BRIEF INTRODUCTION TO
NATYASHASTRA

Visual poetry includes rupakas, dramaetc., in which wefind the essence of long
dradition of Sanskrit thaetre. Folk hasbeen at the center in both the visual and other
categories. Dramawritingsa so found according to thetypesof rupakasand uprupakas
mentioned in the Sanskrit Natyatexts. Both scripture and experiment keep following
each other. Sometimes the rupakas are created according to the scriptures and
sometimesitisscripted after seeing the usage. Critical analysisof theatricd literatureis
doneon the basisof principles propounded in Natyashastra. I n thislesson, wewill
discussabrief introductionto Natyashastra.

[] LEARNING OUTCOMES

After studying thislesson, you-

° know the general introduction of poetry;

° know the period of creation of Natyashastra;

° know thetradition of Natyashastra;

° know theinterpretersof Natyashastra;

° know the nature of Natyashastra;

° know the subject matter of Natyashastra;

° know the purpose of Natyashastra;

° know the principlesof origin of Sanskrit theatre:
° know the nature of world (loka) in natya;
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° know the sarvavarnikata (theatrefor al people) of thegatre;
° know theauthenticity of world (Ioka) inthestre;
° know thethesatre principlesgivenin Natyashastra; and

° know thedifferencesin the story (plot) fromthe point of view of the nature of
thegtre.

2.1 GENERALINTRODUCTION TO POETRY

Thebas c sourceof Indian poetry isVedic poetry. Just like our religion and philosophy
textshavetheir seedsof originintheVedas, smilarly itisappropriateto consider the
Sanskrit poetictradition asitsorigin from Vedas. RgashekharaevenglorifiesAlankara
Shastraasseventh Veda. Not only this, they a so establish theauthenticity and usefulness
of theinterpretation of Rigvedamantrason the basis of their Alnakarshastra. The
strong foundation of the Vedaswaskept in mindin the background of Sanskrit poetry.
Raashekharahascdledliterature asthefifth Vidyaand theultimaterasaof al thefour
Vidyas.

Poetry isaddightful part of thisliterary knowledge, which hasbeen devel opingintwo
ways. audible poetry and visua poetry. Under the category of audible poetry comes
poetry and prose compositions, like epic, khandakavya, muktaka kavya etc.
Chhandobaddha (verses) poetry and stories, narratives, novelSetc. are prose.

Inthisway, the peopleareat the center in thereason or purpose of poetry composition.
Therefore, itisnecessary to have knowledge of |okashastraand folk behavior.

Being apart of God intheform of happiness, all human activitiesare doneonly for
happiness. Theimportanceof fineartsamong many materid combinationsisnot hidden.
Theimportance of poetry inthemtoo isundoubted. Although, Vedasand Puranasalso
moveinthisdirection. But their pathsarerdatively different. Vedasare prabhusammita
and Puranas suhritasammita. It issmply not possibleto disregard poetry that preaches
like'kanta. Attainment of Purusharth Chatusyaiseasily possible evenfor thehumble
ones by reading Satkavyas. Poetry despises all other melodies. On the basis of
indriyasannikarsha, two categories have been made- audibleand visud . Immediate
experienceof Parinivrtti can be had only through the medium of visua poetry. Dueto
the enactment, itsnameisa so rupaka- Tadruparopatturupakam.

Devanamidamamananti munayah shantam ritum chakshausham,
Rudrenadamumakritvyatikare swange vibhaktam dvidha.
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Traigunyodbhavamatra lokacharitam nanarasam drishyate,
Natyam bhinnarucherjanasya bahudhaapyekam samaradhanam.

Sagesconsder theatre asapeaceful sacrificia ygnyafor the Gods. Shivji divided it
into two typesin hisbody combined with Uma, that is, in dancesincluding Natya,
tandavais used by Shivaji and Lasyaisused by Parvati. In the play, the diverse
folklorearising fromthethree Gunasisvisble. Thecresturesof theworld aredifferent,
but dramaisauniquein many ways.

2.2 PERIOD OF CREATION OF NATYASHASTRA

Dating Natyashastraisacomplex problem. Indian tradition considers Bharatato be
theauthor of Natyashastra. But the existence of many Bharatasin Indian history creates
aconfusionin determining the period. Here, we will try to determine the period of
Natyashastraon the basisof internal and external evidence along with analysis of
ancient textsand beliefsof Indian and Western scholars.

To determinethe period of Natyashastra, review of varioustypesof internd and externa
materiasisrequired. Thereisimportant and promotiona materia availablefor interna
evidencein Natyashastraitsdlf. Init, the detail sof the gods of the Vedic period of the
Aryans, various castes and districts, different languages, civilization, mannersand
poetics etc. also come within the scope of our review. Apart from these internal
evidences, comparativereview of direct or indirect effectsmentioned in other texts
and inscriptionsof Bharat and Natyashastraal so hel psin determining the period.

2.2.1 Beliefs of Indian and Western Scholars

Thefirst editor of the chapters of Natyashastra, French scholar P. Regno and his
discipleJ. Grase, have accepted the period of creation of Natyashastraas 2nd century
BC. Haraprasad Shastri has considered the Natyashastra period to be the second
century BC, similar to Regno. On the basis of similarity between thisinscription of
junagadha and the words Sugrihitnaman and Bhadramukhaused in Natyashastra,
Prof. SilvaL evi hasaccepted the period of Natyashastraasthereign of Kshatrapo-
2nd centuary AD. But Mr. Kanedoes not seemto agreewith the opinion of Prof. Levi
and saysthat onthebasisof smilarity of words, Natyashastradoesnot seem appropriate
to consider the period of creation of it as second century becauseit isalso possible
that thesewordswereused for thefirst timein Natyashastraand from therethey were
takeninto theinscriptions. Onthebas son thewordsNepa ash and M aharashtrashadtra,
asper dinesh Sarkara, It can be considered that before the second century. On the
basisof thefirst mention of theword being found inthe Prayag pillar inscription and
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Aiholeinscription, it isconsidered to be after the 2nd cencuary. But Mr. Kanesays
that due to the mention of the words Nepal ash and M aharashtrashastraduring the
timeof creation, it cannot be said that those wordsdid not exist beforethat. Theword
'‘Maharashtri' is mentioned in the Nanaghat inscription of 200 BC. Secondly,
Maharashtrian Prakrit has been used in twenty formsin Setubandhapoetry written by
Pravarsen, fromwhichit canbeeasly inferred that Marathi districtsusing Maharashtrian
Prakrit must have existed centuries before thetime of creation of theseinscriptions.
Therefore, according to Mr. Kane, the period of composition of Natyashastracannot
be accepted after the second century.

Colonel Jacoband A. B. Keath acceptsthe date of creation of Natyashastrain the
third century. On the basis of philological, prosody, geographical facts etc., Dr.
Manmohan Ghaosh considersthetimeof introduction of Natyashastrato be between
thefirst century BC and thesecond century AD. Authoritative scholarsof Natyashastra,
poet Ramakrishnaaccept thetime of Natyashastraas 500 BC.

2.2.2 Inside Evidence

In Natyashastra, many acharyasand textsof ancient timesare mentioned inthe context
of discussion of varioussubjects. Inthe context of interpretation of Angharasinrelationa
to Tandu, Naradais mentioned in relation to Dhruvaand Gandharva, Brihaspati in
relation to economics, Vishwakarmain relation to house-building and architecture,
Purvacharya, Puranaand Kamatantraare mentioned in relation to Shabdal akshna.
Fromthemention of thenamesof theseancient Acharyasand their textsin Natyashaesira,
itisdefinitely knownthat by thetimeof the compaosition of Natyashastra, theseAcharyas
had attained great fame and their views had become accepted by that time. This
clearly indicatesthe antiquity of those ancient mastersaswell as Natyashastra.

Bharata and Tandu- Thandu wastheteacher of the Bharataand the practitioner of
Tandavadance, thefirst spokesman and theater teacher of Angahara, Rechak and
dance performances. He had taught Bharatathe Angaharas containing Karanasand
L axativesby thecommand of Shiva Tanduisdated to thesixth century BC. Therefore,
thetime of Bharatamust bethefifth century BC. Brihaspati'stext isunavail able, but he
ismentioned as an Acharyain Natyashastra, Arthashastra and Kama Sutra. The
Bharata-arnava describesthe hand-appli cation according to Brihaspati. Brihaspati's
timeisbelieved to be around the sixth century BC, hence Bharat'stime should be
considered to bearound thefifth century BC or later.

Language Style- Theform of Sanskrit and Prakrit |languagefound in Natyashastra. It
appearsto belater than the Prakrit language used in Ashvaghosha's poems. Onthe
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basisof thisevidence, the period of composition of Natyashastraisconsidered to be
beforethefourth century and after thefirst century. But on the basis of theform of
Sanskrit languagewhichisvisiblein thedescription of variousincidentslikeAryans,
Karikas, Bharatvakya, Nandi etc. of Natyashastra, Mr. Reynoldsconsiderstheperiod
of creation of Natyashastrato betheearly period of first century AD. Thevariety of
sylesavailablein Natyashastrain theform of AnuvamshyaAryas, Sutranuvidh Aryas,
Shlokabad Karikas, prose, sutras and sutrabhashyas indicates the antiquity of
Natyashastra

Alankara- In Natyashastra, thesefour Alankaraslike Upma, Rupak, Deepak and
Yamak have been discussed. Whereas during thetime of Bhamah-Dandi, it continued
to grow progressively till the sixth century and their number reached forty. Thus, the
useof atotd of four figuresof speechin Natyashastraisindicative of itsantiquity.

Mahagramani- In Natyashastra, the word 'Mahagramani' means village deity.
Abhinavaguptainterpretsit as'Ganapati’, but Manmohan Ghosh does not accept the
meaning of M ahagramani as Gangpati on thebas sof Abhinava Theabsenceof mention
of GaneshaasaHindu deity indicatesthat Natyashastramust have been composedin
that ancient period when Ganeshawas not evenimagined asadeity.

2.2.3 External Evidence

Natyashastra and Kalidasa- Thegreat poet Kaidasin Vikramorvasiyahascalled
Bharat the originator of Natyashastra, exponent of the eight rasas and the user of
actinginfront of the Godsand has clearly mentioned the A shtaras-dependent nature
of drama. In Raghuvansh, K handita heroine has been described on thebasisof heroine
digtinction propoundedin Natyashastra. Smilarly, in Raghuvansh, useof Ang-Sattva:
Vachanashrayadance and in Kumarasambhava, Sandhyng and Lalit Angharashave
been usedin Natyashastra. Thisprovesthat the Natyashastraontheworksof Kaidasa
had aready been establishedong ago, henceit isclear that the creation of Natyashastra
wasbefore of Kalidasa

Natyashastra and Ashvaghosha- Ashvaghoshas'Shariputraprakaran’ reflectsthe
greater influence of rupakacalled prakaranadepicted in Natyashastra. Therefore, this
episode of Ashvaghoshaisinfluenced by the craftsmanship of the above episode of
Natyashastra. Ashwaghosh;s time can be considered 1st century. Therefore,
Natyashastramust have been composed beforethis.

Natyashastra and Gatha Saptashati- | n the recent Gatha Saptashati, Upaguhya-
Shungaarabhinayahas been compared to the porvaranga (earlier activitiesof staging
drama) of Natyashastra. Purvaranga has been discussed in the fifth chapter of
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Natyashastra. Gatha Saptshati is believed to have been composed between 200-400
AD. Therefore, Natyashastramust have been composed beforethis.

Natyashastra and Smriti Literature- Thereisclear mention of Bharatain Ygnavalkya
smirita. Apart fromthis, the names of seventypesof non-Vedic songsnamely Madrak,
Aparantaka, Ullopyaka, Prakari, Rovindak, Owenak and Uttara found in
Ygnavakyasmriti areaccording to Natyashastra. Theseincidents appear to have been
collected from Natyashastra in Yagyavalkyasmriti. On this basis, the time of
Natyashastracannot be considered after thefirst or second century of Christ.

Natyashastra and Agnipurana- Thereisadetailed discussion of poetic and dramatic
subjectsin Agnipurana. Thetheme of dramadescribed in Agnipuranahasalotin
common with Natyashastra. Seeing this similarity, Maheshwar, the author of
Kavyaprakashdarsh, has propounded that Bharat has propounded Alankarshastraby
quoting fromAgnipuran only toincul catetheyoung princesintoAlankarshestrathrough
theinclination of tasteful poetry. Similarly, in Krishnanandini'scommentary on Sahitya:
Kaumudi, VidyaBhushan has proposed that Bharat had composed Natyashastrain
Karikasbased ontheliterary processseeninagnipuran. Silval evi, asupporter of the
same tradition, has also propounded that the Karikas of Natyashastra have been
takenin brief from Agnipurana Itisknown from the above quotationsthat Bharat has
developed Natyashastra by making Agnipuran a sub-text. Thus, Natyashastrais
indebted to Agnipuranafor poetic subjects.

But Mr. Kanedoes not agree with the above opinion. He saysthat Agnipurankarahas
mentioned Bharat inthe context of discussion of vrittis. Therefore, by accepting this
traditiond belief, theexistence of Natyashastraisproved beforeAgnipurana. Thetime
of Agnipuranaiscons dered to be between 3rd-4th century. Therefore, the period of
composition of Natyashastrashould be beforethe second century.

Natyashastra, Agni Purana and Vishnudharmottara Purana

On comparing the dramati c subj ects propounded in Vishnudharmottarapuranaand
Natyashastra, it is known that there is a clear influence of Natyashastra on
Vishnudharmottarapuran. Therefore, Natyashastramust have been composed much
before Vishnudharmottarapurana. Dr. Sushil Kumar who believesthat thetime of
Vishnudharmottarapuranisafter 400 BC and before 500 BC. Theauthor of itspreface,
Dr. Parasnath Dwivedi, has cons dered thetime of composition of Vishnudharmottara:
Puranato be between 400-500AD. Therefore, It ssemslogical to consider the period
of creation of Natyashastrasevera centuriesbeforethis, i.e. around the second century.

After studying the aboveevidence, it can beinferred that Natyashastrahad comeinto
full existence beforeAshvaghosha, Kalidas, Bhasaand Agnipuran and Natyashastra
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beliefs had become established. That iswhy, Ashvaghosha, Kdidas, Bhasaetc. must
have been influenced by him and adopted hisbdliefsinther texts. RamakrishnaKavi,
anauthority on Natyashastra, after extend ve contemplation, has considered the period
of creation of Natyashastrato bethefifth century BC. Onthebasisof historica evidence,
it canbesaid that Sumati wasthe son of Bharat. Bharat had sent himto Nandikeshwara
to receive education and Nandikeshwaralovingly taught him. Fromthisit appearsthat
Bharat wasthe contemporary predecessor of Nandikeshwara. That iswhy he must
have sent hisson to him for education. Thetimeof Nandikeshwaraisconsideredto be
around the sixth century BC. Therefore, the composition of Natyashastrahad started
after that in thefifth century BC. The sutrastyle of Natyashastraalso confirmsthis.
The present form of Natyashastramust have appeared inthefirst century. Thus, the
period of creation of Natyashastracan be considered to be between thefifth century
BCtothefirst century AD.

Q) rousmowsa:

When does Colonel Jacob consider the period of creation of Natyashastra?
According to whom, the period of creation of Natyashastrais500 BC?
How many figures of speech arementioned in Natyashastra?

What doestheword Mahagramani refer to?

Who wrote the book 'Shariputraprakarana?

o o ~ w N P

Whenistheperiod of composition of 'Gathasaptshati'?

2.3 NATYASHASTRA-TRADITION

In Natyashastrad so, thereismention of many Acharyasin context, whichisindicative
of the pre-Bharata status of these Acharyas. In this context, there is mention of
Purvacharyainthe context of word signs, Swati in the context of Gandharva, Anghara
inthe context of rhyming, Tandu and Nandi in the context of Karan and Brihaspati is
mentioned asAcharyain the context of human qualities. In addition to the context of
theatrical production, Bharat has mentioned about one hundred of hissons, among
whom thethester practitionersand scripture-initiating sonsare a so mentioned. Among
thesesons, Kohd, Dattil, Ashmakutt Badarayanaand Shatkarni areknown asAcharya.

2.3.1 Drama Writers Contemporary to Bharatmuni

Acharya Kohal- Koha comesfirg among the Bharatputrasmentionedin Natyashestra.
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Inthefirst chapter of Natyashastra, thereisageneral mention of Kohal among the
sonsof Bharat, but inthelast chapter of Natyashastra, K ohal hasbeen described as
Bharat'ssuccessor asAcharya. AcharyaK oha had composed independent textsrel ated
to music, dance and acting.

Nandi or Nachin- Nandi isNandikeshwar, mentioned in Natyashastraasthe Tandava
teacher of Bharatmuni.

Tumburu- Tumburuisafamousteacher of danceand musicandamythica persondity.
Tumburuismentionedin Natyashastrain the context of laxatives, karan, angaharaand
musc.

Kashyapa- LikeKohal, Kashyap Muni wasaso acontemporary music and dramati st
of Bharatcharya. InAbhinav Bharati by AcharyaAbhinavagupta, there are quotes
about Ragas, different Kaishik, Takk, Sauveer and Maav Kaishik written by Kashyapa.

Dattila- Dattilaor Dantilawere also contemporary writersof Bharatmuni. Dattil was
an authentic writer of theater and music. Among the hundred sons of Bharatmuni,
Dattil comesnext after Kohal.

Nakhkutta and Ashmkutta - Thesetwo Acharyasare mentioned in Natyashastraas
Bharatputra.

Badarayana and Shatakarni- In Natyashastra, Badarayanahasbeen mentioned as
Bharatputra.

Inthisway, theAcharyaof Bharatputrahas been explained here, itisclear that they
were contemporaneouswith Bharatmuni.

2.3.2 Medieval Theater Scholars Acharya

AcharyaAbhinavaguptahasgiven quotesfrom Vishakhil and Charayana, Katyayana,
Rahul and Garga, Shakligarbhaand Ghantaka, dramatist Harsh, Matriguptacharya
and Subandhu etc. in hisNatyashastrainterpretation. Dueto which one can guessthat
they wrote somework on dramascience.

2.3.3 Interpreters of Bharat's Natyashastra

Commentaries on Bharatmuni's Natyashastrawere written by many acharyas. At
present only Abhinav Bharati isavailable, through which we get knowledge about
writtenlectureson Natyashastra, Vartiki and independent dramatic creations. Acharya
Abhinavaguptaconsidered Udabhattaasan interpreter of Natyashastra, whichisaso
supported by Shargadeva's Sangeet-Ratnakar. Sangeet Ratnakar also described
KirtidharaAcharyaasan interpreter of Natyashastra. Apart fromthis, BhattaL ollat,
Sri Shankuk, BhattaNayak and A bhinavaguptahave been mentioned asinterpreters
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of Natyashastra. According to Abhinavagupta, BhattaYantrawasalso an interpreter
of Natyashastra. From the later works, there are detail s of some other teachersalso
writing lectureson Natyashastra

Bhatta Lollat- AcharyaAbhinavagupta, while presenting the opinion of Bhatt Lol lat,
hascriticized it. Intheinterpretation of Rasasutra, heisconsidered asthe utpattivadi.
Being the son of Apargjit, Bhatt Lollat was al so known by the nameApargjiti. The
guotationsgivenin Rgshekhar's poetry inthe name of Apargjiti have beeninspired by
Hemchandrainthenameof Bhattlollata.

Srishankuka- Theinterpreter of rasasutraof Natyashastra, Kashmir resident scholar
Srishankukais consi dered to beaanumitivadal teacher.

Bhatt Nayaka- Asaninterpreter of Natyashastra, Bhattnayak'snameisfamousas
theoriginal originator of generalizationin thelecture sequence of Rasasutraand the
originator of Bhuktism/Bhuktivadi.

Other Commentators- InAbhinav Bharati, Abhinavagupta has quoted the views of
Bhattayantra, Kirtidhar, Nanyadev and Bhattatot and their serious beliefs on
Natyashastraand has considered them as ancient commentators of Natyashastra.

Acharya Abhinavaguptapad- AcharyaA bhinavaguptapad, apart from poeticsand
drama, was agreat scholar of philosophy and tantric scriptures and had aunique
personality likethe middle geminthe scholarly chain of medieval India. Although
Abhinavaguptawasaresident of Kashmir, hisancestorswereresidents of Antarvedi
near Kannayj city. About 200 years before the reign of Abhinavagupta, hisancestor
Atriguptahad comefrom Kannauj and settled in Kashmir because hewasrespectfully
invited from Kannauj by thethen ruler of Kashmir, Yashovarma. He settled Atrigupta
by giving him abeautiful building and amanor onthebanksof Vitasta. Later inhis
lineage, there was Varahguptawho wasthe grandfather of Abhinava. Varahgupta's
sonwas Naras mhaguptawhose other namewas Chukhul ak.

Hisuncle'snamewasVaman Gupta. Vaman was a Gupta poet, one of whose verses
Abhinav hasa so quoted in acontext. Narasimhagupta's son wasAbhinavagupta. His
mother'snameisVimal Kala Hisdynasty wasfamousfor devotionto Shiva. There
aretwo booksavailableon hisliterature. Oneis Dhvanya okal ochan and theother is
Abhinavbharti.

2.3.4 Later Writers of Dramatic Literature

Dhananjay- Dhananjay composed Dasharupakainthelast quarter of thetenth century.
Onthebasisof the existing material in Natyashastra, details of the elementsrel ated
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only to theinterpretation of formsalong with the visible subject matter have been
given. Meanwhile, Dhananjay was prominent inthetradition of thetrestisesondrama
that were being written. Hewasthe pundit of the Rgjya Sabhato Munj Vakpatirga-|
(aiasPrithvi Vdlam), the Paramaradynasty ruler of Mawa, son of Vishnu. Hisbrother
haswritten Aval okavrutti on Dasharupakain which the characteristicsof aDhanika
have been discussed with examples.

Sagaranandi- Nataka-lakshana-Ralakosh is his composition.

Bhoja- Two famous works on his rhetoric are presently available: 1)
Saraswatikanthabharanaand 2) Shringarprakash. Although thesetwo areessentially
textsof rhetoric, thetwe fthlight of the Shringarprakashacontainsadetailed explanation
of theater and its parts, whichisdifferent from theten rupakas. In hisview, thefield of
auditory poetry iswider thanthat of visua poetry, thereforetheater ispart of rhetoric.

Acharya Hemchandra- AcharyaHemchandra'sfamouswork on poetic dramais
Kavyanushasan. AcharyaHemchandrahimsdf hasgiven alecturenamed Vivek on this.

Ramchandra and Gunchandra- Ramchandraand Gunchandrawerethedisciplesof
the famous Jain Acharya Hemchandra. Their combined composition is
Natyadarpansutra

Rupyaka- Rupyakaor Ruchak were residents of Kashmir. Apart from being the
famousauthor of Alankar-Sarvasvaand Sahridaydila, hehad dsowrittenacommentary
onvyaktivivekaof Mahimatt.

Sharadatanaya- The second extensivetext on Natyashastraafter Bharatamuni's
Natyashastrais Bhavaprakashan of Sharadatanaya.

Shingbhupala- Shingbhupal a'sfamousdramatic work isRasarnavasudhakar.

Vishwanath Kaviraj- The most popular and famouswork of VishwanathKavirgj is
Sahityadarpana, whichisbasicaly arhetorica work. Inthesixth chapter of thesame,
thedramatic el ementsareexplained. Whiledoing this, theauthor hasgiven abrief and
comprehensvedescription of thetopicsand principlesdescribedinthe previousdrama
writers. Inthis, dramatic characteristics, differencesand typesof rupakasand example
characteristicsof all the partslike meaning, nature, sandhi etc. have been described.

@ rousnossz

1. Whoisconsidered the master of Anumitivada?
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2. Who haswritten the book Abhinavbharti?
3.  After Bharatmuni'sNatyashastra, whichisthe second detailed book?

4.  Whosebook isKavyanushasana?

2.4NATURE OF NATYASHASTRA

Thisbook hasingpired the sublime artistic consciousness of Bharat. For thisreason,
thewritersof the scriptures have respectfully remembered Natyashastraas Natya-
Vedaanditsoriginator Bharatcharyaasasage. The currently available Natyashastra
hasthirty-sx (or thirty-sevenin someversons) chaptersanditsdimensionissix thousand
verses. This fact has been indicated by Acharya Abhinavagupta in his famous
Natyashastracommentary Abhinavbharti.

To becomefamiliar with the outline of Natyashastra, the content of Natyashastrais
being presented in brief form asper the chapter plan.

Inthefirst chapter of Natyashastra, sageslike Bharatmuni, Atreyaetc. asked curious
questionsabout the subjects of Natyaveda. How did Natyavedacomeinto existence?
For whom didit happen?Which areits parts? What arethewaysto achieveit?And
how canit be used? Bharatmuni replied that Natyaveda has been composed taking
textud content from Rigveda, music from Sama, acting from Ygurvedaand rasasfrom
Atharvaveda. By creatingit in thisform the sagetaught it to hissons.

In the second chapter, Muni has described the auditorium as being necessary for
theater performancesand hasexplained itsthreetypesand hasdiscussed in detail their
craft, szeand resources.

Inthethird chapter, the necessary religiousactivitiesto be performed inthe Natya
M andap have been described and theworship of variousdeitiesand thefruitsobtained
from them have been described.

In 4th chapter, thereisadescription of Bharatmuni presenting Amritmandhan Natya
Prayoginfront of the Gods, Karsand Tripuradah in front of Maheshwar and onthe
ordersof Maheshwar, Tanduimparted theknowledge of Anghara, Karan and Rechaka
to Bharat. In thischapter, the origin of Tandvan danceand itscraft isdiscussedin
detail; detailledanalysis of Angharas, Karanas, Rechakas etc. The beauty of whose
acting isenhanced by the nrithastaand songs.

In 5th chapter, thereisdetailed discussion of Purvarangvidhan, Nandi, Prefaceand
Dhruvaspresented at the beginning of thedrama.
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Thesixth chapter is Rasadhyaya. In thisthe sages present five questionsrel ated to
Rasa. Intheanswer, Bharatmuni takesthe basisof naming therasasand the collection,
karikaand niruktaand describesthe rasasa ong with the detail sof the Natyasangraha.
Inthissequence, detail ed description of Rasanishpatti, mutua relation of Rasaswith
emotionsetc., presiding deity of Rasasand their permanent emotionshasbeen given.

The7th chapter isBhavadhyaya. Inthis, detailed analysisof Bhava, Vibhava, permanent
and communi cable bhavaand description of eight typesof SattvikaBhavaa(inrelaion
to Rasa) hasbeen given.

Thedescription of the acting beginsfrom 8th chapter. Inthis, adetailed description of
UpangaAbhinay etc. hasbeen given under AngikaAbhinayaby explainingtheAagika,
Vachika, Aharyaand Sattvikatypesof enactment.

Taking the sequence of Angikaenactment further in Sth chapter, the acting of body
parts like hands, Kukshi, waist, Janu and Padais described in detail and 24 non-
joined hand postures, 13 joint hand postures, 27 types of dance hands are described
and 64 hand types are described. Movement of body partsand use of hand gestures
arein accordance with Rasa, Bhava and enactment and hand gestures have great
utility in dance, hencethishasal so been discussed.

In the 10th chapter, five types of operations on chest, waist and other parts of the
body have been described and their acting experiments done on different occasions
have been explained.

Whiledescribing Chari in 11th chapter, the characteristics and uses of 16 types of
bhaumi and 16 typesof akashkiya Charishave been explained and thedramatic utility
of division and mandal as has been described.

The characteristics, number and usage of mandal asetc. have been described in detail
in 12th chapter.

In thirteenth chapter, thereisarepresentation of gati prachara. Inthis, detailsof the
movement of the charactersasper thedramaof the occasionsand situations of Rasadli
have been explained. Thisincludesthetimetaken for the movement of the characters
(at thetimeof entry) to thetimetaken for the movement of the gods, kings, men and
women of themiddle classand people of thelower class. Description of theactions
takenwhilepresenting therasaslike'Raudra, 'Bibhatsa, 'Veerd etc. and thetypesof
actionsand movementsof the characterslike Sheetart, Sanyas, Madmat and Unmat
havebeengiven.
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In fourteenth chapter, the decision to indicate the region like house, garden, forest,
water, land etc. present on the stage, division of time according to partsand planning
of new numbersfor the eventshappeningin ayear or amonth, depend onthe country,
costumes, basisetc. Thereisadescription of four typesof pravrittis, adescription of
two types of theatrical experiments named Sukumar and Aaviddhaand finally a
description of two theatrical disciplinesnamed Lokadharmi and Natyadharmi.

Vachikabhinayabeginswith 15th chapter. Inthis, the use of speech based ontheinitia
lettersin the vachikaenactment of the dramaisexplained and details of their place,
effortsetc. aregiven by explaining the differences between the vowe sand consonants
of theletters. Then, by explaining the differences between wordslike noun, verb,
prefix, conjunctionsetc., thelanguages used in the dramahave been and'yzed through
word differences. After this, theversesof onetotwenty-six lettersused intheinteractive
vachikaenactment of the dramahave been described (giving the differencesand
examplesof each). Findly, theverseslike Guru, Laghu and Yeti Matraetc. Explanaions
of thedefining wordsof the scriptureshave been given.

In 16th chapter, also, going ahead in the same sequence, there is an example
representation of thevritasauseful inVachikabhinaya. Intheend, detailsof thevarieties
of Aryahave been given by describing theeven and odd vrittas.

Inthe seventeenth chapter, thereisadescription of thirty-six characteristicsof poetry
under enactment. After this, the meritsand demeritsof the poetry named Upma, Rupak,
Deepak and Yamak have been described and its meritsand demerits have also been
given.

Inthe el ghteenth chapter, while giving the description of thelanguagesused in drama,
adescription of thelanguage and did ects hasbeen given by giving adescription of the
changestaking place dueto differencesin pronunciation of Sanskrit, Prakrit and
Apabhramshaor nativeword forms. Therulesof their speaking, theuse of pausesand
kaku, and the differencesin Okarbahulaetc. of natural languages have been shown.

Inthe nineteenth chapter, various systems of addressing upper, middieand lower class
charactersaredescribed. Apart fromthis, it explainsthewaysof naming the characters
of these classes. Detailsof the propertiesof prosetext, vowels, place of pronunciation
of consonants, typesof vowelslikesublime, differencesof gunaand vowelslikehigh,
dow, deep, bhadraand low, drutaand vilambit like alnkaras have been given.

I nthetwentieth chapter, the main topic of Natyashastrahasbeen started by explaining
thedifferencesof rupakas. Inthis, the characteristicsof ten rupakashave been explained
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MODULE -1 Brief introduction to Natyashastra

Introductionto and their specialties have been propounded. Other constituent parts of rupakashave
Natyakaa been discussed while describing their constituent points, praveshka, vishkampak,
chulika etc.

Inthetwenty-first chapter, theofficial and relevant differencesof theplot of thedrama
have been described and the characteristics of al the partsof the sandhishave been
explained by giving details of five sandhis, five stages, five artha prakritis and
sandhyaantara. By describing the specific form of the story through connotations, five
typesof them have been described along with their characteristicsand intheend, the
Notes fact that all thelearning, craft and art etc. are useful for dramahasbeen reiterated.

In the twenty-second chapter, the activities useful in dramahave been described.
Theseare Vrittis-Satvati, Kaishiki and Arapti. In the context of theorigin of the Vrittis,
taking themythologica story of Lord Vishnu'sfight with Madhukaitabh demonsand
hisuseof thefour Vrittis, giving thedetailsof theorigin of thefour Vrittisfrom thefour
Vedas, explaining the differencesand characteristics of these Vrittis, theplanningin
different Rasas. Detailsaregiven.

Thetwenty-third chapter describesthe general enactment. Acting dependson the
propsor costumes, hencevariousmethods of performing the costumesaongwiththe
formof jewe ry havebeen describedinit. Whiledescribing thefour typesof decorations,
detail sof the decorationsused by themen and womenliving in different countrieshave
been given. Inthe matter of body structure, to reveal the physical form of various
characters(like Raja, Sreshthi, Shak, Yawan, Sudraetc.), coloring theminthe color
according totheir body and accordingly the method of making mustache etc. hasbeen
explained. Inthemiddle, the description of the backdrop and themethods of presenting
variousanimals, paths, snakesetc. presented on the theater stage have been described.

Thetwenty-fourth chapter containsadescription of general enactment. It describes
the good, medium and low nature of the characters. Similarly, under the ayatangja
ornaments of women, their nature and ornaments have been explained by describing
thefedings, mannerismsandlocality of thewomen. After this, whiledescribing Vyakya
Abhinay, thedifferencesof Adap, pra ap etc. of vachikaAbhinay have been explained.
Similarly, the method of performing actionslike darshan, touching etc. has been
described and therulesfor displaying appropriate and inappropriateincidentsonthe
stage have been explained.

Tendtateslikedesire, memory etc. have been described after explaining thedifference
between different castes of women onthe basisof nature etc. and after explaining the
method of sending messengersetc. inrati state, eight typesof statesof heroineshave
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been described. Apart from this, an interesting description of appropriate addressin
case of love, anger and jeal ousy etc. hasbeen given here.

Inthetwenty-fifth chapter, the characteristics of Vaishik Purushahave been explained
and hisinnate qualitiesand modified quaitieshave been described in detall. By giving
detailed description of her friendsand messengersetc., thefour stages of women's
youth, typesof loversand waysto control women have been duly described.

Thetwenty-sixth chapter isof Chitrabhinaya. Inthis, detailsof such specia actswhich
wereleft out under generd enactment have been given. Under this, detail sof theacting
method to depict thesky, night, evening, darknessetc. have been given and themethods
to expressthe emotions of joy, sorrow etc. have been specifically specified. While
revealing themeaning of thetypesof seria storieslikeAkash Bhashit, the method of
addressing the elderly and children, presenting the character of impending death on
the stage and performing other rel ated acts has been described.

Thetwenty-seventh chapter is Siddhivyanjakadhyay. Inthis, detail sof the obstacles
occurring in the drama performance have been given while depi cting the union of
Goddessand Manushi Siddhi. Inthiscontext, various categoriesof judgesor examiners
of dramaperformancesand their qualificationsare described in detail.

The subject of musicology has been presented from the twenty-eighth chapter to the
thirty-fourth chapter. In thissequence, four typesof instruments have been described
indetail in thetwenty-eighth chapter. While describing seven typesof swaras, their
four typeslikeVadi etc. have beenindicated. Apart fromthis, detailed description of
Swar Gram, Murchhana, Shruti and castes has been presented.

I nthe twenty-ninth chapter, thereisadescription of the Rasa-dependent experiment
of the castes. The permanent nature of varnas and ornaments dependent on varnas
etc. has been explained and the nature of veenasetc. has been discussed.

Inthethirtieth chapter, theform of theflute hasbeen discussed and its playing method
hasbeen explained.

Inthethirty-first chapter, the accompaniment of rhythm and tala has been described
and Avandhainstruments have been described. Apart from this, while describing in
detail the rhythm system for keeping the mind at thetime of song, acharacteristic
description of someminor theatrical experimentshasbeen given.

Thethirty-second chapter isDhruvadhyaya. It containsdetailsof the Dhruvassungin
thestatesetc. of thecharacters. Most of the Dhruvasarein Prakrit language and some
arein Sanskrit language. It has been described that the language of the Dhruvasis
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Prakrit (Shauraseni). Exemplary characteristics of these dhruvas have been presented
and thequalitiesand qualificationsof singers, musiciansand flute playershavea so
been given. After this, the music teacher and disciple have been given and naturaly,
singing by women and playing by men.

Thethirty-third chapter isVadhyadhyay, in which thereisadiscussion of Avandha
instrumentslike Mridchag etc. Inthis, anarrative description of theintroduction of
Avandhainstrument by Swati and Naradawas given. And on which occasion, which
type of instruments should be taught to be played, thereisal so adescription of the
making of instrumentslike Mridang, Panav, Dadar etc. and Badan etc. under the
instrumentsand adescription of the presiding deitiesof theinstrumentsisalso given.

Inthethirty-fourth chapter, along with the description of thethreefold nature of men
and women, acharacteristic description of thesetypesof heroesisgiven. Under the
Nayak family, women also have the form of characterslike Mahadevi, Goddess,
dancer, hostessetc. indifferent categories. Itischaracteristic of Nrip, thecommander,
thepriest, the ministers, the secretaries, Pradiyaand Kumar.

Thethirty-fifth chapter isthe vikaal padhyaya. While describing the membersof this
troupe, their persona characteristics, Sukumar'stheatrical experimentsand detailsof
male characterslike Sutradhar, family actor, shakar, Vit and the nature of heroineand
singer have been presented.

The thirty-sixth chapter isthe last. In this chapter the sages again inquired from
Bharatmuni about the descent of truth on earth? The sage gave narrationsin response
tothis. Inthefirst, thereisastory of Bharatputra's sonsgetting angry with the sages
dueto their comment on sagesthrough dramaand in the second, on the request of
King Nahusha, the SwargasyaNatyaisincarnated on theidol for the samereason.

Intheversionsof Natyashastrawhich have 37 chapters, the story of Nahushai.e. the
second story has been placed in the 37th chapter.

It isclear from the above description of Natyashastrathat due to its wide scope,
Natyashastraremained specia from al thedramatic textsproducedinitslater period.
Thereasonfor thisisthat itisconsidered asan encyclopediadescribing al the sciences
related to drama. Inthis, from Abhinaya(vachika) versesused in rupakas-adetailed
description of vachika, Agikaand AharyaA bhinay, the condtituent el ementsof rupakass
etc. and the songs used inthem and themusical instruments, musical instrumentsetc.
have been given. Inthisway, Natyashastrahasthe distinction of being theonly book in
theworld with adetailed and comprehensiveanaysisof theart.
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Theword Natyarevealsthe meaning of collectiveform of dance, song and music.
L exicographershave called the co-presentation of dance, song and music asrot Nata.
Both thewords Natay and Natan are derived from theroot Nat, which meansnartan,
nrityaand nritta. The name Natyaisderived from theword Nat. Inthis, the character
givesup hissense of self and acceptstheinfluence and takesonaform, henceitisa
dramaor rupaka.

Accordingto Bharat, by displaying the entiremeaning of the sentencein Natyathrough
acting, joy isinfused in the heart of the sahridaya. Therefore, with the enactment like
Agika, vachika, aharyaand satvika, combined with joy and sorrow, lokaswabhavais
caled Natya.

Yoayam svabhavo lokasya sukhdukhasamnvitah.
Soagadayabhinayopeto natyamityabhidhiyate.

(Natyashastra- 1/122)

According toAbhinavagupta, sskshatkarakapaanuvyavasayatamkaknowledgeform
isnatya

Sakshatkarakalpanuvyavasayagocharakaryatvam cha natyasya lakshanam.

Bharatahasregarded theimitation of folkloreasnatya. Dhananjayahasdso caledthe
perception of thevarious states of theworld asNatya- Avasthanukritirnatyam.

Sanskrit playshavetheir own specialty. In Indian plays, dthough thereisamixture of
happiness and sadnessinthe middle, yet all the playshave ahappy ending. Indian
playsaregeneraly based on delightful imagination. Thesemainly containinteresting
anecdotes of Shringaraand Veer Rasa. Here proseisused for narration. Poemsare
used for interestingness, description of nature, policy, education, well-spoken etc. In
thisway thereiscoordination between prose and poetry. Thefirst classand middle
classmaecharactersuse Sanskrit language. All thefemal e charactersand lower caste
characters speak in Prakrit. Prakrit poemswere mainly composed in Maharashtrian
Prakrit. Among the Prakrits, Maharashtri, Shauraseni and Magadhi have been especidly
used. All categories of people understood Sanskrit, but spoke Sanskrit or Prakrit
accordingtotheir socia status. Theentireplay isdivided into acts. Beginning with
Nandi text, establishment by Sutradhar, poet'sintroduction in establishment or prologue,
use of Vishkampak and Praveshak to connect the summary or plot, ending with
Bharatvakyaetc. arethe characteristics of the method of composition of Sanskrit
plays. Theclown hel psintheprogressof the plot aong with humor and givesadviceto
thehero asand when required. Acting cuesin playsare given with subtlety. Such as
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Introductionto Prakasham, Swagatam, Apavaritam, Janantikam, Akashe, Sarosham, Vihasya,

Natyakaa sasambhramam. Sanskrit dramas havefive athirakritis, five stages, five Sandhis. The
characters are worldly, divine and non-divine. The number of charactersis not
determined. The characters represent a particular group rather than a particul ar
individud. Shringaraand VeeraRasaare specidly given. In Sanskrit plays, ingppropriate
performances like kissing, hugging, sambhoga, war, death, food, curse etc. are
considered to beforbidden. Thegoal of Sanskrit playsisto establish peace and non-
violence and to communicate the wishes of happiness and prosperity, public
entertainment, healthy morality and high ideal sto the masses. Sanskrit playshave
givenimportanceto nature description. Also, the playwright beautifully depictsthe
space with nature. Square, rectangular or triangular theaters were used for their
performancesinwhich theatrical performanceswereheld on occasionslikefestivals,
festivas, birth of sons, coronations, marriages, houseentry etc.

QN rousnonsas

1.  Inwhichchapter of Natyashastraistherepresentation of Gati Pracharagiven?

Notes

2. Thesubject matter of which chapter in Natyashastradea swith Rupakas?
3. InwhichchapterisChitrabhinayagiven?

4.  Inwhichchapter isthedetailed description of taal and layagiven?

2.5 THEORIES OF ORIGIN OF SANSKRIT DRAMA

Over time, dramas must have emerged from the dance prevaent in ancient India.
Fromthispoint of view, thefamous character Sutradhar of Sanskrit playshasproved
to beagreat promoter of Putalikaism. The Sutradhar isthe director and regulator of
the dramaand in the Puttalikadance, the sutraof the dancing puppet isin hishands.
Hemakesher dance as per hiswish. In dramaexperiment, the presenter comeson the
stage only during theintroduction but not after that, but the entireformulaof using the
charactersremainsin hishands. Inthe context of theatrical production, theprevailing
theories, whether itisdid ogue hymns, heroworship, or thosere ated to natural changes,
it seemsthat folk behavior isreflected at theroot of all these.

Themain purpose of dramafrom the beginning has been to provide an entertaining
embodiment by imitating popular behavior and events. Regarding theoriginof Indian
theatre, various opinionsand views have been reviewed in the theories propounded
by Bharat. Inthisitisproved that thefirst phase of Indian dramabegan intheVedic
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period. Thedramatic seed formsof variouselementsof dramawereavailableinthese
Vedas. We get proof of thisfrom Natyashastra. Theword Natyaisderived fromthe
root Nat which means enactment of satvikaemotions. Presenting on stagethrough
different postures along with dialogues by characterswith different expressions.
According toAcharyaBharat Muni, the pioneer of Natyashastra, thefirst part (text)
of drama, dialogueor prose, isderived from Rigveda, the second part (song) of drama
isfrom Samveda, thethird part (enactment) of dramaisfrom Ygurvedaand thefourth
part (rasas) of dramaisfrom taken from Atharvavedaor Aatharvana

Jagrah pathyamrigvedat samabhyo geetameva cha,
Yajurvedadabhinayan rasanatharvanadapi.

Invery ancient times, when Satyayugahad passed in the Manvantar of Swvayambhuva
Manu and Tretayugaof Vaivaswat Manu had started. (At that time) dueto people
being influenced by their lust and greed and getting involvedinvillagereligionand
being overwhelmed with jeal ousy, anger etc., when they become happy and sad
(according to their respective deeds) and (bhurbhuvah etc.) godsand demonsinthe
worlds, consecration of Gandharvas, Yakshas, Rakshasas, serpent lordsand folk lords,
the godslike Mahendracame and requested Pitamah Brahmaji that O! God, (for all
typesof people) wewant such entertainment (Kridaniyakam) which can be seen (scene).
and be capable of being heard. Itisnot possibleto recitethe Vedasto the Shudrasdue
to thelaw being restrictive and incomprehensible, henceyou should compose afifth
Vedauseful for al the classes (Shudrasand others). Then saying 'Evamastu’ (so beit)
tothegodsand bidding farewell to Lord Indra, Brahmgji, theknower of dl thedements,
beinginYogaSamadhi (concentrated mind), remembered thefour Vedas. Lord Brahmgi
made aresol ution remembering all the Vedas. | compose such afifth Vedanamed
Natyaa ong with itshistory, whichisthe onethat attains Dharmaand Artha, contains
teachingsand collections, and guidesall theworksfor thefutureworld. Will befull of
themeaningsof al the scripturesand will display thecrafts. By taking such aresolution,
Lord Brahma, remembering all the Vedas, composed the Natyavedaarising fromthe
partsof thefour Vedas.

Nanabhavopasampannam nanavasthantratmakam,
Lokavritanukaranam natyametanmaya kritam.

According to Natyashastra, Dramahasdifferent feelings, various stages, and follow
theworld. Natyaisimitation of lokavrita. Dramaisthedescription of thejoys, sorrows
etc. of all theliving beingsintheworld. Theactor presentsall these on stagethrough
Angika, Vachik, Aharyaand Satvik acting.
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Introductionto Kvachiddharmah kvachidkreeda kvachichchhamah,
Natyakala Kvachiddhasyam kvachidyudham kvachitkamah kvachidvadhah

Thereisrdign somewhere, somewhere play, somewhereartha(Politics, Economics),
labor somewhere, humor somewhere, fear somewhereand daughter somewhere. Loka
and dramacomplement each other becausewhatever isfilledin Lokawhatever actions
take place or whatever activities are done by the society areimitated in the drama,
which showstherelationship between L okaand drama. Thereisnothing in drama
other thantheworld.

Notes Uttamadhamamadhyanam naranam karmsanshryam,

Hitopadeshajananam dhritikreediasukhadukritam.

Thisdramaisthebase of action of good, medium and inferior peopleand will bethe
father good better advice.

Etadraseshu bhaveshu sarvakarmakriyasvatha,
Sarvopadeshajanananm Natyam loke bhavishyati.

Thisdramawill impart teachingsto the people through itsexpressions, emotionsand
their actionsand activities.

Dukhartanam shramatanam shokartanam tapasvinam,
Sarvopadeshajananam Natyam loke bhavishyati.

Thisplay will providerdlief to both thosesuffering fromgrief, fatigueand pain. Drama
hasbeen created only for the enjoyment of worldly beings.

Dharmya yashsyamayushyam hitam buddhivivardhanam,
Lokopadeshjananam natyametadbhavishyati.

ThisNatyawill promoteredigion, fameandlife, bebeneficid, developintelligenceand
giveadvicetotheworld.

2.5.1 Holistic Form of Natya

Na tajjnanam na tachchhilpam na sa vidya na sa kala,
Nasau yogo na tatkarma natyesmin yanna drishyate.

There can beneither any knowledge, craft, learning, art, yoganor any work whichis
not found in drama. All aspectsof publiclife have been given aplaceinthedrama,
their owninterest.

Sarvashastrani shilpani karmani vividhani cha,
Asminanatye sametani tasmadeyatanmaya Kritam.
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Inthisdrama, all the scriptures, all typesof craftsand many different typesof works
areinvolved.

Devanamasuranancha rajnamath kutumbinam,
Brahyarshincha vijnayam Natyam vritaantadarshakam.

Thisplay isgoing to depict the storiesof Devgan, Asura, Rgja, Householder and Rishi.

Yoayam svabhavo lokasya sukhadukhasamnvitah,
Soangadyabhinayopeto natyamityabhidheeyate.

Thefolk naturewhich ismixed with happinessand sorrow, whereasthe onewhichis
mixed withAngikaetc. actingiscalled Natya.

Shrutismaritisadacharanparishesharthakalpanam,
Vinodahananam loke natyametadbhavishyati.

Thisdramawill beasourceof shruti, smriti, morality and other meaningsand will bea
folk entertainment.

2.5.2 Natya for All Varnas/ Natya for All People

Bharat hascalled dramaas sarvavarnikaVeda. Every personisconsidered entitled to
thishappiness. Dramadoesnot affect peoplewith the sametypeof interest, rather itis
acceptableand beneficid for the society becauseitispublic entertainment. Thedrama
reflectsthe sentimentsof al threeworlds. It isproductive of enthusiasm among people
who consider themsalvesbrave. It providesspecia knowledgetoignorant peopleand
increasestheknowledgeof scholars. Dramaisanimitation of folklore. Theuniversdity
of dramaprovestheholistic vision of the people. Thediversity of living beingsinthe
worldisseen onthebasisof their emotions, nature, state of joy, sorrow etc. and their
behavior. Thebehavior of every creatureinthisworldisspecia accordingtoitsnature.
A worldly being desiresvariousdesiresin hislifefor accomplishment of efforts, religion,
wealth, work, salvation. People have diverse desiresfor attaining knowledge, fame,
wealth, education, arts, crafts, religion, work, karmaand yoga and happiness etc.
Peoplecontinuoudy gtriveto achievethese. Knowledge, preaching, folk art, education,
folk religion, work, fame, wealth and good conduct were the expression of the public
behavior of theloversintheworld and are happily seenin natural formsby the public
elements. We can understand folk behavior asfolk culture, folk language, folk art, folk
classdivision, folk movements, communication style and other sources of joy. Folk
form isdetermined by the spontaneous expression of these basic elements of folk
behavior. Theartistic and appropriate aesthetic and visua expression of thisform of
folkloreisdrama. Thedifferenceisthatinfolk, thefolk story isruninasmpleandrurd
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Introductionto form, butin Nata(Actor), thediversity of folk behavior, folk history, folk beliefs, folk

Natyakaa voca state, folk gestures, folk art, folk culture, ethosetc. ispresented in thelight of
dasscd dramaurgicd principles By providingform (visudly visble) itismadeinteresting
and popular. Some specific methodsare used and presented publicly or withvariations.
The principles of Natyashastraare the methodsthat give classical formto various
elements of folklore. Dramaisagenrethat attracts sympathy becauseitisagenre
based on the psychology of the people. The purpose of dramaisto show all the
desires, effortsand results of the people. Thisisthereason that inthedrama, all the
living beingsexpresstheir nature, pleasures, state of enjoyment, attire, ornamentation,
language, behaviour, art, preaching etc. inthedrama. Itisthispsychological nature of
drama (folk practical science) that engrossesthe social peopleinthedrama. Asa
result, the Samajikas (Sahariyas) get generdized inthe Ramadi formsplayed by Nata
(Actor).

Notes

2.5.3 Authenticity of the Loka (World)

Bharatmuni himself, inthe context of discussion of thesourcesof dramain Natyashestra,
while mentioning the theaters adopted from the Vedas, hasmadeit clear that inthe
dramas dependent on Vedas and spiritudity, folk isconsidered to be moreauthentic.

Lokasiddham bhavet siddham Natyam lokatmakam tatha,
Tasmannatyaprayoge tu pramanam loka ishyate,
Tasmallokapramanam hi vijneyam natyayokttribhih.

Hence, dong withtheVedas, folk sentimentsand folk valueshave also beenthebasis
for thedevel opment of theatre. Thisisan accepted fact. Folk festivasandfolk festivals
based on seasons animated in dramawith entertainment and public consciousness,
that is, dramaoriginated onthebas sof people's consciousness, ingpiration and popular
works. InIndian literature, the main streamsof poetry, visual and audible, arefamous
by thesetwo classical names. The scope of visual poetry includesthose poetic forms
whicharedramatic, dramaisnot only visua but aso audible I mitation or happiness of
thegatesof Ram and Staetc. throughAgika, Vachika, Sattvikaand Aharyaenactments.

Dramatakesform through thereflection of tragic worldly sentiments. Sincedramais
anaudibledramaand avisua one, itisalso famousby the name of formor rupaka. In
this, the character gives up hissense of self and acceptstheinfluence of others, takes
onaform, henceitisadramaor rupaka. Dramais prominent among ten rupakas.
Bharatmuni's comprehensive concept of dramaispresented in Natyashastra. Drama
isfull of al the characteristics. Object, subject, hero and, all four should befamous.
Thesearethe main partsof drama, thedramaisestablished ontheir basis. According
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to Dasharupakakar, Aasthanukritinatyam-meansimitation of stateisdrama. Introductionto
Natyakala

2.5.4 Typess of Visual Poetry

Therearetwo maindivisionsof visual poetry- Rupakaand uprupaka. Thereareten
typesof rupaka- Drama, Episode, bhana, Vyayoga, Samavakara, Dima, Ihamriga,
Anka, Veethi and Prahasana. The uprupakaare eighteen- Natika, trotaka, Gosthi,
Sattaka, Natyarasaka, Prasthan, Ullapya, Kavya, Prenkshaka, Rasaka, Sanlapaka,
Shrigadita, Vimpaka, Vilashika, durmallika, prakarnika, hallishaand Bhanika. It helps
inunderstanding thelokavrittain completely.

Notes

G INTEXT QUESTIONS 2.4

1.  Whocdledit natyafor all people?
2. How many typesof visual poetry?
3. How many typesof rupakasarethere?
4.  How many uparupakasarethere?

2.6 NATYATHEORY (NATYANGA)

Many aspectsof human behavior can be seenin public. Happiness-sorrow, joy-sorrow
etc. totheliving beings, variousmoods, variousinterests, meansof entertainment, art
(singing, playing, architecture, painting), culture, language, mutua behaviour, costumes,
aesthetic craft, ornamentation etc. folk behavior flowinginvariousarraysand published.
Tomakethisfolk lifeinteresting and enjoyable, dramawas created. When natural folk
behavior ismadevis blethrough dramatic transformation, it becomesentertaining and
createsjoy by combining different methods. Natyashastraprinciplesarethetechniques
for presenting folk storiesinagraceful form. AcharyaBhararat hasincarnated rules of
Natyaby keeping thefolk behavior at the center in Natyashastra. The proper display
of public behavior isexplained in these natyangas.

Rasa bhava syabhinayah dharmivritipravrittayah,
Siddhih svarastathatodhya rangash sangrah.

Theseeleven dramatic partsof the dramaare concerned with classicizing thefolk life
and showing thefolk lifeby making it sympathetic and generating rasa.
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2.6.1 Natyarasa and Bhava

Theactionsand movementsof thefolk creaturesare madeinto aform of enjoyment
and aremadeworthy of drama. Rasaisavery important subject of Indian literature.
Without Rasa (other Natyanga form), does not have a nature of meaning. Rasa-
Nishpati occursdueto the combination of different experiencesand communicative

fedings
Tatra vibhavanubhavavyabhicharisanyogadrasanishpattih.

Thereareeight typesof Rasa- Shringara, Hasya, Karuna, Rudra, Veera, Bhayanka,
Bibhitsa, and Adbhuta. Rati, saha, shoka, krodha, utsaha, bhaya, jugupsaand Vismaya-
these are sthayi bhavasthat permanently existinthe heart of sahridaya. Thereare
thirty-sx communicativeemations- Nirveda, gdani, shanka, asuya, mada, shram, dasya,
dainya, chinta, moha, smriti, Dhriti, vreeda, chapal ata, harsha, avega, jadata, garva,
vishad, autsukya, nidra, apasmara, supta, Prabodha, amarsha, avihattha, ugrata, mati,
vyadi, unmada, marana, trasaand vitarka.

There are eight satvika bhavas-Stambha, sweda, romancha, swarbhanga, vepathu,
vaivarnya, ashru, and praya. Thevariousmoodsof persopn (devel opment, expansion,
treasury, distraction, etc.) and Purushartha (dharm, Artha, kama, moksha) areenjoyed
intheform of rasaonly when they are dramatized by Angikaetc enactment.

Therearemany formsof human naturein thisworld. Thestagesof lifearevaried and
peculiar under theinfluence of happinessand sorrow.

When that pleasure and painful sensation isacted out by actors, it istheatrical and
enjoyable. Intheatre, the actor renouncesthe pleasure and painful nature and absorbs
the poetic essay or sensation and givesit overwhelm through the angikaand other
enactments. While acting, theactor forgetshimsalf and assumesthe consciousness of
the character, hence heiscalled an actor and the acting, dance etc. done by him are
called drama. In drama, not only the actor embodies the character but the poet's
wordsalsoimbibethefolk life. That iswhy sahridayarelishtherasa. It isbecause of
thisunitary form of dramathat Maharasaarises. It gives pleasure and attainment of
pleasureisthe ultimate purposeof drama. Inthisway, we can say that thereisamutual

relationship between folk and drama, whichis presented on the stage through various
methods and stylesin drama, due to which the common people get benefited and
educated d ong with enjoyment. Therefore, we can say that folk and dramacomplement
each other, but folk does not havethe samejoy that isfoundindrama, that is, it would
not bewrong to say that dramaisthe mirror of folk through which common people
can seeevery aspect of life.
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2.6.2 Enactment

Throughfour typesof enactment (Angika, Vachika, Sattvikaand Aharya), thecharacters
inthedramadisplay their states of joy, sorrow etc., because the actions, mental efforts
etc. doneintheacting areall meant to be shown to the people. Inthe course of drama
and abhinayas, Bharat haspresented variousideasregarding variousthestrica methods
like placement of the character, foot promotion, sitting and sleeping etc. Thesefour
situationsof AgikaAbhinayaaredifferent from each other inform and composition.
They areaso usedin different roles. The common name of these methodsisrhythm.
In drama and dance, sometimes hand movements predominate, sometimes foot
movements predominate and sometimes both are equally dominant, thissituationis
called gati. Under Gati itself, thereisdescription of the place of the character, foot
propagation, Sitting and deeping etc. applicableinthe context of variety and diversity
of feeling, rasas, state, place and time, which reflectsthe public behavior in general
andispopular inthe public. Theseeffortsarefoundinworld.

2.6.3 Dharmi

With eleven elementslikerasa, bhavaand abhinaya, Bharata hasenumerated and
andyzedthelokadharmi and natyadharmi in theatre. L okadharmi natyadharmi dharmiti
dvividhah smritah-Therearetwo dharmi, the L okadharmi and the Natyadharmi.

Lokadharmi - If an rupakaissmpleand without any external show, which showsthe
sentimentsas per the nature of the people, isuncorrupted, whichinits subject matter
showsthe conduct and actions of the common people and the performancewhichis
simple and devoid of acting like Leela, Vartanaetc. And it displays spontaneous
expressions, inwhichtherearedifferent maleand femal e characters, thenit should be
considered asal okadharmi dramatype.

Swabhavabhavopagatam shuddhantvavikritam tatha,
Lokavartakriyopetamangaleelavivarjitam.
Svabhavabhinyopetam nanastripurushashrayam,
Yadidrisham bhavennatyam lokadharmi tu sa smrita.

Inlokadharmi natya, thereisapure and natural imitation of the people. It does not
includetheVachika, Angika, Satvikaand Aadhyamethodsacting for represent various
fedings. Lifeispresentedinitsnatural form. Lokadharmi dramaisfilled with natural,
sensud and communi cative sentiments. No changeisintroducedinit by imagination. It
remainsin pureand natural form. Thereisno useof physical luxurieslikeAngharaetc.
Maleand female charactersare used in abundance. Infolk drama, men play male
characters. The act of aman by awoman or the act of awoman by aman is not
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counted. Theatrica rituasof craft and imagination are not presented in dramathrough
practiceand effort. According to the opinion of AcharyaAbhinavagupta, according to
thispopular tradition, the poet merely describesthething asitis. Natauses. Thereis
no imagination of salf-indulgent entertaining weirdness. From thispoint of view, the
poetic part and the experimental part depend onfolk religion. Infact, two different
traditionsarevisblein both poetry and drama. According to onetradition, folk-oriented
tendenciespredominatein both, whileaccording to the other, grotesqueand entertaining
tendenciespredominatein both. Thereisno definiteexampleof dramaof folk reigious
tradition availablein the Sanskrit theater tradition, but by analyzing the differences of
Dasharupakaand their traditions, the scattered blurred pages of the history of ancient
folk dramas seemto belost in them. Bhana, Prahasanaand Sattak etc. are probably
refined forms of the sameancient folk dramas. Thekind of charactersin these short
playsweremorerelated to the ancient people'slife. The sourceof inspiration for folk
dramawastherurality and smplicity of villagelife,

Natyadharmi- Inthe Natyadharmi theater tradition, symbolic sentences, Lilanghara,
conventionsprevaent in dramalike Janantik, Swagat, Akashvachan etc., methods of
indicating rock, vehicle, plane, palace, fort, river and seaetc., weaponsand abstract
expressionsused on stage. Theinnumerable methodsindicating thisare Natyadharmi
innature. Thejoysand sorrowsof the peoplewhich aredramatizedin action areaso
dramatic. Bharat'spoint of view: Natyadharmi conventionsdevel op only from public
sentimentsand ethos. Infact, folk lokadharmi areideal for the natyadharmi. Inthe
form of Natyadharmi drama, there are important works of playwrights like
Ashvaghosha, Bhasa, Shudraka, Kalidasaand Harshaetc.

Natyadharmi traditionismoreimaginative, strangeand interesting than thelokadharmi
tradition. Both the poetry part and the experiment part combinethewonder and beauty
of therefined poetic intellect and rich imagination of the user. Likethelokadharmi
tradition, Bharat has presented certain foundationsand principlesfor the natyadharmi
tradition. Inthe Natyadharmi tradition, acting based on classical methodsissmoother
and more interesting. The poetic part and experimental part of the dramaare not
presented intheir original form. voice acting asrequired

Inthe context of Vachikaenactment, thereisamel odious plan of heart-touching raga-
based ascents, descents and ornaments of the notes.

Loke yadabhiyojyancha padamatropayujyate,
Moortimatsabhibhashancha natyadharmi tu sa smrita.

Inwhich apopular object isused in concrete form with the same skill along with
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didogues, thenit should be consdered | okadharmi. Folk trendsare adopted by adopting
artistry and symbolism. Naturdly, thereisnordigion other thanfolk religionindrama.
The strangenessthat the playwright bringsto hisnarration and the acrobat to hisacts
to add color tothefolk taleis called Natyadharmi. For example, therupakaof Veethi,
Bhaan etc. style on stage, in which there isonly one character, their techniqueis
natyadharmi but therealistic plot presented initisrelated to lokadharmi. Whilethe
theetrica method isused inthe stageincarnation of Gods, Demons, Mountains, Rivers
etc., the natyadharmi method hasa so been favoredin order to bring naturalnessinthe
planning of human emotionsand place-timecharacters-

Desham karma cha jatim cha prithivayuddeshasanshrayam,
Vijnaya vartana karya purushanam prayogatah.

2.6.4 Natyavritti

Theuse of secular acting methodsand behavior should be donekeepingin mind the
folk traditions. Vrittishave extraordinary importancein theuse of theatre. Vrittisare
related to the method of acting. Dueto the presentation of ten typesof rupakasin
different styles, thevrittisarerel ated to the rupakasand these vrittisare beneficial to
therupakas. The hero, heroine, anti-hero and other charactershavetheir own physical,
verba and mental vrittis. Thesamevrittisgivesriseto drama, whichisprevalentinthe
entireliving world. WordslikeAbhidha, Lakshnaand VWyangjanaetc. are prevaentin
Indian poetics. According to Bharat, there are four vrittisnamed Bharati, Satvati,
Kaishiki and Arbhati on whichthe use of theater depends.

Bharati satvati chauva kaishikyarbhati tatha,
Chatsro vrittayo hyota yasu Natyam pratishthitam.

2.6.5 Use of weapons

Similarly, weaponsare also used in the dramalike spear, tomar, bow, mace, vara,
shakti and chakraetc. are counted among the best weapons. The hero of playsisa
king, well prominent people of the society like commanders, ministersetc. areaso
eigibleinit. Theroyd effect isaso enhancedinthethesatrical experiment by theuseof
flags, instrumentsand scripturesetc.

2.6.6 Varna Vidhan (Law of Vernas)

Different varnasare created for kings, gods, demonsand other countrymen and castes.
Payaand Shyamvarnafor theking, badari for rishis, for happy people- gaura(white),
For Kirat, Berber, Andhra, Dravid, Kashi and dakshinatya- black and for Yavana,
Va shyaand Shudraared so generdly- black, For Brahmin, Kshatriya- Red, for Devta,
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Yakshaand Apsara- gaura(white) . Dueto the combination of variousvarnasand
sub-varnas, agood tragic roleisa so presented according to the different status of the
characters.

2.6.7 Dramatic tendencies (Natyapravritis)

Bharat hasprescribed pravritisto givethetheatrical experiment amore natural and
appeding form. Theword pravriti hasbeen usedin many meaningsinIndianliterature.
Thesinsand virtuesof human beings, the efforts of intellect and physical organs, the
pastimes and luxuries of the body, the moods and disorders of the mind, and the
behavior of chanting and lamentation etc. aredl famousaspravritis. Bharatahasused
theword Pravriti extensively in Natyashastra. That Vrittisisthe priviti that propagates
variousforms of dress, speech, conduct and speech. Infact, what isnot included
under human behavior under conduct and dialogue. According to Bharatmuni, there
arefour pravitis- Aavanti, Dakshinatya, Auddhamagadhi, Panchali Madhyama.

Avanti dakshinatya cha tatha chauvodhramagadhi,
Panchali Madhyama cheti vijneyastu pravritayah.

2.6.8 Jewelry/ornament

Bharat hastermed Alankarafor the beautiful adornment of the characterspresentedin
folk theater through costumes, ornamentsand vestmentsetc. Therearemainly three
types of decoration- Wearing garland, jewelry-attire and dressing up. Thebody is
decorated with rosary infiveways- Veshtit, Vitat, Saghatya, gradhit and Pral abit.
Greenleavesand colorful flowersare put together inthegarland. In Vitita, thegarland
of flowersremains spread, in Saghatya, the flower stalksremain stored in the thread
with Adrishy Bhava. In Grathita, flowersare braided and in Pralabita, the garland of
flowersremainsvery long and hanging. We can see such stylesof jewelry ontheeatre-
sagewhicharepresentinthefolk culture. Both men and women usejewdry inpublic
whichisseenindramaandtheir senseof folk culture, placeand folk beauty isreved ed.
Women arevery fond of jewery. Onthe head are shikhapash, shikhavyal, pindipatra,
chudamani, makarika, muktagjaa, gavakshik and sheepjaa. But according to themood
and condition, their geneal ogy, description and jewelry stylea so changes. Thelist of
jewelry used by menisvery large. Wearing Chudamani on the head, earringsinthe
ears, Muktawal, Harshak and Sutrakain the neck, Angulimudraand Vartikaunder the
fingers, pearl beads on the chest and Sutrakain the wai st adornsthe body parts of
men. These ornaments should be used in the context of feelings and rasa, use of
ornamentsisappropriate only inthe background of agampramana, character, beauty
and popular behavior of the people. It isnot appropriatefor awoman to usemiraculous
jewelry during timesof mourning. Thisfolk behavior isa so exemplary indrama.
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2.6.9 Siddhis

Similarly, therearetwo typesof Siddhis- divineand human- Daiviki Manushi chauva
sddhih syad dvividhauvatu.

2.6.10 Dramatic Music

In Bharat'sview, song and musical insrumentsareimportant for the accomplishment
of theatrical experiment. Description of swaraisgivenintext or vachikaperformance
and these Shadjadi are of two typeswith the seven swaras being Shariraand Vainava.
Thenames of seven notesare- Nishadha, Rishabh, Gandhara, Madhyam, Pancham,
Dhaivat and Shadg. SharirashchauvaVai nascha Sgpta Shadjadayah Swaraah. There
aretypesof songsetc., hencethevoice can beincluded in thetext and song, but the
independent adoption of the voice meansthat beauty isreflected in the theatrical
experiment by theuse of only thevoice, whichisfamousby the name of Antaralapa.

2.6.11 Music Instruments (Atodya)

Atudyateiti atodyam. According to thisderivation, instrumentsare called atodya,
becausethey are beaten with hands, etc. Therearefour typesof Atodya- Tat, Avanadh,
Ghanaand Sushira

Tatam chauvavanaddham cha ghanam sushirameva cha,
Chaturvidham cha vijneyamatodyam lakshananvitam.

Tat istheinstrument which has strings, the pushkar instrument whichisbeaten and
covered al aroundiscaled avanadh, themusica instrument whichisplayed by hitting
thetal opayogi manjiraetc., the ghan and theinstrumentswhich are played by blowing
flute etc. arecalled sushira. Thesetypesof musical instrumentsare seen and usedin
folk, which showstherelation between folk and drama.

2.8.12 Songa (Gana)

Thefivetypesof song- Praveshaka, Prasadika, Aakshepa, Nishkramana, Antara.
The song whichindicatesthe power, nature and state of the charactersat thetime of
entry, etc. should be sung, iscalled the praveshaka. The songwhichissungtoreveal
theinner state of mind of thecharacter iscaled aPrasad song. Thesongwhichinduces
change of therasadueto natural rasaiscalled aakshepasong and the one sung at the
timeof the character'sexit from the stageiscalled an nishkramanasong. Thebasic set
of versesof asongiscaled Dhrva. DuetotheYogai.e. connectionin Dhruvas, there
isautomatic differentiation of thissong from the common song Gandharvaduetoit
being apriority or specia song.
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2.8.13 The auditorium

Theauditoriumisuseful inthemovementsof the characters (actionslike coming, going
etc.), intheactsand in singing and playing, and the pavilion, through its category
mandapa, is helpful in the acting etc. of the characters. There are three types of
auditorium- Vikrishta, Chatursraand Triyasra. In the construction of the auditorium,
advanced useof popular building congtructionrelated architecture, stylesand principles
of architectural craftsmanship etc. isfound. The construction of the auditorium or the
bells, flowers, leaves, paintings, ornatewallsetc. usedinit areof folk art.

2.6.14 Purvaranga (Practice Before the Performance)

In order to makethefolk dramainteresting and visua, apre-practice (practice before
experiment) ismade so that the performance of thestrica experiments, didogue, acting,
music, dance etc. can be popular. Thelaw of Purvarangaisan attempt to present the
folk story inadramatic, interesting and impressiveform.

2.6.15 Division of Language

Languageisthemedium of behavior of living beingsintheworld. Inthesociety, language
isused according to one'sown country, class, clan, culture, position and caste. The
languageof different regionsof thesociety isalsodifferent. Thislinguisticdiversity is
alsoimportant inthe swelling of thefolk. Itisonly through their own language that
living beingsare ableto expresstheir feelings, thoughts, cultureand art easily and
effectively. Thedivison of language hasal so been regulated in the thegtrica principles
for thesakeof givingalively and smpleperformance of thefolk. The useof languages
prevaent in different partsof theworldisseenin Sanskrit plays so that educated and
uneducated characterscan easily expressthe cultureand art of their respectiveregions.
In Sanskrit plays, languageslike Sanskrit, Prakrit, Shauraseni, Maharashtri etc. are
used by variouscharacters. Thisdrameticlanguage method prevaent in Sanskrit plays

It givesarasaand entertaining formto folklorerel ated to folk expression and culture.

2.6.16 Plot of the Drama (Vastu)

Vastu meansthe subject matter of therupaka. The subject matter of thestory isfamous
or imaginary and isrelated to the people. The basic inspiration behind the poetic
subject matter isthefolk or folklore. The subject matter (poet'simagination) can be
either anincident or adeep mystery or events happening in the society, which educate
the people somewhere through the activities or traditions happening in the society,
which the poet presentsthrough dramaon stage. Doesthisor showstheworld likea
mirror. If thesubject matter isnot famousand popul ar then theviewer may not develop
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affection for it. Therefore, the plot of drama should be devel oped on the basis of
Ramayana, M ahabharata, Puranasand other ancient textsinherited fromthetradition
of our life.

@ srousnonszs

1.  Writethetypesof enactment?
2. What arethedharmis?
3. Accordingto Bharatmuni, how many vrittisarethere?

4.  How many typesof Siddhisarethere?Writetheir names.

2.7 TYPES OF SUBJECT MATTER (STORY-PLOT) FROM THE POINT

OF VIEW OF THE NATURE OF DRAMA

1. Savshravya(AudibletoAll) or Prakash
2. Niyatshravya Janantika, Apavarita, Akashabhasita
3.  Ashrvya(lnaudible) or Swagat (self-contained)

Arthpekshaka and Lokvritta
Arthopakshrpakaih suchyam panchabhih pratipadayet,
vishkambhachulikankasyankavatarapravesgakaih

Inthedrama, theinformation about the boring story isgiventhrough andthecharacters
who givetheinformation arefrom different classes (middleand low). Combined with
nigoodhabhavastatement is called apavarita. On stage, when asentenceisplanned
involving an unknown character, itiscalled Akashvachana.

Neta (character) - Netameansthe hero or the characters of the story. Characters
also havespecia importancein drama, which arerel ated to the peopl e. The content of
the story flourishes against the background of diversity and variety inthe character's
conduct, behavior, behaviour, condition and nature. It isthe characters (hero, heroine)
who giveit lifeand momentum. That iswhy, theimportance of the character (hero or
heroineetc.) inadramaisextraordinary and theart of presentingitisaso extraordinary.
There can be asmany types of heroes, heroinesand other charactersinadramaas
therearedifferent typesof humans. That is, the nature of many typesof characterscan
be seenintheworld. The charactersin the play have been kept as symbols of the
naturefound inthe society. The behavior and theatrical tendenciesof the characters
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aredetermined by the cultural environment and clothing of the characters.

The hero should al so be famous and sublime. The hero residesin the center of the
dramalikealife-likelight, itisfromthat center that thelight of the dramaemanates,
henceitisabsolutely necessary for himto befamous. Mostly the heroes of famous
Sanskrit playsarewell-known, Ram, Krishna, Udayan, Dushyant and Pururavaetc.
aredl well-known heroes. Bharatahas clearly stated inrelation to the main hero that
among the characters, the main hero isthe one who has the most devel opment as
compared to al the charactersin the drama. Bharat has conceptualized four types of
heroes of appropriate human natures- Dheerodatta, Dheerallita, Dheeroddhta,
Dheergprashanta.

Deerodatta, dheeralalita, dheeroddhata, dheeraprashanta,
Bhedaishchaturdha lalitashantodattoddhatairayam.

Thehero should berenunciant, famous, noble, intdligent, handsome, young, enthusiadtic,
skilled, people-loving, brilliant, clever and well-mannered. Inadrama, the protagonist
isthemain actor, but thereare many other main charactersinthedrama. Someof them
aresupportersof the hero and some arehisopponents. Theheroispresent everywhere
intheentirestory.

Upnayak- Sub-heroisasvirtuousand excellent asthe hero but he does not get the
post of king etc.

Anunayak- Anunayak isinferior to herowhoisadevotee of themain hero. Helpsinal
hisactivitieslike Sugrivain Ramkatha.

Theantiheroisresistant to the plans of the main hero and hasthe same enthusiasm,
majesty and pride asthe hero, like Ravanain Ramkatha.

Thismeansthat the basisfor describing the differences between hero and heroinehas
been nature, qualities, public behavior etc., because we get to see the samekind of
natureinthepeopleandinthe society, thereisameeting of the nature of different types
of hero and heroine.

The natures have been differentiated for the sake of presentationi.e. they represent
the natures of stories and people. In thisway we say that the charactersin drama
represent their entire class, just asDhirodatakahero in dramarepresentsthe creatures
of naturewho represent of theentire society. Similarly, thedy character isrepresenting
all the peopleof thedy naturefound in the society. In thisway, the varioustypes of
naturefound inthefolk world areimitated in the drama, aswell asthe happy and sad
states of thefolk are seen which aredepicted inthedrama, whichisfolk-inspired.
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@*\ WHAT HAVE YOU LEARNT Natyekala

° InIndian tradition, Bharat iscons dered the author of Natyashastra.

° Thereare 36 chaptersgivenin Natyashastra.

° Incidentally, thereismention of many Acharyasin Natyashastra, who arethe
directorsof Bharat Purvastatus.

° Natyashastraisalso called Natyaveda. Notes

° InNatyashadtra, holigticform of folk, universdity of drama, authenticity of folk,
departments of visual poetry, Natyarasa and emotion, Abhinaya, Dharma,
Natyavarti, VarnaVidhya, NatyaPravritti, Vidhana, Jewellery, Siddhiyas, Natya
Sangest, Atodya, Auditorium, dramalanguage.

E TERMINAL EXERCISE

1.  Discussabout the period of creation of Natyashastra.
2. Writeacomment on the nature of Natyashastra.

3 Tell theorigin of Natyashastra

4.  Explainthepurposeof Natyashastra

5

Explainthemain dramaprinciplesgivenin Natyashastra.

A
ANSWERS TO INTEXT QUESTIONS

2.1
1. 3rdcentury
2. By RamakrishnaKavi
3. Four
4. VillageGod
5. Ashaghosha
6. 200-400AD
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Introductionto 2.2

Natyskala 1. Mr. Shankuka

2. Abhinav Gupta
3. Expressonof emotions

4. AcharyaHemchandra

23

Notes 1. In13th Chapter

2. Subject matter of thetwentieth chapter of Natyashastra
3. Inthe26th chapter
4. Inthe21lst chapter
24
1. Bhaa
3. Ten
2. Two-Rupakaand Up-rupaka
4. Eghteen
2.5
1. Angika, Vachika, Satvikaand Aadharya
2. Lokadharami and Natyadharmi
3. Four

4. Twotypes. Devi and Manushi
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