CHAPTER-II

General Characteristics of Sanskrit Drama and

the Place of VVenisamhara

In relishing aesthetics of Indian literature, readers place Dramas in
a higher order. Without dramas, the Sanskrit literature would not be
accomplished.  According to Indian thinkers, the best poets are
dramatists. Sanskrit drama evolved in all its aspects in a particularly
Indian atmosphere. Poetry in Sanskrit, from its inherent nature, as part
from its intrinsic merit is divided into two kinds —Drsya and Sravya.
Amongst these two, the first one viz. the Drsya is that sort of Kavya
which is put to the stage for enaction — Drsyam tatrabhineyasir.l The
drama falls under the first division. The aforesaid Drsya Kavya passed
by the general denomination ‘Rupaka’ because in it the actor and
actresses appear on the theatrical stage and the original characters of the

plays are imposed on them- tadruparo pattu rupakari.?

Rupaka is the general term in Sanskrit for all dramatic
compositions, which also comprises subordinate class called Upa-

rupaka. The Rupaka which is divided into ten classes viz.- Nataka,

1 ¢f.S.D by K.M.Sastrz, 6™ ch,sl-1,p-319
2_ct.ibid
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Prakarara, Bhana, Vyayoga, Samavakara, Dima, Ihamrga, Anka, Vithi

and Prahasana are dealt in the Sahityadarpana elaborately .2

Over and above the said ten varieties of Rupaka, there are also
eighteen kinds of Upa-rupakas. Such as —Narika, Troraka, Gosthi,
Sarraka, Narya- rasaka, Prasthana, Ullapya, Kavya, Prenkhana, Rasaka,
Samlapaka, Srigadita, Silpaka, Vilasika, Dur-mallika, Prakarana,
Hallisa and Bharika. Amongst these eighteen Upa- rupakas, the most
Important is Narika and brilliant examples of Narika are— Ratnavali,

Vidhyasalabhaiijika etc. An example of Trogoka is Vikramorvasiya etc.

Naraka or a drama is a variety of Rupaka, which is defined by

Visvanatha in his Sahityadarpara-

narakam khyatavrttam syatpaficasandhisamanvitam
vilasaddharyadigunavadyuktas nanavibhatibhiz
sukhadukhasamudbhuti nanarasanirantararm
paficadika dasaparastatrankah parikirtitah
prakhyatavamso rajarsirdhirodattak pratapavan
divyo tha divyadivyo va gunavannayako matas

eka eva bhavedarngr syngaro vira eva va

angamanye rasah sarve karyo nirvahane’dbhitah*

3.cf.narakamatha prakaragnasi: bhapavyayogasamavakaradimas
ihamypgankavithyas prahasanamiti rupakari dasa- S.D, by K.M.Sastri,ch-vi, sI-3,p-320
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In a naraka, the subject matter must be a well known one, which
should be derived from either history or mythology or some folk-lore,
rather one should say that the story of the plot should be derived from
either Ramayana or Mahabharata or from other Purapas. There are three

kinds of subject matter as in the Dasarupaka-

Prakhyatotpadyamisratvabhedattattrividham mataz.®

The subject matter of a nataka includes fine stages or Avasthas.
Such as — Arambha (beginning), Jatna (effort) Praptyasa (proposal of
success), Niyatapti (certain attainment through elimination of obstacles),
phalagama (attainment of the derived object). It also comprises five
Sandhis or junctures and five Arthaprakrtis. The five junctures are—
Mukha, Pratimukha, Garbha, Vimarsa and Nirvahana. The
Arthaprakrtis are the discernible points of story line and are — Bija,
Bindu, Pataka, Prakart and Karya.The language of the naraka should
energetic as well as graceful and be rich in various merits enumerated by
the ancient rhetoricians. The dramas will present prosperous condition
of the hero as well as of the theme and exhibit a variety of sentiments. In
regard to number of Acts, i.e., chapters five to ten are the desired
numbers.  Besides these the rhetoricians mentioned about rules and

position of Nandz, Prastavana, Bharatavakya, Arthopaksepaka etc.

4 cf. S.D by K.M.Sastrii, ch-vi ,p-321
5 cf.V.S,by C.Sankara Intro-vi
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The drama Venisamhara technically falls under the category of a
naraka proper, hence it features all the important aspects of naraka like —

vastu, the plot etc.

Vastu i.e. the subject matter of the play, Venisamhara which has
been taken from the great epic Mahabharata is well known to all. It
conforms with the characteristics of Naraka following the Indian
alamkarasastra. According to it the theme is the backbone of a Naraka
and it is considered as a principal category amongst the three principles of
a Naraka. The vastu of a drama is of two kinds i.e. one is Adhikarika and
the other one is Prasangika. Adhikarika is related to the success or
attainment of final goal of the hero. The prasangika matters in the drama
on the other hand are subsidiary matters which help the hero realizing the
ultimate goal of the drama. In the Drama under scrutiny all the incidents
related to Bhimasena, the hero are Adhikarika while the happenings like
the quarrel between Asvatthama and Karpa, the conversation between
Raksasa and Raksast, the depiction of Carvaka in the guise of an ascetic
etc are Prasangikas. To understand the matters related to the adhikarika
and prasangika stories one may put forward the illustrations of three
magnificient dramas of Kalidasa. The principal stories depicting the love

of heroes and heroines in the respective dramas are adhikaras on the
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other hand other relative episodes such as curse episode, ring episode etc

of Abhijrianasakuntalas: and the like are prasangika elements.

The Principal or Adhikarika and Prasangika or incidental actions
have five formers, known as Arthaprakrtis. Generally the dramatists
follow the five Arthaprakrtis mentioned in the Natyasastra and other
works on rhetoricism. Bija (germ), the seed where from the fruit is
sprung in a drama is very subtle and not distinct in the initial stage with
the development of the story Bzja or germ of the principal story could be
discerned clearly. In the Venisamhara the anger of Bhimasena and
Yudhisthiras consent for battle® are considered as Bija by the rhetoricians
like Dhanafijaya and Darpanakara Visvanatha. The second arthaprakyti
is Bindu i.e. drop of oil into water. This spreads in a drama like an oil
drop in water. In the second Act of the drama the scene of Balodyana is
diverted by the entry of Dukisala and her mother-in-law with a prayer to
save Jayadratha, who is oathed to be kill within a day by Arjuna.
Following which Duryodhana becomes ready to march for battlefield i.e.
the convention of mind to the theme after a short perturbation and that
point in the concerned drama. Pataka, the third one is one of the five

types of arthaprakyti. Pataka plays an important role in the development

b.cf.yatsatyavratabhangabhirumanasa yatnena mandikytar

Yadvismartumapzhitam samavata santim kulasyecchta|

Taddayaitarapisambhrtam nypavadhikessambarakarsanaih

Krodhajyotiridas mahatkuruvane yudhisthiras: jrmbhate|| V.S by M.R.Kale, 1% Act, sl-24,p-24
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of the story. It helps in illustrating the development of the plot and
realizing the goal, though placed in a particular point of the drama. As
Bhimasena is considered as the hero in the drama his dialogues would not
be Pataka. In the drama the tricks uses by Lord Krspa and all are of
Pataka artha-praktrti. Though Sri Krsna appeared once in the last Act of
the Venisamhara, Krsna’s guidance althrough the drama help Pandavas,
specially Bhimasena realise his goal. And Pandavas acknowledge the
same. So all the policies and developments carried out by Krsna’ are
considered as Pataka in the drama Venisamhara. The fourth Arthaprakrti
IS Prakari. In the Prakart, the small incidents take place which are
important for the development of the story. Prakari is limited only in a
part of the drama. In a drama there may be many incidents. Prakart is
that Arthaprakrti where the incidental history is found in the confined
manner. The hero is invariably associated with the Prakari, which does
not come out directly but he helps indirectly the hero to proceed in the
main purpose of the drama. In the Venisamhara the incident of Carvaka
story in the sixth Act of the drama is Prakari. Carvaka, the demon who
is really a friend of Duryodhana, misguides Yudhiszhira in the guise of a
Muni (sage). He informs Yudhisthira that Bhimasena is killed by

Duryodhana with his mace and at last Arjuna has to keep the mace from

7 Cf.devarir kutastasya vijayadanyadyasya bhagavanpurazapuruso narayanah svayasi

mangalanyasaste. V.S by M.R.Kale, p-167.
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Bhima to fight with Duryodhana in place of arrow. Because of the fact
that the Arjuna is not expert in the mace fighting, like Bhimasena and
Duryodhana, Yudhisthira became perplexed. The particular part is

carried out very briefly and finally overcome.

The last Arthaprakrti is Karya. The success of Trivargas like
Dharma, Artha and Kama is Karya. It is like a tree, from the Bija it
grows up with leaf and flower after that finally turns up fruits. In the
three dramas of Kalidasa final union of hero and heroine is seen as Karya
Arthaprakrti. In the Venisamhara, the arranging by smearing blood the
uncombed hair of Draupadi by Bhimasena after the death of Duryodhana
Is regarded as Karya Arthaprakyti. Because, it is in this place, the vow
of Bhimasena has been fulfilled and at last Yudhisthira, the hero’s elder

brother regains power by vanishing all.

The five stages or Avasthas discovered in Venisamhara are as
follows. In the first Act of Venisamhara, the proposal of alliance and the
conversation in between Bhimasena and Sahadeva are the Arambhas or
beginning. In the Mudraraksasa of Visakhadatta on the other hand the
willingness of Canakya to appoint Chandragupta as a King and finding
out the stamped ring decorated by the Raksasa’s name are Arambhas.® In

Mahaviracarita and Malatimadhava of Bhavabhiti again the inclination

8.cf.(mudramavalokya grhitva raksasasya nama vacayati .saharsar: svagatam) nanu vaktavyar
raksasa eva asmadanguliprapayi samvrtta iti. M.R —by S.R.Ray 1% Act ,p-67
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of Rama towards Sita and craving of Madhava for Malatr after seeing in
the first Act, are Arambhas. In Kalidasas Abhijianasakuntalam one
notices the @rambha avastha in finding the visual glimpse of Sakuntala
by Dusyanta and his subsequent desire to achieve her. Arambha is the
kind of avastha which creates curiosity in the mind of hero and heroine to

gain their desired goal.

The second stage is Prajatna or endeavour, where the enthusiasm
of the characters is seen and for that they quickly proceed towards the
result. In the drama Malavikagnimitram, the endeavour of Vidusaka is to
unite the hero Agnimitra with the heroine Malavika. In this way the
declaration of war by Yudhiszhira in the first Act of Venisamhara and the
reference Rarayajiia by Bhimasena after failure of the mission of peace is
an indication of attainment of goal through prospective war. Therefore,
the exit of Bhimasena with determination for battle® comes under
Prayatna. After Prayatna, the Praptyasa is rather hope of achieving final
goal. The rhetoricians like Dhanafijaya, Visvanatha and Singubhiipala
consider Praptyasa to be gaining of hope for outcome by characters over
despair of apprehension. For example, in the Abhijnansakuntalam, the
curse of Durvasa is an interruption in the plot. But the possibility of

pacification is seen when Anasiaya and Priyamvada are told that

9 cf.devi gacchamo vayamidanir: kurukulaksayaya. V.S- by M.R.Kale, 1% Act ,p-26

29



Sakuntala may be averted from the affect of the curse if she can produce
something significant.!® The viewers become relaxed and hope for
Sakuntala’s good fortune because there is a ring of Dusyanta with
Sakuntala as a gift. That is the stage of Praptyasa. The announcement of
death of Duksasana in the third Act of Venisamhara can be considered as
the stage of Praptyasa. After the death of Duhs$asana, Duryodhana
becomes all alone in Kaurava’s side. It is the hope of final attainment i.e.
to vanquish Duryodhana is then seemed to be an achievable goal. The
further stage is Niyatapti i.e. after removing the obstacles when the result
iIs almost be sure. In the case of Venisamhara remaining only
Duryodhana is an indication of gaining kingship by Pandavas. In the

Abhijianasakuntalam also obtaining the ring by Dhivara is Niyatapti.

Phalagama is the last stage or condition, where the hero gains his
desired goal in the plot. The attainment of the final object in the drama
Venisamhara, is the braiding of hair of Draupadi, i.e., re-imposing her
marital status after taking revenge to those who assaulted her and putting
them to death. This Phalagama in Venisarhara is considered in the sixth
Act where Bhimasena comes with blood stained hand to bind the veri'! of

Draupadr. 1t indicates the death of last Kaurava Duryodhana and obvious

10 cf.tato na me vacanamanyathabhavitumarhati kir: tvabhijnanabhararadarsanena sapo nivartisyata
iti mantrayamana evantarhitas. A.S-by M.R.Kale ,4" Act ,p-126

11 cf.arya sumahadavasistar.saryacchami tavadanena suyodhanasonitoksitena parina pasicalya
duksasanavakrstari kesahastasi. V.S,by M.R.Kale 6" Act,p-165
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succession of Yudhisthira. So the last victory of Pandavas to the throne
I.e. the ultimate overcoming of truth is proved. Bhimasena becomes
successful in his mission. This is the Phalagama or attainment of final
object. Like Venisamhara, the union of Dusyanta and Sakuntala in the
seventh Act is regarded as Phalagama in the Abhijiianasakuntalam of
Kalidasa. In this way in the three dramas of Kalidasa the permanent
union of hero and heroine is the stage or Avastha of Phalagama.

Sandhi is formed by the combination of five Arthaprakrtis and five
stages. From the Bija and arambha, mukha-sandhi is emerged. This
sandhi is starts immediately after the Prastavana. In this Sandhi the Bija
opens like a mouth with full of rasa and meaning. Like other dramas after
Prastavana, Mukha -Sandhi is seen in the first Act of the drama
Venisamhara. In this act, aim and objectives of Pandavas to defeat
kaurava are exhibited. Yudhiszhira declares the war against the Kauravas
and Bhimasena expressed his desire to bind up the hair of Draupadi with
the blood of Duryodhana in this very Act.!? Pratimukha is that Sandhi
which is found after Mukhasandhi. It includes bindu and yatna. In the
Pratimukhasandhi the Bizja or seed becomes little bit there distinct than
the Mukhasandhi. This is the main instrument of the final fruit. In the

second Act of Venisamhara, the entrance of Jayadrathas mother in the

12 ¢f. caficadbhujabhramitacandagadabhighata-

samcurpitoruyugalasya suyodhanasya.
styanavanaddhaghanasonitasorapani-

ruttamsayisyati kacamstava devi bhimaj. V.S ,M.R.Kale, 1% Act,sl-21,p-21
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Balodyana is Bindu. Which is seen after the Bija being represented by the
hot arguments of Bhimasena and Yudhisthira’s consent for battle.
Because it is the cause for the fruit which is the defeat and consequent
death of Kauravas and to tie up the hair of Draupadr in the concluding
part of the drama. The next one is Garbha- Sandhi which represents
Praptyasa as Pataka. Garbhasandhi is so named, because it is the central
point for the development of a drama. According to the definition of
Bharatamuni Garbha is specially meant in three forms Prapti
(attainment), Aprapti (unattainment) and anvesan i.e. discovery. The
developments related to hero is prapti, aprapti is related here on the rival
of the hero (pratinayaka) and for which there is anvesana takes place.
According to Sagaranandin this sandhi is falled in the middle so it
Is known as Garbha whereas Visvanatha defines it Garbha because this
Sandhi conceives the fruit of the drama and there the plot attains
maturity. According to Bharatamuni, there are thirteen types of Garbha
Sandhi.®*  Garbha Sandhi lasts longer than the other Sandhis in
Venisamhara. Which covers from the third Act to fifth Act of the drama.
Following are the major incidents in the drama— the death of Dronacarya,
the verbal war in between Asvatthama and Karpa, the description of war
by Sundaraka, the haughty expressions of Bhima etc. After Garbha, the

fourth Sandhi is Vimarsa. This Sandhi is a combination of Niyatapti and

13 ¢f.N.S.P,by P.S.Thakur,p-59
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Prakart. Vimarsa means to judge. In this Sandhi the attainment of result
Is discussed. Vimarsasandhi is the sandhi where the Bija is manifested
more clearly after the Garbhasandhi and the attainment of fruit is
adjudged through anger,greed and other such vices. Bharatamuni finds
twelve types of Vimarsasandhi.’* In the fifth Act and in the first part of
sixth Act Vimarsasandhi is observed. The endeavour of Dhrtarastra and
Gandhart to persuade Duryodhana to go for alliance with Pandavas in
the fifth Act is Prakart, which is a hindrance on the Bhimasena’s oath to
kill Duryodhana. But Duryodhana rejects the proposal of his parents and
the obstacle is removed. Again in the sixth Act, the episode of Carvaka in
the guise of a Muni is considered as Prakari. Where Carvaka tries to
obstruct by spreading the remour about the end of Bhimasena. However,
Bhimasena’s pride and his valorous words finally achieve success and
retain his vow. Therefore, it comes under Vimarsa Sandhi.

The last Sandhi or fifth one is Nirvahana. which comprises Karya
and Phalagama. In this Sandhi the Bija develops in full shape. According
to rhetoricians their the story of a drama, beginning (from the Mukha
Sandhi) proceeds in a properly arranged way achieving for the final aim
and where it gets the result, that part is called Nirvahana Sandhi.

Bharatamuni gives fourteen varieties of this Sandhi. In the sixth Act of

14 ¢f.N.S.P,by P.S.Thakur,p-61
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the drama Venisamhara the entrance of Bhima, whose whole body was
bathed in blood with the utterance-

nihatasakalaripupakse tvayi naradhipe jivati bhimo rjunasca®®
Is a glaring example of Nirvahanasandhi.The killing of Duryodhana in
this Act is Karya and the collection of Draupadr’s dishevelled hair to

bind up Vent is Phalagama.

In a nataka, the subject matter is divided into three cadres viz.
Sucya, Sravya and Drsya. According to Vidyanath, Singabhupal and
Rupagoswamz, it is of two types. They are Sucya and Asucya. Drsya and

Sravya comes under Asucya.®

Sucya, the another term for Arthopaksepaka which reveals the
events during the gap period (intervals) before the audience. It is not
possible to show each and every scene in a naraka. Some scenes are not
necessary for the dramatic development in the drama. But it should be
informed to the audience for uninterrupted storyline. It is known as Sucya
or Arthopaksepaka.l” There are five varieties of Arthopaksepakas-
Viskambhaka, Pravesaka, Culika, Anka, Ankavatara and Ankamukha.

Visvanatha in his words-

15 ¢f. V.S by M.R.Kale ,6" Act p-164
16,¢f.N-S.P ,by P.S.Thakur ,ch-v ,p- 68
17 ¢f.N-S.P ,by P.S.Thakur ,ch-v, p-68



arthopaksepakah parica

viskambhakapravesakau.culikankavataro 'tha, syadankamukhamityapi.'®

Viskambhaka is the first category of Arthopaksepaka. Viskambhaka
Is the informer of the events of past and indicator of future and it connects
the link between the past and future incidents. It is happened in the first
part of an Act in very brief form. Which is in two types— pure and mixed.
Pure is played on by mediocre characters and mixed Viskambhaka is
presented by the mediocre—grade and lower grade characters. The
language of first one is Sanskrit and second one is mixed with Prakrit and
Sanskrit. According to Bharatamuni, Viskambhaka is ruled by the
characters like- Priest, Ministers and Kaficukin, who belong to middle
class grade.®® It is found in the Mukha Sandhi. Pure Viskambhaka is seen
in the second Act of Venisamhara. It is performed by a mediocre person
like Karicuki and he speaks in Sanskrit language. The Karicuki of
Duryodhana informs the viewers that he has been ordered by
Duryodhana to know where about of Bhanumati is and to know about
whether Bhanumati has accomplished her regular morning duties of
saluting the elders. The Karicuki has come back collecting the

information in this Act and supplies the same muttering by himself.

18 ¢f.S.D, by K.M.Sastri ch-vi ,sl-54 ,p-346
19 ¢f.N-S.P ,by P.S.Thakur ch-v, p-69
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The second category of Arthopaksepaka is Pravesaka. Pravesaka
Is also similar to Viskambhaka and inform about the past incidents and
indicative to future events to the spectators. But the only difference is in
Pravesaka the characters are of lower class and their language is Prakrit.
Pravesaka is never executed in the first Act. It is placed in between two
Acts. The Pravesaka in Venisamhara is a good example and is very often
cited in Sahityadarparza. The Pavesaka is seen in the third Act of the
drama. Where the Raksasa, the Rudhirapriya and his wife Raksast,
Vasagandha speak in Prakrit language. From their conversation, it is
known that Drondcarya has been killed and Asvatthama is going for

battle to take revenge with a drawn sword.

Culika, the third category of Arthopaksepaka gives information
about the past and future incidents. In Culika, the person who narrates
the incident stay behind the curtain. There is no classification in person
and they can use any language in Culika. It is seen in the middle of the
Acts. Culika is different from other Arthopaksepaka, because it is not
performed on the stage. Several times the uses of Culika is seen in
Venisamhara. In the last part of third Act Bhimasena drank the blood of
Duhsasana is known from outside the stage i.e. behind the curtain and

when Arjuna showers arrows on Duryodhana and Karpa, Asvatthama
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wishes to take up his sword — all these are announced behind the

curtain.?®

In this way there are so many examples of Culika which are found

in the Venisamhara.

The fourth Arthopaksepaka is Ankavatara. Ankavatara is seen in
the ending part of an Act. Which indicates the subject matter of the
following Act and the same part is continued in the next Act and that is
what is called Ankavatara. Ankavatara is followed in other dramas like
in Abhijrianasakuntalam, which is indicated at the end of the fifth Act and
Is found in the sixth Act as a part of it. But there is no Arkavatara in the

Venisamhara.

The last one i.e.fifth Arthopaksepaka is Ankamukha. In this
Arthopaksepaka , the summary of all the Acts of a drama is given in a
single Act. There is an actor or actress, who tells the summary of the Act
before starting that Act is called Ankamukha.?! This is used in the first
Act of the drama. There is a difference between Ankavatara and
Ankamukha. Ankavatara gives knowledge only in one Act but
Ankamukha gives the knowledge of all the Acts. Ankamukha is exercised

limitedly in Sanskrit dramas. In the dramas of Kalidasa, Mudraraksasa

2 ¢f. mahatman bharadvajasiina na khalu satyavacanamanullanghitapizrvamullasighayitumarhasi V.S
by M.R.Kale 3" Act ,p-81
21 ¢f.N-S.P by Dr P.S.Thakur ,p-83
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of Visakhadatta and Bhattanarayana’s Venisamhara the uses of
Ankamukha is not found. It is noticed only in the drama of

Mahaviracarita and Malatimadava of Bhavabhiiti.

The next variety of subject matter is Sravya or Akasabhasita,
which is heard from the sky. It is performed by one person, who himself
asks question turning the mouth to the sky and he will give answers as he
has heard something from the sky on the stage. By which the observer
may know the fact. In most of the dramas, the Akasabhasita is seen. In
the second Act of Venisamhara also the Karicukin acted as it were he has
got the answer from Viharngika that Bhanumati is in the Balodyana for a
special purpose. But Vihangika is not there on the stage, the Karicuki
himself asked the question to turn his face to the sky and gave the answer
as he has received the answer. In this way many times Akasabhasita is

used in the Venisamhara.

The other one of subject matter is Drsya. This variety also gives
knowledge to the viewers. Bharatamuni gives four varieties of Drsya.
They are Svagatam (atmagatam), Apavaritam, Janantikarm and Karne
evameva. According to Dasarupakakara, it is in three types, viz-
Sarvasravya, Niyatasravya and Asravya. And Visvanatha has termed it

to as Natyoktiyam. In his Sahityadarpanra —

asravya kKhalu yadvastu tadiha svagatas matam|
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sarvasravyam prakasam syattadbhavedApavaritam|

rahasyam tu yadanyasya paravrtya prakasyate||

tripatakakarenanyanapavaryyantara kathami

anyonyamantranpam yatsyattajjanante Janantikam||

Kim vravisiti yannagye vina patram prayujyate|

srutvevanuktamapyartham tatsyadakasabhasitam??.

Svagatam i.e. within oneself, which is supposed not to be heard by
co-actors. Such words are not possible to present in the drama, but he
himself will say in this way the spectators should carry the condition of
mind of the actor. It is a concern of his or her mind’s speech, which is
known as Svagatam or Atmagatam. In many of the Sanskrit dramas
Svagatam is found to be used in several times. Svagatam or Atmagatam
Is seen several times in Venisamhara also. From that one example is in
the second Act of Venisamhara Duryodhana himself thinking the cause

of Bhanumati’s excitement and such expressions are found in the drama.

Apavarita, in which something is secretly said turning back to
another actor. Dhanafijaya defines it that where an actor says something
secret about another actor turning his face in another side is Apavarita.
Saradatanaya, Singabhapala and Visvanatha are agreed with the same

view point of Dhanafijaya. The application of Apavarita is also seen in

22 ¢f. S.D by K.M.Sastri,ch-6,s1-137-140, p-400-401.
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every Sanskrit drama. Like other dramas Venisamhara also uses
Apavarita in some places. Such as in the second Act of the drama when
Bhanumatt was explaining her bad dream then her two maids wishes for

removing inauspicious things turning in a side of Bhanumati.>

The uses of Janantika are also found in many times in Sanskrit
drama. According to Natyacarya when an actor do not desire to hear
something to another actor Janantika takes place. The other rhetoricians
also support the definition of Bharatamuni. Janantika means speaking
something secretly by turning the palm into Tripataka form in the midst
of a running conversation. Tripataka form is but raising the fingers other
than the ring finger and thumb finger and telling something behind the
actor. The audience will hear about the developments. In the first Act of
Venisamhara, Draupadi feels happy and telling to repeat the words again
In Janantika form, when Bhimasena was very much angry and he was
against the alliance with Kauravas. He has been just ready to take
revenge against Kauravas. And again on the utterances of Bhimasena
his brothers that they are feeling awkward about killing their cousins but
not feeling shy for the insult faced by Draupadr in the royal Court.
Draupadr in Janantika form says that they are not feeling shy for that and

wishes that Bhimasena should not forget that incident.

23.(anyonyamavalokya) atra ndsti stokmapi subhasiicakam. V.S. by, M.R. Kale, 2™ Act, p-39.
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The last one is Karne evameva, where an actor tells such secret
things to other actors’ ear. It is also seen in the most of the Sanskrit

dramas but it is not seen in the drama Venisamhara.

The language of a naraka should be energetic as well as graceful
and be rich in various merits as enumerated by the ancient rhetoricians.
The naraka presents, prosperous condition of the hero as well as of the
theme and exhibit a variety of sentiments. In regard to the number of
Acts, it is said that five to ten is as desired number.

Regarding the language of Sanskrit drama those who are people of
high intellect and culture like, kings, brahmins, generals, ministers and
learned persons and also the chief queen, are expected to speak in
Sanskrit language. Generally women and the people of inferior stature
used the Prakrit language. The female of high class used Saurasini
Prakrit and the people of lower class used Magadhi Prakrit. Those who
are using Sauraseni Prakrit may use Maharastri in songs (verses). In this
way the different dialects, like Savarr used their language as Savirr,
Dravidr as Dravidian, Abhirz as Abhiras and others use the type of prakrit
according to their respective regions.

Bharranarayana follows above the rules of Sahityadarpana in his
drama Venisamhara. In this drama, Sanskrit is used in the cases of high

class persons.Sauraseni Prakrit is mainly used in the drama. Sauraseni
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was indeed the prakrit of the Madhyadesa, which is known with the
regions around Mathura?*. Where the Brahmanical Aryans or the
Budhists flourished. Sauraseni Prakrit is followed in the cases of cesr
(Buddhimatika), the attendant of Draupadi. Suvadana (friend of
Bhanumati), Taralika, the attendant of Bhanumati, Pratihari, Duksala,
Sundaraka in the fourth Act and Gandhart in the fifth Act. Hence most of
the times, Saurasens Prakrit is used in the dramas.

In a Sanskrit drama, there must be a hero. Heroes in general, there
are four types— Dhirodatta, Dhiroddhata, Dhiralalita and Dhiraprasanta.
As in the Sahityadarpana —

dhirodatto dhiroddhatastatha dhiralalitaaca

dhiraprasanta ityayamuktaZ prathamascaturbhedas.?

Dhirodatta is define in this way--

avikatthanas ksamavanatigambhiro mahasattvaz

stheyannigiidamano dhirodatto drdavratal kathitas?®

who is modest, courteous, well brought up, calm, self controlled,
compassionate and stead fast. As in the example of Dhirodatta, Rama in
the Uttararamacarita and Yudhisthira in Venisamhara are found. The

definition of Dhiroddhata is in the Sahityadarpanra —

24.cf.B.1,by Sukumar Sen ,p-106-107
25.c¢f.S.D ,ch-111,s1-31 p-97
26 .cf. ibid,sl-32
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mayaparah pracandascapalo 'hankaradarpabhayisthah
atmaslaghanirato dhirairdhiroddhata’ kathitah?’

Who is violent, unsteady, boastful of brave and strong personality.
Like Parsurama, Bhimasena, Ravana and others fall under the category
of Dhiroddhata or haughtiness. In Venisamhara Bhimasena is the
Dhiroddhata type of hero. Remaining the others two one is Dhiralalita as
in the line.

niscinto myduranisas kalaporo dhiralalita syat.?®
The other one is Dhiraprasanta which defines.

samanyagunairbhiyan dvijadiko dhiraprasantas syat.?®

Vatsaraja, the hero of Ratnavalr is found as an example of
Dhiralalita. The last one is Dhiraprasanta, where the hero possessing
many good qualities like sweetness, humility, ordinarily a Brahmin, as
Madhava in Malatimadhava. The hero of the drama must be an
accomplished person of high race belonging to the Dhirodatta type. He
must be a hero either of the earth or of heaven and sometimes one even
finds in a Sanskrit drama divine heroes side by side with mortals and thus
ample scope is given to the dramatist’s imagination to create the

appropriate romantic atmosphere.

27.cf.S.D,ch-1ll, sI-33,p-98
28 .cf. ibid,sl-34
29.cf.S.D by K.M.Sastr7 ,s-34,p-98,ch-lIl.
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The Nayika® or the heroine is in three kinds. The wife of the hero
Is Sviya, as Sita in the Uttararamacarita. Sviya is found in three types.
They are-mugdha, madhya and pragalbha. Annya or Parakiya, a maiden
who lives under guardianship, as Padmavatz in the first and second Act of
Svapnavasavadatta. It is also divided into two by Visvanatha-

parakiya dvidha prokta paroda kanyaka tatha®
The other one is Samanya or Sadhararastrz, i,e a common woman, as an
example Vasantasena is found in the Mpcchakatikas. Draupadi, the
heroine of the Venisarhara falled under the category of Sviya®® who is
the wife of the hero in the drama. As a heroine she has assistants like
Sakhi, Ceyr etc.

Rasas or sentiments which are considered as the soul of Kavya or
poetry. According to the law of dramaturgy, in a drama there may be
occurrence of more than one rasas but there must be one Principal
sentiment or rasa and that must be either Syrigara (love) or Vira (heroic).
Other rasas if any, should be subsidiary to the Principal one. As the main
interest in Sanskrit dramas lies in the creation of the sentiment,
specifically heroic or love—

eka eva bhavedasngr syngaro viro eva va

30 cf.atha nayika triveda svanya sadharana striti

nayakasamanyagunairbhavati yathasambhavairyukta. S.D by K.M.Sastri, ch-111 sI-56,p-111
31 .cf.S.D, by K.M.Sastri ,ch-111 ,p-123

32.cf.vinayarjavadiyukta grhakarmapara pativrata sviya . S.D ,K.M.Sastri,ch-111,p- 111



angamanye rasah sarve karyo nirvahane’dbhutah’®

Anandavardhana is also in the same view like Visvanatha, the one
sentiment should be the principal and others should be subordinate. In his
Dvanyaloka-

prasiddhe pi pravandhanam nanarasanibandhane

eko raso 'ngikartavyastesamutkarsamicchrata.® Ch-111.21

Regarding the classification of rasas there are nine in number.
They are Srngara, Hasya, Karupa, Raudra, vira, Bhayanaka, Bibhatsa,
Adbhuta and Santa. But Bharata did not included Santa. According to
him there are eight types of rasas in his Natyasastra.

srngarahasyakaruparaudravirabhayanakah

bibhatso 'dbhutaityastau rasa natye iti smytah.®

Except Bharata most of the other rhetoricians like Abhinavagupta,
Mammata, Ananadavardhana etc accept the Santa rasa as the ninth
sentiment along with the other sentiments. According to Anandavardhana
the Principal sentiment of Mahabharata is Santa. Where Vira rasa is
considered as the main rasa in the Naraka Naganandam. Similarly
Venisamhara is a drama where the predominant sentiment is heroic or

Vira. In this way Uttararamacarita is popular for the Karuna rasa.

3 ¢f.S.D by K.M.Sastri ,ch-vi , sI-10 ,p- 321
34 cf.The V.S by Lt.col.A.B.Gajendragadkar ,p-72
% ¢f.S.D ,K.M.Sastri,p-32 (prastavana).
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In the drama Venisamhara there are four distinguished sentiments
evolved i.e. Karuna or Pathos, Srriigara or erotic, Bibhatsa or loathsome
and Vira or heroic which appears in some places as Raudra or furious.
From these Bhivatsa is seen in the Pravesaka i.e. third Act of the drama.
The second Act is predominated by love sentiment. First act is fully
predominated by the heroic sentiment. While fourth, fifth and sixth acts
are predominated by the heroic sentiment though there in the first part of
the above Acts the pathetic sentiments. So it is seen that the pathetic and
heroic sentiments run side by side almost in the Acts of the Venisamhara.
Thus it may be also considered that the Karuna rasa is predominant in
the drama. But the traditional viewers surrendered Virarasa as the
Principal sentiment and other are subordinate in the Venisamhara. Vira
rasa is falled under the Sattvati Vrttr i.e. the posture of the dramatic
performance. Sattvati Vrttz, which comprises vigour, strength, charity, or
self sacrifice, compassion and simplicity. Again it has four varieties
namely—Utthapaka, Samghatya and Parivartaka. Vrtti as in the
Sahityadarpana —

srngare kausiki vire satvatyarabhari punah

rase raudre ca bibhatse vrttis sarvatra bharatr

catasro vrttaya hyetah sarva naryasya matrkah
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syurnayikadivyaparavisesa natakadisu®®

According to Visvanatha an act is a division of the drama, in which
the heroic deeds of the hero are clearly perceptible and are glowing with
rasa and bhava, where the words are simple in presentation and there
should be link between the smaller incidents and the main story. In the
Acts the very seed of the plot does not proceed to sudden end. It grows
and revolves through several incidents. It comprises comparatively a
small quantity of verses, where the incidents described do not extend over
a long period and in which the following scenes are to be restrained.
Calling one from a far, distance massacre, battle, political and social
upheaval, marriage ceremonies, having meal, uttering of curse, obscene
thing, death, abduction, sleeping, drinking, bathing etc. In an act all the
characters exhibit due sentiment and emotions on the stage. And all the
actors remain present in the moment of leaving the stage at the end of the
drama.®’

Bharranarayana as a dramatist followed all above mentioned rules,
described in the Sahityadarpara. Regarding Acts, the Venisamhara is of
six acts. The drama also avoids the scenes like battle, death, marriage,
eating etc. However those are managed to be supplies indirectly through

conversation. At the end of the drama all characters remain present.

36.cf.S.D ,by K.Ray p-248
37.cf.pratyaksacitracaritairyukto bhavarasodbhavaih
antaniskrantanikhilapatro 'nka iti kirtitah. S.D, by K.M.Sastri p-324 ,s1-19
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In relation to Arika, Garbharika is a short act inside the act, consists
of Rarigadvara and Amukha which deals with the Bija and Phala. It is
defined in the Sahityadarpana —

ankodarapravisto yo rangadvaramukhadiman

anko ‘para/ sa garbhankah sabijak phalavanapi.®®

In a drama Purvarasnga comes first, before formal praise of
auditorium and after that description about the dramatist also proceed
along with prelude of the drama. Purvarasnga is that part of drama where
all the actors make some auspicious presentation, before enaction of any
part of the main body of the drama. Though Purvarasiga has many
divisions like Pratyahara etc, Nandz, one of its varieties helps stopping
all obstacles in a drama.

Bharatamuni also referred about many auspicious application
before going to start a drama. In the Natyasastra, nineteen types of
Purvaranga are referred which starts from Pratyahara and ends with
Prarocana. Music dance instrument and praises are principally presented
in front of the curtain and behind the curtain. The intention of which is to
entertain the people and it is not seen in the stage but Nandz the only
variety which is watchable and audible also. So in the reference of
Nagyotpatti also Brahma, the creator mentioned about Nandi only as a

Purvaranga. Nandi is that where the deity, Brahma, king or the like are

3 ¢f.S.D, by K.M.Sastri ,sl-20 ,p-325
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praised and the actors provide with ability to utter the benediction. As in
the Sahityadarpana -

asirvacanasamyukta stutiryasmatprayujyate.

devadvijanrpadingri: tasmannanditi sarjiiita.®

Nandi consists of words that are auspicious indicating to a
conchshel, the moon, a lotus, a Chakravaka or a lily, and it is found in
eight or twelve Padas. According to that norm the Venisamhara is found.
In the drama Venisamhara three slokas are in twelve Padas. In the
Malatimadhava, the Prakarapa of Bhavabhiti is in eight Padas. The
Nandi placed in the Venisamhara is in the form of three poems in place of
one poem. Perhaps to exhibit equal devotion of the poet for
Vaisnavism and Saivism. The first two poems are in praise of Visnu and
the last one is in praise of Siva. Here in the drama the Nandi recitation is
being placed before the entrance of Sutradhara like the dramas of Bhasa.
According to some scholars this Nandi suggests the gist of the whole
play. Like in Abhijiianasakuntalam the Nandisloka of the drama is
praised for eight forms of Siva but in another side it indicates the inner
meaning of the drama suggests Sakuntald -

ya srstih srasturadya vahati vidhihutarm: ya havirya ca hotrr

ye dve kalam vidhattak srutivisayaguna ya sthita vyapya visvam

yamahuh sarvabijaprakrtiriti yaya praninah pranavantal

3 cf. S.D by K.M.Sastri ,ch-vi ,sl-24 , p-326



pratyaksabhi/ prapannastanubhiravatu vastabhirastabhirisah.*

In short Nandi is the benedictory verse or praise, presented at the
beginning and is defined by the author of Naryapradipa following

words—

nandanti kavyani kavindravargah kusilavah parisadasca santa’

yasmadalari sajjanasindhuharisi tasmadiyasn: sa kathiteha nandz.**

The Nandi comes under the Prastavana or prelude. After Nandr is
presented the Rangadvara, through which the beginning of the dramatic
action is signified. During this period Sutradhara or the stage — manager
engages himself in a conversation with nazi, the wife of Sutradhara or
Vidusaka or Pariparsika an associate. And through the discussions the
title and the authorship of the drama are announced before the audience.
Then Sutradhara leaves the stage after the entrance of a characters on the
stage. That portion is called Prastavana. Sthapana and Amukha are
bearing the same meaning of Prastavana. In Bhasa’s drama Sthapana is
written in place of Prastavana. Generally the dramas start from the
prelude or Prastavana. It is an important portion of the dramatic

application. Prastavana is of five kinds, they are Udghatyaka,

40 .cf. ASby M.R.Kale, sl-1 ,p-2
41 .cf.V.S by C.Sankara .R.Sastri, Intro-ix
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Kathodghata, Prayogatisaya, Pravartaka and Avalagita. In the words of

Visvanatha-

udghatya(ta)kak kathodghata/ prayogatisayastatha.
pravartakavalagite pafica Prastavanabhidah®?
Dhanafijaya and Vidyanatha considered it in three Varieties such as —
Kathodghata, Pravartaka and Prayogatisaya. Kathodghata is defined in

the Sahitydarpara as-
sutradharasya vakyam va samadayarthamasya va.
bhavetpatrapravesascetkathodghatak sa ucyate.*®

The prelude of Venisamhara belongs to the class of Kathodghata.
In which a character enters to the stage repeating the sentence uttered by
the Sutradhara. In the Venisamhara also Bhimasena has entered to the
stage taking the words of Sutradhara which has already been pronounced

by Sutradhara in the prelude -
svastha bhavantu kururajasutas sabhytyah*

In the prelude of the Venisamhara after the Nandr verse
Sutradhara has shown his curiosity to introduce a new drama. At that

moment Pariparsika, the assistant of the Sutradhara informs about the

42 ¢f.S.D ,by K.M.Sastr7 sl-33 ,p-335
43 ¢f.5.D by K.M.Sastri,sl-35, p-337
4 cfV.S 1% Act ,sI-7 p-9
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arrival of Lord Krszra in the royal court of Duryodhana for the proposal
of peace for which Vidura has already ordered to all actors to celebrate
festivals from the background of the stage. Then feeling glad Sutradhara
orders to sing a song. After that Pariparsika enters to the stage and asked
Sutradhara about season basing on which he has to sing. Then he asks to
sing the song basing on the autumn season. However the description of
the season carries a pun. In one side it suggests the fall of Dharrarastra
and in another side it means the blessings of Kauravas but Pariparsika
surprised taking the meaning of former one. Sutradhara clears the doubt
and says that the second meaning is indicated because Sri Krspa has
arrived to finish all the evils. Then repeating the words of Sutradhara
Bhimasena enters to the stage from the green room. After that the main
play starts and the Sutradhara along with Pariparsika leave the stage
being frightened from Bhimasena. Like Venisamhara the prelude of the
Mudraraksasa and Ratnavalr also belong to the Kathodghata type of

Prastavana.

In a drama like Nandr the beginning prayer, there should be a
benedictory speech at the end which is known as Bharatavakya.
Generally Bharatavakya is read after getting the success for general

prosperity and happiness. Dhanafijaya has termed it as Prasasti®®. So the

4.cf.N.P.S ,by Dr .P.S.Thakur ,p -15
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play should end as that of opening with a praise called Bharatavakya
which is repeated by the Principal character and contains an expression of
wishes for the well being of the audience. In this auspicious verse of
Venisamhara, Yudhisthira wishes for healthy life of all and protection of

all. Which is in the text —

akrpagamarukusrantas jivyajjanah purusayusam

bhavatu bhagavanbhaktidvaitams vina purusottame.

dayitabhuvano vidvadbandhurguznesu visesavi-

tsatatasukytr bhizyadbhiipak prasadhitamandalah.*®

api ca-

avanimavanipalah pantu vrstim vidhattam

jagati jaladharalr sasyaparnastu bhamih.

tvayi muranarakaraubhaktiradvaitayoga-

dbhavatu mama sudirghas: havyamasnantu devah.*’.

Bharranarayana has also acquired the fame of a star of second
preference in the galaxy of Sanskrit dramatists. Though he has not earned
the brilliance. Like Kalidasa and
Bhavabhiti for their drama Abhijiianasakuntalam and Uttararamacarita.
But the drama is popular more due to the nature of the plot of the drama

than to its natural merits. The main source of the drama, the great epic

4 cf.V.S ,M.R.Kale ,sl-46 , p-169
47 cf. ibid
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Mahabharata itself is popular. When the author adds the new characters
in a dramatical form, it assumes more realistic and fascinate people.
Venisamhara is read more than the epic by the common people.
Venisamhara proves as a popular drama like Ratnavali of Sriharsa for
utilization of illustration in various purpose by the dramaturgist in their

works.

“The Balaramayana of Rajasekhara (900A.D.) and the
Candakausika of Ksemisvara (900A.D.) show clear traces of the

influence of the Venisamhara .

In this drama, it is observed that the author has got a special
province in the delineation of sentiments. He is sometimes compared to
the level of Bhavabhiti for his pathos though the Venisarhara is known
as a drama based on heroic sentiment. Like Asvatthama in the first half of
the third Act, Duryodhana in the fourth Act and fifth Act, Yudhisthira
and Draupadr in the sixth Act reflect the pathetic sentiment. In the
drama, all the characters bear a special attention to the spectators.
Bhagranarayana proves as a proficient dramatist for delineating
sentiments and portraying the brilliant characters in his drama. The first
Act has been success in a high degree because the seed is well established

in this Act. Even the next two Acts also successful where the spectators

48 cf.V.S by Late Lt.col.A.B .Gajendragadkar ,viii ,p-95
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enjoy romance between love-lorn Duryodhana and Bhanumati. While
creating pathos in Asvatthama and his quarrel with Karza, it seems that
the storyline turns to another temperament i.e. from the main objective of
tying of Drapaudi’s hair. However, the vow of Arjuna to kill Jayadratha
and Bhimasena’s declaration from behind the curtain to drink the blood
of Duksasana etc. bring the story closer to the main purpose. The author
tries to link the detached Acts to the main theme. The fourth Act being
narration gives detail information about war. Though the fifth Act is in
full of action but it is also not free from defects in its structure for its
unmatching dramatic scenes. The last Act also hurriedly proceeded. The
first scene is covered by a Viskambhaka. Thus it is observed that
Venisamhara lacks a little in a dramatic point of view. Bhaganarayana
also shows his limitation in delineating the characters in the drama
rationally. The author exhibits less proficiency in delineating the
characters. He has given more importance with greater care to
Duryodhana than the hero Bhimasena. Like the hero in the case of
heroine also he has shown his importance and care to Bhanumati than
Draupadi. But Bhanumati’s character is limited only in the second Act.
Similarly the lack of the sense of proportion is shown in creating the
character of Sundaraka. As a soldier, he should be educated and cultured
enough to be able to speak in Sanskrit. But all the information by

Sundaraka about battle was given in Prakrit.
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A careful reader of Venisamhara can observe the author’s
familiarity with the stage—craft. The author has managed very skilfully
the exit and entrances of different characters on the stage. The dramatist
introduces another character during the course of drama already when
other actors are to avoid the lazyness on the stage. In the first Act of the
drama, when Draupadr is with her maid then already Bhimasena and
Sahadeva are there and the dramatist uses the stage in a beautiful manner.
In the third Act, when Krpacarya is required to speak in the course of
time Asvatthama was already present there. In the fourth Act when
Sundaraka was in a long speech then also Duryodhana was present on the

stage in a pause on his chariot.*°

Lastly in concern of description of nature, the author has not
described much more about the nature in the Venisamhara except the
description of the autumn in the Prastavana of the drama. After that the
early morning phenomena is narrated in the second Act of the drama.>® In

the same Act, the author narrates about the stormy wind® in the drama.

49 cf.yathatraisa
vividharatnaprabhasarmvalitasiryakirapaprasitasakracapasahasrasampiritadasadisadisamu-
kho liznaketuvarso ratho drsyate tathaham tarkayamyavasyametena maharajaduryodhanasya
visramoddesa-

na bhavitavyamiti. V.S by M.R.Kale ,4" Act ,p-90

%0.cf. tatohamaryaputrasya prabhatamangalatiryaravamisrena varavilasinisangitasabdena
pratibodhitasmi. V.S by M.R.Kale ,2™ Act ,p-39

S cf.diksu vyiadanghripangastrnajasilacalatpansudando ntarikse

jhankarr sarkaralah pathisu virapinam skandhakasaiz sadhiamad.

prasadanam nikufijesvabhinavajaladodgaragambhiradhira-

scapdarambhal samiro vahati paridisar: bhiru kim sambhramepa ..V.S by M.R.Kale ,Act-ii ,p-44,s1-18
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Then in the fourth Act, a Nyagrodha®? tree on the bank of a lake is
described. From the above observation, it is noticed that the author’s
attitudes towards nature is not spontaneous but for the interest of

scholasticity only he describes the nature.

2 cf.aye ayamasau sarasisarojavilolanasurabhisitalamatariscasambahitasandrakisalayo
nyagrodhapdadapah.V.S by M.R.Kale ,4™ Act,p-83
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