
 



 



ACKNOWLEDGEMENT 

It gives me immense pleasure to submit my research paper. 

While preparing this research paper I referred and studied books 

and articles written by Dr. Sudhaben Desai, Dr. Mahesh Choksi, 

Shri Nandkumar Pathak, Shri Dhirubhai Thakar, Shri Vinod 

Adhwaryu, Jayanti Patel „Rangalo‟, Dr. Lavkumar Desai, Dr. 

Krishnakant Kadakia, Dr. Satish Vyas (Ahmedabad), Dr. Mahesh 

Champaklal, Dr. Bharat Mehta, Dr. Rajendra Mehta, Dr. 

Bhanuprasad Upadhyaya, Shri Hasit Mehta, Dr. Prabhudas Patel 

etc. Over and above this, for the purpose of understanding the 

outline of the origin and development of Gujarati Theatre, I have 

taken help of the book “गुजयाती यॊगबूि भनी ि सवद्ध अने योनक”. 

I am also grateful to the editors of Rang Prasang - यॊग  ूवॊग, 

Tadarthya - तादथ्मय,् Natak - नाटक, Pratyaksha Ð  ूत्मष and Vesh 

- लेळ for utilizing various articles on Bhavai published in their 

periodicals as a reference material. 

Page # 2 

I could make detailed study of traditional form of Bhavai with 

entirely new perspective due to the expert guidance and vision 

of my Ph.D. guide Dr. Bhanuprasad Upadhyaya. I humbly owe 

my deep feelings of gratitude to him. 

This research paper would not have been possible without the 

guidance and support of Prof. Dr. Mahesh Champaklal. His 

appropriate directives have encouraged me in sustaining my 

enthusiasm. At the end, I humbly thank all the people who have 

directly or indirectly helped me in completing this research paper 

successfully. 

    - Ashish N. Ketkar. 



INDEX 
Title Page No 

Acknowledgement 

Chapter 1: 001 

Reformation Era: 

1) Tulaji Vaidhavyachitra 005 

2) Mithyabhiman 025 

3) Conclusion 058 

Chapter 2: 

Post Gandhi Era: 060 

1) Mena Popat 066 

2) Mena Gujari 082 

3) Hoholika 120 

4) Conslusion 136 

Chapter 3: 

Modern and Post Modern Era: 138 

1) Jalaka 138 

2) Kem, Makanaji Kyan Chalya? 172 

3) Rai no Darpanray 203 

4) Hathiraja 235 

5) Conclusion 264 

Chapter 4: 

Application of Bhavai in Various Eras: 267 

A Comparative Study. 

 

 

 

 

 

 

 

 



 

 

Chapter 1: Reformation Era: 

वुधायक मुग: 

1) Tulaji Vaidhavyachitra - Shri Narmad 

१) तुऱजी लैधियमचऽ -    ी नभदद 

2) Mithyabhiman - Shri Dalapataram 

२) ि भथ्माि बभान -    ी दरऩतयाभ 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Chapter 1: 

Reformation Era: 

Preface: 

 

The story of ancient DRAMA, whether it is eastern or western, 

the impressions of the people and their lives cannot remain 

unexpressed. In folk drama it is seen grossly where as in 

classic plays it is seen minutely. Gujarati Theatre is no 

exception to this. 

Western art forms and culture have contributed at large in the 

development of Gujarati Theatre Similar to it has contributed 

for Gujarati literature. Mumbai is the birth place and since 

around 1770 Englishmen performed plays in the theatre 

located near Hornian Circle. While expressing the reaction of 

the local people about dramatic activity, it is mentioned in the 

book “ि रयद्ध अनेयोनक” that the drama performances of European 

amateurs and tourist foreign troops addicted local mass 

through entertainment including rich western plays hence 

Parasi and Hindu youths started these activities by 

establishing clubs and drama companies [1]. The Royal 

Theatre was inaugurated by the performing scenes from the 

Shakespearean play “Merchant of Venice” in 1846. In the 

[1] Ref: Gujarati Rangbhoomi – Riddhi ane Ronak - Page: 23” 

by: (1) Dr. Mahesh Choksi and (2) Shri Dhirendra Somani. 
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beginning, for many years this was the only theatre in 

Mumbai. 

In 1853, under the leadership of shri Dadabhoy Navaroji, 

Gujarati translations of Shakespearean plays like “Taming of 

the shrew”, “All is well that ends well” etc were performed. 

During this time, “रुःतभ, जाफुरी अनेवोशयाफ” was performed which 



was based on the Parsi religious book “ळाशनाभा” and one can 

say that it was the first Gujarati Drama. Thereafter, Gujarati 

Theatre did not remain connected to Mumbai but it expanded 

to cities like Ahmedabad, Surat, and Vadodara etc. In 1947– 

48 shri Rambhau performed a play “ि   ऩदी लस्तय ्ाशयण” in Gujarati 

at the backyard of Narsopant‟s residence which was located in 

Bhadra area of Ahmedabad. At Surat, Parasi people 

performed a Gujarati play “नठायी ि पयॊि गण ठेकाणेआली” which was a 

translation of the Shakespearean play - “Taming of the 

Shrew”. A play - “याजा गोि ऩदाव” was performed in Marathi by 

shri Vishnudas Bhave at Vadodara, in 1855. Due to such 

performances, an atmosphere was created in Gujarat for 

mythological and historical plays. 

As time passed, the initial playwrights realized that true 

reflections of the pertinent human life situations with its 

social, economic and cultural descriptions were not getting 

portrayed during dramatic performances of the western 

translations. These plays were far from the realities prevailed 

in the society. If this is to be shown on the stage then it was 

very much necessary to bring originality in its presentations 

Page # 3 

and it should be done simply and naturally. From those of 

reformer‟s group, poet shri Dalapatram took an initiative and 

wrote “रआभी” in 1851. This was based on a Greek play “Plutus” 

written by Aristophanes, story of which he heard from Mr. 

James Farbes and then adopted it in seven scenes in Gujarati 

as “रआभी”. Here, the playwright used the word “ ुःलाॊग“for the 

Scene. Keeping in mind the then time frame, shri Dhirubhai 

Thakkar makes a note that “The words like „ ूलेळ‟, „ि  ॉम‟ or „अॊक‟ 



were yet not introduced in the Gujarati drama. दरऩतयाभ used 

the word as “ ुःलाॊग“ which is very close to the Bhavai 

terminology [1]. Its brief story is like this: Laxmi is blind and 

due to this she approaches sinful and corrupt people rather 

than people having morality and values. It appears he 

prepared the whole play easily applying Bhavai elements. Shri 

Dalapatram has made the first attempt of creating Gujarati 

atmosphere in the drama. His second successful effort was 

the play “Mithyabhiman (ि भथ्माि बभान)”. Similarly, in 1862 a 

play “Gulab (गुराफ)” appears before us as the first original 

Gujarati play, written by shri Nagindas Marfatia. The play has 

both Western and Sanskrit dramatic elements nicely 

interwoven. 

In the story, a learned man Bhogilal who has also studied 

English, falls in love with Gulab (heroine) and also marries her 

by breaking age old social traditions. As playwrights of the 

reformation era, Rajchhodbhai Udayram was a scholar of 

[1] Ref: - Book: “Pratibhav ( ूि तबाल)” Page no: 93 – by Dhirubhai Thakkar 

Page # 4 

Sanskrit and Western Dramaturgy hence we can see the 

combination of both these styles in his plays. His play 

“जमकुभायी ि लजम” portrays about the subjects like blind faiths 

due to unhealthy social customs. In this play, we can also see 

the use of dramatic devices from Sanskrit theatre. For 

example: use of Nandi “नान्दी”, dramatic management by 

“वूऽधाय” and role of “ि लदऴूक” etc. Another play of shri 

Ranchhodbhai - “सररता द:ुखदळकद ” (1865) is a tragedy which 

exposes the extremely cruel torturing and outrageous act on 



Lalita (heroine) by her in laws, which forces her to commit 

suicide. The play “बटनुॊबोऩाऱु “ is a translation of Moliere‟s 

farce “The Mock Doctor” and the play – “Tulaji 

Vaidhavyachitra - (तुऱजी लैधियमचऽ)” of shri Narmad - the first 

and contemporary creations. 

Thus, looking at development up to this stage of Gujarati 

Theatre, one thing is very clear that these playwrights tried 

out dramatic elements from Sanskrit and Western traditions 

to popularize their plays. shri Dalapatram and shri Narmad 

made use of elements from Bhavai (Gujarati folk theatre 

form) also over and above the Western and Sanskrit 

elements. All these playwrights had the goal for social reforms 

hence they chose such vices and faults from the society and 

created their plays. 
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Chapter 1: Reformation Era: वुधायक मुग: 

1) Tulaji Vaidhavyachitra - Narmad (1863) 

१) तुऱजी लैधियमचऽ - नभदद (१८६३) 

Poet Narmad was basically a literary person. During his life 

time he wrote 6 plays. “तुऱजी लैधियमचऽ” which was written in 

1863 is one of his plays which were written with the purpose 

of social reform. It is a story written in protest against the 

prevailing orthodox society, where a widow, who has lost her 

mental balance and is left alone to face tremendous pain 

imposed by the traditions of orthodox male dominating 

society. She is a victim of the narrow-mindedness and fanatic 

social ideology. She is shocked in grief as she is forced to take 

wrong steps by this guiding orthodox society. Narmad, in his 

prologue says that “As it was left out to present the life of a 



widow in a play, hence to make up for this deficit, has 

somehow managed to write this play. There is nothing that is 

new in this book as I have selected some portions of my prose 

& poems with some changes to give it a form of drama. 

Though there is nothing new in it but the true picture of a 

widow is described in the form of a play. This picture will 

create a deep impression on the audience and will motivate 

them for remarriage of the widows. I have made this 

compilation as it will fulfil my only pending ambition.” [1] 

In traditional Bhavai form, after the prologue, a systematic 

introduction of the play “लेळ” is done by the Sutradhar “यॊगरो मा 

[1] Ref: Book: „Narma Natyo‟ (page:32: Tulaji Vaidhavyachitra) 

By Ramesh Shukla 
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नामक”” and thus he advances the play. In the beginning, these 

characters indicate the plot of the vesh through their 

humorous dialogues and natural talks. In Bhavai “ि भमाॊफीली नो 

लेळ”, Rangaji and Bivi „फीली‟ are opening the play with the 

“आलण”ु – (a song suggesting the entrance of the principal 

character in a Bhavai – a kind of dramatic performance) of 

beloved “वाॊवलरमा” and advances the play. 

फीली: आजी जी, तुभनेक्मा फुझा? 

आजी: भैंनेतेया आलणा फुझा! 

फीली: तुभनेभेया आलणा फुझा? 

आजी: शाॉ, तेया नाभ क्मा? 

फीली: भेया नाभ ऩयेळानी! 

आजी: वीधी तयश वेफोर! 



फीली: भेयेदो नाभ शै! 

आजी: दो नाभ? 

फीली: शाॉ, एक नाभ द:ुि खमा औय एक नाभ वुि खमा! [1] 

Similar to the prologue in the Bhavai, the playwright 

introduces the play “तुऱजी लैधियमचऽ” through dialogues 

between “यॊगरो” and “नामक”, creating amusement which is 

natural in Bhavai form and which nourishes the sentiment of 

laughter. 

[1] Ref: Book: Bhavai: Page: 303 by Dr. Sudhaben Desai. 
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यॊगरो: भारॊ  नाभ? भारॊ  नाभ? भनेतो यॊगरो कशेछे. 

नामक: यॊगरो? 

यॊगरो: भारॊ  नाभ दीधुॊ? भारॊ  नाभ दीधुॊ? भारॊ  नाभ दीधुॊ? 

नामक: तेभाॊतनेआटरो शयख काॊथमो ये? 

यॊगरो: जाणतो नाथी? नाभ तो ऩयभेश्लयनुॊदेलाम छे! 

नामक: लार! खर कशे, भॉकयी नी लात नशीॊ! तारॊ  नाभ भयेरेलूॊत े

यॊगरो के ि फजुॊकॊ इ ? 

यॊगरो: नाभ तो एज ऩण ऺफयदाय जो भारॊ  नाभ ि रधुॊछे तो! नाभ __________दे 

जेतो खयो? 

नामक: तुॊजॊगरभाॊयशेनाय अनेनाभ ळनुेधयालेयॊगरो? [1] 

The development of the plot of acting dominated Bhavai form 

is in the hands of actors. The Bhavai troops travel through 

various cities, villages and stay at their patron‟s lodge. Either 

to please the host or to become popular they introduce local 

language during their “लेळ” performances. As poet Narmad is a 



native of Surat city, in his play, he has made the introduction 

through dialogue between Rangalo and Nayak using Surati 

dialect. This technique he has also applied in the play too. 

Further in the play Nayak, making his role clearer says that 

“The play which is to be performed, I am its main 

administrator. Now if you keep quiet, we can perform the play 

[1] Ref: Book Narma Natyo: page: 32 by Ramesh Shukla 
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tonight before the audience. So please be wise.” [1] Thus 

Nayak, showing presence of his mind, indicates to the 

Rangalo to carry the play further as also mentally prepares 

the audience. 

The folk songs which are word to word used in Bhavai are 

related with the social customs i.e. “भरयळमा” (Mourning Songs), 

“पटाणा” (Marriage Songs which has satirical taunting for 

relatives of other side), “शारयडा” (Lullaby). For example: In 

“जळभा ओडण नो लेळ” king Siddharaj Jaysinh has killed Rudiya- 

Jashma‟s husband by torturing him. On getting this news, 

people of Oda community sing “भरयळमा” (Mourning Songs) 

before the Jashma who has now become widow: 

ओड: अये, यॊडाऩो जळभा नायी नेयेके वुनो वोयठ देळ! 

Cursing the killer of her husband, Jashama crying aloud says 

that:- जळभा: अयेये, कॊ कण उतामाय ्चुडरो , भायो फेि रडो ऩशोंच्मो भवाण, 

ऩाटण थाळयेेऩामभार एक ि लया ना  ूताऩ थी ! [2] 

Poet Narmad has used such traditional songs in the play “तुऱजी 

लैधियमचऽ” as required in the scenes. In the beginning of the 

scene there is some discussion amongst Seth Tapidas, 



Nagindas and Zaverdas on the issue of a promissory note at 

the shop of Seth Tapidas. During that time a messenger gives 

[1] Ref: Book Narma Natyo: page: 34 by Ramesh Shukla 

[2] Ref: Book: Bhavai: Page: 416 by Dr. Sudhaben Desai. 
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the news that Tulaji‟s husband has died due to severe disease 

at the age of 18 years after suffering for 15 days. [1] 

Listening to this shocking news, all men and women in the 

house start weeping loudly. The news spread all over the 

town; hence family members and relatives gather for the 

mourning. 

“राड्डा ये, अगय चन्दन ना ओयडा, ओयेरड्डा शाम शाम! 

राड्डा ये, वुखड़ रयचमा कभाड ये, ओयेरड्डा शाम शाम ! 

राड्डा ये, कॊ कुलयणी एनी चेश फरे, ओयेरड्डा शाम शाम ! 

राड्डा ये, ि वॊधुयलयणी धुभाड ये, ओयेरड्डा शाम शाम !” [2] 

In the scene when Tulaji‟s husband has died, Poet Narmad 

creates an atmosphere of grief in the play, by getting the 

traditional folk lore sung by the actors. 

In the traditional Bhavai, we generally see the scenes of 

ridicule mockery which displays human attitude before us e.g. 

in “काफा नो लेळ” Gangapari Brahmin kills Kaba through spell 

when Kaba arrives for robbery. Seeing the dead body of the 

husband his wife Kabi (Jatadi) cries a lot and hypocritically 

displays the grief about it. 

[1] Ref: Book Narma Natyo: page: 32 by Ramesh Shukla 

[2] Ref: Idbi: page: 34 
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जटडी: तभेभनेछोडी नेकेभ गमा ये, भाया आ.....धा......य, 

तभेधन क्माॉदाट्मुछे तेम कहमुॊनशीॊ, शलेशूॉकोना आधायेयशीळ? 



वुि खमा भनख नेद:ुख ऩड्मो, तूटी नेऩडीमो आभ, 

जेळयेी ऐ अभेचारता, तेळयेी ऐ उग्मो डाभ. 

Here, in the scene given below, the Brahmin checks the 

attitude of the Kabi. 

   ाहभण: अफेजाडी, इतना योती कामकु? तेया धणी भय गमा तो बरेभय गमा! वफ 

रोक कु वताता था! अफ भैं तेया काफा, चर भेयेघयभें! [1] 

The element of mimicry in Bhavai, is presented by the 

character of “भॉकया” by Narmad. Due to the death of Tulaji‟s 

husband, all the women related to her are crying and the 

other people along with “Mashkara” are instrumental in 

exposing the laughter created due to pretentiousness of the 

scene. 

भॉकयो: आ याॊडोनेळुॊघेरुॊराग्मुॊछे? नफ्पट, राज ळभय ्कॊ इ याखती 

नथी, छाती उघाड़ी कयीनेकुटेछे! जुओ, यतन लशूआने 

अम्फा लशू, लाॊदयीओनो नाच थाम छे! 

दवूया  ू ेषक: ऩेरी ऩाव ना फैया कुटेछे ऩण तेभनी नजय आऩणी तयप छे! 

तीवया  ू ेषक: फैया नी कोटभाॊशीयाकणीनी कॊ ठी वायी देखाम छे! 

भॉकयो: ऩयेवानो घयेणा घारी आली छे! ऩोताना इआयों नेभोशोंडा 

देखाडला? याॊडो कुटला आलीओ छ के इळक भशारला? [2] 

[1] Ref: Book: Bhavai: page: 364 by Dr.Sudhaben Desai. 

[2] Ref: Book Narma Natyo: page: 26 by Ramesh Shukla 
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Ramesh Shukla puts this in better words “This cold sarcastic 

remark becomes burning sharp because the female relatives 

of the dead who belong to the same cast, displays more of the 

amorous gestures and the strangers feel grief by listening to 

their mourning songs. [1] 



On the other hand, Mashakaro addresses the whole society 

and says: “येि शन्दओु, फाऱऩणाभाॊकेभ ऩयणालो छो ये? तभेऩुननललादश तो नथी 

कयता, तायेऐ ि फचायीनो जनभ केभ जळ?े ओ ि फचायी याॊडनाय, यूेबु, तुॊकाॊइ 

अफऱाना ऊऩय नजय कय! [2] 

Looking at the prevailing social circumstances of that time, 

such a direct communication can pinch the orthodox society, 

but Narmad aims at the reforms so he fearlessly appeals and 

advocates for the remarriage of widows. 

In traditional Bhavai, as a part of the prologue, the custome 

of Chachar „चाचय‟ (presiding deity of square.) is done. 

Thereafter the „Vesh‟ is introduced with „आलण‟ु (song 

suggesting the entrance of the lord Ganesh in a Bhavai). After 

taking his blessings only the main „Vesh‟ starts. 

लनृ्द: दनु्दाऱो द:ुखबॊजणों, वदाम फाऱेलेळ, 

वलेय ्ऩशेराॊवसभयमे,    ी गलयी ऩुऽ गणेळजी! 

एइवो थइ थइ, ता ता थइ थइ, बरेबरे .......... [3] 

[1] Ref: Book Narma Natyo: page: 26 by Ramesh Shukla 

[2] Idbi: page:40, 41. 

[3]Ref: Book: Bhavai:page:18:byDr.Sudhaben Desai. 
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Narmad has also used prayer as „भॊगराचयण, नाॊदी‟ realizing its 

importance similar to its usage in Sanskrit Drama and in folk 

Dram form Bhavai. Taking the blessings from Godess 

Jagamba he introduces the Nandi: 

ि लधलाऩण नी ऩीडो, ऩाऩो तेथी घड़ाम जेभोटा: 

करणा ऽ ावज उऩजे, कॊ ऩो छुटेि लचायताॊजोताॊ.......... 

ि लधलाऩणा नी भूि तय,् यव करणा नेि फबत्वथी ि चतयी: 



बालोथी कयी ि सभ त, ककलसभत ि ऩॊछ तेघणी रुरी चीॊथयी. [1] 

Thus, Narmad, in this unrealistic type of the play, gives hint 

about the happening in the play in the beginning through the 

Nandi, which is a common element of Bhavai. Nothing is 

hidden from the audience. Everything is told from the 

beginning. The playwright has used this technique here and 

frames the plot to inform the audience. In the realistic play, 

the spectator gets involved in the scene and is carried away in 

emotions without being thoughtful about the presented act, 

whereas here contrary to this, here the purpose is to keep the 

audience alert and thoughtful which Narmad accomplises. 

The Bhavai actor makes a direct dialogue with the audience. 

Here he comes out of the character he plays and establishes 

direct talk with them. If there is any uproar in the audience 

during the show, he appeals to everybody to keep silence. [2] 

[1] Ref: Book Narma Natyo: page: 26 by Ramesh Shukla 

[2] Ref: Book:Bhavai Ma Alienation:Page: 169 By Dr.Bhanuprasad 

Upadhyaya 
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जूठण : आ शूॉकचफच कचफच ? भाया फेटा घोंमजा आईनेफेठा छे के शूॉ? 

नामक : शूॉ? 

जूठण : ताणेकुणनेकेवे? शूॉतो आ वबा नेकउ वु ! [1] 

Thus keeping respect for the audience, he requests the 

audience to observe the silence. In the play „तुऱजी लैधियमचऽ‟, 

Narmad appeals to the audience to have Satvik Bhav while 

enjoying the play through these verses: 

गुजयाि तभाॊनाटक, आलुॊआजेऩड़ेूथभ फशाय, 

वाि त्लक बाल धधयन,े वाि त्लक बालेबयो वयव वाय. 

ि लऴम उऩयथी अथला, गुजयाती भॊडऱी थई जाणी, 



  लण नमननेठायी, वुणजो जो जो वु ू ेभनेआणी. [2] 

The poet here draws the play to the main interpretation, 

creating his humanistic image. It is shown in some of the 

Bhavai „Vesh‟ that women have to suffer due to social 

troubles. 

For example: In the Bhavai „अडला लाणीमानो लेळ‟ - Teja gets 

married at a very young age to a person who is three to four 

times older than her. Due to evil social customs, the couple is 

a mismatch. Being very aged person, Adavo is unable to 

provide any marital satisfaction to her and hence Teja 

describes her pain of this social injustice by saying: 

[1] Ref: Book:Bhavai Ma Alienation:Page: 169 By Dr.Bhanuprasad 

Upadhyaya [2] Ref: Book Narma Natyo: page: 41 by Ramesh Shukla 
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तेजा : िओळकु भार अराि ळमुकये, आनेभायी वेज खाला जोनेधाम, 

नफऱा धणीनी वोडभा, योता लशी गई धाय. [1] 

Thus Teja‟s husband „Adavo‟ is unable to satisfy her. 

In the play „तुऱजी लैधियमचऽ‟, after the death of her husband at 

a very young age, Tulaji comes to her parental home and 

curses her fate sitting at one corner of the house and says: 

तुरजी: लाघलर ना जॊगरभा शूॊएकरी, वेज ऩथायी भुजानेखाला धाम जो, 

ननथ थाि त ि ऩऊ वेज, ऩथायी येअरी, ऩाडज भानु ूबु, शूॉतायो शोम जो.....[2] 

Above song is a creation of Poet Narmad which portrays the 

orthodox attitude of the male dominant society which makes 

the life of a widow miserable and dark, it is focusing on the 

psychology of these widows in misery and it is giving voice to 

their inner pain. It also gives indication about the situations 

which Tulji is going to be victim of. 

In traditional Bhavai, we are getting introduced to the various 



roles of the main character “यॊगरो”. In many „Vesh‟ he plays 

role of „वूऽधाय‟- Director or Leader whereas in some he easily 

[1] Ref: Book:Bhavai Ma Alienation:Page: 37 By Dr.Bhanuprasad 

Upadhyaya 

[2] Ref: Book Narma Natyo: page: 42 by Ramesh Shukla 
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performs the role of „ि लदऴूक‟ – a clown or buffoon as also 

sometimes he appears before the audience as a friend of the 

sufferer. In Bhavai „Kajoda no Vesh (कजोड़ा नो लेळ)‟ the wife is 

three times older than her Thakor husband – Husband is only 

eight years of age whereas wife is twenty-four years old. Due 

this age difference, there is also a vast difference in their 

mental attitudes. Unlike present male dominant society, 

„ठकयाणा‟ – wife is rulling the house. This „mismatched‟ couple 

holds sweet relationship similar to that of Mouse & Cat. The 

husband talks with the „यॊगरो‟, explains about how he 

maintains his status-quo in the society: 

ठाकोय: यॊगरा, एभ अभेअभायी ऩत ना जला दइए. बरेनेघेय शाडका खोखया 

थता शोम, तोम फशाय ककशमेके आज तो ठकयाणानेभायी भायी ने 

वाॊधा दखु्मा नेघेय शाॊल्रा कुुःती कयता शोम तोम फशाय जणाि लमेके 

ऩाॊच ऩकलान ि ऩयुःमा छे. एला अभेयाजऩूत. [1] 

On this „Rangalo‟ comments simply and says: 

यॊगरो: खया याजऩूत, एभा ना नशीॊ. [2] 

In the play, the maid servant Amba consoles Tulji, who is 

unconscious in shock due to the death of her husband. On 

becoming conscious, Tulji expresses her remorse that she 

could not get satisfaction from her husband. Amba agrees to 



help her in this matter. „Rangalo‟ who is present there, gives 

[1] & [2] Ref: Book: Bhavai: page: 375 & 376: by Dr.Sudhaben Desai 
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his word of assent and exposes the maid servant Amba before 

the audience. 

तुऱजी: अम्फा! भायेधणी तयप नो रालो – ओ भाया बामग ये ! शूॉकाॊना भयी गई ये ! 

अम्फा: केभ अरी, तोपान भाॊडमुके, कहमुॊनथी भानती? यॊडाती नेयॊडामेरी तायी ऩेठे 

द:ुख कयती शोम तो दिु नमा भाॊकोई याॊडरेी यशेज नशीॊ. 

यॊगरो: याॊडरेा तो वोबावणों कयता लधायेभोज भायेछे. (ऩछी गाम छे) 

वभजी यॊडाऩो आऩो तो ताऩी तीयथ ककयए ये. .. टेक.. 

धणी भुआ नो धोको न ककयए, नीत गॊगा भाॊनाशीऐ ये. 

नाशी धोई नेपयता येपयीऐ, भनगभता काभ ककयए ये. .. यॊडाऩो ....[1] 

In the play maid Amba, persuades Tulaji and gives example of 

her friend Jivali, plans a trick to give her sexual pleasure. 

अम्फा: भनेतायी घणी दमा आलेछे, ऩण तुॊभार कहमुॊभानेनशीॊतेथी भें तने 

आटरा दशाडा कहमुॊनथी. 

तुऱजी: कशेनी, शूॉभानीव. 

यॊगरो: चटऩटी थला भाॊडी छे! 

अम्फा: याॊडरेीनेतो घणुवुख भरेछे. 

यॊगरो: जो खयी लात, केशतो नशोतो? [2] 

Like in Bhavai, in drama also, Rangalo is seen in two roles, 

one as a „वूऽधाय‟ who pushes the dramatic events forward after 

interlinking them whereas on the other hand he remains 

completely present in every scene creating emotional 

[1] & [2] Ref: Book Narma Natyo: page: 24 & 25: by Ramesh Shukla 
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identification through his comments. Thus he reduces the 

distance between the audience and the actors and advises 

them to keep away from such ill natured women like Amba. 

In traditional Bhavai, conversations related to the spell, 

occultism, suspicion & hierocracy is also seen. After 

GaneshaÕs exit, „Vesh‟ of Brahmin is enacted. In the scene, 

the actor playing the role of Brahmin weares Dhoti & Janoi 

(sacred thread put on by upper class), applies „Tripund‟ (three 

marks of pigment) and holy ash on forehead and enters on 

the stage, uttering sacred and mystic words and shows his 

hypercritic knowledge to the audience. Through his typical 

acting gesture the arriving Brahmin, spells the couplet of 

sacred sentences which are beyond the normal level of 

understanding. 

अगडभ  ्फगडभ  ्वीतायाभ 

अगडभ  ्फगडभ  ्जेबगलान. [1] 

Thus, sarcastic remark is passed on the pretentious Brahmin. 

In the play „तुऱजी लैधियमचऽ‟, Ratanvijay gets exposed before 

the audience through his pretentious behaviour. In the second 

scene of act one, as per the planning of maid Amba Tulaji acts 

as if she is unconscious and „Goraji‟ is being called who 

whispers in Tulaji‟s ears that “शलेखेर कयला भुकी दइनेडाशी था” [2] On 

the other hand, he tells to the Richman „नगय वेठ‟ that “ळठे वाशेफ, 

भायाथी कई अशीॊयोज अलाळनेशीॊ, तभायी भयजी शोम तो एन े(तुऱजीने) भोकरजो, शूॉ 

ऩाणी भॊऽ ी नेऩाईळ अनेझाडो झऩटो ककयळ” [3] 

[1] Ref: Book: Bhavai: page: 194: by Dr.Sudhaben Desai 

[2] & [3] Ref: Book Narma Natyo: page: 44: by Ramesh Shukla 
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Thus, Tulaji who is victim of the Amba‟s tricky plot goes to 



Ratnavijay‟s residence. 

अम्फा: गोय, आ तभायेआली छे. 

गोय: ऩेरा ओयडाभा फेवाडी आल, आ शूॉआयमो. 

अम्फा: (गोय नेकानभा) धीभ,े गबयालळो नशीॊ. [1] 

Here first time, Tulaji is raped by Gor Ratnavijay. The witness 

to this unfortunate act is another woman “Amba”. Through 

this scene, the playwright makes piercing taunt that the social 

reformation will be more difficult if woman will become enemy 

of another woman. As also Narmad writes this play with the 

aim of social reformation by exposing the orthodox and 

ignoring society where the pretentious Brahmins show their 

pervert attitude of “भुखभेयाभ फगरभेछुयी” and targets to wake up 

the society. 

Now due to the illicit relationship with the Ratnavijay, Tulaji 

gets pregnant. On receiving this information, “Tapi Vahu” - 

Tulaji‟s mother gives her the potion to abort the pregnancy. 

Tulaji‟s mother send her to Purani where she can listen to 

“बागलत कथा” - Bhagavat Katha and get her conscience purified. 

The recognition of characters is revealed through various 

indecencies in the traditional Bhavai. In “भणीफा वती नो लेळ”, 

[1] Ref: Book Narma Natyo: page: 45: by Ramesh Shukla 
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getting attracted by the handsome form of Kuvarjee , Rupali 

Paniar, runs behind him. She tries to attract the prince 

“कुलयजी” through feminine graceful gestures and on getting 

failure; she tries to reach to the prince via Badhar “फाघय” – who 

is a friend of prince. The unfailingly outspoken Badhar, doubts 

the integrity of Rupali and directly says to her: 



रऩाऱी: आलो फाधयजी आलो ने, लात वम्बऱालु, 

रडी रडी लात वम्बऱालु ! 

फाधय: केभ, कुॊ लयजी ऐ ऩडता भेल्मा एटरेफाघयजीन े

लऱग्मा खरन ने? [1] 

In this „Vesh‟ – incidence, personalities of Badhar and Rupaali 

are tested. Narmad also tries to bring out the inner tendencies 

of the human beings. Here, in the second scene of second 

act, through the greedy language, Purani, „ऩुयाणी‟ is teaching 

Tulaji “गीता ऩाठ”. One day, getting alone in the house, his 

unsatisfied desires sprout and he holds Tulaji‟s hand, draws 

her in a room and rapes her. 

तुऱजी: ना येभशायाज! भायी भाॉजाणेकोई आलळ.े 

ऩुयाणी: एटराभाॊकोई नथी आलतुॊ – भनभाॊगभेछे नेभोशेड े

ठण ठण ळुॊकयेछे? उठ लखत जाम छे. [2] 

Thus getting privacy at home, Purani too rapes her and Tulaji 

[1] Ref: Book: Bhavai: page:455: by Dr.Sudhaben Desai 

[2] Ref: Book: Narma Natyo: page: 46: by Ramesh Shukla 
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is again pregnant. Her mother „Tapi Vahu - ताऩी लशु‟ once again 

gives her the same potion to abort the pregnancy. Here the 

play becomes more conflicting and relishing because the 

second pregnancy does not get aborted but it survives. To 

hide this from the society, Tulaji‟s mother takes her for a 

pilgrimage. During the journey, Tulaji delivers a child which 

„Tapi Vahu - ताऩी लशु‟ – Tulaji‟s mother kills by suffocating the 

child. 

Later on reaching to Kashi, Tulaji‟s tonsure rite is performed. 



During the journey Tulaji understands, she has delivered a 

baby boy which her mother „Tapi Vahu‟ has killed hence she 

cries a lot. 

In Bhavai Vesh “Jashama-Odan – जळभा-ओडण”, we could see 

such songs expressing the inner emotions. The heroine 

„Jashama – जळभा‟ requests the king Siddharaj to stop his 

outrageous and cruel act: 

जळभा: नायेभायो येयाजा याॊक ने 

ओडो तो ि फचायो भजुयी कये 

एभनो ळो छे लाॊक ये 

नायेभायो येयाजा याॊक ने [1] 

[1] Ref: Book: Bhavai: page:416: by Dr.Sudhaben Desai 
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In this play also Tulaji remembers her child and blames 

herself for the killing of her son, curses herself, finds herself 

helpless and expresses her feeling in this song: 

तुऱजी: येयेबूॊडी, आलुॊतेळुॊकयायमुॊ, 

जणती थई जणतय, कुभऱूभें भयायमु. 

शीण कभय ्कयाली, शूॉऩाि ऩणी थइ छुॊ ; 

दिु नमादायीभाॉशद नी फशाय गई छुॊ , धगधगटेखूॊटडनेानुॊ 

भोंढू बयायमु – येयेशूॉ. [1] 

By creating the scene of Tulaji‟s tonsure rite ritual, Narmad 

demonstrates very clearly about the then social realities and 

the immoral act of child death is put before us through Tulaji‟s 

song. With the help of this scene of Child killing, he asks „us‟ 

that is to the society about its justification. 

The application of pun in traditional Bhavai is normal. The 



actor during the performance, very cleverly and expertly uses 

the pun artistically. For example: In „Juthan no Vesh – जुठण नो 

लेळ‟, Juthan, on seeing his wife riding on an elephant and a 

horse while arriving sings a song having pun: 

फीली: शाथी की अवलायी „फना‟ भेया „फना ‟ 

घोड़केी अवलायी „फना‟ भेया „फना‟ 

गधेकी अवलायी „फना‟ भेया „फना‟ [2] 

[1] Ref: Book: Narma Natyo: page: 46: by Ramesh Shukla 

[2] Ref: Book: Bhavai: page:245: by Dr.Sudhaben Desai 
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Here the second time the use of word „फना‟ seems to be used 

for the beloved one. In the play „तुऱजी लैधियमचऽ‟ at the time of 

Tulaji‟s tonsure rite ritual, Tulaji gets horrified to see the 

barber and says in a pitiable manner as follows : 

“आखय आ ि दन आयमो ये, „आखय‟ केभ ना रायमो ये” [1] 

Here Narmad, deliberately makes effort to use this pun and 

this manifests his creativity. Satish Vyas analyses this couplet 

and says ”Narmad by making pun of the word „आखय‟ has 

made a creative poetic line and its second use emphasis its 

meaning as death”. [2] 

In the act three, Tulaji, while returning from the pilgrimage, 

meets a „Pathan – ऩठाण‟ who deceives her and makes her stay 

with him in nearby village. Durig this stay, due to debt, they 

both decide to shift to another village. On the way, while 

resting under the tree, the „Pathan – ऩठाण‟ robs her jewellery 

when she is fast asleep and runs away. On getting awake and 

not finding the Pathan with her, Tulaji realises that she has 



deceived. 

Repenting of the situation, Tulaji curses herself and says: 

[1] Ref: Book: Narma Natyo: page: 47: by Ramesh Shukla 

[2] Ref: Gujarati Natak: page: 41: by Satish Vyas 
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अये, भें आ ळी भुखाईद ि कधी, शलेभारॊ  केभ थाळ.े ओ बगलान,कशाॉजाऊ. आ 

जॊगरभाॊथी युःतो केभ वुझळ.े अये, शूॉपवाई ये. ओ भायी भाॉ, भें तनेदगो दीधो; अये 

ओ रुच्चा, भनेळुॊयझऱाललानेप्माय फताली फगाडी?  ूबु ! ळुॊकरॉ  नेकशाॉजाउ. ओ 

भायी भाॊये. [1] 

A courier passing by the road hears the crying of Tulaii and 

helps her up to the city gate, where she gets the news about 

the suicide of her parents by taking poison. On getting this 

sad news, Tulaji also commits suicide by jumping in to the 

well. With this couple making mass request, the play ends. 

अथय ्अथथी ननश यच्मुॊ, यच्मुॊवुधया काज, 

ि लधला द:ुख वेर फशुतभनेवेर आज. [2] 

In traditional Bhavai, more of reformation is seen in some 

vesh. Here also, it becomes clear that Narmad‟s aim is not the 

literary creation but of the social reformation. 

This play „तुऱजी लैधियमचऽ‟ which is in 12 scenes of three acts, is 

written under the western style prevailing at that time. In the 

play, Narmad, achieves the plot development through the 

words -‟act‟ and „scene‟. This plot development has become 

weak and appears to be very thinly connected. Some of the 

[1] Ref: Book: Narma Natyo: page: 49: by Ramesh Shukla 

[2] Ibid: page 50 
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scenes are very small and completes very fast e.g. third scene 

of act one. Being his first attempt, Narmad could not develop 



the scene and it has become weak however, it supports the 

acting. Definitely, Narmad is one of the first to bravely create 

an original Gujarati Play based on Bhavai for social 

reformation; hence his daring calls for an appreciation. 

*-*-*-*-*-*-*-*-*-*-*-*-*-* 
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2) Mithyabhiman - Dalapatram (1870) 

२) ि भथ्माि बभान - दरऩतयाभ (१८७०) 

While discussing about application of Bhavai elements in 

Gujarati Literature, a play “Mithyabhiman – ि भथ्माि बभान” of Shri 

Dalapatram immediately appears before our sight. A 

successful effort is clearly visible in creating a play from the 

traditional folk form in “Mithyabhiman – ि भथ्माि बभान”. The 

important aspect of the play “ि भथ्माि बभान” is that it was written 

not with the goal of social reformation but for participating in 

the play writing competition. Late Shri Thakkar Govindaji 

Dharmshi of Kachchha & Mandavi, advertised in many news 

papers for competition and also announced big prizes, with a 

clear vision of social reformation through plays. The 

advertisement read as “The one who does not possess any 

knowledge, wealth or merits in him but pretends is called 

“conceited – ि भथ्माि बभानी”. The one who will write about this 

element of conceit - „ि भथ्माि बभान‟ in a form of comedy play of 

50 page length (each page equal to the size of his magazine 

“Buddhi Prakash – फुि द्ध  ूकाळ”), within five months and the one 

whose essey will be the best, will get prize of Rs. 100/- from 

Thakkar Govindaji Dharmshi of Kachchha & Mandavi. [1] 

In the reformation era, such well-bound literary essay writing 



competitions were held. Dalapataram created the audio-visual 

[1] Ref: Book/Text: Mithyabhiman: page: 17: by Dalapatram Dahyabhai 

Page # 26 

form for his essay to make deep impression on the audience‟s 

mind and wrote this play”ि भथ्माि बभान”. The atmosphere during 

this period was of social reformation. Taking an advantage of 

this, Dalapataram wrote the play focusing on the advertised 

subject and was declared the 1st winner. 

Here, the purpose of social reform by the playwright is very 

clear; however, he also had in his mind to make the Bhavai 

form neat & clean while writing this farcical play because 

during that time the traditional folk form of Bhavai was very 

obscene, vulgar & ugly. He applied the Bhavai elements in his 

play ”ि भथ्माि बभान” for the spread of his ideas of reformation 

and was announced the first prize winner. Poet and playwright 

Dalapataram has called the play as “बुॊगऱ ि लनानी बलाई” on its 

front page. This was done to differentiate his play ”ि भथ्माि बभान” 

from Bhavai. Vinod Adhvaryu supports this and says “This 

statement draws the attention towards two points. First point 

is that the dramatic form of Bhavai is adopted and secondly, 

in the process, the Bhavai form is created without making use 

of “Bhungal – बुॊगर”. It means Bhavai form is not used as it is 

but some of the distinctive traditional characteristics of Bhavai 

are removed in the process of cleansing. [1] 

This way, Dalapataram has made a successful attempt to reestablish 

the Bhavai in its neat & clean form by removing the 

[1] Ref: Book: Natyanubhuti: page: 68: by Vinod Adhvaryu 
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wrong impression about it in the society by writing an original 

play in the Indian dramatic style. 



Similar to the Indian Sanskrit Drama form, he has used “नाॊदी” 

and “भॊगराचयण” in the beginning of the play following the 

custom of traditional prologue. The „वूऽधाय‟ lays foundation of 

the play from the first sentence: 

वूऽधाय: गशृुःथो, आ ठेकाणेआज ि भथ्माि बभान ि लऴेशाुःमयवभाॊवुन्दय 

नाटक थलानुॊछे. तेभाॊकळुॊि लघ्न नडनेशीॊएटरा वार ि लघ्नशताय ्

देलना  ुःभयणरऩी भॊगराचयण शूॉकरॉ  छुॊ . 

वॊबार  ुःनेअबालेवकऱ ऩगयणे, वलदाद ि सवद्धदाता, 

ि लद्मालाणीि लरावी, ि फयदधय लऱी , ि लघ्नाशतायि् लधाता, 

वलेनाद एक  ुःलाभी, वुखद भुज ि ळये, शेतथी शाथ धायो, 

नाट्मायॊबेनलीन, ि ऽगुणवऩत तभे, ि लघ्न वलेय ्ि नलायो. [1] 

According to the Bhavai tradition, in the „Mangalacharan song 

– भॊगराचयण गीत‟ Lord Ganesha - „ि लघ्नशताय‟् is remembered, 

however, Dalapataram has used the words „ि सवद्धदाता, ि लघ्नशताय‟् 

which appears as if they are adjectives for Lord Ganesha 

(गणेळ) but the writer has used them in the prayer of almighty - 

„ि ऽगुणवऩत‟. Thus the writer differs from the traditional thinking 

and presents the „Mangalacharan song – भॊगराचयण गीत‟. Like in 

[1] Ref: Book/Text: Mithyabhiman: page 1: by Dalapatram Dahyabhai 
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Sanskrit Drama, the prologue is necessary in the traditional 

Bhavai folk form. The Bhavai „वूऽधाय‟, during the prologue, 

exercises the ritual of „चाचय‟ – (open court-yard before 

goddess‟ temple) then takes blessings from the goddesses 

„Ambika (अॊि फका) and Mahakali (भशाकारी)‟. Then, the „नामक‟ i.e. 



„यॊगरो‟ introduces the plot of the play and invites Lord Ganesh 

through prayers and starts the play after taking his blessings. 

नामक: वभमोय ्येरष राब दे 

ि लद्मा तणो उऩदेळ 

अलवय ऩेरो वभयीमे 

   ी ग यीऩुऽ गणेळजी [1] 

Thus the „Mangalacharan song – भॊगराचयण गीत‟ in the 

play”ि भथ्माि बभान” and in the traditional Bhavai has one 

similarity and that is remembering of almighty whether it is 

Lord Ganesha - गणेळ or „ि ऽगुणवऩत – ऩयभेश्लय‟, there is a desire to 

get their blessings through „Mangalacharan – भॊगराचयण‟. 

In this way, the tradition of having a prayer in the beginning 

of the play ”ि भथ्माि बभान” or in the traditional Bhavai has the 

same goal though they are in different forms. 

[1] Ref: Book: Bhavai: page 188: by Dr.Sudhaben Desai 
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In the traditional form of Bhavai, the plot is revealed to the 

audience in the beginning through the dialogues of the „नामक‟ 

i.e. „यॊगरो‟, for example, in „जळभा ओडण नो लेळ”, the characters 

and their development in the play is informed to the audience 

through dialogues between the „नामक‟ and „यॊगरो‟. In brief, in 

Bhavai „vesh‟, plot is known to the audience through the 

„नामक‟ and „यॊगरो‟: 

नामक: शेयॊगरा 

यॊगरो: आ लेळ कोना ककशए 



नामक: आ लेळ ओडना ककशए, जळभा ओडणना ककशए, वती जळभाना 

ककशए. 

यॊगरो: शेबाई नामक, तभेफीजूतो घणुफधुकहमुॊशलेआ लेळ ि लऴेकाॊइ कशो. 

नामक: जो यॊगरा, वती जळभा ऩुयलजनभभा एक अप्वया शती, एक िऋऴनुॊ 

तऩ चऱाललाना दोऴथी तेभनख जातभाॊजनभी. 

यॊगरो: ऐ लात ि लुःतायीनेकशो. 

नामक: शेयॊगरा, ऐ लात वाॊबऱलानेफदरेनज़येजो. [1] 

After the “नाॊदी‟ -”भॊगराचयण”, Dalapatram recognises the first 

scene of the play “ि भथ्माि बभान” as „ि लॊकॊ बक‟. In the Sanskrit 

plays, „ि लॊकॊ बक‟ provides platform for the preface of the play. 

The way plot is introduced in the Bhavai, similarly plot is 

revealed to the audience through „ि लॊकॊ बक‟ in the play. In the 

[1] Ref: Book: Bhavai: page 402: by Dr.Sudhaben Desai 
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first scene, the playwright drafts out the plot through 

dialogues between Rangalo „यॊगरो‟ and Sutradhar „वूऽधाय‟: 

वूऽधाय: आज आ ठेकाणेशाुःमयवभाॊनाटक थलानुॊछे, भाटेतुतेभाॊ 

शाुःमयवनी ऩुि ष्ट कयीळ? 

यॊगरो: शाजी, एतो काभ फन्दानुॊज छे. शाुःमयवना नाटकभाॊतो फॊदा ि लना 

चारेज नशीॊ. शलेआ जॊगरभाॊ ूथभ कोण आलनाय छे तेतो कशो! 

वूऽधाय:  ूथभ यताॊधऱो जीलयाभ बट्ट आलनाय छे. तेनी वाथेतुॊलातचीत 

कयजे, केम्के तेऩण ताया जेलो ि भजाजी छे. [1] 

Dalapataram has combined two traditions in this play: (1) The 

preface of the play through Rangalo „यॊगरो‟ and Sutradhar 



„वूऽधाय‟ as per the Sanskrit tradition and (2) The Rangalo of 

Bhavai tradition is “like a local / native character, similar to 

that of Vidushak in Sanskrit Plays, therefore in the play 

„ि भथ्माि बभान‟, Dalapatram has said this through the Rangala‟s 

dialogue: In Gujarat everybody calls me Rangalo.”[2] Thus 

Dalapatram has blended two traditions by placing Rangalo & 

Sutradhar side by side. 

In Bhavai, before the first entry, information about the 

character is suggested to the audience through “Aavanu - 

आलण”ु by its poetic verses. “Aavanu- आलण”ु is an essential and 

an important element of the Bhavai plot. The plot opens up in 

[1] Ref: Book/Text: Mithyabhiman: page 68: by Dalapatram Dahyabhai 

[2] Ibid: page 22, 

Page # 31 

“Aavanu - आलण”ु. In the Bhavai “   ाहभण नो लेळ”, Brahman 

introduces himself while arriving on stage with dance and 

songs. Through “Aavanu - आलण”ु, the audience gets 

information about the mannerisms and destiny of the 

character. 

यॊगा चॊगा    ाहभणीमा आलेछे भशायाज ये 

यॊगा चॊगा    ाहभणीमा 

ता ता थई थई ..... ता ता थई थई ..... ता ता थई थई ..... था. [1] 

By application of traditional Bhavai element i.e “Aavanu - 

आलण”ु, playwright has designed the entry of Kutubkhan and 

Vaghaji Thakar in the sub-play “जीलयाभ बट्ट” which is a farce. 

Dancing & singing, Ranglo enters the stage in the beginning 

through his “आलण”ु, and establishes dialogue with the 



Sutradhar. 

यॊगरो: ता थेई, ता थेई, तत थेई, तत थेईमा 

वूऽधाय: अयेतुॊकोण छे? ऩगेघुघया, भाथेभोयना ऩीॊछा नेि रभडाना ऩुॊखडा 

खोुःमा छे. तुॊतेआ जॊगरनुॊजनालय छे के भाणव छे? [2] 

Later on, “आलण”ु of Jivaram Bhatt is drafted in the traditional 

Bhavai format. Jivaram Bhatt enters dancing with the rhythm 

and moving to and fro / swinging / rocking like an old person. 

[1] Ref: Book: Bhavai: page 199: by Dr.Sudhaben Desai 

[2] Ref: Book/Text: Mithyabhiman: page 5 : by Dalapatram Dahyabhai 
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कोयव: जीलयाभ बट्ट आयमा, जो जो जीलयाभ बट्ट आयमा, 

राकडी कय रायमा, जो जो जीलयाभ बट्ट आयमा, 

ता थेई, ता ता थेई बरा. [1] 

The playwright has made the entries of other main characters 

as per the modern play by introducing their “आलणा”. 

In the “अडला – लाि णमानो लेळ”, the foolish „Adavo – अडलो‟ who is 8o 

years of age behaves like a mad man and displays like an 

obstinacy of a child. 

नामक: आलुॊन कयाम, ऐ तो तभायी फामडी छे, एटरेधीयेयशीनेएनेएभ 

ककशमे “नेनाॊ नेनाॊछोकयाॊनी भाॉनेभायी लशु! भनेनालानुॊऩाणी आऩ.” 

लाि णमो: ऩत्नीन े“नेनाॊ नेनाॊछोकयाॊनी लशुनेभायी भाॉ! भनेनालानुॊऩाणी 

आऩ.” 

नामक: अयेएभ न फोराम, ऐ तायी भाॉके‟दाडानी थई. जो आभ फोर. “नेनाॊ 

नेनाॊछोकयाॊनी भाॉनेभायी लशु! भनेघी चोऩड़ी नेयोटरी आऩ.” 

लाि णमो: “नेनाॊ नेनाॊछोकयाॊनी लशुनेभायी भाॉ! अयेबूल्मो, बूल्मो, भायी भाॉ 



नेनेनाॊ नेनाॊछोकयाॊनी लशु, भनेघी चोऩड़ी नेयोटरी आऩ तो शूॉ 

खऊ.” 

नामक: तारॊ  काऱुथाम तारॊ , एभ  ्ना फोराम अबाि गमा. [2] 

From the point of view of entertainment, „Rangalo‟ is an 

important character. He is well familiar with all the 

[1] Ref: Book/Text: Mithyabhiman: page 8 : by Dalapatram Dahyabhai 

[2] Ref: Book: Bhavai: page255: by Dr.Sudhaben Desai 
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happenings and events of the „Vesh‟. He is a character who 

projects variety of emotions, likes to comment satirically, to 

advice, to provide information, to make fun of somebody. 

Rangalo in „ि भथ्माि बभान‟ is a character who is present from the 

beginning of the presentation to its end as if he is a native 

edition to that of Vidushak in Sanskrit Plays. Whenever 

required, he advises, and also with the help of jesting, jokes, 

criticism and ridicule explores overall situation of the play. 

When Jivaram enquires to such a character - „Rangalo‟ about 

his introduction, he replies that he is Jivram‟s relative. As 

such „Rangalo‟ is related with every character of the play. By 

remaining neutral, he explores the inner voice of characters 

through his comments and his presence during the scene. 

Here, representing the inner conscience of Jivaram, „Rangalo‟ 

can make claim to be his relative. 

जीलयाभ: त्मायेतुॊअभयो ववयो थाम छे? 

यॊगरो: ववयो तो लशुनो फाऩ शोम तेभाटेतभायी लशुनेऩूछी जो जेके शूॉ 

एनो फाऩ छु? 

जीलयाभ: (गुुःवेथई ने) त्मायेतुॊअभायो ळो वगो थाम छे? 

यॊगरो: आऩणेफेबाईओ छीए, बाईओ. 



जीलयाभ: ळुॊअभायो फाऩ तेज तायो फाऩ? 

यॊगरो: ना एभ नथी, एथी उरटू छे. [1] 

The above dialogues of play „ि भथ्माि बभान‟, though they are 

written to oppose the vulgarity in Bhavai, under the pretext of 

[1] Ref: Book/Test:Mithyabhiman: page 9: by Dalapatram Dahyabhai 
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comedy are manifesting the same vulgar meaning. Like in 

Bhavai, here also, such dialogues prick the noble audience. In 

traditional „Vesh‟ we can see that the dialogues are cast 

oriented. Like in “जळभा-ओडण नो लेळ”, parents of “जळभा” are 

struggling to find a match for her in their cast so that they 

can get her married. During this search, they come across 

their cast fellow and they arrange a meeting with him. During 

the discussion, we can get the cast flavoured dialogues: 

ओड २: भायेएक ि दचयो छे. रऩाऱो येड लानेउजऱो, जाणेशाि डमानी ऩाॊख, 

वात गुजयाती बणेरो नेददयमाऩाय जई भाटरी थमेरो छे. 

ओड १: भायेएक ि दचयी छे. रऩाऱी येड छे. चनि् भा नो टुकडो फोर नक्की 

कयलुॊछे. 

ओड २: देखाड. 

ओड १: फेटा जळभा ........[1] 

In Bhavai, use of colloquial language is more seen rather than 

literary language. Dalapatram has also generally used the 

day to day language through their characters in the play. 48 

years old Jivaram Bhatt has married to only 16 years old 

young girl named Jamana. As Jivaram Bhatt being night-blind 

is unable to see at night but to hide this defect he pretends in 

hypocrisy that he can see. In the second scene, Jivaram Bhatt 



proceeds to visit his in law‟s village but forgets the path and 

due to this is wandering in the farm fields. Getting the 

evening time, now he cannot see and he thinks now he will 

get exposed. This time two shepherds namely Bijal and 

[1] Ref: Book: Bhavai: page 407: by Dr.Sudhaben Desai 
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Pancho are collecting their buffalos to their home. Here 

Dalapatream has used the colloquial language of Saurashtra 

region of Gujarat through which their cast is revelaed that 

they are shepherds. Thus Dalapatram has applied language as 

per the characters: 

ि फजर: अल्मा ळुॊकेव? ऩाॊचा ळुॊकेव? 

ऩाॊचो: अल्मा उबो यशेतो खयो एभ नाशी ळुॊजाम छे? 

ि फजर: शाल्म, फेक उतालऱो शाल्म. 

ऩाॊचो: अल्मा तायी बेंशो च्माॊव?े 

ि फजर: ऐ उपयाॊटेभायगेथइ नेगाभ नी बागोऱ ऩुगी शळ.े तायी बेंशो च्माॊव?े 

ऩाॊचो: भायी बेंशो तो भशाि णमा भाधेल कनेऩुगी जळ.े [1] 

Similarly, in “ि भॊमा ना पायव” Kutub khan‟s Muslim character is 

revealed through his dialogues: 

लाघजी: तभेऩयण्मा छो के कुॊ लाया छो? 

हुतुफखाॊ: अफी गई वार भें शभनेळादी कीना शै. 

लाघजी: तभायेऩयणता कोई खयच थाम के? 

कुतुफखाॊ: तभायेरोक भें जात बात जोता शै, औय ऩैवा रगता शै, रेि कन 

शभाया भें तो भयद की अच्छी ि ळकर देख के ओयत आऩ वेि नकाश 

कयनेकु भॊगती शै. उव वफफ वेकुछ ऩैवा नशीॊरगता. [2] 

When Dalapatram wrote this play, the influence of the 



western play was predominant in our country. There was an 

[1] Ref: Book/Text: Mithyabhiman: page 14: by Dalapartam Dahyabhai 

[2] Ibid:page 75 
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impression of European drama on Gujarati Theatre. 

Specifically Shakespeare and Moliere‟s play had their effect on 

our theatre. During that time, Dalapatram tried to bring in 

Gujarati identification through his plays which is demands for 

an appreciation. 

Sometimes, in traditional folk Bhavai, the dialogues are 

planned in prose and poetry format, with a view to keep the 

plot loose and languid. For example: Bhavai “रारफटाउ छेरफटाउनो 

लेळ”, रारफटाउ (also called छेरफटाउ) is a military general appointed 

by the emperor of Delhi. The emperor sends him along with 

the soldiers to the South “दख्खन” for the war with the South 

Region. During the journey, he falls in love with “भोशना” - the 

queen of Ahmednagar due to which forgets his official duties. 

On being informed about the laxity of the general, the king 

orders and sends an officer-„ऩेग‟ to Ahmednagar to fetch 

“छेरफटाउ” with whom, his dialogues are in prose: 

ऩेग: तुभ क न शो? 

छेर: भैं छेरफटाउ. 

ऩेग: ऩकडता शूॉ. 

छेर: भैं छेरफटाउ नशीॊशूॉ, वुताय शूॉ. 

ऩेग: जल्द वेभेखा फना दो. 

छेर: भैं वुताय नशीॊ, छेरफटाउ शूॉ. 

ऩेग: शभ वयकायी ऩेग शैं, पयभान शै, ऩकडता शूॉ. [1] 



[1] Ref: Book: Bhavai: page 285: by Dr.Sudhaben Desai 
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Thus, similar to the traditional Bhavai, in a farcical type play 

„ि भथ्माि बभान‟, Dalapatram has applied all tricks through 

situational language to create laughter in the audience. The 

harmonious prose with use of colloquial language helps in 

advancing the plot development. 

The night blindness of Jivaram Bhatt is not hidden to 

anybody, when he is going to bring his wife from her parental 

home. Sheppard – Bijal „ि फजर‟ and Pancho „ऩाॊचो‟ also know 

about it so they make Jivaram to hold the tail of female calf of 

buffalo belonging to his father in law, but the calf falls in the 

ditch and the tail of the calf goes off his hands so he also falls 

in the ditch. Because of this, Jivatam Bhatt has to pass the 

whole night in the ditch. 

In the first scene of the second act, the locale is that of 

Raghunath Bhatt‟s house. Raghunath is teaching Ved-path to 

his son and as son is not pronouncing them correctly, 

Raghunath beats him. During this Rangalo enters and informs 

him about the arrival of Jivaram Bhatt to the precincts of 

village. 

यॊगरो: आलो राडू बट्टजी. 

यघुनाथ: केभ छे रामक रउला? 

यॊगरो: ठीक छे काका कउला ..... 

यघुनाथ: काॊई वॊदेळो वायो? 

यॊगरो: आलेजभाई तभायो. 
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यघुनाथ: केभ आलेछे चारी? 



यॊगरो: ऩाडी नुॊऩूॊछ झारी. 

यघुनाथ: ळा काभेआ लाटे? 

यॊगरो: लशुनेतेडला भाटे. [1] 

The Pancho „ऩाॊचो‟, on the way for dinner, also gives information 

about the arrival of son-in-law. Due to delay in arrival of their 

son-in-law, the mother-in-law „देलफाई‟ is worried and hence 

summonses his son Somnath and husband Raghunath to find 

out the son-in-law. 

Dalapatram unlocks the play through the scene of Rangalo & 

Raghunath. Here Rangalo is playing double roles – one that of 

Sutradhar in which he interlinks the situation in progress of 

the play and of another that gives information about the 

arriving guest „Jivatam Bhatt‟ through his dialogues with 

Raghunath. 

We generally see pun in the traditional Bhavai which clarifies 

the reality. 

For example: In „Juthan no Vesh – जुठण नो लेळ‟, Juthan arrives 

riding on an elephant and a horse, to see his wife. On seeing 

this, his wife sings a song having pun: As referred in 

‘chapter 1-Tulaji’ on page 21. 

[1] Ref: Book/Text: Mithyabhiman: page 26, 27: by Dalapartam 

Dahyabhai 
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In the second act, Dalapatram has mentioned about the then 

prevailing wrong social traditions through the dialogues 

between Ganga & Jamana, in which sacrifices of the young 

daughters, in the name of honour and family prestige are 

exposed. Jamana, who is the victim of the hypocrite and 

orthodox society, expresses her deep sorrow and pain to 



Ganga in these words: दशाड़तेो आऩणेभराजाभाॊयशेलुऩड़आेनेयातेतो कळुॊ 

देखेज नशीॊ. आऩणेगभेतेला घयेणा के बयत बयेरा रुगडा ऩशेमाय ्शोम, ऩण तेळुॊ 

फाऱलाना? [1] On adding to the vanity/ false pride of her husband 

she says: “जीलयाभ बट्ट वाॊज ऩडमेफायणुफॊध कयी घयभाॊऩेवी जाम नेकोई 

भऱला आलेतो कशेलडालेछे के याऽ ेअनुष्ठान कयेछे.” [1] 

Thus, due to his attitude of false pride, Jivaram Bhatt hides 

his physical defect of night blindness. Ganga, on comparing 

this with her husband says: 

गॊगा: भायो धणी तो भनेकशेछे के शूॉतनेकोई कोई लखत थोड़ी थोड़ी यकभ 

आऩुतेतुॊवाचलीनेयाखजे; केभके खयी लखत काभभाॊआल.े ऩछी 

घणीक लाय एक रऩैमो, फेरऩैमा आऩीनेकशेळकेे रेआ याख, रेआ 

याख्म. [1] 

Thus, Gabga says she is happy with her husband whereas 

Jamana says her husband does not give anything. This is said 

through pun: 

[1] Ref:Book/Text:Mithyabhiman:page34,35,36,:by Dalapartam 

Dahyabhai 
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जभना: रेयाख्म याख्म तुज लल्रब लाणी दखे, 

रेयाख याख, भुजनेबयथाय बाखे; 

वोंऩेतनेशयखथी ळुब शाय  ुःलाभी, 

शूॉतो शलेभुज वऩतथी शामय ्ऩाभी. [1] 

Here the pun of the words „याख्म‟ means „keep it‟ and „याख‟ 

means „ashes‟ & „शाय‟ means „necklace‟ and „शामय‟् means 

„defeat‟. The creativity of the poet / playwright is brightly 

revealed here in these dialogues. 



In the traditional Bhavai, pure jesting is seen in the serious 

subjects like marriage. For example: in “जळभा-ओडण नो लेळ”, 

Jashama - daughter of the „ओड‟couple is now grown up so her 

parents are worried for her marriage. They create light 

atmosphere through jesting during their discussion about „how 

their son in law should be? 

ओड: जळभा नेकेटरा लयव थमा? 

ओडण: वत्तय लयव...... भुरयतमो लीव लयवनो जोइए. 

ओड: फेदव दव लयवना ना चार?े 

ओडण: आ गधाडा वाथेयशी यशीनेतभायी अक्कर एभना जेली थाई 

गई छे. [2] 

In the play, Dalaparram is portraying the tragic situation of 

the daughter‟s parents. Locale of the third act is the village 

[1] Ref: Book/Text: Mithyabhiman: page 37: by Dalapartam Dahyabhai 

[2] Ref: Book: Bhavai: page 406: by Dr.Sudhaben Desai 
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outskirts. The father-in-law Raghunath and the brother-in-law 

Somanath arrive to the outskirts in search of their son-in-law 

– Jivaram Bhatt and they behold that Jivaram Bhatt is 

sleeping in the pit. They awake him and request him to come 

home but Jivaram is not ready to come because his ego is 

hurt due to delay by his father-in-law and brother-in-law in 

his reception. Somanath and Raghunath pacify him a lot 

however, Jivaram arrogantly replies to them: “आ बलभाॊतो शल े

तभायेघेय अभायेऩाणीए ऩीलुनथी, केभके अभेआकया वभ खाधा छे.” In reply 

Raghunath says: 

यघुनाथ: चारो, चारो शलेतभनेकोई आॊधऱो कशेळनेशीॊ. 



जीलयाभ: अभायेतो तभायेघेय आललूनथी. तभेफोरो तो ... तभने 

तभायी जनोई ना वभ. 

यॊगरो: आ    ाहभणनी कोटभाॊजनोई ना शोत तो ि फचायो ळनेा वभ खात? 

वोभनाथ: उठो, उठो फोरो तो तभने ाहभणना वभ. [1] 

Ultimately, swearing for each other and after giving Rs. 20/- 

bribe (as a gift for turban) they succeed in convincing 

Jivaram. They tolerate Jivaram‟s ungraceful gestures just 

because he is their son-in-law. This tragic and painful 

situation of the bride‟s family is exposed in a hilarious manner 

by Dalapatram. 

Further, in the 4th act, Jivaram Bhatt is at his in laws‟ house. 

[1] Ref: Book/Text: Mithyabhiman: page 42,43: by Dalapartam 

Dahyabhai 
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In the scene, mimicry is shown about his Sanskrit language. 

Somanath comments while Jivaram is bathing with the 

buffalo‟s urine: “अये! ऐ भेरा शाॊल्राभाॊतो बेंवनुॊभूतय शतुॊ. उना ऩाणीनुॊतो ऩेरू 

उजऱुशाॊल्रूछे.[2] Hiding the mistake, Jivaram replies: “अभनेळयीये 

रुखव थाई छे, भाटेलैदेकहमुॊछे के  ूथभ बेंवनाॊभूतयेनशाईनेऩछी उनेऩाणीऐ 

नशालु, एटरेरुखव भटी जळ.े तेती अभूेथभ बेंवनाॊभूतयेनाहमा. शलेउनेऩाणीऐ 

नशाईळुॊ.” [1] 

During dinner time, Jivaram sits with his face towards the 

wall, hence the she buffalo eats his sweet dish „Kansar‟ (sweet 

dish made of broken wheat or flour and molasses cooked in 

water). Second time when Jivaram realises about it, he kicks 

his mother-in-law thinking that it is buffalo: 

देलफाई: अययय ! भुई आ दीकयी, नेभुओ आ जभाई. भायो दाॊत ऩड़ी गमो. रोशी 



ि नकळ्मू, थूथूथू ! [2] 

Later, while explaining the meaning of Sanskrit word “याभो 

रआभणभ लीत” to Somnath, Jivaram creates the hilarous 

laughter by interpreating याभो as lod Rama, रआभण as 

Lakshman, भ ि लत as Sita and ÔतÕ as hanuman. 

जीलयाभ: एभा कोई कठण अथय ्नथी, याभो एटरेयाभ, रआभण तेरआभण ने 

भ ली तेवीता. [3] 

[1] Ref: Book/Text: Mithyabhiman: page 57: by Dalapartam Dahyabhai 

[2] Ibid: page 61 [3] Ibid: page 67 
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By interpreting the letter “त” as Hanuman he receives 

encouragement from Rangalo. 

यॊगरो: ळाफाळ! ळास्तय ्ी फाला ळाफाळ! आला ळास्तय ्ी तो काळीभाॊऩण नशी शोम. [1] 

In the 5th act, Dalapatram, narrates one farce (as an 

interlude), in which Vaghaji Rajput and Kutubkhan meet each 

other in jungle unknowingly, Kutubkhan is from Delhi and he 

is very proud of his handsomeness. On enquiring about his 

family he says he has seventeen brothers but during the fight 

with Koli‟s they all got dispersed. On asking his name, 

Kutubkhan says - भार नाभ “ऩाॊच वात वाऩोि रमा, दवे-फायेशाथी, औय दव 

फीव फाघखाॊ” further travelling in the jungle, Kutubkhan gets 

thirsty hence moves to a “लाल” (large well with steps leading 

down to water), but quickly returns and says there is a tiger in 

the „VAV‟. Actually he believes the sound of frog as that of 

tiger. At the end though he gets defeat in the duel (wrestling) 

with Vaghaji, he is not ready to accept it. 

When this play “ि भथ्माि बभान” was written, the effect of western 



drama was already there on the Gujarati Professional Theatre. 

In the Europe and specifically in England, “Interlude” types of 

plays were very popular. Its format was that of the farce. This 

was performed during the interval of the main full length play 

[1] Ref: Book/Text: Mithyabhiman: page 68: by Dalapartam 

Dahyabhai 
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and its purpose was to give some relief to the audience by 

diverting their serious mood /attention from the main play. 

However, Dalapatram‟s play “ि भथ्माि बभान” itself was like a 

farce hence purpose of incorporating similar type “ि भमाॊनुॊपायव” 

is not understood. The necessity to put this scene in the play 

is not getting accomplished. 

The application of languages other than Gujarati by the 

characters is also seen in the folk drama Bhavai i.e. in “काफा नो 

लेळ”. Here the Gangapari Brahmin kills the Kaba on the way 

through his spell as Kaba has robbed him in the journey. But 

when the Nayak questions him about who will perform the 

funeral of this Kaba, he replies arrogantly but at last on the 

insistence of Kaba‟s wife “Kabi” he again spells some words 

and makes Kaba alive. 

नामक: शलेभयेरा नेभायना फेि शजडा ! अफ उवकी ि फमा कय, मेतेया फाऩ तो 

ि शॊदशैू. अलगतीमेजळतेो ऩेरो तनेज लऱगळ.े 

   ाहभण: इवकी ि फमा क्मा करॉ ? मेभेया लडदादा रगता शै? 

नामक: इवकी फामडी फशुत जफय शै. तेयेको भाय डारेगी. वुन लो आ यशी शै.[1] 

In the play “ि भथ्माि बभान” also the application of Hindi language 

is seen. In the first scene of act six, Jivaram Bhatt wakes up 

at night to go to urinate and his leg falls on his mother-in-law. 



His mother-in-law “Devabai” doubts a thief in her house so 

shouts loudly “चोय – चोय”. This alerts everybody around and 

[1] Ref: Book: Bhavai: page 363: by Dr.Sudhaben Desai 
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they beat Jivaram thinking he is the thief and hands him over 

to the police. 

In the police station, police enquires with the Devbai what is 

stolen etc: 

ि वऩाई: तुभायी कुछ भारभता गई शोम वो अफी कशो. ि कतनेरऩैमेकी भता 

चोयाई? 

देलफाई: अयेबाई, अभायी एली चीज रई गमा के फेशजाय रि ऩमा खयचता ऩण 

भऱेनशी. 

ि वऩाई: अच्छा भैजभादायको कशुॊगा. 

देलफाई: तेचोयनेऩकड़ीनेरई गमा? 

ि वऩाई: उवकु अफ काची केदभें यखेगा औय खूफ भाय भायेगा, तफ चोयीका 

भार कफूर कयेगा नशीॊतो वारा कबी भाननेलारा नशीॊ. [1] 

In day to day life, many a times we make use of languages 

other than Gujarati especially when either we want to show 

our supremacy on other or want to be sure of something. 

Dalapatram has also used Hindi language for the character of 

„ि वऩाई‟ as he wanted to show his authority to Devbai and to 

collect the information about the stolen material. Thus, 

Dalapatram has made good use of Hindi language in this play, 

which we can very well see. 

In the act seven, the police officer interrogates Jivaram Bhatt. 

During the inquiry, Jivaram Bhatt informs that he is son-in- 

[1] Ref: Book/Text: Mithyabhiman: page 98: by Dalapartam Dahyabhai 
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law of the Brahmin Raghunath. Surprisingly, Raghunath and 

Somnath do not doubt about their missing son-in-law, but 

such things are common in Bhavai. 

Generally, in traditional Bhavai, taunting remarks on the 

economy of the society and the wrong customs are made to 

expose them before the society. It‟s a salient feature of Folk 

Drama that the observations and evaluations on each event of 

the society are witnessed impartially. It is evaluated putting 

before the audience its bright and dark sides. Thus Bhavai 

achieves its main goal of creating social awareness. 

Through the Bhavai “अडला लाणीमा नो लेळ”, we can understand 

from the opening scene that the main character “अडला लाणीमा” 

has much proud about his wealth. In the society also, money 

is very important. The status of any person is decided on the 

basis of his richness even if that wealth is earned through 

unethical and wrong ways. The normal worldly affairs are also 

decided on the basis of the money. “अडलो लाणीमो” is also a 

member of such society hence his behaviour is full of such 

pretentiousness. 

अडलो: शा शा ऩाॊच ळुॊदव राख नो चेक आऩुॊ. तुॊवभजेळुॊ? अभायाभाॊतो 

लधायेलाय देलाऱुकाढमूॉशोम तो ज कन्मा भऱेननशतो लेलाई कशेळ े

आनी ऩावेतो कॊ इ नथी वभज्मो? 

नामक: अल्मा, तभायाभाॊआलो ि यलाज? [1] 

[1] Ref: Book: Bhavai: page 248: by Dr.Sudhaben Desai 
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Dalaparram has also exposed this aspect of the society by 

creating a satire on the corrupt practices in “ि भथ्माि बभान”. 

Hehas created a scene in which he has used the humour of 



Bhavai with a view that the drama company who is playing 

“ि भथ्माि बभान” is not exempted from getting the benefit of the 

bribe that the police officer collects from the thieves. 

यॊगरो: (वबा फाजुजोइने) आ गाभना पोजदाय वाशेफ के तेभनाॊकायकुन कोई 

आटराभाॊछे के? (नजय ऩडता) केभ वाशेफ, तभनेऐभाॊथी काॊइ 

भऱलानुॊखरॊ के? जो भऱलानुॊशोम तो तेभाॊथी आ नाटक भॊडऱी 

ऊऩय ऩण कॊ इक भशेयफानी कयजो. [1] 

While proceeding towards the end of the play, the police 

officer fails to get confirmation from Jivaram Bhatt that he has 

done the stealing / theft. Looking to this failure of the police 

officer, Raghunath and Somnath in their dialogues comment 

that ”एतो आ जभादायनेचोयेराॊच आऩी शळनेेपोजदायनो ऩण ऐभाॊबाग शळ,े 

तेथी पोजदाय ढीरुभुके छे.” [1] 

Through this scene the playwright throws light on the evil of 

corruption prevailing in the society and in that connection only 

he makes Rangalo to speak this dialogue. 

In other Bhavai Veshas, foreseeing the future happenings are 

also seen. This type of satirical speeches are very easily 

uttered by the characters which though are not attentively 

[1] Ref: Book/Text: Mithyabhiman: page 104: by Dalapartam Dahyabhai 
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heard by the audience at that time but later are becoming 

very important in different context. For example: In “झॊडा झुरण 

नो लेळ”, “झॊडो” is an administrative police officer “कोतलार” His 

dialogues with the character “डागरा” reveals that he seems to 

be having a good character: 

रि ऩमेका यमाज भत खाना 



ऩयस्तय ्ी शाथ ना रगाना. [1] 

Later in the traditional Bhavai, “झॊडो” develops an illicit 

relationship with „तेजा‟- a young wife of aged ÔअडलोÕ. Due to his 

this relationship, the society condemns and insults him. 

Insulted “झॊडो” at last becomes fakir. 

In the traditional Bhavai, some of the characters indirectly 

represent specific class of the society. In the play 

“ि भथ्माि बभान“playwright “Dalapatram” has created such 

characters. Specifically the main character of “जीलयाभ बट्ट” is 

portrayed as conceited (having false pride). The character 

“जीलयाभ बट्ट”, who generally defines the act of sleeping as a 

yogic posture “ळफावन” (the posture of a dead), really becomes 

as good as dead “ळफ”, when gets caught as thief and is 

strongly beaten by the police. Thus his saying becomes true 

which the character “Rangalo” in the form of his sub- 

[1] Ref: Book: Bhavai ma Alienation: page 38: Dr.Bhanuprasad 

Upadhyaya. 
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conscious mind, tells him face to face. The previous dialogues 

between Rangalo and Jivaram are: 

जीलायाभ: अभेयातेआभ ळफावन कयीनेचायेऩशोय अजऩा गामऽ ी जाऩीऐ 

छैऐ (भडदानी ऩेठे वुई देखाडछेे). 

यॊगरो: आतो भाणवनी फऱती चेशभाॊलाऱलुऩड़छेे तेआवान थमुॊ. 

जीलयाभ: (उठीन)े ळास्तभाांतो यातना चायेऩशोयना जुदा-जुदा आवन कशेरा छे. [1] 

In the previous scene, Ganga – a friend of Jivaram Bhatt‟s 

wife, jokingly says ”याऽ ेजागता वूजो, चोय रोको आलीनेतभनेउऩाडी जाम 



नशीॊ.” [2] And indeed, in the darkness of night, the government 

police arrests Jivaram Bhatt believing him as a thief. 

Other examples of future indicating sentences are available to 

us. Raghunath, in the second scene of second act tells Devbai 

about the death (passing away) of “Chidanand Swamy”. 

यघुनाथ: ि चदानॊद  ुःलाभीनेतो वाषात  ूबुना ऩाऴदद आलीनेकैरावभाॊरई गमा 

शळ.े [2] 

On this making a joke, Rangalo says to Raghunath: 

यॊगरो: कोण जाणेऩाऴदद रई गमा शळकेे लगडाना ि ळमाऱला खाई गमा शळ.े [2] 

And really, next day it is revealed through “Pancha Rayaka – 

ऩाॊचा यामका” that the striped hyena was seen digging out and 

taking away the body of the buried bagger. 

[1] Ref: Book/Text: Mithyabhiman: page 54, 55: by Dalapartam 

Dahyabhai [2] Ibid: page 29 
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Thus Dalapatram, through the comic irony of the Rangalo, 

adds a new color of farsightedness in his character. 

Sometimes in traditional Bhavai, some dialogues are seen 

unnecessary but are there as a part of entertainment. For 

example: In “अडला लाणीमा नो लेळ”, the dialogues between „Adavo‟ 

and „Nayak‟ are a part of entertainment. 

In the beginning of the play, a discussion on the topic 

Marriage is shown between „Adavo‟ and his friend „Meru‟. 

They are discussing that how and when a bride selects a 

candidate amongst the two? “Adavo” is rich and has earned 

his fortune through wrong ways on which he has pride. 

अडलो: एई अशीॊऩाॊच राखनो आयावुयभाॊचेक पाडी आऩु, वभज्मो? 

नामक: पाडी आऩनेबाई तो भाडभाॊजाजयानी यमलुःथा थाम. आतो छेक 



डुॊगय उतयीनेजॊगर जलुॊऩड़छेे. [1] 

The dialogues which Dalapstram has placed in the play 

through Rangalo, seems vulgar if we see it separately 

however, in the play they appear like simple fun which is a 

characteristic of Bhavai. As for examples: 

“ि दगॊफयावन कयी देखाडो ने” (अॊक:४  ू-१,ऩ-ृ५५) 

“त्मायेतभायो वाल्रो के घाघयो काढी आऩो” (बोजन  ूवॊग – ऩ-ृ५९) 

“ऩण ऩेरो ऩाडो भुतयेछे तेजईनेऩीओ” (अॊक:५,  ू-१, ऩ-ृ७८) [2] 

[1] Ref: Book: Bhavai: page 248: by Dr.Sudhaben Desai 

[2] Ref: Book/Text:Mithyabhiman:page 55,59,78: by Dalapartam 

Dahyabhai 
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In the traditional Bhavai, character‟s attitude, psychology, 

characteristics and qualities etc are revealed to the audience 

making use of the poetic meters / verses like „दोशया‟, „चोऩाई‟ etc 

in the implied language of dialogues. Here are some 

examples: At the end of the “अडला लाणीमा नो लेळ”, the 

personality of the character „Adavo Vanio‟ is indicated through 

the poetic meter / verse „Dohara – दोशया‟: 

लनृ्द: चतुय को ि चॊता घणी, भुयख कु वुख याज, 

बरी फुयी जाणेनशीॊ, ऩेट बयण के काज. [1] 

In the play, Rangalo who is a mouth piece of playwright 

speaks this „दोशयो‟ to indicate the vanity nature of Jivaram 

Bhatt: 

यॊगरो: जेऩावेजन ऩूणताद, तेन कदी पुराम; 

ऩूयो घट छरकाम नशीॊ, अधुयो घट छरकाम. [2] 

In “अडला लाणीमा नो लेळ”, another mood indicating„दोशयो‟ sung by 



the chorus: 

लनृ्द: चतुय की राताॊबरी, जरो भुयखवेफात, 

रातों वेवुख उऩज,े लातों वेघय जात. [3] 

Here, Devbai asks her husband and son to go and receive 

their son-in-law – Jivaram Bhatt: “अये, जाओ, जाओ, क्माॊम लगडाभाॊ 

ऩड्मो यशेनेजनालय भायी नाॊख,े तो न्शानऩणभाॊथी आऩणी जभनानो बाल फगड”े. 

[1] Ref: Book: Bhavai: page 249: by Dr.Sudhaben Desai 

[2] Ref: Book/Text:Mithyabhiman:page 18: by Dalapartam Dahyabhai 

[3] Ref: Book: Bhavai: page 249: by Dr.Sudhaben Desai 
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यॊगरो: जभनानो बल फगडी चुक्मो छे, शलेळुॊफाकी छे? [1] 

Thus, Rangalo sings a „दोशयो‟ that indicates inner pain of 

Jamana: 

यॊगरो: अॊतयनुॊद:ुख अलयन,े कशेताॊकशी न ळकाम; 

भुके ि नवावा भुख थकी, योताॊयजनी जाम. [2] 

For the sake of projecting the correct personality and attitude 

of Jivaram Bhatt, the playwright Dalapataram has made use 

of the poetic meter / verse of „दोशयो‟ at many places in the 

play. He has shown that how much, a simple family of 

Raghunath and Davbai has to suffer due to vanity of Jivaram 

Bhatt. Jivaram Bhatt, in the process of hiding his disability, 

commits more & more mistakes and creates difficulties for his 

wife‟s family. Looking to the serious side of the play, above 

„Dohara – दोशया‟ are appropriately used and they enhance the 

sentiments of Jamana. 

We also can see application of the poetic meter “चोऩाई”. In 

“अडला लाणीमा नो लेळ”, the “चोऩाई” verse / poetic meter is applied 



during intellectual / thoughtful discussion between “Zando - 

झॊडो” and “Dagalo - डागरो”. 

वफका एक शैअल्रा, बरा भन शोमगा बरा, 

ग्मानी वो यशेगॊबीय, मेतो अभय ऩीय का भीय. [3] 

[1] Ref: Book/Text:Mithyabhiman:page 32: by Dalapartam Dahyabhai 

[2] Ibid: page 33 

[3] Ref: Book: Bhavai: Page 266: by Dr. Sudhaben Desai 
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Dalapatram has employed the verse “चोऩाई” in the second 

scene of first act during the first meeting between Rangalo 

and Jivaram Bhatt where Jivaram Bhatt asks Rangalo if he is 

his relative. 

जीलयाभ: आ अभाया ववयाना गाभनी वीभभाॊतेअभार नजदीकनुॊवगुॊकोण 

छे? ळुॊतुॊ 

अभायो वाऱो छे? 

यॊगरो: तभायो वाऱो तो तभायी लशुनो बाई शोम तेळास्तभाांऩण कहमुॊछे के: 

“शीॊगऱानो यॊग यातो शोम, नेकोमारानो यॊग काऱो, 

बोजो बगत एभ  ्बणेजे, लशुनो बाई तेवाऱो”.[1] 

At the end of the play, the false pride / vanity of Jivaram 

Bhatt is flattered down after getting deadly beating from the 

police officers. True understanding is developed which brings 

harmony in the behaviour. Rangalo advises audience about 

likeliness of fatal results which Jivaram Bhatt gets due to his 

nature of vanity. 

यॊगरो: जेसभत ऩीछे उऩजे, तेसभत आगेशोम; 

काज न ि लनवेआऩनो, दजुनद शवेना कोम. [2] 

Traditional Bhavai troupes were performing their shows 



travelling from town to town. During the performances, actors 

used to add the dialogues incorporating the local names and 

incidences. Names of the local celebrities and personalities 

[1] Ref: Book/Text:Mithyabhiman:page 9: by Dalapartam Dahyabhai 

[2] Ibid: page 113 
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were taken in the dialogues appropriate to the scene in the 

play. 

In the Bhavai “जूठण नो लेळ”, the actors improvised the 

dialogues. For examples, when they performed in Vadodara, 

Juthan incorporated the name Vadodara in his dialogue. 

जूठण: अयेभेयी फीली देखी बाई? 

नामक: इधय तो नशीॊि दखती. (फामडी ना भऱता जूठण यडछेे). क्मूॉयोतेशो 

बाई? 

जूठण: फातोंभें फडोदा खोमा, ऐवेबाई, फातों भें भेयी तो फीली बाग गई. [1] 

Thus, the local names were incorporated in the dialogues at 

different places. Actor was allowed to make such changes 

easily as and when required. 

Such extempore additions were made effortlessly in 

traditional Bhavai but in “ि भथ्माि बभान”Dalapatram has done this 

deliberately hence he has mentioned at many places to use 

the name of the place and dignitaries like village masters, 

social leaders, doctors etc of the place where it is being 

performed. 

In the eighth act, Jivaram is shown on deathbed and doctor is 

called about whom Raghunath and Sonmnath are discussing: 

[1] Ref: Book: Bhavai: page 241: by Dr.Sudhaben Desai 
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वोभनाथ: आऩणा ळशयभाॊि ऽकभरार लैद्म लखणाम छे, तेनेफोराली रालुॊ? [1] 



Here name of the local doctor is uttered where it is 

performed. Like in Bhavai, here also praises are said about 

the Jamnagar doctor “अॊफाळॊकय” who has settled here since few 

years migrated from Jamnagar. 

यघुनाथ: तेकयताॊऩेरा जाभनगयना लैद्म अॊफाळॊकय थोडा लऴय ्थमा अशीॊ 

आलीनेयशेरा छे, तेलधायेशूॊि ळमाय गणाम छे. घणेठेकाणेथी तेभने 

आफर भऱी छे, तेभनेफोराल. [2] 

The play “ि भथ्माि बभान” is created using the same skills of 

communications due to which the traditional Bhavai has 

earned its popularity. 

In the last – eighth act, repentance for his false pride, Jivaram 

Bhatt says: “जेठेकाणेभाया ळयीयनो िअग्नदाश कयो, तेठेकाणेभायो भयण  ुःतॊब 

चणालो. तेभाॊएक आयवना ऩथयाभाॊशूॊकशुॊतेफाय दोशया कोतयालला, तथा कागऱोभाॊ 

छावऩलनेगाभेगाभ ऩशोंचाडला के जेथी वशुना जाणलाभाॊआलेके जीलयाभ बट्टनो 

जील ि भथ्माि बभानथी गमो.” [3] 

At the end, thanks are given to Govindaji of Kutchchh. 

Anantrai Raval has appropriately mentioned in the preface of 

the publication of the play “ि भथ्माि बभान” that “There is a triple 

[1] Ref: Book/Text:Mithyabhiman:page 111: by Dalapartam Dahyabhai 

[2] Ibid: page 112 [3] Ibid: page 123 
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effect i.e of Sanskrit plays, English plays and Traditional 

Bhavai which is seen in the play „Mithyabhiman‟. The Nandi – 

नाॊदी (invocation of deity at the commencement of work) in the 

beginning, the character of Sutradhar – वूऽधाय, the ि लॊकॊ बक 

(opening part of an act in which actor narrates incidents not 

exhibited on stage) and the बयत लाक्म (last verse or verses in 



drama as sort of benediction that the वूऽधाय utters in 

concluding the play), sutradhar‟s blessing words of advice for 

the society and the poetic, educative & suggestive sentences 

having essence of the play - all these are the characteristics 

of the Sanskrit play. The formation of Acts and various scenes 

are the characteristics of the English plays. The plot‟s 

differentiations and scene planning has the effect of both 

Sanskrit and English plays whereas the farcical treatment and 

the formats for creating laughter has the mix effect of 

traditional Bhavai form and Sanskrit plays”. [1] 

Thus, Dalapatram has consciously made all the efforts to 

focus the social problems and create social awareness by 

applying the Bhavai elements like the prologue, the Nandi 

„नाॊदी”, Aavanu “आलाण”ु, Forcasting Signals, Clean Humor and 

character oriented Language etc. Through his play 

“ि भथ्माि बभान”, he has projected flowing social problems: the 

mis-match of married couples (कजोड़ा रग्न), importance not 

[1] Ref: Book/Text: Mithyabhiman:page 49 & 50: by Dalapartam 

Dahyabhai 
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given to the welfare of the bride instead given only to social 

status & prestige of the groom, and thus the mishappenings 

created lateron due to such false pride prevailing in the 

society. 

*-*-*-*-*-*-*-*-*-*-*-*-*-* 
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CONCLUSION 

At the end of the first chapter, when we make comparative 

study of both these plays “ि भथ्माि बभान” and “तुऱजी लैधियमचऽ”, on 

one side, we feel the effect of western drama on the Guajarati 

Professional Theatre. Whereas on the other side, Dalpatram 



and Narmad, took separate routes other than the present 

trends of the Gujarati Professional Theatre with the aim to 

create social awareness and eliminating the vulgarity from the 

Bhavai. This era in the Gujarati literature is known as 

„Reformation Era‟. Due to their contributuion in the Guajarati 

literature, this era is also known as „Dalpat-Narmad Era – 

(1845 – 1886)”. Basically both Dalpat and Narmad were poets 

and on getting the chance, they wrote plays “ि भथ्माि बभान” and 

“तुऱजी लैधियमचऽ”, applying elements from Bhavai. Under the 

prevailing circumstances, the natural / obvious attention is 

not paid to these plays. For example, Dalpatram wrote the 

play “ि भथ्माि बभान” in 1870; however its systematic 

performance was made in 1955 only. The reason behind this 

is the popularity of the western play styles and the dislike for 

the vulgar elements of Bhavai. Due to this the learned and 

elite class members of the society were not attending these 

performances. 

Both, Dalpatram and Narmad did not create these plays 

keeping in view about its future, but have done it unknowingly 

as they had no other traditional form available. The only 
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available form was that of Bhavai so its impression / influence 

is seen. Today, we can see that the indigenous Theatre which 

we are looking for was already founded by Dalpatram and 

Narmad unknowingly. Later, learned personalities like C. C. 

Mehta and R. C. Parikh, using their presence of mind, applied 

Bhavai elements in meeting the demand for indigenous 

Gujarati Professional Theater. 

END OF CHAPTER 1.__ 
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Chapter 2: 

Post Gandhi Era: 

Preface: 

In Gujarati Literature the era from 1887 to 1905 is known as 

„Sakshar Yug - वाषय मुगÕ or „Pandit Yug - ऩॊि डत मुगÕ. Gujarati 

Professional Theatre, instead of remaining stagnant to 

Mumbai, expanded its boundaries to the cities like 

Ahmadabad, Surat, Vadodara etc. Looking at the profit in the 

business of Theatre profession, many businessmen jumped in 

this field and established Drama Troupes. Under this flow 

competitive atmosphere was created on the Gujarati 

Professional Theatre. To remain in the competition the troupe 

owners applied various devices and to fulfil them they were 

modifying the subject for a better dramatic form of the play 

hence demand for creative playwrights increased. 

During this period, the literate people like Ranchhodbhai 

Udayram expressed his displeasure for the Bhavai by writing 

respectable plays which were socially viable. Though 

Ranchhodbhai wrote respectable plays in protest of unethical 

utterances, vulgarity etc, and the same cheap elements 

entered in the professional plays of that time,hence 

Ranchhodbhai was forced to write a play “ि नन ्ॊ धळॊग ृ ारयनऴेधक”. The 

same way, had he not shown his defaming attitude towards 

Bhavai, by writing Bhavai vesh, the Bhavai form would not 

have been disgraced at that time. The communicative power 
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in the traditional Bhavai form would have been utilized more 

productively and today‟s question for the indigenous theatre 

would have been answered years before! 

In the beginning of the nineteenth century, cinema had 



already arrived. This arrival of cinema gave big economical 

blow to the professional theatre. The boundaries obstructing 

the theatre were not affecting cinema. The engraved scenes, 

outdoor locals etc gave more realistic touch. Many drama 

troupes were closed due to lack of audience because of their 

attraction for cinema. Actors, writers and other theatre 

technicians also were attracted towards cinema and got 

employed there. Thus, in absence of the audience, the theatre 

hall started to be converted in to cinema halls. 

Increasing attraction of the cinema and the effect of the 

Second World War forced the theatre to change its visionary 

direction. Many changes took place in the audio-visual form of 

the drama. The Guajarati theatre also was not an exception 

amongst that. The initiatives were started to establish a new 

theatre in 1920, however it is not evident that it was as a 

result of the displeasure for the old theatre. 

After 1920, literary values are seen to be added to the 

Gujarati drama. An elite audience was also attracted towards 

such neat plays. Now audience was not taking a play to as a 

tool of mere entertainment but they regarded it to be a mirror 

reflection of the society. Later, listening to the constant call 
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for the search of good literature for the theatre, Ramanbhai 

Nilkanth wrote play “याइनो ऩलतद” in 1926. He wrote this play 

after getting inspired from the couplet of 500 years old vesh - 

“रारजी सभणमायनो लेळ”: the couplet is: 

”वाॊईआव ेवफकुछ शोत शै, भुज फॊदेव ेकछु नाशी, 

याइ कु ऩयफत कये, ऩयफत फगेज भाशी”. [1] 

In the play, which is written by taking inspiration from the 

couplet of a folk tale of a Bhavai vesh, the playwright on one 



hand follows Sanskrit tradition and on the other hand catches 

the influence of the European drama traditions. Thus 

incorporating both the traditions, he presented his ideas of 

social reformation and feelings of morality in the form of a 

play before the society. 

Later, Rasiklal Chhotalal Parikh found “गुजयीनो गयफो (कथागीत Ð 

Ballad)” from one issue of “Indian Antiquary” at Bhandarkar 

Institute of Pune. Looking at its dramatic capability, he wrote 

a short play named“एक कथा: ऩाॊच ि  ॉमो” which was published 

in“ ू ुःथान” magazine of 1930. 

While making comparison or observation between “याइनो ऩलतद” 

or “भेनाॊ गुजयी”, two or three similarities are seen for example: 

both the titles are full of literary values, both the playwrights 

[1]Ref: Book/Text: Rai no Parvat: Page 150: by Ramanbhai Nilkanth 
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have used original poetries of Gujarati folk culture and have 

incorporated them in the form of “Duha - दशुा” in“याइनो ऩलतद” 

and “Garaba-गयफा” in “भेनाॊ गुजयी” finding appropriate dramatic 

space while using this poetic forms. 

Looking at the influence of western drama on the Gujarati 

theatre, this was indeed an appreciative act, but people‟s 

taste was not developed for such literary plays, hence these 

plays were not accepted by the theatre. [1] 

C. C. Mehta started writing his plays making use of traditional 

elements and folk-taste. He started a crusade for establishing 

„New Theatre‟ – „People‟s Theatre‟ through his plays like 

„आगगाडीÕ and Ôधया गुजयीÕ. He wrote plays which can satisfy the 

interest of the elite and common class of the society by 



incorporating their problems and their conflicts through songs, 

music and acting. His experiment became successful. He got 

success in getting control over the mass of the society by 

creating different types of the plays than prevailing dramatic 

styles hence he is known as the founder of the „New Theatre‟. 

In spite of doing all this, questions appeared in C. C. Mehta‟s 

mind that “Why Gujarati Theatre is not creating impression / 

feeling of its own similar to that in the Bengali or Marathi 

Theatre?” Someone may also ask in reply that “Where is a 

play which completely belongs to indigenous Gujarati 

Theatre?” [2] 

[1] Ref: Book: Pratibhav: Gujarati Natakama Talapado Rang: page: 102: 
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by Dhirubhai Thakar [2] Ref: Ibid: page 104 

Chandravan Chimanlal Mehta (C. C. Mehta) was an able actor, 

dramatist and director hence in resolving these questions he 

deeply studied the traditional folk drama and the effects of 

western theatre / drama on Gujarati theatre and then gave a 

herculean try to give Gujarat a Theatre of its own. He 

eliminated the society‟s disgust for Bhavai by incorporating 

the Bhavai elements in his plays to project the contemporary 

social situation of that time. By applying the folk awareness 

and mass communication elements of Bhavai, he wrote: 

1. यॊधगरका (१९४०) ि द्लअॊकी नाटक 

2. भेना Ð ऩोऩट (१९४९) ि ऽअॊकी नाटक 

3. शोशोि रका (१९५७) एकाॊकी नाटक 

He wrote plays in all the three formats One Act, Two Act and 

Three Act. This is a notable happening because at that time 

society / people / audience were in the process of 

understanding the dramatic medium all together. By this 



action he also gave direction to the present playwrights for 

the future Gujarati Theatre and gave inspirational signals for 

its future shape. 

Curious to make new experiments, C. C. Mehta and his team 

of actors performed “यॊधगरका” on Mumbai Stage. C. C. Mehta 

created “यॊधगरका”” by taking portions from various plays i.e. 

Navalram‟s “बटनुॊ बोऩाऱु”, Ramanbhai Nilkanth‟s “नलाफनी 
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भुराकात”, friend Jyotindra Dave‟s “अळोक ऩायवी शतो” and self 

written “नभदद”. 

Gujarati plays here made progress towards a different 

presentation mode due to such new experiments. 

*-*-*-*-*-*-*-*-*-*-* 
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Chapter 2: Sakshar / Pandit Era: वाषय / ऩॊि डत मुग: 

1) Mena Popat - C. C. Mehta (1949) 

१) भेना ऩोऩट - चॊ. ची. भशेता (१९४९) 

“Rangalika : यॊधगरका” was a two act play whereas later he 

created “Mena-Popat : भेना-ऩोऩट” in1949which was a three act 

play. 

The playwright defines format of the play Ôभेना-ऩोऩटÕ/Ôशाथी- 

घोडाÕas farce swinging between „Bhand - बाॊडÕ and ÔBhavai - 

बलाईÕ. The Bhavai and Bhand are native forms of the folk 

drama establishing a direct relationship with Bhavai, we can 

see that here in Ôभेना-ऩोऩटÕ, Rangalo is commenting satirically 

on natural weaknesses of the various characters of the play. 



He also displays his acting skills as a Sutradhar and informs 

about various interwoven scenes, as also creates laughter for 

the audience through his flexible acting. 

The main plot of the play „भेना-ऩोऩटÕ is related to the fiasco 

that happens because of the over enthusiasm for the modern 

surgery in the medical science. The playwright has 

intentionally kept the character names based on animals, to 

establish the qualitative nature of the character in the play. 

„Hathibhai Ghoda – शाथीबाई घोडाÕ is a main character of this 

dramatic situation. 
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In traditional Bhavai vesh, on completion of the prologue, 

information is given to the audience about the Vesh, 

characters and their development in the play through the 

dialogues between the Nayak and the Rangalo. 

For example: see te dialogues between Rangalo and Nayak in 

the Vesh “जळभा Ð ओडण”: As repeated earlier in play 

(ि भथ्माि बभान) of chapter-1. 

नामक: शे यॊगरा. 

यॊगरो: आ लेळ कोनों ककशए. 

नामक: आ लेळ ओडनो ककशए, जळभा ओडणनो ककशए, वती जळभानो 

ककशए. 

यॊगरो: शे बाई नामक तभे फीजु तो घणु कहमुॊ शल,े आ लेळ ि लऴ ेकशो. 

नामक: जो यॊगरा वती जळभा ऩुयल जनभभाॊ एक अप्वया शटी. एक 

वतीनुॊ तऩ चऱाललाभाॊ दोऴथी ते भनख जातभाॊ जन्भी. [1] 

In the beginning of the play, the dramatist Chandravadan 

Mehta informs that the drama troupe performing “भेना-ऩोऩट” is 



well equipped. The preface is created by asking the audience 

about their health, making use of the traditional character of 

Rangalo. The rangalo, overcoming the tradition of prologue 

and making use of presence of mind becomes connecting link 

between actor and audience as Sutradhara. 

[1] Ref: Book: Bhavai: page 402: by Dr. Sudhaben Desai 
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यॊगरो: जुओ भारॊ  नाभ छे यॊगरो, 

अने शभणाॊज तभे जोळो शाि थबाईनो फॊगरो, 

नाटकनुॊ नाभ छे भेना-ऩोऩट. 

एक छे शाथीबाई घोडा, 

ऐना ऩगभाॊ नशीॊ भऱे जोड़ा. डीभ डीभ डीभ डीभ ....डीभ [1] 

Thus in the play “भेना-ऩोऩट”, Rangalo gives hint about the 

name of the play, the character, his role and prepares the 

base for the plot. At the end of the dialogue, C. C. Mehta has 

newly created “डीभ डीभ डीभ डीभ ....डीभ” in place of “ता ता थै थै”, 

typical footsteps of Bhavai. 

In traditional Bhavai, the mystery of the character is kept 

hidden. The clear mention and indication is made for the 

character entering the stage, so through the arrival“आलण”ु, the 

habitual characteristics are introduced to the audience. Every 

character entering the stage enters singing and dancing in his 

typical characteristic style or else, the singing chorus and 

musicians informs about the character to the audience. For 

example, we can see how musicians and singers sing „Aavanu‟ 

in “वयाि णमानो लेळ”: गामक लनृ्द: वयाण रईन ेआयमो वयाि णमो 

एनाॊ शाथभाॊ चऱके दशथमाय 



वयाि णमो आयमो वयाि णमो 

[1] Ref: Book/Text: Mena-Popat: page 3: by C. C. Mehta 
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Similarly, chorus also sings arrival-“आलण”ु for his wife 

“वयाि णमण”: 

वयाण रईने आली वयाि णमण 

एनाॊ शाथभाॊ वायणनो बाय 

वयाि णमण आली वयाि णमण [1] 

In the play “भेना ऩोऩट” the playwright has made entries of the 

characters using the device of “आलण”ु that of Bhavai. Here 

Rangalo announces the names of the characters and after 

entering on the stage, the characters give their own 

introduction. Thus audience gets the idea about future 

development of the characters through this device of “आलण”ु. 

शाि थबाई, भयघो, ऩोऩट, अभे ऩाॊच भऱमा ऩयभेवय 

भधुकय, भच्छय, नागयाज अभे वजीए यॊग नलेवय 

भेना, कोि करा अभे फे भऱी सवशमायी 

अभे नलमुगनी नायी, नायी, शा शा नायी. 

ऩुरऴो: तभे वकऱ ऩाऩना भुऱीमा 

स्तय ्ीओ: तभ ेभुकोने नाभभाॊ ऩुऱीमा 

भेना: शूॊ भेना आ आ... आ 

[1] Ref: Book: Bhavai: page 342: by Dr. Sudhaben Desai 
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डॉ.ऩोऩट: शूॊ ऩोऩट 

भेना: भायी अटक खयी भॊकोडी 



यॊगरो: अल्राए फनाई जोड़ी 

शाथी, नागयाज: अभे अवरी शाथी घोडा 

यॊगरो: ऩण अक्करभाॊ कॊ इ खोडा. [1] 

The flexibility of the plot is the specialty of the traditional 

Bhavai. The audience is made aware of the characters and the 

story so that the importance of the plot becomes secondary 

for the audience. C. C. Mehta also has applied “आलण”ु in lyrical 

and rhythmic verses in the play “भेना-ऩोऩट” following the 

Bhavai tradition he has made the plot flexible. In the play 

further „Aavanu‟ of Dr. Popat is made accordingly: 

यॊगरो: ऐ डॉक्टयनुॊ बुॊगऱ पूॊ को, 

शे डाक्टयनुॊ बुॊगऱ पूॊ को, 

डीभ डीभ डीभ ....... 

ता ता थै थै ता ता थै थै. [2] 

In the traditional Bhavai, the actor (Nayak) of the troupe who 

is not performing any role at that time, enters on the stage 

“चाचय चोक” and by asking questions to the newly entered 

character provides information about that character to the 

audience and also indicates what is going to happen in the 

next scene. 

[1] Ref: Book/Text: Mena Popat: page 3: by C. C. Mehta 

[2] Ibid: page 4 
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नामक: (वयाि णमान)े अल्मा तारॊ , नाभ? 

वयाि णमो: भारॊ  नाभ देलरो, बा 

नामक: आ तायी ळुॊ वगी थाम? 



वयाि णमो: ऐ तो भायी गुराफड़ी भाॊ 

नामक: (वयाि णमान)े आने आ तायों ळुॊ वगो थाम? 

वयाि णमो: ऐ तो भायो देलरो बा 

नामक: अल्मा तभ ेते धणी-धणीमाणी छो? के भाॊ-दीकयो? [1] 

In the above scene, the notable thing is the colloquial and 

rural touch in the dialogues due to which it appears more 

joyous and entertaining. 

In the play, Rangalo directly coming to the main theme of the 

play, appeals to the audience that „Hathibhai Ghoda‟ has 

severe stomach-ache hence if any doctor is available in the 

audience should immediately reach to the grand stable of 

„Hathibhai‟. Listening to this appeal, actor playing the role of 

„Mena-Mankodi‟ appears on the stage and makes catechism 

with Rangalo. Thus information about the nature of the 

character which any actor is playing is introduced to the 

audience through Rangalo. 

[1] Ref: Book: Bhavai ma Alienation: page 69,70: by Dr. Bhanuprasad 

Upadhyaya. 
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यॊगरो: भशेयफानो, वाशेफो ......... ताफडतोफ तफेराभाॊ शाजय थइ जलुॊ ...... 

भेना भॊकोडी: एई यॊगरा, दशथबाईनो फॊगरो कशेता ळी चुॊक आल ेछे? 

यॊगरो: ओ अभाया शाथीबाई घोडानाॊ धणीमाणी ऩाॊचभी लायना ऩटयाणी ि सभवव 

भेनाफाई घोडा ऩटयाणी. 

भेना: यॊगरा, भारॊ  नाभ भेना भॊकोडी छे, तो भेनाफाई घोडा केभ कहमे याखे छे? 

यॊगरो: जी शाॊ, ऐ तो तभे कुॊ लाया शता त्माये, ऩण शल ेतभे ळठे शाथीबाई 

घोडाना कामदेवय धणीमाणी थताॊ, तभे कमे ि शवाफे ि भव भेना भॊकोडी 

कशेलयाली ळको छो? 



Modern Mena replies to Rangalo like this: 

भेना: अल्मा यॊगरा, भने भायो धणी ि शवाफ न ऩूछे तो तुॊ कोण भने 

ऩुछलालाऱो? आजकर तो घणीमे जाणीती लशुओ ऩोताना नाभ ऩाछऱ 

फाऩीकी अटक चारु याखे छे. [1] 

Playwright C. C. Mehta creates fun by symbolizing Hathibhai‟s 

residence as dignified stable. People feel homely and 

comfortable with this language. The general use of the words 

by characters creates personified effect in the audience. Such 

a device is used to create awareness in the audience that this 

is a drama. On the other hand in the modern plays it is a 

customary to make use of sophisticated language in place of 

the day to day language. Such a use of language increases 

the psychological influence on the audience due to which its 

appeal on them increases. In Bhavai such unfamiliar words 

are generally not used. 

[1] Ref: Book/Text: Mena Popat: page 4: by C. C. Mehta 
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In the play, the first character to enter is Hathibhai who has a 

severe stomach pain due to gastric trouble. Hathibhai tells to 

his servant Marghabhai, that his last days are nearing. 

Hathibhai‟s fifth wife Mena Mankodi also supports his 

statement and says: “ऐ लशेरा भये तेभाॊ भयघाजी तभायी ळी ऩूॊजी रुटाई 

जाम छे? [1] 

From the beginning of the play the displeasure and enmity of 

the Mena for Hathinhai (her husband) is clarified. Mena 

Mankodi is very young whereas Hathisheth has married fifth 

time to Mena paying handsome money. Before Mena he 

married four times due to his temptation for money and all 

the wives died. Thus a mismatched couple is formed. Here the 



playwright is taunting on the hypocrisy, selfishness and 

greediness through the character of Hathibhai. In the play, 

Mena is in love with the young son of their servant 

Marghabhai and both want to get married. Hathibhai is aware 

of this fact but is helpless because Mena knows his wrong 

deeds and secrets. She has confirmed information that 

Hathibhai has killed his all four ex-wives and has claimed / 

gulped down their insurance money through the insurance 

agent Machchharbhai. She also knows that now she is the 

next target. Mena is Sheth‟s next prey. Taking side of Dr. 

Popat, Mena face to face replies to Hathisheth: 

भेना: गयीफ नोकयनो दीकयो एटरे एने ऩोऩट ऩोऩट कयीने बाॊडो छो ळा भाटे? 

बण्मो छे, डॉक्टय छे, ऩोतानुॊ कभाई खाम छे, वारॊ  थमुॊ के तभायी 

भाॊदगीभाॊ भाये शाथ ेतभाया कागऱीमा चडी गमा अने ऐ ज्माॊ वुधी 

[1] Ref: Book/Text: Mena Popat: page 5: by C. C. Mehta 
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भायी वेप ि डऩोझीटभाॊ वराभत छे त्माॊ वुधी तभे भायो लाॊको लाऱ ऩण 

कयी ळको तेभ नथी. [1] 

Unfortunately, Mena also tells that the first wife of Hathisheth 

delivered a baby girl child who was exchanged with a newly 

born baby boy child by Hathisheth using his money power. 

Hathisheth gets angry hearing to this matter. 

शाथी: ऐ शयाभखोय भधुकये तने ऐ ऩण लात कयी दीधी छे. 

भेना: ना ऐणे भने कळी लात कयी नथी. भाया सबलॊमना थनाया ववया 

अने तभाया जूना नोकय भयघाबाई ऐ लात भने कयी छे. [2] 

Further in the play it gets revealed that Hatibhai‟s son Dr. 

Nagraj is Maraghabhai‟s son in reality. Hathibhai becomes 

speechless on getting divulgence of this fact from Mena 



Mankodi. Dr. Nagraj who has been to foreign for further 

studies, when returns home, sees his father Hathibhai and 

step mother Mena quarrelling and announces that there is 

effect on father Hathi‟s mind and defect in mother Mena‟s 

mind. Hence he starts preparations for a surgery. He makes 

them unconscious by spraying chloroform on them. The first 

act ends here. 

The traditional Bhavai actor frequently talks with the audience 

stepping out of his character. Like in “जूठणनो लेळ”, Juthan 

[1] Ref: Book/Text: Mena Popat: page 11: by C. C. Mehta 

[2] Abid: page 12, 
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appeals to the audience to keep quite in the beginning of the 

play. Juthan also satirically comments on the mentality of 

poor labour class of people that how these – the farmers, 

labourers etc who have come to see the Bhavai – are roaming 

around like unemployed because of the famine and how they 

are wasting their time indulging in useless talks. 

जूठण: ( ू ेषकोभाॊ घोंघाट थ ेछे) आ शूॊ कचफच कचफच? भाया फेटा 

घाॊमजा आमीन ेफेठा छे के शूॊ. ऐ बाई शोंबयो 

नामक: शूॊ? 

जूठण: तने कुण के वे. शूॊ तो आ वबाने कउ वूॊ ( ू ेषकोंभाॊ थोड़ी 

लातचीत चार ेछे) उण (आ लऴय)् दकुाऱनुॊ वे. धॊधो ओवो छे. 

तेभाॊ फेटा लातोभाॊज टेभ जामने फीजु कयलानुम शूॊ? शोंबयो 

(भोटेथी) आ जूठणनो लेळ आनुॊ नाभ भाताजीनी जातय केÕलाम 

आतो देलीणा नाभनी बलाई केÕलाम. [1] 

Playwright opens the second act of “Mena – Popat” in a typical 

Bhavai style and appeals to the audience to keep quiet as the 



play is about to begin. 

यॊगरो: ता ता थै थै, ता ता थै थै ता. 

केभ, केभ रागे छे? चा ऩाणी ऩीधा? नाटक गभे छे के? नशी 

गभेतो तोम खयच्मा छे एटर ेऩूयो जोइनेज जजो. केभ बाई 

वाशेफ गोठलामा के? फेवी जाल तो भशेयफानी.[2] 

[1] Ref: Book: Bhavai ma Alienation: page 169,170: by Dr. Bhanuprasad 

Upadhyaya. [2] Ref: Book/Text: Mena Popat: page 34: by C. C. Mehta 
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Thus, like in unrealistic style and specifically Brechtian style, 

the difference of audience and character is eliminated here. 

C. C. Mehta breaks the transparent wall (fourth wall) to 

remove the difference between an actor and the spectator in 

the beginning of each act. In each act Rangalo addresses the 

audience to interlink the drama plot and extends it further. 

In the traditional Bhavai, single actor presents dialogues of 

two different characters with a purpose of making the 

presentation simpler and casual. Here Sutradhar or Rangalo 

narrates some past incidents in the continuous present tense. 

In “अडला लाणीमानो लेळ”, while narrating the origin of his name; 

he alone represents his conversation with aunty (भाभी), 

goldsmith (वोनी) and thief (चोय). And we do not see these 

characters on the stage even then due to the dialogue of 

Adavo, our (actor – audience) relationship with these 

characters get established. 

अडलो: एक लाय अभे, अभे अभाया भाभाने त्माॊ गमा. भाभी यवोई कये 

ते तडभाॊथी जोइए. अलाज थमोन ेभाभी खूफ ि चडाई. भनभाॊ 

वभवभी कशे Ð Ôबाणेज फाऩु तभाया भाभा दकुाने छे तेभन े



जइन ेजभला भोकरोÕ आऩणे तो दकुाने गमा खफय आऩला, 

भाभा कशे Ð Ôतु दकुाने फेव, वार लेचाण कयजे लगेये लगेये .[1] 

Here the actor, who is playing the role of Adavo, tries to be 

the character of Mama (भाभा), goldsmith (वोनी) and thief (चोय) 

[1] Ref: Book: Bhavai: page 251: by Dr. Sudhaben Desai 
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and on completion of the talk again acts as a narrator. 

In the play “Mena – Popat”, Rangalo is seen displaying the 

character of C. C. Mehta. In the beginning of the second act, 

C. C. Mehta himself enters as an actor on the stage and 

declares to the co-artists that the characters are not properly 

prepared. He also blames that the actors are not giving justice 

to his play. Through the characters of Rangalo and Kokila, he 

makes fun of himself like this: Ôयॊगरा, तभाया रेखक तो वाल 

घनचक्कय भाणव रागे छे जी. नाटक रखता न आलडतुॊ शोम तो नाटक ना 

रखीमे.Õ [1] 

The below given dialogue put through Rangalo testifies the 

creativity of the playwright: 

यॊगरो: आजे अशीॊ चडी आयमा नाटकना कताय ्Ð चनि् लदन भशेता. 

एॊटभाॊ यशेता, घभॊडनो ऩाय नशीॊ. जया जयाभाॊ घाॊटो ऩाडीन ेकशेता, 

 ुःलबालना ि वलचऽ, आलताॊज नाटकनी ऩोक रेता ता ता थै थै 

ता ता थै थै ........... 

ऐ अशीॊ अॊदय आयमा चढ़ी अने लात तकयायभाॊ ऩड़ी 

अभो भाॊशोभाॊशे ऩड्मा लढ़ी अने ळब्दोनी चारी झडाझड़ी 

ऐ कशे आ नथी िअबनम नथी कयी तभे तैमायी, 

भशासानीनो दालो कयताॊ, खोटी कयी पीवीमायी.[1] 



[1] Ref: Book/Text: Mena Popat: page 34: by C. C. Mehta 
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Kokila is angry with Rangalo as the character she plays has 

not yet entered the stage though the second act is about to 

begin. Rangalo pacifies her by saying that her character is in 

this act. Listining to this, Kokila says: Ôभाये शजी गेटअऩ कयलानो 

फाकी छे. एनो ओयडो क्माॊ छे?‟ In reply, Rangalo taunts her: Ô आ 

फाफतभाॊ भायो अॊगत भत एलो छे के छो ऐ कयताॊ लधाये ऩालडय भायळो तो छो 

ऐ कयताॊ लधाये कदरऩा नशीॊ देखाओ.Õ [1] 

Later, while taking care of the act, Rangalo as a narrator 

explains about the excellence achieved by modern surgery in 

the city. Dr. Nagraj has interchanged the heads of Hathi 

Sheth and Mena to remove the ill-effect from their brains. 

“The main theme of the play is how doctors exercise the only 

motto “Just Cut & Cut” in the modern surgery. Through the 

characterization of Dr. Nagraj, who applies this motto at 

home, playwright, through mockery exposes the thoughtless 

use of modern surgical methods”.[2] And Hathi Sheth and 

Mena who are the victims of this surgery, experiences the 

sensation, natural stigma, physical defects by accepting the 

bodies but within they hate each other. 

After the surgery of exchanging the heads, now the head of 

Hathibhai is on Mena‟s body and that of Mena is on 

Hathibhai‟s body. Hathibhai‟s gastric trouble is experienced by 

Mena and Mena‟s pregnancy pain is borne by Hathi Sheth. 

Due to the blood circulation in their bodies, now there is 

[1] Ref: Book/Text: Mena Popat: page 35: by C. C. Mehta 

[2] Ref: Book: Gujarati Natya Sahity no Udbhav ane Vikas: page 257: by 

Mahesh Choksi 
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change in their attitudes. As Mena and Popat are in love with 



each other, under the new situation, the inner feelings of 

Mena pushes towards Popat and surrendering to the body of 

Mena, Hathibhai holds Popat‟s hand: 

ऩोऩट: ऩाछो भायो शाथ ळनेो ऩकड्मो? ऐ छोड़ी दो नी. 

शाथी: खर कशुॊ तो भारॊ  ळयीय फव तभायी तयपज खेंचाम छे. 

भेना: ऩण शभणाॊ तो तभे ऐन ेि धक्कायता शता. 

शाथी: शा ि धक्कार छुॊ . ऩण ळयीयथी खेंचामा करॉ  छुॊ . [1] 

Everybody is upset due to this blunder of Dr. Nagraj. Kokila 

has some idea about this. Mad in love with Kokila, Dr. Nagraj 

is ready to do anything to marry her. With the aim to resolve 

this blunder, Kokila takes this opportunity and gets ready to 

marry Dr. Nagraj provided he agrees to perform the 

operation. And the second act ends with the tune: 

Ôव नुॊ कयो कल्माण, दमाऱु  ूबु व नुॊ कयो कल्माणÕ [2] 

In the third act also Rangalo draws the play to the end with 

the rhythm of „ता ता थै थै ... ता ता थै थै. By communicating 

directly with the audience, Rangalo creates the curiosity in the 

audience: 

यॊगरो: नाटकनुॊ नाभ Ôभेना-ऩोऩटÕ छे. एटर ेएतो ऩयणला जोइए ज. ऩण आ 

अभाया रेखक छे जया ि वलचऽ एटर ेकॊ इनुॊ राकडु कए भाॊकड ेलऱगाड े

ते काॊइ कशेलाम नशीॊ. [3] 

[1] Ref: Book/Text: Mena Popat: page 44: by C. C. Mehta 

[2] Ibid: page ----- [3] Ibid: page 62, 63 
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In the third act, with the help of Kokila, Hathibhai and Mena‟s 

heads are replaced at their original places. Also Kokila 

replaced the eyeballs of Popat Machchhar by grafting, which 

Dr. Nagraj experimented and exchanged. She also operated 



Dr. Nagraj‟s head and replaced it with that of a donkey. 

At the end of the play, Mena & Popat and Dr. Kokila & 

Madhukar Machchhar decide to get married. On the other 

side, Kokila, again replaces Dr. Nagraj‟s head as it was, and 

declares the punishment for him that he should take his 

parents for the pilgrimage carrying them in „Kavad‟ (bamboo 

lath borne on the shoulder with slings at both ends for 

carrying pitchers) to wash the sins as repentance. 

कोि करा: भाॊ फाऩन ेफदर ेएक फाजु भयघाबाई फेवळ ेअने फीजी फाजु 

शाथीबाई ि फयाजभान थळ.े 

भेना: नागयाजना फे ि ऩता   ीओ.[1] 

Thus Dr. Nagraj proceeds for the pilgrimage taking both the 

fathers in „Kavad‟. The play ends. 

In the play, the playwright has kept in the centre the love 

affair of Nagraj & Kokikla. With its help he has created 

mockery of the ideas about love and impatience. Whereas, 

keeping in centre the character of Madhukar Machchhar, he 

has made fun of cruel professionalism persisting in the 

[1] Ref: Book/Text: Mena Popat: page 75: by C. C. Mehta 
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insurance business. The farce is being taken care of by 

suchsarcastically inspiring dialogues. 

Thus, in „Mena-Popat‟, we see pertinent & modern atmosphere 

in its subject. „Mena-Popat‟ / „Hathi-Ghoda‟ has become very 

special farce of C. C. Mehta by which he has incorporated the 

elements of Bhavai elements like Aavanu, alienation, 

mockery, flexible use of songs, music and dances. 

*+*+*+*+*+*+*+*+*+*+* 
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Chapter 2: 



2) Mena– Gujari - R. C. Parikh (1953) 

२) भेनाॊ गुजयी - य. छो. ऩयीख (१९५३) 

Rasiklal Chhotalal Parikh was a literary figure of „Pandit Yug 

(Era)‟. He was savant of Indian and Western theatre. 

Devoted to bring up the present level of the Gujarati 

professional theatre, Rasikbhai wrote plays having virtue and 

literary values. 

Rasikbhai was very much disturbed due to the elements of 

over entertainment and loss of literary values in the 

professional Gujarati theatre. He believed that people will be 

habituated to see the plays which will be presented before 

them. Keeping this idea in mind, he wrote plays which were 

away from the contemporary defects of the Gujarati 

professional theatre and were full with values of life. „भेनाॊ 

गुजयी‟ is one such play. 

The original short creation was having five scenes. Rasikbhai 

polished this small work and completed the full length script in 

1953. The plot of the play„भेनाॊ गुजयी‟ he got from the ballad of 

„गुजयीनो गयफोÕ. This small work he expanded in nine scenes and 

made it a full size creation. Rasikbhai calls „भेनाॊ गुजयी‟ an 

acting play which is correct as he has prepared this play 
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incorporating nonrealistic elements of the Bhavai format. To 

express this dramatic form of folk format, „आॊि गक िअबनम‟, 

„लाि चक िअबनमÕ and „वाि त्लक िअबनम‟ is more frequently used but 

„आशामय ्िअबनमÕ – is less applied. Hence, for such a format the 

acting capability of the actor becomes more important. That is 



why the playwright declares his creation „भेनाॊ गुजयी‟ as an 

acting play. To maintain the regional flavour of the play he 

narrates the story of bold „Gurjar Tribe‟. The folk story is 

about the recognition of the „Gurjari‟– a Gurjar Lady – who is 

very beautiful bold and independent in nature. 

In the play भेनाॊ गुजयी‟, before the first scene, in the prologue, 

two scenes are presented. Its first scene showed the 

establishment and worship of „इॊि  ध्लज - Indra Dhwaja” (a 

symbol of Dramatic Art) by making round or square boundary 

lines around it depicting it to be the acting area. Entering at 

this time, the leader of the troupe – Nayak, makes the 

audience prepare for the play and introduces the play. In this 

full length play while acting as a Brahmin, Nayak also 

witnesses all the events like a „Sutradhar‟. He also appears 

like „Granthik – भॊि थकÕ in our tradition. 

We have in our tradition „Granthik – भॊि थकÕ who acts, speaks 

dialogues and also sings legendary stories. The nayak of 

Bhavai is also like this „Granthik – भॊि थकÕonly who narrates the 

story as also acts different characters. Thus, playwright has 
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made mixture of ÔSutradharÕ from Sanskrit plays and 

„भॊि थकÕfrom the “Aakhyan - आख्मान” tradition. 

Playwright commences each act making sign of „Javanika – 

जवलनकाÕ. In Bharat Natya Shastra, Javanika means „a curtain 

which is held up front before the actors entering from the 

backstage‟. This Javanika is removed on announcement from 

the back stage about the actor, time, place etc. The play 

starts when actors are seen on removal of Javanika. 



Its mention is there in Sudhaben Desai‟s book named „Bhavai‟ 

in which she says that „like in Sanskrit plays, in traditional 

Bhavai also two actors hold the Javanika on the stage‟. For 

example: In the „छेरफटाऊनो लेळÕ two persons holding the 

Javanika sing the couplets during Aavanu of Chhelbatau: 

घय घय फाजा घय घय तान 

ऐवा शभाया ि शॊदुुःतान [1] 

Another example: Ôकॊ वायानो लेळÕ - Kansari, holding two burning 

torches in hands comes out from the curtain (Javanika) hold 

by two persons and sings: 

एई ..... धीये धीये ठाकयाॊ 

धीये वफ कुछ शोम 

[1] Ref: Book: Bhavai: page 281: by Dr. Sudhaben Desai 
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भारी वीॊच ेवो घड़ा 

ऐ लण पऱ नल शोम. [1] 

Javanika is also used in Bhavai vesh in the beginning, for 

which Dr. Krushnakant Kadakiya says: „In Bhavai, Javanika is 

called „Lachhori –राछोयीÕ. It is used along with the other limited 

and simple properties of Bhavai‟. [2] 

As such, traditionally the beginning of the Bhavai vesh is 

commences with the custome of „Chachar‟, „Aavanu & Javanu‟ 

of lord Ganresh thereafter presenting systematically the 

„   ाहभणनो लेळÕ, Ôजूठणनो लेळÕ etc. But here, in the play „भेनाॊ गुजयी‟, 

the playwright R. C. Parikh starts the play with the lord 

Shiva‟s prayer which is given at the beginning of Bharat Natya 

Shastra i.e. 



िआङ्गकॊ  बुलन  ॊ मुःम लाि चकॊ  वल य ्लाङ्गभमभ  ् ! 

आशाम य ्ॊ चनि् तायाि द तॊ नभु  ुः वाि त्लकॊ  ि ळलभ  ् !! [3] 

And this first scene he calls: Javanika -1. 

Thus the Nayak (actor), after the „Nandi – नाॊदीÕ exits along 

with his assistants carrying the „इॊि  ध्लज - Indra Dhwaja” (a 

symbol of Dramatic Art). Making use of the dramatic 

symbolism, the writer has planned the prologue of the play. 

Later, after the dance, immediately the drama group gets 

[1] Ref: Book: Bhavai: page 322: by Dr. Sudhaben Desai 

[2] Ref:Book: Bhavavyanjata: page 52 : by Dr. Krushnakant kadakiya 

[3] Ref:Book/Test: Mena Gujari: page 21: by R. C. Parikh. 
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busy in the preparations of the characters they are playing in 

the drama and on getting delayed, nayak shows his presence 

of mind undertakes the responsibility of plot development for 

the play as it happens in Bhavai vesh. 

In the traditional “„जळभा ओडण नो लेळ”, along with the historical 

characters of king Siddharaj Jaysinh of Patan, local lads 

„Rudiya‟ and „Jashama‟ are added to create a fictional vesh. 

Earlier, Ramanbhai Nilkanth also had written a play called „याइ 

नो ऩलतदÕ from the two couplets of Ôरारजी सभणमायनो लेळÕ. 

Similarly; this play is also developed from the folk story of 

„गुजयीनो गयफोÕ. In the story, no other information is available 

except that „Mena Gujari‟ belongs to the place Mandav Gadh. 

Here, the author tries to find the history of Mena Gujari from 

the the ballad of „गुजयीनो गयफोÕ. Playwright makes the 

introduction of Mandav Gadh to the audience through Nayak: 

“भाॊडलगढ़ ऩाव ेÔगुजयीÕ नाभनुॊ गाभ छे. भेनाॊ ना ि ऩताने आ गुजयी गाभना 



ठाकोय फनालीए. गोधनथी वभदृ्ध गुजयोना वशज ळ मथी बयेरा, यजऩऩूताई 

ऩाभेरा भाॊडलगढ़भाॊ यशेता ठाकोयने ळुयवी कशीऐ. भेनाॊनी न्शानी उॊभये ि लधुय 

थमेरा ऩण ऩछी एकनी एक भेनाॊने राडकोडथी उछेयी ऩत्नीनी  ुःभिृ त ताज़ी 

याखता अने गढ़गोकुऱना याजली गणाता येलॊत गुजयोना नफीया चॊदायेलॊतनी वाथे 

भेनाॊना रग्न कयाली जीलननी कृताथताद भानता शता.” [1] 

[1] Ref:Book/Test: Mena Gujari: page 26: by R. C. Parikh. 
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R.C. Parikh has written this play after making detailed study 

about „How Gurjars and Gurjaries were seen?‟ etc. He 

recreated the tradition by adding imaginary characters and 

taking utmost care about not having any inconsistency in the 

flow of the play. 

We get the future indicating hints in the beginning of the vesh 

in traditional Bhavai, like in „भणीफा वतीनो लेळÕ, as per the 

orthodox royal family traditions / customs, Maniba got 

married in early child hood with a prince. She has been grown 

up with the conscious belief that she is married. To maintain 

her „Satitva – सवतत्लÕ Maniba has taken an oath that she will 

not look at any man other than her husband. Later gradually 

she started hating all the things which belong to male gender. 

In the beginning of the vesh, Maniba and her friends are 

praying the Goddess to give wishful blessings so that this 

situation does not go beyond reach i.e. Maniba is constantly 

remembering her husband „Kuvaraji‟ and wishes that they 

meet as early as possible: 

भणीफा कयती ऩूजा 

भाता काऱ का ये 

भाजी ऩूयो भननाॊ कोड 



फोर ेफाऱका ये 

भाजी वात बाईओनी जोड़ 

भाता काऱ का ये 
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भाजी भन लाॊि चत लय आऩो 

भाता काऱका ये [1] 

At the end of the play, her wish which she made before 

Goddess Mahakali gets fulfilled. Husband Kunvaraji and wife 

Maniba at last meet. 

R. C. Parikh actually starts the play through the scene of 

Mahakali Temple of Mandavagadh by Javanika -2. In the 

prayer, Mena and her friends are praising the Goddess that 

how she crushed the demons to death: 

Ôभशाकाऱी वत तारॊ  जे जाणे 

वत तेनुॊ वॊबायम 

गुजयी फाऱान ेद:ुखने टाणे 

भशाकाऱी यखेलाऱÕ [2] 

At the end of Javanika 2, Mena‟s father Shurasi Thakor 

blesses her in a sobbing tone while requesting Mahakalai that 

„भागु ळ ुजननी! थजो तुज वभी आ ि दकयी ताशयीÕ and says Ôफेटा जेने भाॊ 

छे, अने जेने नथी, ते फधानी भा भशाकाऱी छे! एनु तन ेळयण शजोÕ. [3] 

Thus, writer makes indication in the beginning about the last 

scene of the play in which Mena takes shelter in Goddess 

Mahakali. The writer reveals the future to the audience 

through Mena‟s prayer and her father‟s dialogues. 

[1] Ref: Book: Bhavai: page 426: by Dr. Sudhaben Desai 

[2] Ref:Book/Test: Mena Gujari: page 30: by R. C. Parikh. 



[3] Ibid: page 41 
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In traditional Bhavai, the actor in the process of keeping the 

plot of the play flexible applies new techniques through his 

acting talents. For example we can see the riddle solving 

dialogues between Kansara‟s wife „Thatheri‟ and Fakir at the 

end of vesh “कॊ वायानो __________लेळ” : 

ठठेयी (कॊ वायी): वाॊबऱो उखाणा, उवका जलाफ दो, 

ऩत्थय भटी थइ  ू ेभदा, बोजन कयता गाम Ð 

अडधु अॊग पये पुॊ दडी, एनु एठुॊ  व  कोई खाम. 

पकीय: घॊटी 

ठठेयी: रॊक रऩेटण वीत शयण, नशीॊ रॊकावऩत याम, 

जे कायण क यल शण्मा, स्तय ्ी अॊगे वोशाम. 

पकीय: चीय 

ठठेयी: लेंत जेलडी लयखडी अने ढार जेलडू पुर, 

काचा पऱजो उतये ऩाकू थाए भूर. 

पकीय: कुॊ बायनो चोक. [1] 

The purpose of the presenting folk drama „Bhavai‟ is to give 

entertainment and happiness to the audience. Either in 

response to the audience or to pass the time when the coartist 

need some more time in making the entry on the stage 

(if due to changing the costumes etc) such riddle game is 

played to keep the audience engaged and on getting the 

signal about the readiness of the co-artist to enter the stage, 

quickly they improvise the dialogues and continue with the 

[1] Ref: Book: Bhavai ma Alienation: page 74: by Dr. Bhanuprasad 

Upadhyaya. 
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story of the vesh. In the Bhavai vesh “कॊ वायानो लेळ”, the fakir 

on winning the riddle game kidnaps Thatheri (ठठेयी-Kansara‟s 

wife) because Kansara has cunningly stolen his deposited 

money. Looking at this act of his wife‟s kidnap, Kansaro feels 

deep grief. Whereas in the play „Mena – Gujari‟, Mena‟s 

brother –in-law Hiraji and his friends and Mena‟s friends play 

the similar riddle game, in the beginning of the play when 

Hiraji has come to Mandavagadh for Mena‟s “Aanu – आण”ु 

(ceremonial bringing of the bride to her father-in-law's 

house). 

एक गुजयद: एक उगे ने ि फजो आथभ े

एक खीरे ने ि फजु ि यशराम, 

एनो बेद जो जाणे गुज्जयी, 

तो आऩु राख ऩवाम ! 

In reply Mitha says: 

भीठा: वूयज उगे ने चाॊदो आथभ े

कभऱ खीरे ने ऩोमण ुि यशराम, 

ऩण शैमानी लातडी 

तभ थी ळ ुवभझाम? 

Thus GadhGokul group plays the game by asking them 

parallel questions in their reply: 

भेना: एक ढभके ने फीजो शणशणे 

एक शयख ेने फीजु यॉम, 

आनो बेद जो जाणे गुज्जया 
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तो तो जाण ुके ऩाणी शोम. 

Mena‟s brother-in-law „Hiraji‟ answer the riddle of Mena this 

way: 

शीयजी: ढोर ढभके ने घोडो शणशणे 

जोध शयख ेने याणी यॉम, 

गुज्जय ऩाछो ना लऱे 

एनु काऱजु लज्जय शोम. [1] 

R. C. Parikh making use of his creativity easily shows the 

freshly developed feelings between Reva & Hira (brother-inlaw 

of Mena) and pure & innocent relationship between 

Bhabhi & Brother-in-law(दीमय) through the poetic puzzles. 

“Writer also incorporated the verdure and intellectual playelements 

of the riddle belonging to the medieval period of 

Bhavai in the big text”. [2] 

As such the mood and the tendency of poetic riddles from 

„कॊ वायानो लेळ‟ and „भेनाॊ गुजयी‟ are opposite to each other even 

then, because of its dramatic application in the play as an 

important element of Bhavai, its importance is marked here. 

Mena‟s friends, Mitha, Reva plays the riddles with the Hiraji 

and his friends – who has come to Mandavagadh with Mena‟s 

“Aanu – आण”ु (ceremonial bringing of the bride to her father- 

[1] Ref:Book/Test: Mena Gujari: page 35: by R. C. Parikh. 

[2] Ibid: page 18 
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in-law's house). During the riddle game, Hiraji gets attracted 

to Mena‟s friend Reva hence requests Mena to provide more 

information about Reva. : Ôभायी भावीनी दीकयी फाशें, येला! गभती शोम 

तो लधाई भोकरीएÕ. [1] 



Hiraji replies in the embarrassing situation: 

Ôबाबी भने तो यणयॊग खेरला गभे! ऩयणलु अने ऩोचा थलु भने न ऩारल.े[1] 

Instead of participating in the singing with the village girls, 

Hiraji shows his readiness to play brave / heroic Rasa (याव) 

with the village boys. 

It is a specialty of the traditional Bhavai that the use of folk 

dance „Rasa – याव‟is seen in many veshas. In „कानजी भशायाजनो 

लेळÕ, „Kano Govalio‟ harasses „Gopies‟ restraining their way. 

„Gopies‟ request „Kano‟ not to harass them but there is no 

effect on the behaviour of „गोलाऱ -( cowherds)‟.In the vesh, 

this incidence is represented through Rasa (याव -circular dance 

accompanied by singing) played by „Gopies (Girls of the 

cowherds cast)‟ and „गोलाऱ -( cowherds)‟: 

गोऩीओ: अभे सभशमायी गोकुऱ गाभनी 

भाथ ेरीधा छे दधूना भाट 

अभे सभशमायी गोकुऱ गाभनी 

[1] Ref:Book/Test: Mena Gujari: page 36: by R. C. Parikh. 
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गोलाऱो: अभे गोलाऱीमा गाभना 

अभे शाथभाॊ रीधी छे डाॊग 

अभे गोलाऱीमा गाभना [1] 

In the play „भेनाॊ गुजयी‟ a different situation is seen. Here Hiraji 

who has come with Mena‟s “Aanu – आण”ु (ceremonial bringing 

of the bride to her father-in-law's house) to carry home his 

Bhabhi Mena plans a Rasa (याव) with the youth of 



Mandavgadh: 

उग्मो उग्मो चाॊददरमो उग्मो ये 

जभे जभनाने काॊठे याव ..... 

चाॊददरमो उग्मो ये ..... 

गोऩ गोऩीना टोऱा उभटमा 

जइ उबा छे नटलय ऩाव ..... चाॊददरमो .....[२] 

In one such scene (Javanika 6), since morning Mena who has 

gone to see the military camp is going to be arrested by the 

emperor. Unknown to the situation, Mena‟s husband Chanda 

Revant and her brother-in-law Hiraji while waiting for all the 

ladies of Gadggokul, plays rasa to pass the time: 

[1] Ref: Book: Bhavai: page 460: by Dr. Sudhaben Desai 

[2] Ref:Book/Test: Mena Gujari: page 37: by R. C. Parikh. 
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गोकुऱना मुलानो: शे एकलाय भाता डोल्मा ये भाता, एकलाय डू:खे डोल्मा 

ऐ म्शेणा ना लेणो फोल्मा ये भाता, म्शेणा ना लेणो फोल्मा! 

शे ऩायको बूि भ चाॊऩे शों दीकया! ऩायको बूि भ चाॊऩे 

शे आलडो ळाॊन ेकाॊऩे शों दीकया! आलडो ळाॊन ेकाॊऩे?[1] 

With the above emotional couplets, writer is hinting towards 

the future calamity. The rasa also suggests the systematic & 

brave valour the youth of the Gadhgokul will have to show. 

The friends of Mena – Mitha, Reva etc are requesting Hiraji to 

take care of Mena while seeing her off. 

„शीयाजी, अभाया भेनाॊ फान ेवाचलजो! आ अभार यतन शल ेतभार थमु! भाणेक 

वयखु भोतीडू, भेनाॊ नायी यतन, उजाऱळऐे ज्माॊ जळ,े जीलथी कयजो जतन![2] 

Here, the writer has expressed the feelings of Mena‟s friends 

through the poetic couplets ÔदोशयोÕ. 



We always go to God at the time of difficulties, we pray, we 

go to his refuge because of our faith, our confidence towards 

him as he provides us with the inner strength due to which we 

could find some way to come out of the difficulties. In 

traditional Bhavai, it is seen that efforts are made to make the 

personal faith more strong. Like in Ôजूठण नो लेळÕ, Juthan turns 

Fakir as he could not bear the separation of his wife when she 

[1] Ref:Book/Test: Mena Gujari: page 73: by R. C. Parikh. 

[2] Ibid: page 39 
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leaves him. At the end of the act, Goddess Amba only guards 

him. Symbolizing the Hindu-Muslim unity in this vesh, it is 

convicted that „Ishwar & Allah‟ are not separate but one and 

getting this confidence; the cast factionalism does not 

intervene with Juthan. 

जूठण: भाॊनो वॊघ वराभत 

वॊघली वराभत 

आखु गाभ वराभत 

भानो गोख वराभत [1] 

In the play „भेनाॊ गुजयी‟, Mena‟s father Shurasi, shows strong 

desire before Goddess Maha Kali that his daughter Mena 

should be like the Goddess. At the end of the play, Mena is to 

take shelter (or submit herself to)of Goddess Mahakali after 

leaving Gadhgokul. Thus, very appropriately the writer gives 

indication of the end in the beginning of the play through a 

prayer: 

ळूयवी: काि रभाॊ! जननी चयाचय तणी, ि लश्लॊबया देली शे! 

वॊशाये ऩण देखाता तुज दमा, ि ष्टा भशा ि चॊतको! 



एली अदबूत इश्लयी तुज करा वलेय ्यवोनी बयी! 

भागुॊ ळुॊ जननी! थजो तुज वभी आ ि दकयी ताशयी! [2] 

In folk drama Bhavai, Rangalo is present throughout the 

Vesh. He observes all happenings of vesh with the feeling of a 

silent spectator and making use of his presence of mind, 

[1] Ref: Book: Bhavai: page 231: by Dr. Sudhaben Desai 

[2] Ref:Book/Test: Mena Gujari: page 41: by R. C. Parikh. 
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comments on the situation to advance the play. In the play 

„भेनाॊ गुजयी‟also, the playwright has made the Brahmin priest 

responsible for the advancement of the play who remains a 

silent witness in the scenes and connects them as required. 

that‟s why, Mena‟s father Shurasi tells the Brahmin”गुर भशायाज! 

भाया जीलनना वाषी छो! शल ेभेनाना जीलनना वाषी फनाळो?”[1] 

Brahmin priest accepts the command and his presence is seen 

in all the scenes i.e. when Mena is at her in laws house of 

Gadhgokul, while going to the military camp, when Gujaries 

are imprisoned by the emperor, Mena last time leaves 

Gadhgokul etc. Thus the presence of the Brahmin priest at 

various places helps in advancement of the play. 

The mention of seasonal cycle is seen in Bhavai also. In the 

vesh Ôछेरफटाउ रारफटाउनो लेळÕ, Chhelbatau and the queen 

Mohana are in love. Forgetting the duty, Chhelbatau – a 

Government official of Delhi emperor, showing negligence in 

his work is spending time in love talk with the queen of 

Ahmedanagar. Knowing about this irresponsive act, the Delhi 

emperor sends „ऩेग Ð (government messenger) to 

Ahmedanagar with an order to arrest Chhelbatau. Peg arrests 

Chhelbatau. When he is about to leave with Peg as a prisoner 



/ offender, his lover Mohana requests him not to go and 

confesses before him that she cannot live without him. She 

also says that the time of 12 months which she has passed 

[1] Ref:Book/Test: Mena Gujari: page 41: by R. C. Parikh. 
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with him will be her happiest time ever. She tries all sorts of 

tricks to tempt him not to go. Chhelbatau also assures her 

that he will return very soon and gives her confidence for 

enjoyable life together again. 

छेरफटाउ: पागण भावे चारळुॊ, आली लवॊतनी यत, 

अफीर गुरार उडाडळुॊ, नायी कयळ ेनयत. 

भोशना: पागण केभ दउॊ  चारला ये, वुणो भाया कॊ थ, 

अफीर गुरार उडाडळुॊ, ने यभळुॊ भाव लवॊत 

जीये जीये यशोन ेफटाउजी.[1] 

In the beginning of Javanika 3, as per the orders of Shurasi 

Thakor, Brahmin Pujari is practicing priesthood in Gadhgokul. 

Taking bath in river Yamuna in the early morning, he has 

come to Krishna Temple and while strolling outside the 

temple, and connects the plot of the play. He himself plays 

various roles of Nayak, Actor, Sutradhar, and Priest along with 

that of a Brahmin. Mena has almost completed a year in 

Gadhgokul and has adjusted her with the Gadhgokul‟s life 

style. Brahmin suggests this by singing a seasonal song to the 

audience: 

   ाहभण: लवॊत केयी ऩॊचभी, जीयण ऩान खयॊत, 

कुॊ ऩऱ झीणी पूटती जगदम्फा ि लरवॊत! 

[1] Ref: Book: Bhavai: page 297: by Dr. Sudhaben Desai 
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सभशमय लाव ऩूयो थमो, वासवयमे ळोबाम 



भेनाॊ याणी भरऩता, जील व ना शयखाम 

पागण पोयभनी बयी केळुड ेयॊगाम 

दगुाय ्आठभन ेि दन ेगुजयीओ शयखाम! [1] 

In the play, the playwright by presenting the above song 

through Brahmin, makes indication about various seasonal 

description and with that gives an idea of the passage of time 

in the play. Thus in Ôछेरफटाउ रारफटाउनो लेळÕ and in „भेनाॊ गुजयी‟ 

we can see both the incidences are described in continuous 

present tense. 

In the Bhavai vesh, the age of the character and difference of 

opinions amongst characters in their present life are 

projected. For example in „Kajoda no Vesh‟, sarcastic remark 

is made on the deep rooted social customs. In this vesh, 

„Thakor‟ is of child‟s age and his wife „Thakarana‟ is of bigger 

age. Thus a „MISMATCH‟ is created. Naturally there will be a 

vast difference in their thinking due to this very reason they 

have arguments on a word ‟disgrace‟. Here „Thakarana‟ 

explains her pain of this mismatch before the God. She 

expresses her anguish to God and at this point of time 

Rangalo enters and asks her: 

यॊगरो: बाबीजी तभ ेि ळद आयमा छो? 

[1] Ref:Book/Test: Mena Gujari: page 42: by R. C. Parikh. 
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She naturally expresses self hatred for the Thakor and says: 

Ôअभे तो ठाकोयनुॊ लगोण ुकयला आयमा छीएÕ. Due to his small age her 

husband is unable to understand the seriousness of the topic 

and he starts quarreling with his wife „Thakarana‟. We can 

realize here that how an age of a person plays a major role in 

understanding the life in a better way as it brings in 



experience and maturity in day to day life. 

ठाकोय: यॊगरा, ऐ क्माॊ क्माॊ लगोलळ?े 

यॊगरो: बाबीजी तभ ेठाकोयने क्माॊ क्माॊ लगोलाळो? 

ठकयाणा: ळयेी लच्च,े ऩोऱ लच्च,े वयखी सवशमयो वाथ ेऩाणी बयला 

जइळुॊ त्माॊ फधेम लगोलळुॊ. 

ठाकोय: तो अभे गाभ लच्च,े चोयाभाॊ फेवी वयखा बाईफॊधो वाथ ेकवुॊफा 

ऩाणी रेता शोइळुॊ त्माॊ लगोलळुॊ, [1] 

In the play „भेनाॊ गुजयी‟, women of all age get together for 

fetching water at the village well of Gadhgokul and in between 

they talk on different topics of their interest. The author 

Rasikbhai has created light atmosphere through dialogues 

between them on the topic of „Valamiya- लासरभमा (beloved)‟ 

between women of two age groups – one „young‟ and the 

other „old aged‟. Through this very episode the writer gives a 

hint to the spectators that after marriage Mena and her 

friends are now well settled in their personal lives, and have 

adjusted in their daily routine activities. 

[1] Ref: Book: Bhavai: page 379: by Dr. Sudhaben Desai 
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अभथी काकी: अरी रऩा? कमा लासरभमा भाटे भोगया चूॊटे छे? 

रऩा: अभथी काकी, फळ्मू तभ ेघयडा थमा तो मे तभायी 

भॉकयी कयलानी टेल न गई! 

अभथीकाकी: अभाया वभाभाॊ तो ककलओन ेमे न वूझ ेएलुॊ थतुॊ. तभ े

आजकारनी फधी डाहमरीओ थई गईओ छो! 

रऩा: अभथीकाकी, तभे नाना शता त्माये कमा लासरभमा भाटे 

पुर चूॊटता? 



अभथीकाकी: एनुॊ ताये ळुॊ काभ छे? अभे जे कमुय्ॊ ऐ कमुय्ॊ, ऩण अभायो 

वभो जुदो........[1] 

The way in Bhavai the colloquial language (which the people 

can understand or enjoy) is used, the same way, R. C. Parikh 

has also incorporated the local language used in day to day 

conversation which adds regional colour to the play. 

The use of dramatic experiments has also been seen during 

Bhavai performance. In Ôसभणफा वतीनो लेळÕ, in attempt of 

catching hold of the prince, a misunderstanding is created by 

a character „Rupali‟ who is a flirt and is of a loose character. 

Unaware of reality, Dhirajsing Bha gives exile to the prince 

even then Rupali does not leave to chase the prince. She 

under the disguise of a saint tries to flirt with the prince and 

gets defeated due to Badar – a friend of the prince. To get rid 

of Rupli, the prince and Badar are moving from one place to 

[1] Ref:Book/Test: Mena Gujari: page 45: by R. C. Parikh. 

Page #101 

another. In the process they arrive at Maniba‟s garden. The 

princess Maniba, lashes them with the whip in the impression 

that they are wanderers but regrets and asks to forgive on 

realising that he is her husband: 

सभणफा: (कुॊ लयजीने ऩगे ऩडता) भने भाप कयो, कुॊ लयजी, 

अजाणता जे थइ गमुॊ तेथी शूॊ ळयभ ेफऱी भरॉ  छुॊ . [1] 

At the end of the vesh, „Kuvarji‟– the prince and „Maniba‟ – 

the princess gets married. 

As to the event in Ôसभणफा वतीनो लेळÕ, we can see totally 

opposite dramati situation in „भेनाॊ गुजयी‟ (in Javanika 3). The 

village women of Gadhgokul, during their chat while fetching 

water from the well, talks about the military camp of the 



emperor: 

रऩा: ि दल्शीना फादळाशनी छालणीनो आऩणाॊ गढनी ऩाव े

फागभाॊ ऩड़ाल थमो छे! [2] 

Showing doubt in the information, Shobha says: Ôना! ते फादळाश 

आऩणा गाभन ेघेयो घारला आलेछेÕ. To end the confusion about it, 

Roopa says: Ôना ना एतो काफुरथी आलेछे ने ि दल्शी जाम छे. Mena has 

also heard praises about the military camp from her brother- 

[1] Ref: Book: Bhavai: page 443: by Dr. Sudhaben Desai 

[2] Ref:Book/Test: Mena Gujari: page 47: by R. C. Parikh. 
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in-law Hiraji. Listening to the story about the military camp 

and becoming anxious, Mena, Roopa, Shobha etc decide to go 

to see the military camp: 

भेनाॊ: ि दमय ते भायो राडको, 

रायमो नलतय लात 

जोई फादळाशनी छालणी 

त्माये थाळ ेजील ि नयाॊत ..... 

क तुक कयो कोड तो 

जाग्मो ि दर भोझाय 

केभ कयी वखी ऩुयलो 

ऐभाॊ ि लघ्न शोम शझाय [1] 

This is a centre point of the play. In the last two lines of the 

stanza, the playwright has suggestively crafted the future 

clash of Mena and her friends with Emperor and his troup. 

Here seeds are sown for the dramatic moments of the play. 

We have many examples of investigation and cross checking 



in Bhavai like in Ôसभणफा वतीनो लेळÕ. In the vesh, the person who 

is beaten with hunter turns out to be her (Maniba‟s) husband 

(Kuvarji) hence she apologizes to him. Also, she clarifies that 

the reason behind this action, is her oath: „not see face of any 

male person except her husband‟. 

[1] Ref:Book/Test: Mena Gujari: page 48: by R. C. Parikh. 
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To cross check the truthfulness of Maniba‟s statement, Kuvar 

and Baghar interrogates her: 

कुॊ लय: कुॊ लयी तभ ेजे कयत कमुय्ॊ त ेठीक तो नथीज कमुय्ॊ. याजाना 

दीकयी छो तेथी आभ लाट जता लटेभागुने कोयड ेभयाम के? 

भणीफा: भाप कयो, आ खोऱो ऩाथमोय.् 

कुॊ लय: अभारॊ  भन तो अशीॊथी वालज उठी गमुॊ तुॊ, ऩण ..... 

फाघय: जला दो ने फाऩु, शूॊ तो शजीम कशुॊ छुॊ , अशीॊ भाय खाईन ेऩड़ी 

येलाभाॊ भार नथी, ऐना कयताॊ ऩेरी रऩाऱी ळुॊ खोटी? 

भणीफा: (आश्चमथी) ऐ रऩाऱी कोण छे, फाघयजी? ळुॊ कुॊ लयजीनुॊ भन 

कळ ेफीज ेरागेरुॊछे? 

फाघय: एटराभाॊ इऴाय ्थई के कुॊ लयीफा ! अये एभ ि दर फीज ेरागेरुॊ शोत 

तो आभ भाय खाला अशीॊ आलत? [1] 

On getting assurance for Maniba about her “Satitva- वतीत्ल 

(chastity and fidelity to husband)”, kunvarji forgives her and 

again their marriage is arranged. “During the marriage 

ceremony, Maniba remembers about the physical touch of 

Fakir. Though this happened during her unconsciousness, she 

fills guilty about it and due to its mental knot, and thinking it 

as a sin commits suicide. Kunvarji also ends his life seeing 

this. Thus, the extremity of the custom of Sati and its faith is 



shown through the character of Maniba”. [2] 

[1] Ref: Book: Bhavai: page 443: by Dr. Sudhaben Desai 

[2] Ref: Book: Bhavai ma Alienation: page 40, 41: by Dr. Bhanuprasad 

Upadhyaya. 
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Making use of their intelligence, Mena and her friends are 

trying to gain confidence of Brahmin whereas on the other 

hand Brahmin is worried that are these girls capable of 

bravely handling and facing the unforeseen situation in the 

Military camp and can they come out of it? For this doubt, he 

is checking their confidence by interrogating them. When fully 

satisfied, takes a decision to allow them to see the military 

camp of the emperor: 

   ाहभण : जाल भालडीओ जाल! [1] 

In the Bhavai vesh, simile (the figure of speech) is used either 

to praise or to condemn somebody, like in „जळभा ओडणनो लेळÕ, 

Jashama‟s husband „Rudiyo‟ is ugly looking, hence Jashama‟s 

mother makes comparison between beautiful „Jashama‟ and 

that of her beloved husband „Rudiyo‟ with this simile: 

ओडण: ि दकयी, तु चाॉदनो टुकडो ने ई तो अभालवनी यात. [2] 

Here in the play, all the girls who are willing to see the 

emperor‟s military camp are busy in decorating themselves. 

They are discussing amongst themselves about the ornaments 

and dresses which they should put on and during their chat on 

getting the mention of “Odan-ओडण”, Shobha compares him 

with rainy dark clouds: 

ळोबा: Ôके काऱी काभऱ ळोबती, जाणे फीजरीऐ ओढ्मा भेघ ये.Õ[3] 

[1] Ref:Book/Test: Mena Gujari: page 53: by R. C. Parikh. 

[2] Ref: Book: Bhavai: page 408: by Dr. Sudhaben Desai 

[3] Ref:Book/Test: Mena Gujari: page 54: by R. C. Parikh. 
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In Bhavai, the details about the plot are directly conveyed to 

the audience. Nothing is hidden from them. In „अडला लाणीमा नो 

लेळÕ, though Teja is married, she makes love relation with 

other male person i.e Zando which is not approved by the 

society. The assembly of leading men from society intervenes 

in Zanda and Tejas‟s relations and beats „Zando‟ etc ……… etc. 

The actor who is playing the role of „Zando‟ is carrying the 

play further by narrating all such stories. Here, the 

unnecessary presentation of the action is avoided and only 

necessary narration of the action helps in carrying the plot 

further in the vesh. This is done because, in traditional plays, 

instead of creating curiosity, eagerness and fear in the mind 

of the audience, the whole story is presented in a lighter 

mood with a view that there is no adverse psychological 

reaction and they can view the play with an impartial attitude. 

झॊडो: भशाजन भन ि लचाय कये 

झूरणको घारो घात जी, 

आळक झूरण मुॊ के‟ ताये 

वफ रेख वाशेफके शाथ जी. ताक थैमा थैमा ..... 

The people having orthodox attitude beats Zando who is 

muslim: 

तेजा: भाॊजन उठमुॊ भायला ये, शाथ ेरीधी ये ईंट 

रार झॊडान ेन भायळो ये, भाये ऩुयल जनभनी  ू ीत. [1] 

[1] Ref: Book: Bhavai ma Alienation: page 71: by Dr. Bhanuprasad 

Upadhyaya. 
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In the play, the character itself is explaining the action. The 

character in the dialogue seizes to be character he is playing 

and becomes Sutradhar. In this play the Brahmin Priest is a 

connecting link between the actor and the audience who 



advances the play by his direction as he is present in each of 

the scenes. He advances the plot by avoiding the unnecessary 

action and only making its mention about it. 

For example, in Javanika – 4, there is difference of opinion 

between Mena and her mother-in-law about visiting the 

military camp. This could unnecessarily increase the play time 

if this is shown in the play, however, only by making its 

indication, the playwright has very beautifully put the 

dialogues through Brahmin which expresses the ideas of both 

– the Mena and her mother-in-law. 

   ाहभण: के भेनाॊ याणी भशीॊ जभाल,े ऩूछे वावूफाई ये 

ळणगायो आ केभ वज्मा छे, ळी छे आज नलाई ये? 

छालणी भाॊशी भशी लेचलान,े सवशमय वाथे जालुॊ ये 

जालानुॊ ना काभ तभार, येलतना लशुआर ये 

वावू लामाय ्लशु ना भाने, भशी लेचलान ेजाम ये 

चरी गुजयीओ रभझुभ कयती, लीजऱीनो चभकाय ये.[1] 

Later in the play, in Javanika six, the playwright avoids the 

unnecessary action during the fight and describes about the 

battle and its related events through the Brahmin who is the 

witness of the scene: 

[1] Ref:Book/Test: Mena Gujari: page 55: by R. C. Parikh. 
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   ाहभण: के शीि यमो ने चॊि दमो, याजा वाॊबऱो शभायी फात ये 

के ऩशेरो ते घाल तभ ेकयो फादळा अभे तभायी यैमत ये 

के ऩशेरो ते घाल फादळाशे कीधो, गुजयद रॉकय भाॊहम ये 

के शीि यओ ने चॊि दमो गुुःवे थमो जेभ फकयाभाॊ ऩडीमा लाघ ये ...[1] 

In Javanika seven, Mena decides to fight herself when she 

saw her brother-in-law getting weak during the fight. Like in 



traditional Bhavai, the Brahmin, who is playing different roles, 

becomes Barot (फायोट Ð a caste who is known to sing patriotic 

songs during the war to encourage the worriers) and narrates 

the ongoing battle events: 

ि ळय भुॊडभार, िअयकार, गुजयद अडग 

शयशय कशे वुबट, धभधभ चढन  ुःलयग.......... 

आब बयऩूय, लादऱ चढे घूर 

दीखत ननश को वभयाॊगणनो वुबग..........देख यणयॊग.[2] 

The playwright R. C. Parikh, through the tool of alienation 

avoids unnecessary action in the play. Here, advancement of 

the play is made by Brahmin who only focuses the useful and 

appropriate events of the play. 

In Javanika 4, Shobha, Rupa etc are on the way to see the 

[1] Ref:Book/Test: Mena Gujari: page 76: by R. C. Parikh. 

[2] Ibid: page 78 
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military camp of the emperor. Knowing about the indifference 

between Mena and her mother-in –law, Mena‟s friends get 

upset. Meanwhile, Mena on the way realises that she has 

forgotten Poniard and chaste box at home hence she refuses 

to visit the camp. 

भेनाॊ: शुॊ अशीॊमा अॊफालाडीभाॊ तभायी लाट जोऊ छुॊ  [1] 

Thus, seeing all her friends leaving the camp keeping her 

alone, Mena feels very sad. Solitary Mena is curiously waiting 

for her friends to return. Whereas in Bhavai “भणीफा वतीनो लेळ”, 

princess Maniba while becoming young, becomes curious to 

see and meet her husband „Kuvarji‟. As she has seen her 

husband for years hence she tells about it to her friends that 

”एकरा नथी यशेलात ुने ि दर फऱीन ेयाख थाम छे”. Thus, Maniba 

expresses her intact love for her husband in this song: 



भणीफा: तभे गमा अभने बूरी ये 

लागे शैमा भाॉशे ळूऱी ये 

कुॊ लयजी प्माया 

अभने बोजनीमाॊ न बाल ेये 

अभने वेजरडी वताल ेये 

ि चत्त शयनाया [2] 

In the play, Mena is nervous as she could not visit the military 

camp. She expresses her love and worry about her friend‟s 

[1] Ref:Book/Test: Mena Gujari: page 58: by R. C. Parikh. 

[2] Ref: Book: Bhavai: page 430: by Dr. Sudhaben Desai 
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safety through this song: 

भेनाॊ: वाशेरी भशी लेचीन,े ऩाछी लशेरी आयम 

भेनाॊ ऊबी एकरी, एकरडी भुॊझाम!.......... 

भनभाॊ भूॊझलण ऐ भने! ळुॊ थाळ ेि कवाय? 

भाथ ेळाि लतको शळ?े (तटुःथताथी) बाली ना भीटनाय! [1] 

Through this incident, playwright explores the inner conflict of 

the character through the song and exposes Mena‟s hidden 

personality and also manifests the inner sensitivity and 

delicacy of Mena. 

In traditional Bhavai, human emotions are depicted through 

songs as in Ôसभणफा वतीनो लेळÕ, Maniba is playing in the garden 

with her friends, in the mean time, a snake bites her she falls 

unconscious. A fakir is brought to extract the poison from her 

body. Here the life saver fakir gets madly attracted towards 

Maniba and proposes her for marriage. 

पकीय: अभे घेरा थमा ताया रऩन,े 



ये अरी याजकुभायी! 

शल ेबागो अभायी बुखने 

ये अरी याजकुभायी! 

थईक थईक था थईक. [2] 

[1] Ref:Book/Test: Mena Gujari: page 59: by R. C. Parikh. 

[2] Ref: Book: Bhavai: page 429: by Dr. Sudhaben Desai 
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In the play „Mena Gujari‟, Mena is not going with her friends 

to see the military camp of the emperor but is waiting near 

the mango-grove where she saw emperor‟s soldiers arresting 

and dragging her friend Reva in the camp hence she is 

distressed. In a short while, the prince appears on horse 

before her and attracted towards her beauty praises her: 

ळशजादो: कमा ि दरकळी! क्मा शै खूफी! 

क्मा खूफ रई खुळनुभाइ 

खूफवूयती क्मा फनी 

दीठी न ऐवी ि दररफाइ [1] 

In the traditional Bhavai vesh, many a times, we can also see 

the union of various languages. This is done to bring the local 

flavour in the Bhavai presentation to make it popular. As 

Bhavai form is very old so it has got influence of many 

languages. A different colour is added with the help of such 

languages. We can see amalgamation of Urdu & Gujarati 

language in the “Zanda-Zulan no Vesh – झॊडा झूरण नो लेळ”. 

Zando and zulan prays khuda (खुदा) to bless them for their 

love and respect to remain intact for many births: 

झॊडो: टाळ्मा ना टऱे रेख देखो ळास्तय ्की यीत 

ऩेरा बलका वॊफॊध शै, उव वे शों गई  ू ीत 



ताक थैमा थैमा.... 
[1] Ref:Book/Test: Mena Gujari: page 60: by R. C. Parikh. 
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तेजा: तेजर ऩाणीडा वॊचमाय ्ये, घडुऩ घुघयभाम 

यषा कयो जऱ देलता, तेजर नानेर फाऱ 

लेरा घेय आलाजो झॊडा... 

झॊडो: ऩाणी जाओ भगन वे, भनभाॊ धायो धीय 

तेये तो यखलार शै, दाता दलर ऩीय 

ताक थैमा थैमा....[1] 

Arguments take place between Mena and the Mughal prince in 

the military camp. To make them understand their languages, 

a special dialect is designed by the writer which is known as 

„Rekhato – येखतोÕ. “This is designed in such a way as if words 

of one language are poured in other language. „Rekhtan‟ 

means „to pour‟. „Zabani Rekhata‟ means „mixed language‟. 

Urdu language has been born from such mixture of languages 

so it is called „Rekhata‟. The Islamic scholars call this language 

as „Gujari‟ dialect”. [2] 

ळाशजादो / फादळाश: कश ि कव देळवे आॊइ, कश ि कव गाॊल यशना? 

कश ि कव कोभकी नायी, कअजी नाभ क्मा अऩना? 

भेनाॊ: भाॊडलगढनी दीकयी, फड गुज्जयनी जात 

गढ़ गोकुऱभाॊ ऩयणीमाॊ, येलत गुज्जय नात! 

चॊदा ऩुरऴना घयनी नायी, भेनाॊ भार नाभ 

वभझ वभझ के फादळाश, फात कयो न शयाभ. [3] 

[1] Ref: Book: Bhavai: page 259: by Dr. Sudhaben Desai 

[2] Ref:Book/Test: Mena Gujari: page 60: by R. C. Parikh. 

[3] Ibid: page 64 
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The prince is so attracted to Mena that he declares his wish to 

make her the queen. Getting extremely angry with this offer 

of the prince, humiliate him in the clear words: 

भेनाॊ: राज ळयभ तें भुकी फादळाश! शूॊ ऩयणेरी नाय! 

इॊवान भटी शेलान थमो तुॊ, शोम न अदकी गाऱ! [1] 

As in the play „the emperor‟, so in the Bhavai Ôसभणफा वतीनो 

लेळÕ, „the fakir‟ is chasing Maniba demanding from her for 

sexual pleasure. 

पकीय: अभे घेरा थमा ताया रऩन,े 

ये अरी याजकुॊ लयी 

शल ेबागो अभायी बुखने, 

ये अरी याजकुॊ लयी 

Here Maniba informs to the Fakir that she is a sacred Indian 

Woman: 

सभणफा: अल्मा अभे सभणफा वती, पकीयडा ! 

केÕलाईमे सभणफा वती जी ये. 

अल्मा शल ेन पेयलाम सभत, पकीयडा! 

पेयलाम ना सभत जी ये. [2] 

[1] Ref:Book/Test: Mena Gujari: page 66: by R. C. Parikh. 

[2] Ref: Book: Bhavai: page 429: by Dr. Sudhaben Desai 

Page #113 

Thus, character of Maniba in Bhavai and that of Mena in the 

play revolts against the bad intensions of other man than her 

own husband and she is successfully shown protecting herself. 

Further in the play, the emperor knows about the brave 

nature of the Gurjars. He has kidnapped Mena and her 

friends, but thinking about the havoc that will be created by 



the Gurjars, he orders to move the military camp from 

Gadhgokul and to march for Delhi. 

Asait Thakur (अवाइत ठकएठाकुय) the originator of the traditional 

Bhavai, for safely brings back Hemala Patel‟s (शेभाऱा ऩटेर) 

daughter „Ganga‟, who is like her own daughter. For this he 

pleases Jahanjroz (जशानजयोझ) the governor of the mughal 

emperor „Allauddin Khilaji (अल्राउद्दीन ि खरजी)”, with his lyrical 

singing of the melodious songs and gets released „Ganga‟. In 

the same manner in the play, the Brahmin priest, as he has 

given promise to Mena‟s father, enters the military camp to 

protect Mena and on getting caught becomes cook. 

In the traditional Bhavai “छेर फटाऊनो लेळ”, Chhelbatau invites 

the queen and her cavalry for dinner. During the dinner, the 

dialogues between Peg and Chhelbatau attract attention of the 

invitees and make the atmosphere humorous: 

ऩेग: लो तो नशीॊ खाते 

छेर: उवकु कुछ फक्वीव दो, वूयत ळये दे दो. 
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ऩेग; जाओ तुभको वूयत ळये ि दमा वारे बीख भॊग खाओ. लो 

तो ननश रेते. 

छेर: वफकु भाय बगाओ. 

ऩेग: बगा ि दमा. [1] 

The writer R. C. Parikh, bringing joy of Bhavai in the play by 

deliberately showing the priest Brahmin (now acting as a 

cook) behave like a mad person during his conversation with 

the soldier, during the dinner scene. Here, he deliberately 

behaves very cautiously before the soldier as no doubt should 

be created for him in soldier‟s mind. 



   ाहभण: वाशेफान ि वऩाशी भोटा ! 

भें अयज कर शे छोटा ! 

यवोई फशोत फनाई अच्छी 

खाती नशीॊ मे गुज्जय फच्ची. 

Brahmin also warns the soldier against emperor by saying: 

फादळाशका पयभान शुआ शै, आऩ औय शभ बी बूखे शै, 

भेना गुजयी ना खामे जो, तेया भेया ि ळय जामे तो. [2] 

The playwright brings some lightness of laughter in the play 

which is becoming serious through the dialogues between the 

soldier and the Brahmin. 

In the traditional Bhavai, we also get examples of the 

[1] Ref: Book: Bhavai: page 288: by Dr. Sudhaben Desai 

[2] Ref:Book/Test: Mena Gujari: page 71: by R. C. Parikh. 
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sentiment of bravery (लीय यव) like in “ि लको ि ववोि दमानो लेळ”, the 

Chittod king has declared war against the emperor of Delhi. 

Though the defeat of Chittod was sure during the war, as a 

last resort, the Mewad king entrusts an important 

responsibility to „Viko‟ at the crucial time and has sent him to 

the war field. He has asked him to make the elephant injured 

on which the Delhi emperor is sitting. „Viko‟ jumped into the 

war and became successful in making the elephant wounded 

due to which the victory of Chittod became certain. 

दीलानजी: भाका याजाणीन ेभाका ऊऩय कागद ि रख दीमो 

अने त ेआईओ अने रड़ाईभाॊ गीमो, 

शाथीया भालधयो ळीव काप्मो अने 

शाथीना गॊडुःथऱभें वाॊग भायी शाथी 

शटा दीमो अने भाका याणाि जयी जीत लानी ........[1] 



In the play, Brahmin tactfully informs the soldier about the 

vow (religious observance) of Mena and tells him that she will 

take her meals only after offering the food to goddess 

Mahakali in Gadhgokul. Thus he makes arrangement for Mena 

to go to Gadhgokul: 

भेनाॊ:    ाहभण लीया तन ेलीनलुॊ, जाजे गढ़ भोझाय, 

शीि यमा ि दमयने आऩज,े भाया वॊदेळानो वाय! 
[1] Ref: Book: Bhavai: page 109: by Dr. Sudhaben Desai 
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यशेरो यशेरो आलाज,े फाॊधीन ेतरलाय 

भोडु जो थाळ ेतन,े तो छेलटना झलाय! [1] 

Like in folk drama Bhavai, „Viko‟ on advise of the king, at the 

crucial moment jumps into the war and shows his bravery, in 

the same manner the Brahmin becoming the messenger of 

Mena, very cleverly escapes from the military camp of the 

Emperor and informs to Mena‟s brother-in-law –Hiraji and the 

citizens of Gadhgokul that their wives are imprisoned by the 

emperor. Knowing this, whole village gets furious and all the 

Gurjars prepares themselves to fight with the emperor. Hiraji 

takes with him all the brave villagers to attack the military 

camp. 

शीयाजी: Ôके ताणीन ेफाॉधो तॊगडो ने ढीरी भेरो रगाभ ये! 

के ळूया शोम वो वॊग चरोन,े नशी कामयका काभ ये!Õ 

ि फजा गुजयो: Ôके केसवयमा बई लाघा प्शेयो ने शों जाल रार गुरार ये!Õ 

शीयाजी: Ôके ि दल्शी जीतीन ेघेय आलुॊ तो येलत भारॊ  नाभ ये!Õ [2] 

Thus, the writer through presence of Brahmin in each scene 

and his testimony takes the play to its climax. 

In Javanika seven, nine lakh Gujjars declares war against 92 

lakh soldiers of the emperor before he reaches Delhi. On one 



side in the prison, Mena has got lustre (brightness; vigour; 

heroic spirit) on her face by worshiping Goddess Kalimata. 

The emperor during the fight is astonished to see Mena‟s 

[1] Ref:Book/Test: Mena Gujari: page 72: by R. C. Parikh. 

[1] Ibid: Page 75, 76 
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virtuous lustre and getting self realisation releases Mena and 

gives respectful farewell along with her brother-in-law Hiraji. 

Ôके तभायी गुजयी तभन ेवुॊऩी गुजयी शभायी फेन येÕ [1] 

There is no subplot within Bhavai vesh as such. But we see in 

Ôसभणफा वतीनो लेळÕ that „Rupali‟ tries to flirt with the prince. The 

prince getting disgusted with her, leaves her to Baghar‟s 

company and exits. Rupali then sets her eyes on Bahghar and 

sings: 

रऩाऱी: अये फाघजीय,् आभ आलोन.े 

आलो फाघयाजी आलोन े

लात वॊबऱालूॊ 

रडी रडी लात वॊबऱालूॊ! 

फाघय: केभ कुॊ लयजीए ऩडताॊ भेल्माॊ एटर ेफाघयजीन ेलऱ ग्मा खर ने? 

रऩाऱी: एलुॊ केलुॊ फोरो छो, फाघयजी? जुओने शुॊ रऩाऱी नथी? 

फाघय: रऩाऱी तो छेुःतो. याॊड ऩण नखयाऱी छे ते तने कोण वॊघयळ?े [2] 

Here, Baghar also gets disgusted with her but she continues 

to follow them everywhere only to be caught by them in a 

vesh of a saint. Rupali feels helpless and gets dejected. And 

the plot continues with the main story. Rasikbhai has also 

tried to stick with the main story in the play „Mena Gujari‟. He 

[1] Ref:Book/Test: Mena Gujari: page 80: by R. C. Parikh. 

[2] Ref: Book: Bhavai: page 433: by Dr. Sudhaben Desai 
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carries the sprouted love affair between Reva and Hiraji in 



Mandavgadh to the Gadhgokul and at the end of Javanika 

seven suggests dramatically that after the war, Reva 

comments suicide by jumping in Yamuna River. This episode 

seems a mismatch in the whole play. 

Her, on checking its reason it seems that, initially Reva is 

attracted towards Hiraji but later there is no mention in the 

play which reveals that her attraction has changed into her 

love for Hiraji. Hence, we do not get any specific direction for 

their love in the play. So, except for the accidental happening 

about Reva jumping in the river, we do not get any reason for 

her act. Thus the playwright proceeds further towards the 

dramatic development of the play leaving aside calamity 

about Reva unclear. 

Further in Javanika eight of the play, the priest informs about 

the victorious Gurjars before Mena‟s mother-in-law „Ujalaba‟, 

„Amathikaki‟, etc and pacifies all the waiting villagers. He also 

informs about the martyr of „Shursinh Thakor‟ while saving 

the life of son-in-law. Displeased with this act of Mena, her 

mother-in-law „Ujalaba‟, evokes suspicion in the audience 

about the welcome of Mena at her home and prepares them 

for the last scene. 

In the last scene, in the Gadhgokul, flowers & leaves 

decoration is done to celebrate the victory. There is 

ceremonial atmosphere in Gadhgokul. All are blessing and 
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greeting each other. Mena also proceeds to get blessings from 

her mother-in-law but Ujalaba takes her legs back and taunts 

Mena as „Emperor‟s wife - फादळाशनी फीलीÕ. Mena clarifies that 

Goddess Kalimata is her witness; even then her mother-in-law 

doesn‟t listen to her. Mena feels offended. 

भेनाॊ: फादळाशनी फीली? ओ जोगभामा! तु भारॊ  वत जाणे छे. ि दमयीआ, शूॊ 

जाऊ छुॊ . तभाया बाईने केÕजो के भेनाॊ तभार कुऱ शीण ुनशीॊ कये! [1] 



Thus she finally departs saying last goodbye to Gadhgokul 

and proceeds for Pavagadh. The Brahmin concludes the play 

with the couplets from ballad of „गुजयीनो गयफोÕ 

   ाहभण: Ôके त्माॊथी गुजयी चारीआ ने गमा ते ऩालागढ़ ये 

के ऩाला ते गढ़भाॊ अरोऩ शों गई भशाकाऱी कशेलाम येÕ [2] 

This way, R. C. Parikh pinpoints towards the present 

conservative and rigid society and he accomplish through 

Mena‟s act of leaving her house that there is no place for the 

human values in the worldly society. 

[1] Ref:Book/Test: Mena Gujari: page 86: by R. C. Parikh. 

[2] Ibid: page 87 

*+*+*+*+*+*+*+*+*+*+* 
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Chapter 2: 

3) Hoholika - C. C. Mehta (1957) 

३) शोशोि रका - चॊ. ची. भशेता (१९५७) 

„Hoholika – शोशोि रकाÕ is a one act play which is written making 

use of folk drama Bhavai. The playwright has clearly indicated 

in the preface that “This play, when performed in farcical 

style, gives more pleasure”. The western drama also 

influenced Gujarati theatre along with the Indian theatre of 

other regions. Similarly, the addition of the farcical style 

which was born in France during 17th century is also seen in 

the Gujarati professional theatre. It was the main tool of 

entertainment for the lower strata of the Indian society, hence 

our actors and directors adopted its use in the traditional 

acting style for its over entertaining elements. The able and 

genius playwright like C. C. Mehta applied this farcical style in 

his creations of „Mena-Popat‟ and „Hoholika‟ to project human 

weaknesses and pretentiousness more predominantly through 

satirical, humorous and cleaver dialogues. 



Scholar of Indo-Western plays, C. C. Mehta has made 

memorable contribution on Gujarati Theatre. C.C. Mehta is 

writer of Gandhi Era. Drastic changes are observed in the 

fields of theatre and mass entertainment. This was the rising 

time of the amateur theatre which was challenging the then 

professional theatre as also it was a time of increasing 
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attraction for cinema. During this time only, the amateur 

playwrights made progress towards one act plays along with 

the full length plays. As a part of their search for the pure 

one act play, they created „short plays‟. „Short plays are those 

which are link between the full length plays and the one act 

plays. In his notes on this subject, Nandakumar Pathak says: 

“Like in western counties, at our place (over here) also the 

development of the one act plays is connected with that of the 

amateur theatre. Due to the efforts made by Shree 

Chandravadan Mehta to popularize the amateur theatre, the 

field of one act plays became more and more extensive”.[1] 

“Hoholika – शोशोि रका” is a creation of the efforts made to 

popularize the amateur theatre as also hidden behind is his 

determination to provide Gujarat with its indigenous theatre. 

In the play “Hoholika – शोशोि रका”, „Holaguru- शोरागुर” enters the 

stage dancing, as per the custom in the traditional Bhavai. In 

folk play Bhavai every entering actor gives introduction of the 

character he is playing and also indicates his role in the play. 

The playwright of „Hoholika‟ has eliminated the traditional 

Bhavai elements like „Ganapati no Vesh‟, „Kali no Vesh‟ etc 

from the play, which are generally played during the prologue, 

but not forgetting the basic characteristic of „ता...ता....थै....थै...Õ 

of Bhavai. This he has done to make ground for the character 

of „Holaguru‟ - which is similar to the character of „Rangalo‟ in 



traditional Bhavai: 

[1] Ref: Book: Ekanki Swarup ane Itihas: page 82, 83: by Nandkumar 

Pathak 
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शोरागुर: Ôशो शो शो शो ..... शो 

ळो भेऱो जभामो छे 

कोई अजफ यॊग फनामो छे 

बायी भॊडऩ यचामो छे 

अने शल ेतो जभानो ऩण फदरामो छे 

„ताता....थैथै..... ताता....थैथै.....थाÕ[1] 

All the Veshas (folk plays - presentations) of the traditional 

Bhavai are performed making use of the minimum stage 

properties hence the Nayak creates the scenes by using the 

dramatic tool of make-believe technique to indicate the locale. 

For example, in „वयाि णमानो लेळÕ, Saraniyo - वयाि णमो-भाि नमो 

(देलरो) is quarreling with his wife Rudaki – रडकी. The Nayak 

intervenes in the quarrel and making them apart tells them to 

keep silence in the locality of the upper class society. Thus the 

Nayak makes indication of the locale to the audience making 

„Devalo‟ and his wife „Rudaki‟ it‟s medium and the audience 

accepts the indicated locale. 

नामक: अल्मा, रढो छो केभ? उिजऱमात वलुःतभाॊ कोई उबुॊम नशीॊ 

याखे. भाया फेटा काभ धॊधो कयलो ननश ने धभार कयली छे? 

चारो तभन ेगेट ऩय रइ जाऊॉ . [2] 

The play “Hoholika – शोशोि रका”, wherever it is performed like in 

[1] Ref: Book/Text: Hoholika: page 409: by C. C. Mehta 

[2] Ref: Book: Bhavai: page 343: by Dr. Sudhaben Desai 
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the temple, in the open space of caravanserai, or in the 

proscenium theatre, the audience always believe in the locale 

indicated by Holaguru through the technique of make-believe. 

शोरागुर: आ छे अवर नाभदाय कपऱमु 

अने अशीॊ ठीक रोक जोलान ेभऱीमुॊ. [1] 

Thus, this Bhavai like play during its performance do not face 

any sort of difficulty for locale creation whether it is presented 

in the proscenium arch theatre or any other stage. Keeping in 

mind the discipline of the Onc Act plays, C. C. Mehta has 

made entries of the character like Jijibhai (जीजीबाई), 

chhabilaram (छफीरायाभ), chandan (चॊदन) etc as per the 

dramatic style. 

In the traditional Bhavai Vesh, nothing related to the Vesh is 

kept hidden from the audience. Everything related to the Vesh 

is communicated to the audience through the characters of 

„Rangalo Ð यॊगरो‟ and „Nayak - नामक‟ due to which audience 

becomes aware of the every minute information about the 

Vesh. Like in “जूठणनो लेळ” while telling that he was an emperor 

and now has become Fakir, he informs that he has three 

appellations – „Juthan – जुठण‟, „Kuttimar Ð कुत्तीभाय‟ and 

„Chapanichat Ð चऩणीचाट‟. On informing the reason behind the 

first name „जूठण‟ he tells to the Nayak: “भें शयदभ जुठा शी फोरता, 
[1]Ref: Book/Text: Hoholika: Page 409: by C. C. Mehta 
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कबी वच्चा फोर दॊ  ू उव ि दन उऩाव कयता तफव ेरोक भुझ ेजठू ण के ने 

रगे.”[1] On asking about the appellation „Kuttimar Ð कुत्तीभाय‟ he 

explained the story to the Nayak that while going to the town 

he saw a she dog lying on the road. Being sure that she is 



dead, I cut the dog in twenty to twenty five pieces. When the 

chief police officer of the town heard about it he proudly 

announced my name as „Kuttimar Ð कुत्तीभाय‟. Similarly 

disclosing the details behind the name „Chapanichat Ð 

चऩणीचाट‟ he says: “शभ फादळा वे जद पकीय शुआ तो शभ बीख भॊगन ेकु 

जाता औय ि कधय जभणलाय शोल ेतो चऩणा ठोफयाॊ चाट खाते, तफव ेभेया नाभ 

चऩणीचाट शुआ, आमा वभझभें?” [2] 

Thus, making joke on oneself, and feeling proud of it, Juthan 

makes the atmosphere very light. The playwright C. C. Mehta 

also frankly does not leave any chance to cut joke on himself. 

In the play „Mena – Popat‟, through the character „Kokila‟ and 

in the play „Hoholika‟ through Jijibhai, he does not feel shy to 

highlight his weakness. In the play, through the dialogues of 

Holaguru and Jijibhai, he gives introduction of the play and its 

playwright: 

जीजीबाई: आज नाटक छे शोशोि रका, त्माॊ काजीजीनो लेळ 

अभे छे ऩशेमुय ्ॊ अॊगयखुॊ, ऩण खोलाई गमो छे खेळ 

शोरागुर: आ नाटक नाभे शोशोि रका जे कोणे राख्मु कशेलाम? 

[1] Ref: Book: Bhavai: page 227: by Dr. Sudhaben Desai 

[2] Ibid: page 228: 
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जीजीबाई: चनि् लदन भशेताने नाभे ने शय लात ेलॊकाम! 

शोरागुर: शोशोि रका, शो शोशोि रका, ते छे छोकयीनुॊ नाभ? 

जीजीबाई: ना गुर, भूऱभाॊ तो शाशाि रका, ऩण लात थई छे आभ: 

चनि् लदन भशेता एनुॊ आॊखनुॊ जया काचु, 

ते नकर कयला फेठा, त ेखोटानुॊ थई गमु वाचु! [1] 

Thus through the fun and sarcastic remark, the play proceeds 

further making everybody laugh. 



Whenever and wherever the play „Hoholika‟ is performed, 

always one person enters the stage from the audience to 

make an announcement, whom Jijibhai and Holaguru stops to 

do so. The person entering the stage explains to them the 

reason behind: “आ एक गयीफ फाईऐ आठ सभशनाथी घयनुॊ बाडु बमुय्ॊ नथी 

अने कारे ननश बये तो एने फीचायीन ेघयनी फशाय जलुॊ ऩडळ”े. [2] This 

person expects handsome financial help from the audience so 

that the poor lady can be helped. Later in the play it is 

revealed that this person who came to collect the donation 

was lady‟s landlord himself. 

The playwright nicely embosses the mass participation of the 

audience as per traditional Bhavai giving it a shape as per his 

expectation by catching their response for the above incident. 

This way he makes the audience aware and alert about the 

existing social problems due to immorality and corruption 

[1] Ref: Book/Text: Hoholika: page 409: by C. C. Mehta 

[2] Ibid: page 410 
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prevailing in the society. This way he makes the audience 

aware about the upcoming vesh. 

While arranging the chair for Holaguru, Jijibhai and Kajisaheb 

(the Judge), Chhadidar (chopdar) infroms to Holaguru and 

Jijibhai that he had quarrel with his wife a month back and 

since then they have taken vow not to speak with each other. 

In reply these people advise him as: 

शोरागुर: ऐ उडफॊग! एक वत्मनायामणनी कथा कयाल. एभाॊ यड ेछे ळनेो? 

छडीदाय: भशायाज, सभशनानो आज ेआखय ि दलव छे. भाटे यडु छुॊ . 

शोरागुर: कथा केन्वर! फोरो ि वमालय याभचनि् की जे! [1] 

Here, as the time limit of the vow is getting over, the 

chhadidar cries in its reaction because now his wife will again 

start speaking with him from tomorrow and he worries that 



the quarrels with his wife will disturb his peace of mind. 

We can see use of other languages like English, Hindi mixed 

with Urdu in the play „Hoholika‟. Since centuries such 

application of various languages are seen in the folk drama 

Bhavai. For example: in „Chhel Batau no Vesh‟, the character 

chhel Batau makes use of Hindi mixed with Urdu in the love 

letter which he writes to his beloved while remembering her. 

छेर: कागद रखुॊ कऩूय वे 

फीच फीच रखु वराभ 

[1] Ref: Book/Text: Hoholika: page 411: by C. C. Mehta 
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जो ि दन वे ि ऩमु ि फवये 

तो ि दन नीॊद शयाभ. [1] 

Jijibhai informs to Holaguru that the performance of Vesh is 

delayed and an announcement is made about the arrival of 

the ÔJudge – Kajiji (काजीजी)Õ. The announcer uses Urdu mixed 

Hindi for this announcement. 

छड़ीदाय: आगुवे फाजुवे, शेि वमतवे, नतफमतव ेलगेये लगेये वे ि नगाश 

यखो भशेयफान! काजीजीनी वलायी आ यशी शे. [2] 

The playwright through the use of such language establishes 

the personality of the character. Later in the play through the 

characters of Chandan, Chhelo, Dula etc, the colloquial dialect 

has also been applied. In the play, we also can see that 

Holaguru speaks dialogues like “कथा कें  वर!”, “काजीजी शभणाॊ 

कॊ वल्टेळनभाॊ फेवळ”े etc. Thus, language plays an important role 

in creating personality of each character. 

In the traditional Bhavai “   ाहभणनो लेळ”, we can listen to the 

pretender Brahmin and Nayak converse in various utterances. 



   ाहभण: जो आ पडपड टीऩण ुळुॊ कशे छे? 

नामक: ळुॊ कशे छे? 

[1] Ref: Book: Bhavai: page 288: by Dr. Sudhaben Desai 

[2] Ref: Book/Text: Hoholika: page 411: by C. C. Mehta 
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   ाहभण: आ काणा ने कॊ कुलयणा पयययय...... 

नामक: अल्मा अषयययय...... [1] 

In the similar way the playwright C. C. Mehta has deliberately 

applied farcical style to manifest the gesticulated 

entertainment and has used repetitive words like „आजीजी, 

राजीजी, ऩाजीजीÕ at the end of each poetic sentence of character 

„छफीरयाभÕ: 

„छफीरयाभÕ is the first plaintiff appearing before the court of 

„काजीजीÕ for the justice - the „काजीजीÕ – who comes only once in 

a year to the court to give his verdict. He lodges compliant 

against „छेराÕ - his own brother. 

छफीर: शे वाप इन्वाप कयनाय नेक नाभदाय काजीजी 

शुॊ छफीरयाभ कर छुॊ  एक आजीजी 

लात फनी छे ताजीजी 

जे कशेता जीब जाम छे राजीजी 

आ भायो बाई छे ऩाजीजी 

एणेअक्करनी कयी शययययाजीजी! [2] 

In the play, „छफीरयाभÕ is a character who represents the 

[1] Ref: Book: Bhavai: page 200: by Dr. Sudhaben Desai 

[2] Ref: Book/Text: Hoholika: page 412: by C. C. Mehta 
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zealous poets. The writer is making satire on those poets who 

want to be popular overnight. „छफीरयाभÕ is able to make poetry 

on anything. 

छफीर: ताया ऩय रखुॊ आ कचेयी ऩय रखुॊ आ पऱीमा ऩय 

रखुॊ, जाॊफुना ठऱीमा ऩय रखुॊ, तऱालना तऱीमा 

ऩय रखुॊ, बीभ फऱीमा ऩय रखुॊ... [1] 

Like in Bhavai, farce does not have any specific language. Its 

language is that of performance. C. C. Mehta has used the 

same performance language artistically in the play. 

In the court of „Kajiji‟, „chhabilaram‟ lodges complaint against 

his own brother that: 

“आ भायो बाई छेरो, एनी ऩाव ेटुकडो जभीन, एनी खेती कयला एणे भायी ऩाव े

एक फऱद उछीनो भाॊग्मो. भें आप्मो, ए ऩाछो आऩला आयमो त्माये फऱद ऩूॊछडा 

ि लनानो शतो. ऩूॊछडा ि लनाना फाॊडीमा फऱदनुॊ शुॊ ळुॊ करॉ ?” [2] 

In the play the second complaint is brought by ÔChandan – 

चॊदनÕ who has put charge of murder on chhela who stayed 

there overnight in her caravanserai. While explaining how her 

child died, he said: “छफीरयाभे एकाएक फूभ ऩाडी भने कहमुॊ के यवोडाभाॊ 

कुतर ऩेंधे छे, त ेयवोई ना फागड ेएटरा भाटे अॊदय जइ एने फशाय काढ: शुॊ 

तयत दोड्मो, भाया शाथभाॊ ि शॊचकानी दोयी, त ेऩगभाॊ बेयलाई, घोि डमु आडु 

ओळयी नीच ेऩटकामु, फाऱकने ऩधगथमानी धाय लागी, अने त ेगुजयी गमुॊ.” [3] 

[1] Ref: Book/Text: Hoholika: page 412: by C. C. Mehta 

[2] Ibid: page 413: [3] Ibid: page 415 
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The third plaintiff „Dulo – दरुो‟, also complaints that „Chhelo‟ 

has murdered his father. Explaining the details, „Dulo‟ says: 

“लदृ्ध ि ऩतान ेलैद्मयाजन ेत्माॊ शोडीभाॊ फेवाडी फतालला रई जतो शतो. नदीभाॊ ऩुर 



नीचेथी ऩवाय थता शता, त्माये एकाएक उऩयथी फयाफय भाया लदृ्ध ि ऩताना ळयीय 

ऊऩय एक भाणव ऩड्मो, ि ऩता चगदाईन ेभयी गमा. ऩडनाय भाणव ते आ 

छेरो”. [1] 

The playwright has made „Chhelo‟ as the main character in the 

play „Hoholika – i.e. Kajiji no Vesh: काजीजी नो लेळÕ. All the 

three characters Ð Ôछफीरयाभ, चॊदन अने दरुोÕ are true in their 

complaints against „छेरोÕ. However, we can see that in each 

case, „Chhelo‟ is accidentally proved guilty at the end. 

While Kajiji sits in „consultation – कनवरटेळनÕ, he sees some 

heavy items wrapped in chhela‟s scarf in two small bags 

hanging at the back of Chhelo. Seeing this, Kajiji draws an 

inference that these two bags must be filled with solid gold 

which Chhelo will give him as bribe hence he gives his 

judgment in his favor. Here while giving verdict, Kajiji appears 

like a copy of corrupt Judge – „Azdak‟ in the play „Caucasian 

chalk circle‟ of Bertolt Brecht. 

While giving his judgment for the first complaint that of 

Chhabilram, Kajiji says: “तभायी तकयाय फऱदना ऩुॊछडानी छे. ज्माॊ वुधी 

[1] Ref: Book/Text: Hoholika: page 418: by C. C. Mehta 
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फऱदन ेनलुॊ ऩुॊछडू उगे नशीॊ त्माॊ वुधी भोटाबाई छफीरयाभनो फऱद छेराना 

कफजाभाॊ यशेळ.े ऩुॊछडू छफीरयाभना घयभाॊ यशेळ.े छफीरयाभे अनाथीओ फऱद 

आप्मो एटरा भाटे नछफरयाभ छेरानी जभीननी खेती कयी आऩळ.े” [1] 

Kajiji gives his judgment for the complaint of Chandan, like 

this: “फाई चॊदनन ेफीजुॊ फाऱक न थाम त्माॊ वुधी छेरो एन ेत्माॊ फाऱक 

तयीके यशे, एनुॊ रारनऩारन बयणऩोऴण फाई चॊदन अने एनो धणी कये.” [2] 

Whereas he gives justice to Dulo like this: “आज थी ऽ ीजे ि दलव े



बाई छेरो एज शोडीभाॊ नीकऱे, ऩुर नीचे शोडी उबी याखे अने ऩुर उऩयथी 

दरुाए एली यीत ेबुवको भायलो के ए फयाफय छेरा ऊऩय ऩड़,े अने छेरो भयी 

जाम.” [3] 

C. C. Mehta through Kajiji‟s judgment explains to us that how 

far the human tendency, ardent desire can take him. 

At the end of each judgment of Kajiji, Holaguru‟s through his 

dialogues “न्माम तो कज्जर काजी का”, “न्माम तो कॊ फर काजी का”, 

“न्माम तो फॊडर काजी का”, shows us how much our present 

judiciary is corrupt and polluted. 

Generally, death of any character during the play creates 

compassion in the hearts of the audience but in Bhavai „काफा 
[1] Ref: Book/Text: Hoholika: page 414: by C. C. Mehta [2] Ibid:page 417 

[3] Ibid: page 420: 
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नो लेळÕ similar situation becomes humorous and creates 

laughter. Brahmin kills Kaba who has come to rob him by 

spraying spelled water on him. Later he hates him and kiks 

the dead body of Kaba, when Nayak stops him: 

नामक: शल ेभयेरान ेभाय ना फे ि शजडा! अफ उवकी ि फमा कय. 

मे तेया फाऩ तो ि शॊद ुशै. अलधगतमे जळ ेतो ऩेरो तने ज 

लऱगळ.े 

   ाहभण: इवकी ि फमा क्मों करॉ ? मे भेया लडदादा रगता शै? 

नामक: इवकी फामडी फशुत जफयी शै. तेये को भाय डारेगी. [1] 

In the traditional Bhavai, any serious occasion is presented in 

humorous way. Unlike the realistic play, here only its 

demonstration is done. This is a speciality of the Bhavai as a 

folk drama. 

The death episode of Kaba is in poetic form whereas in 



„Hoholika‟ the whole court expresses their responsive concern 

for the unfortunate child of Chandan after listening the 

happening. They express it though in various utterances using 

only one word „अयेयेÕ: 

काजीजी: अयेये ! 

फधा: अयेये ! 

काजीजी: अये ....ये.... ! 

[1] Ref: Book: Bhavai: page 200: by Dr. Sudhaben Desai 
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फधा: अये ....ये ....ये ...! 

काजीजी: अये ...ये ! 

फधा: अये ...ये ! [1] 

As such the death of Chandan‟s child should create sadness & 

pity in the audience‟s mind but here due to application of the 

Bhavai elements, in place of compassion; it becomes 

humorous and creates laughter. Thus the writer is successful 

in keeping the dramatic atmosphere balanced on both the 

fronts – the creation i.e. the play and the audience. 

After giving the last judgment, Kajiji, who was thinking that 

the heavy bags of Chhelo carry solid gold, send Jijibhai to 

bring it. On opening the bag heavy stones come out. Chhelo 

on giving its explanation says:”जो चुकादो तेनी ि लरद्धभाॊ आलत तो आ 

ऩत्थय लड ेते काजीनुॊ कनोर यॊगी नाखत.” [2] Thus here Kaji‟s corrupt 

practice of taking bribe is exposed and Chhelo gets released 

innocent from the crimes accidentally committed by him. 

Additionally, thinking that his life is saved, Kaji gives Chhela, 

a purse full of gold coins. Seeing that Chhela has all these 

money, Tanman, who was denying her marriage with Chhelo 

so far, is now ready to marry him. And the play ends with 



their marriage ceremony. 

[1] Ref: Book/Text: Hoholika: page 415: by C. C. Mehta 

[2] Ibid: page 421: 

Page #134 

Many vesh ends with happy note in traditional Bhavai. The 

appropriate example of it can be seen in Ôजळभा ओडणनो लेळÕ 

where at the end of the vesh Fakir makes the dead duo, 

husband Rudiyo and Jashama alive. And they sing merry 

songs thereafter. 

“The writer here leaves an impression of his being “a total 

theatre person”. Not binding the play in the rigid frame, he 

provides full scope of improvisation in the script for the 

director and actors to develop the dramatic moments.” [1] 

Further clarifying his statement, Lavkumar Desai explains that 

“the marriage ceremony of Tanman is being celebrated like a 

festival, sacred verse are being chanted, marriage ceremonial 

songs are being sung, nasty / obscene song also are being 

sung, Holaguru leads the newly married and „वाजन-भाजनÕ Ð 

(group of respectable people in a marriage procession) 

walking behind, from the stage, this procession comes to the 

audience and moves through the first few rows taking their 

blessings and collecting the money returns to the stage or 

departs. The director and actor can develop the selected 

scenes like this from the play”. [1] 

[1] Ref: Book: Rangbhoomi kenvase: page 55: Dr. Lavkumar Desai. 
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C. C. Mehta‟s „Hoholika- शोशोि रकाÕ has been translated in many 

languages like Marathi, Bengali, Hindi, English etc. In this play 

almost all the elements of Bhavai like: Indication of locale by 

an actor, pre-indication of the future happenings, composition 

of prose and poetry, variety of dialects, rural dialect, device 

for the identity etc are nicely applied. 



*+*+*+*+*+*+*+*+*+*+* 
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CONCLUSION 

While making study up to this stage, it is observed that the as 

a promoter of new Gujarati theatre, C. C. Mehta has written 

his plays incorporating literary elements and taste of masses. 

He wrote admonishing plays which could sustain interest from 

upper to lower class of the society. Later applying Bhavai 

elements he presented pure tranquil & serene plays which had 

deep rooted impact of the existing society. Hence the 

misunderstanding about Bhavai got eliminated from the 

society. Rasiklal Chhotalal Parikh - the co-student (fellow 

student) of C. C. Mehta, wrote „Mena Gujari‟, which was rich 

with literary elements and values. By incorporating the 

indigenous songs, couplets – „Duho‟, „Chhand‟ etc from 

Gujarati folk culture, he tried to reduce the effect of 

westernized dramas from the people‟s mind. Thus both these 

magnanimous persons did not write their plays keeping in 

mind the professional theatre, whereas young actor – director 

Jayanti Patel popularly known as „Rangalo – यॊगरो‟, through his 

plays received appreciation on professional Gujarati Theatre. 

Abundant theatrical techniques were seen in his plays which 

dazzled & surprised the audience. We will see in the later 

chapter that Jayanti Patel wrote plays keeping in view the 

professional Gujarati Theatre or we can say that he wrote 

plays for it only. However, we could see a similarity in these 

three playwrights that is they gave plays which had moral and 

literary values. Post independence play „नेता Ð िअबनेताÕ, though 
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it was written keeping in view the professional theatre, 

Jayanti Patel modernized its performance as „नेता नो लेळÕ, 



Ôिअबनेता नो लेळÕ with the help of Bhavai elements so that 

people can appreciate, understand and experience its 

greatness of mass transmission, mass awareness and mass 

entertainment. 

Thus, the playwrights of „Gandhiyug – गाॊधीमुगÕ, „post 

Gandhiyug – अनुगाॊधी मुगÕ also applied Bhavai elements in 

creation of their professional and amateur (non-professional) 

plays and proved its social value. Later in the plays of 

„SIXTIES‟ we can also see that the creative application of 

Bhavai elements is very interesting and it is diversified. 

END OF CHAPTER 2.__ 
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Chapter 3: 

Modern and Post Modern Era: 

Preface: 

In Gujarati Theatre, well before the emergence of the modern 

trends and absurd style (absurdity) various one act and full 

length plays were being written and performed for 

professional and amateur Gujarati theatre. Keeping the whole 

world in the disappointment and despair, second World War 

made the humans think about questions of his existence. This 

situation also affected the sensible Gujarati creators and an 

absurd style was born or we can say it came into existence in 

Gujarati theatre. Though Gujarati Theatre was influenced by 

this western absurd concept it tried to develop its own style. 

It was started at Ahmadabad through „Re Math – ये भठÕ 

workshop in which absurd plays were performed in one act 

format whereas on the other side new trends of improvised 

plays i.e. „रीरा नाट्मकृि तÕ came into existence, which was the 

result of the „आकॊ ठ वाफयभतीÕ workshop. The playwrights like 

Labhshankar Thakar, Madhu Ray, Chinu Modi, Ramesh Shah 

etc played an active role in this workshop. 

While mentioning about the special activities of „आकॊ ठ 

वाफयभतीÕ, Madhu Ray, the editor of the book „आकॊ ठÕ writes in 

the preface “In the workshop, the participats were performing 

the given plot story of one writer without any script and they 
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were enacting in their own language with the help of their 

understanding (common sense) and the plot advanced 

automatically. The second activity of the workshop was to 

perform the written play for which the writers and actors were 



participating in the improvisations, dramatic exercises and 

dramatic games and repeatedly performed the short plays 

with minimum properties. Other institutes, directors and actor 

also got involved in the activities during its show. [1] The 

main speciality of the workshop was that the playwright, 

director, actor and all the theatre technicians together were 

actively participating in this dramatic activity and the „रीराकृि तÕ 

were being created. 

Due to this movement not only one act plays were written in 

the Gujarati theatre but taking inspiration from the activities 

of „आकॊ ठ वाफयभतीÕ, many prevailing playwrights created full 

length theatrical plays parallel to the one act plays. Focusing 

light on incident of this time, Shree Lavakumar Desai writes 

“Best drama scripts are received after 1970 which can proudly 

stand with head held high in line with the predominant Indian 

drama scripts. The reasons for this happening can be counted 

as (1) these splendour and genius playwrights were directly 

connected with the theatre. Hence they artistically applied 

theatrical devices to make their script more durable, strong 

and detailed, (2) the approach decided in the plays was not 

the superficial and external incidents but was of the inner 

[1] Ref: Book: Sathotari Gujarati maulik Dirgh Natak: Page 16: by 

Prabhudas Patel 
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struggles, conflicts, restless grief of the characters. Hence 

multicoloured plays were received, (3) to express such 

indistinct emotions, the playwright incorporated myth, 

symbols, dream scenes etc over and above the theatrical 

language. Wherever required they also made use of our folk 

play tradition”. [1] 



Making use of elements of Bhavai through his play „रीराÕ, the 

modern playwright Bakul Tripathi taking initiative presented 

the contemporary socio-political situation and changing 

attitudes, moral values of human beings in the present 

context. Later keeping this inheritance, Chinu Modi, Sitanshu 

Yahschandra, Hasmukh Baradi and Pravin Pandya presented 

their plays before the Gujarati audience after understanding 

the above collective thought in their own perception. In this 

chapter we shall first see „Jalka: जारकाÕ play of Cinu Modi. 

There after we shall see „Kem, Makanji Kya Chalya: केभ, 

भकनजी क्माॊ चाल्मा?‟ play of Sitanshubhai, then „Rai no Darpan 

Ray: याइ नो दऩणदयाम‟ play of Hasmukh Baradi and then 

„Hathiraja: शाथीयाजा‟play of Pravin Pandya. 

[1] Ref: Book: Kenavase Rangachitro: Page 52: by Lavkumar Desai 
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Chapter 3: Modern and Post Modern Era: 

आधुि नक - अनुआधुि नकमुग: 

1) Jalaka - Chinu Modi (1985) 

1) जारका - ि चनु भोदी (१९८५) 

Published by Mahipatram Nilkanth, below given couplet is 

from the famous Bhavai „रारजी भणीआयनो लेळÕ: 

“वाॊइमाव ेवफ कुछ शोत शै 

भुज फॊदे वे ÔकछुÕ नाशीॊ, 

याइ को ऩयफत कये 

ऩयफत फागेज भाशी”[1] 

After making necessary change in this couplet, son of 



Ramanbhai Nilkanth created a respectful play in 1923 named 

„याइ नो ऩलतदÕ. Modern playwright Chinu Modi by putting the 

play „याइ नो ऩलतदÕ at the centre has dramatized and formed a 

new couplet: 

“वाॊइमाव ेवफ कुछ शोत शै 

भुज फॊदे वे Ôक्मुॊÕ नाशीॊ, 

याइ को ऩयफत कये 

ऩयफत फागेज भाशी” 

[1] Ref: Book/Text: Rai no Parvat: Page 150: by Ramanbhai Nilkanth 
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Here, he has used the word Ôक्मुॊÕ instead of ÔकछुÕ and has 

created original three acts play „Jalaka‟. “Here in view of son 

„Rai - याइ‟, God is the one who can Ômake mountain out of 

mole (याइ नो ऩलतद)‟ where as in view of ÔJalaka – जारकाÕ she is 

the one who can Ômake mountain out of mole (याइ नो ऩलतद)‟, 

hence the playwright has used the words “क्मुॊ नाशीॊ” in place of 

the words “कछु नाशीॊ” and has very briefly but strongly 

embossed the character of Jalaka.[1] 

The playwright has expanded the play in three acts and nine 

scenes. The play begins with the dialogues of „Sutradhar – 

वूऽधाय‟, „Vesh Gor – लेळ गोयÕ, ÔRangalo – यॊगरोÕ and ÔRangali – 

यॊगरीÕ. The playwright immediately connects the audience with 

the theme of the play by a brief and playful introduction 

making use of acting oriented tact ticks of Bhavai. 

In the beginning of the traditional Bhavai, the „Nayak – नामकÕ 

prays goddess Amba by singing her praises and completes the 



ritual of „Chachar – चाचय‟. Then after „Aavanu‟ of lord Gajanan 

Ganesh is sung and character of lord Ganesha arrives dancing 

and takes a round of the acting area and blesses it. This ritual 

is known as „ऩड फाॊध्मुÕ (a sort of area demarcation for the 

[1] Ref: Book: Rangdwar: Page 56: by Dr. Mahesh Champaklal 
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actors to perform within). Within the whole night presentation 

of Bhavai almost five to six veshas are performed without any 

difficulty and the character of lord Ganesha assures to the 

audience that they will fully enjoy the performance. The 

character of goddess Kali also arrives as a part of the religious 

tradition and after that the „Vesh of Brahmin -    ाहभणनो लेळÕ is 

performed. 

आलण:ु यॊगा चॊगा फासभणमा 

आयमो ये भशायाज 

ताता थैमा ताता थैमा 

नामक: तुॊ कोण छे? 

Brahmin replies: 

   ाशभण: डोवरो    ाहभण 

नामक: तुॊ आयमो क्माॊथी? 

While answering this amusingly he says: 

   ाहभण: Ô ुःलयगबूलन ने द्लायाभती 

तेनो ऩाय कोई ऩाम्मो नथीÕ [1] 

The playwright keeping in mind the taste and interest of the 

modern audience, omitting the traditional Bhavai custom of 

prologue begins the play with the „Rang Toli – यॊग टोऱीÕ. In the 



beginning, the „Vesh Gor -लेळ गोय‟ who is awakened from 

[1] Ref: Book: Bhavai: page 199: by Dr. Sudhaben Desai 
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meditation, hearing the ringing sound of Rangali‟s ÔझाॊझयÕ 

(anklet with jingling bells attached to it) and looks at Rangali 

with bad intention. Understanding the intention of „Vesh Gor‟, 

Rangali attracts him through her coquettish gestures. 

Thinking that Rangali is attracted to him, Vesh Gor says: 

लेळगोय: भाया भनभाॊ भोश जगाडी 

तुॊ क्माॊ चारी? 

यॊगरी: शुॊ आ चारी ... 

Getting amused, the Vesh Gor tells Rangali: 

लेळगोय: यात अरी रयऱमात फगाडी 

क्माॊ चारी? 

यॊगरी: शुॊ आ चारी ... [1] 

Looking at the serious result of the flirting talk, Rangali 

strongly resists and discards the emotions of Vesh Gor: 

यॊगरी: ए लेळगोय, एई गोया फाऩा! शूॊ तभायी नटी नाथी यॊगरी छुॊ  यॊगरी. 

Replying to Rangali, Vesh Gor says: 

लेळगोय: नाथी नटी ऩण नायी छे, 

तुॊ नायी छे यॊगरी .....[1] 

In this way, Chinu Modi through the dialogues of Veshgor – 

Rangali incorporats the typicalities of Bhavai.He also creates a 

scene in a lighter vien to indicate the theme of the play. 

[1] Ref: Book/text: Jalaka: Page 86: by Chinu Modi 
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He avoids the traditional Bhavai format of prologue and arrival 

of lord Ganesh etc, and making use of the character of 



Rangali - which is introduced in the modern Bhavai – he 

quickly and successfully introduces the plot development of 

the play. 

In the traditional Bhavai vesh, some characters while entering 

on the stage, directly talks with the audience or sings a 

couplet or delivers some dialogues and gives prior intimation 

of the up-coming events happening in the play. For example 

in “जूठन नो लेळ”, Juthan on entering sings below given 

couplets: 

खड़कुे खड़ी वराभ फेठेकु फेठी वराभ 

बरे बाई बरे बरे बाई बाई 

खड़कुे खड़ी वराभ बाई फेठेकु फेठी वराभ बाई 

अच्छेकु अच्छी वराभ बाई, फुयेकु फुयी वराभ बाई 

शाथी फेचा, घोडा फेचा, ि भमाॉ चर ेऩयदेळ 

बरा खॊजय छोड़ ि दमा औय ि रमा पकीयका लेळ.[1] 

With these lines, audience is informed in the beginning about 

the Vesh that Juthan is to going to become a Fakir by getting 

relieved of the worldly affairs saluting all sort of people seen 

in the society i.e. small, big, elder, young, good bad etc. 

[1] Ref: Book: Bhavai ma Alienation: Page 148: by Dr. Bhanuprasad 

Upadhyaya 
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Here the playwright intervenes in the quarrel between Rangali 

and Veshgor through straight dialogues of Rangalo to the 

audience to reveal about the indecent behaviour of the male 

dominant society. Rangalo asks questions to the audience 

demanding for justice from them: 

तभे कशो के वज्जन, तभे कशो वन्नायी, 



शोम कोई नी ऩयणेतय ए प्मायी कयली वायी? [1] 

Thus the writer indicates about the plot of “याइ नो लेळ”, by 

showing the internal conflict of Rai through the dialogues of 

Rangali. 

Further, in the beginning, the playwright repeatedly declares 

through Vesh Gor and Rangali that “आजे याइ नो लेळ कयलानो छे”. 

Whereas in the traditional Bhavai, the beginning of the vesh is 

done effortlessly like in “जळभा ओडणनो लेळ”: 

नामक: शे यॊगरा 

यॊगरो: आ लेळ कोनों कशीए 

In reply Rangalo says: 

नामक: आ लेळ ओडनो कशीए, जळभा ओडणनो कशीए, वती जळभानो कशीए. 

यॊगरो: शे बाई नामक तभे फीजु तो घणु कहमुॊ शल,े आ लेळ ि लळ ेकाॊइ कशो. 

नामक: जो यॊगरा, वती जळभा ऩुयल जनभभाॊ एक अप्वया शती. एक रि ऴनुॊ 

तऩ चऱाललाना दोऴथी ते भनख जातभाॊ जन्भी. 

यॊगरो: ए लात ि लुःतायीन ेकशो. [2] 

[1] Ref: Book/text: Jalaka: Page 86: by Chinu Modi 

[2] Ref: Book: Bhavai ma Alienation: Page 148,149: by Dr. Bhanuprasad 

Upadhyaya 
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Here in Bhavai format, during the talk between two characters 

the indication of the Vesh of „Jashama – Odan‟ is made 

casually, whereas in the play „Jalaka‟, it seems that a 

deliberate attempt is made to indicate the plot of the play. 

लेळगोय: एराॊ डपोऱनी जातनाॊ कॊ इ वभाजो तो खयाॊ. आ तो लेळ शतो लेळ. 

Rangalo & Rangali are not ready to listen anything from Vesh 

Gor. 



यॊगरो: भने ना गभतो आलो लेळ. 

यॊगरी: ऩयनायीथी  ू ीत कये एलो क्माॊथी काढमो लेळ? 

Clarifying his point, Vesh Gor says: 

लेळगोय: अरम आज ेआऩणे याइ नो लेळ कयलाना छीए, याइ नो. 

यॊगरी: लेळगोय! ताया धोऱाभाॊ धुऱ ऩड़.े भुआ उच्छेि दमा! ताये याइ नो 

लेळ कयलो शोम तो याइ नो लेळ कय, भेथी नो लेळ कयलो शोम 

तो भेथी नो लेळ कय. [1] 

The playwright repeatedly indicates through the character‟s 

dialogues that this is a Vesh and the Vesh is going to be 

performed before the audience. Dr. Bhanuprasad Upadhyay 

clarifying on this says that “Vesh means Show / Performance” 

Bhavai Vesh means „Bhavai Performance / Show‟. When it is 

asked that “which Vesh are you going to perform?” then the 

name of the performance is informed by putting a word Vesh 

with the name of the performance for example „Juthan no 

[1] Ref: Book/text: Jalaka: Page 87,88: by Chinu Modi 
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Vesh‟, „Jashama Odan no Vesh‟, „Zanda Zulan no Vesh‟ etc 

means the performance / show keeping a particular character 

in focus”. [1] 

During this casual talk Vesh Gor gives a pre-indication about 

the clash between Rai and Lilavati. „Only one person can have 

an answer to this embarrassing question and that is Rai ......‟ 

This dialogue connects the audience with the main plot of the 

story. 

Chinu Modi, in the beginning, indicates the plot of the play, by 

making use of the Bhavai tecchnique of arranging the „entry‟ 

of various characters through Rangalo, Rangali and Vesh Gor. 

He opens the play by writng „Aavanu‟ of Jalaka, „Aavanu‟ of 



Rai etc. 

In traditional Bhavai, information about the entering character 

is given through their „Entrry – आलण‟ु. „Entry‟ is an important 

part of the Bhavai plot. The plot of the play gets unfolded with 

this „Entrry – आलण‟ु. For example: In „Zanda Zulan no Vesh‟, 

Zando is a „Kotwal-chief police officer‟ and her lover Teja give 

his description through singing his „Entrry – आलणÕु in which 

she expresses her love for Zanda: as her husband – „अडलो 

लाि णमोÕ is much more aged than her age. He is unable to give 

her physical or mental satisfaction. On the other side, Zando 

[1] Ref: Book: Bhavai ma Alienation: Page 30: by Dr. Bhanuprasad 

Upadhyaya 
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is young and is aauthorized police officer, so Teja is fascinated 

towards him. In the Vesh, she expresses her love for him 

before the society by singing his „आलण‟ु. 

तेजा: ए झॊडो आल ेझुरतो याज 

ए फाॊमो चढाली आल,े भुछो भयडतो आल े

अभय यशे भायो बयथाय 

भायो झॊडो झुरतो आल.े [1] 

The notable thing here is, „Mandan Nayak – भाॊडण नामकÕ 

through his „झॊडा झूरण नो लेळÕ has given a strict warning to the 

prevailing male oriented society of that time. Due to the ill 

customs of the society, a woman can be inspired for the 

adultery. Looking to the plot of the play „Jalaka‟, the feudal 

chief „Parvatray – ऩलतदयामÕ captures the royal throne after 



killing „Karnasinh Ð कणयि् वॊशÕ‟ – the king of ÔRatnapur Ð यत्नऩुयÕ. 

He has married to a young Lilavati – रीरालतीÕ. Due to his old 

age, Parvatray is in deep grief as he is unable to provide 

physical pleasure to her young queen Lilavati. To again 

become young, he makes a deal for half of his kingdom with 

ÔJalka- जारकाÕ. „Jalaka‟, is known to him as a woman gardener 

but in fact she is a widowed queen of the previous king 

„Karnasinh‟. The murderer „Parvatray‟ is not aware of her true 

identity. 

[1] Ref: Book: Bhavai: Page 257: by Dr. Sudhaben Desai 
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Thus, on comparing both the situations, we could understand 

that „Zulan - Teja‟ of „झॊडा झूरण नो लेळ‟ falls in love with the 

chief police officer „Zando‟, getting tired of her aged husband 

„Adavo‟, whereas in the play „जारकाÕ, King „Parvatray‟ makes a 

deal of his kingdom with „Jalka‟ to get back his youth to avoid 

similar situation in his married life. 

In the folk drama Bhavai, the character Entries are arranged 

in two ways, one – the character itself enters singing and 

dancing and gives self introduction to the audience and twothe 

singing chorus sings for the Entry and the new character 

enters the stage. In „Jalaka‟, the writer has made use of the 

second style in which the singing chorus invites characters by 

singing for their Entries. 

First of all Rai‟s ÔEntry – आलणÕु is sung. 

कोयव: आल ेछे, आल ेछे, भाऱीनो छोयो आल ेछे 

राल ेछे, राले छे, ए पूरनो गजयो राले छे.[1] 

Rai – The son of Jalaka – who has come with the wreath of 



jasmine flowers, is confused that why his mother is wearing 

the wreath of jasmine flowers only. Answering his own 

question, he comes to the conclusion that her mother is a 

widow hence, jasmine is better in widowhood than rose that is 

[1] Ref: Book/text: Jalaka: Page 88: by Chinu Modi 
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why she must be asking for wreath of jasmine flowers. 

After that, Entry of Jalaka is sung: 

आल ेछे, आल ेछे, एक चतुय भाऱण आल ेछे. 

जारका: ( ूलेळीन)े फेटा, तुॊ ळुॊ फोरतो शतो? भने तायी ि चॊता थाम छे. 

तुॊ एकरो एकरो फोर ेत्माये भने ि फक रागती शोम छे. 

We could see Jalaka‟s love for her son: 

जारका: जन्भ तने देनाय शुॊ 

तार वाचुॊ ऩॊड, 

भने ऩुछी कयला वभु 

तुॊ झट झट कयला भॊड. [1] 

Here Rai is a man of inner being, follower of is heart. So he 

opposes to go with the tack ticks of Rai and replies to her: 

याइ: ऩॊड फीजु कोई नशीॊ, भायो आतभयाभ. 

ए कशे तो शुॊ चारतो, नशीॊ तो रऊ ि ल  ाभ...... [2] 

Like in folk drama, here also writer do not want to hide 

anything from the audience. He wants to convey all the 

information before the audience through „आलण‟ु. Thus by 

arranging „Aavanu‟ he gives information about the cast, 

nature and action of the character in the play. Through the 

„आलण‟ु, we can see the dramatic conflict being created due Rai 

[1] Ref: Book/text: Jalaka: Page 89: by Chinu Modi 



[2] Ibid: Page 90 

Page # 152 

- the follower of ethical values on one hand and the ambition 

of Jalaka on the other hand. 

Jalaka has only one wish to be fulfilled and that is she should 

get justice for which she is in the guise of a „Malan – भारण Ð 

Female Gardener‟ and makes a deal of half of kingdom with 

the king Parvatray who want to become young. For regaining 

his youth, king Parvatray agrees to take treatment for six 

months at Jalaka‟s garden which is located on the outskirts of 

the city. On a pre-decided day when he is going to that 

outskirt garden of Jalaka, Parvatray gets accidentally killed by 

the arrow of „Rai‟. Expert in the politics, Jalaka takes 

advantage of this situation to get back her kingdom. She 

projects her son Rai in the kingdom as the king Parvatray who 

has become young after her treatment of six months. In the 

political game Jalaka involves a minister „Shaktisinh‟ and a 

maid-servant „Manjari‟. As indicated in the „Aavanu‟, later on 

Rai will appear before queen „Lilavati‟ not as her husband 

Parbatray but as „Jagdip‟ – son of Jalaka and will give proof of 

his clear conscience. 

The playwright Chinu Modi has avoided scenes of unwanted 

actions. He has created „Aavanu‟ by making indications of the 

events only through narrations which is a creative element of 

Bhavai. This technique has made the play more flexible and 

more entertaining for the audience. 
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In Bhavai, „Arrivals‟ are arranged for all the new characters 

but in „Jalaka‟ the playwright has arranged „Aavanu‟ only for 

the main characters and has avoided the „Aavana‟ for the 

characters like „Lilavati‟, „Parvatrai‟ etc. Clarifying on this 



point, Dr. Bharat Mehta says: “Possibly Chinubhai may give 

answer that the character enters dancing after the aavanu is 

sung, but due to sensuality for love making, how can Lilavati 

and Parvatray dance? Hence their entries are avoided”. [1] 

We can see argumentative dialogues between two characters 

impressing upon their point of views in traditional Bhavai. For 

example: In „जळभा ओडण नो लेळÕ the Patan king Siddharaj 

Jaysinh is attracted by the beauty of Jashama. He proposes 

her to become his queen. For this purpose Siddharaj also 

gives tempting offers to attract her. On the other side 

dejected Jashama is loyal to her husband. She rejects such 

proposal of the king and explaining her point to him says that: 

ि वद्धयाज: ए जळभा तु तो रडीमा ने भोशीॊ ये 

तायो रडीमो रागे रजाभणो ये . 

When king argues that „Rudio‟ - her husband is ugly looking 

whereas she is so beautiful, Jashama in reply says: 

जळभा: रडीमो तो भायो बयथाय 

याजा रडीमो छे भायो बयथाय 

On this the king further tempts her: 

[1] Ref: BookNatya Nandi: Page 28: by Bharat Mehta 
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ि वद्धयाज: जळभा ताये वेलने वाकय 

आलो तो ि खचडो ि ळद ने खालो ये 

जळभा: वेलने वाकय तायी याणी ने खलडाल 

अभने बाल ेअभायो खीचडो ये .....[1] 

In the play the second scene of the first act begins with the 

dialogues between ÔKamacharya – काभाचामयÕ् and Ôking 



ParvatrayÕ. Old Parvatray is unable to provide satisfy queen 

Lilavati by any sort. Like Jashama, Lilavati is also a loyal, 

dutiful and devoted wife. She is a woman who keeps 

contented in all the circumstances. Keeping in view the 

physical helplessness of her husband she pacifies him and 

says: “भाये आऩनो देश ननश,  ुःनेश जोइए,  ुःनेश!” [2] 

Not satisfied with the reply of Lilavati, Parvatray frankly 

informs to Kamacharya that he has married to have the heir 

for the royal throne and requests him to show ways to 

rejuvenate. 

काभाचामय:् नटखट नायीने यीझलला कइॊक ि लचायों आऩ 

ि शभ वभाणा आऩ यशो ने वाभे वूयज ताऩ. 

Kamacharya bluntly replies: 

[1] Ref: Book: Bhavai ma Alienation: Page 72, 73: by Dr. Bhanuprasad 

Upadhyaya 

[2] Ref: Book/Text: Jalaka: Page 100: by Chinu Modi 

Page # 155 

घडऩणभाॊ रई आयमा नायी, जोफनलॊती नायी, 

नशीॊ कुलाभाॊ ऩाणी त्माये काॊ रायमा वऩनशायी ये 

बूख्मु बूख्मु वदाम बूख्मु आऩी फेवे ळाऩ Ð 

कॊ इक ि लचायो आऩ. 

On confessing the mistake, Parvatray says: 

ऩलतदयाम: बूर थई छे बायी ऩण एनो छे कोई उऩाम? 

पयी भऱे जोफनीमुॊ एलु कशो कळुॊ कॊ इ थाम? [2] 

Chinu Modi has very casually propagated the action of the 

play through the situational poetic couplets depicting 

Kamacharya‟s worry for the king Parvatray whereas on 

opposite side portraying his mental position in Parvatray‟s 



scene in the form of arguments. Based on this scene only, 

Jalaka is going to invite Parvatray to her garden for the 

ayurvedic therapy of rejuvenation. 

The playwright in this non-realistic play has very cleverly 

given voice to the mental status of the Parvatray and his wife 

Lilavati. He has also shown feelings between them which are 

depicted through the prose and poetic dialogues. In the folk 

drama Bhavai also similar type of emotionally poetic dialogues 

are seen. For example: in „झॊडा झूरण नो लेळ‟ the aged „Adavo‟ 

the shopkeeper, being rich, gets married to „Teja‟ who is only 

16. This creates a mismatch couple. 

[1] Ref: Book/Text: Jalaka: Page 96: by Chinu Modi 
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Aged shopkeeper is unable to satisfy Teja in any way as he is 

not fit to give any satisfaction to her. On this side Teja is fully 

desirous of enjoying the pleasures of married life. She has got 

an old aged husband of 80 years. Being victim of such bad 

custom which are running on the strength of money, she 

expresses her individual helplessness before „Gormaa – गोयभाॊ‟ 

in prayer. 

तेजा: गोयभाॊ आ त ेळो अलताय 

के अफऱा जात नो ये 

वोऱ लयवनी याज शुॊ वुॊदयी 

भायो एॊळी लयवनो बयथाय. [1] 

Like Adava – Teja, in „Jalaka‟, Lilavati and Parvartray are also 

shown as a mismatch. In „Jalaka‟ the playwright has shown 

that Lilavati remains faithful to her husband till the end 

because she controls her emotions however in „झॊडा झूरण नो 



लेळÕ Teja being active and impatient natured gets pulled in the 

current of youth and establishes adulterous relations with the 

chief police officer. 

Thus we can see examples of different approach by two young 

ladies under similar situations. 

In the lay Parvatray has doubt that queen Lilavati wants a 

[1]Ref: Book: Bhavai: Page 256: by Dr. Sudhaben Desai 
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young husband. With these couplets he makes its self 

investigation of it: 

ऩलतदयाम: वलाय लगय नो अश्ल ळो? 

जऱ ि लण ळानुॊ लशाण? 

घयडो लय भाॊथे रख्मो 

तुॊ जोफन क्माॊथी भाण? भनने आलु आलु थाम ..... 

Queen Lilavati loves Parvatray whether he is old or young. 

Searching the narrow-mindedness of husband Parvatray she 

asks: 

रीरालती: देअवुख ि वलाम ळुॊ फीजुॊ वुख ज शोतुॊ नथी, भशायाज? 

रीरालती: तभे न वभजो नाथ अभाया भननी कोई लात 

अभे तभायाॊ वऩनाओथी ळणगायीळुॊ यात. [1] 

Thus Lilavati faces every crucial life situations by remaining 

neutral. Showing this, the playwright makes us aware of the 

strong will-power and gorgeous personality of Lilavati. 

In Bhavai, many emotional songs are presented. These songs 

or couplets give voice to the inner grief of the character. 

Poetry goes with heart. The poetic words are more effective in 

display of the emotional experiences and also help in 

advancing the act. In „भणीफा वती नो लेळÕ Maniba informs to her 



friends that she is unable to bare this loneliness and she is 

[1] Ref: Book/Text: Jalaka: Page 99, 100: by Chinu Modi 
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desperately remembering her husband. Hence she asks her 

friend to send message to her husband Kuvarji about her 

unbearable separation. She orders her friend to dispatch the 

love letter which she writes to Kuvarji. 

भणीफा: तभे गमा अभने बूरी ये 

लागे शैमा भाॊशे ळूऱी ये 

कुॊ लयजी प्माया 

अभने बोजनीमाॊ न बाल ेये 

अभने वेजरडी वताल ेये 

ि चत्त शयनाया 

योज वऩनाभाॊ तभ ेआलो 

शल ेि दरभाॊ दमा रालो ये 

कुॊ लयजी प्माया [1] 

For both the ladies – Jalaka and Maniba – the pain of 

separation from the husband is stinging. Depressed due to 

separation from their loved ones, young Maniba desires to 

meet her beloved. On the other side, many years have passed 

after Parvataray killed Jalaka‟s husband Karnasinh to capture 

the royal throne through tricks. Matured Jalaka had been wise 

enough in accepting the situation. Her pain in the play is 

subdued where as Maniba‟s inner pain is shown clearly. She 

has only one ambition to get justice. She is ready to do 

everything necessary to establish his son as king. In the third 

[1] Ref: Book: Bhavai: Page 430, 431: by Dr. Sudhaben Desai 
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scene of act one, Jalaka standing with dry branch in one hand 

and green branch of a tree in the other. Jalaka‟s dress is 

matching to that of a wizard. 

Astonished by seeing Jalaka in this costume Rai says: “योज 

भोगया जेला वफ़ेद लस्तय ्ो ॊभाॊ वज्ज यशेनायी आजे आ काऱा लस्तय ्ोभाॊ जादगूय जेली 

रागे छे.”. While replying this Jalaka says: “छऱकऩटथी आ नगयीभाॊ 

जादगूय थमा ि लना, नथी भायो आयो के नथी ओलयो.” [1] 

जारका: अजफ गजफनो जाद ूजाण ुविृ ष्ट फाॊधी याखु 

कर कवफथी काभ अने शुॊ अगभ ि नगभन ेबाखुॊ 

.......अजफ गजफनो....... 

शोम वूकुॊ  त ेवुकुॊ  यशेत,ु कदी ना फनतुॊ रीरुॊ 

आभ छताॊमे रोको ऩाव े ुःशेज भुकुॊ  ना ढीरुॊ 

.......अजफ गजफनो......[2] 

Here, the playwright has very sensibly and nicely disclosed 

Jalaka‟s personality, her ambition, desire for power and 

Jalaka‟s love for her son. 

In realistic plays, to make the dramatic moments more 

enjoyable, to create desired effect on the audience‟s mind, the 

action is presented on the stage. While in folk play Bhavai, the 

[1] Ref: Book/Text: Jalaka: Page 101, 102: by Chinu Modi 

[2] Ibid: Page 102 
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action of the play is represented in an non-realistic in a form 

of narration or a song. Avoiding the unnecessary action on 

the stage, the happening in the play is only indicated through 

its description. For example: Dr. Bhanuprasad Upadhyay, 

while giving examples of „झॊडा झूरण नो लेळÕ says that “The 



happenings are narrated through dialogues to avoid 

unnecessary action scenes which becomes its unique feature. 

If Zando is shown being beaten with stones on the stage in a 

scene, then it is not appropriate as per the Bhavai norms 

hence the scene is made simple with dance, making use of 

rhythmic & poetic dialogues along with the dance steps. If 

killings of Zando & Zulan who are engrossed in love game are 

shown on the stage then it does not create feelings in the 

audience which it could have created otherwise however it 

easily conveys the meaning of the situation. Thereafter, 

dejected and disgraced Zando becomes Fakir”. [1] 

झॊडो: भशाजन भन ि लचाय कये 

झूरणने घारो घात जी 

आळक झूरण मुॊ कशे 

वफ रेख वाशफके शाथजी 

After Zando, Teja describes the scene to the audience: 

तेजा: भाॊजन उठमुॊ भायलाये 

भाथ ेि रधी ईंट 

[1] Ref: Book: Bhavai ma Alienation: Page 71: by Dr. Bhanuprasad 

Upadhyaya 
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रार झॊडान ेन भायळो ये 

भाये ऩुयल जनभनी  ू ीत. [1] 

In the third scene of the act, while guarding his garden Rai 

tries to kill an animal with his arrow and accidently arrow kills 

the Parvatray. Chinu Modi has suggested this scene of 

Parvatray‟s death through chorus. Writer has created a 

beautiful dramatic moment in the chorus song “अयेये, ऩलतद छोड़ े



 ू ाण” by putting contradicting thought in the last line. Here on 

one side the situation is of greef due to the death of Pratapray 

and on the other side Jalaka is happy in taking a step forward 

to reach her goal. She modifies her plan and through 

Shaktisinh declares in the royal court that the young 

Parvatray who has taken treatment for six months will 

address the people. 

कोयव: अणजाण्मे तो अणजाण्मे ऩण छूट्मु एलु फाण 

आल ेफगीचाभाॊ ए ऩशेरा ऩलतद छोड़ े ू ाण. 

अयेये ऩलतद छोड़ े ू ाण. 

तीय काभठुॊ  रइन ेनीकऱमो चोकी कयला याइ 

ऩळ ुजाणीन ेतीय छोड्मु तो कामा गई लीॊधाई, 

याम ि फचायो ढऱी ऩड्मो ने छोड्मो एणे  ू ाण 

अयेये ऩलतद छोड़ े ू ाण.[2] 

[1]Ref: Book: Bhavai: Page 271: Dr.Sudhaben Desai. 

[2] Ref: Book/Text: Jalaka: Page 104: by Chinu Modi 
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In this play, the writer has declared the news about the death 

of Parvatray through „chorus‟ with the purpose of it being 

helpful in the dramatic flow i.e. the past event is expressed in 

brief by tactfully using the continuous present tense which has 

successfully made the scene more live. 

In the next scene, Mohini – lover of Rai, has come to the city 

by jumping over the fort wall and leaving the lotus lake, to 

meet Jalaka on the request of Rai. She wants to meet her 

beloved in the name of Jalaka. On one side she is very much 

eager to meet her beloved and on the other side she is 

confused about Rai that will he come or not! 



भोि शनी: शैमा, नाशक तुॊ भुॊझाम 

आज ननश तो कार सवयता, ददयमा ऩाव ेजाम. 

Mohini is uncertain about the residence of Rai, even then, not 

able to bare the separation, persuading her own mind she is 

moving in the city to find her love. 

भोि शनी: अशीॊमा ज लवता शळ ेए? एॊधाणी तो आज आऩेरी छे. 

In „सभणफा वतीनो लेळÕ, Maniba, on experiencing loneliness while 

remembering her loved one, explains her mental status to her 

husband through a letter. While in the play „जारकाÕ, tired of 

searching Rai, Mohini becomes impatient and displays her 

feelings through a song. 
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ऩऱ फे ऩऱभाॊ आलो यशारभ 

 ू ाण ऩछाडा खाम Ð शैमा .......[1] 

At this very time, Rai comes and takes Mohini to his mother 

for a meeting. Jalaka thinks that Mohini will be an obstacle in 

her plan of projecting Rai as Parvatray, hence she thinks of a 

secret plan to separate Mohni from Rai. Mohini is a step 

daughter of Lilavati. Now if Rai becomes husband of Lilavati – 

(her step mother) then Mohini will never tolerate this, hence 

Jalaka very cleverly informs her that Rai is a murder of her 

father Parvatray. Rai shows his innocence for this, even then 

Mohini ignoring him says:”बूर बूरथी ऩण तुॊ भाया ि ऩतानो शत्मायो छे. 

याइ, लेयी वाथ ेयशार न शोम”. [2] Saying this Mohini walks off but is 

unable to go. She is in confusion and talks to herself “उबी यशुॊ 

छुॊ  तो अकऱाभण थाम छे अने चारुॊ छुॊ  तो ि चत्त चकयी खाइ ने नीचे ऩडी जाम 

छे. एक तयप ि ऩतानो  ू ेभ छे अने फीजी फाजु भनना भानेरानो. चयण चारला 



इच्छे छे अने  ोदम थॊबला, ओश!” [3] Saying this she falls down and 

Rai manages holds her. Mohini gives her hand to Rai and the 

scenen ends. 

In the third scene, Jalaka asks Manjari to kill Diwan 

Joravarsinh somehow, as she doubts that Joravarsinh will be 

an obstacle in fulfilment of her goal. In the play we get no 

evidence that Diwan Jorubha will be an obstacle in 

[1] Ref: Book/Text: Jalaka: Page 115: by Chinu Modi [2] Ibid: Page 121 

[3] Ibid: Page 122 

Page # 164 

achievement of her goal, even then Jalaka asks Manjari to kill 

Jorubha which does not match in context of the plot. 

In the realistic play an actor creates illusion of a character but 

opposite to this bhavai actor never becomes a character 

entirely. Dr. Bhanuprasad Upadhyay very nicely explains this 

with this example: “In „सभणफा वतीनो लेळÕ, actor Manibhai 

maintians his personality as Manibhai while demonstrating the 

character of sati Maniba: so here not the identification but 

demonstration is in focus.” [1] In similar way we can see 

another example: In „भदायी नो लेळÕ, Rangalo asks Nayak that 

which Vesh he is to perform? Indicatively replying, Nayak says 

that we can take any Vesh whatever you say. If you say, we 

can take vesh of Sadhu - फालो, vesh of cobbler - भोची, vesh of 

oil-extracter - घाॊची, vesh of slaughter - कवाई, or else vesh of 

Ramdev. Here we can very clearly understand that the actors 

do not create illusion of various characters but make their 

demonstration. 

In „सभणफा वतीनो लेळÕ, attracted by the appearance of Kunvarji, 

Rupali assume the guise of a Sansyasini to trap him in her 



love game. On getting caught by Badhar, he advises her not 

to move after Kuvarji: 

फाघय: ओ जगभामा, ि ळदन ेअभायी लाॊव ेऩड़ी छुॊ? जॊऩीन ेवुला तो दे भालडी. 

[1] Ref: Book: Bhavai ma Alienation: Page 30, 31: by Dr. Bhanuprasad 

Upadhyaya 
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Even after getting this firing from Badhar, she openly 

expresses before Kunvarji her one-sided love for him. 

रऩाऱी: कुॊ लयजी, शुॊ तो तभायी ऩाछऱ फालाना लेळ ेआली छुॊ . शल ेतो भायी 

भेÕनत वाभुॊ बाऱो? [1] 

In the play „Jalaka‟, the maid Manjari, assuming various 

guises like that of „Saraniyo – वयाि णमोÕ, ÔFortune Teller–जोऴी 

„and „Combseller – काॊवकीलाऱीÕ plays an important role in 

helping Jalaka in accomplishing her goal. In the play, an 

important charcter after Jalaka is that of maid manjari. She 

gains confidence of Jalaka in guise of „Saraniyo‟. In the guise 

of a fortune teller along with Shaktisinh, plans to kill Jorubha 

but fails and in the third act, poisons the ears of Lilavati in the 

guise of a comb seller. 

Jalaka is surprised to see Manjari in the guise of „Saranio‟: 

जारका: अये तुॊ आ लेळभाॊ? 

भॊजयी: फा, आऩ भारणनो लेळ रई ळको तो आऩनी दावी वयाि णमानो 

लेळ न रइ ळके? [2] 

Second time in the guise of a fortune teller, coming before the 

Jorubha who has come to the garden to inquire about the 

health of Parvatray, she says: 

[1] Ref: Book: Bhavai: Page 438: by Dr. Sudhaben Desai 

[2] Ref: Book/Text: Jalaka: Page 113,114: by Chinu Modi 
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भॊजयी: आऩन ेआज ेआ उद्मानभाॊथी जीलता नथी जला देलाना, खाना 

खावखेर ...... तभे तरलाय म्मानभाॊथी फशाय काढळो ए ऩशेरा 

लीॊधाई गमा शळो, भायी कटायीथी. [1] 

Again at the end of the play, she comes in the guise of comb 

seller, kills Lilavati by throwing a dagger. 

Thus in the play, the ambitious character after Jalaka is that 

of maid Manjari. She has joined hands with Jalaka with the 

selfish aim to fix the match of her daughter with the son of 

Shaktisinh. She appears in three different guises in three 

scenes and makes the play more dramatic. 

Further in the play, in the first scene of the third act, Lilavati 

becoming crazy in joy as Parvatray is arriving after regaining 

his youth, is impatient to welcome him. Similar type of 

anxiousness we can see in the „ि भमाॊ फीफी नो लेळÕ. Here Rangaji 

harasses Bibi and asks her not to wait for and to forget her 

lover „Savalia‟. Bibi has full faith in herself and in her lover 

Savalia that one day he will come to meet her. Impatient in 

her mind, Bibi sways away in emotions but does not leave 

hope that her loved one will come one day. 

फीफी: ि ऩमा ि ऩमा कयके 

वऩऩशा फन गई याभ 

[1] Ref: Book/Text: Jalaka: Page 126: by Chinu Modi 
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आलता देखुॊ, आलता देखुॊ 

आज वावलरमेकु आलता देखुॊ. [1] 

Like Rangaji, in the „ि भमाॊ फीफी नो लेळÕ, here in „Jalaka‟, maid 

Champa Rani tries to access the inner view of Lilavati‟s mind 

and makes a subjective comment. Balanced, firm and 



transparent in all situations, Lilavati explains to Champa: 

ऩयणेतयन ेकदी न रगे ऩयण्माभाॊ कॊ इ बेद, 

घयडा  ुःलाि भनो ऩण एने नीऩज ेजयी न खेद. 

Here Lilavati is experiencing intense happiness as Parvatray is 

returning after six months. Champa Rani is arguing on this 

with Lilavati: 

चॊऩा: वयखेवयखाॊ शोम तो रगे, वुॊदय ने रयऱमात, 

घयडा लयनी वाथ ेलीत ेकेभ कयीने यात? 

On the other side, Lilavati tries to explain her saying: 

 ुःलाभी वाथे ि दलवयातना कळा न जोउॊ  बेद, 

ऩण तु नशीॊ ए वभजे दावी आतो यशारऩनो छे लेद. [2] 

The above scene written by the writer becomes the preamble 

of future happening. This is a first meeting of the Rai (who 

has become Parvatray) with Lilavati who is anxiously waiting 

[1] Ref: Book: Bhavai: Page 304: by Dr. Sudhaben Desai 

[2] Ref: Book/Text: Jalaka: Page 131: by Chinu Modi 
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and gorgeously decorated with ornaments. Anxious in love, 

Lilavati moves near Rai (who has become Parvatray) but Rai 

very indicatively says that “लैद्मयाजे ऩॊदय ि दलव वुधी स्तय ्ी  ुःऩळय ्लज्मय ्

कहमा छे”. [1] Hearing this, Lilavati becomes sad and while 

controlling her emotions says: 

“यशारो ज लेयी थाम त्माॊ कोनी ऩाव ेयाल खाईए? शे  ोदम! ि लयशन ेआटरो 

खभी खाधो तो ऩॊदय ि दलव लधाये.” [2] 

In the second scene of third act, Manjari is in fear that her 

plan to get her daughter married with the son of Shaktisinh 

will fail, so she decides to go in the kingdom in guise of 

„Saranio‟ and declares the reality of Rai to Lilavati saying: 



“ऩलतदयामनु छ भाव अगाऊ खून कयनाय जारका ऩुऽ याइ, मूलान ऩलतदयाम 

फनीन ेतभायी वाभे आयमो छे”. [3] Lilavati, knowing this reality, puts 

a condition / bet before Jalaka to equate the past account: 

रीरालती: शुॊ ताया दीकयाने भायो दीकयो फनालुॊ, ऩण ळयत भाऽ एज 

के आ याज्मभाॊ एकज याजभाता यशेळ ेअने ते शुॊ. ते भायो 

वऩत छीनयमो छे, शुॊ तायो दीकयो छीनलु छुॊ . आऩणे 

ि शवाफ ऩूयो थळ.े छे भॊजूय? [4] 

Jalaka accepts Lilavati„s deal as her dream is fulfilled going to 

be fulfilled hence she leaves the kingdom forever. 

[1] Ref: Book/Text: Jalaka: Page 133: by Chinu Modi [2] Ibid: Page 135 

[3] Ibid: Page 140 [4] Ibid: Page 142 
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Willing to adopt Rai as her son, personality of Lilavati is 

personified. On other side Rai wins Lilavati‟s heart through his 

frankness and ethical values passing Lilavati‟s tests. In the 

last scene of the play, Lilavati adopts Rai as her son. She 

decides to set Rai on the royal throne. Lilavati gets killed by 

the dagger thrown by the hidden Manjari. With the uproar of 

divine and ethical victory the play ends. 

In the play Jalaka, we also get use of many poetic couplets 

locally known as „दशुा / दोशयाÕ. In Bhavai „Jashama Odan‟, the 

Ode locality people residing in the Patan city of king Siddharaj 

Jaysinh are desirous for love, emotions and affection. 

Realising the scarcity of these three elements in the Patan 

city, they return to their native places: 

ओड: ए काि ठमालाडी छैमे अभे झारालाडी छैमे! 

याखो तो यैमे नकय झारालाड जैमे! [1] 

In the play Jalaka also situation based „दशुा / दोशयाÕ are used. 



For example, in first act, overflowed with love for her son, 

Jalaka expresses her mental state with this „दशुाÕ: 

“ि नय लगय चार ेनशीॊ, जेभ नदीने एभ, ् 

ताया लण चार ेनशीॊ,  ू ेभ गणे तो  ू ेभ. [2] 

In third act, on getting the home coming news of young 

[1] Ref: Book: Bhavai ma Alienation: Page 22: by Dr. Bhanuprasad 

Upadhyaya [2] Ref: Book/Text: Jalaka: Page 91: by Chinu Modi 
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Parvatray, Lilavati asks the whereabouts of him to maid 

Champa. Champa teases queen Lilavati by singing the 

following couplets: 

चॊऩा: ि ऩमु शोम ऩयदेळ तो ि लतकभाॊ ऩऱ जाम 

ऩण आली उबो आॊगणे तो ऩऱ ऩण ऩलतद थाम 

फा ऩलतदयाम , ऩलतदयाम थाम.” [1] 

In director‟s confession note, Nimesh Desai talking the 

audience perspective into consideration decides to end the 

play with the song maintaining the same round up form, as 

the audience should not feel that the play ended abruptly with 

the echo sounding „जारका क्माॊ छे? कुॊ  छे जारका?Õ. [2] The 

playwright Chinu Modi and the director Nimesh Desai jointly 

decided to add the last song after much discussions and brain 

storming amongst them. This whole episode proves that 

before a play is published in the form of a book, writer makes 

necessary changes based on the valuable suggestions 

received from the director and other theater persons, and 

Chinu Modi did the same thing. This is a welcoming event. He 

added this song “कीि भमा केला थाम वाॊइना जऱथी जऱ यशेयाम ....Õ. 

Due to this helping event, the play has become more 



pleasurable, more entertaining for the audience who are the 

patrons for the theatrical activities. 

[1] Ref: Book/Text: Jalaka: Page 132: by Chinu Modi [2] Ibid: Page 16 
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In the play „Jalaka‟, Chinu Modi makes a statement about the 

use of Bhavai elements that: „जारकाना  ू ायॊबभाॊ भें बलाईना  ुःलरऩनो 

अॊळत: उऩमोग कामोय ्ॊ छेÕ [1] but in my view and as seen in the 

play, as he has not only used elements like Vesh Gor, 

Rangalo, Rangali for the prologue and „Aavanal‟ but has also 

made use of other Bhavai elements for developing the plot of 

the play. For example, he has given pre-indication of the 

events, has made use of poetic dialogues, has applied tricks 

to break the identification with the characters, and has used 

„Duha‟, avoiding unnecessary action on the stage through 

confrontation and narrating the scene through actors. Thus he 

has created an original and very beautiful script capable of 

dramatic presentation. 

[1] Ref: Book/Text: Jalaka: Page 8: by Chinu Modi 

*+*+*+*+*+*+*+*+*+*+*+*+*+* 
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2) Kem, Makanaji Kya Chalya? - Sitanshu Maheta (1987) 

२) केभ, भकनजी क्माॊ चाल्मा? - ि वताॊळु भशेता Ôमळश्चॊि Õ(१९८७) 

Poet and dramatist Sitanshu Yashchandra wrote a radio play 

“Kem, Makanaji Kya Chalya?: “केभ, भकनजी क्माॊ चाल्मा?” in 1976 

for all India Radio which was broadcasted by the Mumbai 

station of All India Radio. In 1977, Sitanshubhai and his friend 

Pravin Joshi (renowned actor-director of Gujarati theatre) 

thought of modifying and performing this radio play in audiovisual 

form. Almost after 10 years, in 1987 shri Nimesh Desai 

got the script of „Makanaji‟ and first time the play got its 



shape as a drama. 

In the beginning of this three act play, the Nayak, after taking 

the blessings from Lord „Shiva‟, Lord „Ganapati‟ and Goddess 

„Saraswati‟, gives introduction of the play mentioning about 

the locale as the outskirts of „Bhadaran‟ village and time as 

the night of „Aso‟ month. Thus he creates the „Make-Believe‟ 

world. 

नामक: ( ू ेषकोन ेवॊफोधीन)े आ बादयण गाभ ना चोयाभाॊ बरे आमा 

वयकाय! ि नयाॊते जुओ अभायो आ लेळ वुखचेनथी. आ ऩडख े

यणछोड़यामनी धजा रैयाम छे ने ऩाछऱ भोती तऱालडीभाॊ 

तो, भोटा भाछरा वोंत जॊऩी गमा छे. बादयण गाभनुॊ 

भाÕजन ने भोबी एकठुॊ  थम  ॊ ु छे. क्माॊ क्माॊथी आयम? ॊ ु आ 
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  हभऩोऱभाॊथी, आ वोनीलाडभाॊथी, ने झलेयी फाजायभाॊथी ने 

देवाई ळयेीभाॊथी ने शलेरीभाॊथी नगयळठे ऩोते ... खुद ऩोते 

ऩधामाय ्छे, आज ेतो, आ आवो भशीनानी यढ़ीमाऱी याते .. ने 

अभेम त ेवशू तयगाऱा आजे तो एला बजललीळुॊ अवरी लेळ 

के ऩेरा रेरूॊफ रीॊफड़ा ऩय टोचनी डाऱी ऩेरो, जुओ, भोय 

फेठो छे ने, वयवतीभाॊनुॊ लाशन, ए म आज ेतो ...... [1] 

Here one boy from the singing group „interrupts‟ the Nayak 

who is creating the dramatic world of make believe. 

छोकयो: अल्मा ए गाॊडाबाई नामक! [2] 

Nayak ignoring him and again directly talking with the 

audience shouts at the boy as if he is a dog and tells him to 

go away “शड ेशड”े....... 

नामक: आलो ... आ .. आ .. आ भालाडीमुॊ, नानडीमुॊ, तयगाऱु 



भने - भने केळल नामकने खुदने, लच्च ेलच्च े........ 

ज्माये आ भोती तऱालडीन ेकाॊठे, आवोनी उगती याते, 

तभोन ेभाजनभोबीने आलो आलोना फे फोर कउॊ  छुॊ , आ 

बादयण गाभना चोयाभाॊ त्माये आ छोकयडु भने खुद 

केळल नामकने, इन्टयटप्ट कये छे, फोरो! [2] 

The playwright by putting the wrongly pronounced word 

[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 1 : by Sitanshu 

Yashshchandra [2] Ibid: Page 2 
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„इन्टयटप्ट‟ in place of „इन्टयप्ट‟ has created fun. In the play, the 

boy from the singing group interrupts Nayak and says: “के 

आतो जमळॊकय वुॊदयी शोर छे”. Nayak, replying to his comment 

explains that: 

नामक: भूक भूक तायाॊ वॊताडरेा चॉभा, राजू राडी! 

बराबाई आतो अॊतयनी आॉखे देखलानुॊ छे; 

अॊतयनी आॉखे 

छोकयों: अॊतयनी आॉखे? 

नामक: ए ज तो छे, बराबाई आऩडा लेळनी खूफी Ð ने 

नाटक भातयनी खूफी. [1] 

Further extending the prologue of the play, the Nayak gives 

description that it is a night time of „Aso-आवोÕ month which is 

full of stars and this place is ÔचोयोÕ-a common meeting place of 

the Bhadaran village.... here Nayak helps the boy to create 

the virtual – make believe world on stage. The boy also 

confirms his statement and says: „छे, अल्मा कॊ इक छे.‟ [1] 



On comparing this situation of the play with the traditional 

Bhavai, we can see that in traditional dramatic format, the 

actor always give information to the audience about the locale 

and time of happening. The traditional folk form of drama 

[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 3 : by Sitanshu 

Yashshchandra 
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– Bhavai is a acting dominating format and an actor 

supplements the „Aharya Abhinay (the acting which is done 

with costumes, ornaments and surrounding)‟ with the help of 

his „Angik Abhinay (bodily acting) and Vachik Abhinay(acting 

by voice and speech)‟. The actor describes the scenes as if he 

is present during all the happenings. The way in the play 

„Makanaji...‟, the Nayak creates imaginary world by describing 

„Bhadaran Village etc‟ and the audience easily accepts his 

description, similarly in the Bhavai „Kaba no Vesh – काफा नो 

लेळ‟, the Brahmin promises in the beginning of the play to all 

the happy, unhappy, sick, widowed, baggers, rich etc, that he 

will foretell their fortune. Interrupting the Brahmin, the Nayak 

informs the audience about the locale of the scene: 

नामक: अल्मा, दखुीमा शोम, भाॊदा शोम, यॊडामरा शोम, बीखायी 

शोम ने जोळ जोलडाल,े ऩण वुखीमा शोम, वाजा शोम, 

भॊडामरा शोम, तलॊगय शोम, ते ळीद जोळ जोलडाल?े छताॊ 

ताये टेÕर नाखली शोम तो नाख, आ भेलाड गाभ भोटुॊ छे.[1] 

Thus audience accepts the locale which Nayak describes. 

As such, the Bhavai troupes move from one village to 

another, so the same vesh is being performed in many 

villages, hence the actor has freedom to improvise the scene 

by mentioning the name of the village and that of reputed 



persons of that village through his dialogues. For example, 

[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 4 : by Sitanshu 

Yashshchandra 
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when „जूठणनो लेळÕ was performed in Vadodara, the Bhavai 

actor improvised his dialogue by incorporating name of 

Vadodara during its presentation due to this audience feels 

more homely with the presentation and is thrilled: 

जूठण: भें शुॊ खीचडी वुरतान 

मे एक तरलाय भार 

तो रे रू लडोदया गाभ 

भें शुॊ खीचडी वुरतान [1] 

The freedom which the Bhavai actor is getting in the 

traditional drama form has appealed the playwright and hence 

he has made its indication at three to four places in the script 

that „performer should take names of the presentation hall 

and that of the place in the dialogues‟. We have seen earlier 

that how the boy interrupts the Nayak and informs the 

audience that the play is being performed in Ahmedabad. 

Further he declares the name of the play, its director, writer, 

actors, back stage artists, the company troupe which is 

performing that day etc. 

Thus during the performance of the play, one can mention 

about the changes in the place of performance, actors, back 

stage artists etc very easily. 

Later in the play, the role of „Makanji – भकनजीÕ is allotted to 

[1]Ref: Book: Bhavai: Page 235: by Dr. Sudhaben Desai 
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the interrupting boy. The astonished boy after hearing this 

announcement says to the Nayak: 



छोकयो: शोम नशीॊ! भार नाभ आप्मुॊ ने भने शाजी कॊ इ प्रोट, डामरोग 

के छेलटे फामरोगनी ऩण खफय नथी? बराÕदभी नामक .... 

नामक: डय ना भयदफच्चा! नाटक वाल वादो छे. 

छोकयो: ऩण ळी फाफत. [1] 

Nayak explains to him about the hero of the play and makes 

introduction of the character of „Makanaji‟. 

In traditional Bhavai vesh, every character enters on stage 

with their entry song - „आलण‟ु. „Avanu‟ is sung in chorus or by 

the character himself and gives self introduction. In „जोगी 

जोगण नो लेळÕ, Jogi is a devotee of God and is in his own world 

while entering. With the help of this „Aavanu‟ it is informed to 

the audience that he has put on red colored cloths etc. 

गामक लनृ्द: जोगीडो आयमो यभतो झभतो 

जोगीडो आयमो बभतो बभतो 

जोगीए ऩशेयी रार रॊगोटी 

जोगीना शाथभाॊ दोयो ने रोटी 

जोगी आयमो यभतो झभतो 

जोगी आयमो बभतो बभतो [2] 

[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 7 : by Sitanshu 

Yashshchandra [2]Ref: Book: Bhavai: Page 353: by Dr. Sudhaben Desai 
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During the prologue of the play „Makanaji…‟, the Nayak guides 

the boy, who has helped him or say has participated in the 

development of the play, towards the main line of the story 

describing „Makanaji‟ as a devotee of God similar to „Jogi‟ in 

„जोगी जोगण नो लेळÕ. The „Aavanu‟ of this character „Makanaji‟ in 



the play is done like this: 

वभूश: आवो सभशनानी यात शोम ! शेम शेम! 

नामक/वभूश: ने आभ कोई खाव लात ना शोम. 

नामक: ने तो ऩण भाया भेयफान, तो ऩण भुःतीभाॊ आली जाम ने? 

छोकयो: एनुॊ नाभ भकनजी? [1] 

In traditional Bhavai, we could see the characters that are 

having authoritative powers like in Ôझॊडा झूरणनो लेळÕ; „Zando‟ is 

a chief police officer of the „Unza‟ village and „Teja‟ is her 

lover. In the beginning of the vesh, Teja, along with the other 

group members, sings „Entry Song‟ for Zando. 

तेज/वभूश: ए ..... झॊडो आल ेझुरतो याज 

ए ..... फाॊमो चढाली आल े

ए ..... भूछो भयडतो आल े

अम्भय यशे भायो बयथाय 

झॊडो भायो झुरतो आल.े [2] 

[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 7 : by Sitanshu 

Yashshchandra [2]Ref: Book: Bhavai: Page 257: by Dr. Sudhaben Desai 

Page # 179 

The Entry of the politician “Urfe Saheb-उपेय ्वाशेफ‟ is also 

arranged, by the playwright. This character represents the 

politicians in the society. 

नामक: उपेय ्आयमा चेतजो 

फधा: शो! 

ऩशेरो गलैमो: छोड़ीओनी __________छोडो ऩण छोया, तभेम चेतजो! 

छोकयीओ: (चोंकीन)े ना शोम! 

[The girls running here and there suddenly stops and 



interestingly looks at „Urfe‟] 

नामक: उपेय ्आमा, चेतजो 

उपेय:् दयेक जूठा वलारनो 

बई, वाचो जलाफ अभे! 

रोको: दयेक वाचा वलारनो 

अये जुठो जलाफ तभ!े [1] 

Thus remaining with the singing group, the actor Nayak 

arranges the „Aavanu‟ of the character „Makanaji‟ before his 

entry on the stage. By giving information about this character 

to the audience, he removes the element of curiosity in them. 

In the similar way the writer arranges „Aavanu‟ of „Urfe‟. Here 

the writer has arranged „Aavanu‟ of the main characters only. 

With the help of „Aavanu‟, the writer describes the nature, 

cast-creed etc of the character through poetic lines. 

[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 41 : by Sitanshu 

Yashshchandra 
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The traditional Bhavai prepares the audience thoughtful and 

awake, showing the power of complexity of life, it makes 

them alert, and the gives vision to look at life which is 

developed from this experience i.e. philosophy. In the folk 

drama Bhavai, the shades of Indian philosophy are seen in 

many veshas. For example: In „छेरफटाऊ रारफटाऊनो लेळÕ, at the 

end of the vesh, „Chhel Batau‟ while concluding about the life 

tells to the audience that “आऩणा जीलननी नैमा इश्लयना शाथभाॊ ज छे, 

भाणव गभे तेटरा लरखा भाये फधु बगलानना ि नदेळदथी ज थलानुॊ छे” 

Further giving an opinion he says that we have arrived in this 

world bare handed and will go also bare handed. 



छेर फटाऊ: वाॊइमा वाॊईमा वफको कशे, वाॊई न फूझ ेकोम 

एक ि दन एवो आमेगो, भेये वाॊई कशे वो शोम. 

शाथी घोडा वफ जामेगे दाटे यशेंगे दाभ 

चेतनशाया चेि तमो, मे दिु नमा फ़ना भुकाभ. [1] 

In the play, Hukumchand Sheth and his bodyguards come to 

Makanaji‟s house and throws all his belongings out on the 

street as he has not paid the debt of Hukumchand Sheth. 

The „Boy‟ who has yet not realized his role of Makanji, gets 

astonished by this event and asks the Nayak: “नामक! आ ळुॊ 

फखडजॊतय छे?” Replying coolly, Nayak, as if explaining the 

Indian philosophical vision, says: 

[1]Ref: Book: Bhavai: Page 282: by Dr. Sudhaben Desai 
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नामक: भकनजी! एनुॊ नाभ ि जॊदगी अणधायी थई जाम 

चारु ने अणधायी थई जाम फॊध. [1] 

Here, Nayak, giving the religious principle of lord Krishna to 

the boy who is acting as Makanaji, informs that in the life of a 

person i.e. Makanaji, happy and unhappy moments are going 

to come as per the cycle of life, Makanaji will have to face all 

the situations without compromising his faith in previously 

performed deeds. With the help of this scene, he mentally 

prepares the actor playing the role of Makanaji and gives him 

courage to face the truth of life. 

The play has been started and other actors have been 

engrossed in their characters but the boy has yet not entered 

his character of Makanaji. Before he could understand 

anything, the character of „Hukamchand Sheth-शुकभचॊद ळठेÕ 

the merchant who is also a landlord of Makanji‟s house) 



scolds him: 

शुकभचॊद ळठे: गई वार कोइने भोटो बाई के बाईफॊध फनालीन ेछटकेरो 

कोण ऩेरो? अभथाबाई वोदागय केभ? वुन्दयगढ़ना 

नगयळठे केभ? फनाली गमोÕ तो भने तुॊ, पोगटनी शुॊडी 

आऩीन,े तुॊ ने तायी शुॊडी! शयाभी! क्माॊ गमो तो त्माये 

तायो बाईफॊध? 

[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 10 : by Sitanshu 

Yashshchandra 
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भकनजी: ( ू ेषकोन)े शुॊ? ने शुॊडी!? (ळठेन)े शुॊडी ने शुॊ? [1] 

Dr. Prabhudas Patel notes that: Here with the reference of 

“HUNDI”, we could see the myth about the „Krishna‟ and 

„Sudama‟. [2] Making use of the Bhavai format, the writer has 

molded it in the modern concept. Adding to this Dr. Mahesh 

champaklal says” Similar to the character of medieval age 

Sudama, the Makanaji of Modern age is also a straight 

forward, innocent, aimless humanbeing; like lord Krishna of 

Dwarksdhish, the big merchant of Sundargadh „Amathalal 

Shah Saudagar‟ is his mentally believed friend”. [3] 

Further in the play, a small girl arrives from the back stage 

and embraces Makanaji calling him „Father‟. The boy looking 

towards the audience utters „फाऩा?!‟ then „ओ फावऩरमा!Õ and 

further makes a self talk: “trouble never comes singly, „ल्मा! 

छोड़ी, अॊदय केटरा यड ेछे, शजी? 

छोकयी: फा ज एकरी! भॊग,ू वुि नता, वुयेळ, फाफरो ने फफरी तो शेती 

भावीने त्माॊ गमा छे ने? [1] 

The playwright gives information about the presence of 



characters and the locale just with the help of its mention 

through the boy who is playing role of Makanaji. The boy, who 

has yet not entered in the role, very amusingly indicates to 

[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 11 : by Sitanshu 

Yashshchandra 

[2]Ref: Book: Sathotari Gujarati Maulik Dirgh Natak: Page 57: by Dr. 

Prabhudas patel 

[3] Book: Rangdwar: Page 63: by Dr. Mahesh Champaklal 
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indicates to the audience: “कुर छ? ल्मा अॊइ कणे इभयजन्वी आमी ज 

नथी रागती?” [1] Thus by mere mention about the unnecessary 

action to the audience, the boy advances the play. 

In the traditional Bhavai, the unnecessary actions are avoided 

and the happenings are conveyed through dialogues. This 

becomes a salient feature of the Bhavai format. For example: 

in „छेरफटाऊ रारफटाऊनो लेळÕ, during the war between Delhi and 

the Southern States, when the war material and ammunition 

etc ran out of stock, the Delhi emperor proclaimed to the 

public that who can who will deliver the war material to the 

battle field? In response to this appeal, when „Lalliyo-राि रमो‟, 

the son of blacksmith ÔChandanÕ showed his willingness to 

deliver the goods and also to fight the war, the emperor gave 

him a pseudonym as „छेरफटाऊ रारफटाऊ‟.The emperor gave him 

red and yellow tents, elephants and horses etc and sent him 

to south. In the Bhavai, the description and the mention of 

the cities he passed through during his journey of south is 

informed to the audience through a government servant as 

given below: 

ऩेग: ऩीछे फटाऊजी तो ि नकरे 



कुच ऩय कुच, भुकाभ ऩय भुकाभ 

आगे फढत ेफढत ेअशभदाफाद आमे 

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 11: by Sitanshu 

Yashshchandra 
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भेंभदाफाद आमे 

उॊ लाव ेफढकय अभदनगय आमे....... [1] 

Here, the government servant peg provides the information 

about the journey to the audience and gives them idea of the 

places and time. Whereas in the play the boy playing the role 

of „Makanji‟, gets involved in the theatrical world through the 

mention about „Makanaji‟s family members, emotional entry 

of his daughter, the mention of his wife etc. 

The important element of the traditional Bhavai is chorus. Any 

Vesh without the chorus is unimaginable. In the beginning of 

Bhavai „कानजी भशायाजनो लेळÕ, the Nayak invites the singing 

chorus on stage to sing „Aavanu-आलणÕु of Kanaji Maharaj. 

नामक: अल्मा बुॊगऱीमा जोय थी लगाड Ð कानजी भायाज ऩधाये छे.... 

अल्मा बाइओ गाणा गाओ. 

लनृ्द__________: भोयरी लागी काÕना भायाजनी 

लाॊवऱी लागी काÕना भायाजनी 

शाॊ शाॊ ये भोयरी. [2] 

In the play, opposite to the realistic plays, the boy gets 

transformed into a character of „Makanji‟ before the audience. 

[1]Ref: Book: Bhavai: Page 281: by Dr. Sudhaben Desai 

[2]Ibid: Page 458 
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भकनजी: केली ि भठडी छे, ि दकयी भायी ..... (ए जाते) Ôल्मा 



वामेफो! शुॊ तो पवाला भाॊड्मो शों, आ दिु नमाभाॊ. बई ओ 

भकना, चेत! ऩण जोइए. जोइए के आऩडी ÔलऊÕ केली 

छे? शॊ? कोई पुटडी, रऩाऱी, तीखी, भीठी, भयची बेगी 

भराई जेली जुलती काुःटभाॊ शळ ेने, भायी लशु तयीके, तो 

एॊ जो जो आऩडु िएक्टॊग, एॊ Ð एकदभ ि यमाि सरुःटक! 

लनृ्द: ि यमाि सरुःटक. [1] 

Thus the playwright has very cleverly interwoven the specialty 

of the traditional Bhavai in which an actor speaks which the 

chorus repeats. The alertness of the actor playing role of 

Makanaji is also going to be tested in other scenes of the play. 

For example, in the third act, during his search of his friend, 

Makanaji comes to his own village instead of „Sundargadh‟. In 

the last scene of the play, he gets confused by seeing „Haveli 

-a big palace like building-शलेरीÕ. He doubts whether he forgot 

the lane or the village? And to check the correctness of the 

address, asks the watchman at the door: 

भकनजी: बाई द्लायऩाऱ, आ शलेरी? कोनी? बाई द्लायऩाऱ? 

On being asked in the old literary language it is not replied by 

the watchman so he then uses the modern language 

addressing him as „बाई चोकीदायÕ and on not getting any reply 

again, he addresses him as watchman: 

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 12, 13: by 

Sitanshu Yashshchandra 
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भकनजी: „बाई, आ शलेरी कोनी छे लोचभेनबाई?Õ [1] 

The actor playing the role of Makanaji is so agile that he 

knows that he is playing role of Makanaji but here he is only 

the presenting the character of Makanaji. The playwright 



Sitanshubhai has very tactfully drafted the dialogues for him 

and has appreciated his alertness as an actor. 

In the traditional Bhavai, we can see many such scenes where 

pleasantry and jokes are utilized. For example: in the 

traditional „गोलाऱना डागरानो लेळÕ, „Goval‟ and his friends 

„Dagalo‟ etc harasses the „वऩनशायी - women who are carrying 

waterÕ by obstructing their way. „Nayak‟ also taking the side 

of the „Goval‟, calls the „Panihari‟ and says: “सभशमायी, आ आलो, 

आ गोलाऱ तभायी ऩयीषा रेला भागे छे.” 

सभशमायी: (नजीक आलीन)े आ गोकुऱ गाभना गोलाऱ छे? 

Mischievously replying to them, Nayak says: 

नामक: ना ना एतो इयोि ऩमन गाभ ना गोलाऱ छे. त्माॊथी काढी 

भेल्मा एटर ेअशीॊ भेलड गाभभाॊ आलीन ेबयामा छे. [2] 

Further in the play, the Makanaji is forced to vacate the house 

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 95: by 

Sitanshu Yashshchandra 

[2]Ref: Book: Bhavai: Page 340: by Dr. Sudhaben Desai 
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of „Hukamchand Sheth‟ due to his debt. Makanaji requests 

„Sheth‟ to find some solution to the problem, giving him 

reference of his family‟s old relationship with him and urges 

modesty from the sheth. Makanaji‟s wife also adds to this 

request. 

भकनजी: ळिे ठमा! कॊ इ तोड़ काढो. आऩणो वॊफॊध तो फशू जूनो छे... 

लऊ: ऽण ऩेढ़ीनो. 

भकनजी: (लऊन)े शा शा. भोटा फाऩुना टेभनो! (ळठेन)े कॊ इ ि नलेडो 

रालो, आ ऽ ीजी ऩेढ़ीए. (लऊन)े शल ेतो चोथीए चारु थई गई 



छे, जया जया नशीॊ?! [1] 

The way the Bhavai actor makes mischief; here also the 

playwright has created piercing laughter through Makanaji‟s 

dialogue addressed to his wife. 

In the play Makanaji requests the landlord to find out some 

amicable solution keeping in view the age old relationship 

between two families. „Hukumchand Sheth‟ firmly suggests 

him to settle the debt if Makanaji want to find the solution. In 

the mean time, Sheth‟s attention is focused on Makanaji‟s 

wife and he declares his infatuated feeling by implicit 

language to convenience Makanaji: 

ळठे: जो भकनजी, तायी बूर भाप. तुॊ तो भाया नाना बाई जेलो 

गणाम. वुखे यशो तभे! तुॊ, छोकयाॊ, बाबी, आ घयभाॊ. भायी 

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 15: by 

Sitanshu Yashshchandra 
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एकज ळयत, फव! Sheth reveals his desire and says: 

एटरी ज के घयना ताऱानी चाली एक तायी ऩाव ेयशे ने एक 

भायी ऩाव.े बाबीने लाॊधो ना शोम तो. यमाज भाप, ऩण आ 

भुद्दर भने भऱतु ये, शपत ेशपत!े [1] 

Here, Makanaji realises the bad intention of „Sheth‟ and hence 

he shouts aloud „शयाभखोयÕ. From this scene, the boy gets fully 

involved in the role of Makanaji. 

In the play, after this episode of the „house keys- कुॊ चीÕ, 

Makanaji with his family stays in a „serai-धभळादऱा‟. When 

Makanaji is about to go to bazaar for purchasing household 

items like rice, flour, soup etc for dinner, his daughter shows 

obstinacy to get her sky coloured earring repaired whose 



pearl is missing. Dejected Makanaji looks at his wife and then 

collecting the earring from his daughter says: 

भकनजी: शा, दीकयी जरय Ð जो दकुान खुल्री शळ ेतो, 

केळलदावकाकानी... 

(Exits with earrings in his hand) 

लशु: जो, जो Ð ऩड़ी ना जाम Ð युःताभाॊ ... [2] 

(Darkness on stage and then lights) 

Stage instructions: [Group of actors creates the scene of 

market. The singers and music players stand up from their 

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 17: by Sitanshu 

Yashshchandra [2] Ibid: Page 25 
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places and makes various line of sellers with the help of some 

properties like weighing balance, table, sitting arrangements 

etc.] 

The format of traditional drama is very flexible, and as it is 

acting oriented, an actor can create live scene on stage and 

audience believes in it. Here also one actor represents various 

characters. Making use of this element of traditional drama, 

the playwright has given above mentioned stage instructions 

for the group of actors to follow under different situations and 

assume the role to play so that play gets more clarity along 

with the space to an actor and director for their ideological 

freedom. Secondly, the playwright is aware that he is only 

making use of the Bhavai tack ticks in this play. For example: 

In the Bhavai vesh, there are no scene changes or blackouts 

but they are common in the plays. Hence, very tactfully the 

writer has given the stage instruction for „black out and 

lights‟. 

Thus, the plot development of realistic plays is just opposite 



to that in the traditional Bhavai format. In realistic plays, the 

audience is made to get involved in the total scene whereas in 

Bhavai audience is kept aware about the happening on the 

stage. In the play‟ केभ, भकनजी क्माॊ चाल्मा?‟, the beginning of 

the second act also opens up in traditional format in which the 

singing chorus with the musicians is sitting on the stage as it 

was in the beginning of the play. One singer steps forward 

and asks the Nayak - „Further what happened in the story of 
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Makanaji?‟ Thus by asking this question he helps in the plot 

development. 

Dr. Bhanuprasad Upadhyaya mentioning about the reference 

of alination in the traditional Bhavai format says that Bhavai 

actors also communicate directly with the audience. During 

the vesh presentation they come out of the character by 

establishing their recognition as an actor they directly talk 

with the audience. For example, in the „जूठणनो लेळÕ, when 

there is uproar in the audience, „Juthan‟ asks them to be silent 

by directly talking with the audience: 

जूठण: आ शुॊ कचफच कचफच? 

भाया फेटा घोंमजा आमीन ेफेठा छे के शुॊ ... ए बाई शोंबयो .... 

नामक: शुॊ? 

जूठण: तने कुण के वे? शुॊ तो आ वबाने कऊ वॊ. ु [1] 

In traditional Bhavai presentation, the plot advances with the 

help of the singing chorus and musicians (the musical band) 

through their dialogues; in the similar way the playwright has 

made the beginning of each act through the drama company 

which is narrating the story of Makanaji. The third act also 

begins in the same way: 



नामक: अल्मा, ि ऽजो अॊक चारु, फेवाडी ड ेफधान े

ऩशेरो गलैमो: (उबो थई ढोरक ऩय थाऩ भायी) फेशी जाओ, भाया 

[1] Ref: Book: Bhavai ma Alienation: Page 169, 170: by Dr. Bhanuprasad 

Updyadhyaya 
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वामेफो फेशी जाओ भायी भालडीओ! 

फीजो गलैमो: (उबो थई ऩशेराना ढोरक ऩय अने भाथा ऩय थाऩ भायी) 

फोरता ळीखो भाया जेला ऩाॊशे. 

ऩशेरो गलैमो: च्मभ त?े (ढोरक ऩय थाऩ भायतो भायतो) फेशी जाओ, 

भाया वामेफो फेशी जाओ भायी ..... 

फीजो गलैमो: (ढोरक झारी, ऩेरानुॊ भों दाफी) भूॊगो ये. 

ऩशेरो गलैमो: च्मभ त?े 

फीजो गलैमो: च्मभ त ेएटरेके आभाॊनी एक्मु तायी भालडी जेली रागे 

छे तनअ; डपोऱ! Ð ए जो आभ कशेलाम (ढोरक रई, 

थाऩ भायतो गाला जम छे) 

ऩशेरो गलैमो: (धक्को भायी आगऱ आली) ना शुॊ ज फोरीव. नामके 

भने कहमुॊ छे. ए फेशो-फेशो! भाया भेयफानो ने भायी 

भेयफानुओ! ए भेयफानो ने भेयफानुओ, गयभ वभोवे ऩेट 

बयी, कोकाकोरा ऩीÐऩीन, ने ऩी-ऩी कोरा कयी कयी न 

फेशो, फधाॊम! [1] 

Here advancing the story further, by creating mischievous 

dialogues amongst themselves, the actors attract the 

attention of the noisy crowd towards them. The audience 

observes the silence and the play proceeds further. By 

eliminating the difference between the actor and the 



audience, and by establishing direct contact with the 

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 68: by 

Sitanshu Yashshchandra 
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audience, the playwright has achieved the described element 

of alienation explained by Bertolt Brecht. 

Further, „sheth Sumanlal‟, „Sevaklal‟ etc makes fun of 

Makanaji who has approached them for the household 

provisions of their food. The sample of the earring which his 

daughter has given to Makanaji, is grabbed and credited 

towards Makanaji‟s debt by the grossary merchant. Makanaji 

implores to get beck the earring and returns abashed when 

fails to get it back. On reaching home, Makanaji lies to her 

hungry and crying daughter for the earring. Hard pressed due 

to the tight home situation, his wife decides that: 

लऊ: शल ेभायाथी नथी वशेलातुॊ ... शुॊ एक चाली ळठे ऩावेथी रइन े

भारॊ  घय खोरलानी छुॊ . ऩछी शुॊ ए घयभाॊ यशीळ. भायी फेफरी 

वाथ,े भॊग ुने सवलता ने वुयेळ ने वुि नता ने फेफरीनी वाथ े... 

ऩछी कोई नशीॊ यड े.... [1] 

Here, perplexed due to the determination of his wife, 

Makanaji proceeds to meet „Amathabhi-अभथाबाईÕ to collect 

true answer for his dreadful question. The first act ends here. 

There cannot be a play without any conflict. Conflict is 

essential in a play. Conflict could be between characters, 

character and the circumstances or there can be inner conflict 

of the character with the self. For the speedy action, conflict 

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 33: by 

Sitanshu Yashshchandra 
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is unavoidable. In the traditional Bhavai „सभणफा वतीनो लेळÕ, the 



conflict of values between „Kunvar‟ and „Maniba‟ is depicted 

through a song in which at the end of the vesh specific result 

is obtained i.e. husband and wife reunites. In Bhavai, 

appropriate poetic lines are created for every scene which 

helps in advancing the plot. 

The „Kuvar‟ who has come to rest in the garden, during 

quarrel with „Maniba‟ tells her that: 

कुॊ लय: बल्रो तभायो चशेयो 

गुराफी यॊग 

झणेी झफुके ि लजऱी ये. 

Angry with this behaviour of „Kunvar‟, Maniba harshly tells 

him that it does not suit to enter somebody‟s garden. Further, 

„Maniba‟ asks „Kuvar‟ to immediately get out of the garden 

otherwise be ready to be beaten by a hunter. Listening to 

these words, „Kunvar‟ sings further, teasing „Maniba‟: 

कुॊ लय: बल्री तभायी लाणी 

गुराफी यॊग 

झणेी झफुके ि लजऱी ये. [1] 

In the second act of the play, „Makanaji‟ has come out to 

search for his friend „Amathabhai‟ and is stumbling door to 

door, he is wandering everywhere even then he is unable to 

get the address of his friend. The desperate efforts which 

„Makanaji‟ made to search „Amathabhai‟ has been expressed 

[1]Ref: Book: Bhavai: Page 440: by Dr. Sudhaben Desai 
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through „काचा ऩाका ळयनाभा...Õ by the playwright. 

नामक: अये काचाऩाका ळयनाभा रइ भकनजी फशु यझळ्मा ये! 

भऱु भऱु थ्मा 



भऱु भऱु , ऩण न भळ्मा ये! 

ऩशेरो गलैमो: नेभ तो लाॊच्मुॊ प्रेटे प्रेटे 

फायणे कमाय ्टकोयाजी 

अऴाढ़ सभशनो आलीमो 

तोम ि दलवो नीकळ्मा कोया जी. [1] 

The writer has made songs referring to every scene which 

helps in advancing the action of the play. In the beginning of 

the third act also, the playwright very indicatively placed a 

song related to the democratic parliament that how the 

politicians lavishly spend people‟s money after getting elected. 

With this song the culture of the politicians is exposed very 

sharply: 

झूभ झूभ झूभ झूभ झूभ 

अभे कयीए फूभा फूभ ! 

अभे शल ेचुॊटामा, वाचुॊ अभे जे कशीए ते 

घूभ जाओ ओय फोरो, बाईओ, वत्मभेल जमते 

 ुःभधगरॊग कयीए, वॊघयो कयीए, पयीए  ुःलीटझयरेंड 

अभने कोई ऩूछनाय ना, रोंग अभाया शेंड. [2] 

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 38: by 

Sitanshu Yashshchandra [2] Ibid: Page 70 
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While talking about the songs which the playwright 

Sitanshubhai has incorporated in the play, Dr. Rajendra Mehta 

says:“Unmistakably song accompanies every entry which later 

becomes an indicator for the next scene. Thus the playwright 

has taken work of „Sutradhar-वूऽधायÕ from Naykak and has 

synthesized the plot development”. [1] 



In traditional Bhavai, we come across examples of symbolic 

use of the language in many Bhavai vesh, for example: in 

„सभणफा वतीनो लेळÕ, „Rupali is intensely chasing „Kuvaraji-prince‟ 

and she follows „Kuvaraji‟ and „Badhar‟ wherever they go. 

„Rupali‟ makes all but unsuccessful efforts to flirt with 

„Kuvaraji‟ in her love trap. Ultimtely when she stands aside 

being offended, Badhar alerts „Kuvaraji‟ and suggests him to 

be careful with her. 

फाधय: फशादय, नामक फशादय. 

नामक: शें बइ शें? 

फाधय: शा बाई शाॊ. 

नामक: ळुॊ शा बाई शा. 

फाधय: एभके फशादय यशेलुॊ, शोि ळमाय यशेलुॊ, ऺफयदाय यशेलुॊ. [2] 

In the play „Makanaji‟ also use of indicative language is done a 

bit differently during the meeting between „Urfe‟ and 

„Makanaji‟. Before this meeting takes place in the play, the 

[1]Ref: Book: Natyarag: Page 60: by Dr. Rajendra Mehta 

[2]Ref: Book: Bhavai: Page 433: by Dr. Sudhaben Desai 
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situation is, in the politician Urfe‟s constituency, if by tonight, 

the blankets, utensils and money are not distributed amongst 

the voters, then there is no possibility that „Urfe‟can win and 

his winning procession can take place. „Urfe‟ is worried about 

this hence decides to make use of innocent „Makanaji‟ and 

plans to meet him as if „Urfe‟ is „Amathabhai‟. Here „Urfe‟ 

informs his associates to prepare exact dummy set of the 

luggage which „Makanaji‟ is carrying and explains the trick of 

filling it with money and golden – silver ornaments which they 

will exchange with the original one. Thus he sends to 



„Makanaji‟ his (Urfe‟s) own photograph declaring it as that of 

„Amathabhai‟ and also send a telegram to meet at the 

caravanserai of village Nathmadhi. In this way, on receiving 

the telegram and the photograph, „Makanaji‟ rushes to the 

Nathmadhi village in excitement to meet „Urfe‟ who has 

become ‟Amathabhai‟. During the time, „Urfe‟ who has 

reached the caravanserai of village Nathmadhi is waiting for 

Makanaji‟s arrival. When simpleton „Makanaji‟comes, the 

politician „Urfe‟ hugs him in the name of actual „Amathabhai‟. 

Now here the humorous thing is, Urfe has never seen 

Makanaji but his assistant Bhimo knows him well. Hence, Urfe 

asks Bhimo to give him signal when Makanaji arrives after 

confirming. For the signal, he suggests that Bhima should 

take off his cap so that „Urfe gets confirmation that true 

Makanaji has arrived but in the mean time Makanaji arrives 

and rushes towords Urfe to embrace him thinking that he is 

Amathabhai which alerts Urfe who asks Makanaji that why he 

is so thin and weak? In reply, Makanaji says: 

भकनजी: भाया फाऱवखा! प्माया दोुःत! ए तो ताया ि लयश ने कायणे. 
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Urfe stops here for a moment to get confirmation from the 

Bhiimo who is a police man, but astonished Bhimo is unable to 

understand anything, hence Urfe under irritation tells him: 

उपेय ्: अये फधीय द्लायऩाऱ बीसभवॊश! (पोजदाय बीसभवॊश चभके छे) 

बीभो: भने कमु वाशेफ? 

उपेय ्: भुखय!् ळुॊ आ भाया  ोदमना धफकाय वभा भाया फाऱऩण ना वाचा 

वखा भकनजी नथी? 

बीभो: शा, शा ... वाशेफ! एभ  ् बूर ना थाम ( ी ुजता) भ ... भाफ़ 

कयजो व ... वाशेफ! 



Thus, Bhimo takes off his cap and stands. 

उपेय ्: भशाभूखय!् ए भोटेया वॊनतळयोभणीना देखताॊम तुॊ तायी ऩाघडी 

ऩशेयी याखलानी घषृ्टता कये छे? 

Reconfirming about the correctness of Makanaji‟s identity, he 

fires Bhimo, had he made any mistake, he should check it. 

उपेय ्: ठीक, ऩशेयी याखलाभॊ तो बूर कयी, उतायलाभाॊ तो नथी कयीने, 

अफूध? 

बीभो: न .... ना ... वाशेफ! [1] 

In the last scene of the second act, the writer has made Urfe 

to sit in the caravanserai waiting for Makanaji, in the new 

medieval age costumes like scarf (खेव), trousers (जाभो)and a 

shirt(ऩशेयण). Recognizing the importance of this scene, the 

playwright, aiming to create an ancient impression of the 

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 60, 61: 

by Sitanshu Yashshchandra 
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time, makes the characters of Urfe and Makanaji to speak 

Prakrit Gujarati language in creating the medieval 

atmosphere. The writer with the help of Bhima‟s dialogues 

and the behaviour suggests that the corruption has affected 

the Governmental system as also through the character of 

Urfe, the hypocritical personality of politicians is nicely 

exposed. 

In the play, Urfe, projecting himself as „Amathabhai‟, 

demands the bundle from Makanaji. When Makanaji hesitates 

to give it, he snatches it from him. When Bhimo unfolds the 

bundle, it contains currency notes and golden-silver 

ornaments. Urfe in appreciation of Makanaji‟s work tries to 

offer him some gift. Makanaji feels cheated and becoming 



fearless denies all tempting offers and says: Ôशुॊ तो एक अदनो 

भाणव वाशेफ! ऩण भारॊ म एक वाच छे एनुॊ नाभ भें आप्मुॊ छे अभथाबाईÕ. 

Further, expressing his unselfish feelings for Amathabhi to 

Urfe, he says: „तभन ेफीजुफधु भऱळ,े ऩण एक आ नाभ भायी ऩाव ेथी 

नशीॊ भऱे. वाशेफ, तभ ेवलेवदलाय ्शळो Ð ऩण तभे भाया अभथाबाई नथी!Õ [1] 

Here, Makanaji‟s unbroken faith for his friend is very well 

displayed by the writer in Makanaji‟s dialogues. 

Being cheated by cunning Urfe, Makanaji threatens him of 

exposing him in the society and Urfe‟s assistants beat him 

severely. Second act ends here. 

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 66: 

by Sitanshu Yashshchandra 
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In the Bhavai we can see the use of other languages. In 

„सभणफा वतीनो लेळÕ, after giving exile to the prince, the prince 

and his friend Badhar make night-halt at one place. The 

prince gets asleep at night and his friend Badhar keeps watch 

throughout the night and at that time loudly shouts „आर फेर! 

आर फेर!Õ while moving around the ground. 

In time of Sir Sayajirao Gaekwad - III, soldiers used to loudly 

shout „आर फेर! आर फेर!Õ and were reporting their presence in 

the broken English language. In reply, another soldier keeping 

watch in the other street also was replying in the same way 

suggesting that he is awake, nothing wrong has happened 

and, everything is safe. In this Bhavai presentation too, the 

social, economic and political situation is well depicted 

through a song: 

फाघय: आर फेर! आर फेर! 



आ नोकयीभाॊ घारभेर 

भळार भेरो तेर ि दलेर 

ि दलेर नशीॊ ने घावतेर भेर! 

आर फेर! आर फेर! [1] 

In the third act of the play, Makanaji, during his search for 

„Amathabhai‟, arrives at Manoranjan Drama Company; here 

he makes a stay for a week. During this weekly stay, the tired 

[1]Ref: Book: Bhavai: Page 437: by Dr. Sudhaben Desai 
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and defeated by life, Makanaji takes sleeping pills in 

depression and tries to commit suicide but at the critical time 

the director of the drama company arrives, holds his hand, 

throws away the pills and save his life. Later, „Sukhlal‟- an 

employee of the drama company, informs him that 

Amathabhai is at the nearby village – „Sundargadh‟. Taking 

leave from the drama company, Makanaji rushes to 

Sundargadh. He is delighted while walking through the path. 

He murmurs something and then sings. 

भकनजी: (ररकायीने) अये डाफा! अये जभणा! 

अये डाफा जभणा, 

डाफा जभणा, डाफा 2Eलu2332 .भणा बाई! 

येइनफो इन ध  ुःकाम! 

ऩेरो वुन्दयगढ़ देखाम, 

शे ऩेरो वुन्दयगढ़ देखाम, 

ए येइनफो इन ध  ुःकाम! [1] 

Dr, Rajendra Mehta while talking about the song which is 

made by making use of the Gujarati – English combined 



language, says: “ The song related to every scene advances 

the play more swiftly. The poetic compositions (and the title 

also) confirms that this play is written by a poet. The song 

which is loudly sung by Makanaji is also very meaningful. This 

song is created by applying the creative lines of poet 

Premanand and Wordsworth”. [2] 

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 85: 

by Sitanshu Yashshchandra 

[2]Ref: Book: Natyarag: Page 63: by Dr. Rajendra Mehta 
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Further in the play, while walking towards Sundargadh in 

search of Amathabhai, Makanaji goes far away from 

Sundargadh and gets lost in a deserted land. In this deserted 

land, he looks for a well or a stepping well to satisfy his thirst. 

Tired makanaji, makes dialogues with his own self. He is in 

confusion whether to eat the rice which he has brought for 

Amathabhai as he is tired due to hunger and thirst. Makanaji‟s 

inner self very suggestively tells him: 

Ôकोई छे नशीॊ अभथाबाई. छे भाऽ बूख. वाॊबऱ, वाॊबऱ आ ताया भोतनी लात 

कशेता फाय फाय डॊका लागे छे, वाॊबऱ, आ यणनी शलाभाॊ, तऩतुॊ यण अने तऩतो 

तुॊ. खा, ने आ तऩोलनभाॊथी ऩाछो जा, ताये गाभÕ. [1] 

Here the inner soul of Makanaji (like a character in a play) 

makes conversation with Makanaji and suggests him the way 

further. The playwright Sitanshubhai has made great effort in 

presenting the inner soul on the stage as a character which 

adds to the creative value of the play. 

Here on the other hand, Makanaji is not in agreement with the 

inner voice of the soul, but on second thought he feels that he 

will not survive another cyclonic wind hence taking pardon 

from Amathabhai, he eats the rice and decides to move 

forward. Walking further, and getting mention about a village 



named „Ranavav‟ which is nearby his own village, he arrives in 

the village. He gets confused on seeing a big palace like 

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 90: 

by Sitanshu Yashshchandra 
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building in place of his small home. Makanaji asks questions 

to himself about this miracle and gets the reply from his inner 

soul: 

अलाज: ए ज ऩऱे भकनजी, ज्माये एक अदनो भाणव ऩोत ेऩोताना 

शकना ताॊदरु, कोई अपीि णमा ख्मार भाटे याखी भुकलाने 

फदर,े जात ेज खाम छे ने, ए ज घडीए ... ( ुःशेज थॊबी) ए ज 

घडीए थाम छे िइतशावना चभत्काय. बगलानना नशीॊ, शों 

भकनजी! नामय ्ने नायदभ भाणवना चभत्काय. [1] 

At the end of the play, Makanaji, his wife and daughter, all 

three are enjoying tea and biscuits sitting on the chairs of 

their home garden. Makanaji raises his hand with a cup of tea 

to salute all and the curtain falls. 

Thus in the play, the playwright Sitanshubhai has applied 

traditional and creative elements of Bhavai in the beginning of 

the play, created the make-believe world, and framed the 

prologue of the play through Nayak. Later the playwright 

very intelligently incorporates in the play, the use of direct 

communication with the audience, humorous sentences, 

taunting comedy, Indian philosophy, indicative use of the 

language, presentation of the inner pain of the characters 

through poetic verses, entries of the main characters, tricks of 

alienation, folk tradition of chorus repeating the dialogues 

after actor‟s delivery etc. 

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 99: 

by Sitanshu Yashshchandra 
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3) Rai No Darpanray - Hasmukh Baradi (1989) 

३) याइनो दऩणदयाम - शवभुख फायडी (१९८९) 

Making use of the poetic verse „वाॊइमाॊव ेवफ कुछ शोत शै, भुज फॊदे वे 

कछु नाशीÕ which is from 500 year old Bhavai Ôरारजी सभणमायनो 

लेळÕ, Shri Ramanbhai Nilkanth, the literary personality of 

„Sakshar Era – वाषय मुगÕ, wrote a play „याइ नो ऩलतदÕ in 1913 

highlighting the social problems like – Widow Marriage, Child 

marriage etc. After 70 years i.e. in 1985, playwright Shri 

Chinu Modi also taking support of the same poetic verse wrote 

„Jalaka – जारकाÕ highlighting the glory of the willpower. Later 

playwright Shri Hasmukh Baradi wrote „याइनो दऩणदयामÕ in 1989 

which focuses on the scene of the Mirror sect in the third act 

and presents people‟s revolt against the socio-political crimes. 

Thus they gave three new plays to the Gujarati theatre 

making use of the same plot material as their play adaptation 

elements. 

In this nonrealistic play, in the beginning, all the artists come 

on the stage singing and dancing. All Mirror Sect disciples 

have put mirrors on their costumes, the spectator chorus in 

modern costumes, Jalaka in the costumes of flower girl, Rai in 

gardener‟s costumes, Lilavati and other characters in their 

appropriate costumes. This artists‟ group presents a song 

devoted to mother India – बायत भाताÕ: 
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वभूश: बायतभाता ि लश्ल ेउज्जलऱ घणी, आज एने रागीए ऩामजी, 

ताया खेऱा धरयतन ेखूॉदळ,े तुॊ एन ेकयजे  ुःशामजी ... 



आ थै ता थै ता, बाई बरा .....[1] 

This song is similar to the „Nandi Path – नाॊदी ऩाठÕ in Sanskrit 

plays, whereas in traditional Bhavai musicians and singing 

groups offer prayer to Goddess Amba. Land worshiping is 

done by Veshgor. After this „aavanu‟ prayer for lord Ganesh is 

sung. Ôचाचयभाॊ गणवऩत  ूलेळ ते नाॊदीÕ. [2] This is done as a part of 

the prologue for the play. As per Dr. Bhanuprasad Upadhyaya, 

“The character of Kali is a first one to communicate by 

dialogues to the audience in the Bhavai veshas”. Through the 

character of Kali, attention of the audience is attracted. It 

gives warning to the people, who condemn Bhavai, gives 

blessing to those who are religiously watching the Bhavai 

performance and appeal to the audience to donate generously 

to the Bhavai artists. Thus we can realize through Kali‟s 

dialogues that his character is shown to fulfill the above three 

fold motives‟. 

काऱी: गाभ आखानो योग जजो दोग जजो 

बई बाले बलाई कयजो 

भाताजीन ेनभन कयजो. [3] 

After kali, there comes vesh of Ganesh. Thus we can see that 

no such constitutional rules as that of traditional Bhavai are 

[1] Ref: Book/Text: Rai No Darpanray: page1: by Hasmukh Baradi 

[2] Ref: Book: Bhavai ma Alienation: page 114: by Dr. Bhanuprasad 

Upadhyaya. [3] Ibid: Page 33, 34 
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applicable during drama performance. Here the playwright 

takes care of his play as per his own wish and applies the 

elements of songs, music, dance which he feels appropriate in 

developing his play. As also, on one hand, the traditional folk 



form of Bhavai is acting predominant and actor supremacy is 

seen during presentation where as for the drama we cannot 

surely say like this. Drama presentation appropriately 

incorporates „आॊि गक, लाि चक, आशामय,् वाि त्लक Ð i.e. Body 

movements, Voice & Speech, Scenery and Inner Feelings‟ 

whereas in Bhavai an importance is given only to the „आॊि गक, 

लाि चक i.e. Body movements, Voice & Speech‟ as also in Bhavai 

there is no written script hence the total performance is 

dependent on the acting expertise of the actor. Here an actor 

can increase or reduce the scene or act as per the mood of 

the audience. This element is not applicable to the drama as 

here the time frame is pre-decided as per the written script 

and it is not possible to make any change in that. 

Thus, in the play based on the traditional Bhavai format, in 

the beginning the actors pay their respect to Asait Thakar – 

the originator of the Bhavai form and then to dissolve the 

barrier between actor and the audience, they indicate that 

they have brought a new vesh for presentation. 

नट-नटी: ऩयथभ  ूणभुॊ अवाइतन,े आऩी रोकबलाई! 

गीतनतने यभताॊ बभताॊ, नलरी लात यचाई! 
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खेरॊदा व  वाथ भऱीने, लेळ अनेयो रायमा, 

वदीओ जुना नटू ेषकना अॊतयबेद बुरायमा! [1] 

Thus the playwright Shri Hasmukh Baradi eliminating the 

traditional custom presents the prayer for बायत भाता, so that 

the presentation of the play „याइनो दऩणदयामÕ goes on 

successfully at the same time he humbly salutes the 



originator of Bhavai form – the Asait Thakar. The playwright 

declares that they have brought a new vesh for presentation 

removing the barrier between actor and the audience. 

In folk Bhavai, the information about the entering characters 

and its role in the vesh is indicated through their „Aavanu‟. 

The hosts and the audience are well aware of this traditional 

custom, even then they have curiosity that how the actors will 

present the vesh with various techniques. Generally in the 

Bhavai, the responsibility of giving introduction and 

information of the new character through „Aavanu‟ is that of 

the Group Leader or the „Nayak‟. In the traditional „जूठणनो लेळÕ, 

Juthan gives his self introduction as the king of Bulkh 

Bukhara, but on seeing a camel being beaten severely in a 

war, becomes a Fakir – a saint and moves on in search of self 

realization. 

जूठण: लरख फुखाया के फादळा 

ळखे शुवेन उनका नाभ 

[1] Ref: Book/Text: Rai No Darpanray: page1: by Hasmukh Baradi 
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ऊठ पकीयी रे चर े

जूठण धयामा नाभ. [1] 

In the play the actors invite all the characters by calling their 

names. On arriving, the characters give their self introduction. 

The writer Shri Hasmukh Baradi arranges „Aavanu‟ of the 

characters like this. First of all, both the Rai on entering stage 

give their introduction like this: 

याइ: ऩयाफभ  ू ाकट्मनुॊ कयला धमोय ्देश! 

ओऱख खुदनी ऩाभला (भाये) धयला कॊ इ कॊ इ लेळ! [2] 

The playwright gives the future graph of both the characters 



of Rai i.e Rai 1 and Rai 2 in the beginning of the play. Rai to 

get self realization will have to play many roles like that of: 

Jagdip, Rai, Parvatray, friend of Shitalsinh and the fifth one of 

Rai 2. 

नट, नटी: रीरालती आल,े रीरालती आल ेरीरालती आल.े.... 

After Rai, the queen Lilavati enters on the stage and gives her 

introduction: 

रीरालती: ि नणमद छुट्टा भन थकी, कयला नशीॊ िअधकाय, 

भूॊगा Ð बोऱा रोकनी  ूतीक ळी शुॊ नाय! [3] 

Lilavati has not received any power to take her own decision 

[1] Ref: Book: Bhavai: page 227: by Dr. Sudhaben Desai 

[2] Ref: Book/Text: Rai No Darpanray: page 2: by Hasmukh Baradi 

[3] Obid: page 3 
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like dumb and innocent people, but in future she will acquire 

that freedom to take independent decisions. Jalaka, later 

during „Aavanu‟ of samant (chief) Shitalsinh, considering the 

ambition of king Parvatray to be young, plots her plans at 

Kisalwadi. In the play, when the king Parvatray gets 

accidentally killed by the arrow of Rai in the darkness of night 

while entering Jalaka‟s residence to get the therapy for 

rejuvenation. Due to the death of the king Parvatray, Jalaka 

sees an opportunity to get her deserving son Rai sit on the 

royal throne, explaining a plan to the chief Shitalsinh, 

according to which Parvatray will have to stay in the 

basement of the temple for six months for the treatment. On 

the other hand, seeing king‟s failure in fulfilling his duties 

towards the people of nation as he keeps himself busy in the 

sensual pleasures, the „Darpanpanthi‟ (followers of Mirror 

Sect) gives an indication of their future agitation against him 

by bringing the mirror of truth before the people. 



दऩणदऩॊथीओ: बोधगलराव ेवयतो याजा, वूया-वुॊदयी-आवन! 

जनगणभन जागीन,े शाथ ेधये वत्मनुॊ दऩणद! [1] 

Here, with the help of the „Aavanu‟ of the „Darpanpanthi‟, the 

writer indicates that the spectator chorus (दळकय ्लॊदृ ) will play 

the participatory role in the dramatic agitation (movement) 

which is started by the „Darpanpanthi‟ in which they are 

playing the lead role. 

दळकद लनृ्द: लनृ्द, लनृ्द, लनृ्द ... अभे दळकोंनुॊ लनृ्द ...! 

कय जोडीन े ू ाथीएद, वभजो ळाणा जन, 

[1] Ref: Book/Text: Rai No Darpanray: page 3: by Hasmukh Baradi 
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अतीत केयी लातनो वाथ ऩाभजो भन! 

दऩणदऩॊथी आॊदोरन आ,  ुःलमॊ रोकभाॊ जागे, 

लनृ्द अभार  ू ेषक काजे, कडीओ जोड़ी आऩे! [1] 

Thus, with the help of „Aavanu‟, all the characters of the play 

appear together on the stage holding each other‟s hands and 

with the help of a group song communicate that they will 

perform a new play by breaking the barriers of time & place. 

In the traditional Bhavai, the dialogues are generally seen as 

combination of prose and verse for the better expression of 

the emotions like: in „जळभा ओडणनो लेळÕ, Jashma‟s parents ask 

the bridegroom‟s procession to go back, when they saw that 

the groom „Rudio‟ is ugly looking and black, but on the other 

side the bride „Jashama‟ has already selected and decided to 

marry the groom ‟Rudio‟ hence she calls back the marriage 

procession and gets married with „Rudio‟. 

जळभा: आळा बयेरो लय आलीमो ने 



लमायि् लन ऩाछो केभ जाम 

ए ये जान्मोने ऩाछी फोरालोन े

भन ऩयणालो एनी वाथ.े [1] 

Similar to Sati Jashama, in the play, the queen Lilavati has 

married to the king Parvatray through body and the heart. 

[1] Ref: Book: Bhavai ma Alienation: page 39,40: by Dr. 

Bhanuprasad Upadhyaya. 
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Even then, the king Parvatray due to his belief that he will not 

be able to satisfy the queen physically or mentally, decides to 

get himself treated by Jalaka for the regaining his youth. The 

„Darpanpanthi‟ who are representing today‟s Press and Media, 

not happy with this decision of the king, informs the people 

about the developed situation. While displaying their anger for 

the king, the „Darpanpanthi‟ declares that people should be 

the prime factor of importance to the king any small 

happening in his personal life can create major doubts 

amongst his people during his political administration which 

can mislead the society and the people and create an 

atmosphere of mismanagement (disorder). 

दऩणदऩॊथीओ: रऩ खील्मुॊ कॊ ई रीरालतीनी म लन Ð डाऱे 

ए दऩणदभाॊ ऩलतदयाम अलुःथा बाऱे? 

मुलान थलाना याजा शैमे कोड धयीन,े 

ऊॊ भय बूॊवला उत्वुक ए उऩचाय कयीने! [1] 

Here the spectator chorus decides to become aware about the 

narrated story in support of the „Darpanpanthi‟. This way with 

this event it creates foundation for the people‟s movement. 

In Bhavai „भणीफा वतीनो लेळÕ, Maniba expresses her love 



feelings by writing a letter to her husband. In parallel, 

Kuivaraji – Maniba‟s husband, as if he has received a letter 

from understood her feelings through it, provides courage and 

consolation with the help of a song by overcoming the time 

[1] Ref: Book/Text: Rai No Darpanray: page 3: by Hasmukh Baradi 
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barrier of present and future. Here, the actor playing part of 

Kunvaraji confirms that later at the end that there union is 

sure to happen. The Bhavai becomes populous due to its 

speciality of communicative element and this example proves 

that the element of alienation as per the theory of Bertolt 

Brecht is very naturally interwoven in the traditional Bhavai 

format. 

भणीफा: योज वऩनाभाॊ तभे आलो ये 

शल ेि दरभाॊ दमा रालो ये 

कुॊ लयजी प्माया 

ऩऽ ऩाठलुॊ शुॊ  ू ेभ ेये 

तभे आलो धाइन ेलेगे ये 

ि चत्त शयनाया 

Immediately on completion of the emotional song sung by 

Maniba, Kunvaraji gets the message from his wife and he 

suggests her to be strong and keep patience. 

कुॊ लयजी: धीयज धायो, 

ना ि शम्भत शायो ने वुॊदयी! 

घोड़ ेचडीन ेअभे आलळुॊ 

यशेरा त ेआलळुॊ 

वाजनीमा रालाळुॊ 



तेड़ीन ेजाळुॊ, शो वुॊदयी! 

तेड़ीन ेयशेरा ते जाळुॊ ये.....[1] 

[1] Ref: Book: Bhavai: page 431: by Dr. Sudhaben Desai 
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Thus we can see that there are many such examples in Bhavai 

where time and place are made abstract which alienates the 

whole scene. The past happening is shown before the 

audience in the present. The spectators habituated to see 

Bhavai accepts such things very easily. 

In the play, the audience represents themselves as the 

citizens. The „Darpanpanthi‟ appear before them with a 

proposal to re-establish the mirrors before them when the 

king Parvatray returns after getting the treatment for 

rejuvenation. On this, the spectator chorus suggests them to 

meet the chief minister Kalyankam in this regards. Listening 

to this suggestion, the „Darpanpanthi‟ (the followers of the 

mirror sects) gets doubtful about them and considers them as 

spies of the chief minister kalyankam. To keep this fear away 

from the „Darpanpanthi‟, the spectator chorus guarantees 

them to remain fearless and informs them to fill the missing 

information on the subject. 

In the play, the „Darpanpanthi‟ while undertaking equivalent 

responsibility as that of Sutradhar, present the parallel scene 

of the young queen Lilavati and that of the old aged king 

Parvatray. Through the dramatic instructions for these 

parallel scenes, the playwright has communicated various 

scenes like the scene of the deal between Parvatray and 

Jalaka for half of the kingdom, entry of old Parvatray in 

Kisalwadi, Rai reading a book in the light of torch holding bow 

and an arrow etc. 
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The spectator chorus shows curiosity in knowing the details: 

दळकद लनृ्द: (वभूशभाॊ) ळुॊ थमुॊ ए यात?े [1] 

In reply to the question asked by the spectator chorus, the 

„Darpanpanthi‟ says that to meet Jalaka, Parvatray came from 

the Southern side where there is no gate instead of Northern 

gate. 

This whole episode is represented not by the „Darpanpanthi‟ 

but by the actors who are playing the roles of Rai, Jalaka, 

Shitalsinh etc, hence on arriving, Shitalsinh, clarifies with 

Jalaka about the incident: 

ळीतसरवॊश: जारका, भशायाज ेऩोत ेआभश कमोय ्ॊ के “ददषण तयप 

चारो, भागय ्नशीॊ शोम तो छीॊडू ऩाि दळुॊ”... भशायाजने एभनुॊ 

भोतज त्माॊ रई गमुॊ, फीजूॊ ळुॊ? [1] 

Thus, playwright indicates that the king Parvatray was such a 

deceitful king who can make a loophole for the way where 

there is none. The writer Hasmukhbhai depicts the logical 

vision of Jalaka, very indicatively putting through her mouth: 

जारका: ऩलतदयाम आ लाडाभाॊ जे छीॊडू ऩाड्मु Ð ए एक ज कृत्मथी 

बाि लभाॊ कोण जाणे केलो िइतशाव वजाळ!े [2] 

Thus the writer by presenting the past happening in the 

present and making use of the flashback technique eliminates 

[1] Ref: Book/Text: Rai No Darpanray: page 10: by Hasmukh Baradi 

[2] Ibid: Page 12 
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the boundary of the time & place to nicely present the events. 

Dr. Lavkumar Desai further informs, adding more to the fact 

that: „Three types of the characters are seen (1) Lilavati, 



Jalaka, Rai etc – the characters of the original play, (2) the 

group of „Drapanpanthi‟ who are wearing costumes having 

mirrors are dancing and singing(3) Spectator Chorus in 

modern costumes. Here, the playwright also differentiates the 

three groups through costumes and acting area only to 

eliminate the boundaries of place and time. [1] 

In the play, the „Drapanpanthi‟ and the „Spectator Chorus‟ 

censures the filthy post death treatment of Parvatray by 

Jalaka. Fearless Jalaka in her political game, give courage to 

Shitalsinh and explains to him about her future plans and 

sends this message in the royal palace: “ऩयदेळथी आलेरा भोटा लैद्मे 

भशायाजने छ भशीनाभाॊ जुलान कयला ि कवरलाडीना भॊि दयन ेबोंमये याखी गुप्त 

उऩचायनो  ूमोग ळर कमोय ्ॊ छे.” [2] Thus very skilfully, Jalaka plans to 

send his son Rai as young Parvartray in place of the dead 

Parvartray in the palace. She includes Shitalsinh also in this 

plan by giving him tempting offer. 

In the play, „Drapanpanthi‟ and „Spectator Chorus‟ feel very 

sad about this political plan of Jalaka. They are thinking, 

whom to show the mirror when Jalaka and Shitalsinh 

[1] Ref: Book: Rangbhumi Kenvase: page 104: by Dr. Lavkumar Desai. 

[2] Ref: Book/Text: Rai No Darpanray: page 14: by Hasmukh Baradi 
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who in the name of dumb and innocent people are running 

such a fraud. At last the „Drapanpanthi‟ decides to show the 

mirror to the sinless queen Lilavati. Though the queen Lilavati 

is very much eager to know about the king Parvatray, the 

„Drapanpanthi‟ could not inform her about the sad incidence of 

Paravaratray‟s death as they got shocked on seeing Lilavati‟s 

innocence and her eagerness to see Parvatray young. Later, 

they narrate the whole story before the „Spectator Chorus‟. 



The „Spectator Chorus‟ makes analysis amongst them about 

the created situation: 

लनृ्द एक: ... ऩण जारका कऩट क्माये कयी ळके? 

लनृ्द फे: भशायाजने ऩॊडथी वॊतोऴ न थाम त्माये ने? 

लनृ्द ऽण: अये, ऩलतदयाम तो वुकी डाऱ रीरी थती जोईनेज याज्मनो 

अडधो बाग जारकाने आऩी देलाना शता. 

लनृ्द चाय: शाॊ, जलानीनो ि लराव खयीदला बोऱी  ूजान ेए लेचलाना 

शता! [1] 

The human relations in the society develop through his 

behaviour and conduct. During the social conduct, when any 

weakness is seen which is natural to human behaviour, the 

society immediately starts finding fault with that person as in 

the play, „Spectator Chorus‟ makes the Parvaray as the main 

accused in the conspiracy of the Jalaka and declares the deal 

of Parvatray to gain youth for half the kingdom as lethal and 

condemn. 

[1] Ref: Book/Text: Rai No Darpanray: page 21: by Hasmukh Baradi 
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We have seen that, in „भणीफा वतीनो लेळÕ, when Maniba and her 

friends are collecting flowers from the garden, a snake bites 

Maniba and she gets unconscious. Seeing this, Maniba‟s friend 

Ketaki, calls a Fakir to remove the poison from her body. 

Fakir removes the poison and saves her life. This Fakir then 

gets attracted to Maniba‟s beauty and asks for a physical 

pleasure from her as compensation. On his firm demand, 

Maniba and her friends‟ talks: 

केतकी: कुॊ लयीफा, आ भुओ पकीय तो गऱे ज ऩड्मो तो. 

भनीफा: शा फेन, एणे जे झये उतामुय ्ने भुओ एज ऩाछो काऱो नाग 



थइन ेडवला आयमो! [1] 

Thus, from both this incidents, one thing gets clarified that 

character of Fakir in traditional Bhavai and the character of 

Parvatray in the play are found guilty, misusing the faith of 

the people by exploiting them. 

Whether the play is realistic or nonrealistic – any past or 

future event is shown on the stage in the continuous present 

tense as if it is happening at that very time. The traditional 

plays are also not free from such dramatic tricks. For 

example: In „जळभा ओडणनो लेळÕ, Jashama was a beautiful 

heavenly woman (Apsara) in her past birth. As a result of a 

curse from a saint (Rushi) whose holy meditation was 

disturbed by her, she became Jashama in this birth. 

[1] Ref: Book: Bhavai: page 430: by Dr. Sudhaben Desai 
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The whole of this story is presented in before the audience 

eliminating the barrier of time & place as if it is happening at 

that time. 

नायािऋऴ: शुॊ तो ऩयभात्भानो दाव ये 

इॊि  आयमो तभायी ऩाव े

इॊि : क्माॊथी आयमा? क्माॊ जलाना? 

ळुॊ ये ऩड्मु भार काभ? 

नायािऋऴ: भतृ्मुरोकथी आयमो शूॊ तो नायािऋऴ भार नाभ 

तऩ कयलान ेकाज ये शुॊ तो आयमो तभायी ऩाव. [1] 

Here Nararushi requests Indra that “शे याजन भने ऩथृ्लीरोकभाॊ तऩ 

कयता अवुयो यॊजाड ेछे भाटे  ुःलगरोकभाॊ तऩ कयलानी अनुभती भाॊगु छुॊ .” On 

getting the permission, Nararushi is practicing his spiritual 



meditation - „तऩ‟ in the heaven, during that time instructed by 

Indra, the apsara Kamkundala and her friends starts singing 

and dancing before the Nararushi. Due to this the spiritual 

meditation of the Rushi gets broken. Rushi getting angry due 

to this mishappening, gives curse to the apsara Kamkundala 

that her next birth will on the earth and she will have black 

and ugly looking husband. In reply of this curse, apsara 

Kamkundala also curses the Nararushi that in that case the 

black and ugly looking husband will be the Nararushi himself. 

Presenting this event the actors complete the scene and 

further continue with the vesh. 

[1] Ref: Book: Bhavai ma Alienation: page 68: by Dr. Bhanuprasad 

Upadhyaya. 
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नामक: अये यॊगरा, शल ेज खयी जोलानी भझा छे. ए भुनीयाज अने 

अप्वया फन्न ेए ऩथृ्लीऩय जनभ रीधो त ेकई यीते त ेशल ेजो.[1] 

In traditional vesh, many a times, the presentation is being 

directed by Nayak. In the same way in play „याइनो __________दऩणदयाम‟, 

Jalaka herself explains about her guise of Malan – „Flower 

woman‟ to the Spectator Chorus and Darpanpanthi, and tells 

them to regain her lost status as a queen, to stop the 

miserable condition of the kingdom for public welfare, to get 

the justice, she will fight in this guise till her goal is not 

reached. Taking the play further, Jalaka tries to gain the 

sympathy of the citizens and replies to all their questions with 

freewill. 

दऩणदऩॊथी: एटर ेतभ े ुःलाथेय ्कयीने  ूऩॊच भाॊड्मो? 

जारका: ना Ð शुॊ एकरी अकऱाती शती, त्माॊ कॊ इक  ूमत्न कयी 

जोला भने कायण भळ्मू. [2] 



Here Jalaka looks in her past and Rai, who is present before 

her informs Jalak about the ambition of Parvatray to become 

young. The playwright, later eliminating the time barrier by 

connecting the past and the present, shows Rai addressing 

Darpanpanthi and Spectator Chorus along with that of Jalaka. 

Rai supports the stories about the torture and injustice in the 

Parvatray‟s kingdom. 

[1] Ref: Book: Bhavai: page 405: by Dr. Sudhaben Desai 

[2] Ref: Book/Text: Rai No Darpanray: page 25: by Hasmukh Baradi 
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Jalaka looks back in the past and sees Rai as gardener: Rai 

enters (flashback): 

याइ: जारका, वाॊबळ्मू छे, भशायाज ऩलतदयामे भशेरना दऩणों 

तोडायमा छे? 

जारका: शा Ð तो? 

याइ: अने एभन ेमुलानीनो िअबराऴ थमो छे? 

जारका: वची लात 

याइ: भाऱीने ना आल ेएला ि लचाय भने आल ेछे. 

जारका: ळुॊ? ... फोर! [1] 

Here, Rai while talking with Jalaka, starts addressing 

Darpanpanthi and then the spectator Chorus – “ऩलतदयामनो आ 

िअबराऴ शजी केलीमे घटनाओ वजळ.े फीजी फाजु याजकायबाय ऩण ि सळथर 

थतो रागे छे. कयलेया उघयालनायाओना जुल्भोनी लातो वॊबाऱाम छे. क्माॊक 

क्माॊक अन्मामनी फीनाओ फन ेछे.[2] 

Thus, listening to the story from Rai, Jalaka getting an 

appropriate reason, a justified plan takes shape in her mind. 

The Rai presented before eyes of Jalaka disappears and the 



flashback ends and immediately Jalaka turns towards 

Darpanpanthi and exposes her choice of path for the deceitful 

death of Parvatray. 

[1] Ref: Book/Text: Rai No Darpanray: page 25, 26: by Hasmukh Baradi 

[2] Ibid: page 26. 
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The parallel scene and juxtaposition of this event are very 

well applied by the writer. On one side, the story of the king 

Parvatray who is enjoying the luxuries of life forgetting about 

his responsibility for his people, whereas on the opposite side 

the honest clarifications given by Jalaka to the agitating 

Darpanpanthi. 

In the play „याइनो दऩणदयाम‟, the king Parvatray is unable to 

provide any type of marital pleasure to the queen Lilavati due 

to which he makes a deal with Jalaka for half of the kingdom 

to become young. This step of Parvatray is an example of the 

natural human weakness. In the traditional Bhavai “अडला 

लाणीमानो लेळ”, Adava & Teja also has formed a mismatched 

couple similar to that of the Parvatray & Lilavati. The old 

Adavo is unable to give any marital pleasure to his wife Teja. 

Due to this situation very naturally, Teja gets attracted to the 

young police office in chief of the Unza town. When Zando 

assures her to give all the happiness and pleasures 

throughout life and to accompany her, Teja goes to him 

breaking all the social barriers, leaving her husband: 

तेजा: शुॊ ये ऊॊ झानी लाणीमण, त ुि दरीनो ळखे 

ताये ने भाये ि  ूतडी, ऩूयल जनभना रेख 

लेरा घेय आलाजो झॊडा 

झॊडो: टाळ्मा ना टऱे रेख, देखो ळास्तकी यीत 



ऩेरा बालका वॊफॊध शै, उववे शो गई  ू ीत 

ताक तैमा तैमा [1] 

[1] Ref: Book: Bhavai: page 259: by Dr. Sudhaben Desai 
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Thus, the relationship of Teja with Zanda is a result of the 

natural human tendency. The step taken by Teja is to satisfy 

her human needs. But here in the play the main things which 

happens is Queen Lilavati and Teja are victims of the same 

situation even then, Lilavati creates an impression of a typical 

Indian woman by accepting Parvatray as he is, where as Teja 

with her modern ideology feels happy by establishing love 

relations with her lover Zando. 

In the play, the vital question is swinging around that whether 

Rai will get the royal throne under the guidance of Jalaka or 

will he exercise his own freedom of wisdom to capture the 

royal throne after disclosing his real identity against his 

mother Jalaka‟s natural human tendency? 

याइ: शा, गादी ऩय आभ तो भायो िअधकाय खयो, ऩण ऩलतदयामन ेरऩे शुॊ 

ए भेऱलु, तो रोको ि  ुःलकायाळ ेभने, ए जोऊ छुॊ ! [1] 

In the play, Rai discloses to Jalaka about the talk of the town, 

which he has initiated on his own. Later in the play, during 

the meeting with the Darpanpanthi after giving him their 

introduction, they ask him to place mirrors in the palace and 

also gives one mirror to Rai to see in it. Rai looks in the mirror 

and Rai-2 dramatically enters in the royal costumes. Rai-2 

comes near to Rai-1 and questions him: 

याइ २: (याइ-१ ने...) ळुॊ जुए छे, याइ? ओऱख ेछे भने? भें तायी जेभ 

फुकानी नथी फाॊधी, ऩण भायाथी तुॊ छटकी ळके एभ नथी. 

[1] Ref: Book/Text: Rai No Darpanray: page 31: by Hasmukh Baradi 
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दऩणद तोडनाय ऩलतदयामनो लेळ धमाय ्ऩछी तन ेदऩणो पयी 

भुकालता पालळने?े [1] 

Darpanthi do not see any difference between Rai–1 and Rai-2, 

hence Darpanpanthi-3 tells to Rai-1: “तभे दऩणदभाॊ ळुॊ जुओ छो?” in 

reply, Rai-2 says:”जुलान फनलानो ऩलतदयामनो िअबराऴ ए तो भानलवशज 

नफऱाई कशेलाम! तभ ेतो आ एनी केली ठेकडी भाॊडी छे?” [1] 

Thus, the playwright very creatively presents Rai-2 which is 

an inner conscience of Rai-1 on the stage to display the 

dramatic conflict. Playwright Hasmukh Baradi has presented 

Rai-1 and Rai-2 only as two characters who are dramatically 

communicating on stage. Here Rai-2 sees every situation 

objectively and hence he interrogates with Rai-1 being 

personally connected with him, communicates with him, 

makes self analysis and draws him to the path of truth. 

The spectator is very alert while seeing a traditional Bhavai; 

he becomes thoughtful and indirectly makes evaluation of the 

plot. They make criticism by pinpointing to the right and 

wrong understanding, for example: In Bhavai “लणझायानो लेळ” 

the Nayak deliberately checks psychology of „Vanazara‟ and 

pinpoints towards his wrong tendency while advising him to 

walk on the ethical path he says that “even God cannot save a 

[1] Ref: Book/Text: Rai No Darpanray: page 34: by Hasmukh Baradi 
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person who will earn his livelihood through unethical and 

deceitful ways”. 

नामक: आ तभे फाधा ळुॊ कयो छो? 

लणझायो: अभे ऩोठनो भार लेचीन ेकभाइए छीए. 

Nayak wrongly harasses Vanzara and pretending that he is 



doubtful about his trade activities tells him that: 

नामक: लगय ऩयलानगीए लेऩाय कयो छो? 

On seeing wrong harassment by Nayak, Vanzaro firmly 

replies: 

लणझायो: अभाये त्माॊतो कॊ ळोर नथी. 

नामक: ऩण अशीॊ तो वख्त कॊ ळोर छे. आ फधी ऩोठ वाथ ेऩकडाळो 

तो खुद बगलान ऩण छोडाली नशीॊ ळके, वभज्मा! 

लणझायो: अम्फा भाॊनी यखलाऱी छे बा. अभने तो काॊइ थाम नशीॊ.[1] 

Thus, by arranging the characters of „Vanzaro‟ in traditional 

Bhavai “लणझायानो लेळ” and Rai-1 in „याइनो दऩणदयाम‟, the 

playwright gives ethical lesson to the pertinent society that if 

one does brainstorming with faith and true heart then he can 

achieve success in getting self realization by adopting the 

path of truth like „Vanzaro‟ in Bhavai and Rai-1 in the play. 

In the play, Drapanthi exposes the merits and demerits of an 

individual before the society. They never pay attention to the 

natural weakness of an individual. Their only objective is to 

[1] Ref: Book: Bhavai: page 316: by Dr. Sudhaben Desai 
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somehow convey the incidence to the society. Here, to install 

the royal inheritor Rai-1 in the royal palace, Darpanpanthi 

gives him one mirror to place in the palace. Rai-1 does 

brainstorming with his inner soul Rai-2 that to be Parvatray or 

Jagdip (his real identity)? 

याइ एक: ऩलतदयाम फनलानुॊ केटरूॊ दुॊकय छे - ! 

याइ फे: ना  ूऩॊचे तो ऩलतदयाम फनी ळकाम! 

याइ एक: अने जगदीऩ? (वबान थता) ए तो शुॊ ज ने? [1] 

The citizens feels comfort on listening to Rai-1‟s decision and 



expresses their hope that in future there will not be the rule 

like that of deceitful Parvatray. 

Here, “for presenting Rai‟s mental condition before he gets 

exposed as the original Rai, the playwright has applied the 

trick of presenting Rai-1 and Rai-2 and has shown the inner 

conflict of Rai and his alter ego, which has become very 

emotional and dramatic.” [2] 

Rai confused as to be Parvatray or Jagdip, mentally 

determines to become Parvatray and commute his voyage to 

acquire the people‟s right for the freedom of expression. Here 

the first act ends. 

In the second act, the citizens of Kanakpur, are preparing to 

get ready to participate in welcoming the Rai in the guise of 

Parvatray. People are out of their houses in colorful dresses 

[1] Ref: Book/Text: Rai No Darpanray: page 38 by Hasmukh Baradi 

[2] Ref: Book: „Natyaraag‟: page 103: by Rajendra Mehta. 
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and have decorated whatever is available like chariots, bullock 

carts, horses, camels etc. Shocked with this trick of Rai, while 

instigating the Spectator Chorus, they say: „तभ ेतो जाणो छो 

बोंमयाभाॊ उऩचाय कोनो थमो छे! ... ऩलतदयाम तयीके  ूगट थलु ए तो छर 

कशेलाम छर!‟ [1] Thus, Rai is accused of a fraud by presenting 

himself as Parvatray. While talking about the social 

responsibility of the press media, the playwright says that 

their job is to go to the root cause of the incidence, apply 

appropriate logic to investigate the whole incidence and to 

present the truth before the society! Shocked due to this 

behaviour of Rai, the Darpanpanthi intellectually plans to 

teach a lesson to Rai. They in association with the citizens and 

gaining their confidence accelerate the commenced agitation. 



दऩणदऩॊथी चाय: घयडा कयता आ मुलान, लेळधायी ऩलतदयामन ेतो खाव 

दऩणो देखाडला जोइए! 

दऩणदऩॊथी ऽण: शा, शल ेआऩण ुआॊदोरन कदाच लधाये ती ो ऩण कयलुॊ ऩड़.े 

दऩणदऩॊथी फे: खारी काभठे पयीथी तीय तकाललानुॊ छे आऩणे! [2] 

Here, in the play the Drapanpanthi appears before us as 

experienced reporters. Depressed due to the unstable political 

situation because of one positive step of Rai, Darpanpanthi 

takes people on their side by gaining confidence of the 

innocent citizens. 

In Bhavai „भणीफा वतीनो लेळ‟, Maniba‟s husband who is a prince 

comes to the garden with his friend Badhar. Assuming them 

[1] Ref: Book/Text: Rai No Darpanray: page 51 by Hasmukh Baradi 

[2] Ibid: Page 52 
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to be wanderers, Maniba beats them with a hunter, but later 

realizing that one of the two is her husband, she apologizes 

with them. At this time of reunion, Badhar who is a friend of 

the prince interrogates Maniba, to find out whether Maniba 

has remained faithful to her husband for all these years or she 

is just pretending to be faithful. 

फाधय: जला दो ने फाऩु, शुॊ तो शजी म कशुॊ छुॊ , अशीॊ भाय खाईनेऩड़ी यशेलाभाॊ 

भार नथी; ऐना कयता ऩेरी रऩाऱी ळुॊ खोटी? 

भणीफा: ए रऩाऱी कोण छे? ळुॊ कुॊ लयजीनुॊ भन कळ ेफीज ेरागेर  ॊ ु छे. 

On seeing the true eternal love for her husband, Baghar then 

talks differently: 

फाधय: एटराभाॊ इऴाय ्थई के कुॊ लयीफा! अये एभ ि दर फीज े

रागेरुॊ शोत तो आभ भाय खाला अशीॊ आलत?[1] 

The people of kanakpur are worried for the Parvatray who is 



entering the town after regaining the youth. They have 

passed six months in fear of various gausses. On one hand 

they have put the blame of putting the people in unsafe 

situation by showing negligence towards the kingdom whereas 

on the other hand, forgetting everything they also hope that 

now the Parvatray who has become young will make 

everything in order. At this time, Darpanpanthi indicatively 

reminds the Spectator Chorus that the King Parvatray who 

has return after becoming young is not the original one and 

[1] Ref: Book: Bhavai: page 443: by Dr. Sudhaben Desai 
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he looks like the young gardener of Kisalwadi. 

The way the cross examination is done by Badhar during 

reunion of Maniba and prince after many years in „भणीफा वतीनो 

लेळ‟, here in the same way the Spectator Chorus cross 

examines amongst themselves taking the story seriously 

which is conveyed to them by Darpanpathi. 

लनृ्द: तो फव, शल ेकनकऩुयना फधा लदृ्धोने एक वाभटा मुलान 

कयला भाॊडो! 

Behaving as if they are indirectly taunting to Shitalsinh: 

लनृ्द एक: अये, तो तो लैद्मयाजन ेतो तडाको ऩड़!े 

Being embarrassed with this, Shitalsinh says that the Vaidya 

(Ayurvedic healer) has gone away after doing treatment of 

the King: 

फधा नगयलावीओ कटाष ेउच्चाये छे: शें? िअॉम? 

लनृ्द फे: त्माये? (आॉख भायीने) फधान ेळुॊ काभ जुलान थलानुॊ? याजा 

मुलान शोम एटर ेफव! [1] 

With the help of this scene showing normal reaction of the 



citizens, the playwright Hasmukhbhai makes the play more 

dramatic. In spite of creating the understanding about every 

situation in the state, the citizens remain inactive and show 

opposite feelings to that of the three monkeys of Gandhiji. 

[1] Ref: Book/Text: Rai No Darpanray: page 60 by Hasmukh Baradi 
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If they become individually active, then they will be the victim 

of the political circle hence they continue to bear 

consequences remaining passive. Here, the playwright, 

through the character of Spectator chorus, exposes the reality 

that human mental conflicts have no limits. 

Later in the play the Spectator chorus, deprived of their right 

to decide, are inspired to indirectly think on above situation. 

Like in the Bhavai „कजोड़ानो लेळ‟, the wife is three time elder 

than her husband. „Rangalo‟ expresses his worry before the 

audience about their married life affairs can only be taken 

care of by God and questions about the problems of social, 

economical etc situations being created due to these 

mismatched couples. „Rangalo‟, through this vesh, appeals to 

seriously think about such situations prevailing in the society 

of that time and asks to indirectly analyze the whole situation. 

Thus „Rangalo‟ takes a step forward towards the social 

awareness. 

यॊगरो: खभा खभा ठाकोय, आभ राकडी ऩराणीन ेक्माॊ दोडो छो? 

ठकयाणा तभन ेअभथा भेथीऩाक नथी आऩता. 

Rangalo symbolically puts before the audience the problems 

of the mismatched couples by making fun of the child aged 

husband. In agreement with the Rangala‟s statement, Thakor 

says: 

ठाकोय: अये यॊगरा, आ अभे यहमा लेंतऩुय अने अभाया ठकयाणी छे 



Page # 229 

लाॊवऩुय; ते अभायो वॊवाय केभ चार?े अभने लयव थमा आठ ने 

ठकयाणा ने एथी ऽण गणा, अभाया ठकयाणानी लात कयली ते 

लाघना भोभाॊ शाथ नाखलो फयाफय. [1] 

In the play, to Darpanpanthi, the face of the young Parvatray 

who is riding on an elephant seems familiar. To Darpanpanthi 

– 2, young Parvatray appears to be masked face and to 

Darpanpanthi – 3 his face appears similar to that of the young 

gardener of the Kisalwadi. Shrewd politician Shitalsinh, 

removing these doubts of the citizens, says: “क्माॊ ए भाऱी, ने 

क्माॊ आऩणाॊ भशायाज!” Later when one Darpanthi shows bow and 

arrow placed in the howdah, Shitalsinh replies in anger: 

ळीतसरवॊश: तभायी फन्नेनी लातभाॊ ज ि लयोधाबाव छे. भशायाज एकन े

फुकानीधायी जेला रागे छे ने फीजान ेभाऱी जेला! ... 

ऩण, शकीकते तो ए छे भशायाज गुजयद नयेळ ऩलतदयाम! 

... फोरो ऩलतदयाम भशायाजनो जम ....[2] 

Confused Shitalsinh, leaves from there looking here and there 

shouting in salutation of Maharaj. During this situation the 

eyes of Darpanpanthi and Spectator Chorus meets. 

Complaining to the Darpanpanthi, the Spectator Chorus-3 

says: “जारका ऩुऽने तभे दऩणद फतायमु छता ए अॊफाडीए चड्मो याजा थइन!े” 

Replying it intellectually, Drpanpanthi explains that he is the 

true heir of the throne. He got an opportunity to become 

[1] Ref: Book: Bhavai: page 372: by Dr. Sudhaben Desai 

[2] Ref: Book/Text: Rai No Darpanray: page 62: by Hasmukh Baradi 
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Parvatray and he grabbed it. Worried Spectator Chorus 

questions them: 



लॊदृ -चाय: ऩण ए वायो याजा थळ ेने? 

दऩणदऩॊथी ऽण: कोने खफय? आखा याज्मनो एक अलाज शोम त्माॊ 

अभाया जेला भुट्डीबयनुॊ ळुॊ चार?े [1] 

Like the purpose of Bhavai is to create mass awareness in the 

society and to inform them about the true facts, playwright 

Hasmukh Baradi has made creative use of the chorus 

Darpanpanthi and clarified the social and political situations 

before the Spectator Chorus as they symbolise the society. 

Hence, Hasmukh Baradi has left the right for the freedom of 

decision making individually on the audience. 

In the play, the way the people have acquired the tendency to 

live in helpless condition under the rule of the ruler for the 

sake of their welfare, in almost similar but a bit different 

situation is seen in „जळभा ओडणनो लेळ‟. Here the king Siddharaj 

Jaysinh is attracted towards the beauty of Jashama. He 

applies various tricks to get Jashama his queen to the extent 

that he pressurizes the „Ode‟ community by threatening them 

that if you people want to live happily then convenience 

Jahsama to become my queen. The innocent people are 

unable to oppose this thought because it may create question 

[1] Ref: Book/Text: Rai No Darpanray: page 62: by Hasmukh Baradi 
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for their survival. Here Jashama is worried about the 

difficulties that her cast people are facing. Her very inner pain 

and anger, she presents before the king in a song: 

जळभा: नाये भायो ये याजा याॊकने 

ओडो तो ि फचाया भजुयी कये 

एभनो ळो छे लाॊक ये 



नाये भायो ये याजा याॊकने [1] 

In spite of the request of Jahsama, the king Siddharaj is so 

cruel that he gets Jashama‟s husband killed and Jashama gets 

faint and dies seeing her husband‟s dead body. Here the weak 

and innocent „Od‟ people bear the outrage of the king without 

resisting them. On the other hand, in the modern play „याइनो 

दऩणदयाम‟, the awakened, clever and vigilant (watchful) citizens 

are not interested in this or that king but are interested in the 

ruler who works for the welfare of the society. The playwright 

has put before us this universal question in present context 

before us: 

दऩणदऩॊथीओ: याजा अभुक तभुकनो जम 

फोरो अभुक तभुकनो जम 

आबूऴणो ने लाघा ऩशेयी, ि ळय भुकूट जे धाये, 

आवन ने अॊफाडी ऩाभ,े एक ज ए िअधकाये! 

फोरो अभुक तभुकनो जम ... ! 

[1] Ref: Book: Bhavai: page 416: by Dr. Sudhaben Desai 
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लायवदायो याज कये ने कुि नळो कॊ इ झीर,े 

वोनानी वाॊकऱ वोशाल,े गुणीमर फाॊध्मा खारे! 

ऩैड भूकने भायी फई! 

फोरो अभुक तभुकनो जम ... ! [1] 

Here the writer suggests to the people that if they remain 

inadvertent and unwise, any king (ruler) can come but they 

will have to shout in salutation for him whole of their life. In 

appreciation of this verse of the playwright, Prabhudas Patel 

says: “Here it is a pinching satire on the impotent and lifeless 



people of the society who accept any „Tom, Dick and Harry‟ as 

their king.” [2] 

In traditional „भणीफा वतीनो लेळ‟, „Rupali‟ getting enamored by 

the prince, tries to catch him. King misunderstands this 

matter and sends the prince to exile. During the exile, the 

prince and his friend Badhar sees a beautiful garden and 

decides to rest there. Maniba beats the prince and Badhar 

thinking that they are wanderers who have entered 

understanding that this is a public garden, but apologizes 

when she comes to know that one of the beaten is her 

husband. 

भणीफा: शल ेयशारा, ि लती वघऱी बूरी जाओ ने भने तभायी वॊग रइ जाओ. 

फाधय: शा फाऩु, शल ेए फधूॊम बूरी जाओ ने वूखे कुॊ लयीफा वाथ ेरग्न कयो. [3] 

[1] Ref: Book/Text: Rai No Darpanray: page 63: by Hasmukh Baradi 

[2] Ref: Book: Sathotari Gujarati Maulik Dirghnatak: Page 231: by Dr. 

Prabhudas Patel 

[3] Ref: Book: Bhavai: page 443: by Dr. Sudhaben Desai 
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Here the prince forgives and marries Maniba keeping an open 

mind and acquires love & respect of his people with his honest 

behaviour. The way seeing the purity off Maniba, Kunvar 

accepts as his wife, in the similar way, Lilavati also seeing 

innocence of Rai, accepts him as her son. 

At the end of the play, on finding a bow and an arrow in 

queen Lilavati‟s bedroom, Rai bravely discloses his original 

identity as Jagdip Dev. Queen Lilavati and his mother Jalaka, 

seeing Jadip Dev‟s brave manifestation, installs him on the 

royal throne. Darpanpanthi also accepts him (Jagdip Dev) as 

their king and salutes him. Rai with the help of his honest 

behaviour acquires love of his people. Here the playwright 

presents a song in the voice of Darpanpanthi and the 



Spectator Chorus: 

दशुो: ऩयाफभ  ू ाकट्मनुॊ याइनो दऩणदयाम, 

ओऱख आतभ ऩाभतो, म्शोया जीयण थाम! [1] 

The playwright, instead of completing the play here, applies 

the device of alienation to introspect the audience and to 

make indication towards the true reality. 

दऩय्ॊऩॊथी-ऽण: ( ू ेषकोंन ेचीॊधी) ऩण आ फधु ि थमेटयभाॊ ळ भाटे? 

लॊदृ -चाय: आ फध  ु ि थमेटयभाॊ ज वार रागे! ज्माॊ ऩडकायो वाॊबऱीने 

ऩडघा ऩाडलानी कोई जलाफदायी ज भाथे नशीॊ ने? [2] 

[1] Ref: Book/Text: Rai No Darpanray: page 75: by Hasmukh Baradi 

[2] Ibid: page 74 
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This way by whipping the lethargic, deaf –dumb & blind 

public, Hasmukhbhai indicates that he has written this play 

not for entertainment but with the purpose of mass 

awakening. 

Shri Hasmukh Baradi by using Bhavai elements in a special 

context has created New Drama through the play „याइनो 

दऩणदयाम‟ in which he has incarnated the conception of 

alienation told by Brecht for which he has arranged “Aavanu” 

appropriate to the character. He has used prose and verse to 

express the emotions, presented self analysis and 

introspection of the incidences by the characters, and staged 

parallel scene arrangements of past and present events 

overcoming the time barrier. On the other side, he has 

created a play which gives voice to the anguish of the 

pertinent society through indication of the future, device of 

interrogation, songs, verses etc. 

*+*+*+*+*+*+*+*+*+* 
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4) Hathiraja - Pravin Pandya (1996) 

४) शाथीयाजा -  ूलीण ऩॊडमा (१९९६) 

Due to the scarcity of the full length play in Gujarati, the 

Central Sangeet Natak Academy, Delhi organized one Play 

Writer‟s workshop during 28th July to 31st July, 1996 for these 

4 days. Prof. Markand Bhatt was appointed as the chairperson 

for this workshop and the well-known playwright Shri Satish 

Alekar was the chief guest. The workshop was inaugurated by 

the dramatist shri Goverdhan Panchal. In the workshop the 

play „Hathiraja – शाथीयाजा‟ written by Pravin Pandya was 

selected by the expert‟s committee. This play initially was 

written in the realistic style but as the academy wanted the 

play in non-realistic style. Here, while informing about the 

creative process of the play, the playwright Pravin Pandya 

says that: „Hathiraja is written and performed in both the 

realistic and non-realistic Bhavai style‟. [1] 

By giving shape to the imaginary subject that the person on 

whom female elephant pours out water becomes the king, the 

playwright in this play has given warning to the pertinent 

politicians by showing them the power of the mass who 

otherwise by making use of the emotions of the masses and 

their feelings, play a game to capture the power and it. 

In Gujarat‟s traditional Bhavai, invariably prayers of the lord 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Nepathya Page 12: by 

Pravin Pandya 
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Ganesha is done or say it is arranged in prologue, which is 

considered to eliminate all worries. In the Sanskrit plays this 

prayer is called as „Nandi‟. In folk drama Bhavai, in the 

beginning, the actors invite and traditionally install lord 



Ganesha in the open court-yard after the „Aavanu‟ then 

worship by singing and dancing before him. After receiving 

lord Ganesha‟s blessings, they arrange for his „Javanu‟ – 

Departure. For example the prayer being sung in the „याभदेलनो 

लेळ‟ for lord Ganesha: 

गीत: दॊद ु ाऱो द: ु ख बॊजणो वदामे फाऱे लेळ 

 ूथभ ऩशेरा वभयीए गलयी ऩुऽ गणेळ 

   ी गणवऩतन ेि लनलूॊ वयुःलती रागूॊ ऩाम 

कय जोड़ी करॉ  ि लनॊती, आल ेजीभ्मा भाॊश; 

अॊफे-फशुचय जे जऩे, वदा वोशरो शोम, 

द:ुख शणे, ददरय शणे, लेयी न गाजे कोम. [1] 

The play Hathiraja also begins by arranging the Ganesha 

prayer. 

गणेळलॊदना:  ूथभ गणवऩत नभीए तभन ेि लघ्न जगतना शयजो 

बलाई कयळुॊ अभे  ोदमथी ि वद्ध तभ ेए कयजो 

अभे चाि शए उदम ळुबनो अने अळुबथी भुि क्त 

ि लनामक देजो ळुबनी सळक्त. [2] 

[1] Ref: Book: Bhavai: page 102: by Dr. Sudhaben Desai 

[2] Ref: Book/Text: Hathiraja ane Bija Natako: Page 05: by Pravin Pandya 
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Thus, we can see that the installation of lord Ganesha in the 

beginning of the Bhavai presentation is a part of the folk 

tradition. Hence, it is constructively used in the play where 

the Bhavai elements are used creatively. For example in the 

play „Hathiraja‟ which is created by using Bhavai elements, 

„Asait - अवाईत‟ and his son „Mandan Ð भाॊडण‟ gives preindication 

of the future event to be happened in Bharatpur 



state after entering the stage, doing prayer for lord Ganesha 

and presenting Nandi. Thus they introduce the main theme of 

the play to the audience. Here, they give indication about the 

opposition by the people for the outrageous acts and 

corruption of king Kanaknandan of Bharatpur through the 

prayer which is sung, conveying that let evil be destroyed and 

the light of good be spread. By indirectly mentioning that 

establishment of true democracy can only be achieved by 

people‟s revolution, the playwright requests for the blessings 

and auspicious energy of lord Ganesha while beginning the 

play. 

In the play, in the beginning of the first act, all the characters 

pray to lord Ganesha by harmoniously playing Bhungal-बुॊगऱ 

and other musical instruments and makes announcement that 

they have brought the vesh of „Hathiraja‟. They give 

information about the story this way: 

आलण:ु बयतऩुयनो याजा नठोय छे, तो ऩयधानो चोय छे 

यैमत ए वशुने भाटे, ऩाऱेरु ढोय छे. 
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खड खड शवलानु रैने आयमा बलामा 

छानुॊ योलानुॊ रैने आयमा .... 

शाथीयाजानो लेळ रायमा, बलामा 

शाथीयाजानो लेळ रायमा .... [1] 

In traditional Bhavai, the vesh begins by playing the musical 

instrument like pair of Cymbals and Drum along with the 

Bhungal. As the information about the story of the vesh is 

given in the beginning by Nayak, element of curiosity of 

suspense is not created hence the importance of the story 



becomes secondary here. Like in „Juthan no Vesh‟, Juthan is 

Muslim and his lover is Hindu therefore Juthan takes guise of 

Fakir because he knows that due to the social barrier they will 

be unable to meet. 

जूठण: खड़ ेकु खड़ी वराभ 

फैठे कु फैठी वराभ 

अच्छे कु अच्छी वराभबाई 

फुये कु फुयी वराभबाई 

शाथी फेचा घोडा फेचा 

भीॊमा चर ेऩयदेळ 

बारा खॊजय छोड़ ि दमा 

औय ि रमा पकीयका बेव. [2] 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 05: by Pravin 

Pandya 

[2] Ref: Book: Bhavai ma Alienation: page 148: by Dr. Bhanuprasad 

Upadhyaya. 
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In „Juthan no Vesh‟, through „Aavanu‟ of Juthan we get the 

Pre-indication about the future happening as Juthan enters in 

the guise of Fakir only. These are the typical feature of the 

Bhavai vesh that nothing is hidden from the audience. 

Audience know from the beginning that Juthan is to become 

Fakir at the end of the play. 

Here in the play also the playwright by arranging the „Aavanu‟ 

of the king Kanaknandan gives an indication about the 

deteriorated condition of Bharatpur state and the mentality of 

its people through the song: 

गीत: याजा कनकनॊदननो जम शो, जम शो 



अधभनो षम शो, ऩाऩनो नाळ शो 

वुख शो चोतयप, चोतयप शाळ शो 

याजा कनकनॊदननो जम शो, जम शो.... 

चोतयप सान शो, चोतयप  ूकाळ शो 

वभभ लामुभॊडरे  ू ेभनो ज याग शो 

याजा कनकनॊदननो जम शो, जम शो...[1] 

Writer here gives introduction by arranging „Aavanu‟ of 

various characters to inform about the nature of king 

Kanakanandan through the flattery of his appointed officers 

and ministers in the state who are busy in mere eulogy. 

Today when the place of the folk drama Bhavai is much less in 

the hearts of the people, to make its power noticeable, the 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 11: by Pravin Pandya 
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playwright Pravinbhai has in the play „Hathiraja‟ given rebirth 

to Asait Thakar and his son Mandan. Later he has also 

brought the „Bhavai‟ on the stage as one of the character by 

arranging its „Aavanu‟. 

बलाई: शुॊ बलाई छुॊ  रोककरा छुॊ , यभु वभमनी वाखे, 

आयऩाय शुॊ वभाज आखो जोती भायी आॊख े

शुॊ छुॊ  दऩणद भायी अॊदय वशुनो वाचो चशेयो, 

याजा-यैमत, कुदयत-काऱ फधा ऩय भायो ऩशेयो 

तुच्छ भने तु गणे आटरी तुच्छी नथी शुॊ थाती, 

सभत   ष्ट तायी छे एथी नथी तने वभजाती. [1] 

With the help of this „Aavanu‟ song, the Bhavai appealing as 

ever to the masses, gives an estimate to the audience that 

later in the play, how actively she will play her role to break 



the fort of corruption around the king Kanaknandan through 

mass awareness movement. 

This way in the play, the writer has insisted to arrange for the 

„Aavanu‟ for the main characters only keeping aside that for 

the secondary characters. While appreciating the gesture of 

bringing Bhavai on the stage as a character, Nilesh Rupapara 

of India Today magazine says: “By presenting Bhavai as a live 

character on the stage, the writer is seen struggling for its reestablishment 

of this powerful communicating form.” [2] 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 42: by Pravin Pandya 

[2] Ref: Megazine:India Today:8th May, 1998:Page 44: by Nilesh Rupapara 
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In the beginning of the traditional Bhavai Ôभदायीनो लेळÕ, Rangalo 

and Nayak after entering the „Chachar – the open courtyard‟ 

gives an introduction of the vesh. In the beginning Rangalo 

after coming on the stage asks the Nayak: 

यॊगरो: अशो बाई नामक, शल ेळनेो लेळ रालळो? 

नामक: यॊगाजी तभे कशो ते लेळ राइए, कशो तो फालानो, कशो तो 

भोचीनो, घाॊचीनो, कवाईनो, नशीॊतो याभदेलनो.[1] 

Thus at the end of their talk the preface for Ôभदायीनो लेळÕ is 

established. Whereas in the play „Hathiraja‟ two actors of the 

Bhavai troupe - namely „Asait‟ and „Mandan‟, while introducing 

the scene give information about the vesh as: 

अवाईत: फेटा भाॊडण 

भाॊडण: फोरो अवाइत फाऩा 

अवाइत: एरा तन ेखफय छे ने आज ेआऩणे शाथीयाजानी बलाई 

बजललानी छे? 

भाॊडण: फाऩा, भें फधी तैमायी कयी याखी छे, जुओ आ गाजय 



अवाइत: (आश्चमय ्यमक्त कयता) गाजय! आ शाथीयाजाना नाटकभाॊ लऱी 

गाजय क्माॊथी आयमुॊ? [2] 

Thus both these characters develop the plot by giving an 

indication about the corrupt politics in Bharatpur state. By 

making symbolic mention of Bharatpur, in fact the writer 

[1] Ref: Book: Bhavai: page 469: by Dr. Sudhaben Desai 

[2] Ref: Book/Text: Hathiraja ane Bija Natako: Page 6: by Pravin Pandya 
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shows us the deteriorated economic, social and political 

condition of our Nation India created by the corrupt 

politicians. 

Nilesh Rupapara, while making nice analytic comparison 

between Bharapur state and our India, says: 

“The state which is named as Bharatpur means our nation 

India. The king Kanakanandan who is ruling by giving 

tempting offers means any of our power seeking ruler, the 

priests advising the poor to forsake their desires means the 

religious priests who in the name of religion are committing 

fraud. Naughty and senseless two Government servants in 

the play who are restricting benefits of King‟s so called 

welfare schemes means our bureaucracy. Big merchants who 

are capturing reserved Government funds of schemes for 

poor, means rich class of the society.” [1] 

We can see the elements of alienation are easily interwoven in 

traditional Bhavai presentation. Like in „कॊ वायानो लेळÕ, fakir has 

deposited his capital fund for safety to coppersmith. The 

cunning coppersmith hesitates while returning the amount to 

the fakir. The fakir tries a lot to get back his money from the 

coppersmith at the end after getting tired drinks ganja-गाॊजा to 

forget the sad happening. 



He trusted the coppersmith, who did treachery with him, 

[1] Ref: Megazine:India Today:8th May, 1998:Page 44: by Nilesh Rupapara 
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hence in repentance he says: „अफ तो अऩना नीवा ऩानी 

उताय गमा. अफ बाॊग ि ऩमेंगे.‟ Thus under the impression of Ganja 

he effortlessly dances on the Bhavai rhythm and sings 

keeping the plot loose: 

पकीय: ि कवकी मे बाॊग वैमा, 

तैमा ि तक, ताक ताक. 

ि कवकी मे बाॊग औय ि कवका मे कुॊ डा 

कोण तेया भुयवद तु कशाॊ का भुॊडा 

वेरी औय नतकमा वो ि कन्न ेि दमा 

अच्छी अच्छी बाॊग जलाफ देकय ऩीना [1] 

Same way in the play „Hathiraja‟ playwright also has made the 

plot development loose by using Bhavai rhythm in Mandan‟s 

dance. The way fakir is repenting after keeping faith on the 

coppersmith, same way in the play the people of Bharatpur 

have become victims of the politics in the rule of king 

Kanaknandan. 

भाॊडण: ज्माॊ वुधी कनकनॊदन जेला याजा फेठा छे त्माॊ वुधी आऩणे तो.. 

ताक ि धना ि धन,ि धनाि धन ताक ..... 

ज्माॊ वुधी याज्म तयपथी जाशेय थती गयीफोना कल्माणोंनी 

मोजनाओ छे त्माॊ वुधी आऩणे तो .... 

ताककधननधन, ि धनाि धन ताक ि धनाि धन ...[2] 

[1] Ref: Book: Bhavai: page 327: by Dr. Sudhaben Desai 

[2] Ref: Book/Text: Hathiraja ane Bija Natako: Page 7: by Pravin Pandya 

Page # 244 



Thus, feeling helpless and frustrated due to the dirty politics 

in Bharatpur state, Mandan expresses his outcry. 

In Bhavai vesh, we see use of the Sanskrit shloka. The 

shlokas are uttered in Bhavai in such a way that it helps in 

plot development and in its presentation. In „जोगी Ð जोगणनो 

लेळ‟, Jogi while teaching his disciple makes use of shloka to 

impart him knowledge: 

जोगी: फोरो 

अगडभ फगडभ 

अगडभ फगडभ 

याभ याभ ... [1] 

In the play, on order of the king, Vidyadhar pacifies the poor 

Bhago by advising him through shloka. Later in the play, the 

businessman Gajadhar, on his return from the foreign trip, 

after seeing the poor condition of the people puts a proposal 

before the king Kanaknandan for eliminating the poverty of 

the Bharatpur state. Venal king accepts the proposal and 

provides him with the required material, land, electricity, 

funds etc in more than enough quantity. Seeing this, the poor 

Bhago complains to the king. 

बगो: भशायाज, शाथणीभाताए तो अभाया लती कऱळ ढोऱीने तभन े

याजा फनायमा, जेथी तभ ेअभाया द:ुख दयू कयी ळको, ऩण 

[1] Ref: Book: Bhavai: page 354: by Dr. Sudhaben Desai 
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भशायाज, अभायी ऩाॊशे खाला धान नथी, ऩशेयला रुगडा नथी, 

यशेला छाऩर नथी. एॊ ए ए ..... [1] 

and inform him that you have open the state‟s treasury for 



the Gajadhar. Here there is no effect of the Bhaga‟s complaint 

on the king. Here, when Bhago continues to cry, then 

politician Vidyadhar tries to calm him down with the wellspoken 

words of the saints and their teachings. Even then, 

when Bhago continues to complain, Vidyadhar tries to pacify 

him with the Sanskrit shlokas: 

अगॊ भ  ् धगरतभ  ् वऩरतभ  ् भॊ ुडभ, ् 

दळनभ  ् ि लशीनभ  ् जातभ  ् तॊ ुडभ, ् 

लद्ध ृ ो माि त धग ृशत्ला दॊडभ, ् 

तददऩ न भचॊ ु त्माळा ि ऩॊडभ, ् 

बज गोि लॊदभ  ् बज गोि लॊदभ  ् 

बज गोि लॊदभ  ् बज भढ़ू सभत .....[2] 

The writer, with this scene proves that Bhaga‟s complaint is 

irrelevant and Vidyadhar with his erudite knowledge and 

intelligence makes him quite. Here, the scholar Vidyadhar, 

keeping aside his ethical personal values in support of the 

king, just for a small favor and surrenders to the self-willed 

king Kanaknandan. This event is put before us by the writer 

Pravin Pandya as a beautiful example of today‟s prevailing 

society. 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 14: by Pravin Pandya 

[2] Ibid: Page 15: 
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We can see in Bhavai, the presentation of the social affairs 

and selfish relationships prevailing in the society. As in the 

„Jashama Odan no Vesh‟, in the situation where Siddharaj 

Jaisinh‟s Dasturi Barot is lost on the way, while showing him 

correct way, Dasturi Barot gets involved in wrangling with 

Jashama. Feeling intolerably insulted, Barot goes to the royal 



court of the king and decides of taking revenge for the insult 

received from Jashama. For this, Barot describes the beauty 

of Jahsama immediately on his meeting with the king 

Siddharaj and greets her by comparing with Padmini. 

याजा: अये फायोट, ओड रोकोनी लच्च ेआली वऩद्मनी स्तय ्ी लव ेए 

भान्माभाॊ नथी आलतुॊ अने शोम तोम ळुॊ? क्माॊ भाऱला, वोयठ 

ने क्माॊ गुजयात? 

फायोट: एभ न फोरो याजा वाॊबऱो. 

तीखा तुयी न ऩराणीमा, खाॊडा खडग ना रग्गा 

तेनो जनभायो एऱे गमो, आली गोयी कॊ ठे न लऱगाॊ. [1] 

Thus, getting into tangle with the story from Barot the king 

Siddharaj, because of his personal greed and temptation, in 

hope of getting the desired gain (Jashama), invites the „Ode‟ 

community to excavate for Sahasraling Lake. Here in the play 

„Hathiraja‟ also king Kanaknandan, Vidyadhar and Gajadhar 

unanimously play such game showing their individual selfish 

motives. 

[1] Ref: Book: Bhavai: page 412: by Dr. Sudhaben Desai 

Page # 247 

गान: तायी ने भायी जोड़ी ि लद्माधय 

तायी ने भायी जोड़ी ये रोर .... 

अभने वॊबाऱो तभे ि लद्माधय 

तभन ेवॊबाऱीए अभे ये रोर .... तायी ने भायी ... [1] 

Playwright Pravinbhai by making use of this folk dance (याव) 

has interwoven the prevailing social affairs and inter personal 

selfish relations of present human beings in the society. 

Whereas in Bhavai „Kansara no Vesh‟, the Fakir through his 



song conveys that in this Kalyug, the corruption has not only 

entered the political machinery but every individual of the 

society has become the victim of this mentality which has 

been interwoven in their daily life. 

पकीय: शाकेभ वुफा नलाफ 

राॊच रइ न्माम चुकाल े

भाये गए गयीफ 

याज करमुगका आल े

फॊदा फाजी जूठ शै 

भत वाची कय भान, 

कशाॊ तो फीयफर गॊग शै 

कशाॊ शै अकफय खान.[2] 

In the play, the chorus song about the fort exposes the 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 16: by Pravin Pandya 

[2] Ref: Book: Bhavai: page 324: by Dr. Sudhaben Desai 

Page # 248 

administration of the political arrangements in the kingdom of 

king kanaknandan. Here, the advantages of the social welfare 

plans which are prepared for the people are benefiting the 

politicians and their relatives. In this fort which is made of the 

flatterers, all those people are living who are desirous of 

wealth, pleasure and luxuries or of power hence the king 

kanaknandan is careless. 

गीत: जुठनी चाली चार ेचार ेि वक्कानी खनखन 

याज्मतॊऽभाॊ अभे यच्मुॊ छे दयलाजानु लन... 

वत्ता-ि लराव-लैबल वघऱु बीतय छे तैमाय, 

ि नमभ  ूभाणे द्लाय खोराली कयो भनोयथ ऩाय 



ि वक्का आऩो, ईभान छोडो, नेले भुको राज, 

ऩछी तभायी ऩडख ेयशेळ ेआ याजानु याज. [1] 

Thus here, the well-wishers of the king who are playing 

political games are running the state‟s administration by 

keeping away the ethics, spreading the lies and practicing 

corruption to sustain their power. Thus the writer exposes 

these people with this song who live with the mental attitude 

that „Money is not God but it is no less than God‟. 

Bhavai actor is seen presenting various characters. He is not 

becoming a character but directs a character so Bhavai actor 

is able to play more than one roles. Like in „Juthan no Vesh‟, 

Nayak asks questions to the actor playing the role of Juthan 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 25: by Pravin Pandya 
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related to his role and directs him by keeping an actor and the 

character separately. 

नामक: तुभ जात के कैव ेशो? 

जूठण: शभ जात के बलैमे. 

नामक: लो तो शभ बी जात के बलैमे. भगय तुभाया 

जूठणका जात क्मा शै? 

जूठण: शभ तो भुवरभान शै .....[1] 

The playwright Pravinbhai has also used this element of 

Bhavai in his play „Hathiraja‟, to make his actors of drama 

troupe to perform more than one role. 

In the play, the king Kanaknandan declares a plan to 

distribute cows to the poor Brahmins. To get benefit of this 

plan, Asait approaches the officer Sakalsen and Akalsen by 

becoming Brahmin. Sakalsen suggests to Asait that he should 

come having bald head having tuft of hair (choti) at the back. 



As per the officer Akalsen, the declared plan is to give the cow 

to the poor Brahmin but in view of the officer Akalsen, Asait 

does seem to be either Brahmin or poor so he asks him to go 

home. On getting threat from Asait, he tells him that he will 

severely punish him of cheating the state. Asait talks with 

himself about the cunningness and wickedness of the officers. 

अवाईत: भाया फेटा, ढोर ऩीटीने भोटी भोटी जाशेयातो कये छे, ऩण 

काॊइ देता नथी. रऩोड़ळॊख छे रऩोड़ळॊख ! 

[1] Ref: Book: Bhavai: page 228: by Dr. Sudhaben Desai 
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In the mean time, Mandan enters from the back stage in the 

costumes of a Brahmin and talk with himself: 

भाॊडण: ( ुःलगत) रागु छु ने एकदभ वनातनी    ाहभण. [1] 

Thus to get the benefit of the „cow plan‟, he has assumed this 

guise and now in this vesh of Brahmin he meets Akalsen. 

Akalsen standing before him: 

अकऱवेन: एटर ेतुॊ    ाहभण छुॊ? 

Giving proof: 

भाॊडण: शयीओभ, शयीओभ, जुओने भाथे भुॊडन छे. चोटरी छे. कऩाऱे 

ि ऽऩुॊड ऩण छे फीजु लऱी ळुॊ जोइए? दशयओभ ! [1] 

Thus on getting an idea of chicanery deals and smell of 

corruption in the various people‟s welfare schemes (plans), 

like scheme of digging of a large well with steps leading down 

to endless supply of water, scheme of providing cows to the 

poor etc, and getting frustrated by king Kanaknandan‟s 

government, father Asait asks his son Mandan to find out 

some solution to safeguard the public welfare and regain the 

happiness in the state. 

अवाइत: एलो कोई ऩालो शोम तो लगाड भाॊडण. छोड़ कोई एलो वूय के 



भोवभ फदराई जाम, गाॊडा. आ फधा ( ू ेषकोन ेवॊफोधता) एनी 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 29: by Pravin Pandya 
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ज लाट जोई यहमा छे अने ऩछी जो के जाम छे आ गढ़, 

गढ़नो याजा अने याजानुॊ तॊऽ. [1] 

Here, revealing the inner desire of the citizens of Bharatpur, 

Asait informs to the Mandan that people are expecting a king 

who can work for the welfare of the people. He further says 

that people have yet not lost complete faith and the situation 

in the state has yet not deteriorated that much. Hence, for 

the welfare and benefit of the people Asait and Mandan should 

expose the corrupt administration with the idea of agitation 

first act ends here. 

Similar to the first act, the second act also begins with the 

song by Asait and Mandan of Bhavai troupe. Both Bhavai 

actors (बलैमा) are worried because of the polluted atmosphere 

of Bharatpur. People are suffering due to corrupt management 

of cruel king kanaknandan. The suffering and inner pain of the 

people is revealed by this song: 

गीत: गढ़भाॊ याजा एळ कये छे 

यैमत द:ुखभाॊ वफड़ े

बीतय बडबड वऱगे वघऱा 

अने शोठभाॊ फफड े

वशुने यशारो  ुःलाथय ्फन्मो छे 

जाम बयतऩुय खाड े

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 26: by Pravin Pandya 
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शे जूठ अनीि त ऩाऩ लशे छे 



रोशी फनीन ेनाड.े [1] 

The way, people becomes victim for the individualistic selfish 

attitude of the king kanaknandan, the same attitude is seen 

that of Siddharaj Jaysinh in Bhavai „Jashama Odan‟. Being 

attracted by the beauty of Jashama, Siddharaj Jaysinh is 

eager to make her his queen through any possible means. 

Jashama is faithful to her husband and turns down the unjust 

proposal, hence to capture her, Siddharaj tortures the Ode 

community. Seeing this rufe behaviour with no fault of theirs, 

Jahsama goes to Siddharaj and requests him to stop the 

outrage on Ode community: 

जळभा: नाये भायो ये याजा याॊकने 

ओडो तो ि फचाया भजुयी कये 

एभनो ळो छे लाॊक ये 

नाये भायो ये याजा याॊकने. [2] 

Here, for mere selfish motive, King Siddharaj Jaysinh is 

exploiting the Ode people whereas in the play, the king 

Kanaknandan behaves capriciously with the people 

considering them mere quadrupeds. 

In the beginning of the traditional Bhavai belonging to Morabi- 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 31: by Pravin Pandya 

[2] Ref: Book: Bhavai: page 416: by Dr. Sudhaben Desai 
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Saurashtra after the „Chachar‟ custom arrival of Goddess 

„Kalaka‟ and then „Aavanu‟ of „Ganesha‟ are arranged to get 

the blessings of the God that removes obstacles, so that there 

is no hurdle during the performance of Bhavai vesh. Similarly 

in Bhavai „Chhelbatau-Lalbatauno Vesh‟, all the artists of the 

Bhavai troupe in the beginning and at the end of the 

performance remember the Goddess, keeping utmost faith in 



her so that they get her guidance and strength during r every 

moment of their life. 

बलाई कराकायो (पड) : चाचय आली ताये चयणे ननभमे भाॊ! 

वेलकन ेल्मो वॊबाऱी 

द:ुख टाऱी वुख आऩो ये भातभमाऱी 

शे अॊफा. [1] 

In the play, afraid due to bull, the fearful people are praying 

before God. 

In the play, the character of the bull symbolizes the scamp 

persons protected by the ruler who have ruffled the whole 

market place. It has no shame, love, pity or mercy and has 

also destroyed the educational centres. Fearful of the bull, the 

people do not come out of their houses. Some people have 

become victims of this bull and now the bull is thirsty of the 

mother elephant which symbolizes the democracy of our 

[1] Ref: Book: Bhavai: page 293: by Dr. Sudhaben Desai 
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Bharat Desh. Seeing this mother elephant coming, he 

becomes more violent. 

On one hand, people of Bharatpur has sympathy for this 

mother elephant and on the other hand they fear of the bull 

which makes them pray before the God so that they get 

strength to face and some way to overcome this situation. 

बगो: जम जम जम शनुभान गुॊवाई 

कृऩा कयो गुरदेलकी नाइ 

बुत ि ऩळाच ि नकट ननश आल े

भशाफरी जफ त ुनाभ न वुनाल.े [1] 

At the time of difficulties our devotion towards God becomes 



more strong because at that point of time we feel no one will 

save us except that ultimate element from this situation. 

Hence, when the bull and mother elephant are coming face to 

face, fearful of some bad happening, Bhago loudly chants 

„Hanuman Chalisa‟ keeping faith in the ultimate eternal 

element and tries to go near it. 

In Bharatpur, the whole state is fearful of bull‟s fury, no one, 

even Gajadhar or Vidyadhar, dares to challenge him, but 

Mandan is ready to fight the bull. He replaces the mother 

elephant from the face of the bull and holds its horns with his 

hands and rotates round and round. In the stage direction, 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 34: by Pravin Pandya 
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the writer while describing this scene writes that Gajadhar, 

Vidyadhar and Bhago during this scene sits keeping their 

hands on their eyes, ears and mouth similar to three monkeys 

of Gandhiji. 

Gandhiji‟s three monkeys are the symbols – Not to see the 

wrong, Not to hear the wrong and Not to speak the wrong. In 

the play, writer Pravinbhai exposes the selfish mentality of the 

society through these three monkeys. The people of the 

Bharatpur i.e Gajadhar, Vidyadhar and Bhago etc have 

accepted inaction to do anything. They have accepted the 

situation and decided to live in fear hence to project this 

situation, writer Pravinbhai has presented Gandhiji‟s three 

monkeys in opposite meaning than they are known for. 

Later in the play, Mandan defeats and kills the bull in the 

fight. On the stage, Mandan enters holding bull‟s head in his 

hands and showing it to the people says: 

भाॊडण: अने आ छे बयतऩुयभाॊ ऩयाफभ  ूकटी यहमुॊ छे एनुॊ  ूभाण! [1] 

In traditional Bhavai, there are some references where death 



is shown in the vesh. In many veshas death is not shown 

clearly on the stage but its only mention or an indication is 

given by Nayak or Veshgor. Like in Bhavai, the playwright has 

only made mention about the death of the bull in the play 

„Hathiraja‟ and has avoided the presentation of death on the 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 36: by Pravin Pandya 
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stage. Off course, in Bhavai ‟Jashama Odan no Vesh‟, death 

of Jashama is shown on the stage. Blind in love Siddharaj 

Jaysinh kills Jashama‟s husband „Rudio‟. When Jashama 

comes to know about this she gets fainted on seeing the dead 

body of her husband and dies there. The whole event gives 

proof of Jashama‟s faithfulness to her husband. 

Later in the traditional Bhavai „Patai Raja no Vesh‟, Goddesss 

Mahakali enters the stage in the form of a casual lady 

character and performs a folk dance „Garabo‟. Seeing her 

performing the dance, unknown to her real identity the Patai 

Raja gets enamored to her and proposes her to make her the 

chief queen. Further he misbehaves and holds the loose end 

of her sari. Goddess Mahakali disappointed with his behavior 

give him a curse. 

भशाकाऱी: आजथी छटे्ठ ने छ भावे 

के कुऱ तर जळ ेये रोर. [1] 

In the play, even after killing the bull as there is no 

improvement in Bharatpur‟s condition, hence Mandan is 

disappointed. He does not see any light of hope which can 

save the state from the terrible disaster, hence angry Mandan 

tells in the form of a curse to those who are torturing mother 

elephant : 

[1] Ref: Book: Bhavai: page 451: by Dr. Sudhaben Desai 
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भाॊडण: दशुःतनीन ेऩीडळ ेजे 

ते अॊनतयमाऱ भयाळ े

एन ेऩूजळ,े तेनु भतृ्मु 

उत्वल थइ उजलाळ े

अशीमाॊ उत्वल थै उजलाळ.े [1] 

Writer Pravinbhai has used the verse „Dohra‟ for expressing 

the emotions at many places in the play „Hathiraja‟. Here for 

instance the playwright gives a creative dimension to the 

event where especially through „Dohra‟ Mandan curses the 

people whoever harasses the mother elephant. 

Thus, seeing the hard condition of Bharatpur state, Asait and 

Mandan creates a voice against the corrupt king and his 

cunning officers. Both of them have decided to expose the 

king Kanaknandan before the society and have taken an oath 

that they will fight this war until they will destroy him. On this 

side the king Kanaknandan orders his minister to kill Mandan 

knowing this Mandan surrenders to mother elephant. Mother 

elephant gives him protection and asks him to stay and 

perform Bhavai in Bharatpur. Arrogant Kanaknandan asks 

Mandan what Bhavai can do against him. In reply, Mandan 

explains to him it importance: 

भाॊडण: बलाई भायी ढार छे याजा बलाई छे दशथमाय 

बलाईनी ऩाव ेछे याजा रोकोनो आधाय 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 38: by Pravin Pandya 
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Here, Mandan cautions the king remembering his oath: 

रोकोनी लच्च ेआ भाॊडण, जोभ फनी पेराळ े

एक ि दलव ताया आ गढ़नो बयबय बुक्को थाळ े



याजा तायो बुक्को थाळ.े [1] 

In the traditional Bhavai also we can see the mentions of its 

strength and importance like in „Chelbatau Lalbatau no Vesh‟, 

where Chelbatau while informing the importance of Bhavai 

says: 

छेर: जो बाई नामक 

बलाई तो बालनी लशी छे 

He further says in the praise of Bhavai: 

बलाई सबक्तथी थई 

ने शुॊ सळक्तनो दाव 

ऩण बलाई बाले वाॊबऱे 

तेनी भाता ऩुये आळ. [2] 

In the play Mandan has full faith in the Bhavai‟s strength of 

revolution and he is also well aware of the peoples‟ power. 

Therefore he gets ready to use it as his weapon to destroy the 

fort of king Kanaknandan. 

King Kanaknandan, is shocked by Mandan‟s oath and seeing 

his dedication towards its fulfilment he puts censorship on 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 39: by Pravin Pandya 

[2] Ref: Book: Bhavai: page 285: by Dr. Sudhaben Desai 
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presentation of Bhavai in his state: 

कनकनॊदन: कराकाय छुॊ? 

बलाईना जोये तें फऱलानो िअग्न पूॊ क्मो छे. 

तेथी बलाई भाथे  ूि तफॊध भुक्मो छे, 

आज े ूि तफॊध भुक्मो छे. [1] 

The way during Muslim rule, the Muslim rulers damaged the 



art forms and stopped its growth & development, in the same 

way in the prevailing situation the rulers like that as king 

Kanaknandan in this play has put prohibition on the Bhavai 

presentations. While remembering the past, Dr. Bhanuprasad 

Upadhyaya says:”During the Muslim rule, the refuge from the 

state stopped. Sanskrit literature got destroyed. The 

manuscripts preserved in the temples and royal courts were 

scattered, burnt, destroyed. As a result, Sanskrit Drama 

Traditions started vanishing, but those traditions which grew 

with the refuge of the people (society) continued.” [2] 

Thus, Asait and his son Mandan assures that being massdependent 

art, the traditional Bhavai didn‟t perish and will not 

perish. 

Later in the play, the awakened citizens declares revolution 

against king Kanaknandan, keeping aside their personal 

comforts and interests and resolve their firm determination to 

save the weakened democracy. 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 45: by Pravin Pandya 

[2] Ref: Book: Bhavai ma Alienation: page 5: by Dr. Bhanuprasad 

Upadhyaya. 
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भाॊडण: लशारु ळुॊ छे? जील के वत्म? 

कोयव: वत्म 

भाॊडण: वत्म एटर ेळुॊ? 

कोयव: शाथणी भाता. 

भाॊडण__________: जात अने शाथीभाता फे भाॊथी एक ज फच ेएभ शोम तो कोने 

फचालळो? 

कोयव: शाथणीभातान.े[1] 

Thus, Asait, Mandan, Bhavai and the citizens shouts on 



attaining victory “शाथणीभातानो जम शो”. 

In the traditional Bhavai, spell and mystical formularies are 

used for giving curse or to give life to the dead for example: 

in “Kaba no Vesh”, Gangapari Brahmin, kills Kaba who has 

come to rob the Brahmin. When Kaba‟s wife Kabi gets this 

information, she searches for this killer Brahmin and asks him 

to make her husband alive after giving him the looted gold, 

money, cloths and the books. Then the Brahmin makes Kaba 

alive after chanting some mystic spells. 

   ाहभण: अरा फरा ऩकड़ तेया गरा 

उठ उठ बाग ूतेयी ऩुठ 

अरा फरा, उठ उठ फे खड़ा शो जा. [2] 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 46: by Pravin Pandya 

[2] Ref: Book: Bhavai: page 367: by Dr. Sudhaben Desai 
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Also in the play, Mandan keeping his palms near his lips and 

blowing air in it like a magician revolves around the fort of 

king kanaknandan: 

भाॊडण: शभणाॊ कडकडबुव कयतोक तुटळ ेगढ़. जोई रे भायो चभत्काय 

भायी ऩाव ेजादईु भॊऽ छे भॊऽ. 

Mandan chants the spell like a magician: 

आरा भॊतय कारा भॊतय 

फाऊ भॊतय छु. [1] 

In the play, playwright has arranged the process of breaking 

the fort in which Mandan is gesturing as a magician appears 

melodramatic, which does suit with the nonrealistic play. 

We can see the use of folk and colloquial proverbs in the 

traditional Bhavai, for example: in „Kansara no Vesh‟, kansara 



has robbed the fakir, hence fakir is searching him. In the 

proverb said by Fakir, he reveals the mental attitude and his 

practical nature of Kansara to the audience: 

पकीय: करमुग तेये याजभें 

बमा अॊधाया घोय 

चोय कये कुटलारी 

ि पय उरटा डॊड ेचोय [2] 

In the first act, drunkard state officers Akalsen and sakalsen 

while talking about their secret talks reveals the details of 

their corruption through this proverb: 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 50: by Pravin Pandya 

[2] Ref: Book: Bhavai: page 324: by Dr. Sudhaben Desai 
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गीत: दशुःतनीऩाऱ 

अभे दशुःतनीऩाऱ 

अभे एला यखेलाऱ 

गऱे ि चबडा ज्माॊ लाड ... दशुःतनीऩाऱ.[1] 

In the play, writer has also used the proverbs revealing inner 

pain of the people during the fight between Mandan and the 

king Kanaknandan through utterances of Mandan: 

भाॊडण: “भाणवनुॊ भोत नजीक शोम ने त्माये ऩशेरा एनुॊ भोंढू 

काऱु ऩड़ी जाम!” [2] 

भाॊडण: “घडीना छट्ठा बागभाॊ ताया गढ़नो बाॊगीन ेबुक्को करॊ  छुॊ .” [3] 

भाॊडण: “तारॊ  भोत तायी जीबे चडीन ेआयमु याजा.” [4] 

At the end of the play, the awakened people of Bharatpur 

blows a conch-shell (bugle) after destroying the fort of 

fraudulent systems and establishing rule of the people. 



Welcoming and praising the play „Hathiraja‟ and the 

playwright Pravin Pandya Shri S. D. Desai says in explaining 

the secret: “This play is a satire on the cruel games that 

politicians are playing in our country under the mask of 

democracy, to grab and sustain the power.” [1] Whereas 

talking about the speciality of this play, Nilesh Rupapara says 

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 27: by Pravin Pandya 

[2] Ibid: Page 49: [3] Ibid: Page 50 [4] Ibid: Page 51 [5] Ibid: Page 20 

„Aavakarya Ghatana‟ by S.D.Desai. 
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that “This political satire which is written in the Bhavai format, 

instead of making the audience think, does this work by 

itself.” [1] 

Thus this play dethrones the king like that as kanaknandan by 

attacking the mental attitude of the society, throwing away 

depression and giving rise to new hopes awakens the people, 

uniting and energizing them. In the play the playwright 

suggests that it is the responsibility of people to make social 

reforms and build up its strength. With this advice of mother 

elephant (our democracy) he ends the play: 

शाथणीभाता: तभ ेजो गाजयनी रारच वाभे अने वाॊढनी ि शॊवक सळक्त 

वाभे घूॊटणीमे ऩडळो तो आला ज कनकनॊदन याजवत्ता ऩय 

यशेळ.े गढ़नाॊ  ूऩॊची तॊऽ ऊबाॊ कयळ ेअने बयतऩुयना 

लतभादनन ेतो ळुॊ; ऩण सबलॊमनेम करॊि कत कयळ.े [2] 

[1] Ref: India Today: 8th May, 1998:Page 44:by Nilesh Ruppara. 

[2] Ref: Book/Text: Hathiraja ane Bija Natako: Page 54: by Pravin Pandya 

*+*+*+*+*+*+*+*+*+* 
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CONCLUSION 

While reviewing the whole chapter, we can understand that on 

one side Modern Gujarati Theatre gained prosperity in the 



decades after sixties which began through activities of „ये भठ‟ 

and „आकॊ ठ वाफयभती‟. It takes the lead position by adopting the 

new modern changes which came in the field of the theatre 

whereas during this period i.e. around in 1980, the mass 

entertaining media like All India Radio, Television and films 

also shows their dignified presence. Theatre got affected due 

to the popularity of these media as a big portion of the 

theatre going audiance got reduced as it got more attracted 

towards television and the colourful films. It was obvious to 

have similar attraction in the theatre field also. Many theatre 

personalities who were devoted and active in theatre like 

actors, directors, technicians and back stage workers turned 

to the modern media to earn more money and prestige. The 

Theatre personalities struggling to keep the theatre alive 

evaluated the situation and came to a conclusion that we 

cannot put Television& films and Theatre on the same level. 

There cannot be any competition between theatre and these 

media because theatre is a live medum; it has a direct rapport 

with the audience. Making this point more clear, Dr. Rajendra 

Mehta says: 

“In a play, there is a matchless element of liveliness and 

immediate response of the audience, which differentiates it as 

a mass media from other electronic media.” [1] 

[1] Ref: Book: Apvarya: Page 215: by Dr. Rajendra Mehta 
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Whereas, this basic thing is made clearer in simple and easy 

language by Shree Hasmukh Baradi that: “T.V. and films show 

the past events, while live happening of the event can be seen 

in theatre only.” [1] Here „फनत‟ु is word in a continuous present 

tense which informs the theatre loving audience about the 



happening of an event. As such the announcement of the play 

is generally made as “तो शल े ू ुःतुत छे नाटक” which indicates 

that the events of the past and future are shown on the stage 

as if it is happening at that present moment before the 

audience, that is why the audience and the society can catch 

its reactions immediately which is never possible in the film 

and television media. 

This way, Chinu Modi has strongly advanced the action in  

„Jalaka‟ by praising for women empowerment which was 

started by Bakul Tripathi in the play „Lila‟. Hasmukh Baradi 

has given self introduction in the play „Rai no Darpanray‟ and 

through „Makanaji‟, Sitanshu Yashchandra making the society 

aware about the happening of miracles by his own inner 

strength throwing away the age old cloudy ideas of mankind. 

In this way, the plays performed using the elements of Bhavai 

like: „जारका‟, „याइ नो दऩणदयाम‟ and „केभ, भकनजी क्माॊ चाल्मा?‟ we 

get variety of the subjects but reflection of the present social 

situations is also seen in these plays. We could see the entire 

description of the contemporary and present Indian economic, 

[1] Ref: Book: Apvarya: Page 218: by Dr. Rajendra Mehta 
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social and political situation in the play „शाथीयाजा‟ of the modern 

playwright Pravin Pandya. 

Thus, as a part of the thesis, it is suggested that the 

playwrights from „वुधायक मुग-Reformer Era‟ to „अत्माधुि नक मुग- 

Modern Era‟ has made very tactful use of Songs-Music–Dance 

etc in their plays to project some thought or problem 

prevailing in the society as also have revealed that theatre is 

not only a tool of mere entertainment but is a strong medum 

to present creative mass ideology. 



END OF CHAPTER III__ 
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Chapter 4: Application of Bhavai in Various Eras: 

A Comparative Study. 

ि वललध मुगोंभें बलाई का ि वलनमोग: तुरनात्भक अध्ममन 

The aim of the present chapter is to find out “in which form, 

the playwrights have made creative use of the Bhavai 

elements, whether it has helped the script or not and its 

necessity is proved or not”, so that the information about the 

various tack ticks existing in the strong Indian Traditional folk 

form of Bhavai and the possibility of its creative use in the 

modern plays of the new generation increases. It also aims at 

making a comparative study of the use of Bhavai elements in 

the Gujarati plays through various eras which in my humble 

opinion is first of its kind. 

During the medieval time, Muslim power was at its beginning. 

“Due to the religious attacks by Muslims, „Devotional 

Movement took birth as its reaction in resisting it, devotional 

wave grew. In this wave, some of Devotion and Theatre 

traditions also got established and developed. Dramatic 

performances like „Ramalila-याभरीरा‟, „Jatra‟-जाऽ ा, „Bhagavata 

Mela-बागलत भेरा‟ etc based on the stories from Bhagavata and 

Ramayana were performed in the temples which received big 

support from the people. The aim behind these dramatic 

traditions was to create new hopes in the frightened people 
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because of the political and religious attacks and that was 

successful. 

Parallel to the traditional religious drama forms like „Raslila- 

यावरीरा‟, „Ramlilaयाभरीरा‟, „Yatra-माऽ ा‟ etc which came in to 

existence due to Devotional Movement, other drama forms 



also got evolved like „Tamasha-तभाळा‟, „Nautanki-न टॊकी‟ etc 

which were entertainment oriented. 

Traditional folk form of Gujarat “Bhavai” is an entertainment 

focused and is presented in the form of devotion towards the 

Goddess but it is not the outcome of the Devotional 

Movement like other traditional forms but has evolved due to 

the affliction under the prevailing socio-political and economic 

situation. Its purpose which got interwoven from the 

beginning of its creation, was to make the society aware 

about the problems of the under privileged, social customs, 

inconsistency in the social tradition etc. It became an inherent 

basic quality of Bhavai to make the audience well aware about 

the social faults, in place of making the audience emotional 

during the presentation. It became an account book in true 

sense of merits & sins or that of credit & loss.” [1] 

In the middle of 19th century, when British rule was 

established, peace and safety also was established in India 

along with it in Gujarat. The western and an English education 

system made a deep impact on the Indian society. Opposite 

[1] Ref: Book: Bhavai ma Alienation: page 5 & 6: by Dr. Bhanuprasad 

Upadhyaya and „Aavakar‟: by Dr. Mahesh Champaklal. 
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to the mass mentality of the medieval society, English people 

made them take interest in the people and their life. It 

brought the new awakening. In the European Theatre the 

period till 10th decade (1000 years) is known as Dark Age 

which came to an end with performances of the religious 

dramas by Christian missionaries in churches and it began the 

era of new creation called „renaissance‟. Similarly, when 

Britishers settled in Gujarat in 1818, an era of reconstruction 

also started in Gujarat like that in Europe. The Gujarati people 



started taking more interest in the day today life then in the 

religious and devotional attitude of medieval period. There 

was a drastic change in the attitude of the initial writers of the 

time who came in contact with the Englishmen. In place of 

respect for the God, their creative mind showed more interest 

in human dignity, their independent personality, their 

vehemence and emotions etc and domain of their creative 

subjects enlarged. Importance of prose became more 

predominant in the creative literature. The prose writing 

became a medium of expression, hence, through newly 

explored prose forms like novels, short stories, essays, 

autobiography, biography etc started creating new history of 

literature. Due increase of new knowledge, the literacy level 

and the facility of the printing technology as also the activity 

of the pamphlet & newspaper printing got a move. Thus, 

along with the various literary forms, the dramatic literary 

form also developed because of the English influence. 

The Parsees also were influenced by the Britishers in Gujarat 

who were basically foreigners to this land. To nourish their 
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culture and art as also to establish their own identity, they 

started imitating the dramas after watching them which 

Britishers called for their own entertainment. They presented 

the translations of the English plays. Thus with the 

presentations of the dramas, the artists of the Parsee 

community tried to get their identity and became successful in 

gaining the social & political faith of the king and their people. 

This activity gave an inspiration to the Gujarati Theatre 

passionate to have their own theatre. Hence this way under 

the influence of the western literature, initial literarily 

personalities started presenting the translated, adopted and 



original plays. In this way the the form of the modern Gujarati 

Theatre got its shape mainly under the influence of the 

western literature and the Gujarati Drama (Theatre) is 

influenced in many ways, during the period from „Reformer 

Era‟ to Neo Modern Era‟ of Gujarati literature. 

In the medieval period Bhavai was the main source of 

entertainment while in the following Reformation Era Bhavai 

became a tool for social reformation. 

It is true that the traditional Bhavai, during its formation 

period from 14th century to 19th century fulfilled the purpose 

of mass entertainment and mass education but the new 

generation brought new changes in its acting and also brought 

varieties in its presentations aiming to sustain their 

permanent patronized audience, to avoid boredom in the 

performances, to make the performance more interesting. In 

this process, some vulgar elements entered in Bhavai. Old 
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Gujarati Theatre came into existence in the end of the 19th 

century. The owners of the old Gujarati Theatre or say 

Professional Drama Troupes, attracted the actors of the 

traditional Bhavai actors towards the Professional Gujarati 

Theatre whereas during this time some of the literary learned 

persons criticized these vulgar elements mixed in the Bhavai 

form. Propaganda was made against Bhavai and articles were 

written. Thus, the glory of the Bhavai tradition came to an 

end due to opposition from the old Guajarati theatre owners 

and the learned literary personalities. 

In the beginning part of the “Reformation Era” of the modern 

Gujarati literature, when the British rule became firm, 

universities were established to upgrade the level of education 

by English system of education. Industrialization and the 



machine culture came in the form of the mills when the 

Gujarati society was suffering by ill customs, wrong social 

traditions, fanaticism and superstitions. During this period 

Gujarati literature got a boost as literary creators educated in 

English system are seen giving essence of the reforms during 

this era of renaissance. The drama being the form of 

literature, having close association with the day today life, the 

playwrights belonging to the reformer era expressd their 

essence of the reformation through the medium of drama. 

Dalapataram and Narmad also with the only aim of social 

reform and that of making Bhavai free from the vulgar 

elements, wrote plays going away from the existing currents 

of the professional Gujarati theatre. This era is known as the 

„Reformation Era‟ in the Gujarati literature. Because of their 

contribution in the literature, this era from A.D. 1845 to A.D. 
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1886 is also known as “Dalapat- Narmad era”. Basically both 

Dalapat and Narmad were souls of a poet. On getting an 

opportunity, they wrote “Mithyabhiman – ि भथ्माि बभान” and 

“Tulaji Vaidhavyachitra - तुऱजी लैधियमचऽ” respectively by using 

Bhavai elements. Similar to his previous plays „Lakshmi-रआभी‟ 

and ÔStri Sambhashan-स्तय ्ी वॊबाऴण‟, Dalapataram also selected 

social theme for „Mithyabhiman – ि भथ्माि बभान‟. His last 

dramatic creation „Mithyabhiman – ि भथ्माि बभान‟ became his 

first farcical play on the Gujarati Theatre. May be an easy 

reason for this could be that the understanding for the 

western farce was not developed in Gujarati literature”. [1] 

Dalapataram wrote this play not with his self intuition but to 

take part in a competition by sending a farcical essay in 



dramatic form. At that time a word „essay‟ was being used for 

the dramatic script. As being said previously, the purpose of 

the gentleman who gave the prize of `.100/-was Thakkar 

Govindaji Dharamsinh of Kutch & Mandavi with an aim of 

social reform. Over and above this purpose, Dalapataram has 

another purpose also in his mind. He says: „In our country, 

“Bhavaya-बलामा” people perform dramas in which they speak 

vulgar words. Hence, it is not viewable for good people; 

therefore it is very much necessary to have books of 

improved dramas‟ [2]. It is very clear that in Dalapataram‟s 

[1] Ref: Book: Gujarati Sahitya no Udbhav Vikas: Page 63: by Dr. Mahesh 

Choksi 

[2] Ref: Book/Text: Mithyabhiman: Page 18: by Dalapatram Dahyabhai 
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mind, there is a purpose of social reform and making Bhavai 

free from the vulgarity. Hence the play „Mithyabhiman – 

ि भथ्माि बभान‟ has become a purposeful farce. 

The play „Mithyabhiman – ि भथ्माि बभान‟, in its 8 acts and 15 

scenes gives voice to the problems of the mismatched 

couples, rigid social customs, ill-traditions etc, whereas it also 

throws light on the role of an individual in the society and 

makes his evaluation in reference to the society. 

This type of attitude was adopted by the literary personalities 

of the reformation era in their creations. We can see triple 

influence on the play „Mithyabhiman – ि भथ्माि बभान‟ that of 

Sanskrit Theatre, English Play and Traditional Bhavai. In the 

beginning the invocation of deity at the commencement of 

work like „Nandi‟, character of „Sutradhar‟, „Vishkambhak‟ - 

opening part of an act in which actor narrates incident(s) not 

exhibited on stage, similar to „Bharat Vakya‟ which is said in 



relation to the end of the play by Sutradhar and words for the 

welfare of the audience and the poetic verse of advice coming 

in the play are revealing the influence of elements from 

Sanskrit Theatre. Here its use is not with the purpose of 

supporting the drama but to maintain the tradition. In the 

play the format of „अॊक‟ and „ ूलेळ‟ are planned similar to that of 

„Act‟ and „Scene‟ in the English play. In the play act is 

changed when the locale is changed and new scene is opened 

when new character enters. Moliere - the well-known 

dramatist of 17th century France also used to plan new 
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scenery with the entry of a new character but this was known 

as scene only. Also when there was a change in the locale, he 

used to plan another act. Hence, here in place of „Swang- ुःलाॊग‟ 

and „Prakaran- ूकयण‟ we can clearly see the influence of 

Moliere in the planning of „Act‟ and „Scene‟. 

The way Moliere was aiming to give picture of the social 

reality by exposing human weaknesses through farce, in the 

same way in this character oriented farce „Mithyabhiman‟, we 

can see the entertaining presentation of the naturally common 

human specialities and absurdities by using the 

characteristics of „ताताथई ताताथई„ in Dalapataram‟s this play. 

During the same time in 1863, “Tulaji Vaidhavyachitra- तुऱजी 

लैधियमचऽ” is written by Narmad which was written in the form 

of drama in literature, with the desire to express reformation. 

This play created in 3 acts and 12 scenes is also written under 

western influence. Like Dalapataram, Narmad also arranged 

„Nandi‟ of Sanskrit Theatre at the invocation of deity at the 

commencement after realizing the importance of the prayers 



for God. Like in „Mithyabhiman – ि भथ्माि बभान‟, Narmad also 

makes plot development using the words „अॊक‟ and „ ूलेळ‟ but 

here the plot development seems to be loose. Some of the 

„ ूलेळ‟ are very short and completes very fast. For example: 

the 3rd scene of the 1st act. This being Narmad‟s first creation, 

he has been unable to make proper plot development. The 
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purpose behind the play „Mithyabhiman – ि भथ्माि बभान‟ is 

focused more towards human tendency along with that of 

social reforms hence the treatment of the play has been done 

explicitly. In the play „Mithyabhiman – ि भथ्माि बभान‟, 

Dalapataram has given secondary importance to the story 

about the mismatched couple. In the 4th scene of the 2nd act 

only by arranging the scene in which Ganga – a friend of 

Jivaram Bhatt‟s wife Jamana, immediately concludes the 

entire talk about Ganga‟s sorrow, because writer‟s main 

purpose is to project the human misery and not the the 

reformation of married life. 

Later in act 5th, it seems that Dalapataram has arranged the 

scene of „ि भॊमानुॊ पायवÕ by showing resistance to the outrages, 

arrogant attitude which we suffered; he symbolically ignores 

them and makes their fun. Also through scene, he 

accomplishes the proverb generally used for Muslims that 

“ि भमाॊ ऩड़ ेतो ऩण टॊगड़ी ऊॊ ची”. But if we evaluate this scene of 

„ि भॊमानुॊ पायवÕ in today‟s situation, it appears to be insignificant. 

Opposite to the Dalapataram, Narmad in his play “Tulaji 

Vaidhavyachitra- तुऱजी लैधियमचऽ”, presents the character of 

„Pathan‟ as a villain. Thus, the attitude of the modern literary 



was of the type that they presented their anger against the 

Muslim rulers in their creations as and when there is an 

opportunity or they created such opportunity to show them 

negative shade or as a foolish character. 
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In the play „Mithyabhiman – ि भथ्माि बभान‟, the Rangalo of the 

traditional Bhavai has relation with all the characters. He by 

giving voice to the inner soul of characters, he impartially 

comments on every subject and situation. But in Narmad‟s 

play, „Rangalo‟ plays dual roles. He is seen as Sutradhar and 

also as traditional Rangalo. In the play „Mithyabhiman – 

ि भथ्माि बभान‟, writer has synthesised two traditionally basic 

characters – Sutradhar of Sanskrit tradition and Rangalo of 

traditional Bhavai. Sutradhar uses various shlokas and poetic 

verses in his typical style as a part of the summary of the 

scene. Whereas Narmad has incorporated our traditional 

mourning folk songs sung at the time of death in various 

scenes as required. This way, both the writers are determined 

to preserve heritage of our poetic culture. Both these play of 

the beginning period have used the spoken language having 

regional touch, in place of pure and literary language. 

During the time when the plays of reformation era came into 

existence, the Gujarati Theatre was developed under the 

power of business people only. From the professional point of 

view, the plays of Narmad were written with the clear purpose 

of making earning for livelihood, performance of which may 

have benefited Narmad, but his play “Tulaji Vaidhavyachitra- 

तुऱजी लैधियमचऽ”, written with the purpose of social reform, was 

not of any use to the society. He fails here as a playwright 

because he makes fun of a widow instead of showing her 



piteous situation and her survival for dignity. May be it is 
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possible that his writings were affected by the contemporary 

farcical Parsee plays (he was associated with K. khusharu 

Kabaraji‟s drama troupe as a writer). Thus in “Tulaji 

Vaidhavyachitra- तुऱजी लैधियमचऽ”, the dignity of women is not 

projected. Dalapataram who drew an intense picture of social 

reform by creating his pay „Mithyabhiman – ि भथ्माि बभान‟, 

presented an example that Gujarati play should be of this 

type and quality. The tragedy here is Dalapataram wrote this 

play in the year 1870 but its systematic performance was 

done in 1955 only. It is not the fact that the society was 

improved during reformation era. The western dramatic 

current and the vulgarity which entered in traditional Bhavai 

were very much there due to which it was ignored by the elite 

audience. The social reform was only superficial. During this 

period, the learned persons like Rajchhodbhai Udayram 

expressed their disgust by creating respectable plays. If he 

would have taken positive attitude towards Bhavai, then the 

disgrace which the Bhavai form wrongly received during that 

time could have been avoided and inherent power of Bhavai 

to attract audience would have been better utilised creatively. 

In that case, we would have received answer to the universal 

question for indigenous theatre years before! 

Thus one thing is very clear that Dalapataram and Narmad did 

not made any futuristic understanding while writing these 

plays but they wrote them unknowingly as they were not 

having any optional folk tradition except Bhavai. Hence its 

influence is seen in their plays. If we look back today, we can 
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see that the seed for the indigenous theatre for which we are 



desperately searching for, were sown by Dalapataram and 

Narmad unknowingly. Later, learned personalities like C. C. 

Mehta and R. C. Parikh made use of the Bhavai elements 

keeping their presence of mind and added to the appeal for 

the Regional Gujarat Theatre. 

After this Reformation era, the period of A.D.1887 to A.D. 

1905 is known as „Scholar‟s Era‟ or „Pandit Era‟. Our Gujarati 

professional Theatre troupes, who were established under the 

influence of the western currents, considered melodrama as 

sure sign for the success for the plays. The Gujarati 

Professional Theatre brought in the artificial acting with 

dialogues in shouting voice, gorgeous and grand settings, 

trick scenes etc on the stage. The common man in the 

audience used to buy tickets to get entertainment hence to 

satisfy his attitude of „value for money‟; the drama company 

owners used to give them plays as per their interest. 

The Gujarati Professional Theatre expanded their boundaries 

to Ahmadanad, Surat, Vadodara and other small and big 

towns instead of limiting it only to Mumbai. Between these 

situations, the soul of the Gujarati plays was getting 

suffocated. 

On the other hand, due to these reasons, “Importance of 

Bhavai‟s folk tradition which attracted huge audiences for 

such a long time, is seen dying in the beginning of the 

twentieth century because of the non-progressive and 
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distorted presentation material. The tools of entertainment 

resulted out of the new situation of the industrialization and 

urbanization also limited and diluted their effectiveness. (i.e. 

arrival of cinema). Under the influence of the spread of 

education and development of the literary interest the disgust 



of the society is developed (false prejudice and rigidity are 

developed) are in addition. So somewhere and sometimes, 

Bhavai is mentioned, as a forgotten tradition. This situation 

gets drastically changed in twentieth century. On getting 

attention of the cultured and drama passionate people, 

towards the dramatic application, scene effectiveness and 

savouriness of Bhavai, during the later part of the twentieth 

century, for its improvement, revival and to cope up with the 

modern hobby of acting sincere and enthusiastic efforts are 

being made for its alliance.” [1] 

Addition of the literary values to the Gujarati plays after 1920 

are seen on the stage. There also was addition of elite and 

cultured people in the audience. Now people were not seeing 

drama as mere tool of entertainment but it started receiving 

preference as a mirror of the society. Later as time passed, 

listening to the appeal for the better literature for the theatre, 

Ramanbhai Nilkanth wrote a neo classical play “याइ नो ऩलतद‟ 

taking help of the verse “वाॊइआव ेवफकुछ शोत शै, भुज फॊदेवे कछु 

नाशीॊ, याइकु ऩलतद कये, ऩलतद फागेज भाशी” from the 500 years old 

Bhavai “रारजी सभणमायनो लेळ” whereas later, the promulgator of 

[1] Ref: Book: Gujarati Sahitya no Udbhav Vikas: Page 43: by Dr. Mahesh 

Choksi 
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the new Gujarati theatre, C. C. Mehta wrote his plays „भेना- 

ऩोऩट‟, „शोशोि रका,‟ „आगगाड़ी‟ etc incorporating literary elements 

and taste of the people. He wrote socially viable plays which 

can satisfy the taste of every member of the society belonging 

to learned class to the common class. Thus by making use of 

the Bhavai elements and deeply studying the day to day life 



problems, C. C. Mehta presented pure and virtuous plays 

before the society due to which the misunderstanding about 

Bhavai got eliminated from the society. 

The triple effect of Sanskrit, English and Folk Drama which is 

seen during Reformation Era is also seen in different way 

during Pandit Era, Gandhi Era. During this time period, 

cultural consciousness got awakened in our learned persons 

due to the contact of the western scholars, literary 

personalities and education. The judgemental capacity of 

understanding the good and evil factors of Indian and 

Western culture also got developed hence with the purpose of 

diminishing influence of the western currents on the Gujarati 

mentality and to bring originality, C. C. Mehta‟s fellow student 

Rasiklal Chhotalal Parikh created a play „Mena Gujari-भेंना 

गुजयी‟ full of literary values having colloquial touch by 

incorporating verses from Gujarati poetics, Duha, Garaba, 

Rasa etc. We can see that his aim in writing this script was to 

upgrade the standard of theatre by eliminating the over 

entertainment and lack of literary values prevailing in 

professional theatre. By naming the scenes as „जवलनका‟ this 
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play is formed in 9 scenes. Commencing the play in the 

traditional style, the writer presents the leading actor (Nat 

Nayak) in the role of Sutradhar of Sanskrit drama and 

Granthik of mythological storytelling, who is impartially 

witnessing the whole situation, and thus amalgamates the two 

traditions. In the play „भेना-ऩोऩट‟, which is a satire on the 

blunders of modern medicinal surgery created due to the over 

enthusiasm, Rangalo is playing the role of Sutradhar 

becoming a link between the actor and the audience showing 



promptness in breaking the tradition of the preface. In the 

play „शोशोि रका‟, C. C. Mehta introduces the vesh through the 

character of Holaguru, (who is an alternative character for 

Rangalo), eliminates the traditional entries - „Aavanu‟ of lord 

Ganesh and Goddess kali and arranging only the traditional 

Bhavai rhythmic steps „ता... ता... थै... थै...‟ not forgetting its 

importance in traditional Bhavai. 

In the plays of C. C. Mehta who is familiar with the Western 

and Indian Folk Drama - Bhavai, the character of Rangalo is 

seen included artistically through his behaviour, dialogue 

delivery etc in various forms. During the later life, C. C. Mehta 

started to write plays which got through people‟s taste and 

values. 

In the character oriented plays of reformation era and mainly 

in Mithyabhiman Rangalo is seen peeping through and 

enacting the role of inner state of mind of the other 

characters in the play. But it is differently presented in the 

situational plays of Gandhi Era. Here he is seemed to be found 
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in the role of a narrator. Similarly to the traditional Bhavai he 

plays the role of narrator in the play by which the importance 

of the plot is reduced and effect of alienation is created. In the 

traditional Bhavai, Rangalo observes every situation of the 

vesh. Remaining silent witness and showing his presence of 

mind during the performance he makes comments and the 

takes the vesh further. 

During this time period, amateur drama artists must have 

entered in performing one act plays along with the full length 

plays. Like in western countries, development of the Indian 

one acts play is linked with the rising of the amateur theatre. 



As a result of the efforts made by Shri Chandravadan Mehta in 

popularising the amateur theatre, the newly developed field of 

one act plays became more and more popular. Creation of the 

one act play „शोशोि रका‟ is a result of such efforts made in 

popularising one act plays. Other speciality of this playwright 

of Gandhi Era, is he created plays in all the three formats i.e. 

one act, two act (Rangalika – 1940) and three act that by 

making use of Bhavai elements. Thinking about the prevailing 

situation at that time and that of today‟s time, we can 

understand that when there were dramatists who were unable 

to understand even one dramatic format, creating plays in all 

the above formats he gave direction to those playwrights and 

gave indications of the future trends of the theatre as well. By 

the above observation it is revealed that in his subconscious 

mind he took firm decision of creating special image for the 

indigenous theatre. 
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As a result of his conscious efforts in establishing new theatre, 

people‟s theatre, he created plays which can satisfy the taste 

& interest of the elite and common class of the society. He 

incorporated social problems, individual conflicts, songs, 

music, dance and drama in his plays, which were different 

than the normal currents of the existing theatre. By this he 

was successful in creating extraordinary impression hence he 

is considered the leader of the modern theatre. 

In the plays belonging to Gandhi era, social approach is seen 

more instead of reformation approach of the Reformation Era 

hence subjects like ugly faces of society, extra marital affairs 

are treated in the plays. The way Dalapataram creates 

„Mithyabhiman – ि भथ्माि बभान‟ taking two main drama benefiting 



aspects of Bhavai, namely social farce and stage-ability skills. 

In the similar way, being aware of the stage techniques, a 

play „भेंना गुजयी‟ is created by R. C. Parikh which is able to 

preserve literature and stage both by taking basic typical 

feature - „ता... ता... थै... थै...‟, using minimum stage property 

and creating various locales through acting. In the play „भेना- 

ऩोऩट‟, „शोशोि रका,‟ C. C. Mehta making use of farcical style, 

exposes human weaknesses very effectively. 

From the story about the formation of Bhavai format we know 

that „Jahanroz‟ - the province governor of Alluddin Khilji, 

kidnapped Ganga – daughter of Hemala Patel, who is host of 

the priest Brahmin Asait Thakar, and keeps her in his camp as 
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a prisoner. When Brahmin Asait Thakar gets this information, 

he eats food cooked by kanabi Ganga who is like her daughter 

to set her free. Due to this, the Brahmin community expels 

Asait Thakar from their cast. Similarly while talking about the 

story of „भेंना गुजयी‟, in the play; outrages of Mughals are 

presented through the Ballad of „गुजयी नो गयफो‟. Here, Mena 

and her friends are imprisoned by the soldiers of the emperor. 

The mental attitude of the Mughal is depicted form this 

incidence. On getting this information, the people of 

Gadhgokul fight a war with the emperor and get their ladies 

free. Thus projecting Muslims here also in negative shade the 

play moves forward. While observing the theatre of this time, 

we can see that the playwright who should get the highest 

position in the theatrical activities, were neglected in the 

Gujarati Professional Theater by actors and by audience, 

considering them as of no importance. Looking such 



miserable condition of playwrights on the Gujarati Professional 

Theatre C.C.Mehta made utmost efforts in saving the theatre 

from over entertaining acts and exaggerations in the 

performances to make it beneficiary activity to the people, 

which is indicatively seen in the plays „भेना ऩोऩट‟ and „शोशोि रका‟ . 

For example, in the beginning of the 2nd act of the play „भेना 

ऩोऩट‟, Rangalo who is representing the character of C. C. 

Mehta enters the stage and informs to the co-actors that the 

character preparation in the play has not been done properly. 

Also he makes ingenious accusation that actors are not 

justifying the play which is written by him. In his another play 
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„शोशोि रका‟, introduction of playwright is staged, before the 

audience. 

शोरागुर: आ नाटक नाभे शोशोि रका जे कोने रख्मुॊ कशेलाम? 

जीजीबाई: चॊि लदन भशेताने नाभे जे दय लाते लॊकाम! [1] 

Thus C. C. Mehta agrees with the strong view of J. B. Prestly 

that: “genius playwrights must receive the highest place and 

social status in for the prosperity of the theatre”. J. B. Prestly 

states that: “If the status of the writers is low in a theatre it is 

always a bad theatre. Whenever a theatre makes history you 

will find that it has its own dramatists prominently associated 

with it”. [2] 

Thus both these magnanimous playwrights – C. C. Mehta and 

R. C. Parikh, did not keep Gujarati Professional Theatre in 

mind while writing their plays but they created plays which 

can satisfy the taste of the elite and common class of the 

society, which covers the social problems, individual conflicts 

and are full with songs, music and drama. 



In parallel, the professional theatre praised young director 

writer Jayanti Patel alias „Rangalo‟ whose plays dazzled and 

impressed the audience through its stage techniques. This 

post independent play „नेता-िअबनेता‟ was written and performed 

by him using outer form of Bhavai. Though it was written 

keeping in view the professional theatre, he modernized the 

[1]Ref: Book/Text: Hoholika: Page : by C. C. Mehhta 

[2] Ref: Book:Gujarati Sahitya no Udbhav Vikas:Page 7: by Dr.Mahesh 

Choksi 
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traditional Bhavai format through creation of new vesh (नेतानो 

लेळ, िअबनेतानो लेळ). He presented this play with the aim that 

people can understand its inbuilt elements of social 

awareness, mass awakening and entertainment through 

experience. Playwright has no hatred or feeling of malice for 

the politicians. His sarcastic remarks are towards the greed 

for power in human nature. It is for the political games that 

are played to sustain the power after tasting it. In the 

„िअबनेतानो लेळ‟ the playwright is unhappy looking at the 

deteriorate condition of film line expression of which he makes 

through this vesh. In this play we can see politics of 

sustaining ego, power and money. Humanness within man is 

dead and there is nothing like ethics in people working in this 

field. Therefore the playwright awakens us through this vesh 

to think, observe and make self analysis and divert our 

attention towards self search. Later, Pravin Joshi by acting 

and directing the play „भोती लेयाणा चोकभाॊ‟ written by Ramaji 

Vania makes its successful performance under the banner of 

I.N.T. (Indian National Theatre). After 1960, modern 

playwright Bakul Tripathi for the first time presented the then 



prevailing sociio-political situation and the changing human 

life values and their attitudes towards life in his three act play 

„रीरा‟ using traditional Bhavai elements. Bakul Tripathi is a 

leading humorist of sixties who sustained heritance of the 

Gujarati literature. He has explored various literary fields. 

Drama is no exception from it. Bakulbhai has given many 

[1] Ref: Book: Gujarati Sahitya no Udbhav Vikas: Page 3: by Dr. Mahesh 

Choksi 
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original and translated plays. „रीरा‟ is one of them which is 

written using Bhavai elements. While talking about this play 

Hasit Mehta says: 

“This original farce of shri Bakul Tripathi is our own play in its 

true sense. „Lila‟ talks about today‟s human beings. The play 

is of power covetous. The play is of hypocrisy and ardent 

longing, of telling something, of making everyone to think 

about. „Lila‟ makes everybody laugh, but more than that it 

puts before us the vision that how laughable life we are living. 

He shows present time‟s human beings on the stage to put 

before us, a true picture of the facts that how much stunted 

our weaknesses, our covetousness have made us. Due to this 

reason also, „Lila‟ is becoming a special creation.” [1] 

Thus the above mentioned analysis also applies to the play 

„नेता-िअबनेता‟ very easily. 

We get an example of the changes we observe in Bhavai in 

the modern time from this play through the „Aavanu‟ of 

Rangali. Rangali is brought on the stage by singing a different 

and pertinent „Aavanu‟ song than the traditional one. Later in 

the play in 2nd and 3rd acts the „Aavanu‟ of various characters 

are also arranged which are in traditional form. „Aavanu‟ of 



contractor, „Aavanu‟ of political leader, merchant, government 

secretary etc are arranged. 

Thus first time any playwright has presented „Aavanu‟ of two 

[1] Ref: Ph.D thesis: Hasya Sarjak Bakul Tripathi–Ek Abhyas: Page 132: 

by Hasit Mehta: 
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different styles in a play by systematically presenting two 

different ideologies. As also how easily one can shift from one 

vesh to another vesh is shown by connecting verses of 

„Zanda-Zulan no vesh‟ to the verses of „Adava Vania no vesh‟. 

The story in „Adava Vania no Vesh‟ is, Adavo and Teja is a 

mismatched couple. The old aged Adavo is unable to provide 

any kind of happiness to Teja. On the other side Teja tired of 

this situation, falls in love with a young police officer of the 

Unjha town. 

While addressing her husband Adavo, at the end of the vesh, 

Teja says: 

तेजा: याज, आ आगऱ थी आयमा तभ ेअने लाॊवेथी आयमा अभे 

आ शल ेआल ेछे जॊदो- झूरण, तेन ेजइए छे अभे! [1] 

The story continues in next vesh. 

Conceiving this idea, playwright Bakul Tripathi, in his play 

„Lila‟ incorporated all the six scenes in one thread to create 

the play. He has made the plot more compact by interweaving 

the veshs and its characters of 2nd and 3rd acts, with the aim 

to help the plot development and its acting part. 

For example: Ranglal, in the character of building contractor 

cheats Premalo and Premali and swallows up their money but 

shows his grief and later feels sad about his act. As a part of 

his repentance he decided to serve the people becoming a 

[1] Ref: Book: Bhavai: Page 256: by Sudhaben Desai 
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political leader. This way coming out from one vesh he enters 

another vesh. He coming out of the vesh (charater) of 

building contractor enters the vesh (charater) of Rangalal 

Neta. The play does not get adversely affected due to this 

type of co-ordination. 

This way, Rangalal in the play „Lila‟ and Rangalo in „Neta- 

Abhineta‟ play a character of „Abhineta‟. At the end of the 

play, results of the elections are declared and the peon Lallu 

has won the election so he sits on the chair of power wearing 

suit but keeping peon‟s red cap on his head and later decides 

to struggle for becoming an actor leaving aside the dream of 

becoming a political leader. 

We can see from the above given example, the variety of the 

dramatic forms successfully presented, first in the play „Neta- 

Abhineta‟ and second time in the play „Lila‟. But we could see 

use of outer form of the Bhavai elements in both these plays, 

hence the Bhavai vesh is not getting transformed in to a play. 

This way, we can see that the playwrights belonging to the 

Gadhi and post Gandhi Era also used Bhavai elements in their 

creations of professional or amateur dramas and proved its 

social value. Later Chinu Modi, Hasmukh Baradi, Sitanshu 

yashshchandra and playwright of the Neo-Modern Era Pravin 

Pandya used creative ideas of Bhavai as per his own 

understanding. These playwrights crated their plays namely: 

„Jalaka‟, „Rai no Darpanray‟, „Kem, Makanaji Kyan Chalya?‟ 

and „Hathiraja‟ and presented them before the audience in the 

various and interesting ways. 
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Around in 1980, the mass entertaining modern media like All 

India Radio, Television and Films proudly raise their heads. 

Theatre was massively affected because of the popularity of 



these media as bigger portion of theatre going audience 

reduced being attracted to television and colourful films. The 

theatre artists facing this situation, started thinking anew 

about the role of theatre. Due to this ideology the 

manifestation spreads from the play „Jalaka‟, Rai no 

Darpanray‟, Kem, Makanaji Kyan Chalya?‟ to the post modern 

play „Hathiraja‟ (and later it will manifest further) and 

advances towards the Total Theatre. Thus the Gujarati 

Theatre is trying to walk hand in hand with the present Indian 

Theatre. Hence this way the purpose of the theatre is changed 

today progressing from the Reformation Era. It tries to take 

care that the society is not been placed in the ridiculous 

situation under the present socio-political circumstances but 

provokes them to think about instead of making them laugh 

and advising. Because of the creative use of salient Bhavai 

elements, today‟s drama has become purposeful. These plays 

are being written and performed with the purpose of bringing 

awareness and to take the message to the people‟s mind. 

As we have seen that in the plays of Narmad and Dapalat, the 

prologue is used not for benefit of the play development but is 

used to practice the tradition. In the plays of the Gandhi Era, 

it is used in a different way, for the purpose of communication 

i.e. as a link between the actor and the audience. In the 

modern play „Jalaka‟ the playwright has given indications of 
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the future conflicts between Jalaka and her son Rai using the 

Bhavai format in the prologue and showing differences about 

their nature. 

Sintanshubhai has slowly shown the process of transformation 

of an actor in the character before the audience through the 

character of Nayak in his play „Kem, Makanaji Kyan Chalya?‟ 



who gives instructions about his character to the actor who 

then plays a role of Makanaji in the play. Whereas in the play 

„Rai no Darpanray‟ in the beginning of the play, characters 

enter the stage singing and dancing and opens the play like it 

is done in Bhavai. Thus we can see that the constitutional 

formats of Bhavai performances are not applicable when a 

play is performed using its elements. Here the playwright 

makes use of various Bhavai elements like songs, music and 

dances as per his own beneficiary requirements in treating 

and creating his play. 

The beginning stages of modern theatre i.e. from the 

Reformation Era to Pandit Era, generally the playwrights were 

used to write lengthy plays – form 4 acts to 10 acts, for 

example: „Mithyabhiman‟, „Rai no Parvat‟, Mena Gujari‟ etc. 

Whereas, during post independence theatre the popularity of 

the one act, two act and three act plays have been increased 

due to their experiments in the theatre techniques and 

subject varieties. 

In the plays of the Reformation Era and Gandhi era we can 

see combination of Sutradhar from Sanskrit Theatre and 

Rangalo of traditional Folk Theatre which is appearing as a 

witness of the total dramatic incident. In the modern play 
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„Jalaka‟ he introduces the plot by employing character of 

„Rangali‟ with that of „Veshgor‟. 

In „Rai no Darpanray‟ the play begins by actors and actresses 

of the theatre. Whereas in „Makanaji...‟, the boy (Nayak) 

appears to conduct the show and in post modern play 

„Hathirja‟ Pravin Pandya gives re-birth to Asait and Mandan 

as characters. This way the previously seen Sutradhar, now 

appears detached in the post independence plays and comes 



only as a mixed result of the traditional and modern Bhavai. 

If we talk about the theatre before sixties, then in the play the 

event or happening was at the centre. Before that in 

Reformation Era, valuation of human was carried out. During 

and after sixties, because of capitalistic economic system, 

socio-cultural situation has changed. In this time of industrial 

revolution the mental inclination was to create plays keeping 

human being in centre and focusing on the subjects like 

problems of exploited and exploiters and problems related 

with their life struggle. Due to this, we can see dramatic 

experiments, variety in subjects and various shades of 

languages in the plays. Subjects wise, in „Kem Makanaji Kyan 

Chalya?‟ Sitanshu Yashshchandra documents human search 

for truth and happiness at universal level. 

Chinu Modi talks about the dignity of women in „Jalaka‟. At 

first Narmad in his play „Tulaji Vaidhavyachitra‟ talks about 

society which looks at women as an object for enjoyment, the 

limited role of women in the society and about society‟s 

attitude towards women through the character of Tulaji. 
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Later, R. C. Parikh, the playwright of Gandhi Era, through the 

story of „Mena Gujari‟, presents respectable status of women. 

As a result of this diversified attitude of modern society, today 

we can see the equivalent status for men and women in the 

society. This way we can see glimpses of changed social 

attitude in the play „Jalaka‟. Hasmukh Baradi also showing 

little different perspective than „Rai no Parvat‟, writes a play 

„Rai no Darpanray‟ creating mass awareness and by giving it a 

universal appeal instead of limiting it to place, time and 

action. Thus we also get a play „Hathiraja‟, which is heading 

towards concept of „Total Theatre‟ and is presenting present 



and contemporary socio cultural problems. In Bhavai the 

audience is kept alert effortlessly. In the play „Hathiraja‟ the 

playwright Pravin Pandya, gives rebirth by showing unlimited 

power of Bhavai by bringing Bhavai as a character on the 

stage and creating revolution and mass agitation due to which 

the king Kanaknandan gets defeated. Giving a form to the 

imaginary subject, that „शाथणी कऱळ ढोऱे ए याजा ि नभाम‟, the play 

itself carries out the action of finding the solution instead of 

making the audience think on the situation presented and 

finds its solution. A never before approach is seen in this new 

play. We cannot deny this directive for the future of Gujarati 

plays! If we talk about the creativity element in dramatic 

subjects, „Mena Gujari‟ is based on the melodious tale‟Jalaka‟ 

and „Rai no Darpanray‟ were based on Mahipatram Nilkanth‟s 

well-known play „Rai no Parvat‟ which was based on a poetic 

verse from „Lalaji Maniar no Vesh‟. In „Makanaji...‟, Sitanshu 

Yashshchandra has made an attempt to place mythological 

tale in the contemporary context. Thus we can see that, on an 
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average, the experimental attitude has become stronger in 

the modern and neo modern playwrights. 

Against the plays of Gandhi Era and before that time, the 

dramatic techniques of the modern plays have become more 

relishing and attention seeking. For example, in the play „Kem 

Makanaji Kyan CHalya?‟, Makanaji‟s inner mind is presented 

through a character on the stage in which the techniques of 

„frightened and calm‟ voices project the uncertainty of 

Makanaji. Through Makanaji‟s pure, tranquil, realistic vision 

and practicable approach, playwright is directing us towards 

the deep understanding of spiritual philosophy. In the play 

„Rai no Darpanray‟ also to present the mental conflict of Rai, 



technique of presenting Rai 1 and Rai 2 is arranged. Neo 

modern playwright - Pravin Pandya, in his play „Hathiraja, 

shows three monkeys of Gandhiji with totally different 

interpretation to present the deteriorated democratic situation 

of India and exposes the poor mentality and selfishness of the 

present society. 

We can see that role of chorus and the poetic songs is also 

been used in the plays with a specially purpose. Narmad and 

Dalapat have made use of chorus only as a singing group in 

their plays „Tulaji Vaidhavyachitra‟ and „Mithyabhiman‟. Here, 

to project the situation, traditional mourning songs are used 

as per the scene in the play „Tulaji Vaidhavyachitra‟ whereas 

songs of pun are used in both the plays. In „Mithyabhiman‟ 

play, Sanskrit verse is used by chorus as per the situation. In 

the plays belonging to the Gandhi and post Gandhi Era, the 
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chorus is according to the traditional Bhavai form. In „Mena 

Popat‟ the characters enter singing and dancing. In „Hoholika‟ 

Holaguru introduces the plot for the play using Bhavai 

characteristics. In the same play after every verdict by the 

judge, Holaguru comments as „न्माम तो कज्जर 

काजी का‟, „न्माम तो कॊ फर काजी का‟, „न्माम तो फॊडर काजी का‟ to show 

how much corrupt and dirty our judicial system is! 

In the beginning of the play „Mena Gujari‟, future predicting 

prayer and seasonal song represents the emotions of Reva 

and Hiraji through the song in the form of question and 

answer. And the folk dance „Rasa-याव‟ which is performed for 

expressing enjoyment actually conveys opposite emotions. 

Mena‟s brother in law who has brought „Anu-आण‟ु plays „Rasa‟ 

along with the youngsters of Mandavgadh. On the other side, 



unknown to the fact that tier ladies are kept in prison by the 

emperor, the people of Gadhgokul play Ras to pass the time 

while waiting for their ladies to return. 

This way in the plays of Gandhi Era, poetic songs are used to 

protect our traditions and folk games as also for conveying 

plot compilation and character‟s conflicts. 

In the modern and post modern plays, chorus is used 

appropriately and truly as per the dramatic need. In „Jalaka‟, 

„Kem Makanaji...‟ and „Hathiraja‟ chorus is used as per Bhavai 

tradition to arrange for the „Aavanu‟ of the main characters. . 

In „Jalaka‟ to advance the plot, the death of Parvatray is 

presented through chorus. In this play Parvatray‟s inferiority 

is shown by a song „अजफ गजफनो जाद.ू..‟ which also shown 
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Jalaka‟s love for her son and also shows queen Lilavati‟s crazy 

attraction for the young Parvarray. To bring out the politically 

shown attitude in the play „Rai no Darpanray‟, writer has 

shown Spectator Chorus and Darpanpanthi as original 

characters on the stage. These people through flash back 

technique show the past event in the present by eliminating 

the time-place barrier. They also make analysis of the 

prevailing situation in the state by discussing amongst each 

other. Here people have no interest in this or that king but are 

interested in any ruler who work for the benefit of the people. 

Displaying universal problems, the playwright successfully 

puts this song before us „Amuk ke Tamuk‟. . In „Makanaji…‟, 

the theatre troupe on entering the stage plays various 

character and to show the wandering of Makanaji to meet 

Amathabhai, the chorus song „Kacha Paka Saranama…‟ is 

used which creates Brechtian tool for alienation effect. 

In the post modern play „Hathiraja‟ also use of „Rasa‟ is done 



in different way than it is done in „Mena Gujari‟. Here „Ras‟ is 

used to present human behaviour, and work carried out 

through inter personal selfish relations. Like „Mena Gujari‟ 

future indicating prayer in the form of „Hanuman Chalisa‟ is 

used in „Hathiraja‟. The way in „Mena Gujari‟ Goddess 

Kalimata becomes saviour, in „Hathiraja‟, Hanumanaji gives 

strength and faith to fight situation. In „Makanaji...‟, Nayak 

while teaching the Indian philosophy tells Makanaji that “the 

moments of happiness and sorrow are destined to come in 

human life. Hence Makanaji will have to face every situation 

without leaving his faith. Thus Nayak mentally prepares the 

actor who is to play the role of Makanaji and we can see that 

the playwrights of this time have interwoven the individual 
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loneliness, helplessness and self respect in the poetic songs 

which are dramatically appropriate. 

We get the same use of colloquial words and language in the 

plays of Gandhi and post Gandhi Era which was used in the 

traditional Bhavai. C. C. Mehta, believing that the names of 

the characters should be as per their roles in the play has 

named them according to animal names in the play „Mena 

Popat‟. He also calls the residence of the main character 

„Hathibhai Ghoda‟ as „िआरळान तफेरो‟ i.e such a trick of 

presenting a play is to develop the conscious sense in the 

audience that whatever they are seeing on the stage is a 

drama. On seeing that the human values have become joke in 

the present times, the playwright has in his play „Hoholika‟ 

used English word very indicatively. Thus, people through 

this play also get idea that our theatre has become rich by 

two different languages. 

The way we can see impressions of Urdu-Gujarati mix 



languages in Bhavai, R. C. Parikh has used Urdu-Hindi mix 

language known as „Rekhata‟ in his play „Mena Gujari‟ during 

arguments between Mena and the Mughal emperor which 

adds different color to the drama presentation. 

Modern playwrights are showing understanding about the 

language in their plays which nourishes literary qualities and 

covers the stage. In „Jalaka‟, Chinu Modi creates royal 

atmosphere and in „Makanaji…‟, we get dialogues which are 

light and appropriate to the Bhavai style. Language 

appropriate to the Characters of different class like Merchant, 
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Don, Businessman, and politician (Urfe) is also arranged in 

the play. In the play „Rai no Darpanray‟ and „Hathiraja‟ the 

script is prepared which can support the acting. Thus the 

playwrights of this time are having an attitude of arranging 

language appropriate to the subject which is natural-easysharp. 

Thus, looking to the journey of Gujarati Theatre from ancient 

to the modern time‟s plays, today‟s plays we can see the 

creative attitude towards subject, production, tricks & 

techniques, dramatic language and new capabilities of its 

presentations. Specially the plays „Rai no Darpanray‟ and 

Kem, Makanaji Kyan Chalya?‟ are taking care of both –literary 

and Staging aspects, and they are also translated in to other 

languages. But it is painful to note that though there is spread 

of Gujarati plays and subject variety has been achieved, very 

less work has been done in response to the appeal for 

establishing the indigenous theatre. 

END OF CHAPTER IV 

 

 



 



 



 

 





























 

 







 

 



 


