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interrealtionships of Ramalila with Sanskrit theatre. The Natyasastra presents three views of Lild, viz.: — (i) a cosmic creative process recurring
through anukrti on theatre which correlates to L7la as a form of theatre. (ii) L7l@ as a fundamental aesthetic concept out of which various categories of
performance in correspondance to the actual practice of Lila evolved,; (iii) a typical genre of performance described in the NS which formed the basis

for lila theatre.

Keywords- Natyasastra, Lila, Ramalila, Sanskrit Theatre.

Lila as a cosmic creative process and Lila in the creation of
Theatre

The Natyasastra describes the first manifestation of Lild as a
creative force in the Primordial Being. Lil@ manifests through
cyclic movements of time and circularity in space. Human life is
also visualised in cycles. Some of the key terms in Bharata’s
Natyasastra like vrtti (theatre-practice), vrtta and itivrtta (plot)
are formed from the root vyt — basically indicating a circular
movement. Natya (theatre) is defined as lokavrttanukarana — re-
creating the cosmic movement which is marked with circularity.
Vrtta means a circle, a circumference, character, conduct,
happening or event; and also, a form of Chandas as cosmic
rhythm that percolates language and life. Vrtta is circumscribing
this cosmic rhythm through a particular arrangement.

With this perspective, Bharatamuni describes Lild imbued in
rhythm of the cyclic movements of Time when there is creation.
The whole activity leading to the creation is defined through
four types of vrttis and all these vrttis are marked with Lila. In
the chapter XX of the Natyasastra, Bharatamuni narrates the
story of the genesis of vrttis at the time of creation of this
universe. The story runs like this. At the time of another
Creation, when the Universe was reborn having since long rested
in the great dissolution (mahapralaya), Visnu, created vrttis out

of his Lila. “Having shrunk the whole world in one ocean, and
having made all the worlds compressed by his maya (or /ila@), He
was reclined on his bed of snake. Suddenly two asuras,
quarrelsome and intoxicated with potency, came down on him
with threats”.

Q_"h—ruﬁ' ST AT HITATT =T I<T1

9T T ARTIA S TR | & /AT ||

T ATATAHATTGT HEHFTHT|

TOATHIA( R AT TEHSAATI Natyasastra, XX.2-3

They kicked and punched Visnu and spoke to him in a
humiliating way. The sea was taken upon by them. Visnu did not
respond. He was actually enjoying the pandemonium created by
the two rogues, because their addresses to him had already led to
the creation of the Bharati Vrtti, the verbal mode of
performance. But Brahma was not pleased with the disturbance.
He called upon Visnu — “why are you just playing with them
through Bharatt Vrtti (verbal mode of performance) only? Please
finish them!” Visnu replied sporticely way — “O Brahman! I
created this Bharati Vrtti for this purpose [of performance]. Now
I will kill these demons.”
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Then Visnu tied down the the locks of his hair and “with
refined gestures and dancing attitudes, He fought the two
belligerent daityas” (NS XXI1.4-10). Brahma then praised the
grace and the beauty which the Lord exuded while killing the
fierce and notorious demons. Consequent to this Lila performed
by Him, four vrttis were generated. They became the matrkas
(mothers) for Natya (theatre). Then Brahma the creator mixed
this element of Lila in the Vedas. (NS XXII.20).

Bharatamuni suggests here that theatre came out through
these vrttis. “Again, on the order of Druhina (Brahma) these
vrttis consisting of various steps were introduced by me to create
Natya” He says. (NS XX.23).

The legend of the origin of vr#tis is suggestive of the
pervasive nature of Lila - sport or play. Be it srsti or pralaya it is
all Lila. The act of killing and destruction is equally imbued with
ananda. Abhinavagupta says that only the Lord Visnu could
create these vritis, as he is filled with bliss (@nanda). Because
the Lord created them, so the practitioners of theatre also
adopted them as the form of his worship. Theatre then became
an offering to the divine.

Lila and vrtti in this way involves divine activity which
awakens creative universal powers in each cycle of Creation.
This creates a view of theatre as a analogue of divine Game.

Natalia Lidovva says — “As evidently follows from the
legend, the concept of vrtti was initially used to designate the
various kinds of divine activity aiming to awaken universal
creative powers as an earnest of another cycle of Creation. The
battle fought with their help also had a cosmogonist meaning
because the universe again became real from a potential one
through that battle.”

Lila as a Fundamental Aesthetics concept: from Lokadharmi
to Natyadharmi

Bharatamuni has described two modes of performance
Lokadharmi (realistic) and Natyadharmi (conventional and
idealistic). The element of anukrti is common to both. But in the
Lokadharmi mode anukyti is done to impart an experience of the
world as it appears to us in our normal sense perception. In
Natyadharmi mode anukrti is done to transgress the mundane
world and to reach an experecial plane by taking a leap. This
involves transgression and imagination. As a Fundamental
Aesthetic concept Lila@ can be identified with Natyadharmi mode
of performance. The space for the introducing Lila plays was
created on Sanskrit theatre through Nagyadharmi.

Bharatamuni says that there is no Lila in Lokadharmi
(angalilavivarjitam - X1I1.71). Lokadharmi simply presents the
practices and behaviour of the people as they are already known.
It consists of the abhinaya (performance) of svabhava — things
in their very nature. This svabhava becomes vibhava in
Natyadharmi. This is made possible by introducing the
elelement of Lila. When Lila and angaharas are added in the
performance, (lilangaharabhinayam — XIII.73), the same
Lokadharmi becomes Natyadharmi. Natyadharmi comprises
transgressing the normal speech, normal actions and normal
emotions.
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Lila is the spontaneous activity at reshaping, remolding the
given world which invests it with a charm. Bharatamuni has
used the world Lila for all activities done with grace and ease
which exude brilliance and beauty.

Bharatamuni and Abhinavagupta, his commentator par
excellence, have cited numerous examples to illustrate this
inculcation of Lila in drama and theatre. Even a poem is the Lila
of the poet. An art form is invested with Kanti (brilliance)
because of the Lila (XVI.113). Lila in fact converts an ordinary
being into divine, because the Divine Being is Lilamaya —
whatever He does is Lila. Even his sleep is Lila (divyam
varsasahram arpavajale suptas ca yo lilaya — q. by
Abhinavagupta on NS, XVI.163). Whatever an actor speaks on
the stage, if it fills the auditorium with surging notes carrying
sweetness and charm, then it is imbued with Lila (NS. XVII).

Evolution of Lila plays

From the view point of performance-space, Indian theatre
has developed through three distinct channels - Open air theatre,
Theatre in the Royal Court and the Temple Theatre. Of these,
theatre in open has been in practice from a hoary past.
Bharatamuni adopted its techniques, structural designs and
aesthetics his debut performances — Samudramanthana — a
samavakara type of play and Tripuradaha — a dima type of play.

These performances were given on the terrain down the
Himalayan mountains. The play Amrtamanthana, was based on
the theme of churning of the ocean by the gods and the demons
to obtain amrta — the elixir of life. The play involved fight
between the gods and demons.

Bharata says that he made the anukrti of the way the gods
defeated the demons — tadante nukrtir baddha yathda daityeh
surah jitah (Natyasastra, 1.57).

On the basis of the description of the performance of these
two plays as given by Bharata in his Natyasastra (Chapter I and
Chapter IV), we can say that they presented the earliest form of
theatre which developed some three or four thousand years ago.
We can say that these performances also initiated the beginning
of the Lila - theatre, because (i) Bharatamuni is aware of and
discusses Lila, not only as a generic term for anukyti, but also as
a specific genre in theatre performance as well, (i) Even the
great masters of Sanskrit drama like Bhasa and Kalidasa, who
are basically creating plays for the theatre in Royal Courts, are
aware of forms of theatre which can be called the proto-types for
Lila theatre (cf.- - The incorporation of Hallisaka - a group
dance of abhira community in Balacaritam and Pafcaratram by
Bhasa; and presentation of chalita in Malavikagnimitram by
Kalidasa).

The two forms of Lila — robust and graceful might have
developed from the two types of dance - Tandava and Lasya.
The former is more related to Ramalila and the latter to
Krsnalila.

Parallel to the broad view of [ila as anukrti, and a
fundamental principle for theatre, Bharatamuni has also given a
specific concept of /ila as a form of theater. Lila is described as
one of the ten svabhavaja alankaras (NS XXII.12) under the
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samanya abhinaya (generalised performance) in the XXII
chapter of his Natyasastra. Lila here is defined as the anukrti
done by a lady when out of her love, she starts imitating the acts,
speech and appearance of the beloved (NS, XXII.14). In fact,
various other categories under the whole gamut of samanya
abhinaya herald the beginnings of /ilad —theatre. The essence of
this theatre lies in beauty. Bharatamuni terms it alankara
generated out of Rasa and Bhava (NS XXIL4). We may also
take up the other categories like hava, hela, mottayita and
natyayita in the conceptual framework of the Natyasastra which
are closely linked to the Lila theatre.

The manifestations of sattva through the human body of an
actor are called alarnikaras by Bharatamuni. They manifest out of
Rasa and Bhava during the course of an integrated performance
(samanya abhinaya).

HAGHTLIE] ATSISASAT ATTTETAT:|
Frams¥terhT: BT fAHTT aFr=s: 1|

Natyasastra, XXI1.4

Bharatamuni has categorized these alarnkaras in three types -
angaja (manifesting through limbs — face), svabhavaja and
ayatnaja.

MR AATSTISTEAUT 29T FATATIAET: T
FAAST: I T THATAMIG (gaT:||

Natyasastra, XXII.5

Three alankaras fall under the category of angaja — Bhava,
Hava and Hela.

ATAT T g7 o TEEITEHcIdT: |
TTANT Aavedd Y THfaerar: | |
Natyasastra, XXI1.7

They are in fact the most subtle alankaras to be represented
through gestures. Bhava is generated when an actor’s body is
completely possessed of sattva (the state arising out of the
concentration of mind).

This Bhava becomes an alankara in a performance. Being
the manifestation of the emotions rendered through speech,
limbs and facial expressions, it is termed as Bhava.

As a fundamental principle for Lila, this Bhava generates
Hava and Hava generates Hela. These three alankaras in a
performance also nourish each other. The intensification of
Bhava for expression of love by the way of movements of eyes
and brows and turning of the neck is Hava. This Hava is further
developed in the form of Hela by graceful movements.

TFTCH Tocwd Adlgrd: TIiead:|
ATATCEH AT ETAT BTATEAT aHaTl|
AT AR AT 7|
FALAN T ATE ATAIATT I=Ad ||
EIBEEEI I ELIREIEG R
TftaTe=eT 31T gra: Raqaqiord: ||
7 F gTE: | TAUT SR E w7 aT|
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THTEATAT FHEAT ATTATIHAATICHT ||
Natyasastra, XXI11.6.8,10,11

The following ten are the Svabhavika Alarkaras of women —

(1) Lila -- nayika’s imitation of the speech, movements or
actions of beloved before her friends for fun,

(2) Vilasa - amorous shift in nayika’s stance, sitting and walking
as also in the action of hands, brows and eyes,

(3) Vicchitti-  re-adjusting the garments or ornaments with
spontaneity and ease by the nayika with a glow of her face.

(4) Vibhrama - a studied confusion out of mada (intoxication),
love or joy in the adjustment of garments and ornaments;

(5) Kilakificita (mingling smiles and bewailing, weeping and
laughter, joy with sorrow, fatigue with desire out of hysteria in
love;

(6) Mottayita - displaying love upon hearing the words or
noticing the actions of the nayaka with the inclination to imitate
him;

(7) Kuttamita - pretended anger to conceal one's excess of joy
on being touched in the hair, breast, lips etc.

(8) Bibboka - affected indifference out of pride,

(9) Lalita (graceful pose) and

(10) Vihrta (willful withholding of words out of bashfulness or
deception.

The following are the ayatnaja alarkaras of ladies - Sobha
(natural beauty with attractiveness, youth and loveliness), Kanti
(charm), Dipti (charm in excess), Madhurya (grace), Dhairya
(patience), Pragalbhya (boldness) and Audarya (dignity). These
occur in all situations and exude /alitya (charm) and saukumarya
(delicacy).

We learn from Abhinavagupta’s commentary that there have
been other theorists who had proposed new alarnkaras under
these categories. Rahula, a Buddhist philosopher had proposed
mada (intoxication) and maugdhya (innocence) as two
additional alankaras here.

The following are defined as the alarkaras for men - Sobha
(brilliance) Vilasa (graceful disposition), Madhurya (not losing
temper, sweetness), Sthairya (perseverance), Gambhirya
(sternness), Lalita (spontaneous amorous disposition), Audarya
(generosity) and Tejas (velour with self respect).

Natyayita is one of the six divisions of Sarira abhinaya. It
has been defined in two ways. The abhinaya done through Siica
and Upacara for abiding time to allow the entry (of main
characters ) is one type of Natyayita (NS, XXI1.48). It consists
of an interpretative style to be applied by the performer through
explaining of emotions of a character when Dhruva songs are
being sung by the singers seated on the stage in the kutapa or
orchestra (XXI1.49). According to Abhinavagupta, here the actor
distances himself from the character and joins the group of
singers.

According to Sankuka Natyayita is practiced with
Dhruvagana, Sica and  Parikramana. According to
Abhinavagupta Natyayita is like seeing a dream, and then
becoming aware of the fact that this was just a dream. The
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performer becomes a spectator and then again reverts back to his
role as performer. Alternately, the group of performers splits
into two — one group creating a play within a play and the other
group watching it. This in fact is Lila natya as described in
Visnupurana and Srimadbhagavata, and Bhavabhiti has made a
very creative use of it in his Uttararamacaritam.

In fact, the Natyayita described by Abhinavagupta is
presented as Lilg in Visnupurana and in the Rasapaiicadhyayi of
Srimadbhagavatam (X.29-33).

TEATTHHEIE @ A AT

Visnupurana, V.13, 21-22.

It creates a blend of the aesthetics of distance and aesthetics
of rapture which is mark of Lila theatre. But ultimately the Lila
theatre leads to the dissolution of limited consciousness in the
infinitum. Visnupurana not only gives a vivid description of Lila
performed by the gopis (milk-maids) in this context, the term
Lila is also used here.

Four FReggaaT T3 e
FOTSgHACA T ASTTEATATFTAT |
AT AT FOET H (A Lre AT
3w s Foumrsgtafa arom
FTEHATERIST FOET A AT FAEAHTER]|

Visnupurana, V.13.25-26, p. 168

Natyayita as treated in the NS of Bharata and as interpreted
by Abhinavagupta assumes the  features of this  Lila
performance. The whole theretical framework of samanya
abhinaya as envisaged in NS has percolated in the actual
practice of the theatre of Lila.

On the other hand, Bharata and his followers were
incorporating the elements of popular theatres similar to Lila@ in
the theory. This is evident in their treatment of Lasyangas
(ancillaries of the ldsya dance). In the NS, ten ancillaries of
lasyas are enumerated: (1) Geyapada, (2) Sthitapathya, (3)
Asina, (4) Puspagandika, (5) Pracchedaka, (6) Trimiidhaka, (7)
Saindhavaka, (8) Dvimudhaka, (9) Uttamottamaka and (10)
Uktapratyukta. The very definition of Lasya by Bhatratamuni is
suggestive of Lila theatre.

ATATCATE [ <h ST EATaaH T

T gerref o qagAreq ThifdaH||

Visnupurana, XXX1.331

Geyapada (simple song) is sung to the accompaniment of the
lute by a singer occupying a seat and without any imitative
gesture. Sthitapathya (song in a sitting position) is the song of a
lovelorn heroine in Prakrit, herself remaining quiet on a seat
giving vent to her emotions. Asina is the sitting pose with
crooked or bent eyebrows suggesting anxiety and sorrow and
remaining without bodily embellishments or make up.
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Puspagandika is assumption of the role of male characters by a
female performer with speech in simple Sanskrit for the
entertainment of her friends. In Pracchedaka, the ladies in a huff
are forcefully attracted to consorts who have offended them
because they are affected by moonlight. Trimiidhaka is a dance
by ladies in male costume, Dvimiudhaka is performance on a
song with with double meaning. An auspicious meaning is
enacted with the placing of footsteps to all the four corners of
the stage combined with deceptive actions representing Rasas
and Bhavas in it. Uttamottamaka lies in presenting different
Rasas and a variety of stanzas and sportive actions serving as
embellishment. Uktapratyukta is formed by questions and
answers with a variety of songs embellished with angry and
pleasant words in the form of a repartee.

Making of in-roads: Ramalila in Sanskrit Theatre and
Sanskrit Theatre in Ramalila

The earliest reference to Ramalila occurs in the
Harivamsamahapurana. Samba with his companions forms a
fake drama troup, which performs Lilas in the city of the demon
Vajra. One of the plays they perform is on the story of Rama.
The performances of Ramalila and Krsnalila started in an early
age. When Valmiki was composing his epic, he was also training
the Kusilavas to perform it with songs and narration. The second
generation after Krsna perhaps started performing his Lilas. We
therefore have a description of the primitive form of Ramalila
and Krsnalila in Harivamsamahdapurana situating the event of
performance in Krsna’s times. In a festival organised at the
Pindarakaksetra in Dvaraka, the apsaras (nymphs) descended on
earth to perform the /ilas of Krsna. These /ilas included killing
of various demons — Pralamba, Dhenuka, Baka, Arista etc as
well as the Rasa and the Kamsavadha Lila.

With the advent of Vaisnavism, the theatre activity was
brought within the precincts of the temples with the above
conceptual framework of Lila. The Vispudharmottarapurana
describes the yatra of the deity of a temple. This yatra invariably
incorporates performance of plays for several days in the temple
area before the masses.

Though the word Ramalila does mnot occur in
Visnudharmottarapurana, but what we call Ramalila is going on
within Sanskrit theatre and without it as well throughout the first
millennium of the Christian era. Some of the most renowned
playwrights in Sanskrit chose to hand over their plays to the
theatre-groups performing for the yatras in the temple area.
Bhavabhiiti was one of them. In fact, his plays were created for
the Temple Theatre and they display the characteristics of /ila
plays as well the form of Ramalila as practiced between in 8" to
12™ centuries AD. All the three plays of Bhavabhiti were
produced on the occasion of the yatra festival of the temple of
Kalapriyanatha. The fact that he was writing for Temple Theatre
must have inspired Bhavabhiiti to choose Ramayana-theme for
two of his dramatic works and a popular type of folk-tale for the
third one. These plays, together with Hanumannataka, of
dubious authorship which is the oldest available specimen of a
Lila-play on Ramayana-theme as well as the plays by dramatists
like Rajadekhara, Murari, Jayadeva (the author of
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Prasannaraghava) create standards for the form of Lila as
developed in the medieval period.

Although Bhavabhiiti had thoroughly mastered the system of
NS(commentators like Jagaddhara point out how all the 36 types
of drstis prescribed in the NS have been assimilated in the
beautiful description of Malati’s kataksa (glance) in the Ist act of
Malatimadhava,) his dramatic pieces require a different type of
theatre and different mode of presentation. The view and design
of the Temple Theatre has influenced the structure and concept
of Bhavabhiti’s drama. He appears to be writing for a big
audience, instead of the scholarly gathering of the selected few
for which Kalidasa and perhaps Bhasa too have been writing.
Big crowds assembled on the occassion of yatra festivals to
witness the performance of plays or dance recitals that went on
for a number of days during the period of the festival.
Bhavabhiiti himself has given a graphic picture of the masses
which might have come to see the performance of his own plays
in the prologue of his Malatimadhava.

It is to be noted here that the protagonist of this play gets the
first chance of meeting his beloved on the occasion of the yatra-
festival of a Kamadevayatana (Kama’s temple) in the city of
Padmavati where he has come from Vidarbha for the purpose of
study. The atmosphere of yatra- festivals and the temples
pervades the texture of this play. A number of incidents take
place within the precincts of a Sive-temple. The heroine is
carried to a Karalayatana — the temple of Candika for being
sacrificed.

The fact that he was writing for Temple Theatre must have
inspired Bhavabhiiti to choose Ramayana-theme for two of his
dramatic works and a popular type of folk-tale for the third one.
Some of the features that mark his deviation from the norms set
by his great predecessors belonging to the Royal Court Theatre
are — (i) absence of Viduisaka, (ii) disregard for secret love affair
fo the royal harem, (iii) emotional approach and excessive
dwelling on pathetic sentiments (iv) vigorous movements
requiring larger stage-space, and (v) reference to different set of
performing modes — (like Nisumbha Karana or Vaimudhaka
lasya in Malatimadhava) instead of sophisticated stylised
postures.

Like Bhasa, Bhavabhtiti also presents his characters in sleep
or lying on bed contrary to Bharata’s directive. In the I act of
Uttaracarita, Sita goes to sleep and has a bad dream. In
Malatimadhava, Makaranda is shown lying on the bed. Scenes
of embrace also occur in Bhavabhiiti ’s dramatic world. Such
scenes somewhat uncouth for the refined classical theatre must
have been practiced on popular theatre aligned to the Lila plays.

The very presentation of a play within the play in
Uttaracarita stands in violation to Bharata’s dicta; in the
terminology of NS, it is a bdhya-prayoga, as it is being
performed within the precincts of Valmiki’s hermitage without a
proper theatre. This experiment in Bhavabhti stands in sharp
contrast with the garbha-nataka in Priyadar§ika which was
presented in theatre of Royal Court. Bhavabhiti in fact is
presenting a scene of Ramalila within a scene of his play. He
also shows that the aesthetic experience of a Lila play uniquely
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differs from that of the classical theatre. Rama himself is sitting
in the audience with his younger brother and when he sees Sita
jumping in Ganges in utter exasperation in the play on the stage,
he cries and rises shouting. Laksmana has to remind him
repeatedly that this is simply a drama being presented and not
reality. In fact, the whole performance of the play within the
play in Bhavabhiiti’s Uttararamacaritam is an exemplication of
natyayita as discussed above.

Rajadekhara introduced a number of new features in Sanskrit
drama, which were inspired perhaps from a parallel tradition of a
Lila -theatre. He added dhruva songs in his dramas.
Employment of puppets, or use of motifs related to puppet
theatre is another speciality of Rajasekhara. The central concept
of Viddhasalabhafjika by him is based on the puppet motif.
Salabhafijika is a puppet. In his Balaramayana, the puppet of Sita
is brought on the stage for entertaining Ravana.

Rajasekhara has introduced carcari in his Karpiramajari,
giving a lively account of its performance. Carcar? has been
mentioned and defined amongst the minor forms of drama or the
upariipakas. The carcarT as described by Rajasekhara combines a
number of group dances — (i) sprinkling of coloured water
through the pipes with /asya type of dance; (ii) the dandarasa by
thirty-two danseuses in various combinations, (iii) cemetery
dance with demon-like masks; (iv) pulinda-dance with feathers
of peacocks; and (v) challi or calli dance in accompaniment of
hudukka and mardala.

Several experimentations or designs of various situations in
Rajasekhara’s dramatic pieces violate Bharata’s norms.
Vidisaka in his Karpiiramafjari wears a mask (pratisirsaka),
whereas only the minister, Kaficuki and purohita should wear
masks according to Bharata. Rajasekhara introduced a number
of new features in Sanskrit drama, which were inispired by Lila
theatre.

Kohala, the worthy disciple of Bharatamuni, became the
foreruuner of the parallel forms of thatre, including the Lila
theatre. He has exercised great influence on the later therorists
and dramatists also. No wonder that Rajasekhara in his
Balaramayana presents Kohala as the Sutradhara of the play
within the play (garbha-nataka or garbhanka), which has been
named there as ‘Sitasvayamvaram.” Kohala appears to present
the show of this play in the court of Ravana, and informs that
Bharatamuni has sponsored this play and has also provided the
script for it.

It is natural for Rajasekhara to present Kohala as the
Sutradhara, as he is drawing from Kohala’s tradition, which is
Lila theatre.

In fact, the plays of Bhavabhiiti and Rajasekha are marked
with a strong impact of Lilad theatre. Hanumannataka on the
other hand, provides a specimen of a Li/a play in Sanskrit.

The script of Hanumanndataka has a floating text, edited on
different times. It is called Hanumannataka because Hanuman is
supposed to have authored it. There are two different editions
available in the manuscript tradition. One of them is called
Mahanataka also. It is comprised of nine acts. It was edited by
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Madhusiidana Misra in Bengal. Another version, larger than this
and containing in 14 acts was complied by Damodara Misra in
Mabharashtra. Many legends are cited by the commentators with
regards to the rediscovery of this play. Madhustidana Misra and
Damodara Misra do not claim the authorship, they just inform
that we have re-arranged what ever material was available and
they also tell us how Hanumnnnataka was lost and recovered.

Y gAaT i simeagEes
AefgaaE =T T T [ah:|
FrrfrregEaa FiaET aeaet gt
TANT VAT TaHI5T % TacAH] |

Mahanatakam, 1X.149

Hanumannataka, XIV.96 p. 233

As the legend goes, Haniiman wrote this play and inscribed it
on the stones. When Valmiki came to know of a play authored
by Haniiman, he became apprehensive about the future of his
own Ramayana and aired his apprehensions before the its author.
Haniiman then threw the stones with his play inscribed on them
in the sea. In one of versions of the story, it is the king
Vikramaditya recovers the stones lost in the sea; in another
version it is the king Bhoja.In Bhojaprabandha, Vallalasena has
narrated this episode at length, Kalidasa is said to have supplied
the missing lines in one of the stanzas, which were found exactly
as the master poet gave them when the missing portions was also
recovered. This stgory is also repeaed in the introduction of
Dhanapala’s Tilakamafijarl, whereas Prabandhacintamani gives
the credit of supplying the missing line to Dhanapala.

A profuse number of stanzas have been borrowed in the
script of Hanumanndtaka from ealier Ramayana-literature -
Valmiki’s Ramayana, Raghuvamsa of Kalidasa, Bhavabhti’s
plays, Rajasekhara’s Balaramayana, Udattaraghava,
Anargharaghava, Jayadeva’s Prasannaraghava etc. The
compilers even included beautiful stanzas from Kalidasa’s
Abhijfianasakuntala, or the poems of some great poets like
Yoges$vara; moderating the original context to suit their purpose.

[Digvasa yadi... of Yogesvara occurs in 1X.37 (p. 140). The
stanza from Mahaviracaritam ‘Utpattir Jamadagnitah.” is
reproduced in 1.54, Bahor balam na viditam” from
Balaramayana (IV.61) in 1.39; Anargharaghava III.21is
reproduced in IV.43. The oft-quoted stanza Mirdhnam
urvrttakrtta occurs in Madhustdana’s version when Ravana
bewails the death of Indrajita (IX.56), whereas Damodara’s puts
it in the mouth of Angada when he is having a exchange of
words with Ravana. Sadyah purl parisare of Balaramayana
(I1.13) occurs in this version. Even the fascinating description of
the deer being chased by the king in Kalidasa’s
Abhijnhanasakuntala (Grivabhngabhiramam ...) is made to fit
in the description of the golden deer chased by Rama (IV.2, p.
48-9). The stanza dyiite panah prayakelisu kanthapas from
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Kundamala is adopted by reversing the time — from Sita’s exile
to the period following her abduction by Ravana (V.1, p. 54). ]

There is no Prakrit, dialogues in prose are quite infrequent.
Continuous narration is interspersed with the dialogues.

There are detailed dramatic directions. They tend to become
descriptive and poetic. For example -

FALAT: AR IR R Ig g Aery=veaeue et
T ATeafdl p. 5;

(Laksmana performs a profundity of mature actions through
his fierce arms with a view to get the sprouts of joy grow in the
heart of Rama.)

or
STHE: -

ALk T RS R T IR CE AR AR GUEIE KR k]
FTATCYHET A= (4 g]IE: p. 14

(Jamadagnya — with his nostrils swelling due to vigorous
hissings, covering the space with the emitting of the poisonous
smoke arising out of the burning of his fire of pride)

Normally the dramatic directions in Sanskrit drama are
framed with one or two words in a coded language to be
decoded by the the performer. They just hint upon the action to
be done by the actor, who understands the suggestion of these
directions like natyena, ripayati, sasmitam etc. Drawing sharp
contrast from this rather cryptic method, dramatic directions in
Hanumannataka are not only descriptive and elaborate, they
sometimes come like complete stanzas to be recited by a
siitradhara, making the whole performance to be adjusted for a
theatre of narration. For example, there is this description of
Mandodart -

Jralegrlichgdrad I(:GH"GI CHTATH S Lrqef 2
eI AL @ LUl Fahearaasiall [X.4, p. 130

(Here is this MandodarT, who, by her prostrations, has made
the heaps of the pollen of the lotus feet of Ravana, which was
formed by the garlands offered at them by the groups of gods
like the bards, hardened like sand.)

Everything is blown out of proportions, the war is terrrific
beyond imaginations, cruelty and braveness reach to their
extreme. The stanzas which appeal to the public memory and
make them weep are preserved. They are imbued with a rare
poetic quality, carrying tender emotions and sentiments. For
example, revived from his unconscious stage by Sanjivani and
being asked how does he feel, Laksmana says -

SUFHTAAE A1) ¥Fe AT 94

AT TIAGET FHad AT a9 XIV.38, p. 194

(I feel just very little, Raghava — the elder brother, feels it
overtly. We are simply wounded, Raghavendra suffers the pain).

Tulasidasa in his Baravairamayana has borrowed from this
stanza and has made his Laksmana say -

T ATS 7Y d1X THAY
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(Wounds in my heart Pain in Raghavba.)

Quite a lot of patch work has been done in preparing the
present script of Hanumannataka. The editors have even taken
up popular samasyapirtis. (The samasya ‘masakagalakarandhre
hastiyiitham pravistam’ One of the wives of the Kumbhakarna is
made to remark when her husband is being awakened with gusto
of sounds)

o A ot Fewauied Fori-
@] a9 fAareey gt s
= Ferafa i swaeft e
HIERTAHLS greags Tfees)

Hanuman says that I will go and return with the herb
safijivani within the time a seed of mustard is parched in the
boiling oil. These are the passages; the lovers of Ramalila
would cherish and would like to listen to again and again. (S1ta
is made to offer her prayers to Rama in Paficavati in this way)-

FeTheqae faatiase ferarrsaTae

frgToETeee gareaerae sarqaaTagHe|
FregreaRygaFe faraaeere

feramesTEee faemree aws f=d eleq 111.23 p. 47

On the other hand, there are passages of somewhat rustic
nature which would delight the masses. In the beginning of the
second act, the newly married Rama goes to the royal pan with
Sita and starts beating the horses. The couple thinks that seeing
the horses of in the pan thrashed this way, the horses of the Sun
would pity them and move quickly, so that here is night he can
make love with Sita. This scene is to be depicted with a question
— how is it that Rama, suffering from the wounds of the arrows
shot by the Kamadeva, together with Sita, has been beating the
horses from the past three yamas (nine hours)?

TTHT ITHATHT T ATCATLA =T
e #ar T e 7ue:? (111, p. 23)

This is followed by a detailed descrition of Rama’s act of
thrashing the horses in prose (p. 23). In fact this is introducing
Rasalilla  in Ramalila. It is a precursor of Jayadeva’s
Gitagovinda. The narrator in Hanumannataka does not hesitate
in a frank description of love making between Rama and Sita -

T ATgTeEIRa e o rea=T AT -
AT 9T T HATFAGST (A2 o1 T |
THTN THAT 9 T WTATTAAT: FTHATHT
TTE AT e T T 97 qRia =qar argaea:| 11 13.p. 28
(For the young couple, with their arms closely arrested in
embrace;
Again, and again enjoying the fruits of their prosperity so
cherished and rejoicing,
Talking secretly to each other
Saying — embrace me more
And then no, no, and then loosing the grip of arms,
The world became renewed with essence of life.
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There are also several stanzas which were enjoyed by the
masses and have been popular in oral tradition. They form relief,
amusement and tinge of humour after the performance of tense
moments. Rama is going to be crowned as king. This oft-quoted
stanza is recited on this occasion

IR R EEECEIRI
TEISLAT HEHEETUAT: |
HIITHTT THITT 9765
& 355 555555:1 111.3, p. 37

(On the occasion of the coronation ceremony of Rama,
certain young woman who was overcome with intoxication,
dropped a jar she was holding in her hand. The jar falling on the

stairs is making sounds - tham, tam, thathamtham thathatham
thathamthah!)

In a dialogue between Mandodari and Ravana, Madodari
asks her husband what at all is the difference between between
her and Sita, claiming that she is equally beautiful, Ravana
retorts by saying that it is the fragrance of lotuses from the body
of Sita and the foul smell of the frogs /fishes from your body
which makes the difference (I1X.39,p. 141).

Hanumannataka also records several passages and verses
which must have been popolar in the Ramalilas for centuries.
The dialogues of of some of the characters like Laksamana and
Angada, with their tumultuous provocative tone are full of mass
appeal. Tulasidasa, who re-organised the Ramalila theatre also
during his time, must have studied Hanumnnataka and emulated
passages like these from this play in his Ramacaritamanasa. The
following dialogue of Laksamana for example -

EECRERICCAFCRICCIRIE
T Foa aforay fRefrot
TH: FUTT ELRHFATTASTH| | (Hanumannataka has borrowed

this stanza from Balaramayana 1.48)

(Earth, remain stable, Serpent! hold her!

O king of tortoises! You grasp both of these!

O elephants of direction! You manage to bear all these three
Rama is fastening corfd on the bow of Siva.

Hanumannataka brings the form of Rama’s story as the
people might have understood or interpreted. It has also
preserved and cherished records from people’s memory and
people’s creativity. Hence there are striking innovations and new
motifs introduced. They are bold and reflect the voices from
common people. When the dying Valin expresses his disgust on
being killed fraudulently, and even says that if Rama had
approached him for assistance he could have searched Sita for
him, a dejected Rama, with tears rolling down his eyes, has no
excuses to offer here. He simply accepts his guilt of killing the
antagonist. He also accepts Valin’s curse that he will be killed in
his next incarnation as Krsna by Valin as a hunter. The faith of
the people in both Rama and Krsna as incarnations of Visnu has
led to establish interconnections between Ramalila and Krsnalila
here.
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Ravana also appears in most pathetic moments of weakness
when his kith and kin are killed one after the another, and then
he goes to MandodarT to ask her whether even at this stage he
should make peace with with Rama by returning Sita to him.

T TiaaagatateaT srearfH ar Aty

Tz THAATIHAad: TRt AT aT?

= Forgea 3T Faw: TET EraeaaT?

AT TEHETGIIHAATANT TAq|114.4. p. 197

Shall I return S1ta to Rama

Who is at the top of the trees — my enemies.

Or killed by his arrows shall shall depart to heaven
O wise Mandodari, you know the course of niti
Tell me which side you opt for

My predicament has become well known now,
And the family is left with me alone!

It is MandodarT who now stands stronger, and says how can
there be a compromise now? Unwavering, she stoops to tell
Ravana that there can be no turning back at this stage. (14.5. p.
197). Ravana becomes even more dejected and speaks a well-
known dialogue.

T AT § TIXICTATAET JTIE:
qrserag Aefed eage stiacagt Tau:|
ferRera erefora waTterqaan f& geaaworT ar
Wﬁmﬁmﬁwﬁﬁﬁ: ﬁﬁ'ﬁﬁﬁi@f: I

Mandodart seeing this condition of her husband goes to the
extant of saying

9TTeh AZhT AT TT: F% LA TMEIRE
TATSSHT 2T AT THHAALTHER FA=AT Tq|

You sovereign of Lanka! do not be depressed
Let us have a close embrace for the last time
Permit me to go to the battle field

Because I too am a lady from the warrior class.

Naturally, Ravana is transformed after this. With a gusto, he
starts swearing that he alone is capable of protecting Lanka and
Mandodart should not pity him this way.

e FTed FRIed TEOT HEOT TS a: ThHahT
AT FeeasT At [ T FHTTITIAT T8z 1|
XIV.7, p. 198

A most fascimating theme is woven in the episode of Rama’s
celestial journey from Lanka to Ayodhya. Seated in the
Puspakavimana, Rama is trying to show to Sita the places
connected to his seize of Lanka. He points out the setu (bridge)
on the sea. Sita peeps and looks down from the aircraft, says — I
see the sea, but where is the bridge? Rama says — it is there!
Look again! Repeated exercise of Sita’s looking down to locate
the bridge are simpley exhausted in failure. Rama then
comprehends the situation. Stta’s face being like moon, the sea
swells in a high tide the moment she bents her face to look down
and the bridge is covered. Rama then covers her face with his
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palms and asks her to look down again. This time the bridge is
visible.

FEIs T af: Faw Fred 9@ 7|

T Hia qgHg: TFas 78 77 A
EEICIEREECIEREAI R D AR ERIT]

ATIATEALTATT: AHAGHEEHAT ST XIV.67, p. 224

These very fanciful and tender moments are followed by a
humorous situation. The night dawns and moon rise. Rama
covers S1ta’s eyes apprehending that seeing the deer in the moon
she would again ask him to bring the deer!

Hanumannataka curiously mixes most subtle feelings,
aesthetic ruptures and divine experiences with most grotesque
and crude portrayals of life. Charactrizations reflect the views of
a community and collective creativity; hence there are deeper
insights in study of human behavior in many situations.
Mandodart’s lamentations after the fall of her husband reflect
her concerns and apprehension on account of Vibhisana. She
even proposes to accompany Rama, as she knows that Rama
alone is the man who will not set his eye on another woman.

o arosReTfRET: TSRy FEeRT:
TISATSFHAT afaa: Fags @+ Aaarsir wsfieagFi)
IX.41, p. 141

After the fall of Ravana, Angada suddently flashes out his
mussles. In fact, he had vowed to avenge the injustice done to
his father. With a fury he challenges Rama to have a fight with
him now! He is stopped by Akasavani telling him that Valin
himself will avenge his death in his next birth.

Interpretative style like Kitiyattam is hinted upon. The
following stanza can be interpreted to yield double meaning

T THAET TAAFE TATH TTAET

T IFHEl Egadel Fauiar a2i|

UEIRE K CI R ESGEEE ERIE R S Gl

T waTfegerwdy spafsrargsgen 111.22, p. 45

Hanumannataka records some of the most piquant verbal
duals-- dialogues - like Parasuramasamvada,
Angdaravanasamvada etc. The dialogues are full of fervor,
rhythm and puns and they make perfect scripts for a Lila theatre.
(See the following passage from Parasuramasamvada)-

TH: — TEATIAA RTHATHE FAHHA TS T-
HEATE Tl Tl TaR[0 T4 aaqii1.41
2T Fs faarg afs 7 dremrem: o

Tt FATvEteEEq @ Ferer a1 Sto aTl11.45
ST JE0 qEioTfafaior weaas a9
fRaret Fresmet s AT ==
ST FTARTL T THIHT FIHATD TAqTH
TSIy fAaetd oS aTaaia:112.3
3 o ArferEee 15 st Arfeang
fadarfa 7 =t vy fEatfraTai .49
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by Prof. Babulal Sukla Sastri, Chaukhamba Sanskrit Series,

Angdaravanasamvada is most prolonged And full of Varanasi, 1978,

hyperboles heightened speeches challenging tones. (The
following example may be cited)—

TTE: —
TR FAGL AR GFATSEAT 2T
e e ATEd gaas & AR e
TATHATAATAATY o 199 w19 (hA?

VIIL23, p. 115
W:
¥ X A 4 A9 TEd RIS 5

%T@“ﬂﬁﬂﬁ? RIS K W@:W: %gﬁ:?
VIIL.24

Considering the popularity of Angadariiavanasamvada, at
the end of the play when Ravana is appears in the battlefield to
fight for the last time, Angada is again brought to have dual of
words with him. The accusations of Lava for Rama in
Bhavabhiiti’s Uttararamacaritam (vrddhas te na viciiraniyacarta
rtc.) are placed in Angada’s mouth here (XIV.22, p 205)
reversing the whole conext and implication.

During the medieval period, the process of the blend of
popular theatre and classical theatre led to the making of a new
gentre of the Bhasanatakas, the specimen of which we have in
the plays like Goraksavijaya (by Vidyapati) or Parijataharana
(by Umapati). The Siitradhara remains present on the stage right
from the beginning till the end in these plays, and he goes on
addressing the audience. The dialogues in Prakrit have now
given place to songs in local dialects — Maithili or Asamia. We
find here a different type of theatre emerging. This is the theatre
of the Suitradhara. He stands here between the audience and the
world of drama. The concept of time and space on the stage in
this way undergoes through a change. New dramatic forms like
Harikathda or Ragakavya (like Gitagovinda) are now emerging.
These are precursors of Lila plays. Several regional forms of
theatre — viz. - Ankiya Nat, Lai Haroaba, Bare Chaharia in North
East; Bhaona (from Assam), Manipuri Rasa, Ramlila, Raslila,
Swang, Nautankt from Northern India — have come up.

The later theoreticians in the field of Natyasastra have been
constantly categorizing and standardzing these new forms of
theatre akin to Lila, pointing out to interconnections between
Natyasastra, Sanskrit theatre and the emergence of Lila plays.
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