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CHAPTER-II

‘Dramatic Technicalities in Prabodhacandrodaya:
An Overview’

In the realm of Sanskrit literature Krsnamisra’s Prabodhacandrodaya occupies a
unique place. He is one of the brightest stars in the galaxy of Sanskrit literature
and Indian philosophy. He has proved his own dramatic powers and his works
are called a master piece, which is not hyperbole. He was a genius playwright
gifted with high command in this field. Prabodhacandrodaya is composed in
accordance with the law of dramaturgy. For his Creation, he is regarded as the
leading playwright in Sanskrit literature.
» The characters of his play are symbolic and it is fully philosophical in
nature.
» He is unrivalled in his field.
> He was a master of appropriate style and expression.
» He is remarkably free from the convention of classical Sanskrit
playwrights.
» There is no vidusaka in his play.
» His work is indeed a commendable one.
Before analyzing the dramatic technicalities in Prabodhacandrodaya, let us first

discuss the Indian Sanskrit drama, its origin, types and characteristics.



Drama is the specific mode of fiction represented in performance. The
term comes from a Greek word meaning ‘action’ (Classical Greek drama) which
is derived from the verb meaning ‘to do’ or ‘to act’. The study of the origin of
Sanskrit drama is most interesting in the history of Sanskrit literature and
divergent views are found amongst scholars which can hardly be reconciled. It
is an undeniable fact that Bharata’s NS. is the earliest known book on Sanskrit
dramaturgy. The 3" century B.C. is generally accepted date of the NS.
According to a legend found in this book, Brahma created drama by taking
passages for recitation from the Rgveda, songs from the Samaveda, and gestures
from the Yajurveda and emotion from the Atharvaveda. Thus, drama is known
as the fifth Veda. Siva and Parvati, Tandava and Lasya dances were quite often,
and Visnu gave the Riti. The same book also informs us that the dramas were
enacted during the Indradhavaja festival, where the sons and disciples of the
same Bharata together with Gandharvas and Apasaras took part in the play. The
first two plays enacted were the Amritamanthana and the Tripuradaha both
written by Brahma himself. This is the orthodox view regarding the origin of
Sanskrit drama.

According to some scholars, Greek influenced the actual source of
Sanskrit drama. There was a time when the theory of the Greek origin of Indian
drama found its adherence amongst scholars. The chief exponent was Prof.
Windisch (1882) who found many striking similarities between Greek and

Sanskrit dramas. Thus to him the very classification into acts, the prologues and



the epilogues, the way in which the actors made their entrance and exit, the term
Yavanika, the theme and its manipulation, the variety of stage-directions, the
typical character like the Vidusaka, Prati-Nayaka, all came from Greek origin.
The absence of the three unities like time, space and action in a Sanskrit drama
brings it nearer to an Elizabethan drama than that to a Greek drama where the
three unities are essential. As for the term Yavanika, most scholars think that it
was introduced later and it refers to Persian tapestries and not anything Greek.
On the other hand, there are some scholars who want to determine the
origin of Sanskrit dramas in the same manner in which Western scholars seek to
explain the origin of European plays. So it has been argued that as the first
Sanskrit plays is stated to have been produced at the Indradhavaja festival, the
origin of Sanskrit dramas is to be connected with the festivities of the spring
after the passing away of the winter. But this theory is rejected as M.M.
Haraprasad Sastri has pointed out that the aforesaid Indradhavaja festival comes
off at the end of the rains. Again, Prof. Ridgeway has connected the origin of
Indian drama with the worshipping of dead ancestors. The Krishna Worship is
regarded by some scholars to be the origin of Sanskrit plays. Prof. Pischel has
set forth the theory that Sanskrit drama in originally was a puppet play. Another
theory on this subject states that the origin of Sanskrit drama should be sought
in the Samaveda hymns of the Rgveda. These balled hymns which are nearly 20
in numbers are markedly dramatic in spirit. It has been universally found that

the growth of the drama is intermediately connected with royal patronage and



India is no-exception. The existence of the ritualistic drama which marks the
early beginnings of Indian plays, we can bold assert that Sanskrit drama is a
product of the Indian mind which can be observed in all its various aspects and
passed through many stages of development which being influenced by Jainism
and Buddhism in its allegorical sphere or by any other foreign factor and yet
maintaining its own peculiarity. No one theory therefore can adequately explain
all its features and accordingly one should refrain from making a choice of any
one of them.

According to Sanskrit rhetoricians Kavya is divided into two parts-
Dréyakavya and Sravyakava. The Dréyakavya is that sort of Kavya which is put

to the stage. A Sravyakavya is piece of composition which is merely fit to be

heard. Kavya is ‘{@rcdAs ared’, according to Hindu rhetorician, a drama is a

composition that can evoke intellectual pleasure and is suitable for
representation on the stage.' The main function of the drama is to employ
dialogue to represent a harmonious action springing from circumstances of
actual life before us that can be taken to be real.” The earliest form of dramatic
literature, according to Dr. Hertel and Prof. Macdonell, can be traced to the
dialogues of the Rgveda, such as, those of Sarama and Panis, Yama and Yami,
Pururavah and Urvasi’. As also to the Vedic rites which did not consist merely

of the singing of songs or recitation of hymns in honour of the Gods, but

' TRuACTCaIeT U FIed feaem A Ted iR O el Enfgeaedon|
% Ashort History of Sanskrit literature- Ch-XIl, Madhavadasa Chakravarti.
® Kalidasa took the last mentioned dialogue as the burden of his immortal drama Vikramorvasiyam.



involved a complex round of ceremonies in which the performers of the rite
assumed for the time being personalities other than their own. Prof. Keith has
described elaborately in his ‘Drama’ that in the Mahavarata sacrifice there are
sufficient materials for the development of Drama and that there undoubtedly
were present elements of dramatic representation of various elements which
enter into a drama the songs of the Samaveda and the use of ceremonial dances
occupy the highest place”.

The main characteristic features of Indian dramas are the mixture of

tragic and comic. A Sanskrit drama should not be fdae=d form. All Sanskrit

drama must begin with a prologue or introduction and ends with an epilogue or
conclusion and it is divided into scenes and Acts. The total numbers of acts in a
play are not less than five and not more than ten.

The greatest dramatist of India is Kalidasa. Sakuntalam,
Vikramorvasiyam and Malavikagnimitram are his works. Next to him stands
Bhavabhuti who wrote Malatimadhavam, Uttararamacaritam and Viracaritam.
Besides Sidraka's Mrcchakatikam, Sriharsa's Ratnavali, and Naganandam,
Murarimisra's Anargharaghavam, Bhattanarayana's Venisamharam,
Krsnamisra’s Prabodhacandrodaya, Rajasekhara's Balaramayanam and

Balabharatam and Damodara Misra's Hanuman Nataka deserve special mention.

* A Short History of Sanskrit literature Ch-Xll, Madhavadasa Chakravorty.



Kavya is called drama, but when it is represented in language, it is
visualized on the stage’. Drama is divided into two types, such as Rupakas and
Upariipakas i.e. the other forms of Lasya and Tandava. The Rupaka is called
Natakas and Uparupaka means Upanatakas. Again, Rupakas are mainly divided
into two types, these are-

A) Full of different forms of action, complete in all their aspects.

(Purnavrttivrtyanga) and

B) Some having one or two forms of action are incomplete in some of their
aspects (Vrttinytina).

The Ripaka stage of drama culminates and experiments on the Natya
stage. Another feature of the Rupaka types may be development of the

Upariipakas that is compositions based on dance or music. The Rupakas are

mainly of ten verities®, #Teeh TYHIUT HUT: YgHA | ARIT-FHATH dred
g H 3fd |l these are- i) Nataka ii) Prakarana iii) Samavakara iv) Thamrga v)

Dima vi) Vyayoga vii) Utérstarika vii) Prahasana ix) Bhama x) Vithi. The
following are the brief discussion about the Nataka and Prakarana.

i) Nataka: Nataka is considered as the highest type of dramatic composition.

The three principal elements constituting a drama are a&q the plot, s the hero

(with or without the heroine), and I&: the sentiment. Sanskrit Nataka is a stage

3 Abhinavabharati, Il, p.46
® The Abhijiansakuntalam of Kalidasa by M.R.Kale introduction, p.I.



representation; and Aesthetic experience is more easily possible from Nataka
that is drama than from poetry. It represents the historical events and
personages. It is dramatist’s imagination restrained by the well known facts and
what it presents has the look of the 'Possible' or 'Probable'’. The subject matter
of the Nataka should be well-known story. The hero of the Nataka should be
highly celebrated person of an exalted nature and moral qualities. The principal
characters of the Nataka should belong to the royal family but not be a divine
being. The story of the Nataka become long, so it can be divided into plots, sub-
plots (Pataka) and minor-plots (Prakari) and it must be contain five to ten Acts
or plays. According to Bharata, there should be many Rasas in the Nataka.
Sakuntalam, Uttararamacaritam, Venisamharam and Prabodhacandrodaya are

the examples of Nataka.

ii) Prakarana: The definition of 9&0T in Afgcaeqor of Viswanatha is -

“ $7dIc] oY 0T Jecl ol feheh ] Shidehfoucl# |

YSITR 37N ARIhE] AN SHATAISYaT afvlen |
MIATTLHBHY R &R FeMTecleh: |

ATTAhT FrefoTT AT IRATFAY a2 FaTrec|l”

The subject-matter of Prakarana is the dramatist's imagination and it is not

borrowed from history and idealized. The hero of a Prakarana is not to be a king

nor a divine being but a leader of the community of businessman in the

7 Sanskrit Natikas by Parvati Tandon, p.2



indigenous or foreign goods (Sarthavaha), a Brahmana, a minister, or a high
official of the king. He is not to be of exalted character®, nor is he to be
presented to be enjoying luxurious life of king, how so ever rich he may be. He
is to have a servant in place of the Chamberlain, vita instead of the Vidusaka,
and a Sresthi in place of a minister, as his helpers. Accordingly informatory
scenes in it have to be presented with 'ceta', servant instead of the ladies of
harem, Chamberlain’. The heroine of the Prakarana may be a prostitute or a
low-born woman or a middle class woman. Prakarana is sub-divided into twenty
one types. The examples of Prakarana are Malatimadhava, Mrcchakatikam.
Before discussing the appropriate title of the drama Prabodhacandrodaya,

let us discuss the grammatical meaning of the term Prabodhacandrodaya,

Firstly, the derivative meaning of the word Prabodhacandrodaya is Welter = g-areg
+ €3] #HI9 (ﬂﬁgﬁT ) which means, intellect, knowledge or awakening, Jeg=
Togg + {6 a1 dog + 0T + @‘eh_c:[, which means Moon or Moon Shine, and 3¢&
= 3d-3 + 39 #19, which means Rise. Secondly compound of the term
Prabodhacandrodaya, firstly, 98Te: Uq deg: = Jartdeg: (I9% HHAURY), T 363
(FSET I 92W), secondly, TeeET 3¢3:= Teqled: | (VoI e J2W) (39eh Haar). The

meanings of the two compounds are the first compound awakening is identified

with the moon and the second compound with the moon-rise. So, the

¥N.S., XX, 49-59
® Sanskrit Natikas by Parvati Tandon, introduction ch. |, p.4



Prabodhacandrodaya actually mean. "The rise of the moon which is
awakening”, but this awakening treated in the drama is a sort of spiritual
awakening or spiritual realization.

Now at the point of discussing the title of the drama Prabodhacandrodaya,

Viswanatha Kaviraja in his SD. chapter six said that- ‘5ITe: R sTceh e ATEATR
wepreraa '° which means the name of a Nataka should be given after the main

topic. Now we shall discuss whether our writer Krsnamisra has thoroughly
followed the above remark of the title in his drama or not.

The birth of the Pradodhacandra is the final result aimed at in the play.
Even though he may not be considered the hero, it cannot be denied that he is
next only to Discrimination in importance. The denouement stated above is
again secured mainly through the rise of the Prabodhacandra. The acquisition of
the birth of the Prabodhacandra which takes place in the first Act of the play
proves to be of great importance in achievement of several things in the later act
also leading Prabdhacandro finally to Purusas oneness with Visnu. The rise of
the Prabodhacandrodaya adds interest to the drama, as it brings about the all
characters to which it belongs. Hence the choice of the title which presents a
happy combination of the means helpful for the achievement of the goal aimed
at and the goal itself, thus the Prabodhacandrodaya is very appropriate title for

the play.

°5p., ch.vi



There is no doubt that Krsnamisra’s Prabodhacandradaya is composed in

accordance with the law of dramaturgy. This creation is the best allegorical

drama in Sanskrit literature. The term '$9s' means allegory or symbolic sense

which gives description of one thing under the guise of another. The
characteristic of allegorical drama is that the characters of the drama are
symbolic, which means all the characters are abstract, neither the human beings
nor the God and Goddess. Krsnamisra was not the first Indian dramatist to
compose an allegorical drama; there are allegorical figure of Buddhi (wisdom),
Kirti (Fame) and Dhrti (Firmness) as characters written by Asvaghosa.

Krsnamisra in his drama Prabodhacandrodaya, has mostly used
Sardiilavikridita metre, Vasantatilakam and rhymed Prakrit stanzas. He was an
expert in using Sardulavikridita and was also very effective in Vasantatilakam.

According to the C.M. of Gangadas, the definition of Sardulavikridita and
Vasantatilakam are as follows-

The definition of Sardulavikridita is —

AT | AT |TATH | Ra: | A |TRS | T
A q S a | a |
—-——— | VU= | U-U |UU— -—U| -=uU | -

Here, #-H-S1-8-0-d-3TellecH ThALR % T | The example of Sardulavikri-dita

1s-

aegreon AN Reffa guw: | @I | gAe |

H q of q d d el
- - - UU- U-U UU---uU —--uU - (PCI1/)




The opening verse of the play is written in Sardulavikridita metre by

Krsnamisra. The definition of Vasantatilakam is-

IAT | Gedfd | dhd |t | aihem:|
d H ST ST ardr
——vUl-uvu lu-uUlu-Ul--
Here, d-H-31-37-31-37 are used in each feet, aH=dTdeleh oA HHOL('Ci I

For example,

THAE | Ifed H gdied |fasea @fed|
d H of of a1 dr
-—u ' —w lu-u ! u-u = (PC1/27)
In the drama Prabodhacandrodaya, act, I, verse-27 is the example of

Vasantatilakam.

First it is important to discuss the importance of 'Santa Rasa' in
Prabodhacandrodaya. According to.N.S., Man have as many as forty-one
psychological states (bhava, lit., feeling) such as love, mirth, sorrow, anger,
energy terror, disgust, astonishment, discouragement, physical weakness,
apprehension, envy, intoxication, weariness, indolence, depression and anxiety.
But among them the first eight only have a durable (Sthayin) effect on the

human personality, and constitute the bases of sentiments (Rasa) while the

remaining thirty three have only a complementary (Vyabhicarin lit. casual)

effect on it, and it is by strengthening the effects of the Durable (Sthayin)

psychological states that they play their part in the evocation of sentiments''.

' NS. (A treatise on Ancient Indian Dramaturgy and Histrionics) ascribed to Bharata-Muni vol-I (Ch-1)



Bharata's NS. says that, the sentiments are of eight types which are recognized
in drama. These are (i) Erotic (Srigara) (ii) Comic (Hasya) (iii) Pathetic
(Karuna) (iv) Furious (Raudra) (v) Heroic (Vira) (vi) Terrible (Bhayanaka), (vii)
Odious (Bibhatsa) and (viii) Marvellous (Adbhuta). There is a nineth sentiment

that of Santa (Quietistic), having 2 (Sham) or tranquility for its Sthayibhava.

But it is not suited to dramatic purposes and rarely occurs as a main sentiment in
a drama'’.
The great poet Kalidasa also follows these eight kinds of sentiments in

the drama Vikramaurvasi Kalidasa says-
"HIAAT IRAT F: JANN SRASSTSATHAT g ere: |

From this statement we have observed that Kalidasa also used the eight
rasas. Alamkarik Dandi and Bhamaha also considered the eight rasas. But
Alamkarik Udbhat first recognized the rasas are of nine kinds, among the eight
rasas, later he added Santa rasa as a predominant sentiment in a drama. So, the

dramatist Krsnamigra has used Santa rasa in his drama Prabodhacandrodaya.
"Ueh U9 dG gl 5okl IR T ar”

According to this statement, any rasa either than Vira or Srngara is not
applicable to Nataka. Santa rasa is one among the nine sentiments of literature,
but still it is not recognized as a part of Nataka. Srngara-Hashya-Karuna-

Raudra-Vira-Bhayanaka-Vibhatsa are the part of Natya.

12 Abhijnanasakuntalam of Kalidasa by M.R. Kale p.7 as introduction.



ol IF §:W o G o Tedl o @WEl &7 T SiiafeTsr| W& @ Aled: Hiddr
TelTes:: A ST HATHATOT: ||”
It seems unsuitable, if Santa rasa becomes the topic of an act. That is

most of the scholars have declared Santa rasa inappropriate for a drama. Now

Viswanath Kaviraja in his SD chapter-3, says about the Santa rasa-

“Yec: IATATAAT Scaddl THiaaa: |
?o—é\o—g ForeIToTy: ANARTIOT Eaa: |

HfAcacaTfeATs VAT -aRar J |
WATCHETEY a7 AT AT |
ATHHERE NAFIEe: |
HETIETHSINCIEAED e SAT: |”
AT AR AT AT A I THATROT:
fdegSERUEla s[deae: I”

Why Santa Rasa is not appropriate for Nataka? Without having proper
discussion it is not justifiable to declare that Santa Rasa is not suitable for

Nataka. If 'Santa' can be a part of poetry than why it cannot be a part of Nataka?

The stable expression of Santa rasa is sham (). Some people mention it as
nirveda (f9de) or trishnakshayasukh (Jsorer@g@) or Atmajyana (3ed=ireT). All of

these have the same meaning. The scene of sham () of Sravya (%) Kavya

has no difference. As stated clearly by Viswanatha Kaviraja in his SD-

"FFAAYFACATAIEI AT : AH: H TF I |



WAl JeieA garafe: Fafava = fawe|l”
"FRATTEH GUIATATS G FETET AN A GERcar faRIe: || (HTfgeaeyor,3/340)

Acharya Vedantadeshik of Vishishtadwet dar$an, also does not regard the act

and explanation of 'Sham' (1#) as applicable.
"IrEFgaRaTieshrAfEEIT gaiar
RERTRREH Ty TR dRrfres|
faegaTioRe edearmeTan: WX
e IR AT RIeader @ 11"

Therefore, new poets have successfully used Santa rasa in Nataka. Santa

rasa has been very successful in 'Jivananda' (Sfratefee#), 'Vidyaparinayanam,

(TaeamaRuraa), Amritodayam (HdIeTH), Caitanyacandrodayam

(Ad=Ta=algaH) etc. and it does not have a single place where it has gone wrong.

Therefore, the sentence such as-
"Ewa bhawedangi Srngara Vira ewa waa," and the expression which says

Santa rasa has no place in Nataka is a matter of concern. Among the ten forms

of 'Rupaka' 'Nataka' is the most important form in Sanskrit literature. “Te Tq

Hde g YSIRT 4R ua aT” has already been mentioned above. Therefore, any other

rasa may also be important. So, it is not justifiable to say that only Srngara rasa
is most important in 'Prakarana'. Since, 'Nataka' is based on characters, such as
the Ramayana is based on the character of Rama. 'Prabodhcandrodaya’ lacks

this; therefore, it is better to call it as 'Prakarana' 'Prakarana' is based on



imaginary story line “$dcehiuT geci witfeheh sid ieddd . Prabodhacandrodaya is

entirely based on poets imagination. The hero of Prakarana is always presented
as a person with calm and stable mind, and a person with high moral
responsibility, who in spite of his negative circumstances is always in the right
path. The hero of the play Prabodracandrodaya, Viveka is a spiritual person and
represents the importance of Santa rasa. The heroine Upanisad Devi is regarded
as 'Kulaja'.

In the above discussion, there was confusion that the Krsnamisra’s
Prabodhacandrodaya is a drama or Prakarana. But Indian and western scholar
opines that the Prabodhacandrodaya is a successful drama in Sanskrit literature.
Dr. Keith says- "It would be idle to pretend that be play has any dramatic force,
its chief merits are its effective and stately stanza of moral and philosophical
content." Winternitz has also given beautiful remark about the drama
Prabodhacandrodaya- "In case, however, one expects to find in this allegorical
drama nothing but pedantic artificially of a scholar, he will be agreeable
surprised. He will be simply impressed also with the real pieces of poetry in this
work that does not lack in dramatically exciting handling. Here the characters
are less stereotyped and move vividly sketched than in several other dramas and
what should be probably most surprising, humour too comes into the play.

Although there is no Vidusaka in Act III the priest of the heterodox sects are



caricatured with blunt humour" So, in the history of an allegory plays,
Krsnamisra’s allegory drama occupies a unique place.

Every play certain purpose and aim i.e. called Arthaprakrti. This
Arthaprakrti has been represented through artha or main result. It has been
named as the means to that main aim or purpose. The types of Arthaprakrti are

of five types-

“drai fawg;: TRl T Teh{ehZATAT T
Hﬁw:q—m oar AT AT ))”

Which is used in a drama these are:
i) The seed (Bija)
ii) The recollection of the Motive Force (Bindu)
iii) Episode (Pataka)
iv) Episodical Incident (Prakari) and
v) The Resources (Karya)

i) The seed (Bija): The seed of the drama is shown in the Act-I which is the

cause of fruit or &1 of the last act of the drama. The seeds and its fruits bind in

the entire story from the beginning to the end. The definition of the drsT is —

“IYATT FARSS Tger Ig fawdfdl
Thered YA gddsl deraeEdl” (ArE. &/89)

Bija is the means of determining the attitude of the audience. Unless the attitude

of the audience is determined, he cannot enjoy the aesthetic experience. So first



of all the dramatist has to tell the audience what is going to be presented on the
stage”.

The seed i.e. Bija has to serve many purpose. The above mentioned step
is most important and others are simply informative. The hero's life represents
in the main plot. So it is important and necessary that the spectators should
understand the circumstances from which the action arises.

If we analyze the introductory scene of the Prabodhacandrodaya, a
Prophecy is revealed which has inspired the audience. It is clearly evident that
the present event is mostly predetermined by the prophecy. Another example of
the seed is the introductory scene of the Ratnavali, here double purpose of the
dramatist is revealed, it inspires a fatalistic attitude in the spectators. It makes
them take the presented incidents as mostly predetermined by the fate. In the
first verse ‘The Fate’ is to understand the full value of such a remark in the very
beginning of a drama and its effect on the audience, we must take into account
the social status and importance from which it comes'*.

The Bija is that part of the main story, which is described very briefly at
the beginning of the story, but it slowly and gradually develops as the story

moves ahead. According to this, in the first act of the drama

Prabodhacandrodaya. “8T @ef [adehalalIuiay SedT YelerawaoT 7T HH Sietddear|”

" sanskrit Natikas by Parvti Tandon, ch-4, p.73
“Ibid., ch-4, p.72



It is the example of Bija, which is presented in the drama Prabodhacandrodaya
in the first Act.
ii) The Recollection of the Motive Force (Bindu): Bindu unites the different

stories with the main stream of the story. The definition of Bindu is

“IareRrdiaTse fdeqrede®RuA|” Bindu achieves the main purpose of the

drama Bindu brings forward a subsidiary purpose in all dramas. But the event
described in subsidiary purpose connects the main action which is in the
background of the play. The problem under these circumstances which the
dramatist has got to face is "How to begin the presentation of main events?” In
other words, how the hero recollect the desired motive in changed
circumstances”.

So, Bindu is mainly, after a break in the main story due to continuous
exaggeration, the part which joins the story and leads it to the end, that point is
called 'Bindu'.

Therefore in the present Nataka, Act-II, Egoism says-

“ded, HAT AGTHIGET TadehdeanITeeaTied A’

It is Bindu because this point joins the main story when it is broken by
the long continuation of Egoism, and brings it slowly to the end of the story.
iii) Episode (Pataka): The Pataka is the big episode of the main story. The

definition of Pataka is, "sa1{d WrEgRIT e TeTehcaiaelad |" Pataka is that part

> |bid,ch-4, p.73



which goes a long way and helps the hero in achieving the final goal. Here we
are dealing with Pataka, because it is introduced in a play when the hero is able
to achieve his final goal. When the hero is intended to be presented as
independently achieving his objective, Pataka is an episode by which the
progress of the plot is illustrated, furthered or hindered, so as to give additional
interest to the Pataka. The Pataka is a very important part of the plot in a drama.

In the drama Prabodhacandrodaya, the presentation of 'Visnubhakti' is the
Pataka. Through which the main hero Viveka defeats worldliness and attain the

final goal 'Prabodhadaya’.

iv) Episodical incident (Prakari): The definition of Prakari is, “gragfais

YAATYT Jair AGT’ Prakari and Pataka are introduced in a drama when the hero is

unable to achieve the final goal. Prakari is also called an episodical incident of
limited duration and minor importance in a play.

Prakari is that part of Nataka which is smaller than Pataka, but helps the
hero to reach his goal. In the present Nataka mention of Saraswati is Prakari,
which suddenly appears before Viveka and helps him to reach Prabodhadaya by
defeating Pakhandagamo, Lokayatmat, Baudhamat, Digambarsiddhanta and
Kapalikmat.

v) The Resources (Karya): Karya is the fruit of action of the drama at the end.

The fruit is thus originated from the s§\<T of the first act leading to the final

action of the drama. It is defined as-



“IAfTcTeq T AETAREHT Fleataetra: |
A= I f8E oac AT awras)”

The Karya is called the final issue, and it is the final object of the plot which
once attained the whole story is finished. The term Karya is used in the
technical sense.

Karya is considered as that ultimate goal, because of which the hero's
work starts in the story and the work finishes when he reaches that goal. The
last of the five means to end, that the dramatist represents the hero to achieve'®,
is the set of physical, mental and material resources, which he employs, in the
realization of his goal.

In the present Nataka the reunion of Viveka and Upanisad Devi create
Prabodhacandodaya. This is the main Karya of the Nataka. The above
mentioned all of these five means to an end (Artha-prakrtis) are not necessary in
every play.

Now, as regards the development of the dramatic plot there are five
stages or condition called avasthas. These are- i) Beginning (Arambha) ii) Effort
(Prayatna) iii) The Height (Praptyasa) iv) Certainty of success (Niyatapati) and
v) Attainment of the Result (Phalagama)

i) Beginning (Arambha): This stage of the action is merely the attainment of

result. The hero of the play is not necessary in Arambha stage. In the drama

'8 |bid, ch-4, p.74



Prabodhacandrodaya at the beginning of the first act hero did not appear but the
action has begun, not by the hero Viveka, but by the Kdma and Mati'".
i1) Effort (Prayatna): It is exertion attained with great haste, when the result has
not been obtained'®. Here, the main character of the drama Prabodhacandrodaya
1.e. king Viveka’s mental condition has been placed.
ii1) The Height (Praptyasa): In that stage of action is the struggle between the
two parties, in which the success of one depends on failure of the other. In the
play Prabodhacandrodaya this action of stage was the main theme.
ii1) Certainty of success (Niyatapati): In this stage of action, there is the
assurance of the success as there is absence of risk, or obstacle'’. In the drama
Prabodhacandrodaya, the basic of the mental state is Santa, which is beautifully
illustrated.
iv) Attainment of the Result (Phalagama): It is the accomplishment of the entire
result”. In the present case, it is represented by the attainment of liberation by
Man in the drama Prabodhacandrodaya.

Therefore, the five stages of actions i.e. Karyavasthas are important in the
play. There must be some links to connect them with the principal and sub-

ordinate parts of the main action (the episode and incidents), these are called

pc.1, p.17
'8 Dagarupaka (Chow.).1.20
Ibid, 1.20
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Sandhis or junctures. So, the five Sandhis i.e. the Junctures are also found in the
drama.
“HE viagd Tt oAy sudel:|
3 T>urey el T shATeoaIUHTad ||” (|1.8.31.)
The name of five types of Sandhis are-
a) The opening (Mukha-Sandhi)
b) The progression (Pratimukha-Sandhi)
¢) The development (Garbha-Sandhi)
d) The pause (Avamarsa-Sandhi) and
¢) The Conclusion (Nirvahana-Sandhi)
a) The opening (Mukha-Sandhi): The definition of Mukha-Sandhi is-
“IF ATy THEFT|

UREST FAGFAT Todd TRePIATA”
The Mukhasandhi is the combination of the Bija and Arambha. The subject

matter of a drama, Bija represents the beginning of the action. Mukhasandhi is
directly or indirectly connected with the action or Bija i.e. seed. The
presentation of various basic mental states through action is called
Mukhasandhi®'. The first part of the drama Prabodhacandrodaya is the example
of Mukhasandhi. Its combination of 'Bija' Artaprakriti and Arambha phase

makes Mukhasandhi.

2 Ibid, 1.24



b) The Progression (Pratimukha-Sandhi): The definition of Pratimukha-Sandhi
is-

“BATUTAIIET HEAY fAafe: |

AT Salgel IT IaAEsT AN (F. &. &/vb)

According to Dhananjaya, Pratimukha-Sandhi leads to the development of the
seed partly and imperceptibly. According to Abhinavagupta, it does not accept
this conception and the various Sandhis represent the different states of the Bija
(seed) and the visibility is the only thing to be presented in the Pratimukha-
Sandhi. So, the partial visibility and partial invisibility of the seed are meant to

be presented in the Mukhasandhi.

The combination of 'Bindu' Arthaprakriti and Prayatna (93ce) phase is

called  Pratimukha-Sandhi. = Therefore, in  the present  Nataka
Prabodhacandrodaya, Act-11 and Act-III is called Pratimukha-Sandhi for the
very easy cause that in it the attempt of the dramatist is quite the opposite to that
involved in the Mukha. For, while in the latter stage his attempt is to keep the
seed concealed, in the former stage his efforts are concentrated on unfolding it.
ii1) The Development (Garbha-Sandhi): The definition of Grabha-Sandhi is-

“BATUTATIIIET I geied oot

e T FeLEr TAEATOTdTe qE:1I” (WT.E.8/0¢)

The Garbha-Sandhi considered as a further stage in the development of the seed

than the one reached in Pratimukha-Sandhi. This Sandhi consists in the



presentation of the central figure achieving the wished for and then losing it and
then again getting and losing it also and so on far a number of times™.

The Garbha-Sandhi is the mixture of 'Pataka' arthaprakriti and Pratyasha

(9camem) phase. Therefore, in the drama Prabodhacandrodaya, we find the last

sloka of the Act-III.

" Heol &Y FAg fasuperfaar till sloka-of Act-V
YeTASYET: I FATUTCTUI

Here it is used in Garbha-Sandhi

Notes: This is known that Pataka is not there in every story, because it is not

essential. Therefore, the Garbha-Sandhi mainly depends on Pratyasha (9carem).

The presentation of the loss of the attained is the essential part of Garbha-
Sandhi. For, if there be no less, it will is no way be different from Avamarsa
where the attainment is finally freed from all shadows of doubt about it.
iv) The Pause (Vimarsa-Sandhi): The definition of Vimarsa Sandhi is-

“TT AT BT 3fger s |

AITed: Aedrde™ § AAY sfa S 117 (3. &. &/uR)

This Sandhi always creates and involves doubt. It consists in reflecting over a
situation that does not seem to lead to the goal® on an analysis of ordinary

experiences. It is found that doubt, probability and certainty follow one another.

*? sanskrit Natikas by Parvati Tandon, ch.4, p.79
 Dasarupaka (Chow.), 1.43



The subject-matter of Avamarsa-Sandhi is the deliberation of present climax
and the climax is reached only when the situation presented brings out at its
best, this is the chief characteristic of the hero. It comes out at its best only
when the struggle, in which he is engaged, is the greatest that he has ever faced.
Further, the best qualities are forced to come out only when, after the facts have
conspired to arose a strong hope, there arises the obstacle, which dashes it to the
ground and arouses grave doubts in the hero about his success. It is thus based
on the fact of experience. But it has to be understood that it is not the reflection
at the first sight of the object of desire, but consequent on the rise of obstacle
after hope has been aroused. Vimarsa Sandhi fits in very well with Niyatapti in
as much as it involves overcoming of the last obstacle. At the beginning of the
Vimarsa Sandhi some obstacles are put on the way of the hero so as to bring out
his best qualities™.

The main theme of the drama is love or heroism, the dramatist personae
have to be systematically arranged into two opposite groups. Therefore, all
drama should be present the conflict of interests at least in the beginning. It is
quite natural that one of the contending parties, finding its path distracted by the
other should speak ill of it, when they meet with each other there should be an
exchange of hot words between them, and one of them should get killed or

arrested which is primarily responsible for the obstruction. Thus, when very

2 sanskrit Natikas by Parvati Tandon,ch-4, p.80



important leader of one party is killed or arrested by the leader of the
opposition, there arise grave doubts in the mind of the hero about his success to
achieve the objective. He, therefore, exerts himself to the utmost. This brings
out his qualities™.

So, the combination of 'Prakari' Arthaprakriti and Niyatapti (fagdrfca)

stage makes Avamarsa-Sandhi. In the present Nataka the verse iv of the Act-V
on devotion and Visnubhakti till the end Avmarsa-Sandhi is present.
v) Conclusion (Nirvahana-Sandhi): The definition of Nirvhana-Sandhi is-
“dofded! HEEZAT Avhon TargYs|
Tl 7 fAdgs & adll” (F.e. &/¢o)

Nirvahana Sandhi is suitable for Phalagam stage of action. The Nirvahana or
consummation stage of action is the harmonious combination of all the above
parts in the final outcome of a dramatic plot. Therefore, this Sandhi shows that
other Sandhis are contributive to the production of one result, the presentation
of the attainment of desired object by the hero, which is the main aim of the
dramatist. The portion of the drama Prabodhacandrodaya, Act-IV has found the
illustration of the Nirvahana-Sandhi and till up to end of the drama.

If we analyse the introductory verse of the play, here, this verse gives the

Svariipa-laksana or definition by essential nature®® as well as the tatastha-

% Ibid, p.80
% Svartipam eva laksanam Svarupalaksanam Ved. Pari. P. 114



laksana or definition per accidents” of Brahman. The Svarupa-laksana is mainly
expressed in the worlds light, dense bliss, one's own self. The tatasthalaksana
consists of the statement that the three worlds originate from Brahman as the
water streams that are in a mirage originating from the rays of the sun, they rest
in Brahman and disappear in it, as the body of a snake that is by delusion seen
in garland disappears in it once the reality is known.

Now the hero of the play or the principal character is divided into four

types, these are, 4RIglcd, Heferd, €ReMed and ¥RYgTd. These types of hero

mainly depends upon the heredity, social environment, professional career,
fame, modest, decorous, calmly munificent, civil, of sweet address, eloquent,
and sprung from a noble family.

The hero of the play Prabodhacandrodaya Viveka, is regarded as
Dhirprasanta types. His character like a hero is found in the drama. The
dramatist depicts the character of a hero as the central character of the drama.
The behaviour of the hero is like a spiritual person with calm and stable mind,
and a person with high moral responsibility, who in spite of his negative
circumstances is always on the right path. The heroine of the drama is Upanisad
Devi. The heroine Upanisad Devi belongs to a good family and regarded as

'Kulaja'.

" |bid., Tatasthaluksanam nama yavallaksgakalam anavasthitatve Sali. P. 115



Like Santa rasa, the comic sentiment i.e. Hasya rasa is also present in the
drama Prabodhacandrodaya. Viswanath Kaviraj in his SD says about the Hasya
rasa.

“fagdrR arederEser: FEHEdd]

g GrATATANG: ead: JHY dad:|

Tac‘r_»dlqouqlcrriué TJATANFY glooleT: |

REICEl ng{-dba%\lé\lblo-i HIH|

IS TP FerATH AT |

ferered afgcyean smraafeaRor:|”
The Hasya rasa means laughter, which is created by determinants, like shown in
hilariously dressed with ornaments, impudence, greediness quarrelsome,
defective limb, use of irrelevant words, mentioning of different faults, and
similar other things and actions. The Hasya rasa is to be represented on the stage
by consequents like the throbbing of the lips, the nose and the cheek, opening
the eyes wide or contracting them, perspiration, colour of the face, and taking
hold of the sides. In the psychological state, it may occur as - indolence,
dissimulation, dory, sleepy, dreaming, insomnia, envy and the like. Hasya rasa
are divided into two kinds, one is self- centered and other is centered on others.
In self-centred stage, when a person himself laughs, and centred in others means
when he makes other laugh. These two kinds are related to the three types of

. . . . . 28
person, superior, middling and inferior™.

28NS, 47-49, p.85



If we analyze the 3" Act of the drama, we find the statements of Buddhist

and Kapalika like- fa]:= "osi HaieT $17acl FeeilereilsTAG & |" Here Mendicant

says- "Certainly this philosophy is given by the all-knowing Lord Buddha

himself."&Tq0Teh:= 3R FEAT g€ 5 HUcadr A" Then, Jaind replies- "How
do you know that Buddha is all knowing?" "f¥e]: &i] Y FereiRa YA€l g¢: T+
sfd1" Again Mendicant says- "It is well known through his teaching that Buddha

is all knowing." &70T0Teh:= 31X.... & 3fd| Then again Jaina replies- "you who are

devoid of intelligence, if you think he is all-knowing from his own sayings, then
I also (say that I) know everything. You with your father and forefathers are my
slaves for seven generations”-

The above statements are the great examples of Hasya rasa. Here

Sturadhara says in the very beginning of the drama Prabodhacandrodaya-
" dedd AMecRATARMRAYATHTS fa=ile - JiAesmE: 1" (PC 1/1)

The meaning of statement is that "Now we want to entertain ourselves by
the enacting of the sentiment of Peace." Above in this statement we came to
know that the dramatist has given importance of Santa rasa which occurs as a
main sentiment in the drama. The character of Purusa i.e. Man possesses the
part of Santa rasa, Mahamoha i.e. Delusion and Viveka i.e. Discrimination
represents the Raudra rasa, Rati i.e. pleasure and Kama i.e. concupiscence

depicts Srngara rasa and Dambha i.e. Deceit, Ahamkara i.e. Egoism, Kspanaka



and Vikshu are the examples of Hasya Rasa. Lastly, in a perfect drama, all the
parts of Sandhis are necessary. One of the principal characteristic of the drama
is that it should reveal Vira and Srngara as the prevailing rasa. In
Prabodhacandrodaya Santa rasa is the predominant sentiment and includes
Hasya rasa in the end of the drama.

Thus, dramatist Krsnamisra has systematically and beautifully expressed
the metres, Alamkaras, sentiments and all parts of Sandhis in his drama
Prabodhacandrodaya. Though the main sentiment in the present play is Santa,
some other sentiments are also introduced here and there in a sub-ordinate form.

Krsnamisra’s Prabodhacandrodaya drama is a popular allegorical drama
in six Acts, in each Act the number of verses neither to short and nor to long.
There are not less than 26 verses and not more than 38 verses in each play. The
philosophical idea, war and water, love union, the devotion, the religion and the
hypocrisy are discussed in proper places according to the necessity. Although it
is a philosophical allegory drama but the subject matter of the drama has been
arranged by the dramatist in a befitting manner.

Sanskrit drama later developed into a didactic form of religious allegory
represented by the Prabodhacandrodaya of Krsnamisra (11" century). The
language of Sanskrit drama alternates between prose and lyric poetry. Since
Sanskrit is a literary language, it is used by important characters while the

inferior characters speak in the vernacular known as Prakrit.



Krsnamisra’s Prabodhacandrodaya is most popular drama and very
widely read in all parts of India. It is an allegorical drama and belongs to that,
class of Rupakas which is known as 'Nataka'. The dramatist Krsnamis$ra justify
being regarded as the leading dramatist in Sanskrit literature. He is the most
original gifted playwright with genius of highest order. His writing style,
expression and choice of words are incomparable. Krsnamisra is equally
successful in describing the forms of his male and female character. Among his
descriptions of male characters, we have various types of pictures. Kings,
Ministers, Brahmin, God, and philosophical terms are all successful delineated
by Krsnamisra. Thus, Krsnamisra’s contributions in Sanskrit literature are
unique in the world's literature. He displays a complete mastery over the
Sanskrit literature and Indian philosophy. People, who are fully acquainted with
Indian philosophy and literature today also, take special delight in Krsnamisra’s

work and his vast knowledge.



