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Abstract

Natyashastriya theory of Rasa is a spirit so abstract that can only be suggested, not described
in any work of visual, literary or performing art. Rasabhasa, a concept from Bharata Muni’s
Rasa theory, alternatively nomenclated as a semblance of Rasa interestingly appearsparallel
to Rasa but is not Rasa. Bharatmuni reiterates the relishing of Rasa or Rasabhasa from a
conditional amalgamation of Bhava (emotions), Alambana Vibhava (protagonist), Uddipan
Vibhava (environment) and Vyabhicharibhava (transitory emotional feelings) in the
protagonist i.e. the one who leads (NayatiltiNeta). The conditionality isfurther enunciated
emphasizing that not all protagonists relish Rasa or Rasabhasa distinctively in a dramatic
performance. Modern plays with their stark distinctions from the ancient Indian plays like
Abhigyanshakuntalam portray multilayered characters dealing with the questions of identities
in various spatialities and temporalities at a glance do not seem insinuated with the
characteristics underpinned in Natyashastra. These distinctions and coming away from the
thematic contextualization of ancient Indian plays enshrouds the idea of Rasa Relish.
Dattani’s On a Muggy Night in Mumbai and Seven Steps around the Fire explicitly raise
gender and identity issues of LGBT community, in dealing with their thematic structure and
characterization reveal relishing of Rasa or Rasabhasa. The paper critically problematizes the
translational affinities between Rasa and Rasabhasa, also aspires to explore two plays by
drawing on the concept of Rasabhasa. (Re) interpreting Rasa and Rasabhasa in the context

of modern LGBT plays is the central premise of this research paper.
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Introduction

Among the many notions about the modern Indian English drama, one significantly draws
line of demarcation from the ancient Indian drama in the sense that the modern Indian
English drama does not exhibit congruence with certain elements and features of classical
(Sanskrit) drama as well as theatre. Mahesh Dattani being the vanguard of modern Indian
drama portrayed modernity in tangentiality with Mahesh Elkunchwar through characters and
language distanced from traditional drama in Sanskrit, revealing various untouched
dimensions and trajectories of the urban spaces with all its anxieties, conflicts, angst,
questions of identity, precarity, prominent in his compositions — Final Solutions, Dance Like
a Man, On a Muggy Night in Mumbai, The Big Fat City, Seven Steps around the Fire.An
unwelcoming response towards On a Muggy Night in Mumbai, from the Heterosexuals as
well as Homosexuals of society left Dattani puzzled, and a tale of Aijra Community beset
with realistic challenges of a eunuch’s life and society’s impenetrable attitude towards them
in Seven Steps around the Fire are the compass to (re) interpret Rasa and Rasabhasa. The
main premise of this paper is rooted in a debatable idea, whether these plays, based on the
lives of men and women in present times, when analyzed through the critical lenses of Rasa
theory, which might seem as an attempt (questionable though) to bring two poles, two
binaries on one forum, evoke Rasa or are instrumental in evoking Rasabhasa. Evoking of
Rasa and Rasabhasa in the plays foregrounded in the socio-cultural, political and legal
contexts of the LGBT is permeated with multifarious research questions - What are the
historical and evolutionary interpretations of is Rasa and Rasabhasa; How is Rasa different
from Rasabhasa?; How do the LGBT plays of Mahesh Dattani engage with Rasa experience

or semblance of Rasa?; and the paper attempts to find answers to these questions.

Indian Drama: A Brief History

‘Indian Drama’ cannot be restrained into a definition as it encompasses the entire gamut of
Indian culture - the myths, the folklores, the history and the ethos of the nation. ‘Modern
Indian English Drama’ has evolved over the ages for not to be compartmentalized, promising
insightful reflection of the present-day life with all its simple complexities and complex
simplicities. The history of Indian drama can be traced back to the Vedic era where plays had
religious bearings, the fervor of faith, beliefs and their influence in life. It is widely agreed
that akin to the English Morality and Miracle plays, Indian drama is also substantially
religious in nature; Indian drama was set in motion with a performance in the court of God,

when Gods led by Indra solicited Brahama to induce something pleasing and gratifying to

March, 2021. VOL.13. ISSUE NO. 1 https://hrdc.gujaratuniversity.ac.in/Publication Page | 527




Towards Excellence: An Indexed, Refereed & Peer Reviewed Journal of Higher Education /
Dr. Anshu Surve & Ms. Garima Tiwari / Page 526-543
both the senses - eyes and ears. A belief is that the ‘Indradhwaja Mahotsava’ was celebrated

to commemorate the joyous occasion of the creation of the fifth Veda - the Natyaveda, the
narration of this unique event flushed with dance and music is found in the Bharata Muni’s
encyclopedic work Natyashastra. The prime contributors of Indian drama, known for
borrowing and popularizing plots and stories from history (now ancient history), folk legends,
epics, and wars, full of aesthetic sublimity are Mahakavi Kalidasa, Bhasa, Shudhraka, Harsha
who have penned emotions, experience, psychology, culture, traditions and beliefs in their
rich dramatic works.The trajectory of Indian performative and stage art in the states of
Kerala, Tamil Nadu, Uttar Pradesh, Andhra and Gujarat was predominated by Sanskrit plays
till the 15" century, thereafter, continuous and consistent foreign invasions curtailed the
prosperity of performative art and culture. Drama emerged from its dormancy in the form of
People’s Theatre, popularly known as Loknatya in the 17% century and flourished in the form
of Bhavai of Gujarat, Nautanki of North India, Raas of Rajasthan, Tamasha of Maharastra,
Bhangra of Punjab with the Brechtian reformative impulse. The roots of Dance Drama -
Loknatya can be traced back to Natyashastra (200BC) where Bharata Muni made a passing
reference to Nrut and Nrutya, Dhanamjaya conceptualized and theoretically located these two
terms in his Dasharupakam, according to which Nrutya is based on Bhava (emotion) and
Nrut is based on Laya and Taal (thythm). Drama to lyrical performances of Ramayana,
Krishnalila, Devi Bhagwata, PrithvirajRaso by Chandra Bardai and Padmavat by Malik
Muhammad Jayasi are distinctive examples of Nrutya whereas Raas and Garba are based on
the performative postulates of Nrut. The spread of Indian freedom movement in the nooks
and corners of the nation can be contributed to these Loknatya.

Theatre in India took a modernist turn during the British rule when the modern proscenium
theatres dawned on Indian soil with Calcutta and Bombay being the prominent centres. A
Dramatic Performances Act — 1876 was implemented to stop the Indian theatrical and street
performances, encouraging freedom struggle against the British rule in India. Dramatic
performances known for their poetical excellence, thematic variety, symbolism and morality
contributed significantly in the growth of Indian English drama where Sri Aurobindo’s
Vasavadutta, Rabindranath Tagore’s Chitra, and Harindranath Chattopadhyaya’s Window
were meant to be read, not performed. Later on, Vijay Tendulkar, Girish Karnad and Mahesh
Dattani in their dramas (to be performed) voiced the unheard voices of anxiety,subjugation
and marginalization, caste and class discrimination, problematizing sociO-political actualities
deeply permeated in the fabric of the nation,brought about a reformative turn paving way for

completely new age themes ofgender, identity, child abuse, precarity etc. foregrounded in the
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critical domains of post colonialism, Marxism, Feminism, Modernism and Realism.The

modern Indian English drama, especially Mahesh Dattani’s plays sketch the complexities of
Indian society on the canvas of a stage with all the shades dismissing the traditional character
portrayal (belonging to royalty or nobility) on the grounds of the Aristotelian norms or the
postulates of Indian Natyashastra thus, humanizing and democraticising the textual and
performative characterization. Since then, modern Indian drama has augmented in terms of
technological advancements, relevant furnishing, lights and backdrop serving as ambience on
stage entirely in contrast to the theatrical practices of demonstrating the shifting of scenes
either through dialogic representations or placard formations on a unidimensional stage.

The literary trajectories permeated with the critical percepts from the beginning theory to
either the death of theory or the death of the author, from Freud’s Psychoanalysis, Weber’s
Industrial Isolation, Maslow’s Need Hierarchy theory to Homi Bhabha’s Hybridity, Gayatri
Spivak’s Can The Subaltern Speak to Sudhir Kakkar’s Indian Psyche have induced a change
in the ways of thinking which echoes in the literary works. In the pursuit of interrogating the
complexities of human life on the lines of these critical discourses, Rasa theory with all its
simplicities has got decimated to a mere application to texts addressing the east-west binaries
or to bridge the philosophical divide of the west and the global south. This decimationseems
to reflect on the theory of Indian aesthetics being obsolete but, it also cannot be denied that
present is, if not the product but an extension of the past and establishing the relevance of the
poetics of Indian aesthetics offers a fresh interpretation of not only the theory itself but also
an opportunity to re-comprehend the Rasa discourse in the light of modernity as well as

modernism in English literature.

Rasa Theory: An Overview

It has been observed that Rasa theory of Indian Aestheticserroneouslytranslated/interpreted as
a juice, a flavor, emotions, feelings, sentiments, taste, sap, aesthetic mood, essence, fluid, due
to its versatility and significance in the present world.An equivalent of Rasa doesn’t exist,
Rasa cannot be translated or interpreted or transliterated due to its cultural rootedness.
Natyashastriya theory of Rasa is a transcendental pleasure, a spirit that can only be
suggested, not described. Rasarelishes when one leaveshis/herindividual, egoistic, pragmatic
persona of modern, self-centered world and assumes an impersonal contemplative attitude -
free from all craving, striving and external necessity.Rasa can be understood as a dynamic

experience among the character, an artist(actor/performer), and an audience; Rasahas
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travelled a remarkable journey starting from the emanation of the word to its acceptance as a

substantial and universal theory, to ascertain its meaning in each era.

As a fundamental concept andRasa as a word is believed to be coined for the first time in the
Taitariya Upnishadaas— ‘@ -wearasam-<ata” (Being means of eminence pleasure, Rasa
and soul are equal) (1985), signifying that Rasa and pleasure are coupled, Rasa is a charioteer
of eminence pleasure which is not easy to attain in this materialistic, multi-dimensional,

capitalist, modern, vibrant world. Historically decisive treatise — the Agnipurana penned by

Vyasa classifies Rasa, as — amagawamsirawamsifaan” (Though the Kavya is full of beauty of

language, but Rasa is the reason behind aliveness of Kavya) (1966), Rasa has been
characterized as nectar(ethereal in nature) of literature.

A formula (Sutra) of Rasa, acknowledged as Rasasutra in the 6™ chapter of an encyclopedic
treatise —Natyashastra provides absolute perception of Rasa -

“favrerpaetiEiEarEEtt . The  aesthetic  relish is produced (Rasanishpattih) by a

combination of the determinants ((Vibhava), consequents (Anubhava), and transitory states or
fleeting emotions (Vyabhicharibhava)) (1971), which has been further re-constructed by
successors of Bharata Muni in their interpretations of Rasa or Natyashastra. Bhatt Lollata,

the successor of Bharata Muni defines fwaft as 3@f in interpreting Rasasutra and suggests

that Rasa relishes in the characters like Ram and in the actor; conceivably, it is a source of
pleasure and the final stage of emotions and feelings lies in the literal characters and actors.
Shree Shankuk, a follower of Bhatt Lollata adds the theory of Chitraturagnyayato relish
Rasa. One of the path breaking scholars - Bhatta Nayaka argued that Rasa does not only
relish in a character, but relishes in the audience along with the actor and the character, a
satisfactory and absolute argument, as the earliest drama was performed to entertain and
please the audience (Gods). Bhatta Nayaka exhibited that Rasa cannot be expressed; it can
only be felt. Abhinavgupta Padacharya, a believer of Dhwani and a profounder of sfi=afrar

disseminated forever existence of Rasa in the heart of humans as Sthayibhava, which relishes

as Rasa through the process of amamefsuin audience.

After Abhinavgupta, there has not been a significant theoretical contribution to expand the
horizons of Rasatheory; no paradigm shift seems to visibly mark the Rasa theory. The
scholars and authors, such as Dhanamjaya, Vishvanatha, Mammata, Jagganatha, Ramchandra
Gunchandra have all-inclusively rewritten theory of Rasa in their respective historically
significant and individually indifferent treatises. It is widely agreed as well as explicitly

visiblethat there came stagnation in the development of Rasa as a theory, no valuable
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absorption was brought after Abhinavbharti of Abhinavgupta, the next-in-line scholars have

discussed Rasawith no groundbreaking historical, chronological, semantic, psychological
underpinnings.

For a considerable period of time, Natyashastra and theory of Rasa developed in the form of
a culturally and literary acceptable translation in various regional languages in India. In pre-
modern and modern age, the scholars and researchers of distinct disciplines, such as-
Performing Arts, Literature, Medicine, Computer and Civil Engineering have tried to
interpret Rasa in their owntrajectories catering to the need of time and politics of closely
associated subjects. Availability of scholarly articles on Rasa theory in number of disciplines,
languages, contexts, subjects, indicates recognition and relevance of Rasa theory in the
contemporary literary and theoretical world: A Professor of Columbia University - Sheldon
Pollok’s A Rasa Reader, a translated compilation of several prevalent Indian treaties/texts
and scholarly interpretations available on Rasa with its limitations though, brought around
the interest in Rasa Studies. The other renowned treatise in consideration is Dr. Nagendra’s
Rasa Siddhanta, a magnificent treatise with valuable insights, flooded with contributions and
interpretations of Rasa in the 20™ century world. An application of Rasa theory in a Chinese
text, Novels of Hardy, Poems of Tennyson, and Novels of R.K. Narayan and so on is a
popular practice, making attempts to understand and demonstrate relevance of Rasa, hence,
contemporizing it in an absolutelydiverse era far distinct from the era of Natyashastra-
deancientizing Rasa, Rasa Experience and Rasa Relish.

Shringara, Hasya, Raudra, Karuna, Veera, Adbhuta, Bhayanaka, Bibhatsa and Shanta are
the nine Rasa, except Shanta, other eight are predominant in drama, accumulation of
Vatsalya and Bhaktias Rasa in the inimitable list of Nine Rasa from the original Shringara

Rasa occurred with the need and demand of time, at the time of Bhakti Movement in India.

Figure 1: Nine Rasa

Rasa cannot be defined or understood in an isolation because of its enormity and close
association with physiological and psychological framework, such as - Sthayibhava,

Anubhava, Vibhava, Vyabhicharibhava, Alambanavibhava, Uddipanavibhava, Satvikbhava,
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etc. Male and female protagonists are Aalambanavibhava; an isolated place, wonderful

atmosphere, beautiful river bank, or garden are examples of Uddipanavibhava with reference
to Shringara Rasa. Anubhavais perceived because of Aalambana and Uddipanavibhava.
Anubhava appears to be a physical activity, whereas Satvikbhava is a plausible mental
activity.  Stambha(Paralysis), Pralaya(Fainting), Romancha(Thrill), Sweda(Sweating),
Vaivarnya (Change of Color), Vepathu(Kampa) (Trembling), Ashru(Weeping) and Vaisvarya
(Change of Voice) are eight Satvikbhava.Vyabhicharibhava are 33 in number, such as
Nirveda (Discouragement), Glani(Weakness), Shanka (Apprehension),
Shrama(Weariness), Dhruti(Contentment),Jadta(Stupor),Harsha(Joy), Dainya(Depression),
Ugrata(Cruelty), Chinta(Anxiety), Trasa(Fright), Asuya(Envy), Amarsha(Indignation),
Garva(Arrogance),  Smruti(Recollection),  Marana  (Death),  Mada(Intoxication),
Supta(Dreaming),Nidra(Sleeping), Vibodha(Awakening), Vreeda(Shame),
Apasmaara(Epilepsy), = Moha(Distraction), Mati  (Assurance), Aalasya(Indolence),
Aavega(Agitation),  Vitrka(Deliberation),  Avahittha(Dissimulation),  Vyadh(Sickness),
Unmaada(Insanity), Vishaada(Despair), Aautsukya(Impatience), Chapalata(Inconstancy).
Sthayibhavas, also known as permanent and durable states of humans, Sthayibhavas are
always, already present in human and relish as Rasa, Rati (love) for Shringara, Hasa (mirth)
for Hasya, Utsaha (energy) for Veera,Smaya, Vismaya (astonishment) for Adbhuta,
Krodha (anger) for Raudra, Shoka (sorrow) for Karuna, Bhaya (fear) for Bhayanaka,
Jugupsa (disgust) for Bibhatsa and Nirveda(tranquility) for Shanta are Sthayibhavas.
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Figure 2: Rasa, Sthayibhava, Deity, Colour
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Rasa, a psychologically important concept has associated deity and a colour, as shown in the

diagram. Apart from Sri Krishna, the Supreme God, all other gods and goddesses are entities
of the guna ranging from divine (sattvic), semi-divine (rajasic) or evil (tamasic). Colours like
green, orange, black, blue, white, red, etc. is a charioteer of an associated Rasa in the form of
Alambanavibhav and Uddipanavibhav. Thus, Rasatheoryhas multipledirectly or indirectly

associated theories with it; a debatable theory of Rasabhasa is one of them.

Rasabhasa: A Debatable Theory

A Sanskrit multifariousword consisting of two terms- Rasa and Aabhasais termed as
Rasabhasa - a semblance of Rasa, at a fleeting look, Rasa and Rasabhasa cannot be
differentiated effortlessly, especially with reference to modern Indian English drama which
has various modern characters (homosexuals) as protagonist, bizarre but relatable themes
unlike ancient Indian drama. The Mirage is a semblance of water but actually it is not water,
in the same way Rasabhasa appears to be Rasa but actually it is a semblance of Rasa. In the
6 chapter of Rasa theory, Bharata Muni (200 BC) subsequently conceptualizes Rasabhasa
in Natyashastra, but somehow the term and concept of Rasabhasa was not reflected upon and
discussed by scholars, except Abhinavgupta, Mammata and Jagganatha, there has been a

paucity of critical scholarly work on Rasabhasa.

Figure 3: Mirage

Rasabhasais often discussed in the context of BhaktiRasa in the contemporary world,
Rasabhasa in Bhakti signifies semblance of Bhakti Rasa, rather than aesthetic rapture
of Rasa because the experience is not related to God, i.e. When Narada (Bhakta) saw two
parrots in Vrindavan reciting Vedanta he was astonished (Adbhuta), but because his
astonishment was not in relation to Lord Krishna, it is a source of Rasabhasa. It is believed
that when demons or comic characters appear in Krishna-lila, Rasa such as laughter (Hasya),

fear (Bhayanaka) relishes in an ordinary person, only devotees can experience Bhakti Rasa.
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A conditional coalesce of Vibhava, Anubhava, Vyabhicharibhava, Satvikabhava and

Sthavibhava, relishes Rasa, otherwise it results in Rasabhasa. To distinguish Rasabhasa from
Rasa,immaculate perceptive of Sthayibhava, Anubhava, Vibhva (Alambana and Uddipana),
Satvikabhava and Vyabhicharibhavais indispensable, a knowledge of the physical or mental
states of humans. Rasabhasa patently based on impropriety of Alambanavibhava (male or
female protagonist) of drama. Propriety or impropriety is contextual and keeps changing with
time, and place as asserted by Dr. Nagendra (2019), which can also be modified with culture,
tradition, person, education, background, etc in the modern and postmodern, open, uncertain
world. With the legalization of LGBT in India, homosexuals have been considered as a part
of the society; whether characters of LGBT community can relish Shringara Rasa in the
literature and considered propriety for other Rasa is one of the central questions of this

research paper.

On a Muggy Night in Mumbai and Seven Steps around the Fire: The Narrative

According to Stephen Bruckner of The New York Times, Mahesh Dattani is ‘a canny and
facile writer’ who is considered to the first Indian English playwright and a recipient of
the Sahitya Akademi Award. Dattani’s writing echoes the themes of the present day like
gender and religious issues, sexuality and similar related subject matters as evident in his
stage plays, screen plays and radio plays which are of utmost importance to contemporary
urban India without diverging from the “classic concerns of world drama” which are personal
and moral choices apart from human relationships. Dattani’s composition includes stage
plays, screenplays and radio plays, in which his craft of projecting social reality and related
issues has been used. Dattani’s group was founded in 1984 and the first and foremost play
was Where There’s A Will. Mahesh Dattani has produced brilliant masterpieces such as Tara,
Bravely Fought the Queen, Final Solutions, Dance Like A Man, On A Muggy Night In
Mumbai, Thirty Days in September, Where did I Leave My Purdah?, Seven Steps around the
Fire and several others out of which some are critically-acclaimed. He has transformed the
urban theatre of India with his dramatic vision and skills. Dattani believes in the philosophy
of reviving the empathy in humans with his work. Alyque Padamsee, a prominent theatre
persona and a recipient of Padma Shri epitomizes Dattani as “a playwright who gives 60
million English-speaking Indians an identity”.

On a Muggy Night in Mumbai (1998), the first Indian play about homosexuality, deals with
the acceptance of homosexuality with Mumbai city as its backdrop, on the other hand Seven

Steps around the Fire (1998) is a protest play against the social exclusion of the Aijras. Both
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the plays exhibit Mahesh Dattani’s skill of dealing with challenging LGBT (Lesbian, Gay,

Bisexual and Transgender) issues falling under the category of gender issues. Indian
(English) writers (playwrights, poets, novelists) who used to think twice before writing and
possibly still require a lot of guts to compose significant literature on the LGBT theme,
whereas Mahesh Dattani writes and stages two plays in the year 1998, the plays with
unconventional protagonists (not as proposed in Natyashastra), fighting for their rights
directly or indirectly in the heterosexual (so-called normal) society despite of belonging in
LGBT community.

On a Muggy Night in Mumbai

Figure 4: Stage Performance ofOn a Muggy Night in Mumbai

On a Muggy Night in Mumbai has been the first Indian drama, dealing with homosexuality
explicitly on the Indian stage with the theme of homosexual love and vulgarity among the
youths in a materialistic present world. The protagonists - Kamlesh and Prakash are
passionate lovers, Prakash is ashamed of homosexuality, so he accepts life of a heterosexual
and falls (or pretends to be) in love with Kamlesh’s sister Kiran. On the other hand,
Kamlesh's (who still loves Prakash) sexual needs are being fulfilled by Sharad, incidentally,
Prakash once again enters in the life of Kamlesh as a lover of his sister Kiran. When Kiran
(as a heterosexual) comes to know about homosexual relationship of Kamlesh and Prakash,
she shows all compassion for homosexual relations.

Seven Steps around the Fire
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Figure 5: Stage Performance ofSeven Steps around the Fire

Seven Steps around the Fire revolves round an enquiry about the murder of Kamala, a
beautiful Hijraby Anarkali. A transgender is not allowed to marry (take seven steps around
the fire) in the society, the seven steps around the fire (a marriage) of Kamala with Subbu (a
son of a Minister) results in her murder, an evidence of their marriage, the fire turns in
Kamala’s destruction. Uma, a research scholar and a wife of a Chief Superintendent of
Police, a daughter of Vice Chancellor and a daughter-in-law of a DSP uncovers the truth

behind a brutal murder in the city’s Ajjra community.

Rasa and Rasabhasa Theory based Analysis

MODERN
INDIAN
ENCLISH
DRAMA

Figure 6: Rasa and Rasabhasa in the Modern Indian English Drama
According to dramaturgical rules of Natyashastra, plot and characters of a drama determines
Rasa (Muni, 1971), the ancient Indian drama projected selective best types of characters as a
protagonist to relish particular Rasa (as depicted in Natyashastra), but Bharata Muni has not
referred to transgender as a protagonist, despite of presence of transgender in that era. On the

other hand, Mahesh Dattani, the modern Indian playwright, in his plays deal with modern
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characters and themes, and life of the character of LGBT community (Homosexuals) is

discussed in detail. According to Indian Aesthetics, the protagonist is one who leads
(NayatiltiNeta), signifying that a leading character or a protagonist of the drama should have
leadership quality, male/female protagonist should be an ideal person, only specific kind of
protagonist can evoke and relish determined Rasa, i.e. Bheem relishes Veera Rasa,
Krishnaevokes Shringara Rasa, Durvasa sage raises Bhayanaka Rasa. The protagonist is
synonymous to Alambanavibhava, an impropriety of which leads to Rasabhasa, whereas
propriety or impropriety is a subject to change according to time and society.

Following rules of Rasa theory, in the context of Shringara Rasa - Sthayibhava is Rati,
Alambanavibhava is male and female protagonists (characters), Uddipanavibhava is
background of a garden and Anubhava is an experience of watching male and female
characters in the garden. Both of the plays - On a Muggy Night in Mumbai and Seven Steps
around the Fire by Mahesh Dattani’s characters are in deviation from the list of the
characters mentioned in the category of protagonist in the Natyashastra. Even after
legalization and acceptance of LGBT community in India under the section 377 of IPC,
whether homosexuals and transgender can be the protagonist in the context of Rasa theory is
a debatable question, an answer of that lies in a textual study of On a Muggy Night in
Mumbai and Seven Steps around the Fire.

Kamlesh and Ed (homosexuals) are sitting in the garden and a conversation of love between
them (or Kamlesh and Sharad) can be a source of Shringara Rasa for homosexuals, but it
may relish Rasabhasa or Hasya Rasa or Bibhatsa Rasa in the people of different sexual
orientation as Dattani rightly discuss people’s response to the play in his Me and My Plays—
“On a Muggy Night in Mumbai was received with dismissal mostly. ... ... Most people chose
to ignore it completely, as if they had never watched it.” (Dattani, 2014, p.36)

iel -

“Kamlesh: Every Single Word

Ed: Let me hear your story.

Kamlesh: No. not tonight. Hold my hand.

Ed: Come closer...closer.
Kamlesh: If only they could see how beautiful we are together.” (Dattani, 2000, p.81)
Similarly, Subbu’s love for Kamla, a beautiful Aijra can’t be a source of Shringara Rasa for

heterosexuals.
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i.e? -

“Subbu: I am leaving you all! You can’t keep me away from Kamla.” (Dattani, 2000, p.39)

In such situations, which Rasa will be relished in an audience? is a question. When it comes
to aesthetic experience of Shringara Rasa, can such (LGBT) characters evoke Rasa is a
question, an answer of which lies in a theory of Rasabhasa. Either Rasa or Rasabhasa
relishes at a time from the Sthayibhava, Rasa and Rasabhasa cannot be relished together in a
person but a piece of art/literature/drama can be a source of Rasa and Rasabhasa both in the
context of LGBT plays for different individuals with different sexual inclination and
members of completely different society. When one steps into the shoes of a character to
experience Rasa, the difference lies between whether we sympathize (relate) or empathize.

At the same time, a question raises that - whether Rasa is gender neutral or not, the answer is
- Rasa has not been discussed in the light of gender by any of the Indian theorists or scholars
so far, which indicates that Rasa is gender neutral for male and Female, two genders of the
Natyashastriya era. An investigation of Rasa in these plays answers that all Rasa can be
gender neutral except Shringara Rasa. In the depiction of Shringara Rasa, Alambanavibhava
that means the absence of male and female protagonist cannot be ignored. Indian citizens, an
audience of multifarious web series of different languages, cultures, traditions, and characters
may accept LGBT community, may accept plays or any literature based on the life of LGBT
community but relish of Shringara Rasa is not possible because it is not relatable or cannot
be empathies with the character. In such situations, ShringaraRasa relishes only when one is
unaware of the sexuality of the LGBT character, but when the truth reveals it gets converted
in Hasya Rasa orRasabhasa.

ie. —

“Ed: (disappointed) Oh.

Kiran: It-it’s my fault.

Kiran: I don’t want to be fussy, Ed.

Ed: Baby, please be fussy. I like you when you are fussy.

Ed: (pats her cheek) Relax, I can take care of you. (Exits)” (Dattani, 2000, P.52)
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One may sympathize with Kiran and Ed at the beginning of the play, unaware of Ed’s truth,

as a result of which at a glance that appears to be Shringara Rasa is actually Rasabhasa or
vice versain the context of On a Muggy Night in Mumbai, Homosexual theme based plays.

In the framework of other Rasa, presence of unconventional protagonist (LGBT) may not
matter because of an acceptance of LGBT community as part of society; being an audience,
one can experience Karuna Rasa just by observing their suffering, when Bunny, a successful
TV actor (as an ideal father and a husband), accepts heterosexuality for gaining respect from
the society.

ie. —

“Bunny: I know. Just as the man whom my wife loves does not exist. I have denied a lot of
things. The only people who know me-the real me-are present here in this room. And you all
hate me for being such a hypocrite. ... ... ... ... And I continue to lie to millions of people
every week on Thursday nights. There’s no such person...” (Dattani, 2000, P.102-103)
Karuna Rasa can also be experienced, when Anarkali, a head of Aijra, shares her experience

and unravels a tale of Kamla’s suffering.

ie. —

“Anarkali: Would you have believed me? ... ... So many times I warned her. ... ... I fought
with her. I scratched her face, hoping she will become ugly and Subbu will forget her. ... ... I
told her to run. ... ...” (Dattani, 2000, P.41)

Hasya Rasa also relishes, through the presence of Sharad’s character and his gestures and
dialogue delivery, which creates more impactbecause of his homosexuality, following a
principle of performativity. On the other hand, the other kind of individual may consider the
same as an insulting statements for heterosexuals and may it be a source of Raudra Rasa.

ie. —

“Sharad: Oh, my Gawd! Those heterosexuals are at it again!

Kamlesh: If you can see them, they can see us. ...

Sharad: Are you crazy? Just look at them! Yeech! That guy is just bad news.

Kamlesh: ...

Sharad: Of course he is her husband! He is too fat and bald to be her lover.” (Dattani, 2000,
P.53)

Modern drama have absolutelydissimilar themes than ancient ones, based on realistic
incidents/events in the life of the any kind of person of the society, be it rich or poor,
heterosexual or homosexual. Modern drama hardly deals with the themes of war or fight, in

that case, until and unless, one is a policemen or an army officer cannot be an exponent of
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Veera Rasa. When in the modern drama, one fights verbally or may be raises voice against

society for own rights or truth or justice, can also relish Veera Rasa, a fight of Champa and
Anarkali for their rights the marriage of Subbu, a son of the Minister, is such an instance.

Le. -

“Champa: May God bless this house with many children!

Anarkali: May God always smile upon this house!

Champa: Do not be so angry, sir. It is a happy occasion.

Champa: Thank you, sir, but we must sing and dance to bless this house and the handsome
couple.” (Dattani, 2000, P.38-39)

Propriety or Impropriety is contextual, in very near history when lesbian and gay marriages
were not legally permissible in Indian society but were acceptable in the other parts of the
world, even today, there are countries, where it is still not legal/ acceptable. Technological
advancements have converted the world into a global village, it is an era of translation, it is a
time of world literature, and it is a time of web series, nothing is limited to a place, region,
country or a continent due to which humans of a specific place/continent are exposed to
others’ beliefs, traditions, culture and customs, which is one of the reasons behind accepting
LGBT. There is a huge difference between accepting and adapting something and Rasa

experience is based on adaptation not acceptation.

Conclusion

It is alleged that, if something is required to be followed by the society, either it needs to be
legalized or religionised, as part of which LGBT has been legalized in India under the section
377 of Indian Penal Code on 6™ September 2018.When it comes to aesthetic experience,
Rasa or Rasabhasa in the context of thecontemporary and permissive society, whichis ready
to accept homosexuality as part of society and literature, due to which such homosexual
characters can also be a charioteer of Rasa. Another possibility, especially in the context of
Shringara Rasa is that the homosexual or transgender, whose sexual orientation is different,
watches plays with romantic dialogues among homosexuals, he would experience Shringara
Rasa but when a person with heterosexual inclination watches such plays the experience that

relishes is not Rasa but Rasabhasa or HasyaRasa or Bibhatsa Rasa. Due to the experience of
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Rasabhasa or Hasya Rasa, it appears to be a black comedy but at the same time it’s a story of

certain individuals who experience the same.

Through a detailed study of On a Muggy Night in Mumbai and Seven Steps around the Fire, a
conclusion can be drawn that the modern Indian English drama cannot be an exponent of
only one Rasa for the diversified audience of the present world, encountering number of
various performances by different drama companies in different regions or through different
mediums such as — street plays, theatrical performances, Television performances, etc, unlike
the ancient Indian drama.Individuals from diverse group may experience different Rasa or
Rasabhasa from the very same drama or the scene or a line, based on their associations,
psyche, understanding, experience, etc. Thus, a theory of Rasa and Rasabhasa is relevant in
the modern Indian drama but needs to be modified or certain new insights need to be drawn

to make it more relevant in the present world.
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Abstract

‘Bharata Muni’s Natyashastra (200 BC)
is a remarkable ancient encyclopedic treatise
influencing dance, music and literary traditions in
_ India with a primarily goal of lifting and

* transporting the experience of spectators into
ultimate reality and traniscendent values. After him,

Dhanamjaya’s Dasharupakam (10th Century)

- achieves popularity among the successors and
‘theatre artists-of the era because it puts into a
string four prominent dramatic constituerits - plot,

character, and types of play, Rasa and presents

Dasharupakam as an abridged and upgraded
- version of Natyashastra in the field of Indian
Dramaturgy. It is widely agreed that literary
: theo'rié_s perﬁhéntly change understanding of a

literary work. Understanding (Indian) literature
-under the light of Indian literary theories is

- neglected. This critical study is an attempt to

reappraise and simplify Dasharupakam and bring
in a limelight for readers and researchers to

- _comprehend:its nuances. ‘- -

- Keywords: Natyashastra, Dasharupakam, Indian
literary theory, Literary tradition, Dramaturgy, -

TYPeS}OfPla_Y;‘Rasd Theory

- Introduction - ‘

(Kalidasa’s Malivikagnimitram) (Rajanl, 7) is
indicative of the fact that Namya (Drama in this

. types, comparable to the categorization of Dram

play, farce, opera, melodrama, music drama; The]

- comprehensibility. This critical study is an attempt -

. Dashrupakam by Dhahamjaya and Dhanika

" Dasharupakam ¢an be conceptualized as Chapter
_1: Plot and structure; Chapter'2§"Characters; '
: Chapter 3: Types of Play; Chapter 4: Rasa.

context) induces pleasure and entertainment i

equal intensity to people of diverse interest!
Modern Indian Dramaturgy with d‘jﬁﬁn‘itivé
objectives of inducing pleasute traces its roots to:

¢ A

the Classical Indian/Sanskrit Drama (Natya):
classifying: drama in ten main and eighteen suby

in the poetics of the West zvis___cc')ﬁ_ledy,_tra,‘gedy,'}j
tragicomedy, one act play, five act play, shadow:

Aesthetics of Indian Poetics is laid down by Bhara
Muni in Natyashastra; Vishwanaiha i'n\f'
Sahityadarpanam and Abhinavgupta in Abhinava'
Bharti; whereas, Dasharupakam has rarely been
explored despite of its conc_iseness';-.originality,
consistency of subject - matter

T

and..
to reappraise and simplify Dasharupakam.
Dasharupakam has 300 Karikas

(verses) spread over four Prdkashas’ (chapters)
dealing with four key constituents’ of drama.

Locating Dasharupakam in terms of its r
contribution to Indian Dramaturgy can be !
comprehended as: “The excellence of ?
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hanamjaya’s presentation and it:c, .com‘/enierft
form gave the Dasarupaka a prominence t'hat lt'
?as retained to the present day.” (Hass); “Trimurti
ranth of Sanskrit Natyashastra.” (Kane).

Dhanamjaya, a son of Pandit Vishnu, a
tSanskrit scholar, a poet of Kavya Nirnaya, a

ewel in the court of Malwa’s King Munja in the
century. There is a paucity of information on
'anamjaya due to the principle of anonymity
lowed by Sanskrit Scholars. S

. Dhanika, g youhg_ef brother Qf
hanamjaya; a member of King Sindhuraj’s court;

valoka commentary (teeka) on Dasharupakam

eatre artists of the period to democratize Poetics.
There are two Janus facéd controversies
lated tothe identity that Dhanamjayaand Dhanika
were-the same person or not; similar to who s

. Shakespeare? The second one is that commentaries
- mightbe written on Dasharupakam, but politics of

A"_"*;'discourse or Dasharupakam has been written in

‘Tequire any commentary. Researchers believe that
: .'_ .. obtained.
" Historical Roots

Dasharupakem

Natyashastra, Indian Poetics, a
voluminous, larger-than-life, equivalent to Veda

. atyacharya, a composer of Dasharupakam, was ,

1 author of Navsahasank Charit, Viddhashala
hanjika and Karpur Manjri; a contributor. of

is attributed for bringing Aesthetics. of Sanskrit

‘Dramaturgy in the public domain by writipg il
valoka in' Sanskrit ‘and Prakrit language for

sociated with Dasharupakam, the first one is

- inclusion and language have not allowed to
_+preserve and bring in the forefront for literary

- -such a simplistic and lucid manner that it does nof B

. Six commentaries were written but only Avalokais’ -

and. Chronologica.l Study of_ :

fext is ah inquiry intovtOpOgl“dphies of dramy_
enclosure of all art forms, 8 study of the theatn-Ca]
techniques, Psychology of the per_forfners,
architecture of theater brought paucity i, the
development of Indi‘an Dramaturgy due to j,
; encyCloped-i,b | ngture. Natyashastrq Wag
incomprehénéible for a reader as well a5 a theagy,
Artist without eloquent commentary as th,
concepts and terms far re‘m?ved from the 1qu
century. The exposition of Indian Dramgmrgy that

¥ Dh'ana’mj'aya' provides in Dasharupakam by

bringing a fresh life into theories and’-p(s,rfom]ing ;

arts, after more than thousand years of
' Natyashastra is to be understood in terms of time,
social norms, language, culfure and tradition of the
10" century, where drama form was declining and
+ . dance centric one-act play'in the regional languages
was only survived forr, Dasharupakam with
classiﬁ%:aﬁo_n of plgyé in fen categories has saved
 and reenergized 'dfama:;i(per'ffoﬁning’ art) by
: .proi/iding a four chaptered ‘manual of Indian
" Poetics. The revolutioﬁary work has also paved a
. way for post:- Dasharupzikam treatises: Sahitya
- Darpanam of Vishvaritha, Ekavali of Vidhyadhar,
Na’tyédarpana ‘of Ramchadra Gunachandra,
Natyapradeep of Sundarmishra, Rasarnava
Sudharkar of Shingbhupal who used text by citing
rules and definitions, . -
i / Semiotics of Dasharupakam

_ . Dasharupakam: Dash + Rupakam, is a
study of ten types of drama (Rupakam), instead
- of 28 Natyashastriyq drama, is an attempt to bring
 paradigm shift by democratizing Natyashastriya
' ‘ideasin the collog'uial languages: simple Sanskrit
‘and  Prakrit instead. of archaic Sanskrit.
Dasharupakam exabits Dhanamjaya’s apt of
presenting ideas in nut-shell by summing up
 -Natyashastra’s thirty-seven chapters in four,
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Dr. Manjul Gupta, in her 4 Study of
Abhinavabharati on Bharata's Natyasastra and
Avaloka on Dhananjaya’s Dasarupaka — writes,”
Dhanika’s commentary is indispensable and it
helps us a lot in understanding the meaning of
Dhananjaya’s otherwise short and pithy
sentences. Sometimes, we could not even guess
the meaning of Dhananjaya if Dhanika would not
have offered us help.” This puts forward

| lmportance of the commentary, a later part of all
publrshed books on Dasharupakam

‘ Pre-Dasharupakam era had a tradmon
. of paymg ‘homage to either Vishnu or Shiva, by

paying homage to Lord Ganpati in the
) Mangalacharan Dhanam_)aya brmgs m a new
e trend Dasharupakam also worshrps Shiva as an
; exponent of Tandava Saraswati as a Goddess of
_muse and compares ten mcamat10ns of Lord
> V1shnu w1th ten types of play

‘ The fourth shloka dlscusses drama S
_ orlgm and _puts forward a motive behind an
~incamation of Natyashastra and Dasharupaka.
*(Dasharupakam is for benefiting ‘slow-wit’

(manda-buddhinam) who are likely to get

confused (mati-vibhramah) by the diffused and,
1. Plot . 3

Dhanarn]aya proclamatron of types of plot Famous Ongmal and Mlx (m the 68 verses of the first
chapter) is similar to Aristotle’s deprctron of Slmple and Complex plot

“text of Sanskrit course/s but unavailability of t

Dasharupakam »

Character, Types of play:and Rasa; similar t6

elaborate treatise. He further elucidates thyy ¢
is not only to render knowledge or produce th
but also to transmit happiness.) He also Criticg
construes who are disinterested in dramj"
literature.

Dealing with such a vast area of Ind;32
Poetics with due simplicity after Bharata Muy
presents Dhanamjaya as a Lesser God or Lesg
Cannon. Canonical authors/poets/theorists
Shakespeare, Keats, Wordsworth; are preScribg ;
in the sylla‘hus of Indian universities itis difﬁoul
to commercialize or prescribe such Non—canomca
texts. Dasharupakam has been prescribed as -

text in (qnality) English translation forbids it;
National and Internatlonal popularlty

Dasharupakam has four chapters Plot,

Poetics’ six constituents of drama: plot, character
thought, diction, music, and spectacle The primary
goal of the text is to lift and transport th
sspectators unto the expression.of ultimate reality
and transcendent values. . |
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The same chapter discusses five Arthaprakrtis/ Karyalokshane: EX°P
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Consequently, Dhanamjaya explains Samdhi (junctures): creating links to connect two scenes and kniting
v‘,-'st‘rudtﬁx"all'divis'_;ibns ofadrama. -~ . .o ‘ '

: ‘. : thihanjAYa draWS,é dlstmctlon béfyvgeh proininent forms of the 10% century - Nrita and Ny,

(in chapter one): Nrtta depends onthythm and tempo (Nrttam tala-laya ashrayam) and Nrtya dependents
~onemotion. (DR.1.9) iy

2. Chéractér i g sy ' \

=

.- The second chapter (7'2‘vgrses) ‘b}ri.eﬂy: defines nt_:céssar)( characters of a literature, starting '
types of protagonist, female protagonist, villain to supporting male and female characters.

“from

o GNP g L i _ e , Patient _ S
Yudhishthira; Dhiroddhata is passionate protago _.p I, resolute, excellent and self-assertive lik¢
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Figure 6: Types of Protagonist (According to Relationship with Female Protagonist)
Dhanamjaya further furnishes four kinds of
female protagonist: Anukul stays impassioned
instance the character of Ram in the Ramayan
female protagonist; Udayana of Swavnayasq
secret love affair with the second (another) fe
Vikramorvashiyam who is secretly in love

Dhrusht is one, whose sexual inclination fo

protagonists on the basis of their relationship with 1,3
in a relationship with only one female protagonist, for

d. Dakshin is sensitive about a relationship with the fiy
vduttam is such character. Shath is the one who has
male protagonist or the other lady, for 'example Pururava of;
with Urvashi despite of the existence of his wife Aushinarj

rthe second female protagonist is visible like a character lii
King Dushyanta in Abhigyanshakuntalam, Lt

MLypesiolRrotaponlst(Arcoralng to-Quantyy
o i R .F‘.i‘g'u“r’ejlfllz‘_'l}_{p_c”s' ofﬁl’i‘q@gﬁdnlst‘(Aécordlipg to Quality) -
Dhanamjaya also provides clas’sif_ié:_ation of protagonist based on_relationship and behavior with a’
- female protagonist. Uttama is the best character like Purna Purushottam Ram. Pururava of;

Vikramorvashiyam respects and cares for his wife Aushinari even after falling in love with Urvash

is Madhyaria. Adhama is the worst person that canniot be found in a drama because such charact

£

!

canhot be put in the category of a protagonist; Villains can be Adhama. i

ISt(Ascordingito Birihy %

;’. ‘ K
\

_Figure ‘8:.Types of Protagonist (According to Birth) g ‘ .
Dasharupakam classifies protagonists based on their birth as'a human or deity. Divya is like Shiva of
Kumarsambhava who is a God not a human. Adivya is Pururava of Vikramorvashiyam or Udayana of
. Swapnavasavduttam, a human being as a ]‘)rbtagdﬁ'}st.)Diwqdivya is a combination of God and human,
characters like Shree Krishna or Ram can be plgc’cd: in the category.

a

R

o [EoEnesrmsi)

4 B ey s SRF 53, “; i e

B T S iy Figure 9; Qualitiés T\ot' the Protagonist - g tite &
Furthermore, Dhanamjaya flows Nayati ItiNe.zt'a"(Prothg(.).nist should have a lggding qulity) apd @O.WS

- light on Qualitiesv require in a character to be a protagonist/Neta. 1 S ;
‘ B'e‘S:ide‘s .this‘;‘D‘f\énaﬁt,jaya, ’én‘lp.h‘a‘s_i‘z‘eg i the fyp"és of female protagonists according to their‘v'sAta.te of
mind, rélétionship With the protagonist, situation and quality. :
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- quality they possess Vasavdutta of Swapnavasavduttam is Utta
: everythmg to. win the kingdom back for her husband Udayan; Shakuntala

Dr. ANSHU SURVE & Ms. GARIMA HARINIWAS TIWARI &

‘Dheeradheera

: i Aaheeﬂ“]  Dheeradhicera. ] _Dheera: Adheera | I
Flgure 10: Types of Female Protagonist (According to State of Mind)

Dhanamjaya classifies female protagonists based on state of mind ifa  relationship. Mugdha refers t,
Shakuntala of Abhtgyanshakuntalam who is too young to fall in love and naive. Madhya meayg a

matured’ lady, thls further gets classified in the categories of Dheera, Adheera Dheeradheera Madhy,

— Dheera scolds protagonist in an ambiguous language like Vasavdutta of Swapnavasavduttam (who

 scolds Udayan) Madhya --Adheera scolds the protagonist fot his incorrect action, suich character i -
difficult to ﬁnd in drama. Pragalbha is an expert and experienced in the art of lovemakmg, this furthey

gets classified in the categones of Dheera, Adheera, Dheeradheera. The stage doesn’t permlt to have
such characters Dhumn:u S character from Dashkumar Chani (Prose) can be placed in thls category

£ FemalefB&'%”fﬁ“g"&nist:’(A%“c‘h“’ﬂiﬁ‘ﬁ“ tﬁﬁbﬁq‘)’”ﬁiﬁ“‘iﬁtﬁ dh&eEHero)ﬁ
Cooo \EeswipE | |l ‘ﬁ*any,ag ' N
Figure 11 Types of Female Pmtagomst (Accordmg to relatlonshlp w1th Protagomst)

' iil“ﬁéﬁ

Dhanalmaya agam c1a551ﬁes female protagonist in three kmds Swakzya Anaya Samanya (Gamka)
based on arelation with the protagomst Swakiya is the wife of the protagonist, for example, Sita of the.
 Ramayana; Anaya is not a wife but the unmarried female protagomst like Shakuntala of -

- Abhigyanshakuntalam; and Samanya is also known as Ganika (a prostltute) hke Vasantsena of

Mrtchchhkattka

Flgure 12: Types of Protagomst (According to Quallty)
-Dhanamjaya also classifies female protagonists in Uttama Madhy,

Madhyama, who follows her mother and does riot wait any more for D
obtained in a drama but Dhumini (who tries to kill her husband) 1ssucha

{m :‘:‘Types“aflf‘emale"rmfaeomsta P

FoibifT ?}’rxaﬁma

e oL o1

Eigure 13; Types of Protagonist»(According to Situation)
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ama and Adhama category based on

ma, who is ready to do anythmg and .
of Abhigyanshakuntalam i

ushyanta; Adhama cannot be ;
character
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. (Alamkara), sweetness (Madhurya), clarity (Prasadd), loveliness
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phanamjaya classifies female protagonisys in eight categories based on the situation with or without the -

protagoniSt- Proshitpriya is 'Vasavdutta of Swapnavasavduttam, who is waiting for husband (who g ‘
out of town) to return. Vipralabdhq is Sha ’

kuntala of Abhigyanshakuntalam, whom Dushyant has
promised to meet but he does not retury, Kalahantita fights and disrespects the protagonist, like Iravatj
of Daskumar Charit. Virhpotkanthitg keeps waiting for protagonist who never comes, for example -
Nimbvati who is waiting for her husbanq Vasaksajja gets ready (dresses well) and eagerly waits to meet
her lover, Padmavati of Swapnavasavduttam fajjs under this category. Svaadhinabhartuka s the female
protagonist whose husband loves only her unconditionally, like Sita of the Ramayana. Abhisarika is
the heroine who gets rea

o i | dy tQ meet her lover (especially) at night and sends a message through a
messenger. Urvashi of Vikramorvashiyam is Abhisarika,

]

'3.'Types of Rupaka (Drama) o j ~.

1

The title: Dasharupakam derived from the third chapter (72 verses) that depicts ten (Dasay varieties
~ of Rupaka instead of Bharata Muni’s ten main and eighteen sub types of play. '

a_,A ya
:  Kandakatha, |t
Parikatha,

Kathanika -

‘Durmnalika, Prakaran,
«.Hallish, Bhanika - Skt
i Figure 14: Type of Kavya (Literature)
Dhanamjaya says, “If a playwrighit, having gained the proper understanding or the essence of the
. Natyashastra, diligently appliesto his work the series of definitions of the ten forms of drama (Dasarupa)
‘as prescribed in the Natyashastra; and, if he also studies the works of great poets, he would undoubtedly
hetorical embellishments |

- be able to produce, a literary work of great merit. That is adorned with
(Lavanya) and eloquence (4bhijata),

- composed in leisurely paced (Manda-kranta) meters.”

Natakals réga;ded asa compiéte, best and the most commonly used form of drama in compﬁarisdn‘with :
- other nine forms. Even movies of the 20" and 21¢ century follow rules of Nataka.-

4. Rasa

W : Th»'e:t;om"th'cl:hapter throws light on aesthe'tically important Rasa, running on 86 verses,
! 'D.ﬁ%inamj'aya discusses Bhava, Vibhava, Anubhava and Vyabhichari bhava and follows definitions of
-t}.ie:éi‘g'ht"Rasé -Shj-ihgara, Hasya, Veera, Raudra, Karuna, Adbhuta, Bibhatsa, Bhayanaka as furnished -
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For Rasa Dhanam_]aya says, “Whether one takes
a subject that is delightful or dlsgustmg, exalted
or lowly; cruel or kindly; obscure or adapted; or
whether one take ‘a subject created by the
1mag1natron of a poet, there:is no. subJect that
cannot succeed in conveymg the Rasa, among
mankind.” Although, Dhanamjaya has tried to
yreld a brief account of Rasa in addition to that
Dhanika has also produced “occasronally lengthy
- discussion of drsputed and obscure points ... ...
many of which are valuable in obtaining a clear -
‘conception of the principles of Sanskrlt
Dramaturgy * (Gupta) but circumscribed readmg
of Rasa is not suffi crent to comprehend an
unabndged 1dea of Rasa.

/

Conclusron

Dasharupakam, an abridged version of
the Natyashastra, a highly compressed manual
written. in nof-so difficult Sanskrit and Prakrit
language for masses and theatre artist at large to
renew the theatre of the era. An original or
translated version of Dasharupakam can be used
even today to guide theatre and movie artists as
well as directors to'come up with a piece of- art
(drama/movie), as it extensively discusses

et pbipriie; (el LeIPES 51815 Sneone

Modem Thamizh Research (A Quarterly’ Intemational Multilateral mﬁ.

Three Days Multi-Disciplinary Intemational Webinar
Organized by: P.G..& Research Depariment of Hlstory, C. Abdul H

On "The Impact of Liberalization,

A , ,
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Frgure 1 5 Rasa Theory

important constrtuents of any play: plot, Rasq g
characters v

Dhanamjaya camed the abndgment wor, |
so far but it lacks in important arenas: consisteng,
in the treatment of topics, extensive explanatioy
of definitions or technical termrnologles mf
presenting Arthaprakrtr s importance in the ply
or its correlation with the 4vastha; that can be -

“understood in correlation to Natyashastra o

Indian Poetics. George C- O Haas has rightly
observed that in many instances, brevity was "
achieved at the cost of ¢larity. Shortcomings and |
the absence of fair treatment makes
Dasharupakam incomprehensible withou
Avaloka commentary. Dasharupakam can serve

“a purpose of a hand book for the theatre artist

for whom Natyashastra is a voluminous treatise.

Dhanarn] aya and Dhanik have also pavet

. the way for successors in the area-of Indias
~ Poetics. Dasharupakam has been used as? |
-comprehensive and usefi] source material. The

sixth chapter of Viswanatha’s Sahityadarp®™
(14th century) has extensrvely used citation |

from Dasharupakam to descnbe Drasya ap =
(of dramaturgy),

__——/\:_
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COMPREHENDING CONCEPTUALIZATION op DHANAMJAYA’

S DASHARUPAKAM

S

Despite of having all the qualities, Dasharupakam
has not gained wide popularity among the
scholars, playwrights and evep readers because
of the easy language, being non-canonical text,
lesser commentaries, Comparatively insignificant
work, condensed subject matter and most

significantly it has been overshadowed by the

predecessors and successors.

. ’Works Cited

1_. '“Dasarupaka Dhamka Avaloka Dhamka'
Srinivasa Shastri (Hindi Translation):
Manish_dutta: Free Download, Borrow, -

~ and Streammg " Internet Archzve
- archive. org

-_-trihinditranslation” Dasarupaka.”

- Sreenivasarao’s Blogs, sreemvasaraos com/ Y

ot tag/dasarupakal.

9 \Dhananjaya Dhanan_]aya Dasarupakam

-~ Nabu Press, 2010.

3 Dhananbjaya“,- et al. Désiarupakam:

it Samiksoatmakavistr%tasamoskr%t,
g ahindibhumikadyavasitajatatat"tvopetam YL
Caukhamba Amarabha.ratr Prakasra.na, 1987." \

; 4 _ Dhana.n_]aya Dasarupakam Hardpress Ltd el

2013

5. Hass, Georg.e- C.0., editor. TheDasarupa K
~Treatise on Hindu Dramaturgy by .
""" Dhanamjaya. 1st ed., New York Columbra '

; Umversrty Press, 1912.

6 Nandr, Tapasw S. Natyashahtra Saraswatr

' Puistak Bhandar 1994.

_. 7.;.:_Nand1 Tapasv1 Bharatrya Sahltyam Vlchar’_‘.t:. i
: P aramparao Umversrty Granth Nrrman":‘h:_'_” ixs '

~ Board, Gujarat Rajya, 1972. .

/detarls/dasarupaka -
dhanikaavaloka dhanikasrinivasas has

. _'.Introductron Engllsh Translation and
K Indrces Second ed. Vol. 4. Delhi: NBBC
' «Pubhshers and Dlstnbutors (P) LTD, 2014.

13,

-Surve, Dr. Anshu., and Tiwari, Garima
.“Problematlzmg Prevalence of Rasa in The

: Excellence Voll3 No. 1, 2021 .https.// ;
‘hrdc.gujaratuniversity.ac. in/Uploads/

‘Apr202l

11.
' 1Dasarupaka Aur Uski Hmdl Vyakhya
Sa.hrtya Nrketan

- Wouldnt

How...” Natyasastra —Natyasastra Wouldnt
"_Know Anything about How Stages and
- Theatre Was Constructed without It Or
_ Indian Music Ascribes to Barotfa Main,

. Www.coursehero. com/frle/7532092/
,Natyasastra/

Pandya, Dr. Shantikumar. Joshi, Arunbhg
and Pandya, Pracheta. Achary 4
Dhanamjayavirachitam Dasharupakgm
Pasharva Publlcatron, 2000.

Rajan, P. K. Indian literary criticism m
English: critics, texts, issues. Jaipur: Rawat
Publ,, 2004.

Plays Of Mahesh Dattani ” Toward

EJournalDetail/30/ 1045/47 pdf Accessed 21

Trrgunayat, Dr Govmd Hindi Dasrupaka -

Unm Dr N P. Natyashastra Text wrth

vsh1man7 “Natyasastra = Natyasastra
Know  Anything about

B, oo

mefieng suslpmise (LeTemmiGU LETWES SLOLD ETNENGE ebmﬂw) 3- swear 2021 - Apindsp (ISSN 22- 984X)
Modem Thamizh Research (A Quarterly Intemational Mulilateral Thamizh Joumal) 3 to 5 June, 2021 - - Special Issue (ISSN : 2321-984X)
Three Days Mull‘l-DlSClpllnafy Intematlonal Webinar On "The. Impact of leerahzatron Privatization and Globalization [ICLPG-2021]"

Otgamzed by: P.G. & Research Department of History, C. Abdul Hakeem College (Autonomous) Melwsharm Ranipet District, Tamilnadu,




