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
is a wo and, though we may not be forbunate
enough to recover other representatives of the
other early types. it is quite certain that the
dramas of W& and #f%T@ represent the fourth and
the last stage in the evolution of our drama.
This means that at the commencement of the
Christian era or a little earlier, we are
already in possession of fully developed dramas
which have at their back three distinct stages of
evolution. Therefore the existance of a long chain
of dramas represeuntative of each of these periods
will have to be admitted. This will put the actual -
beginning of our Drama in a very distant age—how
distant, it is difficult ‘o say at present. Moreover
our drama was, at first, musical and added speech
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to it eater and in this light it is likely that the
Rgvedic dialogues and monologues represent our
elementary %@ types, the monologue Leing sung
by one expert actor who may have been a W&
and the dialogue being carried on by two opposite
parties. But into this realm of conjecture we shall
not enter, just at present.

9. One of the earliest wuses of!the ward ™ in the sense of
speech is seen in q_'ﬁnwaqﬁwa\_ Cf. TAETETARRER s
TCEAREIA | § WARREEIREIE A wRE e o 1, 2, 4.
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APPENDIX I

List oF PrLATS A8 QUOTED 1¥ DRAMATURGICAYL TRXTS

(Figures referito Page nos)

smees ND 193, BP 232,
SD 63

srmIMRRAft (o, siaf<s-
garfadaa) ND 95
wfeawaw BP 282

e (i) ND
155

fipmuas RS 265, 273

sfvamag=as ND 67,69, 154;
BP 237, 233, 228; SD
64, 66, 69, 70; DR 65, 66
ete. Abh. 39, 280 ete.

errma~ BP 250; NS 1V, 2
e ND 172

wwgaa (sgeq) RS 278
@ (whw) ND 114, 143
e (@) BP 251, 231

IaEika ND 39, 100, ete,
DR 27, 28 ete.

IRy, 8D 85
IgragwE, (M) BP 266

sqeoss ND 66, 111 etc.

8D 64,88 DR 76, 79 etc.
wgmEe (og) SD 286
wsAdae (Rres) SD 106
i (7ge) SD 103

Fawd (a) BP 269, DR
83

veifeaay, (@sq) SD 105
st (sg@) BP

gwea (wfvwr) SD 107
ggmer BP 223; SD 65

ggmRafisr (fgem) BP 253,
SD 100

gemEw BP 238, ND 80, 83
ete.

Welaa (ef) BP 267, SD
106

Agdfimorg (3%91) ND 70
wrenaey, (*fakaw) SD 105
nxwmifys (mRsnawar) BP 286
mafig (sEhReg) BP 252
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gemrst Abh 177
TRIgale® (wfEm) SD 93
wefisr  (#14) BP 263
awsifis SD 75

st (AL @w) 8D 90

Frelersiass (&, s@m-
Tt ) ND 95

Jgmfr (€ifEawr) Abh. 173
KS P. 328

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

snEs SD 77

sMz=sa ND 123

gt BP 243

AU BP 34, 43 ete.
Abh 297, 298, 338

anmew () BP 248

Prgwgie (Rm) BP 248, SD
99. NS IV, 10

Figwg’a (Sews) BP 263

gfeamzaifes ND 53

Wezgg ND 71 (gaddt

occurs as a character )
184 etc.

FaRors BP 223, 227
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e (sHas ) BP 266
SD 104

gesrafas (=arEtt ) RS 261,
287

qRe () SD 103
Tt (FrEmuEs) SD 104
aefaere ND 40, 45

are=g ND 45,68 ete. DR
46,50 ete.

shimfasa (5o ) BP 263

qaifyem (@was” ) RS 290

wnadaiRoay (sexo) BP 243

@t RS 263, 266

gpsaias ND 149, BP 230,
RD 82

qza.feéasw (wor) Ath, 178

wiéfism ND 76, 81

gegas ND 50, 94

ge@rel (A9 aawami) SD 63

gegfer, (SR, aﬁagﬂm, -
a1) SD 98

sRmg(f)es (el
fgame ) ND 115, 116

siawdia RS 266

swadt (k= wm) SD 73, 79
82
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gasuag RS 258

sy ND 140

Regfimr BP 244, DR 74
76 Abh 312

agedtft BP 251

amaias SD 73

srsuaraw SD 62, 66. BP 240
237, 233

aifemifaey ND 138, 146

feegeet (g@fmr) SD 106

a3zt BP 238

wrAeeS  (dvefitE) ND
144

aeEwR= () ND swwo
171

auaes BP 241, 279 DR
(eesa) 44

agguag RS 275

mirEtA (Fe) P. 268

aqgdifasr () SR 290

aedaas ND 67, 120; BP
210, 243, 280; SD 68, 69
DR 11, 45 ete.

Aty (f5 ? )il ND 40
91 ete. BP 210, SD 84
DR 40, 44 ete.

mefw is invariably called

gt in ND
arEFeEy, (9eF) SD 105
Tt (3grm) RS 298
qraigsrrg, ND 43, 48

aridfaasy, BP 217, 223
aiftaaq Abh. 183,184(uwrea)

gawgg ND 43, 46 efc., BP
DR 41,75 etc. (calls it
TREATY)

gessikty, ND 560, 87 etc.,
BP 228, 223 etc. SD 67,
68 70 DR 29, 45 ete.

damgyy, (des) BP 238

dmefeey, (ves) 8D 103

gafafrsag, SD 89

arangeT (wergwE) ND 63,
84 efe.

ardga (w=9) SD 1 5

wgiew ND 57, 84 ete.

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

uwafdsq (wes4a) Abh, 174
183 184 ect.

uwargzd ND 47 49 ect.
SD 96
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wgga ND 95, 56 etc; BP
229; SD; 65; DR 29; K8
P. 325

uameg (sitafza) BP 235 258
uafim=g 8D 68

UaiRgery (vesg, dwwitm)
ND 116; Abh. 42; 216
Abh. quotes this author
as a dramatist 216

Yt (M=) SD

Ry, (s, seagee) ND
P. 61, 68

wHaes (Tge) SD 103
dergst (W) 8D 98

am;tar (few, sgmm) ND
71

afema (Sgwrw) BP 263; SD
103

IR (T9IR ?) [g9°9's]
Abh. 247,

Peitisia ND 96;143:BP 230
etc.; SD 75 DR 82, 88
183; Abh 42 eto.

frmaedfsm SD 103

fifafefa (a drama on 7=
story) ND 78

frergugeifa ND 78

femadt (wenms) SD 140

dfmad (wfw) BP 262

dtafis ND 39 ete. DR 8
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39 etc. Abh. 298
g (Ra) BP 248

fomfAgrm (RE) RS 272,
276 etc.

g ND 50, 57 etc. BP

228, 225 ete. 8D 67, 68,
70; DR 69 etc. Abh 297
eto.

afrkmmigsy  (swfewy) BP
2562

angafam BP 252
afirerafs (sRafesg) SD 100

mfves (set®) BP 262,
SD 104

dawwd () RS 281
aerfiaxs ND 42, 48
e (Fawt) SD 49
smEgs (vg) BP 247
gres BP 205
demgem, BP 205
gy BP 263

gumes (smgme) ND 147,
148 eto.

¥ (sgaw) BP 247
tifqagw (sawvt) SD 99

wiwaw gahzm) BP 238;
8D (svew) 104

wvaeTae, (Weed) ND 84;

BP 239; Abh. 87



APPENDIX II
TECHNICAL TERMS

lN this Ohapter I append an alphabetical list
of the technical terms occurring in the foregoing
pages, in the hope that they will be useful for
the proper understanding of the text and render
it self-contained.
sigwd [47] The stage of physical effect in
the W theory. See wW.
wgéfy [46] Sub-divisions of df#s, See &d=x.

swar [114] A dancing Scene. See P.118,1.11

sifya Histrionies. lndian dramaturgy-requires
an actor to be clever in the art of acting or #firma.
afea is fourfold. euf§® or ®R%, af¥=, engd and
@fas, &% or %% embraces all the bodily move-
ments involved in acting. Various movements of
eyes, nose, ears, eyebrows, hands, feet ete., would
come under this type of sf@a, Rules regarding
the proper and accurate pronunciations of words
and the rules regarding the employment of various
languages and dialects would come under the
head of afsmféma. Appropriate dress and toilet
would fall under wgmi@¥. Interpretations of
various moods represented in the plot would fall
under the province of @fwmfimy. Theory aboug
these &f@as is very elaborate.

wftrfem [126]: DR (2, 44)
waEisfimtansd  ardgisRafe

One who, being lovelorn, goes to meet her
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lover or makes him come to her is an siRyaEfia,

o¥iwsfis [47): Banskrit dramaturgists have pres-
cribed that for the proper accuracy of the plot-deve-
lopment a dramatist should see that at least five
points of his plot are gnite distinct in his play.
These five points or original elements (¥&R) of
the plot are called stiwsfis. They are five in
number viz. #4, farg, @ & and FA. 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 #i% or the point ab
which the first germ of the plot becomes ' visible:
then he has to think about fsg or the expansion
of the germ. After the plot expands in this
manner, he may sometimes think it necessary to
have some episode (wWmi) or episodical incident
(s%%) for further elaboration of the plot. And
finally he has to think about the fitting end, the
denouement (#%). These five points that are thus
fixed up are called the oMisERis or the original
elements (of the plot), on which the whole plot
is developed,

dftw=germ. fRrg=Hxpansion of the #I.

qars = Episode. s&&=Episodical incident

%M =denouement. DR [cf R, 1, 27)

ardfemrg [ 107] erd+-3amig. Indian music recog-
nises four types of ags. wig is defined as SEraEAT;
(SR. P. 272), Its four types arc ¥a3g, AemE, ¥¥

and @, Thus vawg is a wig. It is explained
by agw@®rma thus samed moad ¥ B @ san.g i v
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sEais<deq: | (SR, P. 272). It is further ex-
plained ( SR. P. 592):

gl qgmeeTal gegaRftde: |
q FEY AN NEEHE § AGWA: B Qe

and
§3R af oy R TESEIqOEAEIEaERY | |
Thus it is a particular programme of playing

upon beating drums to be played in the beginning
of a a4,

sgadr: [121]: Pause: See @iy,

JFeqr: [46): With reference to the central
action of the plot, our theory prescribes five
stages. These are called smems, They are named
a8 @REY, sag, S, Faafy, and v [of. DR, 1, 28]
Beginning of the action is sm#3, The effort that
the hero has to make for the achievement of his
object is wa@. This stage shows that all is not
olear sailing for the hero. He has to put some
effort, as the result of which there might arise
some prospect of success, which stage is called
s, After further effort this prospect turns
into practical certainty of achievement, which is
therefore termed as faFaifiy; and finally comes the
actual attainment of the result i.e. %@ma. Thus
these five stages refer to the progress of the plot.

aikeA = Beginning of action. sas=Effort for the
achievement of the object. mi==imr=Hope of success.
frawif = Certainty of achievement. %®m#=Attain-
ment of Result.
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awgs [16]: In the details of the =nf¥s sfima,
our theory has a very detailed classification of
the movements of all the limbs of the body. Out
of these, harmonious movemant of hands and feet,
is called ®ww, NS describes 108 %ms, Combina-
tions of these #ws cause @ggns. It is thus defined
by Abh.: et Jmsal g MOMEEdSEENC: | T W@
ae wim:, emfAdel gis®a. In an ewer, the actor
performs two or more s,

aFmger [106]: A character though not bodily
on the stage, yet supposed to be there and with
whom the 2 in a ww converses as if with
someone actually present on the stage. Thus it is
a character who is in the space (31.%®), not actually
on the stage. Cf. castles in the air, where air
is used in the sense of st

ot [58] A 3R, which see.

enfgma: [122) Unfolding of the seed of the
plot. Or it may be a musical item, Indian music
has a technical term called sféfd®:, wich is probably
meant here. It is thus described: SR P. 138

TR AW
i EEgatan s@a 3 13
It is thus a type of Fmwsfa.
afks [70] A type of #faa, which see.

gadat [111] Questions and answers, It may
refer to enwmmfRr type of conversations,

gus [109] A kind of s,
g9arE® [ 115]: An assistant of hero.
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&31 [123] One’s own legally married wife.
A type of aff=, which see,

= [123]: An unmarried girl. A type of
7ifr#, which see,

Fogiaial [123]: A type of @R, which see.

_ @ [52]: A heroine who is born of a noble
family.

gioft [54): A harlot.

3fadr [56] A type of 3, which see.

grge [121] A kind of 4.

@nded [60) A hero who is reputed in earlier
litrature or ftradition, is called a %=/ or a S&xE
here, When such a hero has impudent manners
in the play he is called wami=a.

wfrr [123] A courtezan, a type of R, which
see.

arm [106] A metre, a type of song. See BR
P. 319,

iy B R EEETOSY |
Bred aged ma@wt get o o

wi [60] A @4, which see,

waig [561] An act within an act e g in
AW or wiEA», When in the body of an act, the
principal characters of a play are represented as
witnessing a play cnacted before their eyes, then
occurs AHIE.

aga [119]: It is a <% of aw the mordern
staw. It is named after the number of svs in the
principal beat i. e. four.
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%2 [54]: A man servant, usually an accomplice
of the faz,

gfgm [121] A hero who is courteous to all his
wives.

geiggues [114]: One or two sticks.

k=@ [107): 9@ is movement of an actress
on the stage, while dancing. There are various
types of @is. This is probably the same as W’
i.e. the acting interpreting the movement in space.

fesar [92]: A divine heroine like an aawr (e.g.
Selii )

gl [126]: A lady-messenger clever in pursua-
ding lovers to meet one another.

¥t [92]: Chief queen.

fBwws [106] A type of metre, a song. See
SR. P. 319 fi.
geqal fFada @afgua: wghas: |
awdla: aaEr ar i
This is & synonym of the classical metre
Lqus. A 599 or musical composition in which
this metre is employed will also be called w4,
Bedt [122): A mefre. A wasa composed in that
metre. It has ®&m®. For its composition see SR
P. 313-4.
g [62] A type of a™®, which see.
fiwfoa [92] A type of a=m%, which see,
ficigra [46] A type of #™%, which see,
itz [61) A type of am=, which see,
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ga [122) In the actual practice of the per-
formance of a drama, there was a musical
programme gone through. At the entrance of
particular characters in particular scenes, certain
songs were sung declaring their entrance. These
were called gas, w@ as quoted in SR (P. 90)
describes thus.

aft 3 Feaf sdaRfaem:
gEnfgedf fam=" @)
g afd @gamae e |
Comm. on SR (P. 90) has this note:
SR ¥4 |
NS has one whole &=na for this~the 42nd.
=f@ [122] Appears to be an item of musical
programme.
a8t [46): ga’s wife.
amy [121] A type of @R, who is accomplished
in all the fine arts,
aizmesR [47] Our dramaturgy recognises, 36
decorative elements (3%@%1s) to be employed in a
drama. Just as there are 3@%Rs in Poetics, there
are ®w#Ns in Dramatics also. See NS XVI, which
describes these #%Hs,
ard [48 ] Benedictory verse or verses.
Sanskrit commentators usnally quote the following
verse for ard.
araRAAET: B SN |
TR sl

Its main characteristics therefore would be
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these : (1) It must be benedictory in nature, (%)
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
& verse which has the above nature and after this
first verse the stage~direction aa-a ma: sfiwR gomam:
occurs. In certain cases this line appears before
the verse also, as in wA's plays. As a matter of
fact this avd verse is merely a part of the long
programme called 9%, which had to be gone
through before the play sctually commenced. BP.
(P. 195-7) prescribes 22 elements of this W, (See
P. 194, 1. 20), out of which @= is 12th. compare
BP. P. 196-7.

af¥wr [126] half a ggs. See P, 126,

% [46] A hero. According to Sanskrit
dramaturgy there are many varieties of #a%. These
varieties are mainly based on two distinct princi-
ples. From the viewpoint of the nature of the
hero, he is classified as wvmma, dafm, figE, and
des. He is also classified as a lover i. e. Wwith
reference to his conduct towards his heroine or
heroines. He is then called %W (courteous), W5
(deceitful) 92 (shameless), or sz (agreeable).
There are some other principles of division also;
but we are here concerned with the first principle
only. Therefore we shall explain these four verieties.

dftorea: DR, 2, 4.
FagagEaY e Gl
T'his suggests that he must have all the quali-
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ties of a gentleman, and that he must be particu-
larly self-controlled (#() and calm (ara).

¥itefen: DR, 2,3.
fafirn el somsa: oot 93
His qualities are: self-confrol (tw@), light-
heartedness (afa@), no anxiety, fondness for arts
(¥=raf¥a), happiness and delicacy.
Hfdgw: DR, 2, 6,
USRSt ARERIE |
R igaeagE Teavst Bea: o
Self-controlled, haughty (3%a), proud, jealous,
deceitful, devoted to magie, egoistio, fickle,

irascible and boastful-these are the qualities of
the g hero.

iz, DR. 2, 5.

agaratsfmedic smaElRzes:
Rt FemErwd sfidgrat zeas: |

Self-controlled, exalted sgrt very sobre, for-
bearing, not boastful, steady, with subdued ego, firm
of purpose (@) and of great excellence (WE<a)-
these are the qualities of the Hiiz™ hero.

afyFr:  Heroines are of many types. First
principle o classify them is their marital relations,
A legally married wife is called wfar or &,
Another's married wife, with whom the bhero
comes in eontaoct is called a#a1 or W, A courtezan
with whom the hero has relations is called a
Juelt or WA or aWE, 'These are thus described
in DR:
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&s=n Qe agar AR Brar 1 2 24
ool st 9 arlaisRed safaa o
FAGEREsR: FalswiRarEg || 2, 32
Qe afie FwATEAElEg | 2, 23
FAERGEM T TEGTRE, |

W R fEEda || 2, 34
R amgay S Rexgaed 1 2, 35

Thus from the viewpoint of marital relations
the heroine may be &f®r i.e. one’s own wife, or
%-a i, e a %1 (3 maiden) or another’s wife (waHm),
or @Al i, e, a courtezan, 2, 32 makes it clear
that st should never figure in the principle @.
2, 33-34 count the qualities necessary in a =

Again, according to her age and consequent
development of her own nature she is classfied a8
g (Inexperienced) #wr {Half-experienced and saw
(Experienced) or stel. These are thus described in
DR.

g aaEmEA Tt awn ag: 2R ) 2, 26

a=iggigamE Agragaaa 1 2, 27.

i SengEmEar a9 ey |

Al Rardin agemg 4 2, 28.

e @l e g |

o ErraRaRRswRa 1 2, 29.

wERmEdgEd W Rau g |

daw @Y v T & XA W 2 80,

BT Ry R Iwgear grwRan 1 2, 31,

g has the desire of new youth, is bashful

in love-sports, and gentle in anger. %= has the
love of rising youth, and is capable of enjoying
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love-sports till fainting, 2,28 describes thesc sub-
varieties of ®= according as she is ¥R, #=r or
it in her anger, towards her lover. 2,29 describes
& T or Sk, She is blinded by youth, is intoxi-
cated with love, absorbing herself as it were, into
the body of her lover through joy, becomes un-
conscious even at the beginning of love-sports. 2,30
describes the three varieties of ¥®i according as
she is ¥, @ or AW in her anger towards her
lover. Again both these a1 and st can be T
(an elder wife) or #fa1 (younger wite).

Again with reference to her mental condition
due to her relations with the hero, & heroine is
classified as w@dfwdow, aFaew, RRERsm, e,
Fwgraian, Bmes, sif¥afmr and AR,

They are thus described in DR.

sz & endaafasia o 2, 36
aEmETE g Eshaade 22, 39.
71 TeEaen @l aenasiy By 2, 38,
famasy g fdEasar 1 2, 39,
gRssaEnEE afedsatemifaar 1+ 2, 40,
wearARasaaiRyasgmafigs | 2, 41
Foesitraaaaunasfafiaf@ar ( 2, 42,
qiaraEd g waa sikafan 1 2, 48,
saAlsiyaisd auagsfimfe |« 2, 44,
Pasafqa@gmagrive s nmo; |

gFI: gEeEr 3 W9 Aetvewanga: ) 2,45,

When the lover is by her side and at her
gservice, she is called @sdttag®, One that decorates
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herself to meet her lover when he comes, is called
i, One whose lover tarries in coming to her,
inspite of her being non-guilty is called R@raRm,
One who has discovered her lover having been
disfigured through his love-sports with another
woman is @fisar. One who has repulsed her lover
through anger and then suffers remorse is Z@gafiar,
One who is greatly insulted by her lover, by not
turning up at the agreed rendezvous, is called
ffs@=q. One whose husband has gone abroad on
business is called sfyafi@r, One, who being love-
lorn goes to meet her lover herself, or makes him
to come to her is called =fsaf& 1,45 gives the
characteristics of these wfs,

fgir or famw [ 108] An item of musical
programme.
fadewr [ 62 ] @M, which see.
garl [ 47 ] An @SsEf, which see.
qRar[ 78 | Another's wife; A type of @,
which see.
qia@t [07] A kind of &R,
fizag [07] He is called a wamma®, He is
thus described in DR.
qarEArEET: daadf =g |
seagEY v fafRgem agm |l R, 91

He is intelligent, following the @ia%, devoted
to him and is slightly inferior to the @m% in all
his qualities. BP describes him thus (P. 94)

g el fara: FRaeng@e®: |
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97 [128 ] A heroine who has remarried.
s#0 [ 47 ] An @sivsfs, which see.

sEars [ 114 ] A type of am.

sfga [ 115 ] A &f%, which see.

s9w® [ 47 ] s39% and f""aw are two imtro-
ductory scenes. When a dramatist thinks that
in the representation of his plot there are some
incidents which are not very iwportant from the
dramatic viewpoint, but which are such as would
be inevitable for connecting the link of the plot,
he suggests such incilents by such scenes: e.g.
in swuq, in the first act, ‘™ abandons dar. The
2nd act proper begins after 12 years with W going
to kill wgs. What happened during these 12 years
(e. g. the birth of #1 and Fa etc.) is necessary for
the proper appreciation of the plot. 8o the
dramatist puts an interlude scene and suggests
thess incidents. Such scenes are of two types
called m¥w% ond fram®.  They have following
characteristics:

g3gs: (1) It should not occur in beginning
of the first act. It can ocour in the beginning of
any other act. (2) Im it all the charactors should
speak in Prakrit, i. e. all the characters fipuring
therein are low oncs.

fast=as: (1) 1t can ocour in the begiuuniug of
any act, even the first. (2) It is called s=feweus
if all the charactors therein are such as unse
Sanskrit only: and it is called RMfstra® if rome
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of the characters speak in Sanskrit and some in
Prakrit.

searEHl [ 48 ] Several types of w&mEm1 are ex-
plained earlier (See P. 48). Following are the
requisites of a w&wmaa,

(1) Tt should occur in the beginning of a
play. (2) In it g@ur should converse with his
wife who is called @& or his attendant who is
called WG or @fly or Rga® Or he may enter
alone and address the audience. (3) In the course
of this conversation or speech, the audience should
be informed about the name of this play, the name
of the author and his history. (4) Before closing
the ==t the gaar should introduce the character
or the incidents of the actual beginning of the
first act.

All these features are not present in all our
extant plays. For instance in #w@’s plays only the
gxart enters and introduces the play and goes away,
and (3) Is altogether absent. [n @fsgm@’s dramas,
except the personal history of the auther all other
points are seen: While in later plays like those of
#% and WAy all these details are present.

star (126] A heroine experienced in love-sports.
See ¥,

R [63] A harlot.

fasg [45] An ss®R, which see.

#iw [45] An w89%fa which see.

waas [106] A type of q@. wma® agfig W
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fawmrr | T, SR, I, 444,

wamews: Though nowhere found in theory,
almost all our extant dramas append a verse af
the end of the play, which is called
wadw. In this verse the hero of the play asks
for a blessing from the most revered personality
in the play. It has been suggested that this verse
was recited in honour of #d who is supposed to
be the founder of dramatic scienee on this earth.
Others think thatitis a mass prayer by all the actors
together, as one of the synonyms for an achor is
w@a. For this discussion see my paper ‘Bhagava-

dajjukam and Bharatavakya' in THQ

wift [46] A 3/, which see.
¥1T [47] An emotion. See A.

ARt [123] A type of =1 BP. describes
her thus: (P. 291)

@9 STagE 9T WEEEE |
quetTIIEEA WeEa fAnga
When the love-sports begin, she herself
makes the start: and she does not tolerate co-wives,
aaadt [106] An item of musical programme.
amas [114] A type of a | awaer FumraffEssd
ageg. SR. I,"440.
st [1068] A musioal song is called ¥ aadt
is a type of #a. It is thus defined: SR. P. 144,

Herr sormmaat FeReasd a3 |
Bt avred awgeacigag, ||
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gydaet ¥ = gdwt 53 WY
R Brugmust et soggan:

aen [106): Time taken in pronouncing one’
@gm. This can be a type of &= etc. also.
et [92] A type of afa®1. One who, feeling

insulted by the conduct of her husband is angry
with him is called a afasft.

afiy [46] An attendant of g, WRAPE.

qufE [106] An item of the musical pro-
gramme.

g@ [47] A @4, which see.

gt [92] A heroine inexperienced in love-
sports. See also afar.

g™ [114] A beating drum, probably .
gft [121] Pause in music.

w1 [106] An item of the musical programime.
a ™ or the like.

@ [47] Theory of w@ is peculiar to Indian
dramaturgy. It has also played a very important
part in the science of Poetics. To understand
this theory let us take an example. An aoctor
stages the part of ¥, in separation from da. He
wishes to create a tragic feeling in the mind of
the audience. The process by which he will
achieve his end will pass through the following
stages.

[1] (2) This feeling originally relies upon ¥
and @71, If these two are non-existant the feeling
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will not arise at all. Therefore these two-hero
and heroine-are the sources from which the feeling
arises, (b) This feeling, after thus rising, is
nourished or excited by the environments like clouds
etc, So far the process is mostly unconscious.
But soon, these two stages begin to act upon the
body and mind of the actor. [2] Due to the
physical effect, he has tears in his eyes etc.: [3]
Due to the mental effuct, first there arises a
vague fecling of dejesction, ete. At this stage the
process begins to be conscious, and soon [4]
this vague feeling, if nourished, takes the form of
a permanent mood which we call grief. Here the
process becomes fully conscious.

These "stages, in the te.nminology of @ theory,
are designated as follows:

[1] (a) The hero and the hcroine, on whom
the feeling originally rests aie ealled en@safFams.
[1] (b) The environment which cxcites the feeling
is called sftwifarm, Both these form one stage
called the fdwa stage. [.] The physical eflcet of
the first stage is called sgma or afas sgua. [J]
Its vague transitory meutal cffect is called =aRard-
wa. [4] And the last stage where this transitory
mental effccts become decp-rooted and take the
form of permancnt mood is called ®wdftwrs, Thus
[1] (a) and (b) ate fhwms, [?] is =9 and (3] and
[4] are wms,

When this process goes on in the mind of
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the actor it is subjective only: but as the actor
goes on interpreting the various stages by his
histrionies, spzech 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 @t wm,
is completed, the minds of the audience experience
a subtle pleasure which is termed as *&: @ is the
ultimate pleasurable mental condition, which is the
outicome of the whole of the above process.

oS are named as &, ¥eq, =, @T, L
a9, %1 and ¥ed. =aMards are named as fdg, =l
W, wgA, W], A9, WeE I, Fean, qg e, W, W
aqwal, g, Wi, W=, W, R, skaws, Fw, B, TE,
fa®, @a, Bdta, smY, «@afe, saq, af, saft, =g, AL
wrftams are the following: W, g9, %, =, SHEE,
W, gra, frew, and  (FHR). And the s are
AR, g, &, Uz, 4, s, ded, sirgd and (W),

{9%s [16] Separate (not simultaneous) move-

ments of hands, feet, waist, and head. A division
of wfimfaa.

#7 [121] Rhythm created by reciting syllables
in proper time-measure,
wieaws [68): @rq is the gentle dance. Theory
recognises ten types or elements of @& BP. des-
cribes tdem thus:
gy Rerqaemdi geaftesr |
TI%h Prjee deqmed Baea
gFadAaas JagFaRgTaad ¥ |
®ie g Aazwfdnseag |
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R aRs ax W |
#fRd afwfid aRawgzad U
g arpnfaan sl 1
AT Reamsd ag=ad W
CRESIEE S ER R L L re i
Asamfian weaE agaga W
afida 3 amraeentIag |
BT S AT @ JW TAPEHE U
A FAAGA AABCATAOYAT |
It red FeRE gt W
SfgUBEITE SIS TA |

A gRAAEE PHEFIITIE N
TrRRe TegsIIgey |

R TP a9 qerEgIEad, |
OFrfaiya Pty 1
CINEEINY F%]  qqgReew, i
sl manded  rrnafiiee o

SE EsTIFT  agadiaEs qaq |
armzsad  affaegsag )

T AT TRGET FAt SAqURS |

Thus thero arc ten ®iiws viz, T = mere
gong, Raam# = rocitabion by one who is standing,
a1 = Recitation by oue who is seated, geafies
= Dance in accompanimont with various types of
musical instrumonts, ¥£33% = Song, oxpressing the
breach of love, by oue who is o @wRsal, P = (it
is also called f7%) Representation, mainly of
males, with wud%a (i.0. even metres) and gentle
words, ¥47=Danoe, with bangles and girdles
shaking expressod in ¥, Byaem (it is also called
fz1748) = Dance with various types of histrionics,
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and clear emotions, by means of various s,
gawiad = Speech of one who is anxious and whois
unmindful of persons by his side, and S¥FFgHR
= Fierce couversation caused by anger.

These #ewgs may be cmployed in a drama
at several places.

SR gives a set of Xftweaiws which are worth
noticing here. (P. 7934)

aifsaforeay =R gFgdso |
qEFAEEN: )y Begd a1
s i i AfED By
was @@ ¥ a9l aesegE |
afigs afwed saeamgt @ |
nitgElEagat atnedm =eag o
aife: @1 Feaqeigenar FfaEd A3
ggart Reld e T aq |
gageHEgal aew a1 SRdar u
Fielge samiemdadt: |
Remiieraq gf amaaw |l
frommfiendy Faagadvan |
efed arew Rasasar mggdwony |
9oF: Wrgufed wawvad saa |
aaeedia  wAREAl gaara: o
agaTwE: Wk g |
FRRE gl aRdarR q@ oo
fud effedt ag  wwmw@a: |
HEATNG EIRRTTRaAAfarT i
Harrrm: RRapATaEr 79w, |

These are, of course, not meant here.
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g [106] A type of am., See Fw=lt =t
SR. D, 451
a4 [106] A sw=3: See SR P. 805
g [104] A type of am; wifw gat @,
SR P. 436
aafsr [122] A type of s,
qifs% [7T0] A type of =fima, which see.
yraare [16] A type of @s.
gragare [125] A type of am.
grasgst [115) A type of #iff®(, which see.
fiz [52]: One of the assistants of the hero.
He is thus defined.
wHE Az DR, 2, 13.
et freeaer smddg stmew, BP, P. 94,
His main qualification was his proficiency in
the art of love. Therefore he alone figures in ¥,
figa® [46] One of the assistants of the hero.
He is thus defined.

geara fags: DR, 2, 13,

ReywsAeiaseaas: |
dflaqeae qua: sawn wiffmky 1| BP, 44.

fawma [47] Bee W
fwd [60] Same as wfdwd, which see.
fam [105) A word used for ‘a scene’
dfteqw [60] Following are the divws (DR, 3,
13-26):
ISR el swq |
TRREd e smenfaaafey |
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sETETSNEEREY gERm | 3, 13,

TEENRIARIST A 4T |

wFE aEedt 39 ageas | 8, 14,
. UABA QUMY SRTETI, |

NEGASHR ST =EEEiE Gar u

omgd fedst awdt g (8, 16.

aﬁmﬁmﬁ?ﬁﬂw Br Raz 1

w=iRfraen: @w aker o 3, 17,

frniiiatRfiera geamsey | 8, 18.

fafrenser aae B safadsia a1 3, 19

sFq TR erasfas W 3 20

we: gegaaEtafims agEtRar | 3, 21

Wi Sqredl gAFeEtra R ad 1 3, 22

digran frgl @ifsda s3fem 1 3, 23,

EFEEEASTEAT g 2, 24,

TR R gEanE g 1 2, 25,

ar gu g Hw a7 wgEed & a2, 26

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

LA A e gEad |
gEET AR adqt a&g se=da 0 2, 27

TR, at the end of the =wa@ar should in-
troduce the plot or a character thereof, by means
of any one of these clements.

1. s®@=It happens when there is mutual con-
versation or series of questions and answers, with
synonymous words, having ambiguous sense.

2. s@afi@ would occur when, due to coincidence,
opposito objects are fulfilled or when in the work



TECHNICAL ,TERMS 197
in hand, some other end is achieved,

For instance 3%r@ would occur when ageast
on the verge of being united with the King got
rebuff from bim; and the second would occur,
when owing to some coincidence, one gets his .
In the first s1fte comes up from the &, in the
second 2 follows.

3. sk is constituted when there is mutual
humourous praise, through untrue speech.

4. fma happens when many interpretations
of some speech, are possible on account of
resemblence in sound.

5. 87 occurs when deception takes place
through temptation caused by =i speeches, though
they sound like fr ones.

6. 717/ would happen when some incomplete
speech is cut off in the middle significantly, or
when there are two or three retorts.

7. sfyas occurs when there is speech which,
through rivalry, shows superiority in mutual speech.

8. e when, with regard to the ¥ga speech,
something carrying a diffirent sense is uttered all
of a sudden, it is w=.?

9. smefqa occurs when a speech full of W
is explained away in some other way.

10, =if%%1 is & speech like m&®% in which
there is joke and which has some hidden sense.

11l. smegem is improper prattling, constituted
mainly of irrelavent talks.
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12. =mgris that speech which produces humour
and temptation hinting at some other sense alto-
gether.

13. 777 is caused when faults are represenfed
as qualities and qualities as faults.

af [56] 7f is a style. They are called 3R,
a@d smadt and widt. They are thus discribed in
DR.

agsmian.fara gfaugal ax SRR
Regerfionddy amEkd: | 2, 7.
TiqegsacRzaREgTTS | 2, 78.
Sgreifed a9 Brltressgaraay |

T agEea B B |
AT A B |

gEaFId 3 W awamfd: o

a7 syl aqtggadfiar | 2, 79
adeps: gErER WA= aEEr | 2, 80.
aderiee WO giadisea =9 : 1 2, 81
gRaTEdEId adnaisaRay |

oR: grRafEeRRRTe $RH 0 2, 82
fe giEd gERhEnRase: |
d@iqiEEEl G9re:; aRaes: o 2,83
dems! Wi Raamaa Ree 1 2, 84
TEAYIRY IR} gEEERIGy | 2, 85.
FERETE: g dawgeg 2, 86.
seRaMTEaaRaiaas: | 9, 87.
RREg™ giEErad g )

AR BEERTRM TR aRa: 1

dfiRas @ TEEEETEY 1 2, 88,
Hirmaegamr dfdfa: Rewina: |
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qEgMTASY Tmakmg U 2, 89.
Thetg qRAR: TREGEEA: 2, 90.
AT asg a@qwmeER 1+ 2, 91,
RIiaeg Fehmmaeemaled: | 2 99
efdiagaa 2, 93.

A gEAIR A qErE: |

A sdwgRaTRsgeTS: 1 3, 5
gegefianel o sEfEm: saE o0 8, 6.

BP has the following for wh 3f: P. 228

W Il gerAsal eafgar deansg |
SERYRE: e @ aRd W 999 i

Thus there are four TRis. *Rd is soft, aradf
is grand, sm@& terrible and wedt is eloguent.
et [62] A courtezan,

afyal [47] stage of transitory mental effect
in the W theory. See .

@ [58] A 3f, which see,

e [47] Same as wgamd. See W. Also a
type of af¥mw, which see.

= [73] A courtezan. Sece also aif¥wr,
gaw {119] A kind of T,

gIat [46] The manager of a dramatic
company,

4fy [47] Like the erinsfis and emwws, s oo
are essential for the plot-structure of a play. In
the plot of a play, sometimes we get well-defined
junctures. These are called &fs. Following is
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the scheme as given in DR.

sraEar: dRRERY et | 1, 35,
gaafygy w1 awaigagi: | 1, 36
qa dfisegafmteanar |

awfT gRAaeE femremEaa 1 1, 37
sEAmERRTEe  aRkgE WAl |
fagmaagnagm-aer e 0 1, 5L
wig wAsE fieeEaet gg: |

FIREE: Qe = a7 ensifiEeE |
PR gy AeEr |
nafafimaftand: @ismatsgams: 0 1, 81,
dt et geagal st qgeag o
VandgTdiag o et & aa a1, Y6.

Five @5 are : ga fega, od, sawa and FEem.
In g@, we begin with the commencement of #t=
and go through different developments of #iw. till
we reach fF3. 3@ has 14 sub-divisions ( &=H7s).
Thus in the body of g@ itself, the first utterance
whicli would point to the seed is 3%3; its extension
is aRFt, ete. In afaga, the love that is produced
as the seed, is sometimes visible and sometimes
invisible: but through the effort of the hero, the
plot is developing to gain its end. It has 13
sub-divisions, which are bascd on fi=g and 3@ and
thereforo, there 1aust be some progress made in the
fiw. Thus throughout these 13 divisions we have
offocts to develop that love which sprang up in the
first stages-g@-#ftss and =ew. In wRmg@ the plot
should progress without obstacles. In @ the
following points should be present.
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(1) #fiw, that is made manifest should bo lost
sight of.

(2) There must be renewed search after it.

(3) There may or may nobt be wamt.

(4) There must be zreamm,

Thus w7 ditfers from @ and sRYE in as
much as these two werc based on corresponding
two elements of sedms and Wagsfas, while W is based
on S1E, an clement of s@ear only. sarsr an cle-
ment of &¥4sEf[ may or may not be present here,
It has 12 sub-divisions.

After the #w is lost sight of in =¥ i, e.
after the action of the plot is hampered in @i¥,
one has to think properly about the meaus of
regaining it. This thinking is called @m@zi. Thus
upto T, there is » continuous progression of action
and the plot is at its highest in %, Then comes
some pause or thinkina. This is smwd@, This
has 13 sub-divisions. fdgm, the last &%, should
harmonise all the threads ot g@, &= ebe., scattered
over throughout the drama. It is she same as
#@ or wema It has 14 sud-divisions.

It will be thus secn that sears, swsfis and
afas have certain parallel clemeunts, Thus: Ste-smw-
ga; frg-maea-afige; wara (ot always)-neman-aey; w9-
- faeu,

deags: Every 9 has several @xdus. In all they
make 64, Accompanying table shows them. Follo-
wing six are said to be the motives of these @wags.
Arrangement of the desired plot, concealment of
that which should be concealed, manifestation of
proper subjects, attachment, wonder caused by the
representation and no unnecessary condensation of
the narrative. .

wiar [128] A type of sif®r, which see,
gowfia [54] A type of song.
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Banskrit (Names and Snbjects)

wg 39, see Ighemrg
sRgwag<e 29,42
wErdigreaEa 41

afima 8n

iy 30

fev 39, def. of 39, nature
of 58-9,81

gwumaRa 30

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

=g 30, 134

g% different from wv% 23-
4, its actual use and sense
103-4, diff. between 3v. and
¥ types 102, 132 ff. see
also T types.

sugR@fa 3n, 29, 85n, its
technique 71, 149, 155, its
date 155n

sesiwr 49

W% (2 7 type) its nature
121

w3z (also RV)6, 6n

wfeats 30

g 30

wixala technique of 72

weEw! (a 79 type)nature of,
124

s gy 85

sifog 3, on T3 9n

%4 (in the sense of a play)
35,

#1s4 (a 74 type) nature of 122

gagdtymor 43

gl 30

FAEn 48

#ig® 48, on Aot 73

w98 (a Gujarats monthly) dn

wgdadias 29

wigdfmmrg 30

rees 134

wiiht (a 7 type) nature of 124,
140-1

wig 48

qa3m 59

Yz% (a dramaturgist) 92
arege 29

femfs 48

Tass (a play) 95, 96

Rm 39, def. of 58, nature of
48-9, 81

€% (a 3@ type) nature of
109-110
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Seft (a 79 type) nature of
108, 109-110

ameg 151

=% (also st2%) nature of 93

% (also A1) nature of 93

Y 27

s 143

L Y |

qodttug 143

ATy 134

Teages  technique of 64
iR (a T type) nature of
125,131-2

gifem (a 7@ type) nature of
125

Whemge 53

RIReft 48

qifedas 80 technique of
71,149,157

7z evolution of
5-12,

At (a variety of wmr-ze
type) 106

7% (2 79 type) nature of
118, 120

: Tmgaia 96

, Wizuse of in plays 20-30

2% (the term) use of in
generic sense 42-3

its sense

TYPES OR SANSKRIT DRAMA

aew (a w95 type) 32, def.
of 44, technique of 44,518
marRTREd 65

arfi® nature of 91

@&t 39, nature of 91

aiza 422, def, of 5n, 32
arma 41

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

7a 5-12

79 4-12, sense of 32

3@ (the term,) 4-22, 32

T types, number of 99-101,
remarks on the no, of101-4
non-mention of in NS 101,
evolution of 131-144, musi-
cal nature of 132, their
intrerrelations and rela-
tions with s1ss 134 ff, all
the types reduced to ¥
and wfm 136 ff.

g 29, 57

garsraas, 43, technique of 70,
149, date of 156n,157,163
qTeas 134

o 5n, 6, 8

qgafeaey, technique -of 79F
149, 157, 163n

qrrwss 30

widafio 130, 31
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Recasd 30 g 31
s (a T3 type) nature wsdmz 21,91
“of 123 wars 143
wfiawy 52 w30

ia type of % aco. to
gavg 48 ff

W% use of the terms in
generic sense 43, its nature
b1-55, 83

wRi0E uature of 92

s&oft nature of 92

sfoan 29
s 29,43
sAETRgy 95
TaME (2 79 type) its nature
117,132-3
sgauEy 30
T & type of A% acc to
gevyg 481

wad 39, its divisions
nature 62-3,79
Yqms (a 3 type) its nature
119,120

3 (2 term meaning drama)
35

5@ (a 3@ type) 127

i@ (a 7@ type) 121

LR 48

wagsged, 29,35n, on number
of ®¥s 41, 492, 64, its tech-
nique 67,84

and

Wi (€9%) 39, ite nature 69,78,
distinguished from sg&™
81-2, its plot-structure ana-
lysed 152-ff, humour in
163n, earliest luse of the
word 167n

wr (a 7™ type) its nature
105-7, 109-110,136f%

wfor 140 its nature
109-110, 140-1

e 3

W@l (a type of E® acc. to
gwy) 48ff

Arw 73

afigen (a 7 type) 127

R (a 73 type) 125

#ale™ 30, technique of 67

wen 29
afedr (a 3@ type) 127

qgEES 50,95

AaredEmg 54

a=lEwf@ET 9, on W= 10, 29

gFaaR 72, 149, 154

gaugg 30

q@ed (a famous fz) 53

gegaies 146n

wifRendiefia 96

107,
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= 30

wagd 143

e 72, 154

wqa® 5n, 159n

umEE (3 T type) 127
WEg (a drama) 48

g (a dance-form) its rela-
tion with uvas 14, 3, its

' der, 143

|ue® its nature 110, 115-7,

' 104~1, its relation witn ug
i41 ff, its relation with

| @i 142-4

& its use in play 29-30

w7 27

' &% different from I9EwE 24,

der. of the terms 27, 1ts

use in plays 30-31, 32, its

types 39-75, number of 39—

1 41, remarks on the no. of
41-44, ovolution of 77, 88,
different w@s in 87n

, #aFe% technique of 66

wfod (a type of A=% ace. to
ga=g, 48f
, & its relation to Uew 1434-
. g 30
‘ﬂﬁﬁ 3n ete.
|17 (a type of wm) 41
| EEREIEET 41
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fesravanfa 29

fagramaa 30

fyeiRr (a 39 type) 127

di4t 39, def. of 72, its nature’
60, 80

uftdgr 30

M (same as saEm) 60

amgmag 17, 22

Rews (a 3 type) 123

ARTH 43, 163

dfies 72, 153

Fneggm 72, 152

ganaTE 72, 154

¥3% on hero in #f+ft 73, 91

fafkew, (o T3 type) 124

g (a 7 type) 124, 125

wz% nature of 93

gaa (a type of 2% ace. to,
geeg) 41 ff )

gmEar 59, def. of 53, 68,
remarks on §7, sl

gwa (a term meaning drams)
35

gagRa= 30

amd 41

s (a 7@ type) 123, 131-2

ge"qd (the dramatist) 41

g%g (the dramaturgist) on
the divisions of arzs 48-50
g 134 '
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- 4% (aterm meaning drama)
)

argEgar 29, 48

- (the dramaturgist) 21

209
i (the playwright) 80
@ its nature 121, 140-1

gar| technique of 67
gwaz 23, 1569n

INDEX II

English (Names and Subjects)

ibh on divisions of 3= 16,
on 7 ete. 19-20, 24, 31,
on W@s in different s 87n,
on AfZwm 91, on T types
100, 104, on @ (T type)
105, on wfe 107, on Skl
108, on sends 112, on fign®
125, on vw&EE and Swr 127,
165n
ABORI 8n, 29n
AP on the species of &%
40, 43, on T types 99
Atomic theory 155n
Bechardas (Pandit) 6n
3P on 3@ etc. 12-17, on
€153 24, on the species of
—1% 40, 41,44, on aE% 48f],
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Page  Correct Page Correct
13, 12  ozm 113, 7  =gffte
17, Last BP 13 asr
21, 14 add, P. 208 16 odgs:
21, 16 o3& 17 ogwmdimine
29, 21 ag 116, 20 264
31,10 = 117, 15  form
13 seems 119, last Prgwkag
17 &1, & 128, throughout NSD
35, 17 Corroborate 183, last v, instead of 3
86, 5 gaining 134, I8  quEvEs
56, 24 erotic 1562, 8  variants
53, last e 167, 1 later
59, 2 ®AeEe 179, 13 hero
62, 25 g% 27  modern-
28 NS; 181, 27 =
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