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Abstract
The language pays a pivotal role in communication. Without the understanding of the
language the communication is worthless. As the Drama is a medium of communication
to the masses, it is very significant to know the language(s) of the drama and also about
the proper use of it by the actors on the stage. This paper highlights the arrangements of
the language(s) by various characters/actors during performance on the stage according to
Sanskrit drama. It derives the main theme from the sixth chapter of Sahityadarpana of

Viévanatha Kavirdja (a 14" Cent. Sanskrit rhetorician) and describes it accordingly.
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1.0.Introduction

The Indian mind has been developed a vast range of ideas and inculcated them in the forms of
gens for the society. The ancient Rsis visualised the various aspects of knowledge and inherited
it in a wide range of time. All the genres which have a pivotal role in modern day society have its
intra-ally relationship with ancient Indian knowledge system based on Sanskrit language. As it is
a known fact that language is a medium to communicate one’s emotions to another, it has a
central role in socio-cultural activities of a society or a region or a country. Every creature has its
own language like every region or country has its own. The communication can be many types
such as verbal, literal, signal etc. In ancient time the drama was one of the chief cause of
language communication. It not only provided immune to the language but also extended its role
for socio-cultural socio-lingual ecosystem of our great land i.e. Bhdaratavarsa. Since the ancient
time the dramas were performed in various parts of the globe in different occasions. They have
composed in different languages and performed in different languages also. The Natyasastra of
Bharatamuni is considered as the source of the Indian drama and scholars of Indian dramaturgy
wholeheartedly follows the Natyasastra as far as the performance on the stage is concerned. But
Visvanatha has gone one step ahead to discuss some critical aspects of ndtya arisen at his time.

The Language, to be used by different characters, while performing the drama on the stage is one
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among them. As we discuss about the language of drama, it is based on the opinion of
Visvanatha Kaviraja about the use of different languages by the characters of the drama while
performance on the stage. He describes the language terminology in his work Sahityadarpana or

the Mirror of Literature/Composition.

2.0.About Visvanatha Kaviraja

Vis$vanatha Kavirdja is one of the latest rhetoricians of Sanskrit who has given a new aroma to
the study of Sanskrit poetics. Visvanatha Kaviraja is well known by the scholars by his theory of
the soul of the poetry as vakyam rasatmakam kavyam (a sentence with rasa can able to be called
as kavya). With this invocation he has given a fresh vive to the school of Rasa
(Rasasampraddya). Visvanatha born in 14™ Century is the son of Candrasekhara Sarasvati and
grandson of Narayana and also father of Anantadasa. He is the moon in the Kapifijala family of
Odisha, which was highly regarded in Odisha at that time'. He is also knower of 16 languages,
which shows his linguistics view. His works include 1. Sahityadarpana (a rhetoric work), 2.
Candrakalanatika (a natika), 3. Raghavavilasamahakavya, 4. Parvatiparinaya (a natika), 5.
Kuvalayasvacarita (a Kavya in Prakrit), 6. Prasastiratnavali (a Karambhaka in sixteen
languages), 7. Narasimhavijaya (a ka@vya in praise of king Narasirhha), 8. Kamsavadha (a kavya),
9. Kavyaprakasadarpana (a commentary on Kavyaprakasa of Mammata)®. His Sahityadarpana

has many commentaries”.

3.0.Types of Dramas in Indian Context

Before introducing the central idea of the language of drama, let’s have a look on the dramas as
described in Indian context (based on Sanskrit literatures). In Indian context generally we use to
utter the word Nataka for drama. But the nataka is one of the varieties of the greater portion of
riipaka. According to Visvanatha Kaviraja there are 10 ripakas and 18 uparipakas. The ripakas

are: 1. Nataka, 2. Prakarana, 3. Bhana, 4. Vyayoga, 5. Samavakara, 6. Dima, 7. Thamrga, 8.

! The Wikipedia refers that Visvanatha ascended his literary heights during the reign of two successive Gangavarnsi
rulers of the then Kalinga — King Narasirhha Deva IV and King Nisanka Bhanudeva IV. In absence of availability
of exact dates of his birth and date the periods of their rulers (i.e. 1378 AD- 1434 AD) is assumed to be the time of
Vis$vanatha. http://en.m.wikipedia.org/wiki/Viswanatha Kaviraja

> New Catalogus Catalogorum Vol. XXX. p. 58.

3 For details of the commentaries, refer Acharya, Kumuda Prasad, (2015), A Note on the Commentaries of
Sahityadarpana, pp. 102-111, Dimensions of Indian Culture, ed. by D. Patra and B.B. Mohapatra, Divya Prakashani,
Bhubaneswar, 2015.
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Anka, 9. Vithi, 10. Prahasand”. Similarly the 18 uparipakas are 1. Natika, 2. Trotaka, 3. Gosthi,
4. Sattaka, 5. Natyarasaka, 6. Prasthana, 7. Ullapya, 8. Kavya, 9. Prenkhana, 10. Rasaka, 11.
Samlapaka, 12. Srl'gadita, 13. Silpaka, 14. Vilasika, 15. Durmallika, 16. Prakaranit, 17. Hallisa,
18. Bhanika .

4.0.Prescribed Languages for Drama

The Sanskrit poetics or Alankarasastra or Sahityasastra defines rules for the kavyas and the
authors/composers are abiding by the rules while composing the kavyas (both the sravyakavyas
and the drsyakavyas). As far as the drama is concerned, it comes under the category of
drsyakavya (the kavya which can be seen). In this context the Sahityadarpana of Visvanatha
Kavirgja is very much essential to understand the dogma maintained in composition of Sanskrit
dramas in ancient period. It is a known fact that India is a multi lingual and multi cultural
country. Our unity is observed in diversity also. Keeping in view of the multi lingua-franca of
India the composers of the ancient time incorporated the theory of multi lingualism in Sanskrit
dramas.

The following table highlights the feature of the languages to be used by different characters

in the Drama®.

4 natakam-atha prakaranam bhana-vyayoga-samavakara-dimah/
thamyrganka-vithyah prahasanam iti riipakani dasa/l Sahityadarpana- 6/3.
5 natika trotakam gosthi sattakam natyardasakam/
prasthanollapya-kavyani prenkhanam rasakan tatha//
sam lapakam Srigaditam Silpakam ca vilasika/
dur mallika prakarani halliso bhaniketi ca//
astadasa prahur uparipakani manisinah/
vina visesam sarvesam laksma natakavan matam// ibid. 6/4-6.
6 purusanam-nicanam samskrtam syat-krtatmanam//
atrokta magadht bhasa rajantah-puracarinam/
cetanam rdajaputranam sresthanam cardha-magadhi//
prdcya vidisakadinam dhirtanam syad-avantija/
yodha-nagarikadinam daksinatya hi divatam//
Sabaranam sakadinam sabarim sam-prayojayet/
bahlika-bhasodicyanam dravidr dravidadisu//
abhiresu tatha-bhirt candali pukkasadisu/
abhirt sabari capi kasthapatropajivisu//
tatha-ivangarakaradau paisaci syat-pisacavak/
cefinam-apy-anicanam-api syat-saurasenika//
balanam sandakanam ca nicagraha-vicarinam/
unmattanam-aturanam saiva syat-samskrtam kvacit//
aisvaryena pramattasya daridryopadrutasya ca/
bhiksu-valkadharadinam prakrtam sam-prayojayet//
samskrtam sam-prayoktavyam linginisuttamasu ca/
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SL Name of the To be used by the character of
No Language (1) 2)
1. | Sanskrit Higher and middle class male characters’
Noble woman, hermitesses &c. and also according to some by a queen,
a minister’s daughter and a courtesan®.
Occasionally- The following characters can use Sanskrit occasionally in
order to set off their wit.
A woman (in general), a female friend, a boy, a courtesan, a gambler, a
nymphg.
2. | Sauraseni (a | Higher and middle class female characters'
variety of Prakrit) | Higher and middle class Female attendees, boys, eunuchs, astrologers,
mad, diseased men (characters starting from boys to diseased men can
sometime use Sanskrit)''
3. | Maharastr1 Higher and middle class female characters'”
4. | Magadhit Those characters stays in the inner apartments (antahpura) of the King13
5. | Ardhamagadhi Ceta, Prince, Business class™
6. | Pracya (language | Vidisaka'
used in
Gaudadesa)
7. | Avantija Gamester (Dhirta)'®
8. | Daksinatya Warriors, citizens, gamblers17
(Vaidarbhi)
9. | Sabari Sabara and Saka (actors performing acting of these characters) '

devimantri-sutavesyasvapi kaiscit tathoditam//
yad desyam nicapatram tu tad desyam tasya bhasitam/
karyatas cottamadinam karyo bhasaviparyayah//
yosit sakhibalavesya-kitavapsarasam tatha/
vaidagdhyar-tham pradatavyam samskrtam cantaratara// ibid. 6/158-169
T .
ibid. 6/158

8 ibid.

6/167

% ibid. 6/169

id. 6/159
id. 6/164-65
id. 6/164-65
id. 6/160
id. 6/160
id. 6/161
id. 6/161
id. 6/161
id. 6/162
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10. | Bahlika People of northern parts'”

11. | Dravida People belong to Dravida region’
12. | Abhiri Cowherds (Abhira)”’
13. | Candalr Candalas and others™

14. | Abhiri & Sabari | Who work upon wood and leaves; also used by Charcoal-makers™

b4 L= 24
15. | Paisact Pidacas

16. | Prakrit Mendicants, ascetics et. al.”

17. | Country language | Low person. The higher and middle class characters can change the
language according to their usability?.

5.0.Conclusion

The column no. 2 of the above table indicates the characters who supposed to work in a
drama according to the context and plot of the drama and the column no. 1 shows the language(s)
to be spoken used by these characters while performing their performance on the stage. These
very characteristics manifest the multi lingual diversity of ancient India. Each and every
language used at that time had got equal opportunity and status with accordance to performance
of dramas. There are many more texts on the aspects of drama and the Sahityadarpana is one
among them. Some of the facets have been presented in this paper with a hope to crunch the

thirst of the scholars of dramaturgy.
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