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SCHEME OF TRANSLITERATION 

All Sanskrit and Prakrit words, technical terms and proper 

nouns (including the names of authors and their works) given in this 

thesis are written in the Roman characters. The mode ol transliteration 

adopted is a S I oil OWS 

Vowels 

!\fI usv1 ra 

\isi rga 

(oiisonaiits 

Scmi- oels 

Sihilants 

Aspirate 

 

et 
ai 

oft 

auq 

kh 

ch 

th3 

ph b 

't 

ghr 
jh 
dh 
dhr 
bhT 
v 

 

Proper names are written with an initial capital letter and the 

rest loeetiicr with titles oF works in italics. 
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DRAMATIC TECHNIQUES OF BHASA 

VIJAYALAKSHMy SIVASANTHIRAN 

ABSTRACT 

Bhsa is the first and the most prolific Sanskrit Playwright 

whose works have survived in corn plete form. There had been iii tich 

controversy over the ascription of the thirteen plays including the 

Svipiun'a.rcivuciaua to Bhãsa by T. Ganapatk'ãstri, but almost all eminent 

scholars, western as well as Indian are now inclined to accept Bhisa as 

the author of these plays. 

Bhãsa was one Sanskrit playwright who did not follow the 

beaten track, and therefore, is the most controversial among Sanskrit 

dramatists, Both his dramatic and theatrical techniques therefore deserve 

spec a I treatment. Käl id,sa 's dramatic works are adni ired mai lily because 

of their poetic excel hence hut Bhasa' s plays, though less poetic, are 

much more interesting from a dramatic point of view. It is therefore the 
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applicatioii of Bharata's rules of dramaturgy can best be seen in the 

l3hlsa plays. As such, lie is the most successful of Sanskrit dramatists on 

[lie stage. for lie has shown great matLirity as a master of' stagecraft. 

I herelore. without studying the plays of Bhsa, one cannot form a clear 

picture of how the Sanskrit drama was performed on the stage. Further. 

lie is an avant-garde dramatist who has tried his hands at different types 

Or play. It is also interesting to note that some of his plays do not fit into 

aiiv clear cenre ur Sanskrit play as described by 13harata and other 

theorists, 	and 	remain 	as 	nondescript, 	for 	instance 	the 

the Paicarãira and certain one-act plays. The 

techniques lie has employed Linderstandably differ from genre to genre. 

Al though some studies on 13 hsa have been done by scholars. 

sufficient attention has not been paid to his skill as a stage craftsman. 

These are the factors that prompted me to take up this topic for my 

research project 

As the plays of F3h5sa fall into different types. I have discussed 

the types of plays that are specified in the dramaturgica I works and 

compared the plays of Bhsa with them to see what extent Bhäsa has 

adhered to the specifications or deviated from them. 

Blisa's contribution to Sanskrit theatre can he viewed from 

two angles: i.e. dramatic and theatrical. His dramatic techniques are of 

special interest as can be seen in his handling of prologues and scenes 
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charactezations and the development of rasa particularly the 't'ira and 

Iiã.vva and the use of arthopaksepas and patakasthna. These are the main 

areas that. I have dealt with as far as the dramatic and theatrical 

techniques are concerned. 

As for the skill he has displayed in the employment of 

theatrical techniques. I have analysed it from various angles. 

i.e. I iicikahhinaya Aigikãbhinaya, Ahãryãbhinaya and Sãiivikãhhinava. 

He has used all forms of delivery that are approved in the dramaturgical 

works. Also he has made use of live actors to impersonate animals. 

missiles and so on this dialogues are very short and lively and logically 

lollow which make his plays successful and interesting theatre, 

Lastly, I have examined whether this bygone theatre has left its 

mark on the Sri Lankan traditional theatres, both Sinhalese and Tamil. 

The nã(Iagama genre and kütu form have been sublected  to a thoroug h 

crutinv and discussed their points of similarity with the Sanskrit 

theatre. 



INTRODUCTION 

The scope of this study is strictly confined to the Dramatic 

lechn iCjues  of Bhsa' who is a towering figure in the sweep of Sanskrit 

dramatic literature. 'l'hc Sanskrit dramatic art had attained a high degree 

of development at least by the first century A.D. as clearly displayed by 

the works of Avagoa. Drama is the most fascinating of all poetic 

ecu res' 	said one Sanskrit critic. Drama is called 	ilr.akãvva' ill 
 

inskrit, For it is relished visually. The theory of iasa (sentiment) 

ujll\ersall\ applied to Sanskrit artistic tradition was first evolved in the 

contest of drama and theatre. The Sanskrit theatre has been a synthesis 

of the fourfold cibhinaya, embellished with music and dance and was 

intended to give pleasure and delight to the spectator. Like all other 

forms of Indian art, Sanskrit theatre too has a religious tinge. hut its 

more important function was to g i v e moral education, spiritual 

upliftment and enlightenment to the onlooker. The most important and 

the earliest available work on Indian dramaturg'. the Nã1iuis1ia 

considers the delectation that the audience experience by witnessing a 

LI ra matic spectacle as one of the most important factors ensuring the 

mi liva v Ith/li j (the s tic c es s of a dramatic prod uct ion). 

Many dramatic pieces in ight have been written in Sanskrit and 

petIormed on the stage. Klidäsa happens to he the earliest of the 

dramatists, who supplies very useful information about his predecessors 

and him sell. H is reference found in the Ivlalavikngnimiira is g i veii in the 


