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Origin of drama is closely connected with the Hindu Religious Trinity (1) Brahma (2) Vishnu (3) Maheshvara. Bharata, in the
very beginning of his ‘Natya Sastra’, pays obeisance to Brahma and Maheshvara for no other reason than that he recognises the
former to be the originator of drama and the latter to be the originator of dance. This is a view, expressed by Abhinavagupta
himself, as stated in the course of his interpretation of verse in question. Bharata mentions Prajapati, the originator of drama, first;
because he recognises dance to be the simply an embellishment of Drama.

There is another piece of evidence also in support of the view that Maheshvara was the originator of dance. For, Hindu religious
traditions recognises him be the greatest dancer. He is called Nataraja, and there is an ancient temple in Chidambaram in South
India, where he is enshrined in the posture of the greatest dancer (Nataraja). And, as if it were, in recognition of him as originator
of dance, the various rhythmical dance poses (Karanas) stand even today cut on rocks, with the appropriate verses from the Natya
Sastra of Bharata inscribed underneath each posture in the compartments of the eastern and western Gopuras of the temple.
Similarly Vishnu is recognised to be the originator of different style of acting.

Further, Brahma, in originating Natya Veda, is represented to have borrowed in various aspects from different Vedas and their
subsidiary branches. Thus, he is said to have borrowed the art of effective speech from Rigveda, music from Samaveda, acting
from Yajurveda and Rasas from Atharvaveda. And the treatise on Dramaturgy is called Natya Veda in order to give it the same
status as that of the recognised four Vedas. It is called the fifth VVeda and is meant not only for privileged three castes; but also for
the fourth caste, Sudra is as much entitled to study it as any Brahmana.

Natya Sastra: The following questions were put to Bharata by his pupils after they had witnessed the first drama staged by him —
What were the circumstances, which led to creation of the fifth Veda; and for whom was it created? The reason why they put this
question may be stated as follows:-

The pupils had witnessed the drama and they had analyzed the effect that it had on them. They had realized that it brings about
identification with the focus of the dramatic situation, to the effect that the audience realise through experience (because of
identification) that the four recognised objects of goals of humanity, (1)Dharma (2) Artha (3) Kama and (4) Moksha, ought to be
pursued. Thus, they had known that it instructs and that, therefore, the work, dealing with the ways and means of presenting it,
was rightly called the Veda. Hence the question arose in their minds “Why was the Natya Sastra created?” For, its purpose to
instruct people as regards the desirability of pursuing the well recognised goals of human life was already served by the existing
four Vedas. Creation of the fifth VVeda, therefore, seemed to them unnecessary. Therefore, they asked the question — “Why was the
fifth Veda created?” But if there be come, who cannot be instructed through the Veda, ‘who are they?” Hence the subsidiary
question ‘For whom is it created?” “Into how many parts is this Natya Veda divided? Are there so many parts that it cannot be
fully gasped? What are the various means of knowledge necessary for knowing the different parts of drama? And if drama is an
organic whole and not a mere jumble, is there any special knowing the inter-connection of parts? And if so, what is it? How are
the different parts of drama to be presented?”” These and allied questions Bharata attempts in his Natya Sastra or Natya Veda.

The answers to first three questions are given in the very first chapter. The answer to the first question may be stated as follows:-
The circumstances, which led to be creation of Dramaturgy, were the products of time. During Treta Yuga, when Vaivasvata

mavantara was running, the gods, headed by Indra, approached Brahma with a request to him to create a play-thing, which may be
pleasing to both eye and the ear and lead people automatically to follow the path of duty, without the need of any external
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compulsion, such as the order of the king. The reason why there arose the necessity for such a play-thing was that Treta Yuga is
domineered by Rajas, the quality of action, prompted by selfish desires and pain, during this Yuga. The need for a play-thing
arises only among those, whose experience is a mixture of pleasure and plain, the latter being proportionately more than the
former. For play-thing is for diversion. And one desires to divert the mind only from what is painful.

Such a diversion was necessary for humanity. For, humanity, being under the influence of Rajas, was deviating from the right
path, pointed out by the Vedas, and was ignoring the rites due to gods. They, therefore, felt the necessity of bringing humanity to
the right path. This could not be achieved through Vedic instruction; because the Sudras were excluded from the circle of Vedic
study. The gods, therefore, wanted an instrument of instruction such as could be utilized for instructing all, irrespective of caste,
and such as would be different in form from that of categorical imperative, would not be mere command, which is unpleasant to
hear and equally unpleasant to carry out; but such as would delightfully instruct, would cover the undesirable tone of command
under pleasant sights and sounds, would administer the bitter pill of instruction under the sweet coating of sugar, would mix the
bitter medicine of instruction in sweet mill so as to make it palatable.

These were the circumstances, which led to creation of the fifth Veda by which Brahma at the request of gods. It was created for
those, who did not readily follow the path pointed by the Vedas, or the Sudras, who were debarred from reading and hearing the
Vedas.

The reply to the second question: ‘Into how many parts is the Natya Veda divided?’ is that primarily there are four parts, dealing
with the following topics (1) Art of effective speech (2) Art of music (3) Art of acting and (4) Rasas. And reply to the third
question: ‘How are the various parts connected?’ is that drama, with the science of theory of which the Natya Veda is concerned,
primarily presents Rasa, and the three parts are the means of its effective presentation. Thus, it is an organic whole. The reply to
the fourth question is that it is apprehended directly through eyes and ears. And the reply to the last question covers the whole
work.

Problems of Aesthetics Solved in the above Answers: If we look at the traditional account of the origin of the Natya Sastra from
modern point of view, we find that it contains relevant answers to some pertinent questions that arise in modern minds as they
approach the problem of aesthetics.

1. The first question that is answered here is: ‘what are the aesthetic senses?” And Bharata declares that aesthetic senses are
only two (1) eye and (2) ear. He excludes touch, taste and smell from aesthetic senses, operating in getting aesthetic
experience from dramatic presentation. For, the former are the only senses, which can operate in relation to an object that
is common to many. What is the object of touch or taste of one cannot be the object of the same senses of other persons.
But whole audience can have in common what is addressed to eyes or ears.

2. Another question that is answered here, is: ‘what is the end of dramatic art?” And the reply is that the end of dramatic art
is instruction, not directly; but indirectly, through presentation of what is pleasing to eyes and ears. It does not directly
command; but it makes the audience experience the goodness of various path, through identification with the focus of the
dramatic situation. It administers the medicine of instruction, but it either coats it with sugar of mixes it up with the milk
of pleasant sight and sound so that bitterness of medicine is not experienced.

3. Bharata maintains that the aspect of sensuous pleasure is undeniable in the experience from dramatic presentation. But it
constitutes only the starting point. Thus he gives right place to both (1) Hedonistic and (2) Pedagogic theories of art in his
aesthetics.

4. He holds that dreams is simply a play or play-thing, which is meant for diverting the mind from what worries or troubles
it.

5. The most essential subjective condition for aesthetic experience according to him, is that the mind of the spectator should
not be occupied with excessive pleasure or pain.

6. He recognises the importance of women on the stage. For the correct expression of emotion, for instance, blush at the
sight of the object of love, is not possible unless the emotion, from which such a physical change proceeds, be actually
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present in the heart but there are certain feelings, which are peculiar to fair sex only. Hence, for their accurate and life
like presentation, women are necessary for stage.

Bharata’s Natya Sastra is divided into 36 chapters, according to some recensions, and into 37 chapters according to others. The
recension which Abhinavgupta had before him, while commenting on it, had thirty seven chapters and he refers to one of the 36
chapters of Kashmir Sankya Philosophy in the benedictory verse at the beginning of each chapter, and to 37th chapter he refers in
‘Anutara’.

The broad division of the subject matter is into (i) what drama presents, i.e. Rasa and (ii) the means of its presentation. The latter
is defined technically as ‘Abhinaya’ (acting) i.e. that which brings what is intended to be presented, as if it were, face to face with
the spectator; that which leads to as certain knowledge, as to what which the directly leads.

‘Abhinaya’ is divided into four types:-

a) ‘Angika’ i.e. acting consisting in the movements of the parts of body.

b) “Vacika’- acting consisting in the appropriate movement of speech-organs, involved in effective recitation.

c) ‘Satvika’ i.e. acting consisting in the action of mind, involved in the various creative states, such as finding expression in
involuntary physical changes, such as change of colour, tremor and horripilation etc; and

d) ‘Aharya’ i.e. all the mass of presentation other than those belonging to the psycho-physical constituents of the actors
themselves.

Angika includes:

a) all that is used for giving appropriate look to the characters of a drama to individual actors; such as paints, dress and
ornaments etc;

b) all that is necessary for presenting scene of action;

c) all the mechanical contrivances to present such means of transport and communication as ‘Vimana’.

Vacika deals with construction of the stage and method of its management. There is considerable space given to sections of dance
and music, both instrumental and vocal; necessary qualifications of actors and the stage managers are also given at some length.

Satvika discusses ten types of dramas, extending from one-act play to ten act plays. It deals with the method of dramatization and
types of hero, heroines and adversary. It also states the recognised types of aesthetic experience, different persisting and transitory
emotions and psycho-physical movements and situations, necessary to arouse them.

Bharata wrote Natya Sastra with a view to giving necessary instructions to dramatists and actors. Larger portion of the work is
devoted to the four types of acting.

Bharata’s place in drama and Natya Sastra: It is difficult to fix the exact time when Sanskrit literature began, and especially
the one of the oldest book ‘Sanskrit Poetics” was composed; but it is certain that it began as a discipline, and for this, we can only
make surmises by implications from the following sources (a) the oldest surviving works, (b) from stray references in period
literature, (c) from the elaboration of similar ideas in other disciplines and (d) from the fully developed ‘Kavya style’ all these
warrant the pre-existence of some doctrines of poetics regulating its art and usage.

The 16th chapter of Bharata’s Natya Sastra gives us for the first time, an outline of ‘poetics’, which is probably earlier; this is the
earliest existing ‘Kavya’. In it, we find a developed dogma, if not a theory of poetics which enumerates four poetic figures — (i)
Alankaras (ii) ten excellences (gunas) (iii) ten defects (dosas) and (iv) thirty six characteristics (lakshanas) of poetic composition.
This constituted the main contents of the discipline, as it existed at a very early period, and this is the first known period in the
history of ‘Sanskrit Poetics’.

In the Natya Sastra, Bharata is principally concerned with ‘Dramaturgy’ and allied topics in later poetic theories, Dramaturgy
became a part of the discipline of poetics, and the drama is essentially considered to a species of the ‘Kavya’. There are reasons to
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believe that in older times, dramaturgy and poetics formed separate disciplines; the former being earlier in time, as well as in
substance. The existence of Nata-Sutras was works in the ‘sutra-style’ on the historic art, was known even in the true of Panini.
However, there is no reference to such ‘alankar-sutras’, and the word ‘Alankara’ in technical sense was unknown. The earliest
surviving works of ‘Poetics’ do not include a treatment of the theme of ‘Dramaturgy’ was possibly excluded from the sphere of
‘poetics’ proper.

Bhamaka and Dundin speak of ‘nataka’; but they refer to specialized treatise for its detailed treatment. Vamana, shows indeed an
partiality towards the drama; but he did not think it proper to devote any special attention to it. Not until the time of Hemchandra
Vidyanatha and Vishvanatha, when the study was already entering upon a period of critical elaboration, and summing-up of
results that we find special chapters dealing with the topic of ‘Dramaturgy’, Vidyanatha and Visvanatha explicitly refer to and
summarise the ‘Dasa-rupaka’, a recognised work on dramatic art. While Hemchandra, who professes great admiration for Bharata,
and his enumerator Abhinavgupta, deals with the subject rather summarily, referring the reader to the standard works of Bharata
and Kohala.

Life: Indian tradition glorifies Bharata, the reputed author of the Natya Sastra, with the title ‘Muni’ and places him in a mythic
age. There is the widest possible divergence of opinions which exists among scholars as to his exact date. He has been variously
assigned to periods ranging from the 2nd century B.C. to the 2nd Century A.D.

Like other ancient Vedic and epic literature, the Natya Sastra begins in the form of a question-answer pattern. The first book opens
with these ‘slokas’ whichcan be rendered in prose translation thus — Atreya and other sages asked Bharat Muni, and in answer, the
sage explains why and how he has written the ‘treatise’. They define Natya Sastra as the 5th Veda and the sages asked how and
for whom the Muni has composed it. How many chapters are there, and what does the sage mean by Natya, performance, stage,
diction and other allied questions.

Bharata discussed the origin about the necessity of the dramaturgy and how Brahma, himself created Natya Veda. When the
people were living a life devoid of religion, discipline, culture and indulged in vulgar practices. The gods went to the creator and
requested him to provide such a thing, which can give pleasure with wisdom which was visible and audible both.

Bharata Muni had learned and studied it from oral tradition and for the first time he wrote Natya Sastra for the benefit of people.
Bharata’s Natya Sastra: Thus it appears that the school of Dramaturgy has separate existence from the orthodox school of poetics.
Bharata has set apart his work dealing with Natya or drama. He has introduced ‘Natakasraya’ or drama and emphasized the
‘ornaments’ and elaborated upon the ‘gunas’ and ‘dosas’ of them in the drama. Bharata expressly designated them as ‘Kavya
gunas’ and ‘Kavya dosas’.

He refers these alankaras and says — “Kayasyaite hyalamkarah. He clarified at the same time he considered ‘alankaras’ as the only
embellishment of the dramatic speech.

Bharata begins his chapter of ‘poetics’ with the discussion of what he calls — the lakshanas, which were partly material elements
of dramaturgy. He mentions 36 of them and devotes a considerable part of his treatise to their definitions. The whole discipline
has received from them their designation ‘Kavya lakshana’. From Bharata’s treatment of these characteristics, it appears that he
attached and considers ‘Lakshanas’ to be of greater importance than ‘alankaras’ which are mentioned as just few in number.
However, it is not clear from Bharata’s treatment, about what position these lakshanas should occupy in a formal scheme of
poetics but their functions is related to gunas or alankaras.

Dandin mentions alankaras summarily, and explained that they belong to drama and alluded to belong to ‘Tarunavaspti’(Bharata).
Dhananjaya, Vishvanatha take alankaras in connection with the drama, calling some of them natyalankara, dramatic
embellishment; and other scholars include alankaras under ‘guna’, alankara, bhava and sandhi’ but in drama, the use of these
requires special care.

In later period, Jaydeva’s ‘Chandraloka’ being the only work of poetics, he deals with ‘alankaras’. This means that the lakshanas
were strictly regarded proper to the drama, and were differentiated from the gunas and the alankaras. Abhinavgupta, while
explaining Bharata’s text mentions as many as ten different lakshanas; but lashanas or bhushana was taken as samudra lakshana to
be beautifying element belonging to the body of poetry, rather than constituting the body itself. Similar function of alankara in
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being ‘Kavya Shobhakara’ in drama is not a separate entity; but ‘Ajorthak-Siddha’; it imparts beauty to poetry, and is not indeed
as an ‘alankara’ added for extra beauty.

The concept of lakshana even at its birth had an overlapping function with alankara as a Natya-dharma’, it has a little
individuality, and the attitude of ‘Dasa-rupaka’, is not considering it separately significant. The main view, of lakshana to be
alankara, as a beautifying characteristic, appears to have found out with Abhinavgupta’s apologetic manipulation. From lakshana,
Bharata goes on to the more interesting topic of ‘Kavyalankaras’ or poetic figures. Only four such poetic figures were known as
recognised in his time, viz. (i) Upama (simile) (ii) Rupaka (metaphor) (iii) Dipaka (illuminator) and (iv) Yamaka (repetition of
words or syllables similar in sound).

Upama: The upama is divided into four kinds, according to the object compared (upameya) or the standard of comparison
(upamana) is one of many and Bharata has made use of these technical terms.

From another standpoint, five varieties of upama are distinguished and illustrated are — (i) Prasamsopama (ii) nindopama (iii)
kalpitopama (iv) sudrsi upama and (v) kimeit-sadri upama.

According to these qualifications apply to six upama.

Bharata was unaware of the inner shades of distinction, introduced later into the treatment of upama by Brahma, Dandin and
Udbhata, or its comprehensive definition given by Vamana; but the idea of comparison was even by Bharata’s time analysed thus
far shows a considerable amount of speculation on upamana.

Bharata’s first two kinds, however, are criticised byBhamaha; but accepted by Dandin without question, while the name, if not the
idea, of the third kind lingers in Vamana.

Of rupaka and dipaka, no sub-varieties are mentioned possibly it was later inventions, of ‘yamaka’, ten sub-species are elaborately
defined and illustrated.

In the earlier stages of ‘poetics’, what in later authors is known as sabdalankars’ of which the artifices of yamaka in particular
seem to have found the greatest favour, and received a more elaborate treatment; the process repeats itself in coparatively modern
decadent authors, who delight in such external poetic devices.

The later distinction between ‘sabdalankars’ and ‘arthalankars’ is not referred by Bharata. But he uses the word ‘sabdabhyasa’
with reference to ‘yamaka’, which might have suggested, as Abhinavgupta’s commentary on this point indicates; the later
differentiation was for the first time implied by Dandin’s treatment.

After the ‘alankara’, Bharata discusses the treatment of ten ‘gunas’ and ten ‘dosas’, which seem to have established and
constituted the orthodox number of excellences and faults of poetic composition. The doctrine of ‘guna’ and ‘dosa’ is connected
with ‘riti’, which was taken seriously by other authors; but Bharata’s enumeration and definition of individual ‘dosas’ and ‘ gunas’
do not exactly correspond to those od his nearest successors. Besides Bharata’s ten ‘dosas’, Bhamaha has introduced an eleventh
fault from the angle of logical correctness; and he insisted on only three poetic excellences.

Ten ‘dosas’ or faults, defined by Bharata are:-

a) gudhartha- circumlocution or periphrases (paryay sabdabhiram)

b) arthantara — digression into irrelevant matters (avarnyasa varnanam)

c) arthahina — incoherence (asambaddha) of multiplicity of meaning (asesartha)

d) bhinnartha — has two explanations (i) rusticity or want of refinement (asabhava or gramya) (ii) changing the desired sense
by another sense (vivaksitonya) evartha yatranyarthena bhidyte)

e) ekarth — tautology (ekortharya abhidhanam)

f) abhiptutartha — aggression of complete lines without merging them into a complete sentence, (yat padena varjitam)

g) nyaydaptem — defective logic (pramana varjitam)

h) visama — defective metre (vritta dosh)
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i)  vismdhi — disjunction in which the words are not well knit

j) sabda hina — use of grammatical words (ashdasya yojanam)
However, Bhamaha has discussed the following ‘dosas’:-

a) apartha — absence of complete sense

b) vyartha — incongruity with the context

c) ekartha — tautology (punarukta)

d) sasmsaya —ambiguity

e) apakarma — violation of syntactical regularity

f) sabda-hina — use of words not approved by correct usage

g) Vati bhrasta — deviation from the rules of metrical composition

h) bhinna vritti — use of long or short syllables in the wrong places in a metre

i)  Vinsandhi — disjunction of euphoric liaison when it is necessary

j) Desa-kala-loka-nyayagama vorodhi — inconsistency with regard to (i) place (ii) time (iii) the fine or mechanical arts (iv)
worldly usage (v) logic (vi) agama- dharma sastra.

Bhamaha has added 11th dosa (pratijna) as a faulty middle term (hetu) and a faulty logical illustration (drustanta).
After dealing with the ‘dosas’, Bharata speaks of the ‘gunas’ or excellence of composition which are also ten in number.
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