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Natyasastra (NS) of Bharatamuni is one of the most voluminous and comprehensive texts on the art of theatre, drama and dramaturgy compiled
around the 2™ century BC. There is hardly any author in the galaxy of classical Sanskrit playwrights who has not been influenced in some way or
other by overpowering impact of this magnum opus; mostly the playwrights in Sanskrit eagerly confirm to the dicta of the NS. Bhdsa, however, is an

exception.
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stands as the foremost amongst the classical

playwrights in our literature tradition. He was revered as a great

dramatist even in the days of Kalidasa. Not only because of his
antiquity, but also because of his unparallel achievements in the
conception of dramatic theme, his perception of human nature
and command of theatric idiom as well as his vision and
understanding of life, Bhdsa must be ranked as one of the
greatest dramatists of world-literature. It is presumed that being
anterior; Bhasa does not exhibit the influence of the tradition of
NS. The design of so-called Bhdasa plays violates Bharata’s
maxims, or at least his plays do not present a simple study in
terms of his Nagyasastra (NS). They present difficulties when we
try to evaluate them on the basis of norms or principles of
dramaturgy as spelt out by Bharata, viz :

A.

Presentation of death scenes: Valin (in Abhiseka),
Duryodhana (in Urubhariga) and Dasaratha (in Pratima)
succumb to death on the stage itself. NS prohibits depiction
of a death scene in a Nataka and the death of a noble hero

should never be shown according to it.
TG TSAFIT AL AAGH =T |
THATIOT q ATSH Taereh: HiAe=TeI|
T TALTH T THTITHTIA AT AT

T L FAA: FTANSHEAT TTF: BT

(NS XVIIL 38.39)

AT T4 7 | A A=)
AT AT FIEHTAA TATI|
ATITEAT T 7 THLITET
ST FEIHT AT FATT THAT Faql|
FYUTT T 99 v f&3fd: 7=
FLUTICHTETE TEATETT T FA|

(NS XXI1.240-42)

T HT QA T ATSIgd A
L R LI PEFCE A A RERIREL

75T rfiareiaerTasTRT Aigarsi am
FFATIS oF I8 aT T o 48 Aaql|
Ao TEo e A A g aTHT |
AT G 9 TSIHed T FAql|
AT FITARIET TAT ASTHT F Iq
[REINER Ik R R G IEE T
TEATATI FATTOT AT AT dead: ||

(NS XXIL.295-99)
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Murder is also prohibited. Valin is actually murdered and Rama
is shown as shooting the arrow on him.

B. Again, NS does not allow violent scenes of fight, wrestling
or murder in aNataka.Balacarita, aNataka type of play

attributed to Bhasa, abounds in such scenes. In
Madhyamavyayoga a vigorous fight between Bhima and
Ghatotkaca.

C. Bhasa has represented sleep on the stage in

Daridracarudattam and in Svapnavasavadattam. The later, a
nataka type of drama is taken as a genuine play of Bhasa
beyond any shred of doubt, even though it might have been
tempered or edited at some places by the Cakyars. The
dream of the hero (Udayana) forming a very touching scene
is irrevocably linked with the very title of the play, on
which Bhasa’s reputation stands.

NS lays down that the actors should not enact sleep on the
stage. Is Bhasa challenging the NS-tradition or he is violating the
same owing to his unawareness about it? T. Ganapati Shastri
holds Bhasa’s un-acquaintance with Bharata’s NS as the reason
for these transgressions. He says — ‘I find that Bhasa disregards
altogether the rules of dramaturgy laid down in that
work.....Bhasa perhaps belonged to one of the older schools of
dramaturgy and therefore he was not aware of the rules laid
down in the Natyashastra’ (Bhasa’s Plays — T. Ganapati Shastri,
p. 80).

D. Again, the rulings of NS with regards to the arrangements of
seats (Asanas) for different types of characters has been
disregarded in Dutavakyam, where Duryodhana offers seats
to his elders entering the royal court.

AT AT 7 FRATTcdgrae faer:|
TRIETHATATT TAEATE q4T ||
HUSTHA o FTaed AT AT |
FTETEA G AT HHTIOT FATHA] |
TS TISTEAT 9T T ecara=sil &afe: |
NS.XIL.215-17
Kiurmasana and carmasana do not find a mention in the

prescriptions of NS (=T | UAq FAEAH, AEIATHI
famg | vaq Rigmey, seam grqe! tagateay,

AEATH] (Diitavakyarh).

E. NS gives a ruling for the mention of the name of the
dramatist in the prologue of the play, none of the so-called
Bhasa — plays contain the name of the dramatist in their
prologues.

F. The hero of Nataka type of drama should fall under the
category of Dhirodatta. The hero of Svapnavasavadattam
does not conform to the characteristics of a Dhirodatta. He
is more of a Dhiralalita type.

G. The use of the word cekridita in Avimarkareminds us that
Bharata disallows such uncommon usages:
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SRR CRE
wite Far grErHerT |
FTHTOGEAT  FEATL
=Ehredl H GEATeI A ||

Avimarakam II1.18

The remarks in (NS IXX. 153) with regards to the use of
such rare forms seem to criticize the passage of Avimaraka :

FehITedrer: Teaeq ATl 9ared 7 |
F9IT TF 7 AT FHUSIL G |

It is only by just a chance that Bhasa has used the work
‘cekridita’ and NS has criticized, rather in a way of mockery, the
very use of the word ‘cekridita’ itself?Is it possible that the
above line has been inserted in the text of NS just to comment
on the language of Bhasa, or alternately, Bhasa, if he is aware of
the dicta of NS, he is deliberately violating them?

In fact, it is not merely a question of violating a few rules
prescribed in NS, Bhasais unique in his thematic design as well
as the approach to dramatic canons. He displays certain peculiar
features that are uncommon in the long tradition of Sanskrit
drama. Svapnavasavadattam is decisively upheld as one of the
greatest classical Sanskrit plays and is supposed to be a nataka
type of drama in our tradition; and has been cited as a nataka by
a number of rhetoricians. But it does not confirm to the
definitions of a nataka in totality. Instead of one, there are two
heroines, and curiously enough, the hero goes on loving the
senior heroine (jyesthanayika) with a innermost feelings of his
heart, maintaining just a sort of a formal relationship with his
new bride — even though the later is more beautiful, younger and
more attractive. This is a very strange situation — the younger
one commands only respect owing to her qualities, while the
senior heroine, who is supposed be dead, reigns the world of his
heart.

This expression from the hero of Bhasa’s play is extra-
ordinary in the sense that it brings out a human relationship
which is unique in Sanskrit drama. The other plays dealing with
the theme of the triangle of love present a situation which is just
the reverse. There the hero is running after the younger heroine
and is desperately trying to maintain the semblance of his
relations with the senior heroine which are almost heading
towards a dead end. Even in the later plays dealing with
Udayana-theme, the image of the hero together with his
relationship with the two nayikas has been reversed, with
perhaps the single exception of ‘Tapasavatsaraja’ by
AnangaharsaMayuraja which is a recast of Svapnavasavadattam
itself.

Considering the forms of drama also, Bhasa displays certain
peculiar features. Amongst the ten major forms of drama, Bhasa
stands alone in exploring the rare types which were taken up
only exceptionally by his successors. If the plays dealing with
Mahabharata-theme in the Bhasanatakacakra are independent
compositions of the great dramatist, then they can be presumed
to be furnishing the earliest specimen of the types of drama
which later on became extinct in our tradition.
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Of the Mahabharata plays by Bhasa, Madhyamavyayoga is
of Vyayoga type, Paficaratra of Samavakara type and
Karnabhara and Urubhanga come under the category of
Utsrstikanka type. But none of them exactly stands in
conformity to Bharata’s definitions of these types. The
Samavakara type of play is structured on triplets. It should have
three acts, three Kapatas (deceptions), three Vidravas (flights)
and three types of Srngara Rasa. The three types of flight in
Samavakara are caused by war, flood, typhoon, fire, elephant
running amuck and siege of the city. The three kinds of
deception create both pleasure as well as pain in this play. They
are in the following situations — (i) an innocent person is
deceived by other, (ii) the fate connives against him, (iii) the
deception is done in retaliation. The three types of Srngara Rasa
are formed on the basis of the pursuits of goals of life — dharma,
artha and kama. The plot in Samavakarashould be related to
gods and demons. It has twelve heroes. There are tense moments
of altercation and agitation. Paficaratra thus does not follow the
complete description of Samavakara. It has three acts It also
evinces the use of various types of deceptions. But the neither
the number of its heroes is exactly twelve, nor does it have gods
and demons as characters. Neither we can call Paficaratraan
Thamrga as well. An Thamriga is a well-knit composition. The
heroes should be celestial beings. The fight on account of
celestial damsels is depicted in it with sufficient scope for
misbelieve. The characters are mostly vehement and the plot
centers around the anger of women marked with samksobha
(agitation), vidrava (flight) and sampheta (encounter). There is
kidnapping and ravaging of women in it. However, Sringara
remains the dominant Rasa. In Pacaratra, there is hardly any
scope for Srngararasa as such.

The Utshrishtkanka type of play opens in a post-war
situation. The heroes have turned back from fights and
altercations. The sentiment of Pathos predominates. There are no
divine characters. The mortals are shown to be meeting their
mortal end. Themes o imprisonment and killing are also taken
up. There are lamentations and bewailing by womenfolk and
words of despair and disgust by men. This kind of play abounds
in Bharati Vritti.

Identification of Dutavakya and Diitaghatotkaca under the
ten major forms of drama as defined in NS is also not easy. To
certain extent, they attest to the characteristics of the Vyayoga
type.Pratijiayaugandharayana too creates further complicated
problems. Like Svapna. This is also definitely a genuine Bhasa
play. But to which category does it belong? Is it a Prakarana, a
Nataka or an Thamrga? If the so-called sthapana of this play is to
be taken seriously, then it has been designated as a Prakarana by
the author himself. Perhaps it is the only play in Sanskrit
dramatic tradition where the hero and the heroine do not appear
on the stage at all from the beginning till end, and yet they
dominate the scene throughout. NS prescribes that the hero of
the play should remain present in each act on the stage, and it
fails to take note of Bhasa’s unique experiment in making the
presence of his protagonists felt and in maintaining a sustained
interest in their activity without their physical presence on the
stage. If Yaugandharayana, who consummates the resolution of
the play, is taken as its hero, then it can be adjusted as a
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Prakarana, but a Prakarana should at the least have five acts and
it has only four. Thamrga is cited as a play of four acts, and like
Rukminiharana of Vastardja, one of surviving examples of the
Thamrga type of play, the hero here abducts the heroine or she
absconds away with the hero. In that respect Pratijia can be
termed as a Thamrga as well. But then it hardly confirms the
other characteristics of an Thamga. But the fact is that the
question of fixing any type for it under ten major forms of drama
according to the canons of Bharata’s dramaturgy remains
unsettled.

T. Ganapati Shastri, known for discovery of Bhasa and
his pioneer work on the plays of the master dramatist, considers
these difficulties in locating the genres of Bhasa’s plays ( ...‘the
Pancharatra, owing to the fact that it consists of nearly a dozen
actors and of three acts, each succeeding act being shorter in
extant than the one going before, may be reckoned as
samavakara, but the Rasa running through it is not Shringara and
each of the actors therein delineated does not serve a different
purpose, which facts are the essence of Samavakara; the
Madhyamavyayoga , Dutavakya, Dutaghatotkacha and
Karnabhara can be reckoned amongst Vyayogas on account of
their embodying large number of male characters and of being
made up of singe act, but the fewness of the female characters
which is also required in a Vyayoga is not found in Dutavakya
and Karnabhara; the Urubhanga might be considered as an
Utsrishrikanka on account of the Karunrasa and on account of
the lamentation is not largely portrayed . The Pratijnanataka may
be treated as an Thamriga on account of its consisting of four acts
and on account of its depicting the battle as brought about by
women, but it has been described in the colophon as Natika...’
Bhasa’s Plays. P. 96).

Bhasa stands unsurpassed in his use of supernatural
elements. In Balacarita, apparitions of three young candala
virgins are seen by Karsa and they invite him to marry their
girls (or daughters)! Kamsa emerges here as a tragic hero
heading towards his destiny, and this peculiar use of
supernatural element reminds us of similar uses in
Greektragedies or Shakesperean plays like Macbeth or Hamlet.
We do not find exactly any parallel to it in Sanskrit drama after
Bhasa, although his successors like Kalidasa and Bhavabhuti
have utilized the motifs of supernatural element in a very
imaginative way, but their approach is quite different. The use of
supernatural element in Avimaraka — i.e. invisibility of a
character — finds parallel of course in these two great successors
of Bhasa; but it is Bhasa only who dares to represent arms or
armaments in human form on the stage (as in Ditavakya) or the
animal demons (as in Balacarita).

Staging the entry of the large number of characters who are
invisible for the audience is also a very uncommon experiment
that Bhasa has made in Dutavakya. Bhisma, Drona, Sakuni and
several kings enter the court of Duryodhana, who alone sees
them and greets each one of them, and they are supposed to have
occupied the seats offered by Duryodhana; they sit dumb and
stone-like from the beginning till the end only to watch the
portrait of Draupad1 being humiliated by Duhs$asana and to stand
helplessly at the entrance of Krsna for being rebuked by the
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angry Duryodhana. This is a very significant technical device
used by Bhasa here, and due to this invisibility of all the
characters in Duryodhana’s court, the protagonist and the
antagonist stand face to face on the stage before the audience.
Bhasa has also created his own model of akasabhasita here.
Normally, a character who is supposed to be behind the curtain
but is visible for the character on the stage is addressed in the
way of an akasabhasita by the latter. Here, on the contrary,
several characters are supposed to have made their entry on the
stage; Duryodhana sees them and addresses them, only the
audience does not see them. In fact, Duryodhana’s akasabhasita
here is something very different from the technical motif of
akasabhasitaas defined in NS and other works and as practiced
by the latter authors.

This would inevitably lead to the conclusion that Bhasa is
completely unfamiliar with the kernel of Bharata’s NS. But there
are facts which preclude this conclusion as too hasty. Bhasa’s
acquaintance with a work called Natyasastra cannot be ruled out
altogether. Out of the store of surprises that Bhasa has for us, we
find a queer sentence in the dialogue of his Vidasaka in
Avimaraka :

FEATEHA a2 QU] qTaq| ATET LA TTH ATSTATHH|
TTEAT T &1 AHEL Gy HAT I154T:|

Vidusaka is boasting of his scholarship here before a maid.
Terming Ramayana as a Natyasastra, he proves his foolishness
just to provoke laughter. The absurdity of his remark apart, it is
clear that through it the dramatist has given a hint of his
knowledge of both Ramayana and Natyasastra. It is probable
that Bhasa is not suggesting his acquaintance with a particular
work called Natyasastra, he is rather referring to the $astra of
natya in a general way. It is also possible that by calling
Ramayanaas a Natyasastra, although from the mouth a character
like Vidiisaka, Bhasa has hinted upon his acquaintance with the
tradition of the performance of the Ramayana in a dramatic
form.

Even if Bhasa was familiar with a work called Natyasastra it
could not necessarily be the Natyasastra of Bharata extant now.
Possibly, Bhasa is familiar with or is in touch with a different
tradition of Natyasastra, which might have been an older
tradition. It seems that by the way of suggesting alternate models
or prescribing options, NS of Bharata is recording this tradition.
Can we understand Bhasa in the light of these alternate models
or options to general norms?

Bharata has given a strict ruling against representing sleep or
dream in a Nataka, yet he has also appended an amendment
therein: (NS XXII. 296)

75T rfiareaerasTRT gigarsi ar |

(Or else, the actor may represent sleep alone or with a
companion on the stage, if this serves some specific purpose).

This is exactly what Bhasa has done in Act V of his Svapna.
— in the dream-scene. The scene is charged with subtle emotions
and bringing out the innermost feelings of heart. Out of a unique
creative imagination, the master dramatist has been able to fulfill
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a specific purpose in the portrayal of the dream-scene. Udayana
and Vasavadatta, yearning to see each other, are brought
together incidentally and are made to share the same bed most
innocently. Udayana is sleeping and he has a vision of
Vasavadatta in a dream, while Vasavadatta is actually with him.

It is possibly, therefore, that Bharata has supplemented his
rule with the above amendment to justify what Bhasa had done,
to indicate his appreciation of a unique dramatic sequence that
the genius of Bhasa has created in Svapna.; or, the authors of NS
have simply recorded and accommodated an alternate tradition
which Bhasa has followed?

The tradition of depicting murder, gruesome fights,
bloodshed and death has been practiced in Kathakali theatre of
Kerala, and Bhasa has been associated with the Kerala theatre
for centuries, Is it possible that Bhasa represents a different
tradition of Natyasastra which ran parallel to Bharata’s NS and
he made a distinct mark on Kerala theatre?

The author of NS seem to review even their very clear
injunctions against representing fight, death and surrounding a
city or murder of a rising hero in prescribing the following set of
options: (XVIIL.40)

HIETHT F1 T207 AT Ffeerd a7 T1o7: |
FA U g TAATH ATeTaca=:||
It should also be remembered that the ruling against the

representation of fights is applicable to the acts of Nataka,
Parakarana or Natika only.

The forms of drama like Samavakara, Thamtga and Vyayoga
are said to be abounding in the scenes of vigorous fights,
captures or even murders. Even the representation of arms in
human form is permissible in NS in its scheme of aharya
abhinaya by the way of an alternate model, NS XXI. 165 and
XX1.91-92:

LTI = HTITTOT TEUTOTT STHTOT: |
ATAE AATASATIH TATTETTHTOT: ||
EERENEC LRI MR LI
STTOTEST: FAT Z[d S{TaaveTa 597 |

[ETHTET: 9Far: = 9T g 7 | |
BIGIEEC RIS R EER R i e
TATTHTEAATIOT FHTHETTETAT | |
ATATIZLOTRITE TSITTOT Si &qat: |
FIAT FTLOIAT AFeedd AT | |
T d T IO he e aeqad = |
ATATIZ 0TI AT: JATSAT AT 41|

NS also discusses the representation of live animals on stage
under the treatment of ‘Safijiva’ or sajiva in aharya abhinaya.
But this treatment is brief, NS XXI. 162:

T STOT 9 o #Si1 2 ||
R RN LRI CIR s CH N
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No doubt Bhasa had a fully developed system of theatre
before him. He might be knowing a repertoire maintained by the
king in his times. In his Pratima, the troupe maintained by King
Dasaratha is ordered to present a ‘Nataka’ immediately, suitable
to the occasion of the coronation ceremony of Rama. This troupe
has a lady in charge of costumes and properties. The general
term used for such a lady in the play is ‘nepathyapalini’; and the
general term for the troupeitself has been given as the
‘natakiyas’. Bhasa seems to be familiar with the conditions and
functioning of such troupe.

If Bhasa was aware of the actual conditions of the theatre of
his days, he was also conversant with the theories of drama and
theatre — he has imbibed some tradition of theory of drama and
theatre — i.e. a Natyasastra. If this tradition is older and different
from the tradition of NS as known to us, NS of Bharata has
recorded or recognized this tradition by the way of suggesting
alternate models or options to norms.

And yet there is some sort of co-relation between Bhasa and
the text of NS as it is available to us. We can hear the echoes of
the Bharatavakyas(epilogues) of Bhasa-plays in the last verse of
NS XXXVIIL31:

o AT eIt WA AT TEgi e
ATTEARTISTEIOTTT Haq ATt 9T J2& 1 THIT 1|

The Bharata-vakyas in most of the Bhasa-plays repeat these
words:

FAGH:- T AT AT AXATA: IFAATITET: 1| 66 1| Uriibhangam
T q¥IS: Heq q97+ fade: 9aT|
TTSAT TSRO SIFH#E: T 7 11 (Karnabharam)
THT AT A fareaguean|
A HERTAOATSHT TTSTTeg: TATE : 11 56 11 (datavakyam)
THTHTT Tl FoeelT ToTT4g: TATE 7: 11 26 ||Paficaratram
TAT TTHE SATAFAT T TR
TAT AEHAT FTHTATHT TTSAT SH TATEG : 11 15 11 (Pratima)
THT AT RAAGreaFosATH|
A HATATATS T TTsTfeg: TTeg A: 11 20 1| (Balacaritar)
In fact, a line in the specimen of nandias given in the NS also

reproduces the last line of Bharatavakyas of some of the plays
by Bhasa almost verbatim:

THISE] Faaa el G g aom |
S5ra Ao & =T 190 AR TG Lol 1
FREE TIATE] ZaT TR FTEq AT
TeTecawi HgTersT: TrE o HaE |1 4.20% ||
Y TALAT A TSAEITIT HYGEAT|
TATHRGHEIT IHT Taq Fg[ATTIa: 114, ¢ 0 0l
FIATILMATE] THATT TTTATH |
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o T =TT A Tt Taar sfang. 2o

Further, the following words of Vrddhagopalaka in
Pafcaratram also remiknd us of the last verse of the NS

‘gTfeaqeaq erfrawag sedTe TEaaed 7
So, this is a strange relationship of Bhasa with the text of NS
as available to us today — that the bharatavakyas of many of his
plays have a line which is almost cited verbatim in the specimen
of nandi as given in the NS.

Despite this co-relation between Bhasa and the NS, Bhasa
does not strictly adhere to the norms prescribed in the NS.
Definitely, he was writing in a period when the process of the
compilation of NS had not started, but Bhasa had a very rich
tradition of theatre before him. NS does not speak for this
tradition in its kernel, but it records it in suggesting alternate
models or options.

Which Natyasastra Bhasa followed then, if it was not the NS
of Bharatamuni.T. Ganapati Shastri suggests that it could be the
Natasiitra of Silalin. (‘*This might be the Natasutra referred to
by Panini as composed by Shilalimuni or by Krishashvamuni; or
this might be a cetain old Natyashastra written by Bharatamuni
himself asis seen from the fact that the name of Bharata is
mentioned by Bhasa in the term Bharatavakya’, (Bhasa’s Plays,
p. 96)

In all probability Silalin had given certain aphorisms for the
actors as the very name of his work suggest. We do not know
whether his manual contained anything on the art of drama or on
dramaturgy. Bharatamuni has referred to several authors, some
of whom might have written their own Natyasatras.

In Abhinavabharati, Abhinava refers to Subandhuas an
ancient dramatist. This Subandhuhad also authored a work on
dramaturgy. He was a ministewre to king Bindusara in third
century BC. According to Saradatanaya, Subandhuhad given a
different classification of nataka; viz. - - Pirnpa, Prasanta,
Bhasvara, lalita and Samagra :

A TEHEATT AT T2 TFETI
U =T LT o ATEaL Aferd adTll
Bhavaprakasa, VIII adhikara, p. 238, line 15-16

Subandhu also had a different idea of sandhis (junctures) in
drama.

Saradatanaya in his Bhavaprakasanot only defines and
illustrates these five types of Nataka defined by Subandhu, He
also identifies Svapnavasadattam of Bhasa as a prasanta type of
nataka. Each of the five types of natakas as enumerated by
Subandhu has a different set of five sandhis. The five
sandhiswhich a prasanta type of nataka is supposed to have are -
nyasa, nyasasamudbheda, bijokti, bijadarsana and
anuddistasarnhara.

TS TTTee ATH AT
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TET ATAEHGAl & [SIT<hd (g
FATSTREHRTE: AT TFEE: ||
Bhavaprakasa, VIII adhikara, p. 238, lines 20-22

He also informs that Druhini had accepted the prominence of
Sattvativrtti in a prasanra type of nataka.

EICRIE IR R NS RAI R ECEI G

Bhavaprakasa, VIII adhikara, p. 239, line 1

Saradatanaya has also attempted an analysis of
Svapnavasavadattam on the basis of the whole conceptual
framework of a prasantanatakagiven by Subandhu.

L PEI L EER L AR R E Y
== TR AFATE, 34T ARTIEHTHR ||
EAT AAEAAT ~ATETE HEH T Al
T F IaHE THEe Iagad||
TETEAT @ A s uan)
StEcATA eaehcd dg ST GIHSSIT 4TI
IHVSAT HIGH S TSITCh T T
UfE aTHaad FH T 397
AR AT T TATH|
FYTETLATATALA AT AT
TR T | AT Tiaete:|
qT G FET T qLITCH T =Fradt
& T g S it an 7= Fr=aa)
SR EEE AR I R R ERH]

Bhavaprakasa, VIII adhikara, p. 238-39, lines 20- 22, 1-15

Thus, Saradatanaya in 13th century AD knew of the tradition
of evaluating Bhasa’s plays on the basis of tenets given by
Subandhu. Subandhu belongs to the school of Druhini who
flourished before Bharata. He also represents the system of
dramaturgy which Bhasa seems to have followed.
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