CHAPTER I

TEN TYPES OF RUPAKAS
India, can rightly, boast of a theatrical tradition going back to atleast 3000 years. The NatyaSgstra of Bharata
(I1century BC) is admitted by the greatest work produced
in India of theatre. But N.S. itself is a combination of
various traditions prevalent at that time. The pre-Bharatan
theatre had a history going backto several centuries. The
description of various visual forms in the J2taka stories ,
in RSmZiyana, in MahEibhSrata and the reference to the
Natasutras all go to prove the vibrant theatrical activities
priorto the advent of N.S the early centuries of Christian
era. There were multiple streams and various forms of
manifestation for the visual presentations.
N.S is an encyclopedia of informations regarding
all that is presented in the stage. The multiplicity offorms
existed at that time itself is a proof to show the fullfledged
stature that the theatre had attained at that time. Bharata
has enumerated as much as ten types of ripakas. His
desciples and followers like Kohala and Dattila describes
a further development in the form of Upatiipakas. We first
exam the nature of ten riipakas.

Nataka, Prakarana, Anka, Vyayoga, BhSna
Samavakira, Vithi, Prahasana, Dima andihamrga are the
ten rupakas.

NATAKA
Nataka is the most important dpaka described by
Bharatal. It is the most perfect one among the riipakas.
The story of drama should be taken from ltihssa or Purana.
In Sihityadarpana, Visvanatha says it is to be selected
from mythological or historical records along. In
Dasarfipaka it is stated that the story of drama may also
be partly traditional and partly created by the author.
The hero of Nitaka should be an ideal person and
must be a King or a God. All the sentiments, especially
S~gEiraor Vira should find expression in a Nataka. The
plot should be simple. In a Nataka the five sandhi-s namely
Mukha, Pratimukha, Garbha, AvamarSa and Nirvahana are
use to develope the story. The five elements of plot or the
Artaprakrti-s namely Bija, Bindu, Pat2ka, Prakari and
Karya are also included in it.
Bharata does not seem
to contribute to the view of the three unities- of time , action, emotion- in a drama as in the Greektradition. Hence
he does not give any time limit for a N5taka. But the duration of an act should not exceed one day. But
Sahityadarpana maintains that an act may contain incidents of a few days, or even one years when the action
cannot be finished within this time The important portions
may be simply narrated or it may be supposed to pass
between the acts. They may be communicatedto the au4

dience by some unimportant characters. On the stage
there should be no crowd and only four or five characters
should be there at one time. Eating and murder are strictly
prohibited on the stage. It should contain five to ten acts.
In dramaturgical works, some contrivances called
Arthopaksepakas are described for introducing minor incidents which are not directly connected with the main
plot.
Abhijfi3na ~2kuntalacan be cited as typical example
satisfying the conditions laid down for Nataka types of
Rii~aka.

PRAKARANA
The second type of rGpaka is Prakarana. It is similar to Nataka in number of acts and in number of Sandhis.
But it differs from Ngtaka in a few points 2. Its plot is the
poets own creation. The hero should be a respectable
person like a minister or a Brahmin or a merchant. The
hero should be one self-controlled and Calm Dhirakinta.
The hero~nemay be a house wife or a courtesan.
Mrccakatika and Malatimadhava are examples of
Prakarana

The Anka is also called Utsrstikiinka. In this the
story should be well-known and it is to be developed by
means of imagination 3. The main sentiment should be
Karuna. This is considered to be a one act play. It contains only two Sandhis, the mukha and Nirvahana. It con5

tair,s lamentation of women

The Vyayoga is of Military action with heroiccharacters from the epics. It is restricted to one act. Its plot is
taken from tradition. It should contain only one incident
which is completed during a day. Only a few women characters should be there. The sentiment of love is excluded
from it. It never admits comic scenes. This type of RiTpaka
contains only the three sandhis- Mukha, Pratimukha and
Nirvahana. KaiSiki w t i is excluded from it. Madhyama
Vyayoga, ascribed to Bh5sa is a fine example to this type
of RGpaka.

This is another type of Riipaka which according to
N.S 5, have been enacted in the heaven. It has no introductory scene. Samavaksra should have some mythological theme and it is religious in content. It should be in
three acts, each of which should have seperate theme.
The first act should contain a story which happens in about
nine hours, the second three and a half, and thethird one
hour and a half. Samavakiira deals with the fight between
Gods and demons, mortals also are introduced. Twelve
heros will be there. It should include verses having vedic
metres like Usnik and Giiyatri. Srng3ra can be introduced
in it but vira should be the predominent rasa. The three
kinds of deception should be inserted, namely, natural supernatural and that done by enemies. Three kinds of ex6

citement also should be there, namely that resulting from
the burning of a city, from a battle and storm, wildfire and
the like. And three kinds of ~ m g 2 r aalso should be in,
~ r n g ~ and
ra
cluded, namely D h a r m a i ~ g i i r a Artha
Kamasrngara. Samavakara has four Sandhi-s, Mukha,
Pratimukha, Garbha and Nirvahana. DaSariipaka and
Sahityadarpana gives Samudramadhana as the example
of Samavakara. The work is not available to us.

VITHI
As the name suggests Vithi might have been form
performed in the streets. It is something similar to Bhgua,
written in a gay style. It is a one act play and may be
performed by one actor or two.There is no restriction on
the kinds of character represented nor on the types of
story.
This type of RGpaka have thirteen angas namely,
Utghatyaka, Avalagita, Avaspandita, NBlika, AsalpralSpa,
Vakkeli, Prapanca, Mrdava, Abhibala, Cchala, Trigada,
VyavahZra and Ganda. Inthis play the two Sandhis Mukha
and Nirvahana are to be employed. Bharativflti also employed in it. The five elements of the plot or the ArthapraFis
namely, Bija, Bindu,Pataka,Prakari and kerya are also
included in it

PRAHASANA
The Prahasana7is a farcial or comic satire in one or
two acts. The theme is mostly erotic and invented by the
author. Sensuality and hypocricy are the subjects in it.
7

Prahasana have some causticity and humour. It may have
any number of actors . Accordingly to the defenitions of
dramaturgists Prahasana is a Ripaka in one ortwo acts,
simply intended to provoke laughter. The story should be
fictitious and the hero may be an ascetic, a brahmin, a
king or a rogue. The rest of the characters are courtiers,
servants, beggars, villans, prostitutes and the 1ike.The inferior persons are to speak low prays. Prahasana inlcudes
two sandhi-s, Mukha and Nirvahana. It includes Bharatiqtti
also. Bhagavadajjukiya and Mattavilssa are examples of
prahasana type of Rupaka.

DIMA
It is a fantastical piece of dramatic performances. Its
subject must be well known and taken from mythology or
from popular legends. Sixteen heros can be included in a
Dima8. They should be Gods, Semi-Gods, Gandha~as,
Yaksas, Raksasas, Serpents, BhlRas, Pretas, PiSacas and
the like. Except the sentiments of Smgara and Hasya, all
sentiments may be delineated. But the principal sentiments should be Raudra, Vira and Adbhuta, by magic,
combat, wrath, excitement and by the eclipses of the sun
and moon. It has lour acts. In Dima, there.is no
Viskambhaka and Pravesaka. Four Sandhis
Mukha,Pratimukha,Garbha and Niwahana are included
in this type of RGpaka The two Vrttis Satvati and Arabhati
are employed in it. Sghityadarpana and DaSarGpaka
pointout Tripuradahana as an example of Dima.

-

Ihamrgagis another kind of Rapaka in four acts. In it
the hero and the villain may be either a human being or a
devine one. The heroine may be a Goddess. The plot is a
partly taken from the legends and partly invented. It describes a hero tries to obtain a divine woman against her
will by abduction or some other device. ihgmrga have
employed three Sandhis

-

Mukha, Pratimukha and

Nirvahana. KaiSiki Vrtti also excluded from this type of
riipaka.

BhSna is one among the ten types recognised by
Bharatal0. It is a monologue in one act by a single character. The word is derived from the root 'Bhan' which
means 'to speak'. According to Dhanika the predominance of Bharativrtti in it makes the name Bhsna - Si3
bharativrtti Pradhanatvad bhanah. Vidysnatha supports
the view of the Dhanika when he qualifies it as bhi3rativrttibhiiyistham.
..
Ramacandra and Gunacandra derive the term
from 'bhan' and interpret it as bhanyate iti bhgnah. The
fact that it is almost a soliloquy confirms its origin from the
root 'bhan'.

DEFINITION OF BHANA
Bhana is defined as a one act play of several incidents presented on the stage by a roguish rake called the
Vita. Bh%nais of two types. In the first, the dhiirtavita
enumerates his own licentious experience and in the sec9

ond, he enumerates the experience of other persons. The
whole play is presented throgh the dramatic technique
called AkaSabhSsita with proper action and gestures. It
consists of the diverse conditions of the common people.
According to A.G the single character on the stage
presents to the audience the other characters by looking
upon the sky and making conversation with the imaginary
persons and reporting it to the on-lookers. Abhinavagupta
again explained that BhSna will serve as a moral lesson to
the licentious Bhrahmins, princes and others in the higher
strata of the society.

REFERENCES OF BHANA IN
ABHINAVABHARATI
In his commentary on N.S Abhinavagupta describes
the peculiarities of Bhina.
In N.S har rats defines the three tipes of theatre
. . madhyama and Kanistah. The first is asnamely Jyesta,
cribed to divinities like the Devas, the second to kings and
the third to the others. Commenting upon this A.G. says
that play forms like-Dimainvolvingthe divine personalities
shall be performed in the ,lyesta
. . type of theatre. Nataka
and otherwith royal personages in Madhyama type of theatre. Bhana, Prahasana etc. in which the characters are
ascetics, brahmins and the like shall be acted in the third
type of theatre.
Refuting the idea of Kohala about the heroship of
Adhama Characters A GI1 says that in Prahasana and
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Bhana where hasya as prominent the hero k\irnly
.. an
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adhama.
According to A GI2 types like NStaka and Prakarapa
Dharma is prominently represented. In Bhgna sports element is dominent. He explains this when he describes
about the various tastes of people. Material enjoyment is
the soul of BhZina.
x
:

While discussing about the Aharya (Costumes) A GI3
says about BhZina. In BhSoa a single performer presents
more than one character on stage without changing the
dress.
A GI4says that Prahasana and-Bhgnagives stress on
entertainment. They are specially intended for women,
children and fools.(stnbalamiirkhI?diratraadhikan)
Explaining the ~kS6abhZisitaA G says the characters
are only imaginary and do not actually appearon the stage.
The Vita, the only character observes love situations, sexual
union between two lovers and present it to others. The
important characteristic features of Bhana noticed by
A.G:
1. Bhapa is to be played in the third type of theatre.
2. The hero of the BMpa is a low character
3. The prominent rasa is Vismaya.
4. It is for entertainment (ralljakarasapradhana).

5. Women, children, fools etc. are its adhikaris.

6. Sports (Knda) is the major activities in it.
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THE TREATMENT OF BHANA BY DIFFERENT AUTHOURS
Dhanaiijaya15insists on several aspects of BhBna. He
emphasises the importance of sentiment, plot,
characterisation, mode of behaviour of the character and
graceful dances. According to him either vira or smgara
is to be treated as the main sentiment of a Bhgna. These
sentiments should be interpreted through the depiction of
heroic exploits (~aurya)or fortunes of love(saubhagya).
The only character appears on the stage is a shrewd and
scholarly Vita. The imaginary plot is devided into two Sandhis, viz., the Mukha and the Nirvahana. The whole play
narrated through the verbal mode of behaviour of the actor
(bhsrati vei) . Dhanaiijaya admits, for the first time, the

ten Lasyangas in a BhaIia.
Dhanika in his Avaloka mentions BhSna. The Vita
narrates the mischieves of his own. The main character is
a dhClrta or Cora ( a thief) or dyfitakara. The main vrtti is
BhSrati. The solo-actor asks questions to the air and presents answers. Vira and srngSra are the main sentiment
in it.
~ a r a d i t a n a ~selects
a
smgira as the main sentiment of a Bhtina ( ~ r n ~ ~ r a i k a r a s ~ ~ r He
a ~ adds
a m ) one
.
more lasyanga, the Kavika, to the ten mentioned in
DaSarupaka. He introduces four kinds of Nuya to be administered to the Bhana. They are Gulma, Smghalita, Lata
and Bhedyaka. Gulma is a group of dance. ~rnghalitais
a dance in which the dancers go in a row like a chain
holding one anothers hands. In the Lata type of dance the
12

participants are in pair. Irlthe Bhedyaka type the dancers
are dances in seperately.
singabhiipala has nothing new to say about BhSna.
He includes the definitions of the ten ISsyangas.
Visvanstha makes a change in the Vrtti of Bhana. He
admits KaiSiki also as Vrtti in Bhana. He does not stress
on srng3ra.

BHANA AND LASYANGAS
The ten number of ISsya are liberally employed in'
Bhanas. They are: geyapada, stitapathya, asina,
puspagandhika, praccedaka, trimcdhaka, saindhava,
dvimijdhaka, uttamottama and uktapratyukta.
Geyapada is a song sung by a heroine playing a lute.
According to Bharata, she is to be in the sitting posture. It
is not accompanied by dancing. The gentle dance in this
connection did not imply the movement of the entire body.
Sthitapathya consists of song sung by a woman in a
standing pose with appropriate gesticulations. According
to Bharata this type of l3sya should be sung in prak? by a
woman in seperation and burning with the fire of love.
When a woman character occupies her seat on the
stage and engages herself in conversation besides gracefully moving her eyebrows, hands and legs, it is called
asina.
Pushpagandhika is dance accompanied by singing and
instrumental music. Men and women should act contrarily
to their nature. It is meant for sensing the lover's heart.
Pracchedaka is the lssyanga wherein a woman in
13

seperation, being moved by the moon light, gets ready to
go to her lover though he has offended her.
TrimCldhaka is the dancing of men. The song is
composed of words neither too harsh nor too sweet.
When one employs prikfl and dances with a sound
of one's bangles it is called saindhava. According to
Bharata, the person who dances is a lover.
DvimUdhaka is a song clear in feelings and sentiments and accompanied by gesticulations.
Uttamottama pertainsto a song expressing and anxiety sung in the presence of a stranger. Bharata defines it
as consisting in a various kinds of stanzas suggesting various sentiments.
Uktapratyukta is conversation in song expressive of
anger and delight, and containing words of censure carried out by couples of youthful vigour.
The question how the ten liisyangas came to be
associated with Bhiina has to be answered. U s y a is one
of the dance forms described by Bharata. It is not a dramatic form but a dance form. LZsya, the deity of which is
Parvati, is feminine and gracefulI6. This form might have,
at the time of Bharata added to the dramatic forms for
entertainments Bharata saysAnySnyapilasyvidh~vang2nitu natakopayogh7
Asrnedvinisflani tu bhana iva 6kaprayojyanT
Bhi3na is a monologue and it is performed by a
single character (ekapatrahafyam). The l&ya is also
ekapatraharya. This is the similarity between the two.
Lasya is employed in other forms of RClpakas also.
14

But it is not usually associated with the heroic type like
samavakara, ihSmrga and Dima. It is always being
sukumsra in nature. It is always employed in plays where
the theme is SukumZira. This analysis goes to prove that
Bharata had included bhana among sukumZira type of
drama.

BHANA AS A SOCIAL PLAY
Some scholars have attempted to treat the different
types of RGpakas underthetwo head of social and heroic.
According to them N3taka which describes the story of a
Dhirodatta nSyaka worttly to be emulated, belongs to the
heroic type. It is of a sublime nature. The sentiments in
these plays will be vira or Smg2ra. The theme is derived
from the ItiMsas and hence this type is ranked in a higher
plane.
Prakarana on the other hand imaginary theme
(Utpsdya). At terms the popular stories form the subject
for these dramas. The characters are drawn from lower

strata of the society. As we seen in Mrccakatika there
are Dhfirtas Vitas and Ganikas among the characters.
These plays though of a lower nature is more ttuthful tothe
social realities of the time. Hence they can be classified
under the social dramas in Sanskrit. The M h i , Prahasana
and Bh2na belong to this group. Many of the UparCipakas
of the later stage also come underthis catogory . Bhana
thus represent a tradition in which the theme is related to
the social realities of day to day life. It is quite natural
that h5sya forms an important part in this type of drama.

THE STYLE OF BHANA
Bharata emphasis the use of selected syllables for
the beautiful composition of a drama. He stresses the
employment of sweet words that may be suitable to the
sentiment in progress.
The accepted style of BhZina is vaidarbhi. Sensuous
words and sweetness are the noted characteristic features
of vaidarbhi style. Mgdhurya and PrasSda are the two
important merits of vaidarbhi. Vaidharbhi is most suited
for the erotic sentiment.

DRAMATIC CONVENTIONS IN BHANA
NANDI
Bharata defines NSindi as an invocation in a verse
or group of verses seeking the grace of a deity ora Brahmin or a King for the well being of the audience and the
actors. Sbtradhsra recites the NSndi. Visvanlha follows
the views of Bharata and recommendsthe mention of auspiclous names like Moon, Conch, lotus. reddy goose and
lilly flower in a Niindi.
The word Nandi is derived from the root 'Nand
meaning to rejoice. It is intended to inspire the actors
and the audience There are two types of NSndi the
~uddha
and PGtrSvali. The ~ u d h a
is threefold consisting
of Namaskrti, MSngaliki and Asis. The Patravali type of
Na'ndi is suggestive of the ~ i j for
a some important events
of the plot in words capable of double meaning.
16

SANDHIS AND SANIIHYAMGAS
All the five sandhis are present in full-fledged dramas like Niitaka and Prakarana. Owing tothe simplicity of
plot and lesser number of characters, some Sandhis are
omitted in the case of other varieties. In BhSina there are
only two Sandhis, namely, the Mukha and Nirvahana. The
omission of certain sandhis in certain types of dramas,
depends .upon the nature of the plot and the type of the
hero. But the important factor is that, in all plays, there
are Mukha and Nirvaharla sandhis, since they are essential factors for any type of action and plot.
The five stages in the development of the action are
called Aramba, Yatna, PraptySa, Niyatspti and phalagama.
Besides the five stages of action , there arefive elements
into which the plot is divided. They are known as
Arthaprakrtis. They are the means, by which the desired
object is achieved. They go by the names: B~ja;Bindu, ,
Pataka, Prakari and Kiirya.
The whole action of Bhina is regulated by the Vita.
So all the stages of action and attainment of the fruit rest
on the efforts of the Vita.
BHAKATAVAKYA

The last part of the Nirvahana Sandhi is called
Prasasti or benediction. It has become famous as
Bharatavakya. Bharatavakya is the final benediction of a
sanskrit play expressing the welfare of the King, the state,

and the composition of the Poet.
This terms is of unknown origin and etymology and
is used only in dramas. However, it is the general belief
that BharatavSkya is so called in honour of Bharata, the
founder of sanskrit dramaturgy , and that this final
benedictory verse is the statement of a 'bharata' or actor
not as playing the role of any character in a play.

AKA~ABHASITA
The solo-actor of a BhSina is the Vita, a chief man
of the town. He introduces the various characters and to
criticise them in diverse ways. The other characters
occuring in the theme, are supposed to exist off- stage.
With all of them the vita carries his conversation through
the Natyadharmi technique of Akiigabhfisita or imaginary
conversation. When one actor alone. without another actor on the stage says 'Do you say so'? or the like, as if
hearing some thing, though it is really not spoken, that is
called conversation with imaginary persons or
Z\k~sabhSisita.~heAkZSabhZ9sitais defined in DaSarucpaka
as:
Kim brav~syeuamity5di
vina pstram braviti yat
Srutveva anuktamapyekahtatsy3d ak2SabhiTsitam
THE DRAMATIC ELEMENTS IN BHANA
In sanskrit, Kavya is oftwo types - Dgya and &avya.
The poetry is realised essentially in the form of action.

Speech itself is a form of action because through this the
people expressestheir reactionsto whatever situations they

are involved in.
Speech is a very important form of action but it is
not the only form in which people act. Much actions expressed through non-verbal forms of behaviour like movements of hands and head, the way of walk, sit, stand or
dress- can all be expressive gestures or attitudes.
According to Bharata a dramatic work presented
for sight as well as for hearing. It offers a complete integrated experience of the eye and ear. Bharata lays great
stress on bodily expression, without it there is no drama,
no rasa. According to him, the visual and aesthetic aspects were equally necessary for as effective presentation.
Stage drama comprises four forms of expression
called Abhinayas: the bodily expression (Jngika),the verbal expression (vscika) expressionthrough external meansdress, make up etc.(f\harya) and the expression of mental
states (SStvika).
The four Abhinayas which are the means of theatrical communication,can be presented in two different styles:
Lokadharrni and Natyadharmi.
The theatrical representation is two fold realistic
practice and theatrical practice. Lokadharmi is the practice based on the natural state of people and things.
Bharata says drama is the representation of the activities
and mental states of the three worlds - human, devine and
demonic.

LOKADHARMI
According to Bharata, BhSna is a drama depends
on natural behaviour in its characters and presence of
s~mpleacting the popular usages and activities of men and
women of different types with naturalistic appeal, that is
called Lokadharmi. Bharata lays stress on Lokadharmi
because it gives maximum similarity of a play to the world.
The Natya is based on the nature of people. The very soul
of Lokadharmi is naturalistic appeal and its every aspects
suits to the world17.

NATYADHARMI
If the natural behaviour of the people is stylised and
utilised in a play on the basis ofthe dramaturgical theories
is called Ngtyadharmi.
Bhanas present Lokhadharmi in matters like customs and states of people and the dealing of the courtesans and bawds. BhZnas also followwhat has been accumulated as conventional by Bharata. Bhina being performed by a single character on the stage and present the
whole play through the technique of AkS.abh5,sita. Vita
follows the movements of limbs and gestures following the
established theories . The dress, make-up and other accessories of the Vita are also conventional. BhZnas also
presents the sorrows and joys of the human nature. The
concept of LZsy5ngas in a Bhana is also conventional.
The prescriptions of 'JanSntika' also belongs to
Natyadharmi. The above convention seen in the BhSna
2Q

make it a Natyadharmi play among DaSampakas.
THE PLOT OF BHANA

The plot is divided into three types- Prakhyata,
Utpadya and misra. The Prakhyata is that taken from the
ItihSsas and PurGnas. In the UtpHdya type, the plot is a
product of the poet's own imagination. If the plot centres
round both divine and human characters and is partly
known and partly imagined, it is known as of the MiSra
type.
In the Prakhyiitatype the author does not possess
freedom because he has to follow the society which is
famous among the people. But in Utpadya type the author
has complete freedom in expressing his own ideas.
Bharata does not prescribeany particular plot for a
BhSna. Dhanaiijaya c:onsiders an imaginary plot .
Visvanstha recommends the imaginary type of plot of a
Bhana.
The main object ol'Bh21nas is to ridicule and satirise
certain aspects of the contemporary society and describe
certain classes of people in an interesting manner. The
theme of Bh3nas is more serious with occasional touches
of humorous situations from which there is much possibility of knowing about the conditions of life, how people enjoyed life, how people suffered due to several evils, their
amusements and differentaspects of their culture.

HERO - THE VITA
Bharata lays down that Bhgpa should be
"dhCrtavitasamprayojyan i.e. having the characters of
rogues and voluptuous people. Such a person need not
21

be the 'hero' in the sophisticated sense. He is only a
character in the play. The heroship is very narturally
transfered, to him in the later BhZinas. The qualifications
that are essential for a hero are: generosity, grandeur,
high birth, prudence, valour and piety. All these qualities
make him a perfect hero. Hut in BhBna, the Vita is a rake,
who has contacts with women of low morals of all ranks
including courtesans. More or less he is a master of their
professior~.He encourages the youngsters into the profession and directs them in various modes of Coquittish
life. He is welll versed in the erotic science and speaks in
sanskrit. He is a jovial person who does not care much for
the marital bonds but, conclemns them.
He is very clever arid capable of see the negative
and positive sides of any arguments. The Vita is one who
spent all his riches for a licentious life. He is respected by
the courtesans for his excellences. He is a master in all
arts. According to Dhanaiijaya the Vi!a is one who is
proficient in a single branch of learning. Dhanika accepts
the Vita as a man of profound knowledge in any one of
the fine arts.
The Vit,a plays his role in dramatic and'non-dramatic literature. Hls role is not magnificiant in the Natakas
..
and Prakaranas. He acts as an assistant to the Nayaka.
In the Nataka he acts iaS a comic character. The
Mrccakatika introduces two vitas of different types, one
r a another attending Vasantasena. The
assisting ~ a k ~and
second vita appears in Act V as an attendant escorting
Vasantasena on her way to her lover. The Vita of
22

Nagananda is a drunkard seeking Navamalika
In the BhSnas the Vita is in all his glory. He is
ready to protect his friends, when they are introuble. The
courtesans seeks his help during their love quarrel.
Bharata does not seem to emphasis the role of Vita
as the hero of a Bhsna. It seems that Bharata includes the
Vita of a Nitaka in the cla~ssof low characters. The Vita
appearing in the rupakas except the BhZna can be admitted as an inferior character. In the BhSna the Vita is the
only character that appears on the stage. The Vita of the
BhSna should not be an inferior character. The vita teaches
the practical offence of love making to the courtesans and
pleasure seekers. Often he acts as a teacher and advicer.

THE MAIN PURPOSE OF VITA
The whole plot of the Bhina revolves round the Vita, the
Chief character. He introduces all other characters. He
takes up the responsibility of conducting the play to the
end. His main purpose is to unite the lovers. He accomplishes this aim towards the end of the day.
He is counted as the chief member of the courtesans colony. He encourages the courtesan girls in their
profession. He is a true friend of lovers. He loves them,
lives for them saves thenn from seperation and blesses
them with an endless happy union. He is noble and it is
due to his nobility that all the other characters addressed
him as 'Bhava'.

THE SENI'IMENI' OF BHANA
According to Bharata and Dhananjayathe main sentiment of a Bhana could be SrngHra and vira. This view is
supported by later dramaturgists. A study of the BhHnas
shows that most of them have 6rngara as the main sentiment. As the Bhana is a popular play intended for depicting the life of courtesans, their passions, 5rngira become
the main sentiment. Bhina is a type where in aesthetics
and erotics are seperately dealt in detail unlike othertypes
of dramas.

HEROINE: - I ' H E COURTESAN
The main plot of BhSna is the love affair of a young
courtesan, naturally the sentiment ofthe play will be 5.mgZira
In Bhana, the courtesans art?generally treated as the heroine. Her craze for a paramour and the final union with him
by the help of the Vita are generally associated with the
main theme of a Bhana. Several other courtesans of various nature are depicted in an interesting manner. The courtesans are crooked and only interested in making money.
Her life is full of pretentions for money. The courtesans are helped in their profession by her mother. The
bawd squeeze money from her lovers. The easy mean to
gain the cornpany of a courtesan is to please her greedy
motherwith payment.

THE ENACTMENT OF BHANA
Regarding the enact8ment.of
the BhZina there is no
other evidence available except that given by the authors
themselves in the prologues. Each and every monologue
is said to have been enacted on some occasion of festivals of various deities.
Owing to the excessiveerotic nature of these BhZinas
it is doubtful whether there vvas the public enactment of the
Bhsnas. One thing can del'enitely be said in this connection that these specimens attracted many who enjoyed them
as the Sravyak5vyas.. They became so popularthat some
of these BhZinas were copied down by many in order to
have their own copy to be read in privacy
It is a narrative aidecl by conversations with unseen
characters. So the appeal of its sentiment can only be
that of a sravyakavya.
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