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APOLOGIA

About the year 1017, when I wns oceupied with my
Benguli treatise, (firish Profiva—a critical study of
Girish Chandra and his' dramatic art—1 sorely felt the
want of o connected history of the Bengali Stage. In
the course of the preparation of that book, Srecjut
Dieébendra Nath Bose, a veteran literateur and a cousin of
Girish Chandr, suggested to me the importance of finding
out the opening dite of each one of the Bengali dramsas
hitherto ueted on the Bengali Stage; for, he said, that
would give a historical valoe to the book. The lust
chapter of that treatise will show how I have fmithfully-
followed up that idea.

When, with the abave object in view, T began to  lumt
up old newspapers, guzettes, and other contemporary
records in the archives of the Imperial Libmry of
Culeatta, many interesting things about the early theatres
of Bengal came to my knowledge. It was then that 1
first conceived the idea of writing a complete History of
the Benguli Stage.

When my first articles on the beginning of the Bengali

age and on Lebedeff appeared in the year 1924, in the

of the “Forwned”, the famous national organ of

go oo founded by Deshabandbu Das (late Me. C. R.

sy v were few workers in the fleld.  Sinee then

= dses have appeared, but as the present work

weeeeding volumes are the froit of seventeen years’

duous lnbonr, I leave it to the public to judge whether
are is any justification for its publication,
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It is very fortunate that while going to the press for
this last item of the work, T met my friend Dr. Joyanta i
Kumar Das Gupts, who supplied me with the couplet
of Vidya Sundar that hod been quoted by Heresim ,
Lebedeff in the title page of his Grammar of Mixed
Languages, as found in the British Museum and copied
verhatim by the Doctor while a research acholar there.
The absence of this couplet, simple as it is, though T dealt
with the matter rather claborately in pages 219 to 258 of
this book, would have been greatly missed by the readers
and with my warmest thanks to Dr. Das Gupta I quote,
though rather unusually, the whole couplet here -—

“Shuno Anandit Raja kahila Tahire
Beig-kitron adie Shistro Paritho Beddare
Agge Pae Beprobar Beddere Pariy
Beiakoronedie Kabbeo Shangito Nirnoy
Joitish Tipponie Tica Koteco Pareiir
Alpo cile Bohoo Shistre hoilo adhicar
Chitrokorie ak Shloe Lekelee Pate
Nijo Pariechoy deia toolilo Tahate.”
Bedde-Shoondor Vol 1.

That is, the king ordered his daughter Vidya to be lf
tanght in Grammar, poetry, music ete, and she nequired -
a knowledge of these subjects through the exertion of the {'-
Brahmine scholar,

Ihumgmatpluwmﬁinnpmngmygmﬁm&e-ﬁ:mwﬁ :
Jearned predecessors who have dealt with the subject and
thrown much light upon the early Bengali Stage, 'l'hml
of them deserve  special mention, and they mE] e
Jogendra Nath Bose, the biographer of um.)
Madhusudan Datt, Pandit Mabendra Nath Vidgauidhi |
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and Babit Kiran Chandra Dutt, the last of whom helped
me with hooks and suggestions.

I cannot adequately express my thanks to Pandit Ascke
Nath Bhattacherjee and Babu Girija Sankar Roy Chou-
dhury, two well-known scholars, the former for going
through the proofs of the first fifteen formes and sitpply-
ing the correct readings of the Sanskrit Slokas: and the
lntter for helping mo with mony authoritative references
from Vaishnava literature on which he is sn establishad
authority.  Girija Babu and myself were carly disciples
of the late Mr. C. R. Das, who was not only the chief
priest of Nationalism in India, but an eminent poet
and an acute critic of Bengali Lyries from its earlipst
stage up to the beginning of the twenticth century. I
have been greatly helped in this work by my esteemed
friend, Mr. Bhupendra Nath Das, st 1. ¢, (Burmah)
Advocate. T am also desply grateful for the kind en-
coursgement and help that T have recoived from Me.
R. H. Parker, Addl. Sessions Judge, Alipur, and his
venerable father-in-law, Rir Evans Cotton, Late Presi-
dent, Bengal Legislutive Council and anthor of “Caleutta,
Past and Present.” My thanks are also due to my
friends, Babn Makhan Lal Sen, the author of the English
Translation of the Bamayans, Babu Sourindra Kumar
Bhattacherjee, Bsbn  Monmotho Nath Ghose, author of
“Memoirs of Kaliprasanna”, Prof. Monmothe Mohan
Bose, Prof. Sailendrs Nath Mitrn and Mr. Surendrs
Nath Kumar, Soperintendent Imperiad Library, for
the waluable help and suggestions they ungrudgingly
gave me. My acknowledgments are also due to my friend
and  colleague, Bubu Surendranath Biswas, and Prof.
Jites Chandra Guba of Vidyasagar College for their
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kind assistance. Last and not the least, T mmet place on
retord my extreme thankfulness to Babn Sachehida-
nands  Bhattacherjya, a premier husinessman of Bengal
and a patron of literature, who, I am proud to say, is
one of my quondam pupils, for taking upon himself
the responsibility of making arrangements for the publi-
eation of this work.

1 regard it & singular piece of luck on my part that
such an eminent Ovientalist ns My, Johan Van Manen has
s0 kindly written 8 masterly preface to this volume.

In conelusion, T should frankly tell my reader that my
only reason for issuing the book in English is to acquaint
the cultnred nations of both the East and the West about
the cultural history of the Bengali Drama, und its relation
to the ancient Indian Stage.

51, Haldarpars Besd,
Kallghat, Caloatin. Heuzsprasatn Das Gurra



PREFACE

No civilised country has ever boen withont its drama
The dramatic instinet is universal,  The theatre, in what-
ever form, sacred or secular, hus never failed to make its
powerful sppeal to man. Every nation and every race
possesses its own dramatic history; India as well as the
rest of the world.  The word ‘drama’ means netion and its
appeal may perhaps be explained by that wise saying in
the Bhagavat Gita that action is stronger than destiny.
To study » cultural phenomenon so universal as the
drama, and of such great influence us it exercises, must be
of importance.

Classical works have been written concerning the
Indian droma by Sylvain Levi, Sten Konow and Berric-
dale Keith, which are known to all students of the
subject. Schuyler has added an extensive bibliography
of the Sanskrit Dramn. The study of the Indian stage
has, indeed, not been neglected by scholars,  'What,
however, has been written to date by professional
Orientalists concerning the Indinn theatre is chictly on
lines of meademical scholarship. Historical studies by
philologists tend to deal with the problem on the basis of
theoretieal canons and to follow the scholustic text books.

An eminent Orientalist has rightly warned against the
impression that the full life of ancient India is enshrined
in its mannscripts. This general maxim should surely
be applied to the study of dramatic art.  The rich variety
of the drams and ite essential human nature bave been



excollently summarised by that great theatrical producer,
Max Reinhardt, as follows :—

"It is to the actor nnd to no one else that the
theatre belongs. This does not mean, of
course, the professional actor alone, hut the
actor as poet, as director, stage-manager,
mutsician, seene-designer, painter, and certainly
not least of all, the actor as spectator, for the
contribution of the spectators is almost as
important as that of the cast. The aundience
miust take its part in the play if we are ever to
see arise a troe art of the thestre—the oldest,
most powerful, and most immediate of the arts;
combining the many in one.”

Bearing these two statements in mind it is evident
that only a few years ago studies of the Indian drama
bused on this broader outlook were entirely lacking,
Whether already at the present moment such studies can
be produced with any degree of completeness may be
doubted. Anyhow, beginnings may be made, and shonld
be made, siming at a treatment of definitely limited
aspects of the great subject.

The confluence between European snd Indian eivilisa-
tion is like that of those great Indian rivers which, after
uniting, flow on as a single stream, constituted by the
waters of the two original fivers. 8o also the confluence,
brought about by Euaropean colonisation, of the charae-
teristic Indion dramatic tradition with the imported
Western one has united two very different streams of
theory and practice. Whether this intermixture  will
vesult in the birth of an entirely now tradition, or lead to
the rejuvenation und transformation of the indigenous
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teadition, or to a permanent hyhridisation of either or
both, or to the extinetion of one of the two traditions
in India, cannot at present be foreseen, We are with
regard to the drama in 4 transition stage of which we
oannot predict the futare, 0 we are in p transition stage
with regard to so many other eultural  manifestations.
All the more reason to devote attention 1o what actually
exists around us with a view to its correct description, and
all the more necessity to put on record whatever living
dotail can still be rescued from oblivion in these rapidly
chifting times. And anbove all, all the more necessity to
place on record all such details as illustrate the human,
fleeting, ephemernl aspects of theatrical life, as may be
reliably ascertained for as longa distance in the immediate
past as lies within our reach. Such a record, if carefully
made, will coptain much material of the highest mmpor-
tance for the future historian of and theoriser concerning
Jdrmatic art in India, and though it may not be possible
to arrive immediately at definite theoretical conclusions
throngh such a record, yet such record cannot but bring
together materials from which o futore scholar  may
perhaps be able to distil lows or principles of lnsting
validity.

As suid, u few years ago studies hused on the above
lines were nearly entirely lacking. To-day the position
is different. No less than four different scholars, of
whom thres ave Bengalis, have undertaken an enquiry 48
indicated. One of them is Mr Hemendrn  Nath Das
Gupts, the first yolume of whose work we here introduce,
whildt the other three have published their results before
bim.

The first of these is Dr. P. Guha-Thakurta who, in
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1930, published in  London his work entitled “The
Bengali Drama, its origin and development”,  This was
substantinlly the author's thesis for the Ph.D. Degres of
the London University for original rescarch, 1926.

The second is Mr. R. K. Yagnik, who published his
work “The Indian Theatre—its origin and  its luter
development under European  influence” in London,
in 1933, In so far as the modérn Indian drama is con-
cerned, Mr. Yagnik mainly deals with its develop-
ment in Western India. These two works ure written in
English.

The third is Mr Brajendra Nath Bandopadbyayn (B.
N. Banerji), who published his Bungiya Natyasalar Ttihas
in 1933 through the Caleutta Bangiya Sahitya Parishad.
Tt is written in Bengali and deals with the period from
1795-1876. Tts contents more or less coincide with
those of the projected second volume of Mr, Das Gupta.

And so we come to the present hook.

A companson between it and the three other works is
not called for, but one may easily appreciate the motives
which made Mr. Das Gupts decide not to abundon his
work becanse recently the results of similar studies by
other scholars had been published before his own.

Me. Dus Gupta, himeelf an ardent admirer of the
dramatic art, has several years nago published in his
mother-tongue o critical study of the great Bengali
playwright Girish Chandrm. Becoming more und more
absorbed in his snbject he collocted incidentally a number
of eurious and interesting data concerning the Bengali
thestre, and he soon conceived the ides of writing a

complete history of the Bengali stage from the carliest

e
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reoaverable times down to our present day. As emly
na 1018 he devoted his spare time in hunting through
the old daily and weekly papers in the Imperial Library,
where I happened to meet him frequently during my
are of the jLibrarianship. Gradually he widened the
:de of his researches and as a result produced o series
f articles on the Bengali stage, especially in the
orward”, then edited by the late Deshbandho C. R.
Dag, who himself was not only keenly interested in the
subject, but encouraged the writer in every way, even to
the extent of promising him to publish at his own
the projected history, when completed, in book-
form. Mr. C. B Das died, and his patronage will not
now benefit the work, but the author is too keenly in
love with his subject to abandon his project and he now
publishes the first volume of his history. It begins with
o short introduction concerning the old Indian drama and
then brings us, half-way the volume, to modern times,
taking up the story of the drama in Caleufta from the
middle of the 18th century. He then proceeds with the
story of the various old theatres existing in Caleutta, and
brings it down to the middle of the 10th century. This
closes the first volume of the projected series of four.
The second volume will deal with the Bengali theatres
in the days before Girish Chandra up to the Dramatic
Performances Act of 1877. The third volume is to be
entirely  devoted to Girish Chandra and his works, whilst
the fourth and last volume will bring the story to date
describing the development of the Bengali theatre after
Girish Chandra down to our own days.
The aothor will forgive me a personal reference in
this short preface o his finst volume, He is an example
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of that large professional class who has contributed so
much to literature and scholarship in Bengal. A lawyer
by profession through force of material necessity—day in
and day out, busily engaged in the grim drama, or ludierons
comedy of the Courts—he sheds, as so many of his
brethren, his legal robes when leaving court to  become
a student of life instead of one of law, and an incarnation
of humanity instead of one of officialdom. Tt has always
Bhu&mhﬂwmtnmﬁmﬂmhﬂ&dus has
rendered to scholarship and litersture in this country,
tradition which we would hope will not die for many a
long day to come. As Secretary of the Asiatic Society
of Bengal I cannot forget that this venerable Society
itself wna founded by a lawyer, Sir William Jones, and
T most heartily welcome this latest follower of the old
example. May the Author be vewarded for his labour
by adequate response from his public and the apprecis-
tion he deserves, and may it be given to him to bring
to a successful conclusion his gyeat project, which is to
furnish the future student with o storehouse of references
concerning the drama in Bengal during the last two
mtnrim,wiihngmatmﬁmyufliﬁng pen-pictures
concerning actors and public, and vivid descriptions of
the seenos and eircumstances of the Indian theatre jn
It would bhe f pl

W out of place to say anything in prajse of
the book in this Prefuce. prmimﬂmbem
come from the reador, Any other would, according to
cireumstances, be either superflnous or out of place.

For, to quote from Shakuntaly «—

“Nﬂskillinmﬁngmnldwmmmﬁm
Tﬂl&mnﬂmwisethemrtnrgnimupphm“
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But what surely deserves mention is a reference fo
the lsborious nature of research entailed by the writing
of & book like the present.  We well know the Author’s
great patience and perseverance. These two qualities
mrpledwithnmacjrandumhueinsmmsnmtopmduw
valuable results.

And now to speak with Shudraka :—

“Enough of this tedious work which fritters away
the interest of the audience !”

We now give way to the anthor himself, pointing out
that in his book he has attempted to help forward the
fulfilment of the wish with which Kalidasa ends his most
famous drama :—

“May the divine Saraswati, the source
Of Speech, and goddess of dramatic art,
Be ever honoured by the great and wise !"

We may then aptly end with another quotation from
the great Indian dramatist, which applies to the present
situation :—

“T have now only to request the audience that they
will listen to this work with attention and kindness, in
consideration of its subject and respect for the suthor.”

CALCUTTA, JOHAN VAN MANEN,
4, Park Btreet, (General Seerelary,

dth Aprit, 1934, Asiatic Society of Bengal.
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THE INDIAN STAGE

INTRODUCTORY CHAPTER

The stage constitutes a very imporiant chapter in the social
and political history of 3 people, and the bend of naticnal genius
cannot be fully comprehended without its study. A puritan may
look askance at the play-house, but its influence over the mass
cannot be ignored, and it is no exaggeration 1o say that ¢ 'nation
is kmown by its theatre) Ome can know more about Greek:
character from their immortal plays than from the pages of a
formal history,. \When Dionysias, the king of Syracuse, wanted
1o learn something sbout the state and language of Athens, Plato
sent him the comedies of Anstophanes telling him that there he
woild find the best respresentation of the Athenian character.
Likewise the Mricchakatika or the Toy-cart gives us i more
graphic picture of the ancient Indian society than any other
treatise of that time. From the pure stand-point of art, dramas
and the stage have an ethical and a historical value of their own.,

Fotces more than one have contributed to the making of
Modern Bengal, and the influence of the Bengali stage should be
rechoned 35 one of them,

Bengali drama, like Bengali language, has its origin in
the remote past, but like many other modern institutions of the
country, is an adaptation sfter the western ideal, and the modemn
Bengali stage was, in fact, first founded in imitation of the early
English theatres of Calcutta.  Still the spint of a Bengali Thrama
is essentially eastarn, and some of the pressnt technigues of the
Bengali stage can mot be fully undesstood without a study of
Sanskeit drama and of the ancient Indisn stage, “There exists an
anisévered link between the present and the past, hence we
intend to give a brief review of the erigin and growth of dramatic



performance in Indie, We hope sducated readers will kindiy
forgive us for our latitude, .

Sanskrit Drama itsell underwent several stages of develops
men which mny broadly be divided inte twis periods = First
the Legendsry Stage, the Second, the Historical Stage, The
latter may agmin be studied under its purely literary aspect, and
i its plastic representatioos in - archeology and in their concrete:
embodiments in other departments of Art,

The object of dramatic  representations  according  to
Professor H, H. Wilson, m discribest by the Hindu crities, is :—
“They are to convey instructions through the means of amisement
ond with this view, they must affact the minds of the spectutory
with the sentiments whichi they sxprets.  These sentiments are
termed by the Hindus, s Rasas, taste (flavour) and they imply -
both the quality s iherent in  the composition and  the
perception of it as recognised by the readler of spectatar, The
Rasas, (ea) however, ore comvidered wsanally ay effects, not camses ;
and they are wid to cotne from the Bhavas, (st i. e, the conditions
of the mind or body, which are followed by = carresponding ex-
prestion in those who (eel, or are supposed to feel, them, gnd &
corresponding impression on these who behold them. When these
conditions are of 2 permanent, or durable description and produce
a lasting and general impression, which is nat disturbed by the
influence of collateral or contrary excitements; they are, in fuct,
the same with the impressions; as desire or love, 25 the main
object of the action, is both the condition of the chief character,
and the sentiment with which the spectator Qs filled, When
the conditions are incidents) and transitory, they contrihite
to the general impression, but are not confounded withit, They
Ay, indeed, be contrary ta it in their essence. without weakening
OF counteracting it as a hero may, for public reasens, abandon

his mistress without foregoing his love, and may perform ncts of
horror even in furtherance of his passinns,'!

YThe drama and the theatre produce each other. A dramatic
work becomes most impressiva when acted within the four walls

af 2 theatre ; and a theatre i o most powerhul engine for the
development of the drama, " ) |
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White following the sourees and progress of dmma and of the
stage we should bote initinlly that o dramatic representation
consisted mainly of three things :

Dinlogues, Music and Dancing—The value of an instructive, or
an entertaining diilogue wos well-understood io Tndia and our reli.
gious scriptures—the Vedas and Upanishads, Samhitas, Mahs-
bharata, Tantras, Puranagand even Jatakas or Bauddhs Akhyanas
are founded on conversations. In fact, another mame of the Veda
I3 Shrati—what was heard ie. from conversations,

No ather race sesmed (o possess a keener ear for music, The
ancient Hindus regarded it 2 o great medimmn of religions wor-
ship. Their Samd () sangs wery ealeubateld Lo please the gods
of Heaven, The sacred lays of the Ramayana atd the Mahabha.
rata supplied no end of music, and the soogs of Lava and Kusha
echoed and re-echoed throughaut thie length and breadth of Tndin.
Their music could move stones and trees into estesy | Even
beasts and birds responded to ity mmusse ; and when yomthiul
Krishna played upon his: flute, under the Kadamba tree, whaole
nature seemed to reel with love, all listned to its thalling notes
with rapt strention, and the sacred Yamuna swelled in tidal fow,
Music was such an indispensable adjunct of drama thiut the desiva.
tive meaning of the reputed founder of drama Bharata implies a
wng® and In Guerat 3 singer is called a Bharata (we)

Dancing too cast & strong spell of charm,  Thia ars, though
now much neglected in this country, was cullured with great
enthisingm and care in anclent India, Both the aristecracy ond
the people set a high value upon it. Even sages came under
fs sway, A strice Vedantist like Prakashananda Sarasvati had to
yield at the devotional dance of Gauranga, Many 2 devotee
{like Vishvanitra, ) swerved from their aunsterities at  the
dances of nymphs like Menaka sent to Lthem by Indra.  If was an
accomplishment with princes and royal maids, and dancing wad
such an indispensable eloment of damatic performance that the
Sanskrit words, Nara, Nataks, Natya ( signifying astor and

“Bha—Bhava, eeling or emotion. Be moaos Ragn or mneleal | siode and
Ta imund Tals o bedling time b masie by means of eymbals.
The Drawates Histovy sf fhe World, page 151,
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drama ) come from the Sanskrit rool Nrit .. .. to dance, It
therefore, appears that dancing was the origin of drama,®

Pischel, Weber, Donnldson, sutharities on the subject, are also
of opinion; that dramatic representation arcse not out of the
altat, but from merry wild dances. Perhaps it consisted at first
of rude mimicries accompanied by frantic dance,

Acting s the combinmation of the above-menmtioned three
elemenis brought to others' view. Indeed “No Drama, is more
than potentially such till it is acted.” |

As there are different kinds of drama in English—Mystery,
Miracle, Morality, Interlude, Tragedy, Comedy, Historical,
Pastoral, Pastoral-Comical; Historical-Pastoral, Tragical-Histo-
rical, Tragical-Comical, Historical-Pastoral, Melodrama, Farcical-
Comedy, Burlesque, Pantomime, Ctpern. Burlettas, so there:
were various kinds of plays in Sanskrit Literature and neither the
elements of acting, nor the different kinds of Drama were un-
known or foreign to Indian genins.

‘Inmn-hh.ndmwithmlm&hummmwhi oalled
"Nritta”, that with gesticulation bmt ot speech is uud"zzm;-"-!rm
which the Nataka or Trrums takes i1s origin. '

Tiwt Dramatie History of the World, pyi. 198,
1 Encyelopadis Britaunics. 11th Edition.,
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THE LEGENDARY STAGE

Drnatic art i= said to huve its birth in the Devaloks,
or in the region of the gods, and Mahadevs or Bhiva—
ong of the great Hindu Trinity—was its oviginator. Shiva
has been called Nataraju, Natesha dnd Nutanaths in the
Purnas, and =0 he ks been described in - Guba-shilpa—
Cave paintings, In the Sangitavidyavinoda and in the
Kashiks of Nandikeshvara, Shiva has been' called Maha-
nata and Adinat, the greatest and the first of the actors.
Brilung learnt that art from Shive and created the fifth
Veda callod the Guondharva Veds, otherwise known as
the Natys Veds,

Indian drama is purely of Indian origin It is no
more & point of literry contention, but it has been proved
to demonstration that Indian drama was developed quite
independent of any Western influence.  Dr. Horuce H.
Wilson, who took much interest in the Sanskrit Literature
and tronslated s number of Sunskrit dramus, emphutically
mnititaine that whatever may be the mevits or  defects of
the Hindu dramas, they were unmixedly its own. Thus
also writes Dr. Ward in the Encyclopedia Britannica:
“There is no redl evidence for sssuming any influence
of Greck examples npon the Indian dmma af uny stage
of its progress” A Sanskrit drama bears no affinity to
o Greek drams either in form or in spirit so slso the
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word Yavanika, or curtain, proves little or less thun
nothing. It is too late to stick to the old theory of the
Greek origin of the Sanskrit drums, rather the mass of
evidence, both literary and nrchmological, in favour of
its purely Hindu origin is overwhehning, and we shall
notice in the ensuing pages, only some of them which are
absolutely essential to follow its evolutionary growtls.
Suffice to say, that 4 language which, in the warts  of Sir
William Jones, is “more perfcel than tho Greek, more
copious than the Latin and wmore exquisite than the
cither", could casily produce demas quite independent of
the Greeks, or the Yavanas ( Tonians ).

In every land, however, the carliest denuatic Tepnes-
entation appears to be nssocinted with  the religions
observances of the people. In Greece, it derived its origin
from the hymns which werc sung in the festivals of
Bacchus in honour of that deity, and trudition points out
to its mythical origin, and thiz also is true of the aneient
Indisn drams. The Hindus had also some thing more
in the form of an emblem of thegtre, It is said that
Bralma after the victory of the gods over thelr enemies
—the Asuras—first composed o dramy fur the grutifica-
tica of Indry, the king of the gods,

It is mentioned in the “Sungitadamodars " ;
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Brahma being greeted by Shakrn  (Indra) for his
satisfaction composed u fifth Veds (from the four Vedas)
which was called the Natya Veds. Like the Vedas, the
sub-Vedas are also four in member. Tho self-born Brahma
learnt thiz fifth or Gandharva Veda from Shiva and
then taught it to the Sage Bharata (¥0), who learnt that
art and introduced it into the world at the commund of
his instructor Braluna.

In order to prepare this Natyn Veds, or Gandharva
Veda (Gan-dharva or diarma, Gan o Sung being its chiel
component ), Bralma is suid to have taken the elements
af recitation from the Rigveds, four kinds of acting, or the
art of mimiery from the Yoyurveds, songs from the
Samaveda, and emotions, passions and sentiments  from
the Atharvaveds.

Indesd refevences to the earliest dmunatic litevature in
a nucleus form are ta be found in the Rigvedn in the
dinlogues between Sarama and Panis, Yama and Yami,
Pururnvas and Urvashi ete,, and other elements are found
in the three other Vedas,

Now, who was this Bharatamuni or Suge Bloata ¥
Kalidasa and  Bhavabhuti both bave mentioned Blunita-
muni in connection of dramatic art, the former las
deseribed him as a play-wright and the stage-nmmger of
the gods, nnd the latter called him as Tauryatrikn  Sutrs-
karn or the earlist writer on triple symphony (ie. the
union of song, dance and instriunental music).

Being asked by Junaka, father of Sita, Luvs, the
younger of the twin sons said—

Part of the epic has been composed (by worshiphul
Vaulmiki) a= a separate work being full of sentiment and
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adapted to theatrical exhibition. That he has sent to the
venerable sage Blnmty, the writer of aphorisms on Triple
symphony.—{ 397 gawc )
Janaka—Why ?
; Lava—DBecause master Bhorata wants to bave it acted
by the nymphs ( Apsarus or the divine actresses, )

—The Uttararamachirity, Act TV,

Bhasa, too, has referred to Bharatamuni in his works.

Ax be is the originator of the drmatic art, the netors
are all called Bharataputras o the sons of Bhurts, auml
almost everything comnected with drama, or the Ftage is
numed after him, and the oldest and most suthoritative
treatise on Indian Thamaturgy i= named siter him as
"Bharats Natyashastra ™ (wommemerms ), In that book,
Blurata speaks in the first person and tells us everything
on the stage and art and ealls the work as the fith Veln,
having received the knowledge divect from Brahma ns o
revelation.

In this book, Bharata's “Natyashastra”, Jarjurs (it )
or setting up of the Flag-stalf of Indru ix the chief event
concerning the sacred rites about the installution of bl
stage, un incident absolutely absent in the Groek stage.

The history of Jarjarn has thus been given in the
following way in the Natyashastrn —
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Bharuta said, “I approached with folded hands the Lord
of the worlds for permission to begin the performance.
T have already learnt the art of dramaturgy. Tell me
what am | to do now ?"  suid L

Hearing these words the Great Brahma, the Lord of
ereation, said—"The right time for dramatic representation
is come. The festivity in honour of the flag-staff’ of Indr
is about to be celebrated. Now you should give an exhi-
bition of your dramatic art.”

“In that ‘flag-staff festival’ that was beld to celebrate
the victory of Indrs (over the Asuras) and in which the
jubilant gods gathered together, I first composed Nandi (s
benedictory verse) full of benedictions. Tt is wonderful
in composition, culled from the Vedas, and composed of
eight subsidiary sentences. Thereafter, s mimic repro-
duction (anukriti) was added s to how the demons were
defeated by gods.”

(Natysahnstra—Baroda Ed 1st Chapter, Slokss 52-57)

Bharats said =—"Then the gods with Bralms at
their head, were delighted at seeing the representation
and made a present of ull requisites to my sons; and
glad at heart, Shakra (ie. Indra) was the first to offer his
own anspicious banmer or flag-staff, (This is Shakradhveja
which wus afterwurds called Jarjara). When the perfor-
mance again began representing the destruction of the

2



Daityus (Asuras) and Danavas, the latter who had sssem-
bled there, became mortified  They conjured up the
demons of impediment or obstruction (Vighnas) with
Virupaksha at their head, saying “we do not want this
sort of performance, so come ye all”  Then those demons
of impediments, together with those that had gathered
there, became invisible through the power of magic and
paralysed the faculties of specch, movement, and memory
of theactors. Finding confusion on the part of Sutra-
dhara and his party, Indra asked why was this
disturbance in the representation? He then plunged
bimself into meditation. Then he found the pandal
(anditorium) full of the Demons of hindrince, and the
Sutradbar with his party out of their senses and para-
lysed. Shokra rose up at once, his person shining with
varions kinds of jewels and his eyes sparkling with the
fire of anger, and took up the excellent flag Shakradhvaja,
and with the help of that, the king of gods, shattered the
bodies of the Demons of impediments who had got upon
the stage (38-69).
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The Danavas together with the Demons of impedi-
ments being thus totally annihilated, all the gods uttered
the following words in joy:—

“Wonderful and divine is this weapon used by you
by which the Demons have been shattered all over. Since
the Vighnas with Asuras have been shattered
(Jarjarikrits) with this, henceforth it will be known as
Jarjara by name. The remainder of the mischievous
demons  that might attempt to do sny injury will
similarly perish st the sight of the Jarjara”, From the
uct of shattering ie. belabouring, the stafi’ was called
Jarjara.

Then Shakrs said to the gods “Be it 5o, this Jurjara
will be the means of protection of all” (72-74).
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S0 we find that Jarjara, or the setting up the flag-staff
of Indra was the chief event concerning the sacred
rites about the stage, and henceforth it became the emblem
of Indrs, and of the stage and the Drama. The flag-
staff had to be erocted in the evening of the theatre,
sanctified with Mantras on the day preceding the festivity.
The duy after the erection of the Flag-staff] 1.6, on the
day of the festivity, all the deities and the “Jarjara” itseli
were worshipped. In the five knots, o rinds of the stafl
Brahma, Shiva, Vishon, Kartikeya and three great
serpents Nagas—Shesha, Vasuki and Takshaka ) were
sapposed to preside.  The first part of the stafl was
wrapped in white linen, the second part in blue linen, the
third part in yellow, the fourth part in red, and the fifth
in parti-coloured cloth. Different deities were invoked
with diffrent Muntras. Al these are to be found in the
“Natyashastra.”

The Jarjara measured 108 angulis or 61 inches and
might be made of any wood preferably bamboo, from
which Pandit Haraprusad Shastri wants us to conclude
that dramatic art originated in that part of India where
bamboos grow in sbundance® It nsed to be covered and
decorated with cloths of different colours and it was en-
joined ' that neither deformed nor ugly nor diseased per-
sons should be employed for its construction, nor beggars
and monks be allowed to come near it

The belshouring of the Asuras was not agreeable to
Bharata who prayed to Brahma to give protection to the
dramatic vepresentation of plays. Brhma ordered

*Vide Pandit Hampessad Shastri's article “The Origin of Indian
Drama”—Journal of the Aslwtic Society of Beogal, new eeries Vol V.
00, pp. 351,
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Visvakarman, the divine architect, to erect a puvilion for
the purpose and assigned to the gods the task of different
parts in such & way that no ‘vighnas" (impediments) might
be henesforth created by the enemies. The Asurss too
were invited by Brabms who clearly expluined to them
the ohject of the new invention. It was made clear by
im that the amusement and instruction veceived from the
performamees  were meant far all—the Deves amd Asuras
alike—and not exlusively for the Devas. People suifer-
ing from bereavement oF miseries mpight have a relief :
and piety, good sense and intelligence might be learnt
here :

Sraten waal Raw AL 1 LR

ey weiE WA Ao, (149l

Hrewars ouW: WO
Indeed the Natya or acting is nothing but imitation of

all events happening in this world. The Asuras were then
appeased and heneeforth ereated no further disturbanee
in the performances.

THE TIME OF THE JARJARA FESTIVAL

The Jarjars festival has everywhare heen marked with
{estivitios. Jost as spring brings fife and energy to the
people of the North after winter, s0 autimn too in the
East inspires the people with sprightliness and joy after
the damping rains The English people had even in
Shakespeire’s time celebated their “Muy Pole" with songs
and dancings to recond their grateful feelings for the advent
of spring, and likewise, the Tndian people celebrated the
advent of dry and delightful autumn after sultry and wet
days of tedious vuins in their own way. In both the
countries, the cause underlying these cclebrations is, in



‘Dhvaju’ in different shapes are generally found in
autumn during the harvest time.  After the riins, o flag-
stafl'is mised on the harvest field and it i followed
popular smusements und thinks-giving to Indm
good erops and rain (Tndes being the god of rains). The
worship is performed on the 12th of the bright fortnight
of Bhadrapadn to ensure good crops  ond - geners]

g5

Formerly all public festivitios was accompanied by
dramatic performances, Henee Jarjars, as necessary
necompaniment of drama, was carried to all festive
occagions, even if there was po pecformance in any parti-
colar instance. The custom of raising the Hag-stafl and
worshipping the gods during the autumn s frevalent in
nearly oll parts of Indi, Indra-jatra i the principal
teremony of Nepal and Bhuwn, No flagstaff is rised
there, but Indrs is shown in the images a5 having his hands
stretched, reminding the people of the ‘flag-stiff. The
iden prevalent in those places is that the sight of the
above image drives out evil spirits.  Ip subsequent times
also the Jarjara or the fag-staff of Indeg became permg-
nently associated with the dramutic Tepresentations of
ancient Indin as we have it in Mahabharata where the

with garlands und with it perform the worship of Indp,
Jarjara-worship is thus o very sncient ceremony and had
nothing to do with the people of the West,
Though Jarjara.worship belonged mainly to 5 period
"CLI J. Meyer, Hindu Tules (OId Jaim) PP 143 “The nnsteh gidle
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of the sntumn, it however resembled the modern Holi
festival ot the Equinox, The dyeing with Abira
{Kmn-Knm)ntthiaaenmn which is only an emblem of
the Devas dyeing with blood of the Asuras; marks the
fostival of great rejoicings.  We have also on record about
the Dramas (pages 164-5)* of Dutangads béing per-
formed ut the Dhooly festival in honour of the ancestor
of the reigning King. ¥

As the flag-staff worship with which the first Tndian
dramn was connected resembles the May-Pole Dance of
Barope and the Holi Festival of Indis, both taking place
during the spring time, some scholars conneet it with the

ing festival. But the sutumn festivala are more
mportant in India nnd everybody’s heart is lilled with joy
the rains are over, und the ceremony was converted
a festival of thanks-giving for Indrm's victory over
dlouds. Pandit Haraprasad Shastri also maintains

Dr. Keith also is of the same opinion. “Tt i an
interesting coincidence,” says the Doctor, “with the
comparison made by Growse of the Holi and May Day
rites that Haraprasad Shastri should have found an
explanation of the origin of Indian Drama in the fact that
in the preliminaries of the pluy there is special attention
devoted to the salutation of Indea’s hanner which is o fag-
staff decorated with colours and bunting. The Indian
legend of the origin of dmmas tells that when Bharata
was bidden to teach on earth the divine art invented by
Brhma, the oceasion decided upon was the banner-festival

*0f ¥, C. Oenan-Brabemin s the Todian iife, page 06, 73 sqq,
+ Mathurs pp. 91 L 101 L.
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of Indra. “The plot of the drama was the humiliation of
the Asurss ot the hands of the gods. Hence the Asuras
rose in wrath but Indea seized the staff of his banner and
beat them oft, whence the staff of the banner was used as
protection at the beginning of the dmma.”—(AB, Keith's
"The Sanskrit Drama.” Page 41)

It will not he ont of place to mention in this COnneQ-
tion that 8ir William Ridgeway, F. B. A. Se. D, considers
that Hindu serious Dramn arose from the worship of the
deasd and the Flag-staff is only an emblem of this fact,
Dr. 8. K. Belyelkar rejects this theory as being not based
upon any suthorities, (Cal. Review, May 1922, pp. 101),
8ir William, however, in his articls (Cal. Review 1023,
June Pp. 191) supplied us with o mass of evidence in
favour of this theory, His muin contention s that the
ancestar-worship or the worship of the dend i illustrated
by the worship of Rama, Krishna, Shiva, Manasha &o.
who played s great part in the development of the Hindu
Drama.  'We have carefully gone into the instances men-
tioned by Sir William but cannot accept hiz view. We
are of opmion that the Hindu Drama originated in merri-
ment and not in the worship of the dead and the mast
serions dramas of Sanskrit Litersture are instances in
paint,

In the above thestre, the first drama staged was
“Bamudm-manthana” or Amrits-manthans and was acted
very well The gods were pleased and not only was the
stage built by Visvakarman bt also there were  dialogues
and songs,

Thenext dramy staged wis “Tripuradaha” for entertain.

“‘rh' . E H!u llI ¢
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ing Mahadeva at the palace of his father-in-law Himalayn
(Giriraja) at the time of his marriage with Parvati.  As
spectator, the Nataraja or Mahanata ( Shiva himself ) had
an opportunity of witnessing s to how the dramstic art
originating from him developed till - then. It was here
thiat its deficiency in the absence of dancing was noticed.
He then asked his pupil Tandu (another name of N
keshyara) to introduce different kinds of dancing and
different postures (called Pindibandhs) be indulged in,
while camying the dead body of iz consort Sati when
ahe renounced Lier life at the saerifice of Dakshn. Thus
dincing come to be introduced and from the name of
Tandu it was colled Tandayn Nrityn—eonsisting of
Karang, Angahara and Rechakas representing the different
postures of the body in varions feelings.

The Munis (sages) scked Bharata “why is dancing
incloded in a dramatic performance ; acting is  quite
enough.”

To this Bharata said in reply —

#“Dances no doubt do not help o dramatic performance,
but beautify it."

Later on at the desite of Pavvati, some beautifol
dancings called Lasya Nritya (tender and seductive
dances) were introduced into dramatic representation.
Parvati tanght these to the princess Usha—daughter of
King Bana. Usha then taught this art to the Gopabalas
(milk-maids) at Dvaraka, the residence of her husband,
u;ﬂh}'thanilwnsmmunimmdmﬂwmmmnf
Sourashvtra. Thus the art of dancing spread to the females
of various regions.

The Vishnupurana deseribed how the Gopis alluced

3
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by the songs of Krishna and L eompanions (the cowherd
boys) gathered around him ut might to perform Rasa
dance. This is the origin of Rasulilis which has given rise
to various melo-dramas and the Jutra-shows in Bengal.
The pext drama staged under Bharata's supervision was
"Inknhmi—wayamwm“—mluntary selection of the hride-
groom by Lakshmi, the Goddess of wealth, to Nuruyang, the
GodufPrmedinninlheTrini:y. Here too the stago was
built by Visvakarman, Urbashi and othey nymphs haying
given merriment with songs and danees. Itis said that
Mabaraja Pururavas wis invited (o the palace of Indsy
where the above drama was performed for the entertain-
ment of the royal guest. Urbashi took the part of
Lakshmi ; and having been ﬂskeddmingthﬂmmﬁuy
before the divipe assembly, whom ghe longed aftey,
Urlmahi,iuﬂlemleu![ﬂkshmi,inmeadof naming

art was introduced by anluMKingufthe Lanar
dynasty who usurped the thrunenflmlmundﬂxmmkd
his eonquests upto his dominion, the Svarga (heaven). Aq
lhemﬁrnilhawnq:lmingﬂmpﬂ'ﬂr,mmmmhadhlﬂm]
his  disciples Kohaly, Shandilys, Dhurtia and Vatsyy
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formed a separate community of “Nata”, Music and
dancing was their chief vocstion and Kautilya in his
‘Arthashastra’ classes them as Shudras.
Bharata himself did not come down ; Kohala ( vari-
ously named as Kohala and Kolahala ) was the teacher
i the earth as the following lines of Natyashastea show :—
wiRNRgRiEa T8 S w5 )
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( Ed. Kasi Sanskrit Series. )
In India, & class of professional musicians are still to
be found in some parts of the country, as Nata or Nara
who live with their family and children and whose services
are sometimes required on festive occasions. Even to-day
in the first rice-ceremony of the children of the above
community, Banshi (flute) or Dhole (drum) forms ehief
part of the ceremony as with the higher castes inkpot
and pen forms a chief part.

TIME OF BHARATA

As we noticed before, both Kalidas and Bhababhuti
have mentioned him. In the 9th century, o0, Abhinava
Guptachurya wrote Bharata-Natya-vivriti ie, & commen-
tary on Bharaty's Natyashastra. But when did the sage
actually flourish ? '

Panini speaks of Shilali and Kridinsa ns authors of
sphorisms on dramatic art (Nutya-sutrakar). Panini is
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«aid to bave Hourished about 8000 B.C.*  Shilali has also
been reforred to in Sattopatho Brahmana (Sloka 13. 5. 338)
which seeording to famous astronomer Sankara Bam
Krishna Dikshita was composed about 4,000 years 8go.

Pandit Haraprazad Sastri tesces the priority of
Bharatw's Natyashastea to Panini and would put not later
than the 2nd century before Christ as date of its com-
position. But judging from all accounts it appeqrs that
the Natyashastra was composed long before the ath
century BC. Tradition ulso puts Bhurata as the first
writer on the first and the most authoritative treatise on
the dramatic art, and Shilali and Krishasheswar seemed
to be his contemporaries. Now codification of the art
soemed to have been necessitated by a multiplicity of
dramas as Aristotle did about the Greek dramas in his
poetics, and the Nutyashastra', t00, not only proves the
existence of drunas but also gives directions as to how the
stage should be built. Tt is thus certain that if “Natya-
shastra’ was written Gth century before Christ, Drama and
stage were in existence long befare that, at a time when
(ireece did not even hear of either,

The ‘Natyashastra' of Bharata is o comprelwnsive
work on dramatwgy. It mainly desoribes three kinds
of stage and auditorium (Prekshagriha) :—

Rpsagras STNAT § 9099 |
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Natyashastra 2nd Chapter, Oth—11th dlokas.

that is, the stage should be either Rectangulaz, square
or mostly in the form of an Equilateral triangle.

(1) Rectangular (Bikrista or Brittabhaso) *  Length
larger than breadth. It may be (1) luege 108
by 54 cubits, (2) Medium 64 cubits by 32 cubits,
(3) Smull 32 cubits by 16 cubits.

(2) Bquare (chatorasra) length nnd breadth equal s
of & four-sided  figure. Tt may be (1) large 108
cubits each side, (2) medinm 63 cubitz each side,
(8) large 32 cubits each side.

(8) Equilaternl Triangle (Twasra), three sided figure,
cach side heing equal to the other. Ty may be
lage, each side being 108 cubits or medinm 64
cubits or small 82.

The stage and suditoriom of the large size was meant
for the gods (Devas) and was called divine: the one
of medium size was for the kings ( Rajas ) while the
<mall oné was ealled private ie, for the people. The
medinm-sized Rectangular form was considered the best
by Bharata, us the following slokas show :—

T s A A AL
g = e, 41 SARE 23R N

* Not elfiptical as maintained by many, Biknsta Fapee 15
explained by Abhinava Gupta s “fortim w1 &N &7 Wi fre
wriga'’ |, e, not sjuare but rectangular.
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The stage was often a two-storad building. The
tpper story was meant for the representation of celestial
dramatic action and the lowér one for that of terrestrial
actions. In ancient times the Sangitsala, generilly the
‘Uthan' or court-yard some-times served the purpose of
theatre. The lower part was appropristed for the stage,
thenppnrpanwaawvu]furthﬁﬂingand the Queen
and other distingnished male and female personages, The
play opened with prelude, in which the Sutradhars
(Manager) introduced the author and the actors to the
wudience, and informed them of the leading events and
past occurrences calculated to illustrate the acts. The
first act afforded a clue to the subject of the whole story
which wus developed in the ensuing actz. The stage
itself was called Rangabhymi oy nepathya. The follow-
ing deseription of it from the Sangita Ratnakara also i
Aappropriate :—“The chamber in which dancing is to he
exhihited should be spacious and eclegant. Tt should be
covered over by something supported by pillars, rightly
decorated and hung with gurlands. The Master of the
house should take his seat in the centre on a threne :
the inmates of the private apartment should be seated on
his e, and'personsufmnkﬂnhisright. Behind hoth
are to be mted,thechiefoiﬁﬁﬂsafdmﬂmtenrhm
hiold, and poets, astrologer, physicians and men of
learning  are to he in the centre. Femule
attendants, selected for their beauty and figure, ure to be
about the person of the principal, with {ans and chauris,
nhﬂstpﬂmmmrnring wands are to be stationed
keep order, and armed men, 35 guurds, are to be placed
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in different directions. When all are seated, the band
is to enter and perform certain airs; after which the
chief dancer is to advance from behind the curtain and
after saluting the audience, scattering ot the same time
flowers amongst them, she will display her skill."

Professor MacDone! in lis history of Sanskrit
Literature mentions that Hindus had no public theatres
and drumas psed to be represented at the Nrittyashnlas
or the dancing halls of princes. But the above details
given by Bharata about stage-craft and the existénce of
such a word s “prekshagharm” or Pekhamgharu belies
the theory and speaks of the independent origin of the
Hindu drama and stage. *

Satradhara, Nati and Nandi are also mentioned in
Bharata's Natynshastra,

In that book the following countries and tribes are
mentioned :—

Kirats, Barbara, Andhra, Dravida, Kasi, Koshala,
Pulinds and Dakshinalya, the inhabitants of which repre-
sented in drama should be painted in black. The Bakas,
Yavaves, Palilayas and Valikes ave to be puinted white.
The Panchalss, Surasenss, Malisas, Udramugadhas, the
Angas, Vangas and Kalingas are to be puinted dark-
white. Angas, Bangas, Kalingas were also mentioned in
Asoka’s inscriptions.

The references show the cultural glory of Bengul even
in ancient times,

* 8hekaley Rougaloy by Prol Asck Nuth Bhattscharjee w. 4., in his
articles 1o Nuoohghars and Weekly Nayok 13th Ashar, 2od Smaban, 4th
Pooal 1550,
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SUTRADHARA

We have a reference of the word suteadhara or the
architect of the stage in the Natyashastra.  We shall also
find the same figure prominent in all deamas of ancient
India. The origin of this dramatie person is important.
Some scholars are of opinion that as puppet-show (Putul-
nauch) wos in vogue in India and the movements of the
dolls or puppets were regulated by the hand with the
belp of u string (Suts ), the man leading the dolls
was called Sutradhars, Prof.  Pischel definitely holds the.
view that Indian drama has evolved out of such puppet
shows. He eays the puppet-shows having disappeared,
in course of time, when the real dramatic literture grew
up, the name of the Sutradhars survived. Bug though we
get references of puppet-show in the Mahabharata, and
they are still prevalent in the country, it would be equally
logical to think that puppet shows might have followed
dramatic shows and might huve been introduced for the
entertainment of the illiterate people, us  dramatio perfor-
mances were intended for the more cultured people. The
mnavoiduble feature of 1 Sanskrit Drama i that in it the
Sutradhara must always appear in the prologue and the
setors and actresses move like puppets st his bidding. He
is called Sutradbara because the Sutra or the souree
belomgs to him. In the cheap ‘putulnanch’ also such g
min is called Suteadhars, but the holding of the atring
actually by the hand, might be by an necident.

Some scholars however are of opinion that Sutradhara
i derived from Sutras or uphorisms und 2= Bharata was
not only the inventor of dramatic entertainment but was
al=o the reputed father of dramatic eriticiams whose Butms
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the commentators constantly cite, Sutradhara s, the
thread-holder or draumatie director owes his origin to
b,

Tn present theatres in Bengal, there is no Sutradhar,
his place being taken by programmes.

We next propose to discuss certain views about the
origin of drema.

Dr. Macdonell says Tndian drama was developed, it
seeme, in connection with the cult of Krishna (Vishou)."™*
Krishna as a cowherd-hoy and his cowherd companions
according to Macdonell was the starting point, sangita or
tusic (of course devotional music) being the later deve-
jopment. The Doctor refers in corroboration of his
theary to the performance of Lakshmisvayamvara being
arranged by Bharata and further holds that Gita-govinda
of the 12t Century in which the characters engoge in
Iyrical monologues is the earliest literary specimen of the
premitive type of play. Dr. Keith upholds the origin of
drama to the combinution of epic recitations with the
dramatic movement of the Krishna legend in which a
Young God strives against and overcomes enemies. T
No doubt Bengali Yatras, which we shall deal later
om, drew some inspiration from the nbove source and
“Gitagovinda” which formed afterwards the main theme
of the jatras owes ita origin to the songs and dinlogues of
Radlio-Krishna and cowherd boys and girls, nevertheless
it it not correet to say that this was the solitary source of
development. As to the earliest dramas that precoded the
well-known book ‘Gitagovinda” (of the 12th and 18th

* History of Sanabord) Literainre, pog 7.
{ Kelth's Banalorii Diymoo, pogm 45.

4
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century) which howeser was not u deama, Wwe get none
from the Krizhna-Vishnu cult except what we find in
Mahabhashys. Soit can not be the cause of earlier deve-
lopment, though it might do something for the Inter. The
Shiva or Dungu or Rama-worship were themes giving rise
to and adding to the development of similar dramatie
efforts; both at the earliest and subsequent stages, yet we
do not ndvance any theories, though according to Hinda
traditional belief Shiva was the Mohanata and He and
Durga introduced dancings in the theatre, Rimilurly we
do not propound uny new theory though Rama's story
in Ramayana has been 5o popular in the whole century
that evén to-day Ramlila shows are considered o be the
only relics of the ancient dramatic shows. Drumng in
India is the vesult of growth for centuries and several
ugencice—not simply one—have worked and contributed
towards its growth and development.



CHAPTER 1II

LITERAEY EVIDENCE ABOUT THE QRIGIR OF
INDIAR DRAMA

IN THE RIGVEDA

In Vedic times, too, as in the legendary age, mimic
play like the conflict between the Devas and Asurus used
to be held during suerifices and we also notice sufficient
dramatic elements in the Rigveda, particularly in the 10th
Mandala. Several passages full of drmmatic interests
consist in dislognes. In Sukta number 95 of the 10th
Mandals; Pururmves mad with grief for Urbashi (the
Apsharas or nymph), rebukes her for her inconstancy
only to court the following reply :—

“You must not die or throw your-self from the rock
Fiorce wolves will then dovour yon. Women's hearts: are
like wild hyenas; there cun not be any friendship with
them.”

The story or Paruravas and Urbashi has been related
in Shathapatha Brahmans, Harivamsha, Vishnupurana,
Kathasaritsagara and forms the subject of Kalidasa's
immortal deama Vikeumorvashi Trotaka,

Again in the 10th Sukta of the same Manduls, we
find Yami in viin trying to seduce her brother Yama to
accept her proferred incestuous love to which Yuma veplies ;

“Not such an intimacy does thy friend desire etc,”
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She then abuses him ; but he does not listen to and
then when she seenses him of wishing to embrace another
womsn in preference to her, "as the creeper clusps the
tree” Yama concludes the dialogue in the following
WAy i—

Thon, too, O Yami, clusp another

That other thee as the erceper binds the tree
‘Win thou his love and he wins yours

And then both live in closest tie.

In L 165 and 1, 170 Indra disputes with the Miruts
for deserting him during his comtest with the Asurns.
There = ulso a similar conversation between Indra and
Varons in 4.42 in the Rigveda from which amd other
passages Max Muller and Sylvan Levi have saggested
that the dialogue-poem of the Rigveda might be n kind of
dmma. In 1869, Max Muller in his version of Rigvedn
(Vol. 1, 165) conjectures that the “dislogue was epenter
ut the sacrifices in honour of the Marmts or that possibly
it wiis acted by two parties—one representing Indra and
the other Maruts and their followers”  Prof. Levi AgTEE-
ing with the argument further ndds that the Samaveds
shows that the art of music had been fully developed in
the Vedic age® Dr Hertel also says thut “Tndisn Drama
is but agrowth of the dialogues, and the Vedic hymns
represent the beginnings of & dramatic art which may be
compared with the form of “Gitagovinds.” Prof. Von
Schroeder nlso tries to prove that the Samvada hymns are
realy dialogues helonging to some dramatie performances
connected with the religions cult, though Prof. H. Olden-

¢ R FE TN 1300122
TR Sl wRehT—Etgang 2
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burg differs from that view and considers that without
epic recitation there could be no drmma, Dr. Keith,
however, holds : “Period of the Rigveds knew dramatic
spoctacles, religions in chametor in which the priests
sssumed the roles of gods and sages in ordur to imitate
on earth the events of the heavens.... The deumas of the
situal therefore are in o =onse some what out of the main
line of the development of the drama and the popular
side has survived through the nges in & rough way in the
Yatms, well-known in Bengal, while the refined und
cacredotalised Vedic drama passed away without a direct
descendant.”

(Dr. Keith's Sanskrit Dimna P, 16.)

UPANISHADS

In Brihadaranyaka Upsnishad we come actoss excels
lent conversations of dramatic character between  the
highly learned lady Vidushi Gargi Vachaknavi and the
eradite sage Yajnavalkya and that hetween the latter
and his wife Maitreyi. All these dinlogues are about the
Absolute -—

o QAT Apd ureasR Rl SR QWS ST TR
ﬁtqiqmmiﬁwﬂiﬁwﬁiﬂf‘uam 3e )1

gy s el Il am o wl RA AW A (g
e W ) |

“Who holds these land and water 2" “What is the
good in having that which does not hring nectar—
Amrita 7"

Similar dinlogues are found in other Upanishads also.
For example, we may cite the excellent deamatic dialogue
between Yama and Nochiketa in Katha and thmt between
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Shyetaketn and his father—both of which contain the
very essence of all Upanishadie teachings,

Some of the dislogue-hymns are balluds, fOme [re
the poetic remnants of 4 narrative and others are =
belonging to a rtualistic drama and Dr.  Winternitz
taking & middle course says—“those contributed as munch
to the origin of the drama sz 1o the origin of the epic.”

POST-VEDIC PERIOD

Next, Dr. Hertel, acoording to whom the hesinni :
of the dmma in India wem to he sought in the dramatie
rituals connected with the Vedic hymns and dialogues,
seeks to find an actnal dmma of the Post-Vedic Period
keeping up the continuity of the pre-Vedic times, but Dy,
Keith holds o different view. Says Dr. Keith :—“His
(Dr. Hertel's) great effort to find o full drama in e
Suparnadhyaya must definitely be pronounced » failure,
serasecenn dt lute imitation of Vedic work proper, it hud
neithor any dramatic intentian or use,™

- We have already shown that the famous grammurisn
Punini refers to two schools of dramaturgy as propounded
by Shilalin and the other by Krishashya,

SroeE et Rgwam: | ¥ifi2te

FRIEONER: | wdinne |

Bince Shilalin and Krishashva introduced Natasutrn

Shailalin and Krishashvin mean an actor. In Valmiki
Ramaynna, Ayodhyakanda (IL 30, 8) wi  find that
“Shai “ir‘slmedintlmaenwufnuaﬂarinﬂm follow=
ingsloku:—

&% g At S Rrongfat s

B & At W ghegt TR

' Dr. Keith's Sanskriy Dramy, Page 21,
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In the Vijusaneyi Sumbita, (wwsaft d@fm), Shokla
Yanjurneda, 30.6, we find the following pussage—

‘g AR gei—"

Commentator Mahidhara (5%) expluins the term
S (Bhailusham) as 7= (Natam or actor)—is in—

W3y weR—aitr M

This nlso proves that Nt o aetors were in vogtie in
the Vedie period.

In Valmiki's Ramayana also, we find references of
Natakas, Nata and Bangita and Dr. Keith is not right
in saying that there is no trace of sny droma there.
In Ayodhyakands we find that prince  Bharata (@) who
at the time of Ramw's exile and King Dasharatha's
death, lived in his maternsl unele’s house, felt sad an
weeount  of bad dreams, quite ignomnt of the tegio
events happening at his paternal house, His friends and
nssocintes then tried to cheer him up with their songs,
dancings and by reading joyous comedies or Nutukas
(Dramas) :—

grrwfea my o ayETe=n STt

T sgrn ik s
IL 69. 4.

After Bharata was brought home, he was immediately
to the throne st the instnce of Markandeyn
Rishis becanse they said the following in the conrse-
&l narrating the evils of unarchy, viz ;—
AMIES S99 qYEAOTEE |
TENN FHINY T qewE: |

IL 67. 15.

-
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N
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“In the anarchical t-tute,ﬁ'm festivities that mum
bute to the plessure of N ng and dances become rare.”

The Ramayana ifle conrse of its deseription of the
city ﬂ;ihl:ms thegtfes for females in Ayodliys, W"‘
d?‘ﬂ ! It is also mentioned that Rama along
with other hjects vead Nataka written in mixed lungu-
TrwEEy TR wisEg ® (7itte) Of course there [

urther reference to drams in the Ramayanng, but
e vovitation of this great epic, generation: after generation,
exercised a. great influence on the development of the
deama iteelf. Valmiki tanght his great poem to his two
pupils Koshia and Lava (Twin sone of Ramu and Sita).
They sang and recited those immortal verses before the
peaple of Ayodhys even in the presence of Rama.

Dir. Keith bowever admits this influence of the Rama-
yana on our dramatic development.  Indeed bhoth Bhasa 5
and Bluvabhuti have gcknowledged the debt of their ™
dramas they owed to the Ramayana. The word ‘Kushi
lave' means an actor, or o banl and certainly the word has
been derived from Kunsha and Lava of the Ramay
According to the majority of the oriental scholars, the
Ramnymna was completed at n time when the innge
kernel of the Mahablarata had not assumed o definits
shape. The heroes of the Mahabharats are not mentioned
in the Ramayana, whereas the story of the Ramayana hal
often leen alluded to in the Mahabharata. Hence 8
original part of the Ramayans could not on any autho®
be composed later than 500 B.C. thongh we may
its dute ot least several thonsands of years before
birth of Christ.

* Adlknriila, ﬂhl[,l V., Shika 12,
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In the Mahsbharata, we find references of a big stage
in the Vimta Parvi. When the Pandavas, banished
from their kingdom, weve living in incognito, in the court
of king Viratd, the great hero, Arjuna, then known as
Brihannala, in the guise of an eunuch, taught princess
Uttars ( the danghter of Virata ) songs, dancings and
instrumental musie which be had learnt from Gandharva
Chitrasena at the desire of Indra. At the marriage of
Uttara with Abhimanyo (Arjuna's son) Natas, Vaitalikos,
Sutas, Maghadas (actors, bards, musicians and dancers)
entertained the honowred guests. In Vana-Parva of the
Mahabharata, king Yudhisthirs in answer to the questions
t Ly Dharma said, that for good name he had madse
sional payments to the actors and dancers. In the
Udyoga Parva, we find that when Shri Krishna went to
‘the palace of Duryodhona as ambassador to Yudhisthir,
Doryodhana  either for his liberal hospitality, or for
showing his own pomps arranged for the entertainment
of 8ri Krishna at every place of importance,  Indeed this
much is certain, that with time the epic poetry of the
Hindus gradually sssumed a dramatic aspeet by way
of dinlogues, and sanskrit drama evolved itself oot of the
lyric and epic forms, justas the Greek dramas followed
the Homerie poems.

In Brimad Bhagvat Porang, reference has been mude
to actors (Skands 1, chapter X1, Bloka 21) where
Vasudeva and other citizens gave s fitting reception to
Sri Krishna when the latter made a stete-entry to the
capital at Dvamks :—

G gERTTRTE: |
| et SR SRR |
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Dr. Keith says thar Nuta (72) might mean & panto-
mimigt but the famons commentator  Shridharswamin
explaing Nuta a5 Navarashabbinayachatur e, ane who
18 clever and versed in the display of varions (nine) kimls
of Rasa, @ i in a woid, a skilful actar,

In the other Puranss, too, we find references of
drumatic  representations, In the Hurivamshs, Prg.
dyumna, son of S Krishnn, is mentioned g having
bppeardd in the role of ap actor in company of other
Yidavas when he stole away Prbhavati, the daughter
of the demon-king Vijmnabha.

In the Markandyeys Purana, we find  Ritadlivajy
alias Kuvalayushva, the son of king Shatmajit, fond of
dramatic performances (Natakabhingya) ani passing s
days delightfully in cultivation of poetry, musie, dramgs
und dramatic representations,

Besides the ahove references, we also find
dramas of two great dramatists Bhasy and Bhudraka, who
flourished in the 4t century and in the 8nd
hefore Christ. As fhese dates require elucidation,
proposé to deal with those in the pext chapter,

Koutilys in his famons Arthashastra, written about
the fourth eentury before Christ, prokibited the Brahmany
from acting on acoount of the evil influsnce it exercised on
t]mmforlhepm.-:-nceﬂf .Bm,tlmgmut
dramotist, who fourished in the fourth centary  before
Clyrist, lus heen iuoted by Ktmﬁl}minhisdﬂ]muiﬂﬁrtm.
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In the Manusamhita, o purticulor closs has heen
mentioned in reference to acting :
mzn RN (Mg o132 )

Both during the time of Panini andl his annotator,
Patanjali, the move cultured section ((fe) of the people
wsed o talk in Sanskrit and the ondinary elass in Prakeit,
The root ‘Nat, (it to act ond dance) appurently the
prakritised form of the Sapskvit root. Nrit, has been
riferred to both in Panini who flourished  not later than
the 5th Century B. C, but who might have flourished as
arly ns the 8th or Tth century B.C, and Patanjali.

Patanjali (Circa 150 B.C.) in his famous eqmmentary
on Panini—Makablashya—rgfs to Kamsabadha and
Balibandha (i.e. the slaying 1jf Kamsa snd the binding of
Bali) in passages like—'thoy causo the death of Kamsa,
they cause the, Yedng of Beli, (TIL 1. 26, TIL. 2. 111).
Weber o4 Dr. Keith hold that these pussages wight
efgrs 1o pantomimic killing .nd binding by Shaubhikas
or Shobhanikas: “The use of the cansative i explained
by this fact ; if Bali and Kamsa were persons of to-dug;
the simple verh would explain their binding and slaying i
beeause it is mere actors, the cansative is used and its nso
denotes that the act is not pow real bt an exposition of
a past act.” (Ranskrit Drama. p- 38)

Dy, Keith opines that these Shobhanikas used to
mpm-nttlmnctofﬁl]ing and binding by action only,
without any word. The painters, on the ather hand,
weedd 1o deseribe the acts by their puintings, And ®
third type—the Granthikas=—nsed to describe the acts
verbally, To contrast with the Shobhanikas, they nsed
words only and not setion. But Dr. Keith does not
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mmhispt&mfunhﬂtnmhlhhhinthmmmmjaﬁ
lmrere&n-sto]nntumimicmﬁngnﬂynnddm oot
allude to drama proper ; for be is evidently in doubt as
hﬂmm:nodeufﬂﬁrnﬂing. As he  himself
says—"Did they also e dislogue ?”  There i i
in the passage ether 1o show that they did, o that they
did not.” (Sanskrit Dramg, p- 34).
Prof. Luders, on lis other hand, holds thut these
Bhaubhikas wepe persons  who  explainod to the audience
shindow-pictures. Winternits Sipports him but [y,
Keith rejects this view us one “which has not even the
merit of Indian tradition.”
T Plecrmiditional view i ncorded by Kaiyata  the
earmmentator of Patanjali \, Hourished wbout o 109
years after the grmt}l}rcg;tm. rian.  Prof, ey renders it
48 mesning that the Whilyg gre gy who teas
mmun:?f;m “Tﬂﬁm:)“. Ludérs t:..:.:.:ﬁ_..ql [h:ﬂ;;‘lj
pression saying that the Shaubhikas expluined the
audience dumb actors—"a form of dramy wILil:?l v
reconded 4z performed by the Jhamkie of Bombay and '
Mathurs in modern India "

Patanjali is now definitely known to hayve been g
vontemporary of Pushyamitra, the Commander-in-chjof of
Brihadratha, the last of the Mauryas. He slew  Brila-
dratha about 185 B.C, usurped his kingdom, founded the
Sunga dynasty and vepelled the invasion of the Greek
king Menander aling Milinda in 175 B.C. So Patanjalj
muy be safely placed in the 24 cent. B. C.

From Patanjali we get further mention ahont actors.

That their wives, who erved as actresses, wers evidenily
of low morals is illustrnted by the I'ul[{rwing passiige -—
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Indeed the reputation of actors and actresses was low
and unssvoury ; they were reputed to live on the price of
their wives' honour ( Jayajiva, rupajiva) and Manu
imposes only a minor penalty on illicit connection with the
wife of an actor on the =core of their willingness to hand-
over their wives to others and profit by their dishonour.
v ey Afterseiiy |
st B ¥ arfifrmaraf = 0 o 53 gaes -
In the Ramayann also, we ﬁml_:nn ~acxdf (Shailusha)
handing over his wife to another -7
&gnﬂmdﬁrwl
On the other hand, ~e0tes to fhe higher side of
the professip .,,.r-um‘?uuml in ancient Sanskvit Liters-

i

Woe shall never omit to refer to those in the proper

place.

IN THE BUDDHISTIC PERIOD

It was during the Buddhistic period  that Sanskrit
drama venched its high water-mark of perfection.
Buddhism brought no foreign rule, nor introduced any
alien calture, but was only a side-issue of Hinduism that
in the beginning tried to emancipate religion from
number of so-called cruel rites and meaningless rituals
and whatever change and degradation the creed  itself
underwent with time, Buddhizm at first was but 4 branch
of pure Hindnism ; it bore almost just the relation that
Martin Luther's Reformution bore to the Romun Catholic
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religion of the Medieval Ewrope. Buddha is regarded by
Fome a5 one of the ten Avatarns of Vishot, The earliest
Buddhist monks were stern in many things and they were
neither disgusting puritans nor averse to drama or
dramatic representation. 8o drama found opportunity to
evolve its growth during the Buddhistio period.

The Buddhist halladz also, like Vedic hymns, are
aecording to some scholars, little dramas and it is too late
to enter into the disenssion that they are not s5. There
are & number of dramatic references in Buddlistic Litera-
turo and we shall notice only « few here.

In the oldest Buddhistic writings, witnessing Dramitic
performance hus been often spoken of something as usual,
‘Lalitavistara” speaks of Buddha—that while, in Rajagrilu
hir disciples Maundgalayuna nnd Upatisva showed their
dramatic skill in the severnl exliibitions of spectacle and
shows. (Asiatic Researches xx p. 50),

Dr. Weber also says in his Dramatic History of the
world “In the Lalitavistar, appropos of the testing of
Buddhu in the various sciences, Natya, most undoubtedly

is taken in the sense of mimetic art and so Foucuix
trunslates it "

We have further that Bimbisura, the King of
Magadha bod a drama performed in honour of u pair of
Naga Kings. Next, under the direction of Goutama, the
Buddhs himself, 8 drama was performed at Rajagriha.

Kubalays was at this time the most charming aetress and

acquived great reputation for her dramatic skill. As,
however, she seduced some of the monks, she was turned
by Lord Buddhs into a hideous old woman on deconnt of
this sinful act. She then repented  ber folly and was
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afterwands raised to the rnk of a saint through the grice
of the Lond Buddba. Indeed, we agree with Dr. Keith,
that there is a close connection of religion and the drama
and it was from religion that decisive impulse waus given to
dramatie creation.

The Jataka legends, too, considered to belong 0 3nd
century B. C. abound with innumerble instanees of
Nata' and Nataka' ;

In Book XX No 531 (Kusajataka ), we find
the expression :—"Daty nitakini upattha pessima—
Bhadde puttassa te rajjam La—" Lady, in muking over
the Kingdom to your zon we would institute dramatio
festivities,

In part IV 67 (Udays Jataka) Book XT No. 458,
ocenrs— Rajo puttam abhisincitva  patakani® ssa. Pacen-
patthapessim,

“The king desired to make his son king with the solemn
sprinkling and to arrange plays for his pleasore.”

“Natakani” in the above passages mesn plays and

tic performances. The Jatakas also speak ubout
E: Part V1102 (Book XXII No. 543) has—"Nagas

at a crowd for two ressons to see whether any
garila is near or any actors.”

Jutaka Book TIT 287 has the following :—"of the
our who gain—one is that has an actor’s tricks.”
The most prominent mention of dramatic exahibition
been given in Kupavera Jitaka where an interesting
about Baddha's previous birth is told, where the
ions Nats, Samaja and Samujs-mandali promi-
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Tt i =aid that Bodbisatts wag born us a notorious
yobber when king Brahma-Dutta wigned in  Benares.
To relieve the people of his incendiarsm, the King ondered
him to he decapitated. There was however & courtesan
Shams by nome. Bhe was beautiful and skilled in arts
and her fee of each visit was 1000 rupees. The King
loved hier and she had o great influence over him. She
sent one of her admirvers, a rich and fair youmg merchant
with Bz 1000/~ to the Governor to release the robber
whom Shama fell in love with, The robber was sent
to Shama, but the youngman wus executed instead.
Rhama then gave op her profession and began to live day
and night with the robber. The latter however left her
very soon thinking that be too might have the same fate
as the young rich lover. Shama grew restless over her
lover and resolved to recover him by any means. Bhe
gent for some actors and gave them a thousand pieces
of money. On their asking what are they to do for the
lady.—“Nate, pakkosapetva sabassain adasi kim karoma
Ayye mtivutte” '

to this she replied—
“tumbikam agnmanatthiinam -
nomayr’ atthi tumbe gimanigamardje- b=
dhiniya ganti samnjam katvi samajjamandale
puthemarieva imam gitam gayeyyathia” te
Barigasito Nikkhamitval tottha tatha SBamajjam
Karonta Ekam paccantagimakam Gamimsee.
Te tattha Samajjam Karontd pathamam eva
gitokam gayimsa.
“There i= no place that you do not visit—Go
to every village town and city and gathering a
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aronnd you on 8 pavillion of theatre or sabha, sing the
[rﬂ.bwingamginthemidstuhhemle:

Shama lives and lives for thee.

She loves thee and thee alone.

Bodbisatta, however, did not return and Bhama in
despair went back to the girls of her former profession
and carried on that sgain. Natas here are actors, Samaja
means theatrical shows and Samajamandala the stage.

(Book No. IV p. 818 Part III)

The word Samaja as o theatrical performance oecurs
often in the Buddhistic literature.

First Rock Edict of Gimar Rock reads thus along
with other lines :—

T« ma s R AW
grAwR ToR Yyt G el o
sfig R g oo g g Tl fEE

Dr. Hultzsch the commentator has not properly
interpreted the word Samaja bere, but Dr. D. R. Bhan-
dakar hus givep @ correct explanation with illusttions
that Bamaja (i e ¢ public fenst where meat formed one
of the principal srticles of food served) was not to the
liking of Ashoka; where however the word Samasja is
synonymous with Rangs, Prekshaghara, (. & where it
means o concourse of the people assembled), and sctors,
dancers snd musical instruments were brought in to
feast their eyes and ears, i & where it means a Sangha
or & dramatic performance; it was liked by Ashoka *
(considered =TgT)

» Dr. Bhandarkur's article “Jodisn Autiquary Vol XITLof 1913 pages
055988 ride also the mesning of Samaje by Mr. N. G, Mezumdar.
i, 1818 Vol. XL VIII pages 221225,

G
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The word ‘Samajs’ occurs in Ramayuna as we have
seen in pugo 27, Whatever meaning might b given in
the epic, the word was used by Vatsyayana ¥75% in his
Komasntra—a  work considered =0 old as the Fifth
century B.C. where the words Natukas, prekshanam,
Kushilava occur prominently :—

e g—(1) dm, v, TR, WIS .. .. ST

( wweis meniEe fRea: )

(2). v wre w1 padsvhr steen WA Rt fie g
Fulemarm: Syl 79 RefleRie g R slw oW
RWIENT T 91 swEeEy v vosretew |

I S FARRANIT [Rgeies | o aeeds
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“On some particular suspicions day, an assembly of
citizens should be convened in the temple of Sareswati.
Here the skill of singers, actors, and of others who may
haye come recently to the town should be tested and on
the following day they should be given some rewands,
After that, they may either be retained, or dismissed
necording as  performances are liked or not by the
assembly.”

“Prekshanakam™ (performance) relates to Preksha-
gribia as described st length by Bharsta in his Natyn
Shastra I1-8.

“Samajn” here is representation of a drama and js
evident from its association with the words ‘Kuakiluvy'
and “prekshanon

That Ashoka liked dramatic performance ( 919) is
illustrated by the fact that the oft-quoted Sitabengs cave

S
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showing a stage in it related probably to the time of
Ashoka. From this also the inference is possible that
‘samaja’ in Girnar Rock-edict of Ashoka means drama-
tic performance.

The nscendency of drama during the Buddhistic period
his further been demonstrated by the discovery of
fragments of munuscripts of three dramas on palm leaves
of great antiquity st Turfun in Central Asia. Professor
Laders has translated these and one of the above dramas
is Sariputra-Prakarand by Asvighoshas, son of Suvar-
nakshi and the author of Buddhacharits and Sutralanksra.

The Dramn Suriputra-Prakarina treats of the conver-
«jon of young Maoudgalayana and Sariputrs by the
Buddha. Maudgalayana asks Sariputrs  how. he, n
Bralimin, would accept a Khastriya as his teacher. Bari-
putra says—“medicine given by a Shudra muy heal the
sick—." Maudgalynna greets him and they both go to
Buddha who prophesies that they will be highest in
knowledge. The last chapter describes a philosophie
dinlogue between Buddha and Bariputra.

The discovery of the above fragments shows how
drama attained a definite and complete form by the 1st
Century B. C., the recognised time of Asvaghosha. The
drama is in 9 acts and illustrates the main types of
dramas. It farther shows that thero must have been 4
nimsher of dramas, preceding and following the Natyn-
chustra as we huve seen before, enabling the author to
codify the technique and the rules that guide dramas
of various types.

ARCHEOLOGICAL EVIDENCE.
Now, we come to archeological evidence that we find
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scattered over the length and breadth of TIndia, in
imperishable stones. Archmology takes ns back to the
"speciouz times" of Ashoka the great—a colebrated
Badhist King whose palace was at Pataliputra (Patna)
one hundred and ten years after the decease of Shakya.
He conquered many provinces and the e of Ashoka had
left its marks on the pages of the world's history. By
that time trade snd communication between Indis and
Greece were fully established and happy relationship
existed between these two great countries as s result of
treaty concluded between Chandr Gupta and Selucus, the
Great general of Alexander the great.

About 75 years ago, Colonel J. R. Ouseley discovered
two caves inscribed with Ashoka characters (Shilalipi) in
the Ramgurh Hills in the Lakhanpura Zemindari of the
Sirguja Estate in the central provinoes of India.

The place is ahout 100 miles from Kharshia Ry.
Station of the B. N. Railway and would be shout 2600
feet high above the sea level. There is a very old temple
in the locality almost in ruins where the deity Raghunath
(Ram Chandra) is still worshipped. There ave also other
small temples in ruins wherein are found images of Shiva,
Ashtabhuja, (lit. with eight arms—Durga) Sita, Lakshan
and Mahabira. Melas and fairs are held every year
when pilgrims from different parts of India come. To-
wirds the north of the hill there is a big passage about
180 feet in length and so wide that an elephant with
riders can easily pass through it. The tannel or the
passage is thus known as “Hathipole.” Tn the same hill
towands the West are two caves fucing the West. The
northern cave is culled the “Sitabengn” and the Southern
one “Jogimura" In 1894 Dr. Theodore Bloch visited the
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caves untl took pliotos of the sites, and of all the impres-
were found to relate to drama and poetry. Other
travellers, like Mr. Boyre, who preceded the Doctor, took
those to be the abode of the saints and yogis, but Dr.
Theodore Bloch discovered the following historical truths
from the inseriptions and different impressions, found in
those caves.

The first cave “Sitabengn”, named after Sita, the wife
of Ramn, resembles in all details the plan of “a small
Greek amphlitheatre In the caves are found holes in
which wooden pillars were fixed for hanging seroens, and
outside are found remaine of seats rising upstairs and
arranged in semi-circles confirming the idea of ancommeo-
dation for about fifty persons or upwards, Sitabenga is
46 feet by 24 feet. In front (outside) there were some
rows of mised seats of stones. Inside the cave there are
three rows of raised seats on the three sides. Each mised
platform was 2§ feet in beight and 7 feet in breadth.
There are reasons to believe that during the spring,
autumn And the summer, spectators enjoyed dramatic
representations from outside, but in the rains and winter
they hiad to take shelter inside the cave. The following
inseription has been found in the Sitabenga cave in the
two lines, 8ft 8” long while each letter measures 24 inches
in average.

1, Adi payamti hedaynm—

Sabhaba gara Kavayo e ratayam e

2. Dib vasam tiya Hasavana bhute

Kudasphatam evam alam ga.*

* This sssond line contaltin seceral lettorn whivh can not be clesrly read ;
such es Kuduefntarn may be road as Kodsstatant also,
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In the opinion or Dr. Bloch, the inscription means,
the poets are to be honoured, they stir up onr hearts.
When in the full moon of the spring, songs and witty
jokes appertaining to Doljatra~festival go on all round,
the people swell in joy by putting on Jasmine garlands
around their nocks.

In the spring, Doljatra or the Swing-festival of Lond
Krishna during full moon is & very great festive pocasion
for the Hindus. Dr. Bloch says therefore it was a placo
where poetry was recited, love-songs were sung  and
theatrical performances held. In shoit, we may look upon
it s« the ruins of an Indian Theatre of 8rd century B. C.

The following writings have been found in the
Jogimara cave :

1. "Shutanuka nama"—Sutanuka by name.

2. “Devdashikyi”—a dancing girl or a temple dancer.

3. "Shotanuksnama devadashikyi”—Shutanuka by

name, o temple-dancer,

4. “Tam Kamayiths balansheye"—Her beloved he

of Baranashi (Beneras)*

5 “Devadinenama lupadakhe”—Devadinns ( Dova-

datta) by name skilled in forms.+

* This line is differently in by Boyer, Bloch, Tir, A. Banerjee,
Shastri and Dr. 8 K l{hmdﬂum rend "balunasheye™ 1t js not
yeosssary to dilate on the point here.

t Lipadakhe—Rupadaskhn. Bloch interprets the word as ‘skilled in
Eimlnq." ﬂﬂ? takes it to mean ‘artiste em statues’ Pischol makes it

opist. Rabindtanath Tagors and Dr. Runiti Kumae (Thatterjes
tried 1o nse txulrmd in the senscof an artist, D, Chatéerjes, however,
spema 1o be in doubt & to exact significance of the torms. He trans it
“wkilled In foyme—{painter or eonl ? skillal in figures or mecount.
ancy)”, Profe Sorendpansh M Shastri and Ashokanath Rhatine
chorys Sbastri have sugpested the mesning “setor”. This weems to be

n

the Minind i i 2 't
st Blhel st R, 5 ol
L1} ’. s
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Dr. Block interprets thess disjointed writings by
putting those together as below :—“Suotanuka devadasi
who was head of dancing gitls meant for the perfor-
mances lived in this eave and she fell in love with an actor
or an expert in setting us artist—Devadinna by name”
The above shows that either stories of love were appre-
ciated by people or the artist himself deseribed his tale of
deep love with the actress Sutanuka.

On the roof of Jogimar, there are still some  pictures

of the following :—

1. A man is seated under a tree with dancing girls
and musicians on the left and 2 procession on
the right.

2. A man's picture and some geometrical figures,

8. A man's picture with fowers, cloth and horse.

4. A naked person seated with three attendants with
cloths,

5. On another side, two persons seated, three
sttendants, an elephunt by the side of & window
of n house and three persons standing.

The Jogimam has also n raised platform on which
probably poems were recited.

The Sitnbenga inseription is in verse and evidently
the composition of some poet.

There are indications to show that poetical recitations
were also held in the caves. Thus indications of poetry,
art and performances were pluinly visible in those two
caves discovered by Dr. Bloch, which were regarded by
him to be of Greek origin, but the poems and writings
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clearly indicate their independent origin and their genuine
originality.

From the above archmological discovery of the stage*
like “Greek amphitheatre’ some critics might infer that the
earliest trace of the Indian stage dates after the advent of
the Greeks, that the Hindus had no theatre of their own
and they owe it to the civilised Greeks. Dr. Bloch also
gays that “it is probable that if the Indians became
aoquainted with Greek Theames, the suitability of the
armangement of these must have led them to adopt similar
structures for their own places of amusement” One
might, even, nphold the notorions Windisch theory, “that
the curtain was called Yavanika after the Greeks becanse
it took the place of the painted scemery ot the back
of the Greek stage” Professor Luders, however, does
not sccept this view ¥ though he admits the connee-
tion between the Indian drama gnd the Greek Mimus.
We should, bowever, at onee speak to the critics that
if they care to go through the elaborate deseription of
the stoge gnd the suditorium in the Natya-shostra, the
earliest text of the Hindus on this subject, ond also care
to follow impartinlly the abundant refevences to dramatie
performances in varions books of hoary antiquity, they
will have to reserve their judgment and will be satisfied
beyond doubts about the independent origin of the Indian
stage. We have given an acccount of the earliest stage
from “Sangits Rutodkars” in page 18 and further we have
seen that Bharata's Natyashastrs, the earliest anthority
extant on the subject, gives a comprehensive description
of the Indian stage and auditoriom in details and such an

* Vide Dr. Theodore Bloch's report o the Archeologioal Sorvey of

Tordim 1OCRR—100M,
+ Joirual of Ui German Oriental Soclity Vol I—VT1 paze 857,
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elahorate and comprehensive treatise on dramaturgy could
never be written if there were no driamatic institutions in the
land long before the composition of such books. “Natya-
shastra” not only mentions three main types of play-
houses® as we mentioned before, but gives their measare-
ments and dlassifieation of the seats in the auditorium
secording to different castes. Different quarters or seals
were ussigned to the Brahmanos, Kshatriyas. Vaishyas,
and the Sudras.

Just in front of the auditorium stood the stage decora-
ted with pictures and benntiful reliefs, generally eight
cubits square. The Natya-shastra lays down speciully
thut " play-house should have the form of u eave snd
and have two stories,” similar to the Sitabenga cave
discovered by Dr. Bloch at Ramgarh.

WS At GROE T W
writ: Yeguwnt fogaameares: o ke

Indeed, the discovery of the stage with auditoriom in
the caves is only an illustration of the rules enuncisted
in Natyashastra the oldest book probably of the time of
Valmiki De. Bloch's nse of the expression “Greek
amphitheatre” is rather misleading.

As a matter of fact we find traces of dramatic
representations in the cave inseription of Nasik during the
time of 8ii Pulumayi (2nd century A. D) and in the
Hatigumpha inscription ¥ of Kharavela of Kalings (2nd
eentury B. C))

* Play bouses ateof cightees types ln sll—Vide Abhinabs bibriti.
Barods Ed. P.

1 The inscription is written in Prakrii prose.

§ Journal of Behar wid Orissa Research Boclety, 1817, p. 405

7
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But the oppositionists would =till harp on the word
*Yavanikn."”

YAVANIKA

The above word which means a curtain i« the shest
anchor for a class of erities who think ‘Hindu Theatre was
borrowed from the Greeks! These critics, of whom E.
Windisch is the chief, hold that Yavanika points to jte
Greek origin as being derived from Ionian or Greek bt
they are only building castles in the air as not only there
was no curtain in Greek stage at all, but also no drama
gither of Bhusa or Kalidosa or Bhavabhuti or Sodraks
made any mention of Yavanika which for the first time we
find in Karpurmanjar, a drama entirvely in' Prakrit, of 10th
century A. D. by the dramatist Rajashekhara. Long
before this, Kalidasa spoke of Javani-women in the
second canto of Bhakuntala. They were maids-attendants
of king Dushhyanta and they could dance well as in—

SHI AR quTit A e R —
Ry & R W wR fNe s
fefg wy e

Greck  Ceographers® mention about slave girls
amongst other commodities:  Wines, musician boys and
fine women were imported into India for the satisfaction
of the prince of Barygaza (present Broach) and Yavanis
were probably such women. These Yavoni women used
to hold royal umbrellas over the heads of the Hindu kings
and in dramatic performances they used to draw aside the
dissected curtain to her side.  'We get further reference in
Kalidas's Raghubansha of Javonis meaning the women

* Poriplus of the Erythrie an Ses.
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of Persin conquered by King Raghu in lis Digbijoya—
conquest of different countries. VewigETIET T—4 |

Ponini refers to Yovana gs in—

CANTTHAgAsE FETERATY ON 9 AEeTETIEEGS il
DgETEATLT WA G —
In Ramayans Sogrib sent his attendants to different
plices to search Sita as in —
oA, e IReTA
FERARANA A T T )
AgaTT v I
Muhabharata speaks of the Yabanas being descended
from Nandini the cow of Vashista. Mandhiia swem
also speaks of the Yubunas in the same book.
wann: O oAl SEEs: |
IfETET ¥ Wy |

This was followed in Haribansha and Bralimhanonda
Pusiina speaks of the Jovanas having shaved their hairs
and Malayvikagnimitra of Kaolidas further speaks of Yava-
nns having attacked the army of King Pushyamitra when
he crossed the other side of the Indus.  The Javunas were
belioved to be descendants of Turhashoor and lived in the
regions on the western banks of the Indus (Purvas).
Bacstria was very likely the abode of them. The Aryans
used to call all people but thew and those of them that
used to despise their own religion and custom, 83 Jovinss
as a few wears ago people of advanced ideas used to be
called Khristans by the more orthodox people.

Our readers would be further surprised to learn: that
the word Juvonika was purely of Hindu origin. The
word “Jumaniks” (Jam-anta) meags o screen and is but



i85
atothier name for “Javonika, ‘'m’' being sometimes collo-
quially changed into ‘b’ in pronunciation.
Dr. Keith also i= emphatic that the Greek influence
behind the Hindu stage is foolish. This is what he

says i—

“More valve attaches to the argunment from the use
of Yavanika or its Prikvit form Javanika for the name
of the curtain which covered the tirving room and formed
the back ground of the stage. The word primanly is an
adjective meaning Ionian, the Greeks, with whom India
first came into contact. But it was not confined to what
wis Greck in the strict sense of the word; it applies to
anything connected with the Hellenized Persian Empire,
Egypt, Syria, Bactria and it therefore can not be rigidly
limited to what 1s Greek. As applied to the curtain it is
an adjective and describes doubtless the material of the
curtain (Pati, apati) as foreign, possibly as Levi suggests,
Persian tapestry brought to India by Greek ships and
merchunts. The word Yavonika has no special applica-
tion to the curtain of the theatre as would be the case
i it were borrowed s a detail of stage-management from
Greece. Nor in fact was there any curtain in the case
of Greek dramu so far as is known, from which it could
be horrowed ; Windisch’'s contention merely was that
the curtain was ealled Greek becanse it took the place of
painted scenery at the back of the Greek stage.

*As little can any conclusion of Greek borrowing be
drawn from the Yavonis—Greck maidens—who are repre-
sented as among the body gunrds of the King; for this
the Greek drma offers no parallel ; it represonts the
fondness of the princes of India for the fecinating
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hetaerue of Greece and the rendiness of Greek traders to
make high profits= to be derived from shipping these
youthfal cargoes.”
Page 01-62 A, B. Keith 1924,
It is quite possible without any prejudice to Greek
advancement in the matter of dramas that both countries
Greece and Indin might have made sufficient progress
in the matter: as Sir Jagudish Chandra Bose, the Great
Savant of Science and Professor Marconi invented the
principles of wireless telegraphy from two different poles
at the =ame time. Many a German scholars have estab-
lished a close relation between India and Greece at the
Buddhistic influence on the principles of Pythagors,
though the latter might have been found out indepen-
dently of Indian origin, as much as Medimval Europe
might bave created fools without any idea of Hindu
Vidushakas of the ancient Indian Dramas. When the
stage itself was in a highly advanced stage of development,
the word Yavanikn might have crept into the dramatic
code of Indin independently of any borrowing from
outside. That we do not hear of the word before the
drama of Karpurmonjari by Raj-Shekhara in the 12th
century A. D., is enough proof of the late introduction
of the word into the dramas of Indin.



CHAPTER III

THE NATURE OF AN INDIAN DRAMA :

EALIDAS

II we now look into the spirit and stracture of the
world-renowned dramas of Bhasa, Kalidas and others and
compare them with those of the Greeks, we shall be
absolutely convineed about the independent origin of the
Indisn drama.

The following are the chief characteristics of the
Sanskrit dramas in genernl and Nataksas in particular :—

(i) The Entire absence of tragedy :—

The Greek dramass are predominantly tragic: bat
tragedy, is totally absent in sanskrit literature. The
elaborate technicalities of sunskrit Dramuturgy  intervened,
and the result is the total absencs of every kind of tragedy
{rom sanskrit. It is idle to suppose that a supreme artist
like Kalidasa or Bhavabhuti could not turn out # snccess-
ful tragedy. Both Shakuntala and Uttararamacharita have
earefully avoided being sombre tragedies. Bhasa's dramas
too are anything but tragic in spirit, except “Urnbhanga”
which ends with death of Durjodhans. This too is no
exception to the general churacter of Sunskrit drama, for
the death of Durjodhana who was rightly served for his

misdeeds does not produce uny grief in the minds of the
pudience.
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(ii) Nothing indecent to be presented on the stage

~  This dramaturgical injunction did not stop ‘with remo-
ving all vulgar things from the stage, but at the same time
it put @ stop to many innocent things, which might well
give a relief to the play. Even kisses and embraces
were forbidden on the ancient Sanskrit stage. And we
bolieve that it stood as an impediment to the healthy
growth of drama in its manifold phases. Even witticizms
were sometimes regulated by the canonz of dramaturgy.
Ho from the very nature of things a Sophocles or sn
Aristophanes must be absent from Sanskrit. Even there
were forms of expressing amorous emotions. What
wonder is there if Sanskrit dramas being hemmed in all
sides by such conventional restraints failed to attain the
sublime plane of Greek tragedy. But all honour to the
grent Hindu dramatists who lsbouring under such dis
sdvantsges and unresonable restrictions could twmn - out
dramas that have drawn unstinted admiration of the civi-
lised world Some of these rules we shall presently notice.

(iif} The famous classical rule of the Greek trinity
i. & unity of time, unity of place and unity of action, was
never observed in India.  But there were Panchasandhis
or five essential knots or junctures ina Sanskrit drama,
absent in Greek dramaturgy -—Mukham, Pratimukham,
Garbha, Bimarsha and Upasanhara 9%, sfgws, o5
fml:, svEE

(iv) The dominant sentiment of the Nutaka shonld
be either Erotic or heroic.

All othér sentiments found subordinate place in the
Banskrit Nataka. %330
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(v) Abundance of lyries and lyrical sentiments for
which o drama sometimes suffers from wunt of goetion. As
the third Act of Bhavobhuti’s Uttarun-Cliurits, from the
entire absence of dramatic action, appears more like 4
gorgeous poem than drama, in the strict sense of the word,
though of course it contains passages of great beanty and
poetry.

(vi) The Linguistic diffsrence that we find in the
employment of courtly sanskrit for some persons and
prakrit for women and men of inferior vank is a pemark-
‘able feature of the Banskrit drama.

Buch a distinetion is altogether absent in Greek
drama. It is possibly due to the fact that when dramas
eame to be written in Sanskrit it was no longer the
“tlking language of the people.” By the third century
before Christ, Banskrit ceased to be a popular language
andin the dramns of Bhasha and Kalidasa while the
learned and principal personages spesk in sanskeit,
female and inferior charcters use varieties of the Prakrit
while Karpurmontari (the only example of Sattaka or
minor heroic comedy) was written entirely in Prakit.
The dramatic genius of the Hindu reached its perfection
betweeen the sevond century B. C. and the ninth
A.D. Various dramas rich in poetry, and perfect in exe-
ention have been traced to this period. Bhasha, Kalidasa,
Bhavabhoti, Shudraka, Shri Harsha all belong o this
nugust period of the Sanskrit drama ; their very struo-
tures differ from that of the Greek drama.

Besides the sbove mentioned points of difference, there
are some internal festures which are absent in one, and
present in the other. The famous feature of the Greek
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drams, the cHORUS, is conspicuously absent from the
Sunskrit drama. Again Sutradbars, Nati, Nundi,
Amulkha ete. are not to be found in a Greek play.

Almost invariably in all Sanskrit plays we come
across & eomic character (or Vidushaka) who is & boon
companion of the hero of the drama and pleases him by
his witticisms and observations on some dramatic situn-
tions. This comic character is said to have influenced
even Buropean dramatists in their representations. of fools
and jesters, Pischel in his “Home of puppet plays” says,
“Vidushaka is the original of the buffoon who appears in
the plays of Mediaeval Europe.” This was however
absent in the dramas of Eschylees, Euripides und
Sophocles.

A historical aceonnt of Sanskrit drama, though it may
nﬂtpﬂt&nﬂtﬂlm}'ﬂmryniﬁiﬁﬂm,ianptmhﬁm
Kalidasa's name to the forefront. Kalidosa, an imperi-
shable name in the world’s literature, is yet chiefly known
to the foreigners by his immortal drama—"“Shakuntals
This famons comedy is in seven acts, its plot being tuken
from the 1st book of the Mahabharata. It is o dramatie
romanee of the surpassing beauty and surely one of the
master-pieces in world's literature. Kalidas hos been
justly called the Shakespeare of Indiz and his wonderful
knowledge of human nature in all its varied and profound
phases is quite Shakespearcan. His imagination was not
only @ realising faculty, but it could easily grasp the past,
the present, snd the future. He was a profound artist as
well, The activity and universality of his genius
pervaded every subject he touched, and clothed it in the
most attractive garh and everything in his hands became
instinct with new life and redolent with poetical beauty,

8
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Kalidasa is unquestionably the greatost of the sanskrit
poets, and may be emphatically described as the genius of
ancient India. He was, according to popular tradition the
most brilliant of the nine gems who ndorned the court of
Vikramaditya; the most puissant monarch of his age,
who drove away the Scythinns and other barbarous rices
beyond the Indus, and whose dominion extended over the
whole of southern Tudia. Of the early history and
untecedents of Kalidasa, little or nothing is kriown.
According to legendary acconnt he was destitute of all
edocation snd even of common sense so much so that be
was found, on one occasion cutting down the very branch
of a tree on which he was seated ! He was afterwards
blessed and inspired by Barasvati, the Goddess of learning
and be then wrote under her inspirution the three diamus
of fame Vikrnmorvashi, Shakuntala and Malavikagni-
Mitrn, ull of them remarkable for their elegance, poetry
and delicacy of subtle dramatic art. They all exhibit
# deep scquaintance with the mechanism of the human
heart, ns well with nature. They are full of interesting
incidents that move forward with o spontaneous case und
there the characters act and speak just as they might do
in real life.

The Hindu dramatists, sz observed by & reputed
writer in the Cornhill Magazine, hive the highest name
umong all the suthors whose uman personality is gck-
nowledged by Hinda piety. The chief poets of the great
literury age of India, like those of the similar period in
France, were unquestionably dramatists, and judged either
by the quantity or by the quality of their works, they shed
ulnmnnﬂbeirmn.whiﬂhhaaumlmmlipﬁedby
subsequent poots,
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The plot of the Shakuntala the translation of which
by Sir Willism Jones in 1780 first revealed to the
cultural peoples of the West the existence and superiovity
of un Indian Drama, can. be recounted in brief. King
Dushyants appears in the cowd, and orders his pradban
(or minister) to make preparations for a hunting excur-
sion. The Raja sitting in his carriage pursues & stag, the
stug disappears, upon which Dushyanta questions his
charioteer about the flight of the stag. Having ascertained
the fact from the latter, he hustens in another direction ;
and discovering the stag, strikes it with an arrow. The
poor creature runs for its life and takes shelter in the
hermitage of Vaikhanssa Rishi who remonstrates with
Dushyanta for injuring the stag.

Dushyanta expresses his regret, and receives pardon
and benediction of the Rishi, He then proceeds to the
Ashrama of another Rishi, named Kanva, the foster-father
of Shakuntala. He there observes Shakuntala engaged
with hér companions in watering the trees.  He conceals
Himself behind » tree, and hears her praising the besuty
of the kashara tree. Charmed with her discourse Du-
shyunta tries to find out her descent. Shakuntala is vory
much teased by a bhramarn (black-bee) hovering ahout
her face; The Raja, thep, comes forward and asks the
camse of her agitation and distress.  After a mutual ex-
change of civilities, they all take their seats heneath an
umbrageous tree. Dushynnta informs her of his country
and descent.  They then oll retire o the Ashrama, The
Raji is suddenly smitten with the charms of the lovely
Sliaknntals, who reciprocates his love, but is prevented
by her innate modesty and delicacy from giving expres-
sion to her feelings. Her reserve is, at last, conquered
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by the persuasions of the King, and they are married at
the end. Then Dushyanta returns to his capital and
completely forgets everything about the marringe. This
oblivion or loss of memory about the marriage is the
result of a carse pronounced on Shakuntala by the
famous sage Durvasa Muni, The interest of the play is
deeply concentrated in the fourth Act, which describes the
departure of Shakuntala from the Ashrama of Kanva
to her husband’s place. Somo time after Dushyanta's
desertion of Bhakuntala, Kanva discovers an auspleions
omen which leads him to infer that Dushyanta will soon
recover his memory about his marriage. On the eve of
her departure, Shakuntala thus laments her separation
from her beloved trees and pet animals :—

SHAKUNTALA.

“My beloved jasmine, most brilliant of climbing plants,
how sweet it is to see thee cling thus fondly to thy
hushand, the mango tree; yet, prithee, turn thy twining
arms for n moment in this direction to embrace thy
sister ; she is going far awiay, and way never see thee
again.”

PRIYAMVADA.

You are not the only one, dearest, to feel the bitter-
ness of parting. As the time of separation approaches,
the whole grove seems to share your anguish.

In sorrow for thy loss the herd of deer

Forget to hrowse; the peacock on the lawn
Censes its dance § the very trees around us

Shed their pale leaves, like tears, upon the ground.
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KANVA.

Danghter ! the cherished purpose of my heart
Has ever been to wed thee to a spouse

That should be worthy of thee ; such a spouse
Hast thou thyself, by thine own merits, won.

To him thou goest, and about Lis neck

Thy favourite jasmine twines its loving arms
Around the sturdy mango. Leave thow it

To its protector... ¢'en as I consign

Thes to thy Lord, and henceforth from my mind
Banish all anxious thought on thy bebalf.

Listen, then, my daughter. When thou reuchest thy

husband’s place, and art admitted into his family
Honour thy betters ; ever be respectful
To those above thee; and should others shave
Thy husband's love, ne'er yield thyself a proy
To jealonsy s but ever be a friend,—
A loving friend, to those who rival thee
In his affections. Should thy wedded Lord
Treat thee with harshness, thou must never be
Harsh in return, but patient and submissive.
Be to thy menials courteous, and to all
Placed under thee, considerate and kind;
Be never self-indulgent, but avoid
Excess in pleasure; and when fortune smiles,
Be ot puffed np.  Thus to thy husband's house
Wilt thou a blessing prove, and not a curse.

On the arrvival of Shakuntala at the palace of her
husband she is vepudiated by him. Dushyanta forgets
his marriage owing to the mysterious disppearance of the
maurrisge-ring ; and vefused 1o acknowledge Sakuntala
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as his wife when she came to the palace with two disciples
of Kanva—Sarngarava and Samdvata and the old
maid Gautami. Shakuntala was then taken to the celes-
tinl region by her mother. There she was delivered of a
child—"Sarvadamanas” who was subsequently known as
Bharata #@* from whom India came to be known as
Bharatavarsha  smesé—Dushyanta, at last remembered
Bhiakuntala by the sight of the ring given to her by the
King presented to him by & fisherman which e found
within o fish.  After many vicissitudes when Dushyanta
went to Indra for helping the latter, the two lovers were
united by the grace of gods

To comment upon the merits of Shakuntals would
be ws eeless as to gild refined gold—8o we must refrain
from all such vain attempts; hore we quote only a few
lines from Schiegel.—

“And to go to the other extreme, among the Indian
people from whom perhaps all the cultivation of the
human race has been derived, plays were known long
hefore they could have experienced any foreign influence.
It hias lately been made known to Europe, that they
have & vich dramatic literature, which ascends hack
Jor move than two thonsand years. The only specimen
of their plays (nataks) hitherto known to us is the delight-
ful Sakoontola which, notwithstanding the colouring
of & foreign climate, hears in its general structure such a
striking resemblance to our romantic drama, that we
might be inclined to suspect that we owe this resem-
blance to the predilection for Shakespeare entertained
by Jones, the English translator, if his Bdelity were

* “This in w different porson from tho author of Natyashustss,
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not confirmed by other learned orientalists. In the
golden times of Indin, the representation of this Nutuk
served to delight the splendid imperial cowt of Delld ;
but it would appear that, from the misery of nomberless
oppressions, the drmmatic art in the courtry is now
entively at an end”,

Monier Williams, author of an English translation
of Shakuntals, says, “The English reader remembering
that the anthor of the Shakuntaln lived in the century
preceding the Christian ers, will at least be inclined to
wonder ut the analogies which it offers to our own
dramatic composition of fifteen or sixteen centuries later.
The dexterity with which the plots armnged and con-
ducted, the ingenuity with which the incidents are con-
nected, the skill with which the characters are delineated
and contrasted with each other, the boldness and felicity
of the diction, would scarcely be unnorthy of the great
dramatists of modern time.” Who does not remember
Goethe's unrestrained eulogy over the merits of the drama
of Shakuntals =—

e ggd, T O JIVE g 89 9 8y
qn, Efamnee! TEREmd s Sge |
TEREAETE AT SR -
tored ot 1s® WP am s S )

*Wouldst thou the young year's hlossoms
and the fruits of its decline

And all by which the soul is charmed,
enraptured, feasted, fod ¥

Wouldst thou the earth and heaven itself
in one =ole name combine ¥

I niume, thee, O “Shakuntals ; and all nt once i= sald"
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 Goethe ulso wrote most enlogistically in & letter, to
Mr. Chazy the French Scholar, in Banskrit, on reading
i copy of the same drama edited by the latter.®

Besides other well-known poetic compositions as the
Raghuvamsha, and the Meghoduta of which we have
nothing to do here, Kalidasa wrote two other excellent
dramas—Malaviksgnimitra and Vikmmorvashi.  The
former deals with the love of king Agnimitra as how the
hero fulls in love with Malaviks, 2 maid of honour to his
queéen, which naturally leads to many love-intrigues in
the harem but ultimately ends in union between the two
lovers.  The lotter is & glorious melodrama and deals with
mythical story about the love of Maharjs Puroravas
(King of Pratisthana and the nymph Urvashi who was
driven out of the hesvens for uttering in the guise of
Lakshmi the name of Pwruravas instead of Vishou, but
wis ultimatedly allowed to live with her lover till the
birth of the child, This piece was tmnslated by Dr. H,
H. Wilson in 1827 and contains an Act of incomparable
loveliness, Kalidasa iz historically timed sometime be
tween the first centory before Chirst, as his hero Agni-
mitra was the son of General Poshyamitra who extermina-
ted the Maurya Dynasty in the middle of second century
B. C, ) and the sixth century as he himself is named by
Bana Bhatta and the author of Aihole Prashasti who flouri
shed in the beginning of the Tth century. Heis popu-
larly known to belong as the chief of the nine gems (lit.
Navaratna) to the court of Vikramadityn, king of Ujjayin
who routed the Bakos when Bamvat commenced and is
known a8 Shakari’ Though Kalidasa's dramas are

~® This lettor i to be fonud in Hiceels introdwction to his German
Traoslution of Shekuntuly
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comedies, he is often compared amd contrasted with
Shakespeare and some such comparative reviews about
him may be found in “Bangadarshan” of 1280 B. 8. edited
by the versatile master of the Bengali language, the lute
renowned Bankim Chandra Chatterjee.

We may note here some points of difference between
the two great poets of world-wide veputation. Kalidass
greatness lay more in the developement of individual -
churacters wherens Shakespesre excelled in his masterly
greation of types of men. The times and swroundings
in which each wus born greatly influenced his particular
dramg. Even creation of “fools” in each differed from
the other. The Vidushoka was a Confidante of the hero
in his love-affuirs, whereas the jester was masterly in
gxpressing truth under a bumourous expression. But
thie human sentiments were wonderfully delineated both by
Shakespeare and Kalidasha—of immortal fame.




CHAPTER 1V

“DISCOVERY OF BHASA'S DRAMAS.

Next in importance, though not in point of time,
may be mentioned the well-known dramas of Bhiea.

Kualidosa was preceded by the remarkable dramatise
Bhasa whose works had hitherto been unknown. It
was only in the year 1912 appeared, the first of the series
under the editorship of Mahamahopadhyaya Pandit
Ganapati Shaestri, who by his most laborious and
erudite research had succeeded in unearthing the invalu-
able dramas of Bhasa in the southern part of the Tra-
vancore State. As the Superintendent in charge of the
publication of ancient Sanskrit works, he used to yisit
many places in connection with his work; and in 1010
found to his great sstonishment, ten manuseript dramas
hitherto unknown and written on palm leaves, in Malg-
yalam characters in  the Manalikkars Matham near
Padmanibhspuram, The names of the dramas which
dre 50 many rare treasures wre as follows —

1. Svapnavasavadatta, 2. Pratinjna-Jaugandharaysna
3. Puncharatra, 4. Charudatta, 5. Dutta-ghatotkachs,
0. Avimarsks, 7. Balacharitra, 8. Mudbyamavyaoga,
9. Karnabhars, 10. Urnbhanga.

Subsequently three more dramas Abhisheka-nataka,
Pratima-nataks and Dutavakys were found for him
by the ustrologer Govinda Pisharodi at Kalidasapuram,
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After the above remarkable dramss were traced out,
G. Shastri approached the different Feudatory Chiefs,
and the princes of Vijayanagara, Mysore and Travancors
supplied him with the funds for printing and publication
of the works of Bhasa. Pandit Ganapati Shastri i3 thus
alone entitled to the credit of presenting to ns the invalu-
able dramas of the great poet o long buried in oblivion.

PRIOR TO KALIDASA

That these dramas are prior to those of Ealidasa may

be proved from the following relerences :—

1. In the prologue to Malavikagnimitra, Kalidass
asks the question “why so much honour to the
present poct ( ¥¥wwsd: ) passing by the dramas
of such famous poets Bhasa, Soumilla and
EKaviputru.

2 In the T7th century, poet Banabhatta praises
Bhasha a5 an eminent dramatist— svmeea 3
et T’

8. Vakpati the poetof the “Prakrita Ganda" mentions
Bhasa as among his favourite poets and

4. Rujushekara about 900 A. D. speaks of Bhasa's
Svapnavasavadatta, as an excellent drumna that
could not be burnt by the fire of criticism.

; BHASA'S TIME

From the sbove and various other sources Pandit
Kashiprasad ascertains that Bhasa flourished in the first
century B. C. being the court Pandit of King Narayana of
the Kanva Dyansty. Pandit Ganpat Shastri however
plages bim before Chanakyn (i e 4th century B.C.)
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As there iz no reason to discard that view, we feel tempted
to accept the opinion of this competent scholar, and place
Bhasa in the period 4th century B. C. Doctors Keith and
Winternitiz, however, place him about a century or two
earlior than Kalidasa (ie. 4th or 8rd century A. D.). Their
main arguments are that in langunge and style, Bhasa’s
dramas are nearer to Kilidasa than to Ashvaghosha, the
anthor of the poem Boddhacharita and the drama
Bariputru-Prakarana ; and as the latter probably belongs
to the first or the second century A. D. and as Kalidass
probably lived in the 5th century, Bhass must have
flourished in the end of the 3rd contury or in the beginning
of the 4th centary A. D.  The embarrassing question  of
Asvaghosha's priority to Bhasa on the evidence of Prakrit
is an open one still. W shall not waste any pen and
tax our readers’ patience by holding to any of these
theories in preference to others. We do not fix the time,
but it was prior to Kalidasa, and it was sometime between
dth century B. C. and fourth century A. D.

SOURCES

Bhasa's dramas had the two epics ag their sources,
especially the Mahabharats. The Ramayana forms the
subject matter of only two drumas-Abhishekanataka
and Pratima nataka. Madhyamavyayogs, Dutavakhya,
Dutaghatotkachs  Karnabhara, and Vrubhanga—these
five plays have each but one act. Pancharatra has three
acts. Pratijnajaugandharayans and Charudatta have four
acts each. Balacharita has five acts. Bvapna-Vasswa-
datts and Avimaraka have six actz each, Abhisheka and
Pratima have seven acts each.

The discovery of these dramas proves to what a high
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piwhdpn{mﬁmuwmndnmgemnhed at that time.
And one could not but sgree with Dr. Winternitz when
he says that Kalidasa may be a greater poet and a greater
master of language, but no drama of his or any of the
later poets could be compared 2s @ stage-play with any
of the thirteen plays nscribed to Bhasa. Indeed these
dramas are the works of a genins who was thovoughly
conversant with the technique of the stage and who, it
is apparent, knew what actual stuge-representation i<

Besides, Ashvaghosha, who wrote Sariputra Prokarani
and other two dramas, fragments of which have sinee
heen discovered. probably in the first century A D, we
have another dramatist of rare merit, Shudraks, the
anthor of Mirichhakatika (lit. a cart of clay be n
toy cart) an admirable drama which sketches some
piotures of society which «re still to be found. The play
itself presents king Shudmka as its author wnd gives
curious details of his capacities. Shudmka is generally
rogarded 85 a merely legendary person, thoogh Prof.
Sten Konow treats him as historical. He i the bhira
Prince Shivadatta who or whose son Ishvarisena over-
threw the last of the Andhrs dynasty and founded the
Chedi ers of A. D. 248-0. Some, again, try to father the
authorship of the work on Dundin.  But the arguments
dre not very covineing.

The Toy-Cart is adrams deseribing the love of Charn-
datts & young Brahmann merchant and the hataera
Vasantasena, which also forms the subject matter of
Bhasw's Charudatta, Some critics are of opinion that
both have been the works of the same author, but there i
much difference. The Toy-cart is interwoven with &
political intrigne absent in the other work. Arysks, the
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mnﬁfnhenls—mmwhn-[mml!m_l{nlmriy:l king
Prlaka in the Toy-clay-cart does not find any pluce or
mention in Bhasa's Charadatta.

From the expression of the child of Charudatta who
stid he possesses au toy-cart, the drams has been 80
namixl.

Ii Bhasa sppeared in first century A. D, or earler
than that, between Bhasa and Kalidasa we have only few
dramas.  Could these several hundred years be ubsolutely
birren without any drama ? India then lacked neither in
brain nor in prosperity. It was the palmy days of her
intellectual greatness. Was it unfavourable only to
drimi ¥ Certainly not.  With time India has lost many
things, but no loss is 20 sad and heavy as the loss of books.
It wius her priceless treasure. Devastations carried
on both by time and by foreign sword have spared only
afew of those invalusble game, Tt is really painful to
find thut books that were once quite popular and many of
which have been approvingly quoted or referred to in
subsoquent or contemporary works exist only in names.
In every branch of knowledge and art this sad loss s
seriously felt and dramatic literature is no exception to
this, und good many plays that were once famous exist
only in names being mentioned in other works; and it
wppears there were many dramas like those of Bhasa which
huve heen buried in oblivion and other Ganupatis ure
necessary for their discovery,

From Kalidusa we come to ShriHarsha, of the 7th
century A. D. well-known for the works—Ratnavali,
Nagananda und Priyudarshika. The question of their
sctual authorship was raised long ago. Mammats Bhutt
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in his Kavyaprakasha merely refers to the gift of gold
to Bana (or Dhavaka in some mss.) by Harsha, The
commentators explain this of the Ratnavali which wus
passed off in Harsha's nome. This is not in any way
borne out by Other early traditions, [-Tsing clearly
refers to the dramatization of Nagananda by Harshy
and Damodaragupta in his Kuttamimata (end of the Sth
century A. D.) ascribes the authorship of Ratnavali to
u king.

We now proceed to mention some of the worthies
whose dramas are conspicuous even to-duy.

Bhavabluti (8th century A. D), an imperishable
name in Sanskrit, and hardly deemed inferior to any-
body in dramatic genins, wrote the following dmmas :

1. Malatimadhsva : Malati was the daughter of a
minister and Madbava a young scholar. They fell in
love. The king was resolved to marry Malati to one of
hiz favourites Nandana whom she detested.  The lovers
were finally united by the endeavours of Makarands, g
friend of Madbava. The drama is Indian Romeo Juliet
with a happy ending. It gives o very life-like picture of
society and contemporary manners.  Erotie seutiment (or

i Rasha) is described with troest touches of

s and pathos nnd o purity of séntiment unders
lies it.

Malatimadhava is 6 fine specimen of Hindu deamatie
literature.  Although Shringars Rass, or the erotie
sentiment constitutes the predominating clement of the
play, yet in respect to fastidious delicacy, it may be
advantageously compared, as observed by Professor
Homee Hayman Wilson, with many of the dramas of
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modern Europe treating of the same passion. Fervour of
passion, the restraint and reserve with which itis avowed,
and the purity of sentiment underlying it, constitute
a most pleasant interesting  picture of Hindo national life.
The play is full of incidents, showing thst the course of
true love never mmns smooth, but the denouement resnlts
as usual in the marriage of the lovers. The play thus
conclodes with the address of Kamandaki, priestess of
Buddha and nurse of Malati, to Madhava, and the reply
of the latter.

“Kam—

My son, what more remains ?

The happiness that was your earliest hope,

By my devotion and the skilful pains

Of my disciples, is at last ensured you,

The King and Nundans approve the suit

Of your dear friend, and hence no fear prevents
His umion with his love. Tf yet there be

A wish ungratified, declare it...... speak,

“Madhava ( Bowing )—
My hapiness hence forth is perfect ; gl
The wish T cherish more iz this, and may
Your favour, holy dame, grant it fruition,
Still may the virtuous be exempt from error,
And fast to virtue cling ; may monarchs mercifal,
And firm in equity, protect the earth
May in due season from the lnbouring clonds
The fertile showers descend : and may the people,
Blest in their friends, their kindred and thefr children,
Unknowing want, live clicorful and content.”
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In Mahaviracharita, the poet narrates the story of
Rama from his boyhood upto his conquest of Lanks
and then his return to Ayodhya. The course of the
Godavari in the poet's native land has been beautifully
deseribed

Uttarsramacharita  deals with the picture of Situ
in exile and ends with her vestoration after 12 years of
extreme misery und suffering. It is o magnificent poem
nnd its pathos can Landly e equalled with that found in
any drama of its kind. Bbavabhuti was a more impas-
sioned writer than Kalidasw. Tt is said that “His are
words that Dbreathe and thoughts that bum.” The des-
eription of the scenes in  Vindhya hills is marvellons and
in pathos and in tendermess Uttararamacharita  lus
surpassed any description. It is said Bhavabhoti at the
request of the netors composed this druma to be played
during the Yatra-mahatsava caremony of Kulaprivanatha
( identified with Lord Mshakels of Ujjayini ). Prof
Wilson finds a veflection of Lava and Kusha, the twin
sons of Sita, in the stay and education of princes Gedarius
and Arbebegus in the monastery of Bellurius in
Cymbeline.

Vishakhadatta (probably Sth century A. D.) in Mudrs-
rakshasa describes the full court-intrigues in Chandra-
gupta's time. Rakshasa wus the minister of the last
Maurya King. The plot turns on the guining over of
this' Prime Minister of the ancient regime. Next may
be mentioned the name of Morari (Ciren Oth century
A.D.) author of Anargha-raghave and Rajashekhar
(900 A. D.}—the aunthor of Balaramayana, Balabharata,
Viddhushalabhonjika and Karpuramanjari ( entirely in
Prikrit ).

10
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Kshemishvara (10th century A. D.) wrote Chanda-
kaushika and Naishadhonanda. Krishna mishra ( latter
half of the 11th Century A.D.) wrote the ullegorical
dmma Prabodhn Chandrodayn. It is a glovification of
the cult of Vishno and he had many followers in this
new type of departure from the steriotyped path.

Though it cannot be definitely uscertained if there
was any scenery, as understood in the modern sense
but thrones, weapons and carvinges and rathas (chariots)
with live cattle were used. We also believe that there
were contrivances to represent the ingress and egress of
carringes us in the case of Mrichchhukatika and  Vikra-
morvashi and lstterly of Ruokminihamna One of the
most noticeable features in connection with the ancient
drama, was not only the introduction in society of ladies of
pank and title but the representation of femalo parts by
females ; these always appetred in approprinte costumes.

We have already mentioned the famons dramas in
Sanskrit and following is the list of other Hindu dramas
composed at different periods beginning from the 7th
century A, D.

Dramatist Drama

Mahendm Vikrimavarman

( Pallaya king of

Kanchi) --- Mattavillasa (Prahasana)
Annngnharsha Matraraja ... Tapasa vatsharajachurita,
Muyuraju .+ Udattaraghava.
Yoshovarman ( king of

Kanyakubhja) .-. Bamubhyndayw.

_[I:_wmldnut be perhaps out of place to mention in
thiy connexion, some other dramas, viz Chhalitarama,
Pandavannds, Tarungsdatta Pushpadushitaka (Pushipa-
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bboshita) et These are of uncertsin authorship and
date, being for the most part known through the quota-

tions found in Dhanika and Vishvanatha.]
Dramatist Drama
Bhimats ... Svapnadashanans
Jayadeva .» Prasannaraghava.
Ramabhadra Dikshita .. Janaki-parinaya.
Mahadeva -« Abdhutadarpana.
Ravivarman «» Pradyumnabhyudaya.
Ramavarman lhl.h:mim;mnnnyu
Samaraja Dikshita ... Shridamacharita.

Kshemendra (of Kashmir) Chitrabharata.
Kulashekharavarman (King

of Kerala) «v« Bubhadradhananjaya Tapati-
SAMVArana.
Prahladanadeva . Parthaparakrama.
Visaladevavigraharajn

(Chabamans king ) ... Harakelinataka ( partionally

preserved on stong).

Vamana Bhatta Bana ... Pravati  parinaya  { once
wrongly ascribed to the
great poet Bana).

Jagajjyotirmalls (of Nepal) Hars-gauri-vivaha.

Manika (Napalese poet) ... Bhairavananda.

Harihara ... Bhatriharinirveda,

Samadeva Lalitavigraharajanataka (pre-
served in part in an ins-
cription, being composed
in hononr of Visaladeva
Vigraharajo  the chaha-

.
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Dramatist Drama
Vidyanatha .. Protaparudrakalyana.
Jayasimha Sari . Hammiramadamardana.
Gangadhara ... Gangadasa pratapa vilasa.
Venkatanatha ... Sankalpasuryodaya.

Bilkana .. Kampsundari (Natika).
Madana Balasarasvati ... Vijayashri or Parijata man-
jari (two acts of which are
preserved on stone).
Mathuradasa . Vrizhabhainiya (Natika).
Narasinghs . Bhiva - narayanabhanjamaho-
daya (Natika).
Ghanashynma .+ Anandasundari (Sattaka)
Vishveshvara .+ Shringaramanijari (Do.)
Uddandin .. Malikamaruta (Prakarana)
(onee aseribed to Dandin)
Ramachandra (Jains) ... Kaumudimitrananda
(Prakarana)
Ramabliadrs Muni (Jaina) Probudha Rauvhineya (Do)
Yashashchandra .« Mudritakumudachandra
(Prakarana)
Shankhadhara Kabiraja ... Latakamelaks (Prahasana)

Jyotirishvara Kavishekhara Dhurta Samagama

Jagadishvara ... Hasyamnava
Samaraja Dikshita ... Dhurtanartaka

Chaplain of Lakshmana
Manikyadeva of Bhuloya Kautukaratnakars

Vamana Bhatta Bana ... Shringarabhushans (Bhana)
Rambhadm Dikshita ... Shringartilaka or Ayyabhana
Varndarajan (Ammal

Achurya) o Vasantatilaka or Ammabhans
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Dramatist Drama
Kashipati Kaviraja ... Mukundananda (mixed
Blana)
Bhankara ... Bharadatilaka (Bhana)
Nalla Kavi ... Shringarasarvasva (Bhana)
A Yuvarsjs from Kotilinga
in Kerala .. Rasasadana (Bhans)

MINOR DRAMATIC TYPES.

Vatsaraja (a minister | 1, Kiratarjuniya (Vyayogs)
of Pamamardideva } 2. Karpuracharita (Bhaua)

of Kalinjara)
3. Hasyachudamani (Prahasans)
4. Rukminiharana (Thamriga)
5, Tripuradaba (Dims)
6. Snmudramanthana

(Samavakara)
Vishvanatha . Sasgandhikaharana
(Vyayoga)
Kanchana Pandita .. Dhananjayavijaya (Do)
Mokshaditya ... Bhimavikramavyayogs (Do)
Ramachandra .. Nirbhayabhims (Vyayoga)
Krishna Mishra ... Viravijaya (Thamriga)

Krishna Avadhuta Ghati- I |
knshats Mohakavi ... Sarvavinodanataks (Thamriga)

Venkatavarada ... Krishnavijaya (Dima)
Rama ... Manmathonmathana
Bhashkara Kavi ... Unmattaraghava (Anka)
Lokanatha Bhatta . Krishnabhyudays (Anka or
Prekshanalka)
Krishna Kavi . Bharmishtha-Yayati (Do)

Rupa Gosvamih .. Danakeli-Kaumudi (Bhanika)
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Dramatist Drama
Mahadeva .. Bhubhadraharana (Shrigadita)
Meghaprobhacharys ... Dharmabhyudiya (Shadow-
play)
Subhata .. Dutangads (Chhsyanataks)

Vyasa Shri Ramadeva ... Subhade-parinays, Rama-
bhyudaya and Pandavabhyu-

daya.
Shankaralala .. Bavitricharrita
Madhnsudhana ... Mahanataks

We shall besides these seperately deal with =ome
renowned dramatists of Bengal whose Sanskrit Natakas
were move of & devotional nature.

BENGALI DRAMATIST

We ought to mention here about a drama, preserved
in stone slabs, from the pen of a Bengali dramatist.
The drama composed for 4 prince of Gujrat, affords some
evidence of the genius of Bengali scholars who greatly
contributed to the development of the Hindu Dimma,
Even centuries after we have heard of the existence of a
Sanskrit Drama by o Bengale: about the year 1757, A. D.
when the English had their Play-House at Lalbazer,
under the caption “Ray-Bijoya Nataka"* at Rijnagors
(Vikrumapur).

Mudana,a Bengali Brahmin and a descendant of Gangy~

dhary of the Bondopudhaya stock wrote an excellent drama
—"Parijat Manjuri Natika" waid to have been composed

*Thedrama, ls (n Samakrit and will, we boro, be publishud from ths
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( ofm Rachita) in 1211 or 1218 A. D. Tt has recently
been discovered and has thus by the most direct and
anthentie evidence raised the cultural position of Bengal .
that existed in the Thideenth century. He was the
Rajgurn i. e, Upadhaya ( or preceptor ) of Arjuna Verma
King of Dhare, the ancient capital of the Parmuara
Kings of Malava and the present chief town of o state
in Central India. Madun wasalso known as Bila Suraswati.
He produced other poetical works und helped the
Raja in the compilation of the commentary on the
“Amarsataka”, wwess% 1 The actual drama has not been
discovered, but an inscription consisting of 82 lines in old
Nugri (Sanskrit) charcter consisting of a pane gyrie on
Arjuns has been found out It is recorded there that the
Parijat Manjuri Natika was composed by Madan, 4
Bengali Brahman descendant from Gangadhara—"Guurin
Gangapuling”. Engraved on a slab of black stone 8 feet
by 5 feet, the drama was then discovered in 1903 at
Bhojashals (Kmmal Monla Mosque). On receiving the
information Prof. F. Hulezsch Ph. D. went to the
plice and arranged to secure mechanical copies of the
inscription which consisting of B2 lines gives ns the
nueleus of an unfinished drama in the distriet of Malava

The languages of the inseription read sanskrit and
Prokrit as are seen in  the works of Bhusa and Kalidasa,
there being 73 vorses and the rest in prose. The last verse
(76th) runs thus —

“This panegyric (Prazasti) was engraved by the artiat
Silpi Ramadeva, the son of the excellent sculptor (Rupa-
kara) Sihiks (Rupkara Ramadevena silpina).

The inscription contains the first two acts of 4 hither-
to unknown Natiks e a drama in foar acts entitled
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“Parijat Monjuri” or “Vijayasri” The inscription is
now well preserved in the mosque.

Arjun Varma descendant of Sarvabhauma Bhojadeva
is the hero of the drama. He obtained the title of
Tribidha Chursmani und defeated Joysimhia the Gurjara
King o the borders of the land at the foot of & mountain
called “Parba Parbbat” The poet represents Arjuna
us tun equal of his uncestor Bhojadeva und even as an
incarnation of Bhojo. In verse 2, Bhojadeva himself is
compared to the God Krishna and to the epic hero
Arjuna,

According to the prologue, the first performance of
the drama took place in o temple of the goddess Baraswati
during ‘Vasantotshoby' (Spring festival), The scene of
the first act is the top of the royal palsce and that of the
second et # pleasure garden (Promod-uddan) on the
Dhiira giri (Dhivagiri), u bill near the city.

The dramatist persons are:—the stage manager (Sutra-
dhar) the actress (Nati) the King Arjuns Verms, the
Jestor Bidagha, the Queen Sarvakali, her maid Kana-
kaleklio, the royal gardener (Kusumkars), his wife
Basantalila and the heroine Parijata Manjuri or Vijoyari.
The king snd the Kusumkara speak Sanskrit and the
remaining persons prakrit—Sauraseni in the prose passages
and Maoharastri in the verses. The pretty verses of the
bards which are recited behind the stage are also i
Prakrit,

In the Prologue, the Sutradhara says to the Nati
(uetress) thut when the army of Joysimha took to flight
and the victorious Arjuna Verms was still seated on his
war-clephant, a cluster of blossoms of a celestinl tree
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Parijata  fell on his breast and on tonching i, was
transformed into a beaatiful maidén while & voice from
henven spoke thus:—
"Enjoying this lovely auspicious Vijoysri, thou a Lord
of Dharma, shall become equal to Bhojadeva.”

Joysri was the daughter of the Chalukya king Joy-
simha snd was the goddess of victory. She left her
futher and transformed berself into the blossoms of the
celestinl tree Parijatae.  Arjuna placed her under the cure
of Kusumkars, the Chamberlain.

The first act bears the title “The spring festival
(Vasanta-utshaba). It desoribes the king viewing liis
sporting subjects from the top of his palace in the com-
pany of the jestor, the queen and her maid.

The title of the second act is the reflecting car-ring
(Taranka Darpana). The king nccompanied by the jestor
repairs to the pleasare garden to witness a ceremony per-
formed by the queen—the marrisge of a mangoe toa
spring creeper.  Visants Lila and the heroine watch the
proceedings from behind a tree. Bending aside the
branches, the former reveals to the King the image of
his beloved reflected in the queen’s ear-ring. The king’s
delight and the confusion arouse the suspicions of the
queen who  leaves abruptly together with ber maid.  The
heroine and Vasantulila also withdmw. At the wdvice
of the jestor who reminds the King of the proverb that
“Friend, killed and eaten comes to the sume”  woes mifteey
qfers 3 <R ¥ awl (t—4a)  both follow them to the
emeruld pavillion. The King's talks are interrupted by the
uppearance of Kanakalekhs who is the bearer of the enr-
jewel and of an ironical passage from the queen.

11
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The King tries in vain to hide Parijat Monjuri behind
bis back. At the end, Le leaves her in order to pacify
the jealous queen. The heroine also departs threatening
to commit suicide and Vasantalila follows he. *

From the list, given in pages 70-74 whick i by no
means exhaustive, it i abundantly olear that dramatic
institutionwas established in Indis from o very long time
and rightly observes Dr. Horace, H. Wilson, “Hindy ey
mas sre unmixedly their own.” Tn fact, Indian drumg
Was of more ancient originfhanghe Greok drmma. The
nations of Europe possessed no dematie lterature before
the fourteenth or fifteenth century at which period the
Hindu drama passed into its decline. And thus writes
Stanley Rice in his “Indian Art and Letters” (Vol.1 No. 2),

“It is indeed significant that in all these discussions
(influence of the Greeks upon Suanskrit drama) it i
always sssumed  that the influence to Le traced out must
have originated in the West and have operated in the
East. This is probably due to the classical obsession of
Europeans, for, as n matter of fact, in the things of the
mind, at any rate until very recently it is always the East
that bad re-acted npon the West, and the most notable
example is, of course, Christianity itself" Qur remarks
will further be clear if we look into the origin of the
Greek Drama. Of course any detailed secount  is quite
out of our sphere.

* (For the abave irticls we are gratiful to Professor E. Hultsch Ph. [,
Halle, Goverument Epigraphist ou his erulite astiole “Dhay Prasasti of
Arjuna Verma ™ Vida Ep_hmp-hhr: Indisa Vol VIIT page ).

* Vide abw Indiss Antiqoary Vol, XXXV Avg. 1908—for Rien

Bonows reriom  of ihe alune article pubdfabusd i (He form of w book
D, Hulsch, . .



CHAPTER V.

GREEK DRAMA.

In the opinion of Avistotle whose poctics contain the
essential elements of the dramatic form, deams rose out
of the worship of Bucchns and those, who sang hymns
in honour of Bacchus or the God of wine, were the first
deamatists or actors. 600 or 700 years before the birth
of Christ, this God with great festivitios was worshipped
in Groece and priests of each community composed
hymns or songs in praise of that God. They were recitad
and sung with great zest. The hymne in honour of
Bacchus, while they described his rapid progress and splen-
did conquests, becume imitative, and in the ' contests of
the Pythinn games, the players on the flute who entered
into competitions were enjoined by an express law to
represent successively the cireumstances that had prece-
ded, accompanied and followed the victory of Apollo
over Python.

This isin fact the beginning of the Greck drama
something like Indra's victory over the Asuras that was
honoured by a deamatic show,

Like our Ramayana and Mahshharats, Homer's
Hiad and Odyssey supplied n namber of drumatic
themes, and for this Aristotle called Homer gs the Ori-
ginator of the drmatic art as Valmiki now s velled.
But in truth Thespis was the lounder of the Western
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dromatic institution, and =0 drvamatic art is known as
Thespian art*, as also actors are known as the sons of
Thespis, as our Bharatputras are. Dramas that were acted
in honour of the gods were known as mystic plays, and
from that and the subsequent mystery or miracle plays the
English drama came into existence. During the festivi-
ties slong with the music sung in honour of the gods,
goats were sacrificed,  These songs were known as Tra-
goidia or the Song of the tragoit or goat-chorus and from
this the Great Word “Tragedy™ hus been derived.

In 580 B. C. Susarion i= =uid to have exposed the
faults of the Greek character on the stage, and Groek
(Attic) Comedies are supposed to date from that time.

Shortly after this Thespis who treated more noble
subjects hased upon history, for the first time composed
Aleestis, the first Greek tmpgady and it wons ascted in
536 B, C.§

In the year 534 B.C. Thespis first introdoced a
a person for doing the talking business in the conrse of
songs and hymns sung in honour of Bacchus and other
gods. Thus ‘actor’ first comes in the West. Later on, in
512 B.C. Thespis introduced Phrynichos as the sole
master of the stage.

In 409 B. C. Phrynichos won the tragic prize, and
thereafter contributed to the stage seventy plays of which

* Our Bengali readers might remumber shout the Thesplan Temple
apened Lo the year 1015 on the stage ol "'Royal Bengal” throngh the afftris
of Bab Kshetromohan Mitter. a distinguished actor of that jesiad with the
periormanee of “Nurmahai®,

T Batyros or Tragos wam o type of nuture-spirit. These fwirles ars
fgnred nw olad In gowtakine und with goste’ tails and legy.

{ Vide Parcy Anecdotes—ihe Stage,
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seven only sre extant. Then Aischyloe (525-456 B.C)
the famous Greek dramatist, Hrst curtailad sbundance of
songs, introduced snitable dresses and more dislogues and
conversations in the mouth of actors, and Sophokles
(405-406 B. C.) afterwards increased their number into
three, and sometimes into four. Alschylos, too, then
increased the nomber (in imitation of Sophokles). Euri-
pides introduced philosophy and other grave topics in his
dramas. In 438 B. C. Euripides brooght out, in lien of
w satyr play, his' Alkesti=. Phrynichos, the groat master
of generation before Aischylos, also wrote un Alkestis
of this romantic description.  Euripides's Alkestic
was o distinet departure from the path of contemporary
satyr play and marks an interesting development of
tragedy ufter Thespis and Aischylos.

The wise Saolon alarmed by the dramatic innovations
made by Thespis said to him “If we appland falsehood
in our public exhibitions, we shall soon find that it will
insinuite itzelf into our most sacred engagements,”

Of eourse the wise legislator's fears were unfounded.

Epichurmos (e 540 B. C.) and Aristophanes (e. 450
B. C) employed a number of persons for the stage
representations of their comedies,

Aristophanes exposed the follies and vies of the
Grecks. [t is said that he attacked an influential Greelk
Senator numed Cloe in his Equities, but none dured to
appear in that role. At last Aristophanes himsell acted
the part. The people were so much pleased with the
acting thut they compelled Cloe to pay o fing of five
talents and showered Howers on the head of the dramatisé.
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Who has not heard of Aristophanes’s “Clonds" where
in the dramatist gives us that deathless caricature of
immortal Sokrates. *

Thespis, Aeschylos Sopholkles, Aristopanes, and Earipi-
des nre the greatest pames in the Greek dramu,

When the Athenisn army under the command of
Nikias fell into the hands of victors at Sicily, they were
tredted there with very great harshness, but those who
could repeat the verses of Eripides were released, Any
more detailed notice of them is ontside the scope of this
treatise and to sum up, we have already noticed the diffor-
ence between the Greek Drama and Sanskeit plays and
have fully discussed that there s not the least vestige of
tloubt that Indian draoa was purely of indizgenons origin
and growth.  Their scope and natare are quite  difforent.
Equally strong may be the theory that Greek Art owed its
origin to Indian Drama. The question then may arise where
are the Indian dramas? Written on Palm-leal munuseripts
wnd not printed, they might have shared the same fago
a3 the dramas of Bhasa, Unless they were abundant in
existence, Ramayana, Mahabharata and other  Puranas
would not have made constan mention of the “drumg"
the stage, the anditorium, origin and developement—all
are referred to in Nutyashastr. That the subsquent drimas
are not borrowed from the Greeks s palpably clear from
the very nature of the dramas, g the absence of the
Unities, and other details (which we have discussed uhave)
invariably pointing out to the conclusions we have already
arrived at.

* Rasharw) Amritala) Bose was callad by “Pioueer” ihu Aristophanes
of Bengal. '



CHAPTER VI

THE POSITION OF AN ACTOR.

The origin of the Indian Drama, a5 we have alrendy
seen wad associated with the early religions festivities of
the Hindus und in the begining, an Indian Drama was
something like 2 mystery or o miracle play. Thus writes
Prof. Eggeling in connection of Patanjali's commentary:—
“Judging from these allusions, theatrical entertainments
in those days seem to huve been very much on a lovel
with our own religious spectacles or mysteries though
there may already have been some simpler kinds of
secalar  plays  which Patanjali had no occasion to
mention.”

But Indian drama soon reached a Hourishing stage and
secular plays began to be written. The discovery of
Bhasa's plays and the existence of Mrichhakatika prove ta
demonstration that drama and dmmatic  represention
attained great perfoction fn very ancient times. When
Kulidasa wrote, the veputation of Blasa and Suumills wis
fully established iu the country, Kalidusa speaks of
Bhasa a= of wide reputation, “Why should you prize",
writes Kalidasu “the work of 1 new poet, Kalidusa, leaying
aside the dramas of Bhasy, Soumilla and other posts of
wide reputation 7

Now it is abundantly clear that theatre i an ancient
ins titution in India and it could not have attained so
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- much perfection and popularity mmless there were efficient
actors or persons skilled in histrionic arts from the very
begining.

An actor in Sanskrit was called a Nata and references

about him, a5 wé have seen before, sre to be found in the
enrly treatises of the Hinduos.

In Indin neither the thatre nor the actor was at any
time under any aocial or political ban, and from yvarious
Sanskrit works, we can to some extent ascortain the
atutus and position of an actor in ancient India. Dr.
Keith has very ably summarised it and we could do no
better than to agree with the summary given by him.

In ancient times an actor was called o Nata, Kushiluba
or Shailushs. The chief actor was called Sutradhars
(literally demoting an architeet). He wag also known as
Natakagomani or the head of tlie troop of nctors. He
was the Dramatic Director, Stage Manager and the Pro-
ducer : in 4 word, he coached others in the histrionic art
and was ut the head of the dramatic representation, the
suceess and failore of which mainly depended on liim.
He was a versatile gentleman and was required by his
willing to possess a number of qualifications ns a n
adjuntt W his office. He wns supposed to be learned
in ull the arts and sciences of his time and fumiline with
the manners, customs and habits of all countries, to possess
mustery over all techniques. He must be & man of
practical knowledge, and should possess some knowledge of
mechanics even.  Such high qualifications ke was requined
to possess. He also introduced the play to the andience
und sometimes appenred in some important past of the
druma eg. a5 Vatsatuja in the Ratnavali and Kamandaki
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in the Malstimadbava, His wife often assisted lim as
Nati.

But the reputation of an actor, genemlly speaking wus.
rather low in society, actresses often led immornl lives and
sometimes even their husbands were parties to many
scandalons affaire ; therefore Mann, the great Legislator,
imposes only a small penaliy in cases of adultery with
actors’ wives. But surely the position of an Indian actor
was never so precarions or dishonourable as it was
imongst the actors in the merry times of Queen Elizabeth.
There was a nobler side of their profession and people
always honoured them. Bharata Muni, the author of the
Natya Shastras, though an actor, has always been honoured.
#8 n sage® as the great dramatist of Bengal—Rahy
Girish Chandra Ghose though an actor was revered for
his talents and religions devotion.

Bana Bhatta ( Tth century A. D. )in his Harsha-
Charita mentions un actor and an actress amongst his
personal friends.

Bhatribari alludes to friendship between actors and
kings, and this is borne out by the legend of Vasumitra,
son of Kalidasa’s hero Agnimitra, who was slain in the
midst of actors, by his enemy.

Bhavabhuti in the prefaces of his two dmmas  userts
his friendship with actors. Tn truth, those who could
represent highly subtle drumatic characterers of Kalidasa
and Bhavabhuti on the stage, could not but possess an
amotnt of cultore and education that wonld entitle him 1o
any decent gentleman’s friendship.

* ¥ide—page 3 Bupm,
12
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DRAMAS IN STONES

Besides the existence of nctusl dramas, we have aleo the
incomplete portions of two dramas-Vigraharnja Nataka and
Harakeli Nataka—preserved in part in the inscriptions at
the mosque Araidinka Jhonpro ( sOIR=w 1 10 ) situated
on the lower slope of the Taragarh hill at Ajmere the
administrative hedd  qnarters of the  Ajmere-Merwary
Division, Rajputna. The first one bears no date and the
latter corresponds to & date—the 22nd November
1163 A. D.

The frst drams opens with n conversation between the
king Vigraharajs and Sachiprabha, a confidante of his
lady love, the daughter of king Vasantapala.  Vigrmharmja
then marches against the king of Turnkshas and both the
forees measure their strength. Here the inseription ends.

The other inscription contains the pm-tmn of “Harmkeli
Natakn” describing how Arjuna was preparing a sacrifice
and # fierce battle took place between him and Shiva amd
his attendant Muka in the roles of Kirata and sfterwards
Shiva's acknowledging the powers of Arjuna.  Shiva and
Giourd then revenl to Arjuna their rveal form pnd then
present him with a mystical weapon.

This diamy apparently is an imitation of Bharati's
poem Kirstijuniva.

Besides Parijat Monjari Nataka, Vigraharaja Nataks,
and Harskali Natukd we have also the traditionn] aeeount
of Hanumana Nataka being engrives on alates

Sanzkrit dronns for the st time hegan to  decline

= Yide the Indiun ﬁm-:nill.ury ':':L KX June 13500, pagn 201 Samkey

Pl parily preservist s imsgiptioms st Ajrsere by Professor. o Kielhom,
O L E, Gutilugen,
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with the ndvent of the Mohomedan mle in Indin. It was
the dark age for the Hindus and a good many Hindu
institutions began to decline und some disappeared from
the Jand for good. Tt wasin fact & clash hetween two
sehools of culture and in the long conflict that encued
between the two, many of the early institutions of the
Hindus died quite annoticed for want of proper encourige=
ment  or sufficient patronage ; and dramatic institution is
one of them. 'The Mohomedans were without any
national theatre and it recéived no tangible support from
them, Political subjection, on the other hand brought
shont 2 radical change in Indian life and the Hindus loat
wineh of their early freedom, simplicity and ease, their
lifo and property were insecure and their well-being
depended upon the sweet will of their rulers The
Smritis came in with their elaborate systems. A good
deal of artificisl restraints were introduced into society. Tt
pushed back Tndian women, excloded them  entirely fram
soiety nnd introducd the ‘pardah’ as & protection aguinst
gll profane gaze. The Hindus in course of time grew.
stoic and joyless and  became almost lifeless people:
They begun to deprecate many innocent public festivities
and the dramn and art began to decline from that time;
and had not Lord Chaitanys, the great saint and reformer
of Bengal introduced some devotional plays, druatic art
would have been throughly extinet in the land.

The only thing that survived in npper India’ by way
of dranmtic representution is Ramlila, & kind of panto-
mimie mimieries of some notable incidents in the life of
Divine Ramn. [t was something like the exhibition of
Miracle plays on moving platforms in Elizahethan tmes.
Tt i & pageant show after all but kept the memory of
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drmmatic representation alive, There were two parties
combating each other and we have some trace of it even
now and this, during the Mohomedag period, remained
the only emiblem of the past glory of India in her drama
and stage.

Thus dissppeared the polden erq of dramatic India
and a little of what rmained wag confined to Bengal
only. Bengal hencsforth could Alone be credited  with
worthily maintaining reputation of havi , drams, art and
stage snd henceforth we shiall muinly confine our attenting
to tho Benguli Draina and the Benguli Stage,



CHAPTER VI

CHAITANYA-PERIOD

It has already been pointed out in the last chapter
that with the progress of the Mohomedan rule in Tndia,
Indian drama began to decline. Indian art and liternture,
in particular departments, no doubt received great support
from the Mohomedan rulers, but it was a dark day for the
Indian stage. In Bengal, however, a uwew era dawned
with the rise of Sri Chaitanya and his followers. B
Chaitanys not only brought a new light in religion, but
infused a new life into Bengali society, and with it revived
Bengali hiterature and art. He, in fact, rejuvinated the
the country by his devotion, love and ardour, and was at
the root of the Bengali remsissance in poetry, drama,
music and in several other branches of Bangali culture and
art. Even the Jatra had its originin his time. The late
Deshabandhu C. R Das, therefore, nsed to remark that
Sri Chaitannyn was “not a man, but an Epoch.”

Perhaps, the first drama that was written in Bengal is
Veni-Samhbar. Tt is a martial piece written in Sanskrit.

Adisurs,* the then ruler of Benpul, at the time of
performing the Rajshuya Bacrifice brought down fve
Brohmins from Kanoje (or Kanwakubjs, as it was then

* The date of Adisur is uncertain. The modern resesrch ou this point
his unseitled the trditional views Without entering into this problem
which s somewhnt irrelevant, I rofer 19 Bengal's History 1st wol. by Babm
Bakhaldas Banetjoe, pp. 238, ;

12
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called) and Bhattanarayan, the author of the Veni-Bambar,.
wiis one of them.

The drama is based vpon an incident of the Maba-
bharata. In the frightful war between the Kurus and the
Pandavos, Bheem braided the hair of Draupadi with the
blood of Dushyssana. The drma, of course, differs
gréatly from the Mahabharat.

The second drama that was written in Bengal was by
the devout poet, Joydeva, the illustrious composer of the
sweet Banskrit lyric, Geeta-Govinda. The play was named
“Prasanna Raghava” and it was in sanskrit.  After its
composition, Bengal slipped off from the hands of the
Hindu king, Lakshman Sen® and came under the Moslem
rile in the year 1109 A. D,

Joydeva's Gita Govinda, T though not o drama, Bp-
plied no end of themes for Theatres and Jatra, and Prof.
J. J.o Klein regards “Gita Govinds as a divine ideal or a
mystery play of the Hindus,"} and it is this poem that
nfluenced  Prof. Macdonell 1o start a new theory about
the origin of Drama.

And this is what Prof. Macdonell says, “The Gita
Govinda is concerned with Krishna, and the modemn
Jatras really represent scenes from the life of that deity,
From all this it seems likely that the Indian drama was

* Laknhman Ben's dale 0 yet nncertain, Mr. Rakbal Dus Banories
opines that Lalahman Sen died i 1170 A, D, ot the latest, 20 be can nor
be conquered by Bakbtier Rhilifl elther a2 1199 A. D, or 1208 This nguin
b8 n conmroversial point aud it woild be irrelevant for me to disonss the
matter at lmgh hern.

T 1n all probability it was composed by the wilddle of the Iith Cant
-hmhhmmsnmmmthmni‘ﬁumlmdﬁap}m wus bls mm-w
g 3

¢ Geachichte Deg Drama Vel L L p, 197,
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developed in eonnection with the cult of Vishnu—Krishns
and the earliest acted representations were, therefore, like
the mysteries of the Christian middle ages, & kind of reli-
gious plays in which the scenes from the legend of the
(Gods were enacted mainly with the aid of songs and
danees supplemented with prose dislognes improvised by
the performers”*

The futility of this argument of Dr. Macdonell has
been discossed in page 21, and we do not like to add any-
thing more. At the time of Chondi Das, the immortal
Bengali poet of love, there wns no drama, but there is
enough of dramatic materials in his famous lyrics about
Srikrishna’s life and his immortal love.

In fact, in Chandidas's Krishna Kirtan, which though
mostly consists of songs, lyrical genins seems to be
united with a dramatic spirit.

Amativeness and amorous love were the key-note of
Vidyapati's lyrics, and of the other contemporuries of
Chandi Das. These amorous dittics are divided into
three parts viz .—

Yeurning before the union, Union, and  Separa-
tion. Interrogations und replies recorded in these songs
bave enough dramatic elements in them. Krishna Kirtan:
was nothing but the Jhuour of modern Bengal, The
subject matter of Krishna Kirtan was arranged like that
of Jhumir.

The Sangit Damodur describes Thonr as n piege of
composition where there is no metrical vestriction, but
what is sweet as Madhurika' and where there is predomi.
nance of amative spirit.

* History of sanskrit Liferature,
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In Krishna Kirtan, as in Jhumor now-a-days, some
relationship was fancifully attributed between the two
parties that might consist of two, three or four, as between
Krichna and Radho, or with “Barai” i.e. who brought
about the union between Bri Krishna and Radha, a5 in
mythology Naroda often effected uninn between the
devotee and his God. In Krishna Kirtan, interroga-
tions, replies, retorts were like that of Jhumur of the
present time®

Benguli drama, however, revived in the time of Lond
Sri Chuitanya.  Sri Cluitanya himself was fond of deamn
und was highly skilled in dramatic performance. Hix
performance was of such a finished character that the
audience was kept spell-bound by his acting and dancing.
Being inspired by His example many devout poets wrote
several religions plays.  After this, Bengal learnt to
appreciate drama, and almost all the Bengali dramatists
were the followers of Lord Goursnga.

Girish Chandra, the greatest dramatist of Bengal, has
thus alluded to Srichaitanya’s histrionic art in his “Chaje
tanyalilas—A neighbour asks, “well, why Nemni gave Gip
acting 77 It was really a very enjoyable thing. He used
to play the role of Radha, and every one was extremely
pleased with Lis performance, his songs and dancing=."

This is fully borne out by the Viishnava treatises of

- Théze ace suficient muterials in Sriksishan Kirtos which 4re comamda
In drama, '
¥ The word in the origiual is 'Jatm!
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that time. Vrindavan Das, the anthor of Chaitanya
Blisgavat, has written that Srichaitanya used to perform
“Krishna Lila" before the devout people who econld
appreciate those things. Vrindavan Das was born in the
time of Brichaitanya. After Lord Gouranga’s retum
from Gaya, one day, he said to Budbimanta Khan, “there
will be performance  within  Chandra  Shekhar’s house,
make necessary arrangements for that.” :—

“Collect bodice, Conchi-bracelets, silken clothes, orna-
ments and proper dress of every body.”

A cunopy was mised. Haridus actid the part of the
city-police officer (Kotwil) and Srivash Pandit sppeared
in the role of Narada, Srivum acted the part of Spatak,
Nityunanda of Barai, Adwaita of o devotee nnd Gouranga
lLimself appeared in the role of Ruksmini.

The Lord said, “This day,
I shall dance us o womun ;
They who have conguered his senses,
Are only entitled to witness.
He alone will enter the house
‘Who can control his sensea”
Thereupon Adwaita said, “My master |
I have not conquersd my senses,
I shall not go there.”
Srivash too repeated the same thing
The Master smilingly replied,
“If you do not go there then with whom shall 1
danee ?
You have nothing to fear,
You will be great sscetics this day,
None will be fathated by my sighit.”
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After that Lord Gourangs came with His followers
to Chandrashekhar'’s house and every one then got him-
salf dressed according to his part. Lord Goursnga's
mother, Sachi Devi came to witness the performance with
her daughtersin-law, Visloopriyn. When the perfor-
mance began, Mukunda invoked the customary blessings
by reading the Nandimukha,  After that, Haridas appeaved
in the guise of the Kotwal producing o delightful surprise
amongst the andience,

*The face was adorned with two big whiskers,

A huge turban on his head, and clad in a cloth.
He began to warn the andience with his big staff”
Then Srivesh appeared onm the stage in the character
of Narada.
“Long white beard flowed on his breast

His body was marked with sandal all through.

He locked nround, with the Vina resting

On shoulder, tnd Kusha in his band"

All eried out in joy at the devout words of Srivash; it
peemed, as if, Narada himself had descended on earth.—

“That kind of image—that kind of speech and that
kind of conduet!”

Mother Sachi was =0 much astonished that she eguld
not récognise him and she asked Srivasha's wife Malini:—

“Ts he the Pandit ?"

Sachi fainted in deep emotion at the devout wopds of
Srivash. Here, in the green room, Lord Gouranga was
#0 deeply moved with feeling after dressing Himself as
Ruksmini—the spouse of Lord Srikrishna—that He could
‘pot recognize His own self.
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“The Master conld not recognise Himself
In the guise of Ruksmini.
He thought Himself to be the daughter of Vidarbha.”
Al midnight the Master entered the stage.
“The Master danced a marvellons dance
Assuming the form of & woman.
And His followers sang appropriste songs."
And Nityananda appeared in the form of an old
Barai.
“He walked with a crooked gait
And was reeling with love.”
And Lord Gonranga was so much absorbed in His
aesumed role that no body could recognise Him,
*No body from His dress could recognise
the Muster.”
Every one was so much charmed by the performance
that no body noticed when the night was over.
“None in joy conld know that the night
was over.”
At the end, all stood up in loud cheers, hut regreited
that the night was over.

Thiz performance by the brightest jewel of Bengal
with his noble followers wus indeed wonderful. The
performance took place in 1507 A. D.

Though Siichaitanys was greatly fond of music and
dancing, all His senses were under His control.

At the time, when Chaitanya Dev was in Pur, one
day, when he was going to Jameswartols, a dancing girl
attachied to the temple of Puri (Devadashi) was singing
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a song from the Geeta Govinds,*  We get its reference in
Chaitanya Charitamrits, Her sweet strains reached the
Master’s ears, and he was at once lost in divine rapture.
He forgot whether s man or a woman was singing,
*The sweet notes of the Geet Govinda
Were sung in Gurjjari tune,
That charmed every body's mind.
Hearing that song, the Master was lost in
trance,
And did not know whether a man or 8 woman
did sing.”

He became anxious to see the singer and began to
walk fust. Brakes and thorns tore his flesh, but he did
not pay any heed to that. At that time, Lis servant,
Govinda, told the Master that 4 woman was singing.
That roiised Him to His senses. He thanked Govinda
for this timely warning, becanse that would have proved
disastrous,

“My death would ensue from the touch of
a woman.”

Under the inspiration of this Superman, Rup Goswami
wrote beautiful dramas about Radhn and Krishna. Bt
those plays were written not in Bengali, but in Sanskrit in
necordance with the some-what new idea of rhetorie and
poetics  which was Rupa-Goswami's own, and which
differed in some points from those of the pre-Chaitanya

* Tho song, thet was sung In Gurjera-magind, rns thas —
TgmaR wwlwet weawate T |
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period. At that time, Orissa was under the Hindu e,
und drama and histeionic art, free from all restriints,
greatly flourished in that holy placeunder an independent
ruler and under the infldence of Sri Chaitanys. Rama-
nanda Rai also contributed much towards the development
of drama,

Ramanands Rai was borm in a Kayastha family.
Girish Chandra Ghose, the founder of the modern Bengali
stage, seemedd to have some affinities with Ramananda

We think, we should give a brief account of Rama-
minds and of his coutribution to the growth of the
Bengali dramas.

Ramanands Rai was not only a dramatist, but he also
itfluenced the dmmas of his time in a great measnre,

When Sri Chaitanys was out on pilgrimage in the
Dekkan, during that journcy, one day He was singing the
glory of Lord Sri Krishna on the banks of the Godavari.

“At that moment—Ramananda Rai came with a fan
fare, riding a palanquin to take his bath,

te® fw Y gwex on
W SRAR W arEn W

The two then met and embraced each other. Sr
Chaitanys wanted to hear about Sri Krishna from him.
For ten long duys Raumanands talked about Rasatattwn, or

Divine love,
T OV AR HIT

e Errey Rfsr—
“Krishnatattwa Radhatattwa and varions kinds of
Rasatattwa and various kinds of Lila”
As the Sutradhar explins the drama to the actor
13
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(na the rider opens his heart to the charioteer) Raj
likewize explained the truth about Srikrishog, Radha and
their divine love.
Rai said, “T am the actor and Thon art the
Butradhar—(sft == g gV
And T danee ns you make me dance.”

‘When guestioned about the object of worship, Rama-
nanda Rai spoke about popular religion, Le. about follow-
ing one’s own ereed, about dedicating everything to Sri
krishna, and about worshipping Sri Krishos with the
devotion of & servint i.e. 0 man's relation to God is ps
between the Master and the servant, or to look vpon Si
Krishna with filial affection o with friendly love, ie. as
one's own child, or one's fiiend. Byt Sri Chaitanyn only
repliad by saying—

“This too is superficial—qt ame =it w e |
Tell me something further.”

‘e (Relation betweet the Jover and the belovad) is

the highest phuse of Jove.”

That is to look upon Srikrishng s the Lond of
one's heart, is the highest form of worship and Jove,

ButRai conld not proceed further, becange—

“The climax of love is the deepest emation of heart
The personification of that Divine transpart is
warshipful Radla,"
And that loye :—
“Spontaneous ns the Jove of the Gapis, surely
ibis not Juet -
Their sworous sports are free from lusy”
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Rai explained with graceful ease the great mysteries of
love to Sri Chaitanya—

“As if Narayan taught the Vedas to Brahma.”

After this, Rai Ramanands renounced his wealth and
cume to live with 8ri Cluitanya at Puri,

One day, devout Pradyumna Misen was idirected by
Sri Chuitanya to go to Ramanands Rai and to hear from
lim about Sri Krislon,

Pradyumna Mism on going there, heard from R
servant that Ramanunda Rai had been coaching the
Devadashis ( noutch girls attached to the temple ) in
histrionic art.

“Two of the Devadashis were exquisitely beautifnl

They were young, and skilled in music and dancing,

Taking those two in his girden

He was coacling them the songs of a drima.”

Ramanandu was not only o dramatist, but he  trained
Devidashiz to perform dramas abont Sri Krishna Lilg®
und Gomrmnga Lily,

“Then be tanght the two, the art of dancing.

And expliined the underlying significance of the
sungﬂ,

And liaving inspired lasting, holy emotion.

Made it manifest on their eyes and expression,”

Svi Chaitanya Ohorilamrita Anta Lila Ohap, 5.

Misty came back disgusted and reported everything
to 8ri Chaitanya.

Hearing everything, Sri Chaitanya said,

* Tattwa bn pugeo 07, Jast bt one lino menns truil and ll (ke nrysleries
connected with ft.  Rashatattwa—Mysterios of Love
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is not an ordinary person, Thongh [ am an uscetie, I feel
myself moved by the name of woman, not to speak of
her sight. Nobody can remain unmoved in the presence
of n woman, but Ramanands is absolutely indifferent in
their presence, in the midst of luxury and wealth.”
“Not only a Devadashi, but s youthful beauty.
He was looking after her person.
He ancinted her and made her wear a fine cloth.
Her various parts were thus touched and seen by him,
Still Ramananda’s mind was quite calm and
unmoved |
And he tauglit her various expressions of emotions.
Unperturbed were his body and mind,
Like » log of wood, or stone !
Wonderful ! His mind was undisturbed by the
touch of & young woman”.

Ramananda Rai alone was fit for such a risky task.
Bhaigavat bears testimony to such things ;
“As Sri Krishna's sport with the women of Brajn”,
waw, ©F For omne ey
Chatbenys Lilg=—Ante Lila,

After that, Misra gained much wisdom after hearing
Krishna Tattwa from Ramananda Rai. This Rama-
nanda wrote in sanskrit o dorma nowed “Jagunnith
Villsbha". This drama, along with other books, was &
favourite study of Chaitanya Deve.  'We get its reference
in Chaitanys Cluwitamrita :—

wihure R,  oic wey

g s

WEY TR &3 ey Tieke
T gH O WL |
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We have gone into details to give an idea of the drama
composed by him end the dramas of Rups Goswami
inspired by Ramansnda.

At the direction of Pratap-Rudma, the king of Puri
the drama was ncted in the temple of Jagannath.
Devadashis, instrueted and coached by Ramanunda, acted
the female parts of the drama.  What deep hatred, the
enemies of Gouranga bore for this against him, has been
hinted by Grishh Chandra in the “Nemai Sanynsa.”

There the first conrtier says : “See this Ramananda is
& sanctimonious knuve., He rides an elephant in all
powp and savs Gour Gour in a trumpeting voice”
Second Courtior :—"You are mistaken, He is o knave
He lives with prostitutes in his garden, He hathes their
bodies, dresses their hair and yet he pretends to be a highly
devout person ! The king seems to have gone mud, Lond
Jagannath is there, but still the king calls Gour, Gour.

—{ Nemai Sannyasa Aot 1, See, 1)

Such u devotee was Ramananda, and he did o lot
for the dramas of that time. Though Gouranga was
a lover of druna, «till ireational and bed drunas were
despised by him.

At one time, a Bengal Brahmin (one from FEast
Bengal) wrote o drums about Chaitanya Deva and came
to read it to bim.  The Bralumin stopped at the house of
Bliagavan Acharys. The Acharya and some Vaishnu-
vas praised the composition, Then the Acharyn madeé
over the drama to Swarupas Damodar so that it might be
rend before the Master (Lord Gouranga).  Swarupa acted
like a censor of the Master and nothing was read before
the Lord unless Swarupa approved of it.
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“If emotions suggested were aguinst truth,
The Lord could not brook that ;
He felt annoyed at heart.”

Bwarnpa then said “Every body can not write
drama. He who does not know how to express lis
feelings, he that has no knowledge of dramatic art and
rhetorie, cannot delineste  Krishna-Lila especially  the
difficult Lila of 8ri Chaitanya.”

At grext importunities, however, Swarnp agreed to
hear the drama read to him.

The poet first read the invocation of the dramn—
apliaite;

“The poet says Jagannath is beautiful,
Master Chaitanyn is  beawtifal person.
In order to infuse life into dead matter,
The Lord has come to Niliachal.” (Puri)

Everyone praised the invocation verse, but Swarupa
remurked with regret:

*Oh, You fool ! Thou hast committed wrong.

It seems you have no faith in God,

Jagannath is full of consciousness and love,

Bat thon hast made him dead and gross.

Chaitanys Himself is God, full of Divine uttributes,

But thou hast depicted him as o common wan.

For making this distinction you will have to
snffer.

Another great wrong you have done

By distinguishing body and soul in God,

There is no distinction in spirit and form of God”



108

Jagannath, in faet, s not a mero wmdenlmaga.
He is the image of Brahmah in wood.

After that, by the advice of Swarpa, and by living
with the followers of Lowvd Gouranga, the Brithmin, ut
lust; obitained blessings of the Lord.

In fact, a sweet drama full of sentiments mMgs can
never be written by an ondinary pereon. It requires
much preparation.

What Lond Gouranga had heard for several days from
Ramanands Rai, we have slready described before. He
taught Rupa Goswami those sacred traths about Sri
Krishna for ten long day= at Allahabad (Prayag).

After that instruction, Rup Goswami became fit for
writing drmmas,

The Master infused strength into Rupa's heart
And made him wise after expluining every tattwa."
—(Madhya Lila Chapter 19.)

Then Lord Gournngn asked Rupa to start for Vrinda-
van mxd He Himsell set forth for Benares. The master
asked Rupa to come to Him from Vrindavan at  Nilachal
after visiting Gour.

Rup Goswnmi wrote o drama about Radha Krishng
in Vrindavan.

Rupa came to Vrindavan at the behest of the Lord
and devoted himself to writing & drama about Krishna
Lila.

In Vrindavan, snd during his journey throngh Gour

(in the province of Bengal) Rupa thonght about the subject
matter of the drama and made a sketch of it. In Gour,
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his younger hrother, Anupama, father of Jiva Goswami
dlied, and Rupa then alone came to Puri.

In Orissw, in the Satyabhima-Puri, & nymph appeared
to him in his dream aud said :  wmR TS 9 w0 o

“Write a sepamte drama about me.
Through my grace there will be plenty of
dramatie skill.”

Rupa was so long describing Vraja Lila. Now at
the dictation of Satyn Bhamn be thought of describing
the Mathur Lila in the second part of the drama.

He came to Puri and stopped ot Haridas's house.
The Lord introduced Rupa to his followers, Adwaita
Nityananda and others.

One day, Lord Gouranga said in  trance, “Rupa, do not
drag ont my Krishna from Viajo.

“Do not bring out Krishna from Vraja.
Krishus never goes leaving Vraja.”

Rupa then decided to write two separate plays secord-
ing to the wishes of Bri Chaitanyn and Satyabhama
about Vraja Lila and Mathur Lila. He even concelved
of two separate invocation verses (N andimukha) for the
two dramas,

On the day of the Rathu Jatrd, secing Lord Gouranga
proceeding dancing and singing before the Ratha (the
Car of Jagannath) Rupa could understand his Master's
wish, and wrote the Nandimukha Vewse describing the
greut Yeaming for Union on the banks of the Jamun,

A ¥ wiyEa Rt i

Rups wrote the verse on n palm-leaf and leaving it
Jn his hut went for a sea-bath. Lord Gouranga in
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Rupa's absence came to lis hut and not having found
Rupu there, He began to read the palm-leafl. By reading
the sloka, the Lowd was lost in a trance, and when Rupn
returned, the Master nsked him—

“aE W W g e e
*How could you know the secrets of my beart ?"

After this, at the direction of the Master, the invocation
verse of the “Vidugdha Madhava Nataka” was read before
Ramananda Ral, Sarvabluoma, Swarup and others,
Inspite of shyness, he read the second sloka ut the request
of Ramanands Rai, in which he had deseribed Lis deity of
of worship, Basudev, as :—

el Faon e we—
FUGRGERATAACE] i g —
i 57 g=h i

M Tt g 4 e

“The image of mercy that glows in the dark recess of
the heart, the darling of Sachi”

Hearing that the Lord said,

*This i but a panegyric”.

Rai after questioning Rups brongbt out many verses
of his and then submitted to the Lord after praising
the poetry of Rupa as if with hundred tongues,

“It is mo poetry but nectar pure ; all the elements of
drumn are there"

In this drama, Srikrishne's various sports, ns playing
npon the flute, theft of the flute by Radha, Srikrishna's
union and swmorous dalliance with Radha hove been
de=cribed.

14
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This drama was first performed in Vrindavan at the
Keshitirths before the holy pilgrims st the divection of
Gopeswar Mabiideva in dream. This drama was transla-
ted into Bengali by Jadu Nandan Das.  The drama called
the “Radha Kristina Lila-Rass-Kadamwa" by Jadunandan
Chakravarty seems to have been written in imitation of
Rup Goswami's dramu.  There isa line in the Bengali
drama which suggests this idea :—

“Hear me, () sister, the wonderful tale of Gora
The world has come to know of His amorous
Sparts with the women of Vrsja.”

Judunandan Das also translated into Bengali—*Sri-
Krishna Karnamirta,” the sanskrit work of the well-known
devotee Vilwamongal, a play that has much deamatic
elements in it.

After the composition of the Vidagdha Madhava,
Rup Goswami wrote another dramas “Lalit Madhava
Natakn.” It was also read before the Master and his
nssotintes. Every body praised the piece enthusinstically.

Then the Master said, *I imparted strength to intro-
duce works of reverential faith (Bhakti) and I sent Rupa
and Sanatans to Vrindavan to restore that place of

pilgrimage and to learn the real nature of swectness and
love.”
Rai Ramananda said :
“Thou art God, you ean do what you will,
You can make even n wooden doll dance,
What you preached through my mouth,
Tfind all in this writing.”
After this, Rup Goswami wrote another drama named
“Dankeli Nataks" consisting of one act in 1553 A, D.
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The drama iz a witty allegory, where S Krishna stops
Sri Radha and her maidens on the banks of the Jamuns
to realise o toll-tax from them.

After this, the only worth-mentioning drama is
“Chaitanys Chandrodaya Nataka”, written by Parama-
pands Sen.  He wus o great devotee of Gouranga, and
Lord Gourangs gave him the title of Kavikarnapura.
The Chaitanya Chandrodays was written in Sanskrit in
1579 AD. Krishnadas Kuvirj, the famouns suthor of
Chuitanys Charitamirta, has quoted many slokas from the
Chaitanya Chandrodays. *

The deama deals with certain notable incidents of Sn
Chaitanyn’s life in an allegorical manner. There Kali and
Adbarma ie atheism and impiety, play important parts.

Before this, no hook was written depicting Chaitanyn
as an Avatar (or d¢ an incarnation of God) But
Nityanands, Advaita md others being directed by visions
began to give out Chaitanya as God to the world. The
devout poet here also has described his Gury as an
Avatar in the drama.

In 1708 A.D. Premdas (Purushattam Misra) saw
Chaitanya Deva in a dream and translated Chaitanys
Chandradoys into Bengali verse.

In his “Bansi Siksha”, Premdas has written, “In 1684
Shaka ern. T composed Sri Chaitanys Chandrodaya.”

We find traces of another drama in Sanskrit from the
pen of g Bengali. Tt is written in Prem Vilash { saered
book of the Vaishnabug) that Govinda Das (1537—1612)
wrote & drama Sangita Madhava Nutak under the orders

* The date uf Chaltanya Charitamrita is lkely to be 1615 AL,
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of Ray Santosh Dutt who organised & great congrogation
of the Vaishnabas in Kheturi. This drams deseribes the
y=%om (yearning between Rudba and Krishaa) ;

Piem Vilash (20th Vilagh.)

There cannot be any doubt that dremas flourished to
a great extent in the time of Sri Chaitanys, But Drama
though born in Bengal, reached its perfection in Orissa.

After this, dramatie art in Bengal remained eonfined to
the Jatra, Kavi, Panchili, Kirtan and Kuthakata till the
rise of the English power in the country, We shall now
speak about them,




CHAPTER VIL

JATRAS,

THE ORIGIN OF THE JATRA

In 1100 A.D.* Bakhtyer Khiliji conquéred Bengal;
siz years before this, Prithwiraj was defeated by Maha-
med Ghori. 558 years aiter this Bengal fell into the
hands of the English in the year 1757 A.D. Mone
than 100 years ufter that, Bengali dramas first came 0
be acted upon the stage. But were the Bengalis without
every kind of smusement during these six and  half
centuries ?

We have already seen how poetry, music and even
drama flourisbed under the influence of Chaitanyn Dev.
At that time Jatras and Kavis too began to make their
headway in the country,

A Juirs resembles a drama in good many things
in its outward form, but a Jatra has 0o scene, curtain, oF
stage, and there is more abundance of songs in a Jutra
than in & drama. Almost all actors of the Jatra sing,
being seated in the place of the performance, and only
two or three stand up and declare g succeeding event
cither through their speech or song. But inspite of all

* The year 1300 A.D, has beon rrjested by opto date nsesnch.
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outward resemblance between the two, the spirit of a Jatm
differs essentially from that of 2 drama. The end of a
Jatra generally is to play upon some popular feelings and
emotions, such as heroism, devotion and love; where as
the end of a drama s the ereation of characters and their
delineations with reference to some particular event or
situntion. This world s a field of action, and the nctive
man either builds, or breaks himself, and his soul mani-
fests itsell through his actions. This action is the soul of
a drama: bnt amplification of sentiments and feelings
mither thun action constitutes the main key-note of a
Jatm-performance.

In ull civilised nations there is o strong love for drma,
because our own life is a part of the mundane drama that
15 acted around us.

“All the world's o stage
All the men and women merely players.”
(A= You Like It.)

Though a Jatra can not fully satisfy the oravings of
the educated and cultured but in the absence of dramas
and of drunatic performances, it tried to preseive their
tradition as best as it conld. The Jatra, is, in fact, a
dramatic expedient of the country.

The Jatra was in existence from a long time, and it
formerly meant some festivity held in honour of the gods.
From the journeys of Jagannath, as Snin Jats, Ratha
Jukrs, Punarjatma, the term Jatra might have been derived.
Jutrn has been mentioned in Bharata's “Natyn  Shastya
In Bhawbhuti’s “Malati Madhava” the word “Jatea”
bas been nsed in the sense of o festivity and also ina
technical senses  “Jatm”  dealt  with  wythical apd
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pauranic legends. Religious and social festivities were
combined in the Jatrs,

In ancient Gireece, drama arose ont of the worship of
Bacchus; in India, the ongin of drama is associnted
with the wligious festivities of old. In Europe, the
cirenmstanees in which mystery and  “miracle-plays"
rose were similar to the cirenmstances in which the Jatra
began to flourish in Bengal.

Some people think that Indian Theatre hos evolved
out of the Jatra, and Buddha's fondness for dramatic
ghows, that has besn alluded to in the “Lalit Vistar
Purana,” vefers in their opinion, to the Jatr, and not to
any theatrical performance. But even some dislogues in
the Vedas have been pointed out as the basis of subse-
quent Jatrn. Mr. E. P. Horwitz writes:—“Even the
Vedic age knew Jatras, a memorable heirloom of Aryan
potiquity. The gods of the Rigveda were hymned in
choral processions. Some of the Sim Veda hymns re-
echo the rude mirth of the primitive Jatra dances.™

(The Indian Theatre p. 178.)

Dr. Hertel regards the Jatras of Bengal 1z constitn-
ting » distinet age in the evolution of Indian droma.

We, however, cannot agree with these scholurs,
Jatras and theatres might have g common origin, but
Indian drama is the fruit of high Aryan eculture, and per..
fection was reached both in its composition as woll as in
its exhibition upon the stage.  But when drama declined
under an antagonistic inflnence, the Jutras began to come
in vogue in the country. There was theutre in ancient
times, us there is now, only in the middle ages there was
no theatre but Jatras in the country.
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JATRA DISTINGUISHED FROM THEATRE

The modern Jatea that is now performed, is nothing
but an imitation of  theatrical performance, and it has
no connection with the drmatic ropresentation of ancient
India. We, therefore, maintain that both the Jutra und
the Theatre might have a common origin but one has
not evolved out of the other, but the two followed two
different lines of growth. This opinion has also héen
beld by Dr. A. Berriedale Keith :——

“The dramas of the ritual, therefore, are in a sense
gomewhat out of the main line of the development of the
drams, and the popular side has survived through apes
in rough way in the Yatras, well-known in Bengal, while
the refined and sacridotulised ?  Vedic drmma passed
awny withont a direct descendant.”

(The Sanskvit Drasma, Page 16.)

In fact, when a dramatic performance was forbidden
under the Mahomedan rule, Jatras dealing with religions
and mythological themes came into existence.

The wncient Jatras that were prevalent in Bengal
were abaut the cult of Sakti worship, and dealt mainly
with the death of Sambhn, Nisamblu, or of other Asuras
In ome sense we can regard Clandi as a piece of dramatio
liternture. In this dramn, we find one Madhn, two
Kaitabhns, three Mahisfisuras, fourth Shumbhy, Gfth
Nishumbhu were killed. The first two were killed hy
Vishnu and the last three were killed by Chandi herself.

At that time, there was no Krishna Jatra. Krishng
Jatrns came into being wfter the rise of Vaishnavism
In the country.  When  Vaishnavian spresd under  the
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influence of Sri Chaitanya, then alone Krishon Jatras
reached their fullest development, and from that came the
popular adage, “Kinu bind Geet nai”— that is, there is
no song without Kanai (Krizhna).

The great lyries of Joydevs, Chandides, Vidyapati
and of other Vaishnava poets as we have shown before,
are full of drunatic elements; and they supplied suffi-
cient materials for the Krisling Jatras. In Joydeva's
Geet-Govinda, there are conversations between Srikrishna,
Radha and the maids of Radha; in Krishna Jotrae also
same sort of conversationsis to be found. The themes
of Jatrus were sbont the great Yearning and Love of
Syikrichna and Radha.  The audience was moved to tears
by those devout themes,

Prof. Horgee H. Wilson says.—

“The Yatra is generally the exhibition of some of the
invidents in the youthful life of Krishna, maintained ualso
in extempore dinlogues, but interspersed with popular
songs.”"—(The Theatre of the Hindus Fol, 1. Intro, P,
XV-XV1I).

Mr. E. P. Horwitz writes :—

“All Yatras were like sacred operas......... frequently

produced in connection with the religious progessions of
Krishuaits."

Indign Theatre, P. 198,

Dr. Earl Mantzius, one of the most leading European
authorities on theatre and stage-craft, finds it “natural to
auppose that these popular religious plays mark an éarlier
stage development in the Indian deama than the trandi-
tionul art poems of the middle ages and to draw the

15



114

conclusion that ancent scenic art was closely connected
with the worship of Vishon"

Indeed, incidents of the life of Sri Krishna play an
important part in the evolution of our musical entertain-
ments and though not the origin of dramas, helped s great
deal in the growth of Yatras and dmmas.

KRISHNA JATRAS

Every Krishna Jatrs meant Kaliya Daman or the
suppression of the Serpent Kaliya. Whatever might
bave been the subject,—Din or Mathur, people used to
designate every Jati as the Kaliya Damanu, Even
now-a-day= many people call it by this name.

The Bangadarsan (the famous monthly started by
Bankim Chandra) writee in the Falgun number of
1280 BS. —

*It is more than forty years that Kaliya Daman
Yatra has disappeared. Tt came into existence nfter the
rise of Chaitanys Dev, and it died after that of Raja
Ram Mohan Roy. ‘Kiliya Damana' was alive for about
tour hundred years.”

Tt appems that the time from the advent of S
Chaitanya or earlier from Geeta Govinda to 1840 (about
350 years) muy be taken as the period of Kiliva Doman
Jatras, Before that, Sakti Yatrs, Chandi's songs and
Manasha's songs were prevalent in the conntry.

About this Pandit Dwarika Nath Vidyabhusan wrote
in his “Somaprokash” :—

“It i# said that there weme Yatras before the birth of
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Sri Chaitanya, but those Yatras were about themes con-
cerned with Sakti. At that time there was no Knishoa
Yatra"

As there is Nandi Mukh (or Prelude) in the druma
s0 there is Gourchandrika (or pre-amble) in the Jatm and
Kirtons.

Rup Goswami in his “Vidagdha Madbava” and “Lalit
Madbava™ has odified Chaitanys Dev as his Gum, At
that time to sing of the glory of Chaitanys Deva was
considered a5 an indispensuble part of an auspicious act
specially in musical performances.  Thiz hymn of praise
in glory of Gour (SriChaitanya) i= known sz Goor-
Chandrikn and it preceded every performance of Yatra.
Whether Yatras flourished before or after Sri Chaitanya
Deva, the influence of Gourangn Deva over the Yatras js
quite evident from this.

It is extremely difficult to get a connected history
of Jatrn from the beginning till now. Dr. Rajendm Lal
Mitter, the famous antiquarian, has thus written in
Bengali journal ealled “Vividhartha Sangraha”:—

YA resident of Keduli villige named Sishuram
Adbikary, a Brahmin by caste, secured the glorions perfee
tion of the Jatra; before thit a miserable mimicry in
imitation of the theatre prevailed in the country. That
too almost disappeared in the rush of Sankirtans and
Kavi. Jatra revived from the time of Sishuram. After
Sishuram, Sridam, Subal and after him Parmananda
and others worked for the regeneration of Jatra®

There were, of conrse, other Jatrawalas before  Sishu-
ramw, but unfortunately we possess no account of them,
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The performance in which Gouranga Deva Himeself
took part in the yard of Buddhimonta Khan's house may
be designated both by the name of Yatra and theatre as
Sangitshli or “uthin” is mentioned also in “Natya-
ghastra,” We have already mentioned that there were
many characters in this performance and esch one was
dressed in lis particolar manner,

Formerly, the Sakti Yatras which had no speeiul name,
—were simply known as Yatrus, But with the progress of
Krishnu Yatris, the Yatra acquived o special name as the
the Kaliyn Duman. Why Yatra came to be known by

this appellation has been sccounted for by the “Banga
Darsan” of 1280 B. 8.:—

“By that time, 4 Vaishnava adopted » new deviee and
performed a Yatra on the surface of the tank. The tank
was besutifully decorated and it was named “Kaliya
Hrada". In the middle of the tank loy the formidable
serpent Kaliya spreading out its hood and upon it stood
Krishon playing on his flute, and occasionally, dancing
with revolving eyes.  Kaliya became greatly oppressed by
the dancing of 8ri krishna. On all the sides of Kaliya,
with joined palms to spare their hushand, ruising halves
of their bodies above the surface of the water his
wives implored Sri Krishna sometimes in songs and
sometimes in prose.  Close by stood a raised platform
above the water on which Mridangas, Karatal, Kholas
and other musical instruments were kept, and the
Yairawalas (ie, the nmsicians and performers) being
neated there, were singing “Doarki” (the catches of songs),
The andience greatly enjoyed this Yatr, so the name
of this Yatrs became famous, and every Krishng Jite
came to be known by this particalar name.”
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When Yatias took up other subjects besides Kaliya
Daman, people still extended the name of Kalis Daman to
other Yatras.

JATRA IN BHARAT CHANDRA'S TIME

8o far as we could gather, a little before the battle of
Plassey, two brothers named Sridam and Subal acquired
great reputation by their performance of Kaliyadaman.

Then proceeds Bangadarsahna :—“There was 2 great
vpheaval in the country. There was « general st
all over, At that time the Bargis ceased from their
periodical raids, the Muslims lost their kingdom
and trade, commerce and influence of the East India
Company increasel.  Silk, cotton, thin and kors of
Bengul became objects of great prize to the forcigners.
At that time, Kavi, Kirtan, literature and art all flourishd
to o great extent.  Such progress wus not sem in later
tmes. At that time Bharat Chandra was the writer,
Laln Nandalal was Kavi singer, the singer of Kirtans
was Banchharam Bairagi, the speaker or Kathak of the
Purana was Gadadhar Kathak and Yatrawalas were
Sridam and Subal.”

“Each and every one of them was a poet, therefore
conld be the Gurus (teacher) of Bengal: Though the oase
is different with Bharat Chandrs, poetry of other poets
however helped to inspive affection and love in the hearts
of the Bengalees and that current of soft emotions still
flows in Bengalee hearts. The Vaishnavas are by nature
disposed towards tender motions, so Vaishnavism was
greatly enriched at that time through the influence of
those p{-eu*"—-"'ﬂmiymhl raon™ 1289 IS,
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“PARMA’S TUKKO"

In Sridam Subal's party, a boy named Parmananda
Dass used to appear in the role of a (ballet girl) waiting
mumid or Bakhee.  The boy was born in Taba, & village in
the District of Hooglily. He had no pompous dress, hut
as he was very fat, he would put on two pieces of Sari
(cloth worn by women) which he would often ask from the
house of performance. He used to put on Veshar on his
nose and put on ornnments as he conld procure by asking.
He ngver brought any Khel or Kartal with him. Thos
he used to run the wholo show by acting the part of 1 Duti
(ora female go-between). Krishna and Radhika were hot
nominal characters, He used 1o speak for all and the
udience laughed or wept st his words.

Whoever had the opportunity to witness Parma's
Yatry, well remembered how he used to dally with two
young loving Learts, when he sang :—"New, ever new nnd
whenever is seen always appears to be new ## v e 78"
He would sometimes hring the two nearer to each other or
would remove them further and wonld exhibit the restless-
ness of their hearts. His power was seen at its height when
he would represent wounded vanity or spirit of sullenness
of Radha iie. “Man", “Man" # was the only drmma of
Bengal and perhaps it was the first dramatic pérformance in
Bengil. There was not too much abundanes of songs in
Parma's Yatra.  For producing poetic effict Parma used
dialogues in greater proportion and the songs that follow-
ol those conversations were composed in  Payer (or
rhymed couplets) and they were often sing in the tune
with which payurs were used to be sung. At the lnst ond
of that rhiymed couplets, he used 1o sing in the tune of



119

Mmﬂtﬁutdiﬂiﬂadmmtb&mmddmmm
That wus known us “Tukko” and Parmananda was its
creator.  Herein we give some specimens of Tukko
hedow = —
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“Ravaging the whole forest

I have gathered wild Howers

And have cast aside their stalks

Fearing they might hurt thy tender skin "
Here is another -——

“My lord | My darling, my sweet heart

What were you suying ot the time of departure ?

What were yon saying from the churiot 3

Your words remained closed within your lips

And fears flowed in stream.”

There was another special tmit of Parma, The
atidience had to listen to him from the beginning to the
end. In those days the Yatrawals tried to rouse poetio
feelings and emotions in the sudience. When g Yatrwals
found that his performance was not up to the liking of
the nudience, he would then introduce clowns and josters
ta umyse the audience and then he would try the thing
again,

“PREMCHAND"

At the time of Parmanands, there was another famous
Jatrawala named Premohan, People generlly called
him Tharkatd Prema.  This Premehand had no Tukko,
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He sang Chaupadis (four lines). Besides what he sang
he used to polish them a little. People could not nnder-
stand old poems of the famons Vaishnava poets. Prem-
thand therefore, rendered those lyrics into simple
words. He would sometimes compose very nice things
by mixing up popular words with the old pieces. People
were greatly moved by them. From that time it clesred
the way for singing Kirtans by women. Formerly it wus
forbidden to listen to Kirtans sung by 4 woman.
—Dungadarshan 1289 B.S,

Premchand's boy Badan when he grew np followed the
example of his master and performed Kaliys Daman but
Parmunanda’s boy—the well-known Govinda Das  Adhi-
kary first followed his preceptor and afterwurds used to
sing us he liked.

At that time everybody and even Poet Iswar
Chandra Gupta was fond of  Disarathi'=s alliterations.
Govinds too delighted the ears< of his audience by
the same. He gave up old Tukko, snd by introducing
alliterations he made Yatra & snecess. But Badan
did not give up Tukko. But he improved the same
in his Yatra., Kaliya Daman. however, disappeared
with Badun. Badan’s son, Khetrs, his nephews Jado
Nauth and Brajo Nath (who acted ss boy-players in
Badan's Yatra) continned Tukko for some time. But
they guve up Yatm in a short time.

GOVINDA ADHIKARY

Govinda Adhikary was 4 resident of Jahangir Para
in Krishnanagar, He was born probubly in 1798 A.D.
At first he acted the part of a Duti (a go-between) in
“Kaliys Dyman"  People flocked to see liis perforniince.
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Giovinda charmed the audience o much by his devout
songs full of emotional elements and alliterntions, that
people from dimntqmmmnwmbﬁrhis Yatrs, and
the place was crammed to its ntmost capacity. His
theme of Shuks and Shii, quarrel between Churi and
Nupur (coronet and anklets) attracted many o person of
that time.
‘When he sang—
“Hear me, anklets !
None but 4 good soul ean know the sufferings
of the good
1f a fool speaks laughingly
The good man tries to convinee him in gentle
words.
But he eannot understand the true import of
those wonrds.”

The andience at once fell under the sway of his sweet
s,

GOVINDA'S NEW BTYLE

We shall now see why Govinds gave up his old
Jatrs. Krishna Jatra could not continue long on account
of the internal troubles in Bengal., Moslems were not
respansible for ita extintion. They were quite indiffer-
ent as to what were sung or acted in Jatras. When the
Englich came, Theatres revived in a new garb, but
national recreations and amusements slowly disappeared
from Bengal. With the rise of Caleutts, & aumber of
up-country men came to the new city and begin to mix
with the people, During the raids of the Bargis, young
Marhatta women came to Bengal ns Béis (or professicnal

16
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singers).  People hankering after wealth became friendly
to the Marwaris and the wealthy began to serve the
Mahurustra women.— ( Hay gadarshan, 1289, B, 8.)

The Baijis did grent wjury to  Bengalee music.
Before them there was no professional  songatress i
Bengal. Kirtans were sung by men, as the Jatras were
performed by them. Bengulee Kirtans and their tuney
hud spread up to the Panjsb. Buf that music was des.
troyed by the advent of the Baiji=.  The Buboos soon
grew disgusted with the harsh and noisy sounds of
Mridingus and Khols and became fond of the sweet
sounds of Tabls. From that time light music—the tunes
of Toppa songs and the musical sounds of Tably
keeping time with them—became popular in the country
and the musicians of the Bengal schoal of music fall
mto disfavour. Their carnings were greatly reduced.
Thus in course of time amateny yatras or Sukher Jatm
took the place of the Krishna Jatras (Thid)

Atthmtimeto-uﬂﬁme?mpurﬁm came from
north-west and south and didnutfaﬂtormmpopular
enthosissm for them. References to these Yatrus are
sometimes found in old newspapers of that time, -—

“Jatzas of this season were chiefly dramatio represer-
tations of the loves of Krishna and the Gopees, per-
formed by boys of the Kuttack tibe of the Brahmin

caste and appeared to us to possess great resemblanee 1o

(" Asiatic Journal” I816 July ).

Imhtoheeppumwiththme,ﬁuﬁndu had to intro-
dhnce the new style. u
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OTHER YATRAWALLAS

At the time of Govinde Adhikary, one Lochan
Adhikary greatly delighted the people by ainging the
themes of “Akrum Samvad” and “Nomai Sannyasa.”
It is said that people shed so much tears being moved by
the pathetic sentiments of Lochan's Yatrag, that a certain
wealthy man would never have Lochan's Yatra performed

in his house.

At that time “Nals-Damayanti” Yatra and the
Yatrn of Viaja Mohan Adhikary and that of Ram
Sundar Adhikary became very popular in the country.
Next to the *Nals-Damayanti” Yatra, the “Vidya Sundar”
Yatra known as Sukher Jatra became highly populur in
the country.

SAKHER JATRA OR AMATEUR JATRA

Onee o few wealthy citizens of caleutta formed a Jatra
party from a sprit of recreation and that Jatra came to be
known as Bakber or Amateur Jatra. Those amsteur
Jatras were also called “Reformed Jatras.”

We have already said that great changes were then
going on in Bengal music. Khola and Nupurs gave place
to Tobls and ghunghur. The old Vaishnaba lyrie and
songs (Mahajani Padas) were replaced by newly com-
posed songs. They were st to new songs and the up-
country tune of the tappae was gone. These Yatms
delighted the people greatly because they were new.
When those Yatras becume regularly professional parties.
they were even then called Sakher Yatras or Yatry
for recveation's sake. People understood that to be a
Sakhber Yatra in which there were Dholokn and Tabla and
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those in which there wire Kholss and EKurtulz were
called Kaliya-Daman. There wos another distinetion
between the two. There could not be any theme in the
Kaliya-Daman that was not concerned with the topics
of Gods (i.e. o sacred subject). In the Sakher Yatras
generally, “Vidya-Sundar” was performed, and  occasion-
ally “Nal-Damayanti” was acted. In course of time
when Kaliya-Daman died out, the term “Sakher” also
disappeared and the simple word *Vatra' survived.

After the introduction of Vidya-Sundar, great changes
wero wrought in Yatras.  After this the divine love-
theme of Krishnu and Radha yielded to the smours of
ordinary human lovers Vidya and Sundars. The social
history of Bengal had some connection with these innova-

tions in Jatra.

Amongst the amatear Yatrns, the Yates party of
Beltala and Ariadaba became greatly famous. What

scanty history could be gathered about them is given
below.

We do not know much about the origin of Sakher
Yatra in Bow bazar (Caleutta) but it is said that a
wealthy man named Radba Raman firsst formed an

amatenr Yatra party. But there is great doubt whether
Radha Raman was first in the field or not,

The formation of an amatenr Yatea party, so far as
wo conld gather, seems to be at Ariyadaha, in 24 Pergs.
diauimlnlﬂﬂ?nﬂmhnﬁnmniﬂnkurﬂmﬂnkajw
formed u[umyinﬂmuamuu{hiuﬁuher&miﬂy.
Bhamt Chandra's Vidys Sundar was not prnted yet, =0
be selected soemes from it from o manuseript copy of
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the poem. Pran Krishna Tarkalankar and Nemai Mitr
helped Lim in this matter. The following was the cast =—

Rajn—Radha Mohan Chatterjee.

‘Bundars—Krishna Mohan Banerjee.

Vidya—Ishan (son of Radhn Raman Chatterjes.)

Rai Baghini—Nemnai Ganguli.

The song of the Nandi (in prologue) was sung by
Nemai Mitra and Tara Chand Banerjee. Kali Bhatta-
charjee and Kebalram, good songsters, were ulso in the
party.

Shortly after the performance, the founder and the
master Thakurdas Babu and some other actors died.  This

‘was taken to be an inauspicious thing and the party was
dissolved.

Naldamayanti of Bhowanipur party was very fumous.
We have the following from Samachar Darpan 13th July
1092 -—

“Naldamayanti Jatra has been performed by some
rich men of Bhowanipur, the southemn suburb of Caleutta.
It will be superfluous to give any detailed account of the
show; it is sufficient to inform onr readers that there were
dramatic vepresentations of Nala, Damayuanti, ............
interspersed with dislogues, songs and musie. It was an
excellent exhibition. A large sum of monvy raised by
subseription has been spent by its crganisers, Tt first
performance was held on Saturday-night, the 23nd Ashar
in the house of Gangarun Mukherji of Bhowanipur.”

Ram Basu the famons Kabiwalls nsed to help the

Bhowanipur party s the Probhakar (16th Sepr. 1854)
onn “Bam Basy" gave the following account :—
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“The reputation of the Naldumayanti Jates performed
by the gentry of Bhowanipur is still in existonce. Ram
Basu composed all its songe and dislogues. Everybody
was pleased with those songs and dislogues.”

After this in South Baranagar and Janai two excellent
Vidya Sundar Yatra parties were formed. In the south
Baranugar, the Jatra party had the following cast :—

Malini—8j. Madhu Bhattacheriji,

Raja—5j. Gopi Mohan Chatterji.

Nakib—S5j. Radha Nath.

Vidya—Sj. Ram Chandra Bhaduri.

Sundara—Rupnarayan Banerjes,

Jugat Narayan Banerjee also acted the part of Vidya.

Sj. Madhu Bhattacherjee was an excellent speaker, a
good singer and was a fine Kathak. He had also pro-
ficiency in Sanskrit. Gopimohan was a very handsome
person. and was cousin to 8j. Kali Chatterjee the famous
athlete and wrestler of Baranngar well-known for cutting
o buffalo with one stroke daring the Durga Puja.  They
performed the Yatrs at the neighbouring places specially
at Uttarpars very successfully,

Before amateur Yatras came into existence, women
never took any part in the Yatra performance. With
this change women slowly came to be admitted even in
Krishna Yatras, of course occasionally, We shall guote
the following, though of a later period, to give our readers
an idea of =uch innovation :—

A new Yabra *Nanda Vidays,” was performed by the
“Gilee Club” company and was in turn applauded and
dorided by spectators. Babu Ram Chandra Mukerjee,
a wismlthy inhabitant of Jomsanko had induead the “Haulf-
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Akhrai" party of the locality—the first musical nssocige
tion in Caleutta—into a Yatra party and had heen both
the secretary und the poet to it. In course of the year
some four or five thousand of rupees hud been spent ovur -
the affair and in addition to the bonafide members, the
services of two girls—the elder of the two named Sidan
being about 12 years old—and of six or seven boys
were secured. The time for entertainment extended
from 0 in the evening to 7 in' the morning” “T'«
Hindu Intelligenes”™ March, 26, 1849 4. D

The Bhaskar uleo reports ubout the same facts—*

“’I‘heperfnrmemtrmgurgmualyundﬁtiy tressed and
Behiala, Tobla and Dholok musiciins sequitted very
admirably. The songs were sweet and melodious nd
umongst others Titoo Ram Boral played the part of
Nando, Rajnarain Chatteriee that of Mants and Nabin
Chandr that of Updnando. The songs of Chhidam took
everyone by surprise.  All were charmed by her songs."

Nando Vidaya was also performed at the house of
Krishna Sinhs on the 14th April 1840 in a remodellad
way.t

But even then Krishna Yatra did nat entirely lpse jts
popularity : the old sentiments yet survived. On the one
hand there were Bakher Jata and theatres and on the
other side was the indigenous Yatrs of Govinds  Adhi-
kary. But it was often found that Govinds always used
to command a huge crowd. Govinda, too, 15 we hive
seen, had to make some chunges nccording to the taste of
the time. Thus he had to give up the old method (school)
of the Kaliya Daman.

+ Bhuskar 17th Agril, 1840,
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FROM AMATEUR TO PROFESSIONAL

Since the amateur Theatre of the rvich was short=
lived, pmateur Yatras came to be run on professional
line. Parties from other places also came to Calentta,
Lield their performances and then went awany, We men-
tion below =ome of those parties :—

“A band of performers from Manipur is now exhibiting
in Caleutta who represent the sport of Krishna with the
Gopies, The musicians are men, but the singers ure
women and they are dressed as Krishna, Lalita,
Vicghakha, Chitra, Ranga Devi, Sudevi, Champaklata,
Vidyadhari and Indu Rekha; their flat nosed countenances
are rather indifferent representation of the beauty of the
Gopies.” [

“A company of performers under Haladhar iz also
acting with great sucoess at the house of the Babus, They
represent the Yatras of Bidys Sundar, the destruction of
Sambhn and Nisumbha and others (guoted from Sama-
chey Chandrika) Awiatie Jonrnal, (Apl. 1829, pp, 518).

In the year 1532—38 Nabin Krishna Bose of Shyam
Bazar, tried to found Theatre on the basis of this Vidya
Sundar play. That Theatre did not last for more than
8 or 4 years. Therefore Yatrn was vegarded ns the chief
goiree of entertainment.

PYARI MOHAN

Buranagar was then famous for music. Shyama
Charan Banerjes who acted the part of Sundar in Nabin
Babu's party was o resident of this place.  Another
good musician was Pyari.  Pyari nsed to beg from door
to door by playing on kis Violin, Pyai was g resident
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of Baransgar and he was of landsome appearines, A
well-to-do public woman of Bhowanipur having heard his
gongs, grew ensmoured of him.  Pyari and that woman
lived together for some time and they then formed a
Yautra party and performed Nal-Damayanti, The andience
was greatly pleased with the performance and in conrse
of time heggur Pyari came to be known as Pyari Mohsn,
Pyuri buoilt o big house and lived there.  After this other
Yutea parties were formed under the leadership of women
and performed Vidyn Sundar. Of them the party of
Tara Hara and that of Bou Muster are worthy of special
mention. It is said the mistress of Raja Vaidyanath
also organised o Vidya Sundar Party with females. The
Rajn, too, spent moch money and was hracketted with
Nabin Babn as Knlua-Blnlus :

“Nabin Babu Kalua

Raja Vaidyanath Blulua."

Rom Krishne Kinsii was 0 fomons musician of
Bhowanipur and used to teach music in Pymri's Yatra
party, He was o master in music ond dancing and was
an expert player on Violinn It is said Nabin Babu
appreciated Pyari Mohan's performances very much.

Kansari's “Dakshajajna” Jatra was very popular,

By that time the party of Remdhan Sotradbar also
gained reputation. He used to earn about Rs. 50 to 60
ench night by his performance. He had shares with
other members.  He took one-fourth and the three-fourths
were distributed umongst the rest.  But whutever presents
were made to the party helonged to his share, People
called Ramdhan az Ostadji (or master-of music) and his
fame spread from Ganga Sagar (the junction of the
Gianges with the sea) to the Gangetic regions,

17



130
GOPAL OORAY

In Rakher Yatma none achieved so much success ns
Gopal Ooray. His fame spread from one end of Bengal
to the other. He was invited almost from every quarter..
The songs of biz Vidys Sundar Pala are still sung in
Bengal.

Gopal was born in Jajpur, Cuttack. He cameto
Caleutta and ot first he nsed to hawk stationery articles
in the etrect.  Afterwards he joined the Yatra party of
Radhe Madhab Babu's son, a wealthy resident of Bow
Bazar. Gopal had n beautiful appearance and his voies
was extremely sweet. He acted the part of Malini
People were simply charmed by his sweet songs and fine
weting.  Radha Madhab Babu was o much pleased  with
Gopal's abilities that he at onee appointed lim on o
galary of fifty rupees per month. After the death of
Radha Madhsh Babu, Gopal got everything belonging to
his Yatra party.  Then Gopal formed a party of his own.

Giopal got songs composed in simple language by one
Bhiairah Halder of Singur and got them also set to tune
by him. With those songs he charmed hix audience. The
songs were #0 composid that they were greatly nsad for
dancing.

Gopal was lundsome in appesranee, and when he
gppeated in the mle of a woman it was difficult to
recognise him a8 & man.

There was one Kashi, a Chisadhopi by coste. He
hadl  extraordinary proficiency in daneing. He nsed to
teach dincing in many Yatrn parties and to many men
and women in private.  Kashi joined Gopal’s party and
uppeared in the role of Malini, Tt was 4 unique com=



‘binationy and everyhody was simply charmed by Gopal
Ooray’s Watri. Kashi Malinis dancing gave riss to
Khemto 8 Jatre. Umesh and Bholanath Das used to
appeir 1 tivdly as Vidya and Sundar in  Gopal's

Pirty,
S . -

Gopal had wonderful capacity for representing soft
and amorous sentiments.  We shall cite only one or
two instances here.  Hirimilini is the most prominent
character in the play of Vidya Sundar. Gopal at frst
used to appear in that part.  When Sundar called  Hird-
milini as mishi (mother's sister), Gopul st onee climged
his voice to that of o lurp whose main string had been
spapped—
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“O my darling! Why have you uttered that wond ?
Why havi you broken my sweet dream in the
hours of the morming ?”

Desieribing the beauty of Hiramalini, Gopal said =—
“When I go to supply flowers to the Brihminpir,
the Bralmins engaged in their worship gaze in
idmiration holding the Koshakushis in their
hands T¢ Stmgfa s=@ o
He would zing elsewhere as Vidys, the heroine in
reference to Hirdi Malini.
51 3% 3w $S W Hiw
iw i gee
“Thou hast adored thy scanty hair

With a wreath of Vakul
Hast thou wkindled the fire of love "
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Vidya was to bo married to Sandary, then jhe guise
of n Sannyasi and Milini says -~ |
"The asylum will be a great wndezvou
OF all kinds of travellers .
And you will smoke hemp v p -
Crying Vyom Kedar.” .
Gopal's party was 50 famous that im-imlinm cale
from all quarters of Bengal. \

THE DECLINE OF THE JATRA |

In truth, display of amorons sentiments was the end
of the Jatras, '

In Krishna Jatra, there was no doubt cnough of
muorous sentiments, but that could not be shown in the
Vidyn Sundar.  Vidya Sundar took only such portions
Ws meeting of Malini with Sundar under the shade of
Vakul, Sundar's stoppage in the house of Malini, and of
Muliois acting us a go-between between Vidya and
sundar,  In the Vidya Sundar there was no room  for
exhibition of pathos, or other sentiments:  Whatever little
pathos it wight have; was lost in the profusion of songs
and dances.  Evenin hours of deep sorrow, Vidya herself
wonld sing and dance and the audience would clap their
hands in joy, and with great ardour, a5 soon 05 Vidya
wonld commence her dance. Thus pathos, if any, was
turned into lavghter in Vidya Sundar,

From the point of good taste and decency, too, Vidya
Sundar becnme highly objectionalble. Tt could not he
enjoyed both by the father and the son sitting together.

The songs were mostly lewd and very often betrayed a
low taste,
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Bankim Chandes vy people enjoying such objec-
tionable things mﬁ!ﬁin his ‘Bangadarshan’ —
“In the JatgRis of modern time we notice
influence o Vidya, Malini snd Sundara. What kind
. — oM fason the young girls of the village get when they
hear such songs from the lips of Vidya ?:—
“Now, find out some means to get my man
Who hes kindled fire of lust s/ in me
But himself is indifforent.
When that suspicious day will arrive
When the moon will rise
And will pour forth nectar
To save the life of this chitaki 3"

“Does not a father feel ashamed 1o bear such thing~
with his son and daughter? What will they think of
their parents when they grow old ¥”

Banga Darshan 1279 B. 8. (Paush),

Indevent and low tastes first caused a feling of repul-
sion in the minds of the cultured people towards the
Jutras, und then with the spread of education, people grew
fond of new pustimes and recreations. That is why
the rich and the poor alike became fond of “Theatre.”
From this time dates the downfall of the Jatras, and
it could not be averted. Then  new kind of Jatea
Gnne into existence under the name of the ‘Opern.
Some men nsed to laugh at them calling them Apaya
or ‘mauspicious’. Operas are still performed in many
plices. In an Opera there is a variety of dress and
costumes, elegant language and other imposing things.
Formerly, there was profusion of songs in the Jatr,
therefore it wus called an Opers, but in the present day
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Opera there is much to soe andi-{oneeqmndy there is
H I \
dmﬁhufmgaundpoeh'y- i

The “Hindu Patriot” gives some kle:i"m{ it i —

“We acknowledged in our lnst jssue teie receipt of
Sakuntala by Babu Benode Prosad Banerjee. This 5 -

the first opem in Bengalee. Tt has heen written in
simple and clegant stvle und intereet s well-sustained
thronghout. The songs are appropriate und more thun
PRCE we must say, it did credit to these who were engaged
in it 'We hope the opera will supersede the degenerate
jatea"—H., P, Muy, 22, 1863,

Again we find in the issue of November, 20, 1865—
"On 14th Nov. there was 4 performance at Dutts’ honse
Bowhazar. The vpers was preceded by o play on the
Pianoforte by the truined b gentle hands  of Mrs
Berigny., At about one in ghe morning commencad e
opers. The concert which maugurated the performunce
was excellent ; in foct it pemingded uz of the Belgachhia
Ovrchesirn.  Then began the play 3 the detors  nequitted
themselves on the whale successfully and ereditably,
This we cun boldly and sincerely say that of the thnee
dramas which Lave been popularised in the fopm of
opern, the performance of Padmabati wys decidedly the
best and the most sucoessfol”

Thus, the Jatrus improved in imitation of theatre,
but they bagan to lose their hold slowly wpon the publie
mind. At last, the distinction between the theatre and
the Jatra began to disippear duy by diy and Yatene
begnn to merge into theatre.

Jatras moveover had 5 great drawhick : 1he EXistonon
of some wosicians called Jug who would often tax the
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patience of the audience by their learned techniques in
music, wnd that o often affer o short speech. We
bave cited wme instapees from the ‘Bansadursan'
about it.

After this, 4 play-wright gave up writing for Yatry,
but begin to write drama. Though the influence of
Yaten is evident in many subsequent Bengali dramas,
still it cannot be denigd that most people lost their
enthusinsm for Yats, Who can prevent the changes
brought by time ?

This is what Pandit Ram Narayvan Tarkaruton desl
with whout Yatra in 1857 AD. af the time of writing
his drmma Ratnabali ;—

“Every on¢ who has heen sequainted with the in-
comparable beanty whd wealth of English and Sanskrit
Draumus, has grown disgusted witls despicable Jatrys,"

TASTES IN JATRA

Like Pandit Ramanarain, other well-known writers of
that time also wanted the revival of the Bengali Theatre.
Dr. Rajendralal wished that “Jatras should take the form:
of the original Tndian dramas™ The poet Iswar Chandry
Gupra was alko of opinion that inspite of some entertain.
ment derived from the performunces of Kaliya-Daman,
Vidyasundar and Nala-Damayanti, these wers performed
m 80 detestable ways, thut they conld satisfy only  the
pleasure-loving peaple of low tastes, bt conld not satisfy
the refined tastes of the respectable section, ¥

Under the caption “The Bengali drnma” an Anglo-

—_—
* Hiliidbarthe Sungrahs, Mgk 1751 Shak w2
T Semibmd Probbakar, Sth T 1848,
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Indian journalist with his enlightened ideas of theatrical
amusements wrote very harshly on the Jatra performance
then in vogne in Bengal :(—

“Todia in her high and palmy state had also a
dramatic liternture of her own und  scenie
vepresentations to gratify the people...... We
shall proceed to make o remark or two on the
state of the drama as it now exists among the
Bengaliz. Of the representations called Jotras
we dare not give leve 4 detuiled  description.
They are wretched from the commencement to
the Fifth Act. The plots are very often the
amours of Krishna, or the love of Vidys and
Sundar, In the representation of Krishnu-
jatras, boys arrayed in the habits of Sakhies
and Gopinis (milk-maids) cut the principsl
figures on the stage. Tt would require the
pencil of a master-painter to portray these
fairies of the Bengali stage. Their SO0ty
complexion, their coal black cheeks, their
bnggard eyes, their long extended arms, their
gaping mouths and their puevile sttire excite
disgust. Their external deformity is rivalled-
by their discordant voices, for the screechings
of the night-owls, the howlings of the jackals
and the barking of the dogs that bay the moan
are harmony itself compared with their horrid
yells, Their dances are in strict acoordanee
with the other accessories. In the ﬂmlutmm
of the hands and feet dignifiod with the name
of duncing, they imitate all postire snd
gostures caleulated 10 soil the mind and
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pollute the fancy. The principal nctor during
the interludes is o ‘methar’ who enters the
stage with a broomstick in his hand and cracks
w few stupid jests which set the sudience in a
voar of lnughter and his brother Bhulua who
is completely foddled amuses the spectators
with the false stepsof his foer”

But observations of Anglo-Indian journals  wape
seldom  sympathetic towards our national institutions.
Girish Chandra Ghose, the founder of the “National
stage” has however, given a true pioture of the loss and
gain ot the decline of the “Jatra” - —

“Before the rise of the theatre, Kavi, Half-ikrai,
Panchali and Yata were prized by men, Half-akesi,
Kavi and Panchali allowed vulgar and filthy abuses and
people were greatly amused with those slangs,  Them
wad little conversation in the Jatra. After o fow words,
the song wonld begin, when an actor would suggest “and
then explain the thing clearly.” This song was no doubt
some-whut uppreciated, but clowns and jesters were more
appreciated.  The clowns used to sing in light tunes and
their songs were more relished than the diffieult tunes of
the main theme, (lowns used to abuse, and that amused
the people greatly. Abuses and vituperation were 50
much liked by ﬂmpooyleﬁmtadimofmpupus
often indulged in flthy abuses, Those papers that could
excel in sbusing used to command g large number of
subseribers.  Those who were udept in the use of
vituperative language were most honoured | Whateves
might be said against English education, it was English

* Owloutta Reviow. 1851—The Bergall Drama, Vol XV,
18
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educated persons who first saw that such 2 taste was not
good for society, Therenpon, prminent persons bogun
to take part in deamutic representitions.  Rince then the
dramu eame to be appreciated.”*

Though a Jatra could nof boast of high dramtic at,
but then it mnst be frankly admitted that wiil, it (lis-

appearance the country lost a valnalle geset, Lt us
quote Girish Chandi’s viws —

“Vulgar and obscene slangs disappeared witly the
disappearinee of the Jatias, but along with ¢
the sweet songs of Vidan Adbikary, and
Govinda Adhikary were glsg gone for good,
The sweet somgs of deep emotion of the ald
Krishna Lily disappeared fromy e country,
People then lost theip oviginality and took g
imitation”,

Govinda Adhikary, Narayan Das, Nilkantha Mukherje,
Rasik Chakravarty and others were men with feelings
and thonght.  They lud uleo fith in their wiligion. 8o
they could charm their andience simply by their sweet
songs and =peeches without oy assistance of scene op
ress,

THE FUSION OF JATRA AND THEATRE

But it won't be in any way an exuggeration that in
Girish Chandes the ol Yatra und the new theatre oome
binad' fo produce 2 marvellogs éffeet.  Hig first dramatie
productions, “Ravan Vadha”, “Riiqr Vivaha" 459 =uch
other plays are evidence of this fusion of the plq with the
new. As he adopted this method his fipg dramas angd

* Vidle Girish Granthal )i
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dctings wero appreciated by all.  In course of time,
his mythical drimas of the later period - giptured  the
imagination of the andience with deep thonghts and nohle
sentiments and turned out 1o be frst class dramas.

JATRA IN EAST BENGAL

When Cualeutta and its ndjacent places were full of
erotic songs and sentiments of “Vidva Sundars,” East
Bengal was then resounding with the sweet notes of
Krishna Lila. Kalichund Pal, o resident of Vikrampur,
district Dacea, became groatly famous for his devotional
Krishna Jatra. In Daces, there was no dearth of Jatra
or Kavi, but we slull briefly mention here  the great
enthusiasm that was roused by three devotionsl picess nrmed
"Swapni Vilash,” “Vichitra Vilash” and *Raj Unmadling.”
“SBwapna Bilos” (Dyeam pleasure) was written about
1835, Seyeral Jutra parties performed it, and the book
was sold like hot cakes. In the preface 1o the second
piece “Bichitra Bilas™ (The Amour Wondertul) Krishng
Kamal wrote about ‘Swapnabilas' ns follows : “The publie
surely likad the work, otherwise why should there be u
sale of 20,000, copies in o short o peviod.”  Latterly
Dr. Nishikanta Chattopadhays of Dacen took these picoes
with him to Berlin, St. Petersburg and other places, and
wiote 4 besutiful book named, “The Popular Dramas of
Bengal” bass] upon these three books, Dy. Clmum-jw
however has not mentioned the name of uny other Jatra in
his book excepting these three pieces of East Bengal,

In an excellent article in “Bangadarshan” (1287 BS,)
Pandit Haraprosad Sustri wrote about the Dactor eulogiz-
ing his article published in Bengali in the journal ‘Bhagati’ -
“We shall lemn  difforent lunguages, we shall travel in
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different countries, but shall write in Bengali. Dy, Nishi
Kanta's article i< an instance in point. His letter is
written in Benguli and his heart weops tor Bengal. He
cries for Bengal from the far-off St Petershurg."

"KRISHNA KAMAL"

Krishna Kamal Goswami, the author of these three
pieces, though u nutive of Bhajan Ghat in Nadin, captured
the heart of East Bengal during lis tay at Dacca. Be-
sides these three books, he also compiled “Bhamt Milan,”
“Nandsharan™ and “Suval Samvad”.  After linishing
his stucies he composed “Nemai Sannyasa” and  himself
appeared in the role of Nemai. People were so muel
moved by his acting that they began to shed tears in deep
emotion. He was born in 1810 and ilied at the age of
78 on the banks of the Ganges. Fast Bengal peaple called
bim Bars Gosai. Krishna Kamal's thought was deep and
his style was charming. 8o every one wus, delighted by
his songs and swest composition. Wo  shall give one or
two specimens.

Radlika is mad for Sd Krishna, she runs towards the
growe in quest of Krishnn  Lalita, her maid, asks her to
wilk dlowly,

“Don’t you go in that manner
There are thorns in the way
That will injure your feet.”

Radhikn answers that it was for ber good that she has
obtained the love of 8 Krishna She would aceuston
herself to thams and briars, She sgid -

“If the night were dark

Lwonld have strewn thoms on the groand
- And would roll over them,”
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Elsewhere Radha seeing the clonds chased by the
wind thinks that her Shy&m is running away at her sight :
O my sister! Cateh bold of that el
lover quick,
Clad in yellow vobe.
Having come near, instead of removing my
SOLTOW,
Has enhanced it doubly.
Having fallen in love with a libertine
I knock about hither and thither
With ceaseless tears in my oyes”
Again nt the sight of the clouds, Radhs describes thie
beguty of Sri Krishna :

“How hegutiful, how green !

In fact, in “Rai Unmadini” (Radha—mad in love) th
divine madness (transport) of Chaitanya Deva has been
reflected. Having taken sentiments from Chandidas,
Vidyaputi, Krishnadas Kuavivaj, Rup, Ramanunds Rao
and other famons Vaishnava poets and also from famous
Jatrawalas such as Badan and Govinda Adhikery, Ram
Basu, Haru Thakur and other masters of Kavi and by
fusing lis own poetry Krishna Kansl Goswami ereated
these three sweet pieces,

But in East Bengal too people, in course of time, he-
came fond of new innovations and changes and thos  grew
tired of purdn (old) Jatras as these were callod  The
thestre now begin to spread its influence and new Jatms
after the fashion of theatrical exhibitions were more Hked.

Besides the aforesaid Jatrawulas, there wore a few
others whose numes are worth mentioning such as Anands
Adhikary and Joychand Adhikary in Bam Jatra, Gum
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Prosad Vallabha of f,‘brrmlnmmga‘mf {Fanu.r.lnng_n} in
Chandi Jatra, Lav Sen Baral of Burdwan in Mangshae
Bhasan Jatr, Every country-louse of persons of position
had o Chandimandapy and dances  were given there in
honour of Chund; (Fortune) und other deities, Dy, Dingsh
Chandrs Sen correctly states 5 view lately acceptad ns
authoritative by Sir Willium Ridgewny tligt “Bengali
Mongals Gans which grew mto melodrumas began as
short odes in prajse of Manashn ey, Mongal Chundj
und other local deities. Tl Jatras ure 0 mikiype of these
songs, becoming more dramatic in form along witly [ose
dialogves introdueed, The chief place for performances
was often 5 Chandi-mundap gy courtyard facing the
temple,” Cal, Beview, 1923, p. 201.

The Jutrawnllas mentioned above i acquired grent
Teputation in their loclities by their respective themes—

Bliat 1, 1288 B.s., Malﬂ.&-

Nillkanta Mukherjee and N wrain Das enchanted many
by their Yate performances.  Nilkanta bod & great
Peputation in all the distrivts of West Bengyl,

When all these Yigrus died away, famous Yatrawgly
Metilul Ry kept the veputation  of Yateas intaet for 4
long time.

MATI ROY

Yatras and Kathakatas e some of the commenduhlo
Aneans for masy education, Those why keep such chenp
nnd delightful meane of mass education alive fimong  the
people deserve our grateful thianks Motilal Roy's nime
therefore deserves “pecial mention in this s

* Thetgh chrokologically we shouid mwmm

oy, bur by enitteration of Jutrag hjs Lame comes Prowmisnegy )y,
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Matilal Roy was bomn in February, 1843 in an
humble villige named Bhatshals in the District of
Burdwan, For sometime he worked as a clerk and then
ns0 school master and sometimes used to write poems in
the Prabhakar’ of poet Tswar Gupta,

In 1871 Harinawsysn Chowdhuri of Dogachhia re-
quested Matilal to write a book for & Yatea  performance.
Thereopon Matilal first composed Tarani Sen Vadhan snd
afterwards Ram Vang Vish' from Kirttivasha Ramayana
in Bengali. Matilal began to earn lot und acquired
great repatation by holding Yatra performance with Hard
Narayun. Every one was greatly delighted by those
shows. People said they had never ssen or heard such
excellent things hefore.  Matilal's subject was old, but
his methods were new. Matilal in comrse of time
composed many plays, such as Kalipadaoman, Bhaat
Milan, Mahalils, Sitalaran, Dmupadic Vastrs Haran,
Vijoyn Chandi, Pandava Nirveshan, Nemai Sannyusa,
Bhisma's Sharashujjyd, Ram Raja, Karna Vadha, Lakhs-
man Varjan, Vesjulila, Ram Vanavash, Rivan Vadha,
Gayasurer Horipadpadma Labh and other pieces,

JATRA IN IMITATION OE THEATRE

Under Matilal's influence, Krishna Lila Yatrea e to
be known as Paratan’ old.  Vidyasundar was disearded

for being indecent and Matilul's Yatea attracted every
hoddy™s mind.

Theatre by that time luul come into vogue in the
wountry.  Acting and dress in Jatra in imitation of
theatrical performances greatly attracted the public. This
is why Matilul's Yatrs becune 5o popular.  Matilal gave
up many old practices of Yatea and adopted new methods,
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Matilal was niot only an innovator but he was an ednontad
and a highly accomplished man,

This is what has been recorded about Matilal by the
author of the Bangahhsi-Tekhok —_

“In 1280 B.S. (1878 AD) when Matilal formed a
Yatra party in Nadia (Navadwipa) he held first perfor-
manee in the compound of Pora Mati the presiding ity
of Nuvadwipa after paying due homage to the aforesaid
gmhl-l."ﬂ.'\.

“The Pandits of Nuvadwipa were highly pleased  with
his performance and gave him the title of Kaviratng and
also presented him 4 gold medal,

“Matilal also gaye 4 performance in the palace of
Krishnanagur Raj on the oeeasion of Dol. At that time
the Raji of Krishnanagar was Khitish Chandr,  During
the performance the Rajn wid to Matilal, “vou have bro-
ken the practice (vow) of my ancestors, for before this
10 Yatra has yot been performed within this house. Bus,
I am sure, if such Yaten sras then in existance there
would have been 5 hreach lang hefore,

“The lote Keshub Chandrs Seq heard Mati Roy's
Yatra with great engerness in his bovse, “Kamal Kutir”.
On one oceasion we have ourselves witnessed Keshuh
Chandrs Sen with Ram  Krishna Parambansa listenin
with rapt attention Mati Roy's Yatrs in his house. On
that occasion, Roy Muhashayn was performing  Newai
Sannayasa, himself nppearing in the role of Sridhar.

“Paramhansa Ramkrishny Dova wos lost in 4 trance
seemng his highly emotional acting.  When the trnce wiis
broken, Parsmbanss Deyy stood up erving “Mati, Muti®
and embraced Roy in great delight.  Rip Surendm Nath
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Banerjee (then Buabu) the great ovator applauded Mati Roy
greatly, hearing his words on social education and reforms
in his house at Simul Tala.”

Many parties were formed both in East and West
Bengal in imitation of Mati Roy. Of these the parties
of Santrd Company, Dengar Ghosh, Umakanta  Ghosal,
Aliblinsgn Bhattacherjes® and of the Nars were famouna.
Umakaenta Babu belonged to the Brahmin caste ; he was
educated und had o sweet and sonorons voice and there-
fore he could soon make a name in East Bengal. Bhusan
Dis's party and that of Mathur Shalia may be named in
this connection. There were many others and some of
them well-known but we do not like to give an exhaus-
tive list as being unnecessiry from the historical point of
view, From national point of view Mukunds Das of the
present day is known to all. He himself sings songs on
socio-politicnl topies in  stirring way and this i« the chief
sttraction of his Jatra.

We shall next disenss about Kabi, Half-Akrai,

Kathakati ect., which were introduced as substitutes for
performances on the stage,
KABI

Though Kabi was not like the Yatras but as an item
of amusement it should be mentioned here.  The Kavi is
sung hetween two parties, and there are wit-combats bet-
wesn the two parties relating to Sakti, Siva, Krishna and
other mythical topics. One purty sings after the con-
clusion of the other. Towards the last part of the
Eighteenth Century Harn Thakur, his disciples Bhola

* His "Sarath-uddhwar” was worth-seeing.
19
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Moyra, Nila Thakur, Netai Vaishnavs and others
became quite famous.  Towands the first hulf of the Nine
teenth Century  Hary Thalur, Ram Basu, Antony
Feringi, Bhola Moyra, Sadu Roy and others were greatly
popular. Har Thokur was s great poet of Raja Naha
Kissen well-known as Colonel Clive's munshi, Giradually
Hurn Thakur hecame oné of the courtiers of Raja Nabg
Kissen and often scted gs 4n arbitrator and judge botween
the two rival parties of song. The fumous song of Hary
Thakur was :—

“Omy tongue ! Do not be lnzy in taking
Hari's name.

What is destined will happen,

What ! will sink the hoa

Seeing the swelling wayes of the
sea=like world 9"

Haru Thakur's S0ngs were very fine, e aequired
EYeat reputation in songs of absent Jovo ( faex ),

The most fascinating Kabi-walla Was -
\Feringee. Antony was a Portngese, his house sl stands
Uey  Chandan Nagar. Antony foll in love with 4 young
dhmin woman and settlod with her at G, The
man, however, kept her Hindy faith upto the last

Wad used to colobrate Durgs Puja and other  Hindn

F‘sﬁﬁﬁm.
j ANTONY FERINGEE

{ Antony learned excaljent Bengali. Having fallen iy
" love, Antony lost his vocation, ne:ta]]hispmjm‘tyby

i amateur purty, but after forming o professiong)
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party of n Kubi after bitter experience, be succeeded in
earning u iot of money.

The above-mentioned Kabiwallas were fast-composers
of thymed couplets and their songs became quite lively
when they got Antony as their rival.  'We shell mention
here some instances of it. On one occasion Ram Basu
said to Antony :—

“Tell me, O Antony !

[ want to hear that to-day

Having come to this country

Why bave you taken this dress

And why there is no black coat on your person™

At that time Ram Basu belonged to Thokur Sinha's
party.
Antony replied :—
*I wm quité comfortable in the Bengali dress
And being the son-in-law of the father of
Thakur Singhi
Hive given up black coat”.
Antony once sang in Nawadwip :—
“0 mother Matangi !
1 know not worship or prayer
I am a Feringi by caste”.
Antony’s rival immediatdy replied on  belalf of
Matungi :—
“Go and worship thy Jesus in the Serampur
Church

Thou art 4 redoubtable Fering
It won't be possible to save thee.”
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On another oceasion Ram Basu =aid ;:—

“0, Salieh ! Tn vain you have bowed your head
to Krishna's feet
If your clergy hears this
Will punish you by marking your cheeks with®
lime and soot."’
Antony replied :—
“Hear me brother 1
There is no difference between Christ and Krishna
The only difference is name
That have misled the people so long,
My God is Hari of the Hindus
Look there stands Shyam
And my life will be blessed if T get His vod foet™.
Of the Kabi-Wilds none was s0 prompt in repartees
‘a8 Antony Feringi,
On one oceasion when Hara Thulkar decided ugainst

Ram Basu’s party, Ram Basy sang out mortified at the
partinl treatment —

“Thou Bralmin ! Thou won't live long
Worms have eaten away your Chalery +
And your streak of gold is diny”

JOHN HALHED

There was another European gentleman My. Nathanicl
John Halhed who used to go out s a Bengali like
Antony and freely talk with the Bengalis without being

'Tow:m:-luum'sﬂhutwdlimmﬂmmhﬂhlﬂgn of disgreen.
wow of course, olisalste.

+ Chakrs refers o Shalagramshils~gruuity symbol of Narayana..
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detected.  On one oceasion while ut Burdwan huving been
solicited to give some proof of his knowledge of the
language, he embraced the opportunity of o public show
given by the Raja to the Europeans and insinnating hie
self as o “Native singer” performed his part 20 sdmirably
by joining them in their chants that even they were un-
able to perceive that & stranger was among them,
“Friewd of Tndin®, The 9th Angust 1888.

Mr. Halhed, however, was not o professional singer,
but & judge of the Sadar Dewani A'daloe! Dr Carcy
used to call him the first Englishman who learnt colloquial
Bengali language without o rival ! T,

NETAI DAS

Netai Das was a lamous Kubiwals. Poet Iswar
Gupta gave a long article about him in his famous organ
“Sambad Probhakar” —

“Every rich man when he wanted to Lave any Kabi
on the occasion of any festivity engaged Netai Das first.
There was great wit-combat between him and Bhavani
Benin. Hence the common expression iz the duel of
Notee Baishnava.  People used to come to hear from u
distance of one or two days’ journcy. The house where
hia performance was held was crammed to its utmost and
it was & job to make way through that dense crowi,
Though there were several Kabi parties at that time, those
of Hari Thakur, Netai Das und Bhavani Banik were
most famous. Netai had a great following. The residents
of Kumar Hatta, Bhat Para, Triveni, Bally, Chandan
Nagar (Farash Danga), Chinsurs and other places, botl
high and low were all inadmiration when they hesrd Netai's

&
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name uitered before them.  Thisy seemed to be  overjoyed
when Netui cime out victorious and  their regrets knew
00 bounds when Netai was defeated by his vival, they
thought as if they would lose everything by his defeat.
Many even gave up their food and sleep. In the begin-
ning there were even quarrele and fighting between the
udherents of two parties.

What to speak of others, the Bralimins of Bhit Pira
called Netai Das Nityananda  Prablin (Lond Gouranga's
colleague).

When he stood up to sing, his admirers cried ont “the
Master i= on his lege” Netai had one spedal gift, he
eould pmuse both the high and the low.”

We may heve quote from “Ekal and Sekal” of Raj-
narayan Bose :—“Kavi Yaten, Panchali and similar other
things were the chief sources of entertainment to the
people, and of these Kavi was the foremost. The poems
mnd songs: of Haru Thakur, Netai Vaishnava, Narsing,
Ram Basu and Bhavani Benin were apprecinted and prized
everywhere”

(Ekal and Sckal p. 13).

He who could compose rhymes fast wuz called
“Vadhandar,” If the Vadhandar was prompt and well
avquainted with Paunnic Legends, then defeat of the rival
party was sure, The Kabix of that time were great
Pandits.  Poet Tswar Chandra Guptu some time acted s
 Vadhandar in & Kabi party.

Kabis were approciated both in towns and Muffasil,

In course of time, however, these wit-cmbats  degraded
into low, indecent and flthy vitnperations between two
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rival parties, calling for the onesided remarks of an
Anglo-Indian Journul -—

“The animus of the Kavis is rivaley. Two bande
under differant leaders are with each other in winning the
sppliuse of the sudience. Their songs, in the first instance
celebrate the loves of Krishnu and Radha, or the praises
of the bloody Goddess Kali.  But these over, they indulge
in the songs of the most wanton licentiousness and to
crown the whole with calling each other bad names, Sa
far for the matter ; the manner of singing is one of which
young Bengal may well be ashamed. The houses of
some of the rich Babus of Calentts are pnnually the
scenes of these disgraceful exhibitions, othas have got
heartily tived of thom but have substituted the less barba-
rous but not the less immoral ‘nantches.  But the Kavis
are in high repute in the moffasil and women from behind
the screens may be observed greedily devouring their
licentious effusions. The Jhnmuos or bands of female
Kaviwallas are nearly extinct”

Calentta Review Vol. XV, 1851,

ENTERTAINING EUROPEANS

Nautches were much in vogue at that time and wealthy
people used to entertuin the Furopeans generally with
Nanteh parties, or dances by professional Baijis. We
may quote some instances of these entertainments for the
mformation of our readers :—

“For several nights, Bowany Cluran, the second son
of the late Radhamohan Banerjee has entertained the
whole of the European inhabitants of Salkia and Howral,
with nautches at his house, at both these places, in cole-
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bration of the birth of a first-born son. The dancing
girls, a= might be expected, were the best on the occasion
the town could afford"— Asiatic Jourmal—Nor, 1816, Pp.
S19.52).

“At the old and hospitable mansion of Rajah Raj-
krishna, o new and equally pleasing exhibition came in
to reliove the tameness of the regular nanteh. A number
of male dancers of the Mohamedan creed, performed n
furcical scene, termed “Bular” in which the awkward and
mincing steps of the Hindustan dance were extremely
barlesqued’, und the wild, impassioned steains of the
Kheal, Tappa and Dhrupad.........were Indicrously paso-
died."—A. J. July 1816, Page 36.

HALF AKHRAI

Half-Akhris were amateur parties in which young-
mén belonging to respectable families took part. There
was variety of musical instuments in them and Half-
Akhrais were in vogue only in towns.  In Caleuttd many
of the old aristocratic families including Rajah and
Maharsjas took part in the Half-Akhris. The Caloutts
Review ® speaks of it —

*During the Durga Pujo celebrations bands of Half
Akhrai and Panchali singers may be seen marching
throngh the streets of Caleuttn with their flags hoisted
singing lond poems of vietory.”

PANCHALI

“Panchali" is of snother type. The chief musician
of the Panchali party, by way of nareation, tsed to sing

* Col. Beviow Vol. XV 1801 —The Beagali Nrama
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some incidemts of the Korukshetrs war, of the Radha
Krishna's love and others of his party sang the chorus
with him. Thovugh Lakshmi Kanta Biswas, Ganga
Narayan Naskar and other Pinchiliwalas were very
popular, Diisarathi eclipsed them all and was known ts an
eminent poet and devotee.

Dasarathi Roy was born in 1804 at Valmoro yillage
in the District of Burdwan and he was alive till 1857,
Dasarathi was at first a Vadhandar in o Kavi purty and
was abused in filthy language by that of the rival party.
At this, his father und maternal uncle asked him not to
go any move to the Kavi party. Thereafter Dasarathi
Roy left an imperishable glory by writing Panchali in
Bengali. Many of his writings, such as  Probhash,
Chandi, Daksha-Jajns, Man Bhanjan, Lab-Kusher
Juddha, Vidhoba Bibaha (widow muarriage) and others
have already been printed.

In 1857, about the time when Dasarathi breathed his
lust, Pandit Iswar Chandra Vidyasagar stirred up the
whole country by bringing forward his humanitarian
proposal for the Widow-re-marriage Act. Before his death
Dasarathi composed & song in which he censured Vidya
Sagur in the garb of praise and praised Iswar Chandra
Gupts in the guise of abuse :—

“Tn order to give a lover to the widow

Highly accomplished Vidjmﬂagarnnmufnma

and learning. .. Bt
The other song ran thos :—
“Let all the impious people of the land die

They have conspired together against the widows
In the house of cur Iswar Gupta in Caleutta,

20
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Strange | He does not understand the wailing of a
widow being a Baidys,
As i bad physician kills o patient by
administering poison.”
His other songs are fumons as :—
“Ami dosh kire divo
Ami swikhida salile dube mari Shyfma."”
I have none to blame, but T am drowned
In the ditch dug by my own hands
My six passions are like bows in the sacred ficld
of battle...... -ciiusse =

Dasaratli was unequalled in alliteration, similies, in
witty repartees and even in putting his rivals into dis-
comfiture,

Even the “Caloutta Revier®*® speaks of him —*There
are many Panchali versifiers now living but the palm of
superiority is certainly dne to Dusarnthi Roy—whose
poems already amount to several volmmes"

Bankim Chandra, too, has spoken highly of him.
Dasharathi occupies a position in  Bengali literature.
However, Panchali was associated with so much redundant
things and sometimes they were so Jow and indecent that
cultured people soon grew disgusted with them.

The name of Brojomohan Roy as performer of
Panchali and a Jatea singer is very important.  His Ram-
Sita, Sabitri, Abhimannyu were specially interesting,

The purpose of mass-education can be served by
Kathakata by which one narrates with interesting episodes
and comments, some legends of the Puran, interspersed

* Vol XV 1851 “the Bengnli Drraona,”
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with songs nnd witticisms, Of the Kathakas the name of
Sridhar Kathak iz most famous, Kuathakata is free from
all sorts of vulgarity and indecency, It is still in vogue
but able Kathakas are very rare now-a-days.

Nidhu Babu's Tappa is specially worth-mentioning.
KIRTAN.,

Another form of musical entertainment had been in
vogue in Bengul for 4 long time.  This is what is known
at present as kirtan. This term means devotional music.
Kirtan was confined in former days to extolling the
uttrilntes—the love, kindness and forgiveness—of God.*

All musical instrumeénts which are calenlated to
awaken sensuous feelings, like tabla, violin, serangi, ete.
were excluded from kirtan. It was sung to the acoom-
paniment of ek-tird, Sarinda (of the bairigis ), khol,
khanjani or gopijantra. This form of song was at first
confined to female ringers—s elass of demimonde who
gave up their unclean life, sometimes for the sake of art,
sometimea out of devotion, but more often out of ennui at
the monotone of their lives.

But in course of time kirtan underwent many
changes. Finding that it is very pleasant and dignified
form of entertainment, many male artists took it up and
bocame ddepts in the art. Instead of confining itsell to
extolling the beneficence of the gods, it took up for its
theme the immortal love of the divine consorts—Radha
and Krishna—in all its phases—g#tm, ®ew, e and so
on. Then again, the Ektara and Sarinda had to give

*Also Symw, the vanity of human desires, and the imper
manence of mundane Lhings.
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place to the ubiguitous harmonium but the veteran khol
retained its place. Even in theatres, when a kirtan is
sung, khol iz played instead of tabla or pakhosj (mri-
The charm of kirtan lies in using suitable =W and
the singer who can unse the largest number of suitable
w57 on the spur of the moment, easily makes hiz mark
in the world of kirtan. To illustrate what has been said
above, we give the following example. One line of the
song that was being sung wos—Rw® wrs G sredtc am |

Then comes the following =728 in serial order, thus—
W AT T Bwm 0s

YT W AW ARTGEH, WA Gren fing—

Wt W, wgon ERR, s Aafeem, swmwr e ave—and
&0 On.

It is perhaps not generally known that Deshabandhu
Chitta Ranjan Das very moch appreciated this form of
music and believed that it would be a powerful instru-
ment of mass education if improved in certain respects
and handled properly. During his life time he tried his
best to improve kirtan music and adapt it to the modem
conditions. He used very much to appreciate Gonesh
Kirtonia for his elevated ways of singing Mahgjoni
padas.

After his death, his talented daughter Srimati Aparna
Devi has taken the matter up in right earnest and in
order to give thia form of music an impetus which is s
due, has started o kirtan party of ber own, called m=wmgit
=9 Her party has slready given several performances
before distinguished gathevings with great success. On an



167

potssion we were present, the present Maharajah of Natore
played khol in accompaniment. Everywhere the sweet
melody and the extreme devotionu]l nature of the songs
of herself and her party have been highly appreciated and
extolled by all classes of society from High Court Judges
to the common men. We wish this organisation long
life and continued support so that it can perform its work
of public education for which it has been inaugurated.

Rai Bahadoor Khagendrs Nath Mitra 3.4, who has
made a distinet mark in kirtan songs of the present day
has conferred the title of #r¥= =we# on Mrs. Aparna
Devi—which she rightly desarves. She is a revivalist and
is after all working in the line chalked out by her father
—Late Chittarunjan Das.




CHAPTER VIII

BENGALI DRAMA IN NEPAL

During the Moslem rule the above mentioned Jatea,
Kabi etc. in short, were the sources of public entertainment
and national amusements in Bengal while drama was driven
to the neighbouring provinces.  We have given an account
of drama in Orissa and we shall now state how
dramu flourished in Nepal, Mithila, Assam and Orissn
Though under the Maohomedan rule, drama lost its
importance in India and consequently in Bengal, but in
localities outside the influence of the Moslems, druna was
in great favour with the people. Dramas that wems
eomposed in Orissa under the influence of Lond Gouranga
though written in Sanskrit yet give an unmistakable ovie
dence of the dramatic genius of Bangal. Again some Benguli
dramas have recently heen discovered in Nepal in 1015,
Though the kungunge of the drama is Bengali but they
Are written in Nepali character.  Babu Nani Lall Banerjes
is entitled to our grateful thunks for trunscribing them
in Bengali characters. Nani Babu's preface to these
dramus iz both interesting and learned and we can gather
many things from it.

We shall quote « fesw things from his treatise,

The following dramas have heen found in Nepal :—

1. Kashi Nath's—Vidya Vilap (pertaining to Vidya
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2, Krishna Deva's—Mahabharat,
8. Ganesh's—Ram Charitrn.
4. Dhanapati's—Kam Kanda Kala.
These dramaz prove that the Bengalees tried to spreadl
their culture, urt and language in Nepal s they now do
in different part= of the world,

About 130 years after the arrival of the Mahomedans
in India, in 1824 A. D, Hari Sinha Deva, the ruler of
Mithila for fear of forcign subjection fled to Nepul and
conqueved the territory.  Many Bengalee and Maithili
Pandits accompanied Hari Sinha—patron of learning and
a stropg pillar of Hinduism. A princess of his line
named Rajabulla Devi was married to Joysthiti Mall of
the old Malla line of Nepal, and Joysthiti afterward
gscended the throne of Nepal. After Joysthiti ruled
Viswa Malla, and after him the following kings ascended
the throne in succession —

1. Trailakys Malla; 2. Jayay Malla: 3. Jagat
Jyoti Malls ; 4. Jagat Prakash Mulla; 5. Jitamite
Malln ; Bhupatindra Malla ; 7. Ranjit Malla.

The aforesaid four dramas were written in the time of
Bhupati Chandra Malls and Ranjit Malla.

These Malla rulers were educated and were great -
patrons of learning ; and art and literature greatly  flou-
vished during their rule. In 1768 Nepal was occupied by
the Gorakhali from Ranijit, the last of the Malla rulers.
The Malls rulers tried to spread culture and art of Bengal
and Mithila in Nepal and thereby to civilise the country,
Joysthiti brooght five learned Pandits from Bengal and
another five from Mithila and with their help he tried to
establish a social order in Nepal.
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These four hooks are written in diamatie form, but
dramatic art does not appear to have resched much
perfection there. One or two characters appear in a scene
and leave the stage after singing a song, or after a short
conversation. Every song ends with composer'’s name,
und the name is either that of Ranjit Malla or his father
Bhupatindra Malla, such as ;:—

“Let ns enter the stage

With beauty love

And sport in amorons dalliance

Thus says heroic Bhupatindra
Ho, Ho I?

In the first mentioned drama there are seven acts, but
no scene.  Vidya, Sundar and Malini are the main
characters in it-  Nandi, Sutradhar, Nati and such other
things in all the four dramas are after Sanskrit dramas.
Each one of the dramas has abundance of SONgE, & SONE
follows almost after u sentence or two. Nandi i in
Banskrit, likewise the speech of the Sutradhar, After a
description of the king and the country, the actor entess
the stuge and discloses his identity.

The second drama “Mahabharat™ consists of 21 aota.
First there is Nandi, the true description of the ruler,
then of the country and then enters Dhritaristra. The
whole incidents of the Mahabharat have been presented
in three acts. Dmupadi’s Sayamvars, Rajsna Jajna,
the great battle and lamentations ete. have all heen
deseribed in the deama.  We shall quote s few instances
of it. After the Rajsuya Sacrifice, Dutjodhan being
insulted at every step speaks of his sorvow to his muternal
unele Bakuni (—
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“T have been put to great shame, O maternal omele !
Brikodara (Bheema) langhed at me.
I seek your help, please do the needful.”

“Hear me O uncle; I was put to shame in the richly
adorned hall, where in a tank T drenched my dress think-

ing it 4 marble stone. This sorrow wrings my heart.”

At the time of battle, two persons appear on the stage
and after exchanging a few hot words go away. At the
end Dhritarastrs laments :—

“Where my hundred sons have gone thus leaving
me behind

My life iz useless

In vain it lingers on earth.

Who knew that such sorrow was in store for my
old age

Who will but Hari save me.

Victory be unto Bhupatinden, the king.”

% TGH O T 5
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The third play, the Ramayans, is divided into three
parts In the first part Viehinn, Dasaratha, Lomapada,
Rﬂ.?ﬂ.ﬁ, Janak. Smtﬂkh‘ﬂ* Vi&hwumin'u, Duttl'u:mya,
Vali, Tars, Durvasha, and Kalnemi all appear and have

21
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their own say viz :—Ravan says, “T hove ten heads, who
i4 & hero like me ¥ Everyone flies from me."

TT—
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Seshnag says, “My name is Sesh, thus says Rajn
Ranjit." In the second part, Bibhisan, Bhamt and others
likewise speak about themselyes.

In the third part Ravan says:
“1 shall fight with Ram,
No enemy ean stand my presence, and shall
destroy him."
e W it e e
SR SE@ 4 % ik ot
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Then Ram says,

“Let us repair to Ayodhya

We shall meet there all in joy

And there shall judge everything then.”
=) Wt AR WA
wrrR wiA Wil mwe e
Far s fr B el

| Madbavanni Kam Kands Kala is o droma in seven

ards but it is written in mixed language consisting of
Bengali, Hindi, Maithili blended together.

' Of these four dramas, in the Ram Charitra, there is

preponderance of Bengali. Erotic sentiments have now
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and then been expressed in Ramayans sometines tending
to indecency as in—

gt g il R T
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“__Hear me O beauty, my mind has grown restless
soeing the beauty of thy face which 1 long to kiss. Give
up thy sullen mood and give me thy love.”

In other plays there is often an admixture of Hindi
with Bengali.

Srijukta Probodh Chandra Bagehi ( MLA. PH.D.)
hais recently contributed o learned article on Nepali drumn
in the Sahitya Parishod Patrike and we have got
considerable assistance from that article. Probodh Babn
says that Joysthiti was greatly fond of drama and after
Lis marriage with Rajabals Devi, o sanskrit drama named
Bhairavananda  written by Munika was performed.
Drumatist Manika was a resident of Mithila. In the
festivity held at the birth of Joysthiti’s son, the Ramayan
was performed.

Kavi Sekhar-Acharya  Joytidhiswar o contemporary
of Hari Sinha Deva wrote o drama named “Dhurta
Sumagam” and composed a treatise on dramaturgy named
“Vaman Ratoakar” These two authors were contenm-
poraries of Chandi Das and Vidyapati.”

At the time of Sn Chaitanys's nise in 1400 AD.
Raja Joyram Malls composed o drama nomed “Pandava
Vijoy™ ar “Sava Parva.”

I 1628 A.D. Raja Jagat Jayot Malla wrote a drama
named “Mudita Kuvalayaswa, Many European spolars
have mentioned this denma.  In 1629 AD. he also
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wrote two other dramas named “Hara Gowri Vivabia
Nutak” and "Kunja Behari Nataka" The article *Nepal
Blissa Nataka” by Probodh Babu has given specimens of
its lunguage.

"Let us go to the bank of Jamuna.

There the cool breeze blows,

And trees with new leaves adomn the bank.

Bees are humming there sweetly,

That aches the beart,

And vibrates its cords.”

The dramas of the time of Jagat Malla, son of Jugat
Jyoti, are “Malayn Gandhini” and “Madan Charite”
They were composed in 1670 A. D.

Mubimchopadhays Harn Prosad Shaste s.4., 0L,
bias mentioned the *Aswamedha” drama written by Raja
Jitamitra  Malla, son of Raja Jagat Prokash. He wrote
unother deama in 1687 A. D. named “Madag Sabvan”
Another drama of his pamed “Gopi Chandra”™ wns
written in 1712 A. D. The drama has been written on
the subject of Sannuyasy or ascetic life assumed by
Gopichandra, the then Raja of Rangpur, a district of
North Bengal. In this drama the persons drmmatis are
Raja Gopichandra, Udnna Padma and Muynumati showing
o close connection betwesn Nepal and North Bengal,

This dvama is different from other plays, Liere is no
abundance of songs and there is predominance of prose.
Its lmguage is mostly in old Bengali,. We give below o
specimen of it ;:—

Kotwal® :—1 am Kotwal of Maharsja Gopichandis,
Lord of Bengnl. My name is Kalings.

* Eotwal is bead of Pollee
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~ Blagi Khoru:—You have suid well; Taiy Khetu
Muhapatra-Kalinga Kotvar, just listen to 2 word of mine.
Khetu .— Yes, always (I shall).

Bha :—There is no other Bhagi Khora like myself
who is passing his days in happiness by capturing and
plundering everybody.”

Kheto :—You hove said right. 0, Kalinga Kotvar !
Lt us go to see your King and my king, Raja Gopi
Chandra.”

After Jitamitra, Bhupatindra Malla ascended  the
throne of Bhatgaon. He ruled from 1605 to 1722
A:D.

The Vidgs Vilip and the Mahabharat mentioned
husfore, were written in his time. Besides those, Probodh
Babu says, that in the Royal Library of Nepal there are
two more dramos “Madbavanal and Rulkomini Parinaya.”
There are also two ineomplete manuseripts of two other
dramas in Library.

Bhupatindra’s son  Ranjit ruled from 1722 to 1772
The Ram Charitra and Madhab Kam Konds Kala wene
written in his time.  Besides these, it s auid that ather
dramas were also written in his time.

(1) Usha Haron in 1754 AD.

(9) Andhakasur Vadbopawhyan.

(3) Krishna Charit Nutaks in 1788 AD.

(4) Madan Charita Kutha Nataka.

(5) Kolasur Vadhopakhywn Nataka.

(6) Ramayus in 1765 written hy poet Kashinath.

In addition to this, Probodh Babu hus mentioned
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two other dramas numed Gita Digamvar and Nala
Charita. They were composed not in the time of the
malla kings but at the time of the Ktamundu Rajus.

The Mulla Kings mentioned by ns were the rulirs
of Bhatgaon. Three sons of Joysthti Malla, ruled over
Bhatgaon, Khatmandu snd Vanapat. In the time of
Joyram Malls of Vanapat we hear of a sanskrit drams
mamed “Pandiva Vijaye” in 1496 A.D.

The songs of the drmas mentioned by us end with
the names of the kings as their composers, Only
the portions containing the descriptions of the kings:
and of the country uré composed in the names of
the poets. It is not always right to conclude that the
dramas were really composed by the Rajus, because the
songs end in their numes. The poets out of gratitude
might have written the plays in the names of the kings
because they were great patrons of learning. We
have mentioned before how dramas were written in the
names of Sudraka and Harsha Viardhan.

The old Bengali dialect, in which these dramas are
written, is supposed by many to have been the lsnguage
of the old Yutrns. Perhaps these dramas bear some
resemblimce to the old Yatms, During the Mahomedan
rule as we have already seen, dramas were veplaced by
Jatras und having received patronage of the independent
Hindu Kings, Bengali Dramas were alive in Nepal and
became more and more popular there

BENGALI DRAMA IN ASSAM

In Assam. 100, o drma has been found. in Assamose
language Composced by the poet Sankar Deva, The dramna
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consiste of one act. Tt is written both in poetry and

Sankara Deva flourished during the middle of the
Qixteenth Century. He wrote several poems nnd dramss |
as, Koliyn-daman Nat, Purijat Haren Nit. Sita Swaya-
myars Nat, Kotors Khols Nit, Rasa  Jatra Nat, Patni
Prosad Nat ete. Kaliadoman N&t may have some
resemblance with our Kalisdaman Jatra but we have got
no copy of it.

Parijut Haran Nat, has recently been printed. Sutri-
dhnra's invocations of the Gods and his conversations
are in sanskrit while the rest of the drama is written in
i wge akin to the old Beogali.  We give a specimen
below :—

Satya Bhama: "0, my husband ! Promise to give
me the Parijat tree”” Bn Krishng :—"0, my darling !
Sinful Narnkesura have robbed the Goda of all their
belongings by conquering them. First let me kill him
and perform the work of the Gods and  then shall  bring
Parijat.”

Satya Bhama :—"0, my hugband ! you have spoken

vight. First, do the wark of Gods and then bring the
Parijat tree. [ shall accompany you." g Tk sk Tl |

8ri Krishna :=—*You ure @ woman, it is not proper

for you to secompany me to the battle field. o sfaf | g%
Fay A = AT

Satya Bhama:—“0, my Lord! Thave @ number
of co-wives to whom ghall T give the Parijat: [ do not
quite anderstand, T ahall not leave your company.”

Qi Krishna :—"0, my darling! If you really want
b go with me then get yourself quickly ready.”
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(When Sri Krishna is about to start with Satya-
bhama, Nirada sppears),

Narada :—'0, Hari, T lave handly seen such a hen-
pecked husband, % ot gy oW s gews oy A You
could not leave your wife even when poing to battle
You are the preceptor of the world. Your glory i
sung in the three worlds, but you luve put me to shame:”

Heikrishng :—"0 Muniraj! What ghall T do. Far
Parijat, Satyabhama wishes to give up her life. How
ein 1 stand Ler importunities ¥

Narada —"Tt will take two or four years to go there
with wife For speedily doing the work of the Gods,
do one thing. Your camvier is Garara bird, ask him to
wme.  Get upon his shoulders ond kill Narmkasura
quickly.”

Srikrishna (turning to Satyabhama says) :—"0, my
durling. The saint has spoken right."—sik fa¥ | gh W
o |

Satyabhama :—0 my husband.”

Grikeishna thinks hie carrier, “Come Garura the king
of binds, come quick.” WS ¥, T WY |

Sutradhara (in sanskrit) :—Garors then bowed down
to Krishna with joined palms.

“Get npon my shoulders and proceed to the villnin's
place.”

Garirs “—“0 my Lord! Why should you walk
when T am living ?  Get upon my shoulders, kill sinful
Nambmsura.

tam! o ofd g e W Lirioes o S

oW GO W w0 fEn |
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Sutradhar -—Then Srikrislna  got upon Garora's
shonlders and proceeded cheerfully. Sutradhar then cited
a slokd in Sanskrit and proceeded faet us the wind and
blew his conchshell “Panchajanys.”

SONG I*
<l i e 9
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Giovinda proceeded on (Garura’s shoulders.
Made preparations to sliy Nuraka.
The prinee of birds proceeded with the swiftmess of
the wind
In o moment, the Lord arrived,
Capuble of assuming every form at will,
Hari blew his conchshell again and again
Hearing that sound the Giant trembled at his heart.

Sutradhar in Sanskrit sloka narrated the events and
supplied the want of the modern programme. Songs
and dialogues were all in Bengali. The above drama shows
that the Assamese might huve made advancement in
drama, but the fact that it is akin to Bengali dmma
shows its influence there. Thos during the Mohomedan rule
Mithila, Orissa, Assam and Nepal, at least, maintained the
glory of the Bengali drama.

AT MARIPUR
The people of Manipur in Assam who are said to be

"+ Tune, Katiern Tiag-

22
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Jescendants of Bavrnbahon, son of Arjun and Chitrio-
gada, bear o great affinity to the Bengali Hindus They
are by creed Vaishnavas and are very fond of musie.
They often sing songs of Srikrishna in Kirtons (o the
accompuniment of khols nnd kartale. The danghters
of Manipur, till their marriage, learn with great care to
sipg and dance along with other domestic duties. The
songe telute always to Srikrishna, and though their dislect
i different from the Benguli language, but their songs
are nothing but broken Bengali. Their dances are more
snteresting and sweet. During the Rash Ceremony, & big
quditorium Jike an Amphitheatre is built when the maids
(Laisabis) elad in velvet and muslin scarf enter the
arena and bowing down to the superiors begin to sing and
dance, Their dunce, oriental s it is, hns been much
apprecinted by the world-renowned poet Rabindra Nath
Tagore.

Everywhere in India the influence of Vaisnavism
i prominent. Indeed Vaishnavism, inflnence of Maha-
prabhu and dramas of Rupa  Goswami contributed much
to the development of Jatra and Theatre, and we have
given rather an elaborate description of Jatra as it
helped o great deal about the growth of the Bengali

Ly
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THE INDIAN STAGE

DURING THE EARLY ENGLISH SETTLEMENT.

PLAY HOUSES.

CHAPTER L

INTROBUCTORY.

Hitherto we have traced the evolution of Indian drama
from the earliest time down to the rise and progress of
the Jatra in Bengal. We now come to a very important
phase in the development of the Modern Bengali Stage.
Many modern institutions of the country owe their
present day forms to the influence of the West, and the
modern Bengali Theatre is one of them. Bengali drama
is no doubt of lineal descent from the ancient Sanskrit
play, but, in course of time, the Bengali stage has imbibed
many things from the West, and these imnovations or
changes, came to be gradually and slowly introduced from
the time of the Early English Settlement in Caleutts.
We intend to study these changes in their chronological
order which led to the foundation of the modern Bengali

Stage.
SOURCES.

The exrly history of the English theatre in Calcutta
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is wrapped up i vomance like the cirly history of the
East India company. Very few chapters in history are
more thrilling, more romantic, or more awful than that of
a daring body of adventurers or traders prompted by a
spirit of enterprise and guin, that, even inspite of them-
selves, brought about » wvust revolution in the political
history of the world. Tt is a truism that Englishmen,
wherever they happen to be, seldom forget their national
amusements and the early English theatves of Caleotta
rose out of their social gatherings [ormed smongst the
early settlers for their own recrention. The accounts of
these theatres are highly interesting on account of their
influence upon the ewdy dramatic performances of the
Bengalees of that time. Unfortunately, we possess no
connected history of these interesting events but disjointed
aceounts seattered about in various seraps and papers.
We, however, propose to present them, us far us possible,
in their historical sequence.  The following are the chief
sources we had to depend for our materials :

I The old maps of Caleutta of different periods
pointing to ‘theatre’ at particular localities :—

i Plan of the territory of Culeatta as marked out
in the year 1742 exhibiting likewise the mili-
tary operations ut Caleutta when attacked and
taken by Serajudduls on the 18th June 1756.

il. Lieutenant Will's plan of Fort William and
part of the city of Calentta published in 1753

iit. Colonel Murk Wood's map of the year 17584-
1785,
iv. A. Upjohn's map of 1704 tuken in 1792-1793.

v. Mr J. R Schaleh's map of 1825,
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vi. Major H. L. Thullier's map of 1847-1849.
This is the most duthentie souree as to the site of
the various theatres.

. The varions accounts given by (i) Phillip Stan-
Lope in 1774 in his “Genuine Memoirs of Asiaticus” (ii)
Mre. Fay's letters written in 1750 (iii) Accounts of
Miss Sophin Goldbome, anthoress of *Hartley House™ in
1789, (iv) Letters of the Hon'ble Miss Emily Eden in
1857-1840, (v) Memoirs of Mr. J. H. Btocqueler in
1830-1841, (vi) Mr. R. C. Sterndale’s acconnt of the
various ‘Pattes’ including that of the “Calcutta Theatrs”
giving an account and position of the same.

. Mr. Hicky's Bengnl Gazette of 1780-1782,
The Caloutta Gazette from 1787, The Bengal Hurkurs,
John Bull, The Friend of India and Asiatic Journals and
newspapers and periodicals with the contemporaneous
events=—forming the next important source of authen-
tcity.

IV. Rev.J. Long’s “Calentta Old and New”, Mr.
W: H. Carey's “Good old days of the John Company™,
Dr. Buosteed's “Eehoes of Old Calenita”, Sir Evans
Cotton's (formerly Mr. H. E. A. Cotton) “Calentta Past
and Present”, Mr. H. Blechynden’s “ Caleutta Past and
Present”, Mr. Macfarlane’s “Notes on Hurtley House”,
Rev, Walter Kelly Firminger's remarks on Mre. Fay's
Lattors and the “Asiaticus”, and stly Mr. E. W. Madge's
two articles in the “Statesman” of October 1005.

V. Besides the above mentioned sources, we have
tried to gather certain informations from the lives and
letters of the pioneers of the modern Bengali Stage and
of other famous Bengalees of that time,
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THE PLAY HOUSE

The earliest theatre in Calcatta was the Play House
in Lalbazar Street standing at the north-east corner of the
Mission Row. Its position was beantiful, standing at the
north-cast of the Great Tank, Mission Row (then called
Rope Walk) forming the eastern side of it, as the present
eastern side of the Dalhousie Square did not then exist. Tts
position has been indicated in Will’s map (1753) as being
the south-west corner of the present Caleutta Police office
and not to the south-west of the Tank Square us Sir
Evans Cotton puts it.*

Rev. Walter Kelly Firminger, as representative of
the Caleutta Historieal Society, further discovered an old
wall to the west of a Jute Godown (now the four-storied
hig house at No. 8 Lalbazar Street) to be that of the old
Play House;f which gives rise to the suggestion that
the premises No. 8 Lalbazar Street, opposite the Police
Headquarters formed a purt of the Play House. The
present site has yet u faint semblance of a place of
amusement nnd a comparison of maps of 1753 and later

periods wonld show & near approach to the location
attributed to it. §

Mr. Firminger writes —

The facade seems to betoken n place of some
consequence in its day but of the old building
the facade alone remains and all bebind it is
a Jute go-down built some 50 years ago by

* Calentts OM and Now Page 001,

t Bengal Past and Prosent, Jomary 1009, an ariclo by Mi=s EL M.
Dienomond.

f Bengzal Past and Prowsnt . 178 Vol. 1, December 22, 1907,
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Messrs, Ralli Brothers, Tt is conjectured
that the fscade may perhaps have belonged to
one of the famons taverns, but may it not be
possible that we have here still with us a
portion of the original theatre which is known
to have stood close to the corer formed by
tank and Rope Walk Square?*

The English had thus « theatre even some years
before the Government passed from the hands of the
Nawab to the Eust Indin Company.

Sir John Clavering and Hon'ble George Monson,
(colleagues of Warren Hastings and Bir Philip Francis in
the Couneil) lived in Rope Walk subsequently, and almost
opposite to it to the morth was the Old Court House
where St.  Andrew’s Church now stands. Being just
opposite to the Old Fort towands the east and there being
no house intervening, the Play House served as an
advantageous position of offense for Berajuddulah who
setzed it, and thus played a prominent part in his siege of
Caleatta in 1756.

The old Englich Chorch of St. Anne founded in 1709
and standing at the junction of the Clive Street and
Dalhousie Square North, to the west side of the present
Writers’ Buildings, was also stormed and destroyed during
the sbove ciege and after things were settled down to
the advontage of the British, a proposal + was on foot to
comvert the Play House into a Church and was actually
eommunicated to London.

* Bungul Past nnd Prosout p, 175 Vol 1, December 22, 1907,
T Hyde's Purochinl Annals of Beogal,

23
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The Conrt of Directors, too, gave the necessary sane-
tion on March 3, 1758, in the following correspondence ;—

*We are told the building formerty made nse of as

Theutre may with a little expense he converted

Jnto s Church of public worship as it was built

hy the voluntary contributions of the inhabit-

ants of Calentta. 'We hope, there can be no

difficulty in getting it freely applied to the

before-mentionud purpose especially when we

authorise you to fit it up decently at the
Company’s expense; as we herehy do"— *

The above proposal thongh sanctioned was not, how-

ever, earried into effeet.

We get 1 mention of thi= Play House and the condi-

tion of the Church in Philip D. S8tanhope’s account given
in October 1774 :—

There is a noble play honse—hut no church the
want of which is supplied by a spacious apart-
ment in the Old Fort, adjoining the room g0
well-known by the name of the Black Hole
and rendered famous by the deaths of our
unfortunate countrymen  when the Nawab
Bemjuddula took Calentta by storm.

Stanhope’s “Asiations,” page 39.

This is a faithful account of the times but the
annotators have made & mess of the whole thing and we
fail to understand how Mr, Firminger in editing the pages
of the above hook conld =0 unhesitatingly ohserve :—

““This is not the Pluy House in Lalbazar so famous

* Wilson—01d Fort Wiltiam, Vol. 17, juige 100,
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in the story of the siege of Calentta in 1756,
Dut the theatre which had been erected on the
site i now oompied by the husiness house of
Messrs Finlay Muir and Co”

The house mentioned here by Firminger wos the
sCalcatta Theatre” which was built i 1775 or the early
part of 1770, the Patta® being granted in June 1775.
This was called the “Now Play House” to  distinguish it
from the “Old Play House” of Lalbazar. Knowing that
the New Play House did not come imto existence when
Stanhope visited Calentta, in 1774, we wonder how M,
Firminger could hive made the mistake Again, Rev.
Long wrote an article in the Calcutta Review (Vol.
X VIII) containing, amongst others, the following observa-
tions i —

“Near the Ol Court Hounse in the north-west
comer of Lyon’s Range, stood the Theatre
which in the siege of 1757, was turned into 2
Battery by the Moors and annoyed the Fort

very mueh.”

The above was copied verbatin in “Old Calentts™
published by Newman and in W. H. Carey's “Good old
days of the John Company,” and we are bound to say all
these gentlemen are not uccurate. The theatre heve referred
t0 is also the Caleutta Theatre which did not come into
existence in 1756 or 1757, and the plan T of 1742—
1756 alsa points to Battery not heing here, but to the eust
at the junetion of Lalbazar Street and Mizsion Row,

That the Play House at Lalbazar existed in September

* Vide Sterudale s Acconnt of Pattes-
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1774 during Btanhope's visit, is also true. Hicky’s Bengal
Gazette, the first news-paper of India, started in 1780,
four years after the opening of “the Caleutta Theatre™
and with advertisements of the same, mentions also the
old Play House as u place of anction—
“Auctions at the Old Play House for sale hy Private
ocontract.
Willivmson—Vendu master to the Hon'ble Com-
pany.”

This was one of the places uzed as an Auction House,
anil we agres with Dr, Busteed that Williamson the nue-
tioneer =6t up here afterwards, *

The Play House no doubt existed, but there was no
performance.  This is also elear az “theatre” s not in-
coded in the list of mmusements (balls, card purties,
frequenting of Enropean shops, Hooka-smoking) in the
aecount given by Mr. Stanhope.

Mr. Madge howover mentions that a ballroom  was
nttached to it and English ladies used to dance here.  We
find no authority for this and we find that by quoting
“Asigticus” from two separate pages 30 and 84 on
different subjects, he (Mr. Madge) hus confounded the
readers. The Play House was mentioned in page 30 and
dancing by English ludies as compared to that of Indian
ladies was described in page 34, one being distinet from
the other. We give the following bere from page 3+ :—

“But extravagant as the English are in their Hooks,
their equipage and their tables, yet dll this is
abeolutely parsimony when compard to the
expenses of a semglio; o luxnry which those san

* Echoes from Old Caleutta dth Edition, Page 120,
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enjoy whose rank in the service entitles them to
a princely income and whose harem, like Stite
horses of a monarch, iz considered 83 o neces-
sary appendage to Eastern grandeur. However
you wounld think even this extravagance in
some degree pardonable, had you once ex-
perienced the attractive charms of an Asiatic
beauty. 1 have seen ladies of the Gentoo
caste, so exquisitely formed with limbs so
divinely turned and such expression in their
eyes that if you ean reconcile yourself to their
complexions, you must acknowledge them not
inferior to the most celebrated beauties of
Europe. For my own part, T already begin
to think the dazeling brightness of n copper-
eolonved face infinitely preferable to the pallied
and gickly hue which banishes the roses from
the cheeks of the European fair and reminds
me of the death-struck countenance of Laznrns
risen from the grave. The English Indies are
immoderately fond of dancing, an  exercise
ill-calenlated for the burning climate of Bengal
and in my opinion however advisable in cooler
latitudes, not a little indelicnte in & country
where the inhabitants are covered with no
more clothes than what decency absolutely
requires. Tmagine to yoursell the lovely object
of your aftections ready to expire with heat,
every limb trembling and every feature dis-
torted with fatigue and her partner with a
*Muslin™ handkerchief in each hand employed
in the delightiul office of wiping down her
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face while the big déops stand impearled upon
her forehead”
From the ahove there is nothing to justify My. Madge's
uesertion that a ball-room was attached to the theatre,

The Play House was conducted by amatenr performe
eré and was frequented by high offidale In 1772
its managers sent home s present of two pipes  of
Maderia to David Garrick in acknowledgment of the
trnubltt, which they said, the great actor had taken to
promote their theatrienl attempts in this distant quorter

In the map of 1702 (Upjohn) we do not find any
trace of this Play House which possilily ceased to exist
bofore that yesr. We do not find any tmee of the Play
House in the “Calentta Gazette” of 1787 ind Williamson
Brothers weve seen fixing their Anction-honse at
the spacious house of London Tavern. We do not also
find any trace of it in Wood's map of 1784,

In the contemporuneons secords of 1782, we find o
civil suit for ejectment of George Williamson from this
‘house by Robert Palk, a Judge of the court of Chancery
who had committed Mabarajn Naundo Koomar to the
eonrt of Sessions.  Sir Elija Impey writes in Lis order —

“The house had belonged to Robert Dobinson
formerly the Company's anctioneer and had been mort=
goged to Palk by Dobinson. Pualk st year obtained
& decree of foreclosure for his honse and Mr, Willismson
Wwas there in possession of the house and would not quit
the house uatil ke was turned out by the sherfl on un
order founded on the decres signed by me in the vacation.
It was beund.  Willinmson was put into possession by
Palk in June 1777, and rewoved in person &l Lt Oet,,
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1791."% " Tims the Play House musgt huve ceased to exist
sometime between Oct. 1781 and 1754 AD.

Very unfortunately we possess no detailed account
of this early English Theatre, nor as to what plays were
performed thers, as there wus no Gazette, nor newspaper
ut the time. It was very likely thot Messre. Druke and
Halwell took some active interest in it as it appears thot
the house though built by volimtary subseriptions was
patronised by the Company. The rest. however, is lost
in the hoary mist of the past. :

THE CALCUTTA THEATRE
[ ¥ew rray mouvse ]

The most important English Theatre: that gave an
impetus to the fonndation of the Benguli Stage was the
“New Play House™ as distinguished from the Old Play
House and was  popularly known a= the *Calcutts
Theatre.” The Patta 7 of the land was granted in 1775
(June 1st) for 5 Bighas of land which, ns the map 1742-
1756 (No 1) shows, had been occupied by M Eyre
who parished in the siege of Calentta in 1756, and the
New Theatre opened sometime in antumn 1776 or some-
time earlier than that. The maps of Wood 1785-58 and
of 1792 by Upjohn pot “thestre” (the old Play Honse
lwving disappeared by this time) at the north western
eorner of Liyons Range behind the Writers' Buildings
snd Miss Sophia Goldborne authoress of “Hartley Honse™
ulso mentions it in 1789 thus —

At the back of the "Writers' Buildings is the Culentts

* Booords of tha rese of 1752 Jan, S0, Be Holses Palk . Ghoorge
Willismeon: Vide also Betgal Present am) Past 1000, pags 41, ot 1o

¥ Vide Stermbali's seconnl of Putins,
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theatre and inside of which I am informed on good
anthority that it equals the most splendid European
Exhibition."*

The Patta of the Writers' Buildings granted in Octo-
ber 1776 puts the northern boundary “by & road leading
from the south miling of Play House by the house then
in the occupation of Jumes Higgins, merchant (o the
China Bagzar. +"

The position of the theatre and arrangement of the
same is further denoted by an advertisement § “in Caleutta
Grazette”—announcing under the heading  “Calentta
Theatre”, the following notice :—

“On the western entrance of the theatre ar opened
two gateways for general accommodation. It
is requested that ladies and gentlemen will
order their bearers to carry in at the south
entrance or that nearest the “Old Fort” and
pass through the compound at the northem
gate or that further from the old Fort.  The
rule should be observed on returning from
the theatre also.”

The position of the old Fort built in 1602 nd
dismantled in 1810 was to the west of the Writers’
Buildings wnd Holwell's monument, on the otherside
of the old Fort Street, whereon now stands the Customs
Himse,

The Patta sbove referred to for “the Theatre” was
granted nnto seventy-four gentlemun including Warren

* Hartley House, pages, 55-50,
+ Vide e }:’d: Kathioen Blochynden's Caleutta Pusi aod  Premend

Page 7L {1905
1 Thimsday Nov, 180th 1756,
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Hiustings, General Monson, Richard Barwell, Chief justice
Sir Elijah Impey, and justices J, Hyde, John Chambers
and 8. C. Lemaistre, for 5 Bighas 19 cuttaz and 12
clihataks of ground situated in Bazar Caleutta for the
New Theatra which formerly belonged to John Carliee
Esqr and subscribers” Rent Rs. 17-18-8 per anmmm in
the Cutchery of the Calentta Division, this 1st June
1775, No. 27 (patta) and collector's offiees.®  As we said
before, this theatre was not in existence when Stanhope
visited Caloutta. ¥

The Calentta Theatre was go well-known that & small
lane to the eust, is named after it in the same maps as
Theatre Street, not the present Theatre Rond which also
ie named after another well-known Theatre of a later
period,

In the next map of 1825 by Major Schalch, we find
the place converted into New China Bazar and before
that time we find an advertisement published in the
Calentta Gazette of the 1st November, 1808 about the
last trace of the Thestre:—

“Whereas the house and buildings called *“The
Theatre,” wherein Mr. Raworth established an
auction, was lately purchased by Babun Gopi
Mohon Tagore, who has constructed severul
buildings which be intends for a new buzar
known by the name of the new China Bazar,

* Chap, IV of "An Historical acoonut of the Caleutts Collectorate” by
B . Btemdals, page DL

t Philip Stanhope an afficer in the ot reginent of dragoons gy
came (0 Iniia i 1774, He was e victhm of disappointed love, the lady
to whoos he was attsched not being allowed by ber Esther t0 go to Indig,

24
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notice is heveby given to the public from and
after the twentioth day of November, thip

of the New Cling Bugas behind the Wiigers'
Baildings will e opened where Eurapean s
other articles of every deseription will be
found for sale.”

The history of the Caleutts Theatro thins continges
from 1775 to 1808, and it is on this site Messrs. Finlay
Muir and Co, had their business firm xome years ago and
it present are situated the firm of Messrs, James Finlay
and Co. Limited at No, 1, Clive Street.

The locality was best sited for a theatre, and we haye
ot the autharity of Dy, Busteed,* that Sir Philip Francis
vecupied & hovsé behing it Sir Philip wiote to g friend
“Here I lie, master of (o linest house in Bengal with
bundred servants, coumntry house and spacious guridens,
horses and carringes efe.”

“Where was this vaunted house"? Axked the Doctor ;
and he tells us “Tt iz stated by a witness ui g4 trinl in
Calentta in 1778 in which Franeil was thie principal and e
recognised the defendant ¢ My, Francis who lived beyond
the play house, which must be the Caleutta theatre,” A
reference to the maps also shows that the Louse, evidently
large and beautiful, standing about this tjme nearst o
the theatre on the narth was the one ut the cormer of Okl
Fort Ghat Street and Clive Street ; there was no house
near it and its site exactly corresponds with that oceupied
afterwards, by the Orjontal Bank which Francs had
vecupied before,

A map of the Ol Fort now banging in the privats
Dz Bustved's Caloutin dth B, Pagn 120,
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reading room of the Tmperial Library, Culentta, confirms
THE PERFORMERS

On the site described above, the Calentta Theatre was
built at the cost of about “one lue rupees” raised by a
stbseription from the leading members of Caleutta society
of those days and even the Governor General, the Chief
Justice, members of the conneil and other judges of the
stpremé Court were subscribers und members interested
in the Theato and the actors were all respectable people.
Miss Sophia Goldborne gives 8 very nice deseription of
the theatve as she saw it in person® :—“The performers are
all gentlemen who receive no kind of eiapensation, but
form a fund of the adnission money to defray the
expenses of the house. Tt consists only of pit and boxes
to be adwmitted to the first of which you pay eight rupecs
(208), to the last » gold mohor (408). It is therefore no
wonder that the house is about the size of the Bath
Theatre and consists of Pit and boxes only, first an ares
in the centre, the second a range of commodions enclosed
or rather separated, seats round it, from one comer of
the stage to the other. No expense has heen spared to
gratify either the eye or the ear; a very pleasing band of
music saluted the present Governor on his entrance and
the pit was crowded with spectators. Tt is lighted upon
the English plun with laps at the bottom of the rtage and
girandoles ut proper distances with wax candles coversd
with glass shades as in the Verandahs to prevent their
extinction, the windows being venetian blinds and the free
ciroulation of air delightfolly promoted by their situation.”

* Vide Hartley House, pages, 55—30,
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Mrs, Fay also sayst “The honse was built ap hy suh-
seription. It s very neatly fitted up, and the scenery
#nd decorators quite equal to whut could be expected here.
The parts are entirely represented by amateurs in the
drama, no hired persons being allowed to act. I assure
you I have seen characters supported in o manner that
would not disgrace any European stage.” Miss
Sophis iowever was beside herself with joy when on seing
one of the performances sho wrote :—

“The charucter of young Meadows was VeTY agree-
ably supported by one of the company’s
writers, a young gentleman that visits at Mr.
Hartley's and is in a rising way—Hawthorn
was performed by an adjutant in the artillery,
Deborah Woodcock by poor Doyly's patron
who has much pleasantry, Rosetta by a young
gentleman in the law department, Lucinda by
the son of an east India Captain and in like
manner were other charneters filled up and 1
do declare upon my word and honour thut T
was #s well entertained ps if the female parts
had been snstained by fomales—and again
wish in the cause of morality the custom eould
be re-established in England. The scenery
was beautiful and dress superh. Here Golo
conda’s wealth in all its genuine lnstre astoni-
shed the beholder and profusion of oma-
mental pearls were disposed with good taste ;
in a word, whether it was the poet, or the

T Mru F was (he wife of & Barrister who left Caloortn in Aug 1783
and enme ngnin [ 1794 She imprisonal by H Aliin I"!llf
ilting Mrs. Hastings at Delvodooe Homes Co! Mooat s
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performers, or the diamonds, or the air of
enchantment, they all together certainly wore,
I know not, but so plensing an effect had the
whale upon my mind that T forgot Doyly, my
native country, my Arabella and my mother
and for the only period of my residence st
Bengal was completely happy.

“Beveral country-born ladies figured away in the
boxes and by candle light had absolutely the
advantage of the Europeans, for their dark
complexions amd sparkling eyes gave them
appesrance of animation and health the Eu-
ropeans had no pretensions to do and their
persons are genteel and their dress magnificent,
wherens on the other hand, paleness and
langour told the country of my birth and wem
not to be concealed or compensated by all that
polite negligence or accomplished manners
could do.

“The pit was full of gentlemen of every denomina-
tion. .

“As for myself, my attention was so engaged by
the piece that my heart several times asked if
it could be possible I was at the distance of
4000 miles from the British metropolis.”

“Hurtley's Honse"—page 202207,

The above are left as excellent reminiscences * of a lndy
possessed of grent vivacity and enlture and this along with
* Mr. J. Macferlane in editing the pages of Hariley House says of it =—"A

romarkabis book (hat throws u fiood of Hght wpou the Auglo-Indian Sonisty
it ot of the most interesting periods of the bistory of the Indian Emgire®
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the Pattn and some aceounts at the Gazette form  unlike
that of the old Play House, exeellent reconds a5 doctmen-
tary piece n!ﬂrideumahoutthuuuﬁhistorynfﬂm
Calentta Theatre.

PERFORMANCES

In 1780, Hicky's Bengal Gazette was first published
on the 20th January and it is noticeable that the first
sue contained an advertisement about the staging of
the comedy,—Beaux” with the farce of “Lethe”

About o year after, ngain, we lind an interesting
review in the cohunns of the same Guzotie on the staging
of “Tragedy of Venice preserved” and farce of “Musicial
lady” which throws much light on the performunees
here :—*“Captain  Call play'd Jaffir adwirably well and

may be justly siyled the “Garrick of the East.”

“When the Tragedy King entered in Pierre, o uniyersal
theill ran through the house and when Lo teseribed him-
self,  fipe gay bold-faced villain—*a general concurrence
of whispers scemed to pronounce—A V—he tuly is
He was stiff without dignity and sonorous  without
meaning, totally void of ariginality, mounted and, hobhling
on the Right Toe of imitation.

"Renault wus well supported by Mr. Pawson who
plisyed his part also in the entertainment with uncommon

upplause.

“Captoin  Robinson was as pleasing in Prinli ns the
part would admit and highly <o in the entertainment.

“Mr. Norford pliyed Belviders with sueh an un-
common glow of features and uiternnoe and  was so
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characteriatic in’ the description of madness as to procure
him (as usual) nniversal applanse—

“Phe actors of the inferior parts were not totally
devoid of merit”

Vide Hicky's Glazetes, 27th Janwary 1781,

From the above and similar accounts and  description
in “Hartley House”™ we cannot bear on with Mr. Carey
that “theatrical talents must have been at a  very
low ebb indeed”—a view lately shared hy M.
Madge, Mr. Cotton and Mr. Macferlane, the editor of
“Hartley Houze." They quote Mrs. Fay who was of
opinion that “a gold mohor was really too much to bestow
upon such a temporary gratification” and their opinion
it based upon this material.  Thongh we ngree with Mrs.
Fuy that the price 40s (a Mohor) was too much for s
seat, however entertaining the performance, we are not
ready to accept the wrong nesertion that theatrical talent
was st 4 very low ebb as she also regretted in the letters
that were she not debarred by the expense she shonld have
sdldom missed a representation. Her deseription of the
performance of “Venice Preserved” which she witnessed
was not also less enthusinsticc. ' We guote the following
whicl she wrote in March, 1781 : about the time when
the equolly enthusiastic review in the “Hickey's Bengal
Guuette” was published :—

“T shall wvail myself of this oecasion nnd eloss
this letter with u few remarks on onr theatri-
cal smusements, T assure you I hove asen
chameters supported in a manner that would
not  disgrace any European stage—*Vinice
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Preserved” was exhibited by Captain Call of
the Army. Mr. Droz (s member of the
Board of Trade) and lieutenant Narfar in
Jaffier, Pierrs and Belvidera showed very
superior theatrical talents"*

It was about the years 1789-00 M. L De Grandpere,
an officer in the French Army, undertook a voyage in
the Indisn ocean and to Bengal and from his account ¥
as translated into English we get the following adverse
version :—"Close to the old fort in the Theatre which
docs not accord in appearance with the general beanty
of the town and in which there are seldom dramatio
representations for want of performers” We agree with
the editor that this reproach would never have been
uttered, had the French been the original settlers in
Calcutta.  Apart from the fact that since the time of that
traveller, several theatres have been built and destroyed,
vontemporary records also prove otherwise.

The “Calewtta Gazette” which made timely references
to the plays also supports our view about the exesllent
performances of the Caleutta Theatre—thus negativing
the theory set up by Mesars Carey and Madge that
“the performances of the Caleatta theatre were at a very
low ebb.” We give some instances :—

(I} Thursdoy Janwary, 17, 1788 + (.G,

“The first floor on yesterday evening went of somewhat
paradoxically, The principal parts wers cortainly played well
—young and old. Whensay, Mrs. Pattipan, Nancy Tartlet
nnd Furnich apoke and acted with spirit and bumour, Yet the

* Vide M. D, Fay’ Letters Duted Pth March 1781
1 Vol. T Cal. Review 15H, Shore's biography,
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whole performance guve salisfaction and met fow plaudits of
approbation.

“The Filch of Bacon" had more success. Many of the airs
in it received applavse and particularly a lively one sung by
Major Bambo whose comic attitudes, dress and manoer
ropeatedly excited bursts of laughter and general entertain-
ment

“The ncting manager of the theatre who hne ever shown
the grest attention to promote cotertainments will, we trust,
excuse the hint of the correspandent, as one of the prinoipal
musical gentlemen of the settlement i soon about to take his
departure  from this country. The poor soldier who wans so
tmiversal n favourito may not be forgotten while hﬁmbg
ance introduced to such advantage.”

(2) "Richurd ITI played on 25th January, and 1st Feb........
boxes one gold Mohor, pit eight sicea rupees.

“We agree In the general opinion that the whole performance
went off with well-merited eclat,

“The part of Richard was given in thut masterly style which
charaeterises “our Roscins™ and though the charncter requires
all the exertions of a first-raté performer in the full possession
of every faculty, it was impossible for the most eritical eye
to ohserve the smallest want of activity, even in the most
bustling scenes notwithstanding the late sovere illness nnder
which the gentleman who represested it, hos so long laboured
and from the cffects of which he is yet but imperfeetly
recovered.

“The chamcter of Buckingham is ‘a very important one in
the performance and it was well-supported

“The eldest of the Princes spoke distinotly and collectedly
but the youngest was rmther too young to bo heard The

* Quintus Rowcine, u Boman netor, bocame so famons upon the stage
that every sotor of superior talents 10 his conlemporaries, has been since
callal the Roscivs sht (laarick and Girish,

25
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seenery in penernl was excellent particularly the camp-scene
in which Richard’s pavilion was very Ingeniously contrived.

“We understand the favourite musical piece of the "Poor
soldier” and Foote’s “comedy of the author” are in rehearsal
and will be performed on Tuesday nest—"Caloutts Gazefte
Stk Feb., 1788,

(3) Oct 2, 1788 “Tragedy of Mobomet.”

The spirit of the performers engnged the feelings and
attention of the speetators through one of the most oppressive
evenings that has been experienced this year.

(4) Oect. 20, 1788, “Saltan and the upholsterer,” Box 12,
it 6 (Prices lowered)

“The above farces wore performed last night before a
pumerous and elegunt audience. From the general exeellence
in the variety of comic humonr displsyed by the performers,
it would not be candid or graceful to select partial sentences.

“Calentta Gazette” 30 0cl,, 1788,

(5) Bth Feb, 1784 Henry IV, Part T 22nd Feb, 1788, Do,
IT part.

“Bath the 1st and 2nd parts of the play are perfeet master-
picces in this kind of writing, the trgie and comie parts being
so finely conneoted with each other ss to render the whole
vegular and complete, yet contrasted with such boldness and
propricty ns to make the varjons beuuties of cach the most
perfoctly conspionous. The chameter of Falsaff ia one of
the greatest originals drawn by the pen of even the immortal
Shakespeare and in the charucter of the Prince of Wales, the
hero and the libertine are so finely blended that the spectacle
cannot avoid perceiving even in the greatest levity of the
tavern-rake the most lively traces of the afterwards illustrious
chinmeter of the congueror of Frange,

“Dr. Johnsou says “None of Shakespeare’s plays are more
rend than the 1st and 2nd parts of Henry TV. Perhaps no
nuthor has even in two plays afforded so moch delights. The
great events are interesting for the fate of Kingdoms depends
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on them. The fighter ooccurrences are diverting and exeept
one or two sufficiently probable the incidents are multiplisd
with wonderful fertility of invention and the characters diversi-
fied with the utmost nicety of discernment and the profonndest
skill in the natare of men.”

*T'he representation of such a character as Falstaff* requires
wvery uncommon and eccentric powers. It iz only one of all
Shakespeare’s, nover (we believe) evon sttempted by Guarrick
who certainly thus tacitly scknowledges his wnnt of the
requisite talonts to do it justice, The gentleman who per
formed the part on Friday night though he gaveit almost
ontirely after n munner of hiz own, conveyed the humour of
his author very irresistibly to the nudience.

“The Prince of Wale's vemastility was  well-portmayed.
Hotspur was the charneter he ropresented and indeed the whole
play was more corrcetly exhibited than any we have scen this
goason. The house was thin: scarco any ladies and of the
fow who did honour the representation with their presence
several quitted the house before it was half over from which
it may be presumed the “Fut night” is no favourite of the fair,

—*Caleutta Gazetls, 28 Feb., 1785,

(8) “Mr. Copeland’s benefit on Monday night fell rather
short of the cxpectation, the house being very thin when the
present state of the weather is considered which renders it
extromely uncomfortable to be shut up for several hours in
the Theatre, The circnmstance is easily accounted for without
attributing it to any disregard for Copeland’s merit which
stands very well in the opinion of the settlement if & connee-
tion may be drawn from the respeetable Company who did
honour him with their presenco.

“The farce of ‘Polly Honey Comb' does not profess much
to recommend it The charmeter of Mrs. H. is extremely
disgusting and  Polly though an eccentric character has no
peculiny humour nor are there any very lndicrous or interesting

= 1t hat boew eatd (it Falsteilis the summil of Fhakespaire’s ponius.
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scenos botween her and either of her lovers though much
might easily have been hrought about.  Ae such, so much was
made of it however on Monday night as possible.

“The Waterman” ns usual was received with infinite
applause. Robin fell nothing short of his former excellence
and the now Dundle we think by far the best we have seen
in the churacter—"Calewdin Gazets™ &t Mook, 1TSS,

Indeed “The Caloutta Theatre” etaged a number of
plays—chicf smongst there were Hamlet, Richard the
third and other Shakespearean plays, Tragedy of Mohomet
and we find in *Calenita (Gazette” of 26th January, 1788
—the parts of Richard and Buck wore excellently ren-
rered.

In 1784, for the better accomodation of ladies and
gentlemen of the Settlement the gallery was divided off
into boxes. The spectators however had not much cul-
ture and would have expected hilarous laugh even in
tragedies.  Such o tendency had a (deteriorating  influence
on the artists (especially if they are not paid for their
labours) who try to play into the gallery and about which
Mrs. Fay expressed displeasure in one of her letters:—

"One of the chief inconveniences in  establishments of this
kind is that performers being independent of any control will
sometimes persist in taking parts to which their abilitics ame
by no means adequate. This throws an air of ridicula over
the whole as the spectators are too apt to indulge their misth
on the least opening of that kind. In fact many go to see 8
tragedy for the express purpose of enjoying a laugh which s
certainly very ill-liberal and must prove detrimental to the
opes of an infant institution ke the ove in question

Mrs. Fay's observations were justified, for the theatre
to put on boards “performances of a medioere description™
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as “She would and she would not”, “High Life below
stairs”, “Comedy of Foundling”, “Like Master like
man”, “Behool for scandal”, “Farce of citizen”, “Barnaby
Brittle” ete.

Female purts, as we have hinted before used to be

played by males, though sometimes langhted at, but the
anthoress of “Hartley House” pressed for the absence of

women on grounds of morality. This is what she

wrote :—*
“Though you must understand the stage of Calcutta

is under regulations which Britain has re
nounced, for there are no female performers ;
and T could most heartily wish that thiz re-
proach of morality could be done away with
in England. The custom, you know, is foreign
and alone imported by the polished Charles
on his return from exile in foreign lands ; and
you will not attempt, I am persuaded, to
deny that this fatal change in theatrical politics
has rendered the play-honses so many nor-
series of vice or public seraglios far more cen-
surable and licentious than any the Eastern
world contains ;—for the difficuity here is
for any male individual (except their owner)
to get into them ; whereas in your metropolis
every nocturnal exhibition of even the most
sentimental drama is an advertisement whepe
gentlemen on certain conditions may be
sccommodated with a temporary companion
and I blush to recollect the incompatibility

* Vide Hartley House pages, 0041
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thereof with delicacy and propriety. But [
will tell yon more of my mind on this subject
when I have been with you what effect dress
can bring forth (as ladies) on the smart young
fellows of Caleutta, on theatrical ground.”

ACTRESSES.

In 1788, Jan. 8, the fourth or last subscription
assembly of the season was beld at the Old-Court House
—Mrs. Bristow, a fair and popular lady of the Settlement
and Mr. Camac opened it.  From the songs and dances
of the lady and her indication to open in near future a
theatre with female artists, the Caleutta theatre got the
¢lue and towards the latter part of the year engaged a
lady as female artist whose acting and charm made the
Calentta Theatre very attractive. It will be interesting to
our readers how the contemporary papers viewed her

presence :—

(1) “The theatricsl performance of yesterday evening
having ended at the) instant almost of this paper of going to
tha press it is impossible for us to do any degree of justice (o
the merits of it. We shall content ourselves therefore with
enying that every part was wellsupported and that no play
within our recollection even appeared to give cqual satisfaction
to its spectatore whose plandits were unconsing and universal
A numerons nssembly was attracted by the novel appearance
of & lady whose condescension to grace the Caleutta stage
would alone entitle her to lasting remembrance and whose
pepresentation of the most ingenious eaptivating charcter of
Celin will assure for her the perpetual admiration of all who
had the happiness to observe it.

—Caleutin Gazelle 18tk Dee., 1785,

(2) We get from ancther issue:—........."The exhibitions
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on Friday evening realised the expectations we have sxprossed
of the attention of a libernl society, to the morits and olaims
of the lady who has of late s0 much enhanced the entertain-
ment of the Caleutta stage. The homse was ecrowded and if
aa we enrneatly hopo the current rumonr be well-founded the
benefit was extensive. The performances were nothing inferior
to those who have alrendy almost exhuusted panegyric. The
“Old Maid” indeed does not profess in itsell wherewithal to
give perfect satisfaction. But every spark of humour it
containg. wae displayed and such parts as admitted of excell-
enee received ample justice, Mrs. Harlow gave litile seope to
the talents of our fair Hercine but in the "Romp” her viencity
and comie gaiety had full play and excited universal admirs-
tion and applause.

“Walty also wns cminent and indeed the whols fance though
nothing perhaps can be conceived more trivial and ridiculous,
was represented most happily,

Calentta Gazette 22nd Janusary, 1789,

“The “School for Lovers” was performed at the Theatre on
Tueaday evening and we regrot for the sske of those who
were absent to w wvery thin attendance for we searcely ever
remember to have sgen any plays more uniformly well-acted
and where each charaoter was so distinguished by pecnlinr
exeellence,

“Delicacy and seutiment in the condnet of o gonins and
disinterested passion were ominently displayed by Celin and
Sir John Dovilast and the Tout Ensemble gave aenaibility to
the heart and a lesson to the understanding.

Calentla Gazelte 12th Febr, 1789,

We also quote the following to show how the performances
wore genernlly done
(3) “Tit for Tat" for the benefit of Mr. Copeland.

April 2, 59—"The heroine attrcted the attention which has
heitherto erowned all her theatrical cxhibitions in the lady
disguised as the mad and the metumorphosed Irish servant
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afforded full scope to the comie bumour of the gentleman who
filled the character, The renl master and the real servant were
also excellent and it were injustice to the gentleman for whose
benefit the play was performed to omit that he represented the
old man, with much success. The “Solo” after the first Act
received universal applause.”

1780—24 the Sept.—Box 12 8. R. Pit 6.

This evening will be performed a new comedy of three Acts
called the Midnight Hour,

14) Oek 1, 1788, Calewlfa Gezette.

“The comedy of Midnight Hour was performed on Thurs-
day last with great applause. Mrs, H. never displayed more
vivacity and charms than in Florm and we will venture to
predict that the lady who plsyed Julia from her figure and
manner will be » valuable acquisition to our thentrical amuse-
ments,

“All the charneters were excoedingly well-supported. The
Marquis snd Nicholas are old favourites and it is impossible
that Mr. G. or Mr, P. can never act without delighting the
audience.

“The house was totally well-filled and the Boxes graced with
mneh additional beanty and cleganee.

“We are very glad to hear the Manager proposes in future
to thread the boxes and Pit together, an alternation which Lad
long been wished and which will contribute much to the ecuse
and convenience of the andience.”

15th Oct. 80—"The Indian drama of Sakuntolla” or the
Fatal Ring which has been most libernlly given by the learned
translator for the benefit of insolvent debtors a most pleasing
and authentic picture of old Hindu munners and must be
considered az one of the greatest curlositios the Literature of

Asia has produced”

21th Oct. 80.—The citisens and May Day or The Little
Gipsy Box 12 8. R Gallory 6 8. R,
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12th April 50—"Bhe sioope to conquer” for the benefit of

Mrs. Hoghes.

Before the comedy will be recited, “The Shadows of Shakes-
pesre” and o monody on the death of "David Garrick"” will
be sung.

(5) April 22, 179%0—"The Rovenge” on Thursday next will
be played for }Ir Battle. Captain 8. has, we understand, with
great good nature undertaken to play the part of Zanga—a part
which will afford that gentleman smple opportunity of display-
ing theatrical talents.

“The Revenge” very justly ranks amogst the frst of onr
tmgedies and from the excellent manner in which we venture
to pronvance it will be acted oo the present occasion can not
fail 1o atiract numerons audience independently of the
libemlity of the settlement which is not solicited In yain,

(6) May 6 1790—Culeatta Theatre = not an objeck of
ppnl eriticism; when cxeellence calls for praise we ave bound
in jnstice as well ns geatitade to give it ; but when there is no
ground’ for praise though justico may demand impartinlity,
gratitade for the disinterested endeavour to please, forbids the
avowal of dissatisfaction. In the late performance of the
“Revenge—the representation of Alonzo sppeared to us alone
entitled to the enloginm due to eminence and the well-kmown
talents of Mr. P. ronders it unnecessary to say more regand-
ing him than that be played ns nsunl and exhibited  the
chimoter ho now assumed with the fame and success.ns he did
that of Zangn on a former ocession when the poblic were
gmutificd by secing the two conspicuous parts of this play  flled
by him sad ouwr Indian Roscius now absent.

The piece of music after the play was wall-réceived as was
also the song from Hafiz translated by Sir Willian Jones though
it cortainly dorived no advantuge from the tuno to which it
Wil Bung,

Iu the “Irlah Widow" the lady who before gave so mudh

satisfaction wue again eminently sucecssful, Her vigneity, just

20
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coneeption of the chameter and exnot represeotation of i
deserved mud received general applanse. OFf her coadjutors
old Keckfoy, Bates und Thomns ean nlone be distingnished for
suncess in any dogree equal. To the ‘remande’ we can only
roturn our thanks for their desire to enternin us

We got an nocount of the following plays also :—

4th Dee, 80. The Musica! Lady.

10th Feb. 91. Comie opera “Inkle and Yarico.”

24th Feb, 91.—Love in village and The Poor Soldier.

drd March, 11.—Mr. Cowley’s comedy—"A bold stroke for
» Husband.”

10th April, 2L—Mrs. Onosley’s benefit—The ehild of
Nature and The Paor Soldier.

For the benifit of Mrs, Hugee—RULE BRTTANNIA,

22nd Jaly 91.—The Guardian and virgin unmasked

2nd Beptember, 0l.—France’s “Bernaby Brittle” and the
Gilost,

10th Novembor, 91.—Fuvourite opera Iukle and Yarico
Boxas and Pit 16, Upper boxes 12, Gallory 6.

For Mrs, Armualey’s bevefit, “The Busy Body with the Flitch
of Bacon

15th March, 1992 :—Both the pleces, “All the world’s a
stage”, “Thoe Poor Soldier”, woere admirnbly well got up and
went off much better than any other performance we have
witnessed this season,  The longhable farce “All the world's o
stage”, kept the house almost thronghout the whole of its play
in a roar, which was mellowed Into n more elegant and ratioonl
pleasure by the delightful performanees which sucecoded. The
songs were executed with mnch judgment and taste. “Denr

Tom, this brown sug” was pactioularly and  deservedly
upplanded.

“The squecze to St. Paul” was introduced betwoen the lines
and was delivered with much coergy wnd polnt”

28th Dee.  The Agreenble Barprise.
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10th January, 1763. Rawroth as master of the ceremoniss
tssues notioos abont ‘assombiies.

24ih Junuary, 93 —The Boad to Rein, Pit and Boxes one
mohar, Gallery Ra. &

11th April, 03 —For benefit of J. Battle. “The Midnight
Houy and Amateurist,”

May, June and July. The Promenade and Card.  206th Nov.
02, The wonder.

17th Feb. 1704.—The Country Girl go back.

1794, —26th March, 94.—Comic tragedy of “Chrononboton-
thalogos™.

21st Aug. Mre, Cowloy's faree.

21st Doc.  The Barnaby Brittlo, and Rule Britanuia.

3lst March, 1706.—The trip to Seotland.

In all the above plays the lady-artists did very well.

Sometimes, performances were held for charity. From
the old Calentte Giazette we find benefit performances
were held in aid of Mrs. Crucifix, a wooden leggedd
veteran, for Mrs. Hughes, Mr. Ferninder Batland and
for the manager—DMr. Boubise who also carried on
business s a professor of Fencing. We also notice there
that the actress who appesred us Lucius, the page of
Brutus, in the Julivs Ceaser had a complimentary
poem presented to her, whereof the opening lines stand
thus :—

“When with new powers to charm our partial eyes,
Thy beauteous form appears in virile guise.”

“Thus the uppearance of women upon the stage was o
great innovation, but the Calcutta Theatre went s step
further and took a turn at the male characters as well

Tt is said that the great English actor Gumick sent
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one Mr. Bernhard Messine an setor from London in 1776
to regulate the theatre and superintend the selection of
seenario to be sent out therefrom.  Though we don’t get
any suthentic account except the story of a later corres-
pondent from “Englishman,” we know that Mr. Messine
and Mr. Peter Reed with a subsidy from Warren
Haistings started in 1781 the “India Gazette” as rival to
the “Bengsl Gezette' of Mr. Hicky where thoy used to be
ridiculed 0s ‘Barnaby Grizele' and ‘Peter Nimuk' in the
dratnatic notices humorosty published by Hicky.®

A Ball Room was attached which was in frequent
request, and we have the suthority of Mr. Macfarlane
that when the Old Court House was dismantled in 1702,
the theatre was lor 1 long time nsed for lurge gatherings
—snch as public dinner, meeting ete.

Lond Cornwallis is said to have evinced marked

displessure agninst any government-servant taking any
part in the performence,

“Subseription Theatrical Performances” were started
in October of the year 1705. Six performances were to be
given in the “Season”, and a subscriber puying 120 Sicea

was entitled to a “dcket for the senson for limself
and every body of his family”. Single tickets were of 64
rupees each. The first subscription-play took place on
the 80th October when the farce of “Trick upon Trick™
or “the vinter in the Suds” with the musical entertainment
of “The Poor soldier” wus represented.  Pit und boxes
were sixteen mupees, upper hoxes twelve rupees und

gallery cight rupees.

* Hicky's ‘Bengsl Gazette’ June 1781 Reed was n Ball-Ageat.
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The doors of the theatre nsually opened st § pm, and
the door keepers were generslly Europeans, for, Miss

Sophia Goldborne was told, black people in an office of
that mature would have no authority with the public

Hartley's House, page 184

The Theatre, however; tun shortly into debt ; its
popularity gradually declined—becanse its locality was
becoming unfashionable. It continned to give amuse-
ments until Babu Gopi Mohan Tagore purchased  it,
added to the buildings and constructed the whole of the
premises in the New China Bazar. Before the purchase,
the theatre must have been closed for some time, for an
anctioneer Mr. Rawroth lived there as we found Wilkin-
son, the Vendu-Master, living in the old Pliy House,

HARMONICAN TAVERN

There was ancther place of amusement in Lal Bazar
where the office of the Commissioner of Police now
stands—opposite the old jail. It was the famous Harmo-
nie Tavern, then the handsomest house in Calcutta and
proved a great comfort to the people in juil. It was
the scene of all the gaiety and revelry of old Calentta, and
wis founded in the days when strangers considered
*very house was 4 paradise where youngmen stayed as
long as they liked” Mrs. Fay wrote of it (—

4T felt far more gratified some time ago when Mrs,
Jackson procured a ticket for the Harmonie
which was supported by a select number of
gentlemen who each in alphabetical relation
gawuwamt,mllandsupporduﬁng the eald
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senson—I believe once o fortnight. We had
a great deal of delightful music and Ly
C—who is & capital performer on the harpsi-
chord played amonget other pieces a sonsta of
Nicholui's in 4 most brilliant style *

THE LONDON TAVERN

The London Tavern, which was, not far off was another
fashionable resort of the early Englich settlers.

* Vide Mry. Foy's lethore. page 01,



CHAPTER 11

Mrs. BRISTOW'S THEATRE

THE FIRST PRIMA-DONNA OF BENGAL

Inspite of Miss Bophia Goldborne's strong protests
ngainst the introdoction of female artists on the stage, it
was considered necessary to have female parts represented’
by members of the fnir sex. However skilful and good
looking a boy-actor may be, he cannot always adequately
represent o female charmeter. He will surely lack in
eertain graces, especially in voiee and look. We all know
that from Shakespeare’s time down to the Restoration, the
female characters were represented by boys, and that on
acconnt of Puritanic nusterities, the theatre itself was
closed by two Ordinances of the Long Pardinment of
Cromwell, in 1647, forbidding all stage-plays and decliring
all players a= ‘rogues.” Tt wie Sir William Davenant who
introdueed femnle characters for the first time in England
in 1662 at the revival of theatre by King Charles i,
nfter his restorntion to the throne, Mrs. Saunderson
being the first woman in the mle of My Jane in “Reige
of Rhodes” in Sir Williom's new theatre in Lincoln's Inn
Fields. How the male actors ondinarily fared in femgle
charscters personated by them, has been humoronsly
mentioned by o contemporary English poet who had
written u prologue to “Othelly” —
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“Onr women are defective and so sized,

“You'll think they were some of the guard

“For to speak truth, then act, that are between
“Forty and fifty, wenches of fifteen,

*“With brow so large, and nerve so un-compliant,
When you call Desdemons, enters giant.”

Tt ia neadless to quote the well-known lines of Shakes-
peare where Cleopetrn speaks of her representation by #
hoy.

In the rival Company of Thomas Killegrew known
i¢ the King's Company, too, was o remarkable lady Nell
Gwayn whose excellont voice was appreciated even by the
king. It is suid that before that she used to knock about
from tavern 10 taveri.

In Bengal, too, #s we have incidentally seen before, we
owé to Mrs. Bristow the introduction of this Thighly
dosirable change, and we shall describe her morve fully
here.

In the time of Warren Hastings, there lived a very
weeomplished and fashionable lady at Chinsura in the
porson. of Miss Emeln Wrnghum. She was the most
charming woman of lier time, and was considered as the
“sonst of Caleutta”  Yet such a lady used to be often
oviticised by Mr. Hicky in “the Bengal Gazette”, under
the wom de plume of critic “Trim,” where she is referred
to a8 “Turban conquest”, “The Chinsura Belle”, o
“Beauty”, or “Hooka Tarban”, and sometimes as “St.
Hellena Felly”, hecanse she came from 8t. Helena where
lwr father was an officer; and on one occasion “Trim"
wiote the following lines with reference to her exceadingly
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foppish dress under the caption : “On the present mode
of dress humbly inscribed to a certain fair damsel” :—
“If Eve in her innocenee could not be blamed,
“Because going naked she was not ashamed,
“Whoever views the ladies as ladies now dress,
“That sgain they grow innocent sure will confess,
“And that artfully, too they retaliate the evil,
“By the devil once tempted, they now tempt
the devil,"

Buch was the eanstic comment upon the fair lady
whose murrisge was constantly announced in the same
gazette and her suitors, too, were lmmoronsly caricatured.
Milton the disappointed lover nsed to be referred to as
“Jack Paradise Lost", and counsel Davis wae nicknamed
as “Counsellor Feeble.” On one occasion, the following
lines appeured in the Bengal Gazette :—

“The celebrated beauty lias again, we hear, refused
Idea G. It is true there is a little disparity
of age between the parties, yet there are few
ladies in her situation who would have
declined the offer on that account, or would
bave thought it would have counterbaluneed
a settlement of £20000, The tuth fB—
“connsellor feeble” has capered her out of her
senees,"*

It may strike our readers how a paper edited by a
respectable gentleman could be so full of fulmination and
infamous scandals about the private charcter of indivi-
duals, It is, therefore, necessary to remember the social
atmosphere of that time. Not to speask of ordinary ser-
vants of the company, whose sole ambition was to enrich

* Iden Crorge wos the nlek nome of My, Livius,
27



210

themselves nt any cost, but even the highest of Company’s
officinls did not hesitate to commit forgery, and members
of the Council (in the person of Barwell and Clavering)
openly quarrelled, the latter charging the former with
dishonesty, while the former culled his associate *y Liar"

This quarrel, however silent might have been, was
pmply made op by the blood shed by the Governor-
General himself who shot his associate Sir Philip Francis
in the famous doel at Alipur.  Even the Chief Justice, a8
n well-known Journalist remarked, was n model of rapa-
city, corruption and injustice; judges were cruel, and
amongst others, Francis rightly or wrongly was accused
of seduction of a beautiful young lndy. The story, true or
false, certainly testifies to a low standard of morality even
amongst persons who stood at the top of society. There
waz no chureh, and if a habitation was found in a room
of the Fort, no chaplain was found to officiate there as &
pricst.  Gambling and drinking were the principal
sources of enjoyment.  Balls, and immoderate dancing,
masqueraders always indulged in, often gave rise to
affray, riot and other scandals which Mr. Hicky would
not miss to publish in his sarcastic and enlivening manner,
and veéry often in the form of advertisoments for drama-
ti¢ representation.  But inspite of Mr. Hicky's dark hints,
Mr. John Bristow proved to be the happy man and accor-
ding to the Bengal Marrisge Records (outside stations)
the entry of this one ran az follows:—

“On Muy 27, 1782, st Chinsura, Bristow senior
merchant in the Hon'ble John Company’s
service, and Amelin Wrangham by permission
of the Hon'ble Governor-General,”
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Mr. John Bristow was an official ally and cose
frictid of Sir Philip Frincis, * She was 19 at the time
of marriage, while her husband was 32. This was the
lady who took prominent part in the social life of “Old
Caleutta.”  She became an  sccomplished getress and Dr.
Busteed considers, “by the indulgence of her admiring
husband had a private Theatre of her own in her
Chowringhee-house in the time of Lord Cornwallis at
1788, wheve thoy entertained their wide circle of friends.
Her strong points were in comedy and in homorous

"

singing.

It appearcd that she earnestly commenced perfor-
naness from Friday the 1st May 1789 in her own
Theatre, opening with “Poor Soldier.” Some artists from
the Culeutta theatre joined her and she wis assisted by
a number of fair ladies. The full description of her
“Theatre’, how she nequitted herself on the first night and
how she and her companions were received by the
rapturous audience may be gathered from a contemporney
review of the “Calontle Guaestte” dated May 7, 17880 ;=

“POOR SOLDIER" AT Mus. BRISTOW'S
THEATRE

“Our immediate reader need not be informed that
the theatre in which the first private play has been ex-
kibited at Calentta was erected by the lady whoso name
we luve taken the liberty of mentioning above. It was
not merely an apartment in a house temporarily fiited up
for & single representation, but o distinet edifice com-

* (4 him alosg with cthers, Warmen Hastings used o say “Bristow,
Lirius, shee und Ducsrel wers the locs of Mr. Franeis.”
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pletely furnished with every usual convenience and
decorated with every omiament customary in  familisr
places of exhibition—in short a perfect thestre differing
only from a public one in its dimensions and agreeing
with it in the essentinl point of being sppropriated to
amusement without which we might fear that we had
tasted joy only to lament the loss of it.

“The entertainment began a little after cight o'clock
with a prologue in Muse :—

“Though the publie theatres confess my sway,
And longing thousands all my nods obey.”

—Which was delivered by the fair hostess of the
evening with the diffidence natwral to & first appesrance
but at the same time with a grace and expression equally
nataral to her that did more than justice to the senti-
ments of the address—an uddress which secemed the
spontaneous effusion of a real ambassadress from the
famcied genins of comic ease, wit und bumour and met
from every eye und every heart, the reception it professed
to oheerve in the smiles of a delighted audience.

“In the succeeding representatien, she was again
recognised in the captivating Nora: and supported by
an inimitable display of combined talents in her compa-
nim-i en e

“For reasons shove-stated, we forbear entering on
particulars ! suffice it to say that Nora and Cathlien
never appeared with equal charms of a Caleutta stage
before, that each had every requisite to give complete
satisfaction, that all that could be wished, ease of manner
and justness of expression marked throughout w perfect
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knowledge of charaeter alone devisted from by the
improvement of polished clegance. Beauty assisted with
a resistless influence and harmony lent her enchanting
aid and novelty enhanced the charms of the whole

“Derby and Father Luke having been represented
by the gentlemen who before played those parts on the
Caleutta  Stage with much suceess, it would be enough
to say for them that they equalled themselves on such
oceasions but we must add injustice to the former that
he outdid his past doings The other chamcters were
well supported but being of less consequent will not
admit differentintion. The scenery was admirable and
the Orchestrn though last in description, by no means so,
in i claims to praise. The skill of the gentlemen who
conducted it contributed much to the pleasure of the
evening.

“In fine, never was any performance of the kind more
happily or more completely exhibited. N was
wanting and we venture with certain confidence to say
that no one of the respectable company present has
spoken of the entertainment but in terms warmly expres-
give of the most perfect gratification.”

Calenita Gazetle, May 7, 1789,

Referring to another of her performances “The Sultan™
and “the Padlock”, o highly gratified critic exclaims in
admirtation :—

"To gay that these performances equalled the high
expectations formed of them would be injustice. The
acknowledgments of all present proved every expectation
far exceeded. Free from the embarrissment of a first
appearance;, the fair hostess entertained her guests with
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all her native ease and vivacity and never were her
various perfections displayed to greater advantage than
in the characters of Roxalann and Leonors. Aftera
very lively prologue to “The Sultan” spoken by Roxa-
lana :—

“It is held we know to be the Drama's part

To raise the genius und to mind the heart,

I Roxaluna do the act decree,

And where's Turk who dares dispute with me

Emboldéned thus to-night behold us try—

Aguin to charm the ear and please the eye—"

Welcoming again her friends, professing her end to
be to please and proposing 4 treaty founded on recipro-
vity, she went through the whole of the humorous part
of the English slave in the Ottoman seraglio with a
justness of conception und suceess of execution most
admirable,  Magnificently decorated by art and more
beautifully adorned by nature, the extravagances of the
amorous Sultan seemed justified by ber charms. Her
emphatic elocution gave every sentiment wnusuul enevgy ;
nnd no one could the fair sex huve chosen more fit to
assert their superviority, their endowments und their
right of domination. In an Epilogue written for the
purpose she again portrayed the outline of the character
she had represented, drew inferences applicable to her
own country-women and concluded with a ‘moral’
from Pope —

““Beauties in vain,

Their pretty ayes may roll,
Charms strike the fight
But merit wins the Soul.”
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Mrs. Bristow's success in the part of Leonora was so
remarkable that we cannat restrain quoting verbatim the
observations of the same critiec :—

“In Leonors, her talents had a different range and
abundantly proved their diversified excellence. The costly
yestments of & royal favourite were changed to the simpler
habitements of a rustic maid, secluded from the world and
its fashions : and the wild gaiety of the former was
succeeded by the sobiriety of the latter. Yet beanty, all
powerful beauty still remained and with it the combined
allurements of innocence and harmony—the most interea-
ing expression of look and manner, the most captivating
influence of eloquence and modulstion. The whole of the
dinlogue manifested the nicest feeling of the character
exhibited and though we can not say the ssme of all the
songs, the comie action and figure of Duenna having in
one, forced o smile instead of a tear, behind the white
bandkerchief of the wand, we can with truth assert that
the whole of the charming airs assigned to her were sung
in o style most masterly.”

Caloutla, Gazette Ocl, 29, 1789,

OTHER ARTISTS

We have described the appreciation of oo
erities ahout Mrs. Bristow, which was justly her due. It
will be interesting to know about other mrtists of the
Private Theatre of Mrs. Bristow from the same jseue of
the Gazefte ;—

“The young ludy who made her premicre entree op
the stage as Elmira, did all possible justice to the chorac
ter and received applanse universal ; but the little room
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afforded for the exertion of talents scarcely furnished
grounds for judging of Ler theatrical powers. We hope
to enjoy a future opportunity of seeing them displayed to
A peat extent.

“As to the parts of Sultan and Osman, it is sufficient
to say that the former was filled up by Mr. Pollard, the
latter by Mr., T. Rowarth. Their abilities ns performens
in a wide field have been abundantly established.

“In “the Padlock”, the Duenna claims our earliest
notice among the remaining personages not indeed on
fccount of her sex, as captain Gladwin was on, this
occasion per proxy, but on account of her transcendent
(not charms but) merits which as above stated are
superior, Never did Ursula give more complete satisfac-
tion to her observers than on Tuesday evening. Her
figure, action, expression were incomparable and her sODgs
delivered with all possible humour and propriety. We
haye already alluded to one instance of the effoct of her
comic manner and we may add without exaggemtion
that the same effect was gemeral. A constant smile
murked constant approbation.

“Don Diego and Miengo both press next for attention
and claim the greatest encomiums for their representatives
Captain Golding and Mr. Birl. We must however to
avoid prolixity content ourselves with saying they played
and sang with taste and humour und conclude with an
application of nearly the sume terms to Captain Bird who
filled the part of Leander.

“On the whole this exhibition, we may truly say, was
nearly perfect in its kind. The orchests under the
direction of a gentleman of known abilities was of the



217

first degree of excellence. The evening oool, the
‘nccommodations good—improvad since lust performance
by additions and the scenery extremely well painted—
The favoured company were In number somewhat more
than hundred, all of whom appeared to be completely
gratified and, in the further words of Pope, toenjoy
sensibly -—
“A feast of reason and a flow of soul.”
IN MALE CHARACTERS

*Polly Honey-Combe™ in Colman's play of that name
(made popular by miss Pope) was also a favourite of Mes,
Bristow’s. She also excelled herself in the male part of
Lucins in  Shakespeare’s Julivs Cuesar.  Following Ler
examplo, grew up the practice of representation of male
purts by femile artists. "Thus the lady amateurs onee
started” says Dr. Bustend, “soon became more ambitions
and took a turn oceasionally at some of the male
charcters.” Indeed this change began to be so rapid
that at some time in the thirties of the last century the
same play was produced by a distinguished band of
Calentta amateurs, but by a daring innovation the part
of Cassins made a female one, was played by an actress

eufemme, *
HER DEPARTURE

Thus Mrs. Bristow entertained the Caloutta séttlers
with ber brilliant accomplishments and she was the talk of

* In England ulso the female performens beenme o popular thet some
plays were roprosetited mitirely by women ws they hud peeviously been by
men, In particular; the “Parson's weddlng™ u comedy by Killigrew which,
‘on it revival, was wholly performed by females, although there wers weTRn
wmnle and six fomale characters in this piece, exclusive of servants,

28
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the day. We are, however, afmid that hoth Dr, Busteed
and Bir Evans Cotton while editing “Hartley House"
bave fallen to an ermor by attributing an extretnely
Hlattering verse to her, though it really helonged to an
actress of the Caleutta Theatre. The representation was
50 maryellous that a critic wrote an ode on Mirs—
appearing in the charcter of Ludius in the tragedy of
Julins Caesar, nt the “Oalentta Gusetls” i the following
lines :—

“When with new powers to charm our partial eyes

Thy beauteous form appears in virile guise

Buch tempting grices wanton o'er thy air,

By gentle Lover's enchanting wiles I swear

Each throbbing youth would ... ...

And then the writer stopped short and could ot pro-
coed further in his supetfiuity of feelings,

Thus we find Mrs Bristow was not the only exoep-
tion but this lady, too, set very many “‘youths throbbing®
by her beautiful appesrance in “virile guise” But
ecompurison  apart, this much i certain that Calenttn
was g0 mnch dazzled by her (Mrs. Bristow’s) histrionic
perfection that when she returncd to England in 1790,
“her departure”, says Dr. Buateed, “eclipsed the gaioty of
Caleatts, and for long, Caleutta refused to Tio comforted.”

The public theatres no doubt felt her full sway  but
it will not be correet to assert us some people do, that
the Culentta Theatre followed her private thestre at
Chowringee in introducing women, although it got the
olue from her songs and dances. She sppeared at the
Old Court House in danvary 1783, and the Calentta
"ﬂmtwinm&m'ulﬂludy towards the end of the same
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year, Her own Theatre at Chowringee was, however,
started five months after the intraduction of women in
Calentta Theatre, but this cannot be denied that she was
the pioncer in the feld, as the idea emanated from her and
she was the first lady-actress appearing before the public
in January 1788, in the Old Court House.

We have on the authority of “Percy Anecdites™ that
“it was abont this time Mrs. Cargill, an actress of some
eminence, was showing her mark both in comedy as well
s in tragedy.  Hor benefit at gul amounted to the
astonishing sum of £1,500 sterling. On her return
home,she was unfortunately lost with severul other pussen-
gers on hoard the Naney Packet, and was found on the
rocks of Seilly foating with an infant elasped fast in her
arms.™*

* The sume hook speaks of ber activition io Bengal Eom 1782 10 1784
We have got no carroboration of this from any docwnest. Even if the
foote are cormact, the date Is n mistakn
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CHAPTER 111

LEBEDEFFS BENGALI THEATRE

The Play-house, the Caleutta Theatre and M.
Bristow’s Private Theatre were ull intended for the enter-
tainment of the European esidents of the Indian Settle-
went and their suceess inspired @ Russian adventurer, Mr.
Heresim Lebedeff, to arganise Bengali performances in the
heart of Caleutta with the assistance of 4 Benguli linguist,
Babu Goloknath Das, but for whose help such an enter-
tainment could not have been possible at all.  To-day
Me. Lebedeff is being extolled everywhere, as he rightly
deserves, but who caves to know about the Benguli linguist ¢
It was only Bir George Grierson in un article in the
Caleotta Review (October 1928) not only gave detafls of
Lehedeft's Theatre, from the “Introduction” of a Banskrit
Grammar (s Grammar of Pure and Mixed Indian Dinlect
mothodieally arranged in Calcutts uceording  to the
Bruhmenian system of the Sanskrit languuge) published
in London by Lebedeff in the year 1801 A. D. but nlso
made fitting enquiries about the linguist Goloknath Dus.
The ball was thus set rolling, and the same story is every-
where repeated ubout Lebedeff without any new informu-
tion snd none has s yet succeeded in unearthing any thing
about Golak Dus.  Be that as it may, Sir George deserves
our smeerest thanks for quoting verbatim the introduction
which hus now become g chiof anthority on the subject.
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It will be, however, wrong to assume that Bir George
wis the earliest historian about Lebedefl.  Virlous writers
have mentioned Lebedeff before Sir George and the most
notable of them is Mr. W. H. Carey who first of all
‘wrote in 1882, mentioning the following details® :—

(1) Lebedefi®s Theatre existed in 1795.

(2) It was in Doomtolla, a lane leading out of the
Old China Bazar.

(3) The theatre was decorated in the Bengali style.

(%) It opened with u play called “The Disguize.”

(8) Governor-Generl Sir John Shore's permission
was secnred,

(0) Performers belonged to hoth sexes,

(7) Poet Bharat Chandra Roy's songs were set to
tune.

Mer. Carey does not say in 0 many words that the
play was staged in Bengali becanse his research was not
complete, thongh be speaks about “performers of both
sexre” To the present-day readers it might appear really
surprising and wonderful that actresses were introduced
sbout & century and a half ago, as a recent author has
really donbted our assertion, not knowing that beforg this
Mrs. Bristow had started with actresses, and the Caleutts
Theatre also followed suit.f What is, however, regrett-
uble is that Mr, Carey does not give us the source of his
information, although what he had said has turnid out to
be true. It is cortain that the preface of Lobedeff's
(rammar was not his source, for then his account would

* Vidde “Good ol day af the Honourable John Company™ Vol. 1, page
101, by Mr. W, H. Carey.

+ Vide pages 198 219 supra
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have been more ncawste  He, however, seems to have
obtuined the information from an issue of the “Culeutta
Gazette” taking isolated portions; thercof, although he
doe= not give its date.

(2) The second docament mentioning Lebedef! is the
16th part of “Viswakosh” in Chapter “Rongaloy™ lit.
The “Btage”, of in 1811 B. 8. corresponding to 1904. For
the first time it was mentioned in # Bengali book by a
Bengali writer—"Lebedeff’s New Theatre in Doomtola
(China bazar) in 1795.” The sourve of this writer must
Lirve been Carey’s book, but imperfect as the original was,
he went one step further and wrote from his fancied
impression what Mr, Carey could not have imagined that
“Disgnise” was the English translation of Vidyasondar
and the English amatenrs staged it in English under the
name of Chhadwabeshi (Disguise);, probably becanse the
bero Bundar saw his love Vidya in disguise.

The influence of Viswakosh has not yet disappeared
even in these days of research, us only a conple of years
ago, our csteemed friend Bahu Porna Chandm De, B,
Udbhatsagore, in one of Lis articles, wrote that Vidya-
sundar was staged in English in the year 1705 under the
name of Chhadwabesh,

(3) Mr, E. W. Madge in an artidde in the “States-
man” on the Calentta stage simply mentions that
“Lebedell will open a theatre in Doomtollal which is
now-a-diys disguised uoder the name of Ezra Street.™

“Statesman® Oct, 22, 1006.

(4) Mr. H. E. A. Cotton (now Sir Evans) also in his
“Colentta O and New™ page 152, in the year 1907
A.D., simply follows Mr. Madge wentioning the sams thing
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neither Sir Evans nor Mr. Mudge mentions anywhere as
to how Doomitala got the name of Ezra Strest.

(6) Next, Mr. C. E. Buckland in 1906 in his “Die-
tionary of Indian Biography” gives some history of
Lebedeff that “he translated two English plays, ‘Disguise’
being played in 1795 and 1796 '

The souree of Mr. Buckland's account was surely the
“Preface” to the grammar but he gives in addition a short
narpation as how the last days of M. Lebedefl were em-
ployed in the Russian Foreign Office and how he foumded
# Sanskrit Press under the name “Tmprimerie [ndienne”
and published his Grammar in 1801

Beklands “Todian BEOQIHP?;.H" page 248,

Mr. Buckland uptil now has given the correct version,
buot after it also two gentlemen gave 0 confused version
of the real facts :—

(6) Ome R, D. writes in the “Journal” of Dee, 22,
1007 saying—

A Mr. Lebedeff opened o theatre by permission of
the Hon'ble the Governor General in Dhurmtollah
(1110 5 S

This was also repeated in the “Bengul Present and
Paat.” page 178 Vol. L

The name of the street given by R. D. is a mistuke,
besides he does not give us any new facts at all.

(7) In September, 1910, the late Byomkesh
Mustall gave an account of Lebedell in the monthly
jomrnal “Rangamancha” (Asein 1317), but Mr, Mustafi's
short decount s nothing but a summary of Mr, Carey’s
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version, though he did not acknowledge it.  Besides, his
surmise there, is absolutely incorrect. Mr, Mustafl says
that songs® of Vidyasundar in imitation of Gopal Oarey
were inserted in the play “Chhadwabesh”, ns those
anngs were very popalar at that time,

Gopal Oorey, as we have already seen, waz o hunous
Jutrawalla of Vidyasundar theme. These Jatras came
into vogue after 18221 and Gopal Oorey flourished some
yoars after that day, Tt is therefore, sorprising that
Mustafi should suggest that songs of Chhadwabesh
in 1706 were in imitation of Gopal Oorey's songs. Besides
Mr. Mustafi does not any where state that the play
“Chhadwabesh” was o Bengali Drama.

In n newly published hook called “Bangiys Natya-
sholar Itihash”, by AMe. Brajendra Nath Banerji, Mustali
has been given the credit for first publishing in Bengali an
ateonnt of Mr. Lebedell in 1910 ; that this is not correct
will be amply clear from what we have already statesd
above. Dr. 8. K. De, n professor of the Dacea University,
hns written a preface to the book in which be says that
the suthor (Mr. Banerji) hns never spared his predecessors
in their mistakes, or inacouracies. It is o matter of
wonder that this inaccurate statement made by the anthor,
referred to ubove, was not detected by Dr De Tt
has struck ue, however, that Mr. Banerji's research about
My, Lebedeff, at uny rate, is not sufficiently deep, As for

* The bext snys "Bhamt Chandra Roy's wondd wern ot (0 me™ Mr,
Mostafi's statement thet Vidyssundar songs were inserted, thotgh probably
eqrreel, yas writlen s & purmise,

+ (1) Vide our sceount page 124, 130,

(2) Basgsdarchon Magl. 1359 B &
(3) Prof. Amullyn Charan Vidyahhnsan's apticle “yi#" in the Prolsashi,
Magh, 1958 . 5.
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Dr. De, be has on previous occasions committed mistakes,
regarding Lebedeff, which wo never expected from him
and the supine attitude maintained by him in  these
matters, is pathetic.

(8) In 1915 a book *History of Caleutta, New and
Old" in Bengali was published by Babu Harispdhan
Mukerjee. This hook contains the verbatim account in
Bengali of Mr, Carey’'s version. There i, however, no
surmise, or mistake in fact.

(0) In 1021, Babu Amarendranath Roy, a well-
known Bengali writer, wrote an article in Joista number of
the now-(lefunct Bengali weekly “Basanti” under the
caption: Banglair Adi Natyakdr, where he gives in
Benguli the first portion of Mr. Bucklands’ account.

Mr. Roy does not claim to be the first writer in
Bengali on LebedefT, though Mr. Banerji had on o previous
pocasion dubibed him gs such®; nor the article shows
much original research ; but this much is certain that
his (Mr. Roy's) sccount, sccurate ss it is, has a great
literary value and for the first time he gives in Bengali
an account about the first performance in Bengali, enucted
a5 euly as in 1705. He, however, does not speak any-
thing about the femule artists,

Thus, though different casual writers made ocensional
referencos about Lebedeff, our listorisne of the Bengali
liteenture were significpntly silent about Lebedeff, althongh
we expected one like Dr. Susil Kumar De, (who is said
to have been in possession of a copy of Lebedeff’s Gram-
mar) to have referred about him in his “History of the

Benguli Literature” published in 1919, Again though

* Vide Mashik Basumati, Dajsak, 1339, B. &
29
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his attention was drawn to thiz absence of Lebedefls
nome in his treatise, by a letter hrom Sir George
dated June 11, 1920, we oagnin find no mention of
Lebadeff in his later writings published in 1921, or
after, until Sin GeorgeGrierson’s article was publishisd
in the Caleutta Review of Oct. 1923, The frst instal-
ment we get in an article in Indian Historieal Quarterly
Nov. 1925 and that too does not enlighten ns any
further ; but of thiz we shall speak here-after,

Lat na now reproduce the “preface” from Lebedefls
Grammar a2 was quoted by Dr. Griesson in Oct. 1923
in the “Caleutta Review” :—

“After these researches into Indian languages mnd
literatures, T transluted two English dmmatic  pieces
namely “The Disguise”™ and “Love Is the Best Doctor”
into the Bemgnli language, and having  observed that the
Iudians preferred mimicry and drollery to pluin grave solid
sense, however purely expressed—I therefore fixed on
those plays and which were most plensing, filled vp with
a group of watchmen chokey-dars ; savoyards, Conora;
thieves ghoonin ; law-vers, Gomasta and amongst the
rest o corps of petty plunderers.

*When my  teanslation was published, T invited
gevernl learned  Pundits who perused the work very atten-
tively and “I then had the opportunity of observing
those sentences which sppeared to the Pandits most
pleasing and which excited emotion and T presume 1 do
not flatter much when T affirm that by this teanslation
the spirit of both the comic and serious secnes were much:

heightened and which would in vain be imitated by a
European who did not possess the advantage of sneli @
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tueipnetor as I hod the ertraordinary good fortune to
procure.

“After the appmobation of the Pandits—Golok
Nath Das, my linguist, made me n proposal thatif I
chose to present this play publicly, he would engige to
supply me with actors of both sexes from among the
natives with which idex T wis exceedingly pleased. I,
therefore, to bring to view my undertaking for the benefit
of the European public without delay, solicitel the
Governor-Generol—Sir Joln Shore (Now Lord Teign-
mouth) for a vegular licence, who granted it to me without
Lesitation.

“Thus fortified by patronage and anxious to exhibit
I st abont building a commodions Theatre on o plan
of my own in Doomtolls (Dome—Lane) in the centre of
Calentta ; and in the meanwhile T employed my linguist
to procure the native actors of both sexes in three months
and T had both Theatre and actors veady for my presen-
tation of the “Disguise’ which T accordingly produced to
the public in the Bengali language on the 27th November
1705 and the same play was again performed on the
21st March 1796."

"Now the fArst and second representation both of
which attracted an overflowing house, I obtained Ml
permission to perform both English and Bengali play= :
and from the encouragement shown to me by the Honou-
rable Governer Genera! and other patrons and fmends,
during my pursuit in the searches of Indian Literatare viz
the Sanskrit and Bengall langoages, the mixed Indian
Dialects [ e, Hindostani |, Chronology, Astronomy ete,
and having during the course of any application and stady,
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discovered numerous fsults and ervors which those who
had published in those hands had fallen into, T resolved
on giving to the impartial public the froits of my
enquiries and pursuits and thereforo quitted India to
eome to this country for the purpose of publishing the
same to public view, *

Dr. Griewson did not stop here short, simply by
quoting the preface, but invited the Tndinn scholars to
pursue investigations and find out —

(1) Corroborations of the materinls in the prefuce
from contemporary records, if any.

(8) Ascertain if there are any truces of *Theatro™ in
Doomtolla.

(8) Where is Doomtolly Lane?

(4) Iz there any truce of Golok Dis ?

Now let us see low our research-scholars have
responded to his call :—

L. In the next issue i, in November 1993 of the
sume journal ("Caleutta Review™), Prof. Suilendm Nuth
Mitrs, a.A. referred to Babn Amarendra Nath Roy's
article in the “Basanti” and quoted the second portion
from Bucklind's biography which was alsent in Roy's
article.

(2) In Janwary, 1924 of the same review in his
article “The Bengali Theatre” My, Shyama  Prosad
Mukherji, a worthy son of the Tute Sir Ashutosh Mukherji,
referred concisely to Lebedeff, evidently with the details

* Dr, P. Guha Thakuris wroty thai the book was pohliskisd by Sir
George Grieoson, which is evidmily o mistakn, The book wis pubilished by
the anthor himself, 122 veurs hheﬁhihmgqumd&wlhwﬂhm
in 1925
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he got from Grierson's article, and the same was pullished
in the form of a book. After Dr. Grierson Mr
Mukherji was the first writer to have referred to Lebedeff,

(3) The Bengali Stage’ by the present writer was
then in the stage of preparation and Dr. Grierson's
article in the “Calcotts Review” gave a tresh stimulus
to work for the untrodden path. The only paper of the
time of Lebedeff was the “Caleutta Gazette” and from the
issues of the Gazette of 5th and 25th November, 1795 and
10th and 17th and 24th March, 1796, we got a
number of details which was pnblished in the form of an
urticle in the *Forward” of September Tth 1924, (Bhadsm
1381) and repeated in the Bengali Jownal “Bup O
Ranga” in 1331 (18th Aswin Srd Oct. 1024).

(#) The above article was so much appreciated by
the contemporary journals that the “Nautch Ghar” and
“Bisir” published of their own accord the translutions
of it.

5) And the two well-known moguzines “Modern
Review” and “Prabashi” edited by Sj. Ramanandas
Chatterjee made timely references to the same.

(0) Next appeared in “Nautch Ghat” (Dt. 13th
Aghran 1331 25th Oct. 1924) an article by Prof, Amulya
Charan  Vidyabhusan who, chronologically two months
after the references were given by us, quoted verbatim
the contents of the ‘Calentta Gozette' of those dates : and
Prof. Vidyabhusan's discussion was scholarly.

() Dr. 8. K. De then appesred in the field for
the first time with hiz article in the “Indian Historical
Quarterly” in November, 1925, but here too he made
arrors which we shall deal later on.



230

(8) There wae lull over it for & number of years,
Next, Babn Abinash Chandrs Ganguly, the worthy
author of “Grish Chandra," in 1927 In his hook made
references to the discussion between Prof, Vidyablmsan
and the present writar.

(9) We next notiesd an English treatise, without
any original research, from the pen of Dr. P. Guha
Thakurta in which he quoted from Mr, 8. P, Mukherjee's
book and the present writer's articles about Lebedeff.

(10) Some articles in “Liberty" of 16th and 23rd
March of 1031 ware then published to point out the
inaccuracies that oceur in Dr. Guha's hook,

(11) Two months wfter this, appeared of De, 8. K.
Dé's article in the “Modern Review” (vide page 545,
May 1031) in which he rather mervilessly erviticises
Doctor Guha,

But besides telling us that there js a quotation ot
the title page of the Grammar from Vidyasundar, Dr. De
ulds nothing further,

(12) Then appeared an  article in  English in
“Modern Review” on November 1031 about  the same
Lebedeff by Mr. Brojendra Nath Banerjee in whicli he
quotes verbatim the contents of the issue of the “Culentta
Gazetts” 5th, 26th November, 1705 and 10k Maroh,
1790 o= Prof. Vidyublmsan did vight yemrs ago, There
i%, however, a strange coincidence between the quotations
of both these gentlomen, as we find the incidents of the
Lith March 1706 abeent in both the writings, though
there are much warth stating informations in the Gazetto
of that dute.  After thut we huve scen o book of Mr.
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Banerji which too does not mention anything shout the
ndvertisement of the 17th March:

“WHO WAS LEBEDEFF”

Heresim Lebedeff, o Ruossian adventurer, said to be
an ukmine peasant, took part in 2 Russion  embuassy to
Noplea in 1775, He visited Paris and London and
came to Madras as a bandmaster and left for Caleutta
in Angust 1737, Both at Madms and Caleutta, he was
greatly apprecinted for his skill in his  performance
on the violincelle, as we find in the Caleutta gazctte of
1788, S1st July :—“Mr. Lebedeff’s great professional
merit in the musical walk has long since been admitted by
those of his acquaintunces at this settlement and at
Madras before whom he had frequent opportunitics of
displaying his performance on the violineelle, TIn the
dearth of public amusements we think it will give
plessure by an anticipation of Mr. Lebedeffs intention
of notifying very shortly a Bill of Fare for one night's
musical repast and which we understand will consist of
the united nssistance of the first vocal and instrumental
powers in settlement. Tt thevefore cannot fuil of proving
a “bonus bonehe” to all lovers of harmony and to the
promoters of such an elégant amusement.”

At Caleutts, he now and agsin arranged benefit per-
formunces which, besides filling his pocket, supplisd mueh
of the public entertainments here.  We find a similay
notice in the isue of the “Calentta Gazette” of August
21, 1788 —

*A very numerous audience honoured Mr. Lebedeils
benefit on Monday evening. Of the severl exeellent



232

performances which furnished the entertainment the
“Focund Rebeck's Found” gave the most universal
delight. “From Rofy Bowers" did not deaiw teirs down
Pluto’s “Tron clieck” but receivied 8 much more flntter
ing compliment in turning “the cheek of bounty pale”
by the pathetic sweetness with which it was sung.”

Lebedell seems to have made some money ont of these
performances nt Caleutta where he stayed at 47, Tiretti-
bnzar, 08 the “Caleuits Gazette” aliows —

“Labwedeff next fixed the 9th April 1790 for his voeal
and instrumental musie which s to be performed at the
Old Cowt House where he respectfully hopes for their
patronage and support.

“Tickets Rupees Twelve each to be had of Lebedoff
at lis honse 47, Tirettibazar ot the publishing hovse of
Messrs, Cooper and Upjhon and at the Old  Court
Hounse,"

Lebedefl next removed to No. 3 Weston Lane.

“Calentta Gazotie® 13ih Decoyilior, 1792,

THE SITE OF THE BENGALI THEATRE

Liebedeff next mentions in the preface to hiz “Grams-
mar” +—"Thus fortified by patronnge and anxious to
exhihit, T set about building 0 commodions thestre on a
plan of my own in Dom (Tollah) Lane in the contre of
Caleuttn,™

But where this place was?

Dr. Gulut is in o mist, and Dr. De is equally in dark-
ness. Onou reference, however, to A. Up-Johw's map of

* Nidis puge 207 Bupen.
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1792 A.D, (A copy of which may be found on the reading
desk of the Twperial Library) and also from earlior maps,
we find that Doomtola is a lane located between the
Chitpore Road and Chinabazar Lane. Tt shoots off from
Radhabuzi or Chinabazar Lane just to the east of the
present Pollock Btreet and became Doomtols Street in
Schalel’s map of 1825 and the identical place is indicated
ns the Ezra Street in the recent maps of Calentta in 1852
and 1885. Readers would therefore be surprised to hear
from Dr. De “that the locality of Doomtola has not been
identified.”* “It is either” thus proceeds the Doctor,
*n street off Chinabazar Street or the name of a lane at
the opening of Kansaitols, or what is left of the Bentinck
Btreet.”

How eould Domtols become Kansaitols unless there
is a link between the Domes and Kansains, is a mystery.
Dr. De's further ignorance is more nmuzing. The
“Caloutta Gozette” farther points out to No. 25 Domtols,
where Lebadefi™s new theatre (“Bengally Theatre”) was
decorated in the Bengali style, but Dr. De would not
believe us and without turning over the pages of the
Guzette, ut once attacks the writer of “Rup O Ranga™f as
an “Unknown writet” “erring predecessor” and “person
who led Dr. Guho blind-fold to fresh errors” These gre
Dr. De’s opinion which affects none but his compeers,
to find that one of them enjoying official recognition for
seademic distinetion, would simply betray his ignomnee
by his surprise : “but where on earth the writer of the
Rup-o-Ranga got the exact description of 25 Domtols
Lane is a mystery.”! The Doctor is referred to various

* Dz, De's article in "Indian Historical Quareerly” November 1295,
T Our article in R;ED Hungo, Avwin, 1131 BS,

+ Modeen Heview May, 1991 page 51

30



234

maps of Caleuttu lying in the Tmperial Libriry and to
the Issues of the “Caloutts Guzette” of 204k November,
1795 and 10th and 17th March, 1706,

Itis here worth-while to mention that we huve been
severml times to the locality and we think 21 e Street,
or a little to the east where the American churoly now
stands may be taken as the prohable site of the Bengali
Theatre. People of the locality stilll call that place
88 “Natchghar" Time conld not obliterste popilay
memory and the place is still associated with amisements,
the “Central Theatre” at the Chitpore Road being just to
the east of it.

DRAMAS AND DATES OF PERFOR-
MANCES

The prefuce in Lebedéffs Grammar mentions two
dramas viz “Disguise” nnd “Love is the best Doctor.”
On & reforence to the Caleutta Gazette of the 5th and
of 2Z5th November, we find that the frat night of
performance was  Friday the 97th  November 1795 ;
and that the “New Theatre in Doomtoln” opened on
that day precisely at 8 o'clock with a comedy called
“The Disguise”. There is no other mention of any other
drama hesides the aforesuid one. Both the stage and
auditorium were “decorated in the Bengali style and the
play commenced with vocal and instromentsl s
ealled “The Indian Serenade” and to this a fow Euro-
pean musical instraments were also added. Some poetical
pieces of the fimous Bengali poet Bharat Chandrs Roy
Gunitkor were set to music and nmusing curiosities wenp
introduced betwesn the acts. A detailed synopsis of the

performance was aupplied to the mudicnee.” _
Caleutta Gaz—5th Nav, 1795,
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From the advertisement portions of the Caloutta
Guzette of the 10th snd 17 March of 1796, we further
find that the presentation of the Bengali play was fixed
for Monday the 21st March 1706. No name has been
mentioned in this connection, but from the expressions
like “second representation” and *Bengali Play”, we infer
that the second performance of “Disguise” was meant.
Fram the wordings in the advertissments, “the account
of the Plot and scenes of the Dramas", we may consides
that possibly more than one play was staged. We have,
liowever, no copy of the synopsis and ure not in a
position  to  definitely assert from  contemporuneons
records whether “Love is the Best Doctor” was staged
along with “Disguise.”

THE ARTISTS.

The diary mentions about Goluk Das having
secured native actors of both sexes, The Caleutta
Gazette of the 5th November 1705 also mentions “The
characters to be supported by performers of both sexes
There is, however, nothing surprising in it, and
Lebedel  did not like to go behind the times.
Mrs. Bristow's name was in the lips of every European of
the settlement and the Caleutts Theatre was then in its
full reputation with artists of both sexes. In Bengsl,
however, we do not find our public thestres employing
actresses Gl 1875 though in 1833 an attempt was
made by Babu Nabin Krishna Bose of Shambazar
in his house where some women appeared in the perfor-
mance of Vidyasunder.

PRICES OF ADMISSION.
We have aleady mentioned the prices in the Caleatts
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Theatre. They were no doubit high. Tebedefl reduced
the price and announced for the first night, “Tickets to
bo had at the theatre, boxes and pit at sicea Rs. 8 and
Gallery sicea Rupees four.”
Caleutta Gasette 26ik Now, 1708,
It appears that there was a tremendons rush and the
“subscribers" elhowed theiy way at the gate. It was a
novelty hoth to the English and tlie Benguli audience
and we ave thankful to this Russian adventurer for the
first endeavours in the Benguli Pluy.

Oun the second niglit Lebedeff, for the better acoome-
modation of the audience limited {he number of sab-
seribers to 200 charging one gold mohur, which was
valued at 40s. at the time, uniformly for each ticket—

(Calentta Gazatie Murch 10, 1796.)

It was annonnced on the same day that the number
was nearly completed and it was particulurly mentionsd
on the 17th Marcli thut no money wonld be received
at:the door, nor anyhody to be admitted without a ticket
and no application for tickets which was to be made
personally to Mr. Lebedeff would be rocvived after the
19th ie. two days before the performance,

It appears from the artangement that all the tickets

(Fetching Lebedoff o decent sum) were disposed of, some
days before the performance.

The number of sudience was mostly Europeans and
Lebedef! by the next issue of the Calenttn Gazette dated
the 24th March 1706 unlike Kis provious  ocoasion
“respectinily" acknowledges “very distinguishod patro-
nage” of the ladies and gontlemen of the settlement and
of the subseribers to his sscond Bengali Play  who



as?

honoured Lim by their “patronage” and begged leave to
assure them of his “most grateful sense of the very
liberal support” accorded to him on that oceasion, and
he “intreats” that they will be pleased to ncoept his
“warmest thanks."” The prefuce, too, mentions about
“hoth the representations lhaving attmeted an overflowing
honse.”

Lebedeff, as we have seen, took great interest for the
amosemént of the Furopean community and for the
success of his underfaking he sought and obtained the
patronage of the Governor General, Next, he was granted
permizsion to perform both English and Bengali plays,
but he was soon drawn to a work of greater interest
which induced him to give up theatrical pursuits and
leave “Sor submitting the fruils of his labours to publie
it —

M. Buckland however tells us that after these per-
[oemances he was made the theatrical manager to the
great Mogul and finally returned to England in 1801,
in which year he published the Grammar. In the
Russian foreign office, through Warowz, the Russian
ambassador he was given a large subvention towards found-
ing at St. Petershwrg the “Imperimeric Indienne” a
Sanskrit Press: He died after 1815.

Thus the beginning of the First Besgali Drama
come from a foreigner. There is nothing to be ashamed

of at this. Even the beginning of such an august assembly
4 the British Parliament came from the initistive of n

forcigner.  We have aleady observed how  the ancient
Hindu Druong began to decline ind ot last died omt
during the Mabhomedun Rule ; Lebedeffs attempt was the
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beginning of the first glorious revival of the Hindn stage.
Much credit is, however, duo to Goluk Nuth Dus who
contribated so largely to Lebedef™s stooess. We tried our
best to gather, if possible, some information about Goluk
Das, but we failed. He was very likely the suthor of
“Hitopadesh" as Sir George hints, We regret we  lave
no knowledge of this unknown worker, but every lover of
Drama will remember his nume in grateful love. All
honour to the Bengali pioneer |

OTHER ENGLISH THEATRESR

After the closing of the Bengali Theatre, or Lobedef®s
New Theatre at Doomtolls, some other theitres of more:
or less ephomeral napupe cropped  up, und of them the
following are worth-mentioning :—

l. The Chandernagore Theatrs of 1808, On one
occasion in this theatre on the 4th  April 1808,
might when  the faree L. Afocat waz Dbeing played,
and when the villige French Judge was busy on the
stage with the trial of o shepherd who lud stolen - some
healthy sheop of his master with the wool of which both
he and his master used to haye superfine English cloth
made; the watch of the stage-manager was foungd missing
and smspicion full upon  one of the seene-shiftors,
He'at onoe took the man jn o very exeited state to the
manager who was then upon the stage acting the part
of Judge, A few questions were put by the manager;
then the judge with the utmost gravity made the man to
confess his gvilt and to fall fat at his feet. He was
veprimunded by the tliknager, warned for his conduct; and
the man slso promised to ho honest in future. This life-like
representation wus grently mmjoyed by overybodv.  Tts
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paformonces were noticed in the Culeutta Gazette of
1808.

2. THE ATHENEUM 1812

The above-mentioned theatre waz opened a little down
the Portuguese Church at 18, Circular Road on the 30th
March 1512 under the name of the “Atheneum™; the
performances enacted that night were “Earl of Essex" and
the farce, "Raising the wind."

Each ticket was priced one gold Mohur,

3. The Kidderpore Theatre of 1815.

The farce of *The Lying Valet” was performed on
the 28th August, 1815.

It was a short-lived stage and nothing particnlar is
known about it

4. The Dum Dum Theatre of 1817,

Thia theatre was at first not quite well-known in the
locality, but it was brought to publie notice by Charles
Franklin, & Bombardier attached to the second battery
of the Artillery. He was o versatile actor. On his being
posted at Dum Dum, he joined the Thespian Band of the
Dum Dum Theatre, and by hiz versatile talents
and with the help of lus officers and others, he was
apon able to rmise the chamcter of the performances
to o very high standand. On the 25th Aogust, 1824
Mr. Franklin passed away from this world—

Carey*s Good Old Days,

On April 10, 1826, it commanded a erowded house
of respectable audience due to its excess to witness the
novelty of representation of “Fountainbean” by gentlemen
nmateurs, Those who came to witness the performance
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had the satisfaction of seeing  their highest oxpectations
Tulfilled,

“The part of ‘Lockland’ was entrusted to s young
amatenr whose wonderfully effective  vepresentation of
that character at once marked him out as n finished actor,
It was an all round success, There was nothing left for
the most fastidious critic to desire for.

"Next to "Lockland”, wus La Poche, the French
Tailor. In his labits, carviage and speech, he was
exceedingly amusing and true to nature, and whenever he
nppeared, the “most resolved muscles instantly relaxed
inspite of themselves"

“The hearty jolly hostess of the English Lion, Mrs.
Casey, was most happily represented by one of the
amateurs. The part was by no means wanting in what
the erities call “breadtly’.

“Tallyho™ got very brilliantly throngh his part and
gave the sporting squire to the life. He was good
thronghout, but his introduction of Lockland and eolonel
Epanlette to each of other was intimately so0 :—

“Colonel, this here is ‘squire’ what d've call his squire,
that there iz colonel Thing-0-me and how you know one
another, shake fists.” Thi= was dope in genuine imi-
table Yorkshire style.

“The part of colonel Epanlette was in the hands of
a gentleman who did every justice to the Anglo French
officer of the old regime. His dress, attitude and pronun-
cistion were all excellent. Sir John Bull was a very
wspectable and natural actor, He afforded most mmnse-

ment in the scenes with Lockland “the vulgar simplicity
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of the one” and “the polished aseurance of the other”
furming an exquisity contract. The little “Lord Winlove
how to do™ was well done.  Can it be surprising, consider-
ing hiow well be was supported by the beautiful and most
wruoefu] Rosal, veally this lady is quite beyond all praise.

“Lady Bull, judging from the great applause with
which her performance was received, appeared a favourite.
Considering that she only appeared between eight and
nine feet high, it was astonishing how gracefully she
acquitted herself.

«Miss Dolly Bull was represented by her nsual spirit
and truth to nature, by an actress who almost  deprives
the eritic of his voeation by putting it ont of his power
to find fault.  She left nothing to be desired for the part,
it was quite perfect. Sheis truly a fascinating netress
and while we have her onght to value her, as she deserves,

and give her encouragement.”
India Gazette April 18, 18286,

This best and leading nctress was no other than M,
Esther Leach, She was a young artist of versatile talents
and was considered as Mre. Siddons of Bengal. We
shall in due place follow her caveer st some length.
A benefit performance was given to her on April 1826,
after which she was taken to Calentta by the promoters
of the Chowringhee Theatre.

Tn October 1826, some repaivs were made that consi-
deably improved the condition of the theatre. The gnllery
which was the subject of much annoyunce to the boxes
wis entirely removed and the Pit much extended. The
theatre consequently afforded more sccommodation’ than
it did before. Thus altered, the Dum Dum Theatre

31
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re~opened in Jan. 1826 with the pieces “Wags of Wind-
sor” and “Bombastes Furioso,”

Dalevitta —‘fr::d!”q iﬁn.'mlr'y i1, IEH?.

The Institution was long a place of attraction for
lovers of the drama, but in the course of o few yeurs the
Theatre began to  decline and we quote Lelow &
contemporancous deseription by an anonymous writer =—

“Dum Dum in the best days has  boasted performens
sufficiently sttructive to bring an audience from Caleutta
but it has shared in the general depression of the Theatri-
cal poverty. Few stars illumine ite declining pglories
and the once erawded parterre oxhibits a heggarly acconnt
of empty benches.”

“Asiatic Jowrnal Jan, 1584, Page 25, Vol, XXIII"

There was a theatre in Wheler Place whose audiences
were extremely seleet as will appear from the “Canton”
published in the Caleutta Gazetts of Fob, 23, 1797 ~—

“A certain person who made her Appeannee  amongst
the company in the auditory ob the frst night of the
performance is desired to take notice that in future she
will not be permitted to remain in the house should she
be 50 ill-advised us to repest her visit,”

The locality formed a part of what i now the Govern.
ment Place West, though rumning in a transverse direction
and from it issued a lane called Corkshrew Lane which

led to Fancy, or more correctly Phansi—(hanging) lane
as it was the place of execution.

On Friday the 5th May 1707, “Catherine and Petros
chio,” a comedy in 3 acts, as altered by Gurrick from
Bhakespeare’s “Taming of the Shrow” was performed, along
with & farce “The Mogul Tule”,
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1708—0th Jan, “Irishman in London,” 22nd Jan.—
“The Agresable Surprise” were performed.

On Jannary 18, 1524, at Drummond's Academy in
Dharmatalls, Homes' tragedy “Doglns” was performed by
the lnds and one of their number, an Eqst Indian boy
of 14 by the name Henry De Rozio who afterwards
acquired great eelebrity as o teacher, & jonrnalist and as a
poet, recited the prologue composed by him for that
oteasion.

De Rozio is on undying name in the political
history of Bengal:  After Rajs Rammohan Roy, it was
his pupils that were the pioneers in the political Beld of
Bengal.

THE BAITAKKHANA THEATRE.

The above named theatre was opened at 117 Buituk-
khans Road in or about 1827, The place was  called
Baitakkhana from an old Banyan tree which stood there
and that ufforded a resting place, or Baitakkhana, to
mopchants and traders who traded with Caloutta and
whose caravans rested under it ehude.  Jol Charnock
is said to have selected the site of Caleutta for a city, for
the delightful pleasure he found in smoking his pipe,
sitting under the shadow of this lurge tree. This tree
stood till 1870,

We find from en advertisement of the Baitakkhans
Theatre, duted the 14th May 1827 announcing s perfor-
pance of ‘The Young Widow or Lesson for Lovers'
and of a faree, called “My Lundlady’s Gown', to be: Leld
an the 24th for the lenelit of Mre. Bland. The hour for
the commencemont of the performance was hnlf-post
soven—in imconvenicut howr in those diuys.
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Mrs. Cobien seems to have been the principul attre-
tion at the Baitakkhana Theatre,

Agiatic Journal of May 1826, contains the jollowings—

“The amstenrs of Buitakkhana Theatre of late
attempted some startling comedies,” and  the success
which has crowned ther exertions evidently showa that
their talents are by no means inadequate to the task."

IN THE PERFORMANCE OF
“POOR GENTLEMAN."”

“The chavacter of Lieutenant Worthington, the hero
of the play, was sustained with great credits the dignity,
the honomsble feelings and the passive firmness of
troe gentleman even under the influence of chill penury
were well portrayed.”

THE FENWICK PLACE THEATRE.

The above named theatre was somewhat of a primitive
type. It was situsted in a matted Bunglow, Thut it
wine spacious is clear from the number of spectators it
could neccommodate.  The house was airy and open—s0
much so, that the interior was visible from the street.
These were no doubt commendable features for o Summer
Theatre, especially in the East.

Next came in importance the Chowringhes Theatre
started in 1813, which exercised such o great influence
npon the people of Caleutta, that two theatres orga-
nisedd und controlled by the Bengulees wore soon sturted
The Hindu Theatre by Babu Prosanns Kumar Tagom,
and the other, Nahin Keishna Bose's Theatre for the
performance of the “Vidya Sundar” The Chowringlee
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Theatre snd The Sans Souc Theatre were greatly instru-
wmental to the Bengali enterprise in the theatrical line,
culminating afterwards in  the establishment of the
Belgachia permanent stage.  'We shall give o detailed
qccotnt of these theatres in the proper place.



CHAPTER IV

THE CHOWRINGEE THEATRE.

The Play-house that exercised a great influence oves
the educated Bengalees and inspired them with the ides
of having a stage of their own, was the famous Chowrin-
goe Theatre, alvesdy alluded to in our former chapter. T
uny public Theatre can ever boast of its connection with
a galaxy of brillint <cholars, artists and men of lead and
light, belonging to the west, and having an intimate
connection with the Indinn people, it was the Chowringee
Theatre.  Some numes are immortal in the annals of
Bengal and the chief amongst them are . —

(1):........Captain D. L. Richardson of undying fame
who was professor of English in the well-known Hindu
College of Caleutta. The name of this famous scholar
ia for ever associated with the litevary history of Bengal.
Of Lis famous students, the names of the great Bengali
poet, Michwl Madhusudan Dutt, and of the famons
educationists, Bhndev  Mukherji  and Rajnarayan
Bose stand foremost. Tn fact, he was the hean ideal
of his pupils, As De Rozio's writings und political
bias urged his students into politics andl free thinking,
0 Richandson's teaching= encouraged  his  pupils in
literary pursnits and fine nris, Hundly 5 gronter Shakes-
-perean schiolar hus éver come over to India, His residle
ing of Shakespeare was quite sstomishing, ns if different



247

persons were acting different parts, about which Lord
Moeaulny in adnirotion exclsimed, “I can forget every-
thing of India, but not of your veading of Shakespeare.”
Sieh waz the celebrated Professor who steongly  felt that
stage wus the only proper place for learning the art of
reciting or reading correctly, and for this he often wiged
liis students to attend theatres and even occasionally
supplied them with tickets. The establishment of the
Hindg Theatre, as we shall see, owes much to his
influence.

(2) Another celebrity was Dr. Homee Haymen
Wilson, an eminent Sanskrit Scholur and author of severul
important sanskrit publications—who married a grand
dooghter of Mrs. Siddons, the famous English nctress.
He greatly encouraged and patronised the establishment
of the Hindu Theatre and we find from the pu-mdinga
of the second annual meeting of the proprietors of the
Chowringhiee Theatre that unanimous thanks were accorded
to Mr. H. H. Wilson “for the valuahle support he had
given to the theatre from the very beginning."

Besides these two grest scholare, there were other
notable gentlemen there —

(3)........Henry Meredith Parker of the Bengal
Civil Service, sométimes Secretary and then 5 Member, the
Board of Revenue, He was not only a zealons officer,
hut an accomplished musicinn, o capital actor, a
versatile writer and an ardent advocate of publie liberty.
He had been amongst the warmest supporters of Buckin-
gham's Calcutts Journal, when to do so was highly risky
for service, and then lent all the weight of lis ability to
aphold the liberal policy of Lord William Bentinck. He
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wrole one or two furees, e.g “Amatenrs”, and  was called
by his friends and udmirers ‘Proteus’ from the readi-
ness with which he adapted himself to all the changes
of ‘many coloured life’ us preseuted on the stage.

(4).........Mr. J. H. Stocqueller, editor  of ““John
Bull* which was afterwands changed by him into
“Englishman™—was un amutenr who took u great
interest in theatre, While in England, he wus often
“privileged to go behind the scenes at Drury Lane”,
often “noticed by Sheridian,” introduced by him to Lord
Byron und once hud a peep at Mrs. Siddons in Lady
Macheth ; even the great actor, Edmund Keen often
encournged liim to become an actor.  He was certainly an
aequisition to  the Chowringee Theatre, He was often
cost for Caseins, Tago, Pizzaro, Sir John Fualstaff and
Moliere’s Tartuffe.

(B)seeriveeiBir J. P Grant—(Not the Lieutenant
Governor of Bengal) n judge of the Bombay High Court,
who owing to some difference with Lord Ellenbrough
(then in Bombay) resigned his office, rather than allowing
its independence to be tampered with.

He afterwards came to Caleatta to practise at the har
and took keen interest in theatres and Caleutta society:

6. Willism Linton, the favourite vocalist of his day
and organist of Bt. John's Cathedral, was well-known in
the character of Julius Ceaser, and wis sometimes the
lessea of the Chowringee theatre;

7. George Chinery—the eminent artist who puinted
iy pictures in Caleutta.

8. Thomas Alsop—Magistrate of Calonttn, J. O,
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Doyle, Military Secretary to Lord Hustings was infimi-
table in Irish Characters,

0. Captain W, D. Playfair had no equal as Falstaff,
there was, as if, hilarity in the very sound of his voice,

10,  Captain George Augustns Frederick Fitz Clarence
(n son of King William IT) was an Aid-de-camp to
Marquis of Hastings, and was afterwards created Earl of
Munster by his father. During his stay in Calentta, he
wis in close connection with the Chowringee Theatre,

The Chowringee Theatre, or “the Private subscription
Theatre”, ¢ it was first called; was built on 10 commodious
structure in the year 1813, in the southern part of
Calentta on Chowringee Road, to the south west corner of
# Street which owing to its association with this theatre
is still called “Theatre Road”, us distinguished from
“Theatre Street”, which was 'the name given to the lne
behind the ““Writers' Buildings" for its proximity to the
“Calcutta Theatre”,  The whole site between Chowringes
Rond and Elysiam Row (Now Lord Sinha Road) was
oecupied by the Chowringee theatre. The adjacent honse
tothe north was known as Balluds' Place, (Vide
Schaleh’s Plan of Calcutta 1825). It now stunds to the
west of the Vietoria Memorial Hall and South of the
King's Court at Theatre Road. Sir Willium Markby
lived heve from 1866 to 1877 und aferwards it was con-
verted into o boarding establishment. The expenses of
the construction snd the cost of the materials for the
stage were borne by a number of gentlemen snb
amongst themselves the shares of Rs, 100 each.

It was beautifully crowned with a dome, but Me.
Stoequeler who had seen much of London Theatres
32
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called it “a clumsy old  edifice  at Chowringee—the
fashionable quarter of Calenttn” A ecorvect ides of it
may, however, be gathered from a contemporary writer
of the Asintic Journal who deseribes it ns “the protd
neighbour of the Dom-Dum in Chowringes, which bonats

little of outward architectural display, though its interior
is both handsome and commodions,™*

Lord Moyra who took charge of the Government in
October 1813 at onee extended  Tiis patronage to the
Theatrs, made libern! contributions to it, nnd opened  the
Theatre in November 25th of the same year, The Gover-
uor General was present with lis wite—Lady Hustings,
and the address, presented to him on the pecasion, along
with two other addresses has been reproditesd in Oxherry's
Actors' Budget (Cal. 182L) Their excellencies took
lively interest in the Theatre and often graced its perfor-
mances by their presence, some of which are worth nioting,
eg. Henry IV on 1814, 29nd July ;. Merry Wives of
Windsor on 25th Sept.. 1818 (Friday) ; “the Sleeping
Draught™ on 24th June 1819; “West Indin” on 23nd July
1819,

Geldsmith's “She Stoops to Conguer”, was played s
8 benefit performance for the Frve School on the 18th.
May 1814 and about Rs. 3600 raised (expenses amounting
10 Re, 1500). An actor in tho character of Marow recited
the following lines composed by him #s an sddress. of
weleame to Lanl Moyra =—

Vain ix the hope and froitless the endeavonr
To gain without alloy the general favour
All cnnees of compliment or blame to show

AL 1B Jan, Page 25,
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And pleass the many while offending none,
And nrduous i the post to him assigned
Who seeks to satisfy the public mind.
Cal. Gasette 19t May, 1814.

Their Excellencies  the Governor General Lord
Moyrs and Lady Loudon, the Chief justicsy, Lady Fast
und all the principal families of the settloment graced the
occnsion with their presencs and ahout 800 persons, the
ereim of the sovivty, were there. A splendid Dyop-scene
was presuntod by Mr. Hume, a barrister practising i
the Cleutty  Hligh Court, bt unfortunately us it was not
quite dry, it exhibition was necessurily postponed till the
next performance of Macheth, The andiencs, incliding.
their Excellencies were highly delighted by the show—
especially for the costumes that were quite in keeping with
the drmatic clinrncters and ovents, and the Ale-House
soens wits indeed adinimble,

Undontta Gavelte May, IS14,

Tho same keen Interest was evinced by Lord Amberst
the noxt Governor Genernl, his wife and the members
of his Councill and we mention amongst others
a partioular oceasion when their Excellencies Lord and
Lady Amberst, Lond Combermire, the Commander-in-
Chief, Sir John Canpbell, were present on the 25th  April
to witness the performunce of * ". The orchestrs
struck up the National Asthem and the Manager "the
futher of our Drury” read an address  appropriste to the
pecsion. A, J, 1827,

The company failed not to enlist the patronage of
even Lond Willism Bentinek who took not much interest
i theatre, but along with the Hon'ble judges of the High
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Cowrt and the Commander-in-Chief graced the house
by his presence in a performance of the “Trom Chest”
when the gentleman who ueted the part of Wilford, gave

5 an entertainment “the reminiscenes of an aetor.
(A. J. Feb, 1830).

Fortified with the distinguished patronage of the
highest officials of the Settlement, the “Chowringhee
Theatre" continued till May 1830, iand was in its zenith
of fame during the years 1826-1832, The tickets were
priced as : Box Sicea Rs. 12/-, Pit Re. 8/-, but afterwirds
reduced to Rs. 8 and Ra. 6 respectively, Performances were
at first held on Thursday-night and afterwards changed into
Friday night. Doors were opened ut 6 P.AL. The curtain
generally used to fall at 11 P.M. and sometimes at half-
pust Ten.  On one occasion when the budget was long and
continned up to 12 o'clock, a large number of the audi-
ence out of tedium left hefore the curtsin fell
Generully the number of spectators varied from 200 to
3{}0.!

The actors, we have alvendy scon, were generally
amateurs, but actresses received their pay and lived in the
premises of the Theatre. some of these talented women
deserve special notice. Gardall Atkinson was extremely
popular with the Caleutta audience till death removed her
all on @ sudden in 1837 ; Mrs. Mary Gotlieb (wife of
Valentine Gotltieh, the mechanist of the Theatre) whose
place on her death in August 1827 at Chinsurs, was taken
by one Mrs. Kelly, Mrs. Bland, Mr=. Francis who etayed
till the Theatre was closed, Mrs. Chester (with her
busband) and last not the least Mrs. Esther Leach,

© Calimtta. Guzeste 30th Dec. 1810, 2%k Jan. 17tk May, 1814, 25th
Aug.. 1615,
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who was known 8 Mrs. Siddons of Bengal, were prominent
in public eye.

Miys. Leach, the daughter of My, Flatman, an English
soldier, was born in the year 1809, She was married to a
non-commissionéd officer, John Leach, a widower, who was
sepior to her by 17 years and her reputation as ah actress
at the Dum Dum Theatre spread even to Caleutta, The
Chowringee Theatre, under the patromge of Lord Amherst,
succesdded in inducing her to accept an engagement  there,
and along with her appointment got her husband trans-
ferred to Fort William as the Garrison Berjeant Mujor in
theyear 1826, She was a highly gifted woman, and she
Jearnt everything about the histrionic art hersell, She was
the most popular actress on the stage, and Mr. Stocqueler in
his Hand Book on India (1544) spoke of her in his remini-
seenes that “Mrs. Leach was for talents and personal attrac-
tions without s rival even in England. Extremely pretty,
highly intelligent, modest, amiable and possessing i musical
yoice und good faste, she adapted herself to all the acquire-
ments of the drama. The ingenue soulbrette, of the leading
plays as “Othello”, “the Wife”, the “Hunchback” and the
“Lady of the Lyons", the highest flights in comedy, the
pantomimic action “La Muette” and some minor parts in
Ttalicn opera.........were all alike to this clever child of
patwre”  She received 8 moderate education, but had a
natural aptitude for getting pieces by heart. The soldiers
selected her, when she was o mere child, to play Tom Thumb
amd Little Pickle. Even then the officers were charmed by
her powers and got their adjutant to present her » copy
of Shakespeare and since then she became a devotee of
that immortal poet, and devoured everything in the shape
of dramatic poetey and prose which she came by in her
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way. While she appeared as Lady Teazle in July 1827,
the same John Bull wrote of her “we cannot speak in
terms sufficiently her due..... suffice to say, we do think
her one of the best female performers we have ever seen
on the boards.”  She was 80 mnch identified with the
Chowringee Thedtre that its fortunes changed with her
own. During the seven years from 1826 to 1832, the
Theatre had its best days, sho was able to give her indivi-
dual attention to it, after which as the affiirs took an
unsutisfactory turn, the scalé of her fortune turned also in
the opposite divection.  Her hoshand died in the year 1836;
und she was keeping nn indifferent health from . some time
before. In the next year, she bocame so ill that she could
not attend the theatre, and was advised to peturn to
England for a change.  Her last sppearance at the
Chowringee was on January 12th. 1838. When at her
farewell she recited o chymed address embodying the
corroding word......... “farewell”, it tonched everyone of
the audience with deep sorrow. Her misfortunes east
a deep gloom upon the Caleuttn stage, and with My,
Leach sot the sun of the Chowringee Theatre.

As we huve mentioned bofore, the accounts of the
Theatre Company were placed every year in the meeting
of the proprietors and we find the following From the
account of 1825-1826 - —

“Total receipts in the year excloding maney  drwn
upon account amounts to 8442 ripees total expenses to
Rs. 8356-0 : leaving a balanoe of R, 85-13 us. in favour
of the year on the other hand ; we have an interest, account
with Alexender ete al 8 puc. amounting to Re. 881-2-10
and net expense of the year to the proprietors i therefon,
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Rs. 795-5-0 making the debt due to the house Rs
10129~ To discharge this debt it was stipulated with Mr.
Richardson in the chair st the Town Hall meeting that
proprietors should be levied Rs. 100/- for each share, and
Ra 560- for each share more than one, and thit Mr.
Linton who was the lessee to continne his lense and Mr.
Princep be requested to take entire management of the
pecuniary interest, and that free udmission of the
proprietors shall be relinquished for two performances at
auech seasons 2% Mr. Linton may select in the conrse of
the year, on condition of his paying to his proprietors the
annual sum of Rs, 1600 -

A. J. Jawnaiy, 1837.

Afterwands the Theatre bagan to improve Ly securing
the services of wellenown artists, and repairs were made in
the building. Plays were highly spoken of and they
always commanded o erowded house, But from 1833-
1834 its nftairs again took an unsatisfactory mm. In
1883, the Theatre was lessed to an Italian Company at u
nightly rent of Ra. 100/ and it showed some signs of
improvement in the beginning as was noticed in the
Bengad Hurkaro Feb, 2 : 1833 —*

“We nre glad to find that so far from the days of our
Calentta Dy heing numbered, it s rising from the
temporary prostration with a giant’s strength and will ve-
open on the 4th, with attractions which with perhaps  the
exception of the first performances of Pizzaro hos never
been equalled.  T.ord Byron, when he wrote his first satire,
declared that ull mankind were still black and blue with
crushing to see Cataline in pantaloons ; and we shall be

* Videalso A, J, Aug. 53,
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wch mistaken if a similar complaint eould not be Lrought
against the generul curicsity of Caleutta on the first
mtroduction of the Ttalinn opers on the boardé of the
“Chowringee Theatre”,

The Italian Company, however, for want of populsr
support, which it had expected to get by the high attrac-
tions of the Ttalian Operas, was unable to pay the high
rent and the theatre was leased to the French Company
at Ra. 50/- per night, which too began to fall in arrears
every month. The proprietors, therefore, themselves began
to manage the theatre and reduced the prices to six rpees
per boxes und rupees three for pit.  No doubt there was
An increase in qudience on the rednetion of the prices; but
the Hurkara * rightly found out the true canse of its down
fall, and it commented thus in one of ite articles, about “the
puritanic spirit, hostile to all refined and Intellectual
recreation without any pamllel in any community since
the time of the Commonwealth”, Unable to clear deébts
running np to Rs. 20789/~ and make further progress, the
proprietors settled on August 3, 1835 to put ap the
theatre for sale by auction to the highest bidder and when
it was a0 put up on the 15th August, Prince Dwaraka
Nath Tagore, grand father of the world-renowned poet
Rabindranath Tagore purchased it with all its ward-robe
and apportenances, + The Prince did not take the theatre
himself for any speculation, but for the purpose of promo-
ting its interest in the name of the former proprietors, pay-
ing up double the price of shares and heing & joint owner
with them. But for such pecuniary sacrifice of a “native”
the Thentre would have met with an untimely death,

* AJ, Jan, 1535,
1 188, Asiatic Jonmal.
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Necessarily the share-holders remained in great obligation
to him,

Tn January 1887, an entertainment was given to Lord
Aucklind and Hiz Excellency’s two sisters, Misses Eden,
for the interest they took and the patronage they extended
to the Theatre. Fileu's lotterz give some tdea of  the
theatrical condition of the time,

Miss Eden, wrotetoa friend *—"We are going to night
to the play by “purticulur desire” not of ours but of the
gmateurs who have got up a play for us before onr
departure.  The thermometer is ut 00, the new Theatre
is withont Ponkha, the small evening hreeze that some-
times blows oeses entively in September and October and
we are in biock for our King”

In 1837 the privates of the 26th Regiment (Camero-
nian Regiment) got up performances of the Rob Roy, and
Honest Thieves for the benefit of the orphans, but their
offer of Ra. 600/ (a5 the sale proceeds) was declined by
the Ladies’ Committes, It was said that a high dignitary
of the church instigated the refusal with a view to dis-
courage theatrical performances,®

The condition again turned unsatisfactory and the
Theatre again ran into debt, necessitating the honse to be
either sold or lot out. An attempt was however made for
the last. A meeting of Messrs. C. R. Princep; J. P.
Grant., W. Young, W. P. Grunt, and others with Mr
Mannuck—in the chair, decided that expenditure should

1 1537, Oct. 2, Miss Eden to M. Lister—P. 201

* 1630 Miss Emily writes /— Bome of the boyw in their gorgeons dresses
looked very well. reeiting aud acting scenee from Shakespeare—It jo one of
prettiest sights 1 huve seen in Calentia” '

* A J, Jun. 1830 ; Oct. 1597,

a3
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be ent by half, hnt the house should not be even let out, *
No man can, however, check the truin of nevorsities,
even the artists began to fall ill. From the contempora-
Beous refurns: given below, onr readers will have an ides

how misfortune fell not only upon the theatre, but lipon
the artists also.

"Our Keen—sick on the river
Protens—gone to Sandheads

Count Almavive—gone to N. W. Provinos
Our Bob—on his back

The Monster—going to Cuawnpore

Master Stepness—gning to Simla

Master Madies—minding his hits

Mis. Atkinson ... as ladies ote sinee dead
Mr. Chester ... ditto

Mrs. Leach .. too ill to aot” T

The condition of theatre about this period may thos be
described in the words of John Bull......

“The Theatre tan into debt, elite of the amatenrs
seceded from  the Bogrda e kept aloof, scenery was littla
better than o collpction of dirty rags—the ward-robe was
dmass of foded finery, the roof lenked, people got into
habit of smoking cheroots in the honse that bat and rut
sod the supernaturs! superseded pootry and probability,
avistrocraey earely countenanced the performances and

* Jane 10, 1837, Bangal Hurksra—"Tho resttll of the Theatre is that the
Theatre is sot 10 be sold and that Iy s |mmlmmudm1imud
Ospluin Hyde in one instaties sl of Me. Farmer in another 1o luso have
been neglocted, we balievs, withont baing put to the vote. We undprsiand

that in thi oploden of tha two gontlomen whainﬂhudlhmm Mr.

Domin sod Mr, 1. p. Girant, ibe vxponses (mouth] A witheut .
sulty be diminiahed by hait, L fle
FA. 1158, May,
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‘i short, the drama had fallen as also where to in “the
sery und yellow leaf.”
Englishman, 3 June, 1839,

To crown all, in the carly hours of 314, May, 1889,
thy Chowringee Theatre swas totally destroyed by Rre.
The teagic fate of the theatre has been pathetically des-
cribed by all the pupers of the time and the Horkam
gives the following graphic deseription :—

“The Chowringee Theatre is no move or exists but as
# crumbling and ghustly skeleton of its former self.
Between one and two o'dock in the morning of the 31st
ultimo it was discovered to be on fire and in ahont an
hour it was blackened into an empty shell.  All help was
unavailing from the combustible nature of the various
portions of the interior—scenery, furnitures ete.  The
fames made sueh o rapid progress that although engines
arrived in the shortest possible time, they could do
nothing for the preservation of the honse. The whole
inside of the theatre—hboxes, pit and stage with all thefr
decorations, appurtenances, in short, every thing that
would burn had been burnt.  The wooden dome made a
most awlul blaze which was seen from the most remote
purt of the town, until about hall past two when it fell in
with a tremendovs crash, The only portions of the
premises which have escaped are the portion on the West-
wanid, and a part of the house, to the south, occupied by the
seeretary, Not an atom of the furnitures and other
sppurtenances of the theatre has, as fur as can be lenrnt,
been saved from destruction. No one seems to know how
the fire originated.”

*“Mr. Chester's acconnt is that after he has retired to
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rest and when be hud just fallen ssleep he Was going
towards the door of communication between this house
and the stage and encountered s volume of dense and
suftocating emoke- There had been a rebearsal of the
“Pilot” and “Sleeping Draught” which concluded at aliont
balf past twelve, shortly after which the party of the
amatenrs engaged in the representation broke up and
retived from the theatre. On their depurture, the lights
were all carefully extinguished with the exception of one
which was kept burning in the front of the stage every

night.
Huvkara June, 1at, 1889.

“We are glad to see o spirit of kindlines abrond, which
leads us to hope that some provision will be made for the
sullerars by the lute conflagration, of the Chowringhee
Theatre.”

“We do not of comse, include in this number, the
proprictors of the thestre who were all (we believe) unin-
feurs in good circnmstances and will not be seronsly
injured by the loss. We allude to Mrs, Francis, the
oldest performer attachad to the theatre by which ehe was
always scantily rewarded, to Mrs. Bluck, who is nearly
of the same standing and has lately boen left u widow, in
indigent circumstances and more specially to Mr. and
Mrs. Chester (the secretary and lis wile) who have not
only like Mrs, Francis and Mrs. Black loat the employ-
ment upon which they depended for support, but luye
alto been deprived by the devouring element of their fittle
adl of persony] property ; they have, we are assired on
the best authority, searcely g change of rmiment or s plate
OF "poan, or article of furnitire of their own . We ame
delighted to sce thut their deplorable case hus uttracted
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consideration of the Lord Bishop the Archdeacon, the
Manugers of the late Theatre and few others.”
Thed June, 132,

So popular was the Chowringhee Theatre, that its
destruction long continued as an important topic in most
of the town circles

The place was not insured and the loss to the proprie-
tors was caleulated to be Rs. 76,000/,

The tragic end of the Theatre forcibly reminds us of
the few lines of Lord Byron on the burning of the old
Drury Lane Theatro on the 24th Febmary 1800.....

“In one dread night our city saw and sighed
Bowed to the dust Drama’s tower of pride
In one short hour heheld the blazing Hame
Apollo sank and Shakespeare ceased to reign.””

This brought to & elose the most popular and the
distinguished English Theatre of Caleutta, and there was
no Klieridian here to revive it. No doubt a fir lady
hastened to its resene from its utter extinction but she was
herself eruelly burnt in the fames.

Thus closed the Chowringhee Theatre, which inspite of
the patronage the Bengalis could give was eflaced from
the face of the earth. We give below some account of its
performances :—

Ang. Srd. 1815—Sheridian's celobeatod comedy, “The Rivals
and Fortunes' Frolic? were performed  Sir Antony Absolute

was roceived with enthusigsm and well merited applause. He
peguitted himsell with superior mood.

Tho performances at Chowringhes were got up with unnsnal
ability. Principal characters were sustained with pecittise
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strength and foree of espression.  The andience bestowed
repented and well morited plandits on the younyg actress who

performed the parts of Miranda in the Busy Buby (Body) wud

Dol Lalolls in Tom Thumb, Tom Thumb, the liero, wae perfor-
med by u young gentleman, an amateur, with singular foliclty
and in a style irresistibly Indicrons. The suocess of the
performance hns very considerably diminished the debt which

was ineurred o repairing the damage sustained in the roof and

additions (o the theatre lnst year,
Jan. 2301, Bengal Huvkara and 20tk June Asintic J. 1,515,

Oct. 1; 16815—Last Friday, Merry Wives of Windsor
grdified expectations.  The quarrel was sustained with infinite
drollery, Governor Generul wans present. Thoe house wak

crowded to oxcess and reminded us of the lues in the rejocted
uddress —

“Now the full benches, to lute comers, doom
No room for stunding, misealled standing room.”

Lst. July 1817.—Marquis of Hastings was preseat, and an
uddress wns given,

“The Road to Ruin" was on o Friday* given a ropresenta-
tion but not a crowded house and we warvel i our Chow-
vinghee boards boasted of o better Gold-Rnch than the gentle-
man fn the end proved himself to b, The part of Goldfineh
introduced an smatenr of o sister provinee. His stature =
rather above tho middle size and his person manly and
agreeable. He appeared awkward in the first soene and  his
mannor in walking ronnd to exhibit his person was ludiorons
rather than such a2 u to give full effect his “thut's your sort.™
His subsequent scone, however, made up w2 we have before
hinted, for the defects of the first and the seane with Mill-
ford in the lust Act whon he deseribes the Asts of Jokey
in both words and action wos given  with n  caricatare
certainly nnpamlleled on these boards perhaps on any other
in the present day and to be equalled only in the annals of the

* Marels 1898 — A Jonrnal, vol. xxx.

-
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real sporting.  The effect was irrvesistible and wazs followed by
the londest applause, and we heard it whispered that this was
the first attempt in the part of Goldfineh nnd this cirenmstanos
would speak greatly in [avour of the versatility of theatrical
talent possessed by the amutenr, if we contrast the chameters of
Oectavinn and Shylock in which, we heur, he stands unrivalled in
India. On the whole, the play was excellently performed and
though the tradesmen were n shockingly motley group and the
scenry not quite sufficiontly attended to, we camnot but be
well pleased with the evening’s amusement.

Joka Bull, Bepd, S,

Oot, 15825. A, J—On Friday the theatre was erowded to the
bumper, The amusements were the comedy of “Catherina
Potrichio” n most masterly performonee In every respect
and an admimble deama. The whole performance passed
off In o very spirited manner and amidst lond applause,

“Love langhs nt Locksmith” was one of the completest things
eoen on the boards for an age. Totteran was inimitably great
iy the par. This amatenr is truly a most valuable aoquisition to
our boards, and possesses a greater degrece of versatility than
we had Jmogined. The part was charmingly and brilliantly

performed.
Caleutle Gazette. Oct, 30, 1826 (Ref. A J. April 27 ).,

On Friday Oct. 21—"The Sleeping Druught” and Miller
and his Men wore pcrfnrmadhofnu one of the most brilliant and
crowdod sndiences over witnessed in the Theatre, The ploces
were got up ina hurry which accounts for some failures in the
seenery and machinery, The performers were mostly new to
these boards and allownnee, therefore, must be wmade for any
little dofects. The represontation of Papolinoe evidently
[oRsesses considerable drmmatio talent...Dr, Vincolo is also o
new performer of great merit and ho would be a great acquisition
to the Chowringhee boards in this lne of character, He haa
abundant energy and no want of humeur and his person and
yoloe are ull adapted to testy old man.

ﬁﬂfﬁﬂ ﬂmﬂft‘ ﬁ'-ﬂt' 29 IE 'B er'r 1‘ J HM IS?"I}!III
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*The Tron Chest and Monsieur Tenson" both were most
successinl thespinn efforts, there having not v single instance of
failore and ull appearing  perfect in their parts.  Monsienr
Tenson called forth continned plandits and bursts of looghter
from the sudience. We cunnot imagine possilily. o bettor
effort of drnmatic comic talent than Morblew.

Tom King was without exception. We think the best
deamatic essay yot exhibited on our boards by the amatenrs
who represented the part  In dress, movements, pesture,
langunge, looks every thing, lie was quite above all praise. 1t
was g gay, clegant and spirited performance, full of that wivida
wis animd, wo should virtanlly look for in a “fine young fellow
about town.” The other characters were capitally supported
aud the lndies of the picee acquitted themselves in this as well ns
the proceding one to the highest advantage.

Bengal Chrowiele Nov. 6, 1827 (A, J. April 1828.)...

Otway's tragedy, “Venice Preserved”, represented on Friday
Nov. 2nd. was one of the most snocessful representations, we
have witnessed on these boards for a long Hme. The house
though not crowded was very respectfully flled and the curtain
fell at the early hoor of half past O amidst the unsnimons
applanse of the andienee.

AL Sept, 1827, Indian Guzetie, Feb, 2.

Chowringhee Theatre was very full, to much satisfaction—the
Water man und Monsienr Tenson in able manner were performed.
Morblew in the lntter surpassed his former por exeellonve—
thut he was most capitally dressed and accounted altogether,
oarvied himsell admirable thronghout and entirely identified
himself with the whinsieal charmeter of the distracted, but most
exriisitely amnsing old Frenchman.

The performances st Chowringee Theatre lnst night amply
realised all the anticipations which had been formed of them.
The scenes from Don Giovani were rich treat to the lovers
ol musie ; the beautiful tenor of Mr. Linton and the rich deep
Atws of the representative of the statue were us fine as anything
‘we ever lieard ou these bourds. We. noed scarcely sdd that
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Full justico was done by the Orchestra to this beantiful compo-
sition of Mozart's. A more exquisite buffo than the representa-
tive of Leporullo wo have wever witnessed. The scenery wns.
beantifal and the diablerie got up and most skilfully managed. *

Mrs, Leach ns Lady Tearl an July 27.

Chowringee Theatre—On  Thursday  wvight, Pizzaro was
repented st oir Drury, Lord Combermers was received with
st markod reiterated praise, next His Excellency Sir Archbald
Campbell and last of all Rt. Hon'ble the Governor Geaeral
and Lady Amberst. The nddress given to them was admirably
spoken by the father of our Drury.

India Gazette Nov. 5.—All together with & few exceptions
*Ventoo Proserved” wis one of the most delibernte murders we
huve ever seen on the Chowringee boards.

The theatre re-openod on the first Friday of February 1826
‘when the condition improved a little.  About 7 pam, on the
reopening night, the house was full to the overflowing and
sovern) persons for want of seats had to stand. The Rt
Hon'ble The Governor General and Lady Amherst honoured
tha house with their presence.  On thelr entranee, the orchestrn
struck up “God save the King” though not played well.

Indin Gazette Feb, Gth, 1826,

The sarvices of Mrs. Leach were scenred and some of the
best plays were staged with great success with the assistanco
of brilliant casts of artists and it was then that the theatre
renchod the height of its reputation and prosperity (ap fo
1832), In the meantime olterstion and improvement to the
pxtent of Rs, 9,000/- wus made in the =ummer of 1828, the
amount being raised by oontribution from the proprietors in
the proportion of Re 100/~ for each share and Re H0/-on
‘oach share more thun one. —A. . dug. 1528,

A voungman playing Clerimont mnde n most trivimphant.
Hi possesaad high qualifications for the spck and buskin, a good

* Bengal Hurkara Feb, 2nd, 1833,
BE
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VOietasesryrennne . Lod William Bentinek did wot extend his
predecessors’ patronage,
The picee cust was “Honey Moon” The next week “Old

Maid” and "High Life Below Stairs” wiere played amidst lond
applause of a very crowded mther warm house,

During the regime of Lord Amberst the Chowringee
Theatre was at the zenith of its popularity snd fame, and
performance held every week on Thursday.

Aftor this the affuirs took again an unsatisfactory turn and
in 1830 it was leased out to an Ttalinn Company which, however,
Iniled in the payment of the high ront of Bs, 1,000/- & month;
and the French Compnny which next took lense of the thestra
also conld not pay Rs. 50/~ per night, which thoy agreed upon
to pany. The theatre was in debt and the prices for admission,
were reduced, namely to Rs. 6/- for the pit,

(Asiatic Jownal January 1886)
Jokn Bl January 25,

On the 23rd Junoary a new farce was brought out st this
Theatre eatitled 1, 2, 8, 4, 5" by the advertisement.

The plot was humorous and well commenced and consisted
of three charactors ; viz two lovers and an old man, the fathor
of the lady,.,...and who sdvertises in newspaper for  hosband
for his danghter. 1t is ngveed botwoen the young people that
the lover shall apply in consequence of the nilvertisement and
by personating the ladicrous, so surfeit the old father, and he
shull be glnd to bestow his dunghter an the objoct of her choton.
The lover of conrse sucoceds, and they all invited in the e,
The lady say= “If we fail wo shall not fail my loveland nwny,”
The youth procesds to the necomplishment of lis wishes,

The gentleman who played the lover was quite suceessful in
the severnl churacters assigned to lim resembling  Silyes-
ter Daggerword ! in these purts lie gave imitations of some of
the wtars of the Chowringee Boarde with great success, The
old man wos played by a prime fuvourite, the dance was i mnnr
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respocts superior and song enchored, the house was well attended
and the boxes ocoupied by many reapectuble persons of the
suttlement,

A new comoedy. entitlod “Petor Fin or s Treip to Brighton"
the anthor of which is Mr. 'T. Jones, was represented st B, I, on
Friday lnst. The charneters were all sustained respeetably,

Bewgad Hyrkara April 4ih, 1826,

Bengal Hurkarn Oct. 22—The “Castlo Spectrs” waos
performed on Friday evening st Chowringhee Thestro to an
nudionce which has never been recorded in numbers of fnshion;
in fnct the house was crowded to the very standing places. As
had been snnounced in the papers of the Presidency, the Re,
Hon'ble Earl Amherst, the Countoss anil Lady Samh Amherst
honotred the liouse with their presence as did also the members:
of the council and muny othee distinguished individunls, Abont
T o'clock the Bt. Hon'ble the Governor Genernl with his
Lordship’s family and suite made their entry und were groeted
o their frst sppearsnce ot the Theatre sinco their return
to the Presidency, with three distinet rounds of applause, the
audience standing and the Orobestmn playing “God save the

King"




CHAPTER V

THE SANS-SOUCI THEATRE

‘Within o month after the destruction of the Chowrin-
gee Theatre, Mr=. Leach arrived in Caleatts and was
greatly shocked at the lamentable news of the tragic
fate of the Chowringee Theatre. She, however, did not
allow her sorrow to rot in idle sentimente but sat herself
earnestly to work and opencd o temporary theatre under
the title of Sans-Soud at the comner of the Government
Place East, Waterloo Street—the place, where according
to Rev. Mr. Long, Sir John Clavering * had lived before
The site is now occupied by Ezra Mansions, but at that
time, in the upper flat of the Building was St Andrew’s
Library and the lower flat that looked more like a godown
was converted by Mrs. Leach into an elegunt theatre
sufficient to nccommodate 400 persons with the help of
“carver's and gilder's art.”

On the opening night—August 21st 1839, Sheridan
Knowless's “Hunch Back” was siaged with Mrs. Leach
as Julia. All the sale proceeds of the night were devoted
to allay the distress of her old stage-nssociates Mrs.
Francis and Mrs. Black who had lost everything during
the last fire. Mrs. Leach as lessee continued the :
ances here for ahout @ year till the Turger house was

* Bul according 10 Dr. Busteed, Sir Jobn lived at 8 Bope Walk. Ses
page 177 Supre.
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being reaved on hor account’ at the Park Street (Now 10.)
at the site of the present St Xavier's College. The
subscriptions came in liberal response, the last being
headed by Lord Auckland and Prince Dwarakanath
Tagore* who contributed Rupees one thousand each and
the total amount of the subseription rose to Bs 16000,
This also included some money contributed by M=,
Leach herself. M. Stoequeler, Editor, Englishman also
offered his services to help her in her noble entérprise.
The whole fitting and construetion including seenery
and wardrobe cost Rs, 80,000/~ the vest being raised
by the mortgage of the property and all it was to
contain. Mr. J. W. Collins was the architect of the
theatre and the strocture measuring 200 feet in length
and 50 feet breadth was built with n handsome portion
in front.  The stage oceupied 28 feat in hreadth, 50 feet
dopthy, the space concealed from the audience above and
helow being appropristed to the green rofms ec. The
huilding was completed in Ay 1840 hat  the formal
opening took place on Mareh 8, 1841 with Sheridin
Knowless's “The Wife" under the patronage and imme-
diate presence of the Governor General Lord Ancklund
and suite when Mrs. Leach who took the part of Marians
rocited & metrical prologue written for the occasion by
My, J. W. Kaye (afterwards Siv John) the blistorian of
the Sepoy War, and wditor, Bengnl Hurkars. Two
daye before this i o on the Bth March, about 00 gentle-
men sat down to a splendid dinner on the stage of the
new theatre with Mr. Turton on the chair.  The stage

‘Hr&mhthumumhuiuuu!pmpomiuimhuﬂdin;n aow thoatre
by sabscription, 1he list is headed by doontion of B= 1000 from Lord
Auckiand nod of the ssme smount from Dwraraks Nath Tngore

i A, 4 Jume 1840, )
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pillars were decorited with wreaths of flowers.  Alter
the song the “Queen” Mr. Turton proposed the health of
Sir Jolm Peter Grant and the judges of the Supreme
Court.  Bir John remarked that lie uttended the theatre
a8 much from a sense of public duty as from motives of
private entertuinment and he looked upon drama in
well organized stage as 4 great instrument of civilisation
and refinement and hoped that thi= new theatre would
prove much benefit to the society at large.

(Asiatio Jowrnal 1841, May.)

As some of the actors had left theatre altogether, for
the catastrophe, Mr. Slocgueler had to seek reeruits amd
smongst others got Mr. Hemy Torrens, Mr. Hume ®
Barristes, afterwurds Chief Presidency Magistrate Caloutta
as amatewrs, and also some professionals through his London
agent—aone Mrs, Deacle, a Miss Cowley and 4 My, Benry,
§ pantomimist from Cambridge, with his wife. We hid
on the authority of Mr. Stocqueler “that Torren’s Sir Peter
Teazle was suijuris. Hume had an ides that he was a
tragedian ; his declamatory powers were fine and Iie had
# tendency to bear a passion to tatters which found room
for gratification in Othello and Macheth, Iut his figure was
thick and lumpy and his fice devoid of suitable expres-
sion. Mrs. Deacle who as Miss Dirling made & gorgeous
Cleopetra, and had not her devotion to Bacchus been
interfered with, by her attention to the rites of Thalia and
Melpomime, she might have been valuable. Mr. Berry
had u capricions voice which used to desert him at the
critical moment but he was able to atone for lis lingual
deficiency by intelligible dumb show.™ Mra. Eden wrote
in her reminiseenes of theatre inh.erh;-ttemfmm[tldin,
“A Title Miss Cowly is une of the best comie actresses
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I have seen, and had o great success .....She is very
ngly.™

The performances at the New Thedtre were con-
tinued for sometime with regularity ; punkhas of course
heing pulled in summer, but affairs both at home amd
abroad east a gloom over it The war with Afganisthan
had a great effect on it, and the Amir Dost Mohomed
unwilling to make treaty unless Peshwar then in oceupa-
tion of the Sikh Chief, Ranjit Singh, were given to him,
und wanting to have friendly relations with Ruossin was
deawn into n war with the Indian Government. Lond
Anckland sent a British regiment ; Sha Shujn; Ahmed
Shals Durani's grandson friendly with the British was
restored to the throne and Dost Mohomed who surrenderad
in Nov. 1840 was sent down to Caleutta on & liberal
allowance.

On the 11th Oct. 1841, Dost Mohomed was present
at the Sans-Souci Theatre where the melo~drama of
Tekli was performed before a larger audience thun had
ever erowded into the the New Theatre—the combined
attractions of & melo dramatic spectacle and an Ex-King
filled the house to over-flowing. The Hurkara says, Daost
Moliomed and his party were greatly delighted with it,
and runs thus :—

“The fat sides of Hyderkhan were shaken intensely
with much laughter. When the Dost first made his
appesrance, he was greeted with a round of spplavse, but
ax he did not seem to appreciate or understand the com-

pliment, the plaudits very soon subsided.”
."‘1. q.r. ﬂﬂfm. IS-’_I.

= After thiis Mis Cowley levame Mrs, Marshall fu 3840,
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Dost’s son Akbar Khan shortly after raised the
standard of rebellion against the British wnd treacher-
onely killed Sir William Macnnghiton.

The British Army then retired towards India snd
was nonihilated in  the Khyberpass. This seriously
affocted the theatrical entertainments as we notice in the
words of Mr. Stoequeler, “With the tales of bloodshed
ringing in their ears people were in no mooil to go to places
of éentertainment. Many had lost their relations, not a few
moumed friends and acquaintances and everybody felt
abashed st the sad reverses our arms had sustained. Tt
wid necessary to create n fund for the relief of the
widows. Tt is in sach times theatres suffer: luxuries
can better be sparved than the necessaries of life. Lond
Aunckland who Liad been n great patron of the Theatve
returned a sorrowful man.”

Tord Ellenborough, unlike his predecessor, disliked
theatres, and Mrs. Leach also conld not afterwands pay
anymore money. The management necessarily passed
into the hands of others, who however retained her
serviees on a handsome salary, Next on November 2,
1848, happened & very trngic incident, unheared of in  the
history of the Caleutta theatres. The catastrophe which
cost Mrs. Leach her life also brought to a close the last
English theatre in which the Bengulees took a keen
interest.  After that, English Companies have no doubt
given performances now and then, but the Bengalees had
little concemn for any of them.

Mrs. Leach, the queen of the Indian stage, as she
was called, sppeared us Mrs. Wyindham in the farce “The
Hmndsome Husband,” wn after-piece of Merchant of
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Venice for the night where Mr. James Vining an actor
of London-fame, appearcd for the first time ps Shylock
in Caloatts. The house was full, all was in glee and
merriment, and elwers resounded.  In the midst of ull
these, while Mrs Leach was waiting for her cue, at the
apper right hand entrance of the stage, hey dress caughit-
fie from an oil-lamp, one of a row placed on the floor
and in un instant che was in fluanes. For o time she
struggled with the fire to put it out, bt unable to free
lerself from it rushed into the stage calling for help,
The fire wes no doubt put out, bnt she was severely
butat on her arms and shoulders.  The curtain fell
immediately and she was carried to her dressing room
and thenee to the residence adjoining the theatre where
the Loed Bishop's liouse now stands.  Assistance was
promptly offered including the professionnl services of
0" Shanguessy snd Thompson® who happenal to be
gmong the audience.  She could not survive the fatal
burping. During her suffering she sppeared to rally
once or twice but her own impression was that the
injaries would prove fatal. Perfectly eonscions, she passed
away on Nov. 22, 1843 at the age of 34, leaving three
orphan children behind, all without any provision. She
wis buried in the Military Cemetery at Bhowanipore and
Madam Baster the proprietor gave up the sale proceeds
of the 22ad November performance in aid of the children
though the result was not very guatifying.

Buch was the tragie end of o birlliant carcer—a career
of bright and uniform success. Alas! Man s bt n
puppet in the hands of Destiny, like the ¢lay in a potter’s

* Bengal Hurkrs sdds Bobert Smith was also present,
35
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hand. Her name thongh now sunk in oblivion will
always be gratefully recorded in the history of the Bengali
stage, for, s we luve seen, the Cliowringhee Theatre
exercised immense influence opon the educnted Bengn-
lees of that time. M, Leach was beautiful, olever and o
gifted artist for which she was rightly called the "Queen of
the Indian Stage but she excolled more in emotional
purts in the display of tender passions and puthos thun in
the violent tragedies.  Lofty tragedy was in a senss
beyond her reach, yet she deserves her just meet, for she
wis quiteé unigue in Ler own element,

Shortly after Mrs. Leach's death, Mr. and M.
Ormand who were on their way to India arrived by the
Bentinek and joined the Thestre.  Othello was staged on

April 24, 1844. But with the death of Mrs, Lench who
was in truth the life of the Theatre, it fell on evil daya,

It was then leased out to g French Company. But it
was down on its lock and the days of the Suns-Sond
seemed t0 be numbered. Tts last performance was
Othiello in aid of Madame Baxter.

The building was then sold in 1846 for 4000/~ 1o the
Rt. Hon'ble Dr. Carew (the then Arch Bishop). It was
at first called St. Jolin's College, and on the arrival of the
Belgian Jesuits in 1859, it was placed mder the offieial
management of the St. Xavier's College which opened
here on Oth January in 1860 nnder the divection and
cantrol of Jesuit Fathers. There have been considerable
additions and alterations in the buildings but the handsome
portico and fine flight of steps are still in existence.

Thus ended Mrs. Loack's Sans-Soudi, but the lust tie
wis 0ot ont till the departare of our old Friend M.



375

Berry on the 21st May 1840. He used to give ocoa-
sional performances nnder the old name Sans-Soue at
hie private residence at 14 Wellington Square, and
Bengali artists were taken there.  Sangh@l Pravikar
mentions about one Bengali sctor—Baishnava  Charan
Addy who twive played the part of Othello here with
great credit on Ang. 17 and Sept. 12, 1848.%

Viskar + gave the last sccount of the Sans-Souc and
we reproduce it here :—"My. Bearry prosents his respectiul
compliments to the public of Culentta and by the request
of severil friends who are anxious to support him on the
present oceasion, begs to announce that on  Monday
ovening the 21st instant will be ncted st the solicitation
of several officers, Mrs. Charles George's Military drama
of the “Maid of Croissey”—after which scenes from
Merchant of Venice—Shylock by u gentleman—to con-
clude with the furce of “Lovers' Quarrels” and un nddress
written on the oceasion.”

“My Berry in returning to the public his most grate-
ful acknowledgment for the liberal and kimd support
ehown him for the lust § years of his management of the
ahove theatre, announces positively his farewell on the
915t instant us in the following morning he shall embark
on board the Minerva for Englund.  Mr. Berry purposes
on his amival in England at his own risk such pro-
fssional talent as will enable him—to sce the drama
ance sgain maintain a position worthy of its patrons.

14, Wellington Square May 14, 1849.%

» Sambnd Pravakar Ang: 21 and Hepi, 21, 1845,
4 10tk May, 1840 Vaskar.
1 After this wo did not hear of Bans-Sonel again.
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After the closing of the Sans-Soudi, the next thestres
which came into public notice were Von Golda’s Lyrie
Theatre in 1837, the Lyecwum on the Maidan, Lewis
Theatre, Royal and Opera House.

Mr. (" J. Mathows appeared at ths Opera Honse
(or English Theatre) before Tl. R. H. the Princo of
Wales in 15891, the prices of sents were :—upper tier
boxes Re. 1000/~ lower tier Re. 500/- and stalls Re 80
each.

The Lewis theatre greatly influenced the Bengali
nrtists 1o sturt the Nationul, the Bengul theatre and the
Great National. Further details or description of English
theatres tn Bengal are quite unnecessary for our purpose.

While attempts in theatrical performances  were
generally crowned with success in Caleotts, Bombay
rather proved conservative.  On the authority of o
report in the Asiatic Journal we learn that the project of
getting up & new theatre, ns was expected, excited strong
opposition amongst o cartain vliss at the presidency who
denounced theatrical amusements as profune und immoral,

Oct. 1840 A J. Bombay,

INFLUENCE OF ENGLISH THEATRES
ON THE BENGALEES,

We have done with the early English theatres of
Caleutta and we have no hesitation to sdmit that they
were not only the forestunners of the Bengali Stage but
‘ulso inspired the enlightensd Hindus with a love for theatre
and with a strong desire for the establishment of the
genuine Bengali Theatre.  The English Stnge in Culentta
nsed to be patronised by our countrymen and both the
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Chowringee theatre and the Sans-Souci owed mneh to the
prineely liberality of Diarakanath Tugore,” and his contri-
utions to the growth of stage were not less than that of n
Torrens or Parker. Such wns the eamnestness for
English plays smongst our countrymen that  each night
4 number of Bengali spectators were amongst the
audiences; as is testified to by the following abservations
of the Asiatie Jm.l.ﬂl.'.ﬂ p—

The Indin Guzette adds “It affords us pleasure to
olserve such # number of respectable natives among the
siidience every play-night, it indicates » growing taste
for the English Drama which is an anspicious sign of
the progress of genernl literature amongst onr nntive
friends"

In fict, thongh we had o great past and Bengali
dpama owes considerably to old Sanskrit play, still there
i« no gainsaying the fact that the modern Benguli
Theatre is more an imitation of the English Stage, und
to write nbout the Benguli Stage without noticing this
avolution and the influences of the English theatres is
gimply to ignore the source. We have thersfore taken
great pains to mmearth the History which has hitherto
pennined  umexplored.

* Vido pges, 2055 200—See ale) Hinilu Patdot Aug. 3, 1558 which speak
tng of performance of Ratuaball uf Belgachlin refirs - (o bim—"To many of
o @lder visitors both European and Native who remember the days of the
tate Babu Dwarskonath Tagore, Meridith Packer, Horaco Wilson, Henry
Torrens and the Chowringss and Sans-Soui Theatres, this revival......owill
be exceedingly weloome”



CHAPTER VI

THE FIRST BENGALI THEATRE

We have done with our aceount of the early English
Theatres of Culentta and now come to the most interest-
ing stage in the evolution of the modern Bengali Thetre.
It indeed took a long time for Bengal to passest a genuing
stage of her own, and the history of the first Bengali
endeavours in this line will appear amazing to a modern
reader from the enthusiusm it then created for dramatic
performance among the eites of the country.  Most
elaborate and expensive preparations were made for
the temporary performance of Hindy plays as by the
Hindu Theatre in 1831 and by the Shyambazar Theatre
at Nabin Babu's Honse in 1833, But before we. enter
nto any details it is necessary to remove one wrang impres
sion in this connection. 8§, Jogendes Nuth Bose in his
famous biography of Michuel Madhusudan Dutt, hue said
that the Sans-Souci Theatre greatly influenced the ghove
mentioned two theatres, With due respect to Jogendra
Babu's nuthority on many other points, it shiould be pointed
out here that hoth the Hindu Theatre and the Shambazar
Theatre were closed long before thie Sans-Soudi  came
into existence at all. It was in fact the Chowringlhee
Theatre and two libernl minded educationists, Capt
Richurdson and Dr. Wilson, who exercised un enormons
influence upon the cducated pioncers of the Benguli
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Theatre. But for Dy, Wilson, the Hindn Theatre would
not lisve come into existence ot all.  Capt. Richardson
too always encouraged his pupils to attend the thestre.
The frst Bengali efforts after dmmatic  performance iu
Bengali were indesd greatly due to Richardson’s influenee
upon hiz favourite pupils, some of whom were pioneers
in this feld.

From u refercnce in the Asiatic Jonrnal of 1820, we
find that many vespectable Bengali gentlemen  went to
witness English play= and their number was ever on the
inerease, Jatee in fact failed to satisfy the educated
people and the absence of a Bengali stage was keenly felt,
At last some of the contempovary papers began to
advocate the canze of 2 Bengali theatre and of dramatic
performances in Bengali.  The Asintic Journal of that
time publishes the exhortations of Samachar Chandrika
urging for dramatic performances by the Bengulis in
Bengali—

“In the extensive city public institutions of varions
kinds snd moral descriptions have lately sprung up for
the improvement and geatifieation of its inhabitants ; but
their amusement has not yet heen consulted and they have
not, like the English community any place of publie
entertainment.  In former  times, actors and actresses
were attnched to the courts of the princes of India, who
represented plays and charmed the andience with graceful
poetry und music and impassioned action,. W have had
of late some Sakher Jatrus exhibited which though not
perfect gave geeat diversion to the people ; they have heen
however infrequent. It is therefore desimable that men
of wealth und muok should associnte and estublish a
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theatre on the principle of shaves, us the English gentle-
men have done* and retaining qualified persons on fixed
saliries, exhibit a new performanes of song and poetry
onee 4 month confornmably to the writien Nataks or plays,
and under the authority of o mansger; such a plan will
promote the pleasure of all dusses of Sodaty.”

Aziatic Jowrnal Auy, 1829,

All these gave an impetus to the cultnred minds ;
and men of wealth and rank were not found wanting. The
Hindu theatre of Prasanna Kumar Tagore and the
Shambazar Theatre of Nabin Krishna Bose are the
products of the divect inHuence of English theatres st
Chowringlies.

L. THE HINDU THEATRE:

The Hindn Thestre owed its existenco primarily
to the efforts of Prasama Kumar Tagore, a premier
noble man of Cnleutta to whose charity for the cause of
aducation, the Caleutts University owes a good deal
He took o lively interest in all things that might eontri-
hute to the progress of Lis country, felt interested in
dramutic shows and to hig noble zeal we owe the famous
Hindu Theatre which was undoobtedly the first Bengali
attempt,  Pandit Mohendrs Nath Vidyanidhi put Nahin
Babu's thentre first in time, but we shall be ahle to show
thiat the Pandit’s surmise was not sccnrate and that this
was the earliest attempt.

The May issue of Asintic Journal 1832, puts 25th
Dec. 1831 being the date when this theatre was opened.

Three montls before this on a Sunday 8 meeting
* Qumpare tha Calontta sod Chiowringhee Theatree,
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was ealled by Prasanna Kumar Tugore to take into
ponsideration o proposal for establishing u# new theatre
and the following resolutions were passed—1. That
theatres are useful 2. “Hinda Theatre” be established
3. A managing committee be formed with the following
gentlemen—

Balm Prasonns Kumar Thakoor, Srikissen Singh,
Kishen Chunder Dutt, Gungn Charan Sen, Madhob
Chandea Mallick, Tara Chand Chakvavarty and Harn
Chanden Ghosh.*

The above Journal further says :—

The Hindu Theatre (amntenr) opened on 1831, 28th
Dee. Wadnesday : The enterfainments weye o portion of
the Utter Ram Charita (translated by Professor  Wilson)
and a part of Julins Cesar.

Sir Edward Ryan+ and other European gentlemen ns
well s some lndies were present.

The Calentta Monthly journal and Hindu Reformer
of January 1832 further state that Dr. Wilson (H. H.)
not only translated the picee by Bhabablinti but also
drilled the actors under hiz direct supervision. The
performances were enacted in the garden house of Babu
Prusanns Kumar Tagore st Shundo (Belliaghata) followed
by the fifth Act of Julius Crsar before s house crowded
to overflowing by n highly respectable audience consisting
of notable perzons like the Judges of Supreme court, Rajak
Radhakanta Deb and several orther distinguished persons

wore present.  Babu Gourdas Bysak also wrote :—

* The Bemschar Darpan (of September 17th, 1501) also published »
nimilar notice.
4 The Chief Justico ol the Rogreme Comurs,

36
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“It is perhaps scarcely known that the earliest attempt
towards the revival of Hindu Drama was made by the
late Babu Prasaona Kumoar Tagore.  The denma Uttars
Ram Clurita, trimslated by Dr. Horace Hayman Wilson,
from the originul sanskeit of Bhababhuti was acted on
the stage set up by the former under the direction nd
persanal superintendence of the Doctor.”

A correspondent of Bamachir Darpan, Tth Jan. 1832,
who himeelf did not see the performance but heard from
a friend, hoped that, as the parts of Ram Lila were played
by the Hindu yonths of vich family who got dréssed at
their own cost, it wonld be attractive.

The amatenrs. were Ganga  Charan Sen, Prof. Ram
Chandra Mitra and others of the Hindo and Sanskrit
Colleges but inspite of the brilliant snecess the theatre
had a very short lease of life and was closed before long.®

They next tried their hands with “Nothing Super-
finons" staged on the 20th Mmch 1882 and the parts
of Geafar, Sultan and the fair Gulnair were successfully
represented, a8 we gather from a letter from an English
correspondent  who styled himself as o frend of the
natives, published in the India Gazette of Batunday
March 31, 1832 :—

“The play commenced at half after 7, in presence
of a highly rvespectable Eunropean and Native audienos,
The principal characters were the Suln Salim, Geafar,
Badi und the Fair Gulngir; the courtly figore and the

* Hinde Ploneer Ocl. 22,1805, “Like the Hindn Thesire nof swfen of
e il weith @ ddealhelidom v idv rocg origie,

The Caloutta Courior 28 Jan, 1840—The Thestre was given up Goe of
e ye=es alver lte entalibiolimen,
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prowd independent aiv of Salim were well suited o the.
chameter of an’ eastern monarch,  Geafar also sustuined
iis part with ovedit to himself and the feminine blandish-
ment, wstmed by the fair Gulnair, displayed much fine
taste and o right concoption of the character of an eastern
beauty ; but the judgment and theatrical tuet displayed
by Sadi throughout the varied and difficult parts he hnd
to perform, were ealeulated to surpass the most sanguine

“The dresses of the actors were superbly rich and
the scencry althougl inferfor to that of the principal
theatres was yet armngod with much taste.  The minoe
chiuracters were also very oreditably sustained by the
amntenrs.  In fact, the whole went off’ with great eclut,
rellecting the highest credit on every one connected with
the Hindu Theatre. 1"

Falminations of the Adnglo-Tudian Press.,

Then followed i very interesting episode.  The Anglo
Indian Papers troated the Benguli enterprise in  this
direction with great contempt, The “East Tudion™ mude
the following unchuritable remarks:—

& .. We heur thut the performances are to be in the
English lunguage.  Who advised this strange proceeding
we know not, but it is surely worth re-consideration—whid
can be worse thun to luve the best dramatic compositions

+ Thi Caleutta Coarier of dth April 1852 has alwo the following (—we
e not quit the snbject of theatricals without notleing a yery enteriaining
petformance at the Hindn Theatre luat Thitreday oveming. - Babit Prasanna
Kumar Tagoro has fittod np a net Kithe sage in his bonse in Narkalduugah
where soms young Himloo gentlemen admirably schooled in the Histriouje
art - exervise thoir taleurs for te svsement of thelr native and Earopean
fricads who are admittel by fnvilastion, The plece got up for the evening
waii & little tarce entithod “Nothing Sopesflogua” ]
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in English language murdered outright, night after nights
foreign manners misrepresented and  instead of bolding
the mirror upto nature caricaturing everything luman ¢
We recommend our Hindo patriots and philanthropists to
instruct their countrymen by means of schools and when
they are fitted to appreciate the dmmatic compeositions of
refined nations, it will be quite time enough to erect
theatre....... A theatre among the Hindus with the
degree of knowledge they at present possess will be like
building a palace in the waste.”

Asigtic Jowrnal 1832 Jan—dpril.

A similar opinion was expressed by an English writer
of the Asiatic Joornal* who eriticised ahout the Bengalees
staging English plays :—

“While upon the subject of theutricals in und near the
Presidency an exhibition, mome strange than nmusing,
should not pass unnoticed ; the performance or rather
the attempted performance of English plays by Hindu
youths ; an undertaking which as may readily be supposid
was not crowned with muoch sucoess, The inguspicios
beginning however may lead to botter things ; native
aspitants for the honours of the sock and buskin miy
perciive the propriety of confining themselves to the
representation of dramas to which  (heir complexion
would be appropriste; and when the catalogue  of
Eumpesn plays is  exhausted, the Aurongzebs  and
Tamerlines have vun themselves out of favour, authors
may start up amidst the corps and employ their pens in
illnstrating the public nnd domestic occwrrences of their
eountry in tragedy, comedy, opera and furen, Though

*A. J. 1634 Jan.—April, wol. xiil Burrackpore and D, pupo 5
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the execution might not be first mte, sich produstions
could not fuil to be extremely curions und interesting 3
they would lead to 4 better acquaintance with the manners
and eustoms of the people of Hindustan and prevent auieh
‘monstrons exhibitions #s are presented to this enlightened
age in dramns  resembling those styled “The Catarncts of
the Ganges,” “The Lions of Mysore™ ete.

The “Enquirer” however differed  from the above
aarrow view und expressed—"‘there are now 1o be found
i the Hindu community pevsons who donot fall short of
our European stagers in dramatic informations.  These,
in consequence, may by practice do adequate justice to 4
tragedy ot 1o o comedy. ...."

But the most effsctive reply to these mean fulminations
inspired by racial pride was given hy the intelligentia
of Bengnl. The dramatist, the actor and the andience
4l proved that all such obeervations were quite nnealled
for and bascless. Tt was thus admitted within a short
time, by Englishmen who #ogpressed the high satisfac
tion ‘derived from the entertuinment of a partionlar
evening which more than confirmed the favonrable aceount
publishied in virious papers of the day”

Iudin Gazette March 31, 1532, r

. “VIDYASUNDAR"
(]
NABIN'S THEATRE IN SHAMBAZAR

Next comes in point of time the Vidyasundar Play
which was staged at the Bhambazar Theatre situated in
the house of Babu Nabin Krishna Bose st Bhambazar,
Thotgh started 4 few months after the Hindu Theatre,
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it stands today established 0x the Fing Bengali Theatro,
since we have no cear evidence of other shows being
represented in respoct of site, time and other details, and
since the performances of {he Hindu Theatre were in
English,  Lebedoff started  the “Bengali  Theatre"
with the Bengali translution of un English My, for
the entortainment of his European. friends, bt Nabin
Babu spsred o paing, and spent money eather in g
lavish manner for the entetainment of his  Benguli
brethren by staging o genuine Bengali play. His big
hiowse on the ruins of which the Shambuzar Tram depot
now stands, laid with spacions garden, orchards, tanks
and gruvel pathe, offered the most magnificent site for the
performance of *Vidyasundir”—g hold erotic romance
of sensuous school by Bhanot Chandra. Roy Gunakar
who lived at the time of the Battle of Plassy, To dig-
play thonder and lightening to the sudience, Nubin
Babu Twd spparatuses and meclanical — contrivanees
procured st & heavy cost from Englind.  Yet Nabin
Bubu hud no stage in hiz Louse like the one of the
present dny and the andience had therefore t0 move
several times to different plices to  witness different
seenes.  The sene of Sundarn seated o the hanks of a
tank under u Bakul tree was shown in the tank within
the garden of Nubin Baby, The stutely conncil chymber
Of Beersingh the Raju of Burdwan was shown in his
drawing rom wnd the thatehed cottage of Malini (femalo-
gardener) in another part of the house.  Earth was dig
to show the underground mnnel leading from  Malini'e
house to the interior of the Rajal's palace. I g
similar but in 4 more erude form Ramlila * i sometimes

i ?‘ﬂu.llnﬂ‘i'mm
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acted in upper Indin, but it reminds us more about the
medieval stage of Ewrope. The stage in Shukespere's
fime woe “n sised bare platform, jutting out some
considerable distance nmong the andience, so that the
groups of players were seen from any point of view,
The central part of the theatre into which the stage
protruded was unrooted and plays were given by the
light of the day. There was no painted scenery. At
the back of the stage & wooden erection, hollow, and hung
with some kind of tapestry servid many purposes. [t
wis Juliets tomb, canopy of Desdemona’s bed... i
The top of the structure was used s occasion demandid
for the battlements of Flint Castle in Richurd IT, or for
halcony in Romeo and Julief, and g0 on.”

The performances in Nabin's home continued from
midnight to morning (124 to 63). The portion was
first read by o porson by way of prologue from Bliarat
Chundm and the partion incorporated in acting nsed 1o be
recited a5 o dialogue,

The part of Sundar wis tuken by Shama Chanmn
Banerjee of Barnhnagar, n remarkably bandsome  yonng=
man, who had not much of education but was expert in
singing well and Sitar-playing.

The well-known mstic song, the origin of which
wo could not ascertain, runs thus =—

Nibin Babu was Kalua

Raja Vaidyanath was Bhnlna

Shamachuran Bandopadhya of Barshaagar  wis
Sundar

showing how Shyams Charwn waz one of the three
distinguizhed men of his time.



288

Another important festure of this theatre was the
introduction of actresses for the exhibition of female
charscters. The purt of the heroine (Vidys) was tuken
by Radhamoni® (or Mani—s Hindustani Bai bom in
Bengal of Bengali father) n public woman und two other
women: of her class Roj Kumari and Joydurga sppeared
in other wles, the former as Sohachari, and the latter
a8 Rani and Mobini. Rajkamar] and Bow Haro Math-
vni were amongst the attendants,

Nabin was for long known ns the pioneer in intro-
ducing netresses for the representation of female charaes
ters in Bengali Theatre hut we have shown from authen-
tie records that the first appearances of netresses oceurred
ns early ns in 1795, That was however forgotten and
Nitbin Babu appears to have made all possible improve-
ments and in bis zeal for effecting dmmatic improvements
he spored neither pains nop money.  Surely he got
the idea of introducing women on  the stage from the
Chowringeo Theatre: It was about this time that Mre.
Leach and her stage-gssociates were displaying their
dramatio talents and shortly before this & band of perfor-
mers from Munipur was then exhibiting in  Culeutts,
representing the sports of Krishna with the Gopees—the
musicians  were  men bt SINgRIE Were Women. +

The same journal also quotes another important fact
from “Sumachar Chandrika” that a company of perfor-
mers under Huladhar was also aeting with great suceess
in the houses of Indian gentlemen; they represented the

* M. D.E.Bmehulthm-uiuhuhningﬂmt in her old age how [n

ber poor condition and having lost bieghth and beauty she had 10 beg from
dooe 1o lour afier,

T VIl Adatic Jonmal 122 Ajpiedl,
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Jatras of Vidyasundar the destruction of Sambho and
Nishambhoo of mythological fame,—Nubin evidently got
the idea of staging Vidya Sundar at his house, getting
the inspiration from the performunces in English theatres
as well as Jutra performers with female aetresses at the
time. It will be quite in fitness that we should repro-
duee here the full text of a contemporaneous urticle in
Hinds Pionesr of October 1835, quoted in Asiatic
Journal of 1836 (April issue), under the caption “Native
Theatre.”

For the first time about 32 years ago, late Pandit
Mohendrn Nuth Vidyanidli pnblished the Hindu Pioneer-
article, 0 copy of which he got from Mr. Atal Ch. Sen,
late Honorary Magistrate, Sealdah. The Pandit men-
tioned however that this theatre was started before Hindu
Theatse ie. m 1831, which is evidently a mistake—the
article itself shows that Nubin Babu's theatre was started
about 18338, and thst the Hindo Theatre was then long
closed.  Besides, the Pandit concluded from n surmise
which was not correct.  Probably he wanted to show that
the Bengali attempt preceded the English performunce.
But this small inaccurncy apart, the Pandit's contributions
ne the pioneer and the original vesearch scholar in this field
of Bengali Stage must always be remembered with. grati-
tude aud regards by all of us who have followed him.

“THE NATIVE THEATRE™

“This private Theatre got up about two years ago is
still supported by Babu Nabin Chandra Bose. It is
situnted in the residence of the proprietor at Shambazar
where four or five plays were acted during the year.

* Fortnightly Journal Hindu Piomeer, Oct., 18635,
37
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These are native performances by the people entirely
Hindus, after the English fashion, in the vernacular
lunguage of their country « and what elutes s with joy.
ns it should do all the friends of Indian improvement, is
that the fair sex of Bengal are always seen on the stage
as the female parts are almost exclusively performed by
Hindu women. We had the pleasure of attending at »
play tne evening during the last full moon : und we st
acknowledge that we were highly delighted. That house
was ceowded by upwards of u thousand visitors, of all
sorts—Hindy, Mohumadans, and some Europesns and
Enst Indians, who were equally delighted. The play
commenced a little before 12 o'clock and continged ' the
next day, till half past six in the morning. We were
present from the beginning and witnessed nlmost the
whole representation with the exception of the Just two
scenes. The subject of the performance was “Bidya-
sundar”, Tt is tragi-comic and one of the masterpicoes
in Bengali by the celebrated Bharat chander, I nead
soarcely expluin the details of the play which is commeonly
known by every person who can read o little Bengsli ;
yet for the sake of our English readers we must ohsorye
that this pliy is much like that of Romeg and Juliet in
Shakespeare. Tt commenced with the music of the
Orchestra which was very pleasing. The native musiea]
instruments, such us the Sitar, the Sarangli, the Pakwaj,
and others, were played by Hindus almost ull Brahmins
and ameng them the violin was admirably managed by
Babu Brojonath Goshain, who reccivad frequent applauses
from the surronnding visitors, but unfortunately he wiss
but imperfectly henrd by  the assembly.  Before the
cortain was drawn i prayer was sung to the Almighty, »
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Hindu eustoin in snch ceremonies, snd prologues were
chanted likewise previous to the opening of the play sniting
the representation. The scenery was generally imper-
foot, the perspective of the pictures, the clonds, the
water were all failures, they denoted both wunt of taste
and sacrifice of judicious principles and the latter were
scarcely distinguishied except by the one heing placed
above the other. Thongh framed by nvative painters,
they would have been much superior had they been
esecuted by careful hands, The house of Raja Birshingha
and the apartment of his daughter were, however, done
tolerably well. The part of Sundar, the hero of the
poem, was played by a young lad Shamcharan  Banerjee
of Baranogore, who inspite of his praiseworthy efforts
did not do the entire justioce of his performance. It is
chameter which affords sullicient opportunity to display
thestrical talents by the frequent and sodden clhnnge of
pantomime and by playing such tricks us to prevent the
Raja who is the father of the heroine of the play, from
detecting the amorous plot. Young Shamacharan tried
oceasionally to vary the expression of his feelings, but
lis gestures seemed to be studied and his motions stifft
The purts of the Rajo and others were performed to the
sutisfaction of the whole audience.

*The female characters in particular were excellent.
The part of Bidya (the dunghter of Raja Bir Singh) the
lover of Sundar played by Radhamoni (generlly called
Moni) a girl of nearly 16 years of age, was very ably
spstained 1 her graceful motions; her sweet voice and her
love tricks with Sundar filled the minds of the dudience
with rapture and delight. The sudden change of her
countenance amidst her joys and her lamentations, her
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words so pathetic, and hor motions so truly expressive,
when informed that ber love was detected and when he
was dragged before lier father, were highly creditable to
berself snd to the stage. When apprised that Sundar
was ardend to be exeented, her attendunts tried in vain to
eonsole her, she dropped down and [ainted, und on
recovering, through the care of her attendant foll sense
less ngain and the audience was left for some time
in awful silence. That g person uneducated as she
i&, and unacquainted with the nicoties of bher vernu-
oular language, should perform part so difficult with
genersl satisfaction und  receive Tond  and frequent
applavses; was indeed  quite unexpectec,.  The other
female charscters wern equally well performed, and
amongst the rest we must not omit to mention thut the
part of the Rani or wife of Raja Birshingha and that of
Malini (s name applied to women who dedl in flowers)
were ucted by an elderly woman Joy-Dhrgn, who did
justice to hoth characters in the two-fold capacity : she
eminently appeared amongst the other perfarmers, and
delighted the hearers with fongs ; and nnother woman
Raj Kumari nsually called  Raju played the part of 4
mnidmanttoﬂidya,ilnutinuﬁupmiw manner yet as
ably as Joy-Durga.

“We rejoice that in the midst of ignorance such
examples are produced which are beyond what we eould
have expected. Ought not the very sight of these girls
induce our visitors present on this oceasion to spare no
time in educating their wives and tanghters"—

“We wish every muccess to this praise-worthy under-
mling—wenmmiumdwbwﬁtsmnﬁnmualmgus
the proprieter perseveres in his zealous exertions. Lot



203

him employ effectiual means for the prevention of the
debasing system now existing in vegard to Hindn females.
Let him device new methods of improvement ; and nbove
all resolutely keep hi= theatre up and like the Himdu
Theatre, not suffer it to meet with a death-blow in its
wery origin.  This will be doing much real good to society
and earning the unqualified proise from the public. Such
deeds speak for themselves, they attract glory from all
quarters and thus are worthy men cowned with unfading
splendour 1"

Other Anglo-Indian papers, however, condemned the
whale thing on the ground of public merality, “The
Huorkara” remavked it s8 an indecent play and the
“Englishman™ too followed suit. In refercnce to the
remarks of u correspondent in it that “suech thestricila
far from being attended with any advantage moral or
intellectual to the Hindus, it behoves evary friend to the
people to discournge such exhibitions, which are equally
devoid of novelty, utility and even decency,” the “English-
man” made the following observation—

“Our correspondent has lifted the veil with which the
writer of the sketch sought to screen the real character
of these exhibitions and we hope we shall hear no more
of them in the “Hindu Pioneer™ unless it be to donounce
them."*

It is however useless to bring snch o churge against
Bharut Chandm who fourished hefore the  battle of
Plassy and who admittedly wrote thiz poem to humour
his royul boss who would have probubly & suppott to

* Vida Calvuitn Coitrier, dated Out, 28, 1835 amd "Purohit” by Faidit
Vidynnidhi
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effusions of amorons dalliance ; and judging by the
modern stundard even Shakespeare would appear indoli-
cate if not obscene in wany places even in his great
tragedies, as in Othello playing the beast with two backs.
Objections might huve been taken to the presence of
public women on the stage, but the Bengali Society as
it was (or as it is even today) cun not muke room for
nnything else.

Nitbin Babu's enthusiasm and endeavours to make
improvements to the Bengali Stage ruined him nltogether
and: he was involved in debts of more than two lacs of
ripees.  His nnme however, will ever remain embalmed
in the pages of history for effecting n practical fusion
of the eastern and westirn schools of dromatic art and
for his bold innovations which did cost him his whole
fortune—A uation can not afford 1o forget him who
tried to contribute 5o much to the public recres-
tion and joy.



CHAPTER VII

ENGLISH PLAYS BY THE BENGALI
STUDENTS

Vidyasnndar was tried at one corner of the town but
the general body of students was for English plays,

AT THE GOVERNMENT HOUSE

The influence of English Theatres und that of their
own professors was very much at work and the repre-
sentations of the Italiin company at this time on the
board of the Chowringhee began to impart new manners
of inspiration and smusement with the result that Tndian
educated opinion began to manifest itself in various ways
and the writings of English ind Bengali Papers began to
infuse spivit into the hearts of our youngmen of the time.
It was in the fitness of things that our educsted country-
men should have substituted these refined amusements
which afforded entertuinments for the senzes as well as
the imagination, whilst they improved taste in the pliee
of their sncient, rode and gross Kabis, Jatrs aod
Nautches.

In 1837, the stodents of the Hinda college and
Sanskrit College represented o fosw plays of Shakespeare
or different scenes therefrom in different places more in
the nature of recitations, during the occasion of the
distribution of prizes. On the 80th March of the same
year they played, under the direct supervision of Dy,
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Wilson—"The King and Miller", Shakespeare's Seven
Ages from “A4 you Like it” und Topsy Toso Pet, Lod-
gings For Single Agent, the Dramatic Aspirant und the
Merchant of Venice, st the Government White House.
Merchant of Venice had the following cast—*
Salarino—Gopal Nath Mukherjee,
Duke—Rajendra Nath Sen.
Shylock—Uma Charan Mitr,
Portia—AbLoy Charan Bose.
Bassanio—Rajendra Narain Bose.
Nerissa—Rajendra Narain Mitra.
Gratinno—Rajendra Dutta.
Antonioc—Kali Krishna Ghose.
Nellay Gray—Govinda Chandm Dutta.

Like Professor Wilson and Captain Richardson, there
was another teacher whose influence in creating n taste for
histrionic art and love of drama amongst the Bengali
stodents wis great.  He wae o French scholar and his
pame wos Herman Jeffroy. At first he practised a8 a
Barrister in the Calentts Supreme Court, but on sccount
of his questionable morals he wos not allowed  to practise
till he was reformed.  Bot no sooner he gave up the legul
profession than he became a thoroughly changed man and
aulisequently earned the reputation of possessing an ideal
character. And though later on, Sir Edward Ryan, the
then Chief Justice of the Supreme Court requested him to
resume his practice, Jeffroy ecould not, however, see his
way to do it, but took up the vocation of a teacher. As
Head Master of the “Oriental  Seminary” his methods of

* Molundra Nnth Vidyanidhi's aiooiut,

Bamucliny Darpan (1857, 1st April) ulso gives wu secount with thls
difference that Autonio waa eepseesented by Gopal Chogdrs P
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teaching for the intellectunl and moral oulture of the
students was considenal ideal und younguen flockel to
fimm in oo bers.

In 1846, on the accasion of the visit of the Governor
Gonerdl Lond Aucklind  to the Oriental  Seminary,
Hirman Jeffroy attempted to organise 4 performants of
Rhakespenw's Juling Cmsar m lis school through the
assietance of lia friend and countryman Mr. Reshi versed
in drumatio art.  Babu Gour Mohan Addy, proprietor of
the school was prevailed upon to bear the expenses of the
performance andl agreed to pay Rs 500/~ Bot as no
further sum could be roised, Mr. Reshi's attompt proved
abortive. Tt is probably ahout this, though we da not get
further authority, the Calcutta Clourier of Jan. 28, 1840
makes the following reference *—

A prospectus for the establishment of a Hindu Theatre
i now in the course of civenlation amongst the friends of
DUtive. ... .rrno 8 the individual (an Englishman) with
whom it hns originated was for sometime connected with
the Drury Lane Theatre and who, we hear, i= much
estoemed for iz histrionie attainments, we can rensonably
entertnin @ hope that it would not ultogether prove
unstocessful.”  The taste ereated by Mr. Jeftroy was not
however damped ond twelve years after ie. in 1B52
and 1853, & number of theatrical associations was started
at Burtoln mainly by the students. We hawe on the
anthority of “Viswakosh” that Julins Ciesar was staged
at the Metropolitin Academy in 1852 by the ex-students
of thee Oriental Seniinary formerly trained by Jeffroy and
Reshi, that messors (linger and  Roberts formerly of the
Rans-Sousi gave them 3 training and that tickets were

38
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sold at the performance.  We lave no authority of the
above in any of the contemporaneons rocords, but Pandit
Mohendva Nath Bidyanidli in bis “Sandarbha Sungrabia™
and Pandit Sarat Chandra Ghosal in *Narayana” assert
the same, Babu Jogendm Nath Bose does not mention in
the Listory given by lim sbout Metropolitan Academy
performance and speaks of Julive ezar and Merchant
of Fenioe being staged by the studenty of the Dovid Hare
Acadimy theye.

From all somves we have in hand we think that
Julivs Ceesar was played at Metropolitan  Academy, and
Merchant of Venice at the David Hare Academy and
thit gale of tickets at the Oriental Theatre in 1854 was
miztaken hy people for that at the M. Academy. Itis
however doubtless that at Burtala performances were held
by students of the other two institutions,

At the David Hare Academy, too, Merchant of Venice
was played on the 15th Feb. 1853 by the students in a
nicely set up und decorated stage through the exertion of
some skilled Englishmen.*

Babn Rajendra Dutt of Malanga, o generous man of
the town, took special interest in the performance which
wis held on the first night on the occasion of the distribu-
tion of prizes. A neat pavillion was built and decorn-
tion done by some Englishmen. + We have on the
authority of Hurkara that Mr. Clunger, Headmaster of

* We are requasted 10 mention that the first publle examination of the
purplls of the Durid Hare Acswleny will tnke place this morning st the Town
Hall......_Instead of the custonury display of the pyrotechnies, the pupils
Bave resulved to celelmato thy exaniltiation by enacting, st the sehood prevri-
ara o fewe woenes from the Merchant of Veiles

. Bamignl Hurknen, Fobs, §5 =,
T Bambed Probhalmr 100k Feb, 1553, lﬁ'ﬂ.p
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the English Department of the Caleutts Madmssa gave
imatraction on  Shakespeare’s dumatic  plays 0 the
glumni of the David Hare Academy and suceeedid in
training some boys to the competent performance of the
plays taught them and secondingly the play took place
on two nights in the hall of the Institution. The part
of Shylock was pronounced the best and the Merchant of
Venice cte. was mither defective which it was hoped,
diligence and performance would perfect in time, *

The attendunce was large (600 or 700) consisting of
Englishmen and Indians who were all pleased with the

performinces.

The trial scene, Portin's speech ad connsdl, Shylock’s
domand of o pound of flesh, and the Duke all reminded
one of the Sans Souc, then extinet.t

THE ORIENTAL THEATRE

Tn the year 1553, Babn Prianath Dutt  with the
qssistance of his able co-adjutors Radu Dinonath Ghose,
Ritaram Ghose and other ex-students of the Oriental
Quminary started the ce(yiontal Theatre” by building &
atage in the school premises jtself at Guranhutta No. 264,
Chitpure Road.  Babu Keshab Chandes Gungulee whom
Michel M. 8. Dutt called the Garrick of the Bengali stage
aleo joined his friends chortly after. These two brilliant
artists Keshub Clandra und Prisnath were the principal
figures in the Belgachhia and Pathuraghuta Theatres and
fnd @ large share to coutribute o the development of the
Benguli stage.

* Tl Tagn] Horkara and India Giasette Folb 38, 1553,
4 The Sambad Probhaksr Dated Feb, 20, 1553 spoke of the weeotud
performance an 241k, the fiest having taken plica on 16k Fob,
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The Theatre lasted till 1855 and amateurs suocsssfully
staged some of Shakespeare's plays under the conching of
Mr. Clinger. This is what Babu Goundas Bysak wrote
in his reminiscences of Michel M. 8. Dutt :—

“Next during 1853-55 some of the ex-students of the
Oriental Seminary formed o dramatic corps under the
drilling of Mr. Clinger who belonged to the old Siins-
Souci Theatre and opened a stage called  thee “Ovrientul
Theatre” in the premises of the Seminary, where thoy
acted the plays of Othello, Merchant of Veniee ote, ete

Michal's Lioyraphy by J. N. Bose pagn 647,

The students and ex-students raised a subscription. of
Rs. 800 among themselves and with that the stage wua
built and dresses purchased,

April 7, 1853, P 38, the Bengal Huvkbara,

They then successtully performed the following
plays —

Othello—26th September 1853 and Oct, 5, 1853°

Merchant of Venice—2nd Marel and 17th

March, 1854.

Henry the Fourth (1t part)—15th Feb. 1855,

The actors did great justice to the purts distributed s
follows :—

Babu Prianath Dutt—Tago, Shylock and Fulstaf:

Babu Radha Prasad Bysak—FEuwilis, Portia.

Keshab Chandra Gangnlee—Henry gnd Major Bruwe

(No part in Julius Caaar),

Khagendrsi Nath Mullick—Brabantio,

Raj Rajendm Misra—Desdemona.+

* Cltietn el 5, 1853,
t Vidyuaidbi's seeount.
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In commenting on one of the performances the
repotter of the “Hurkara" of date Sepl, 28, 1853 states i —

“The performers were, all of them, youngmen......and
the chareter which we feared would be the worst repre
soptidl, was the best ropresented—Iago by Babu Pria-
nath Dey * was acted with an evident knowledge of the
chareter. ... . .the mode in which they aequitted themselves
must have given much satisfaction to every member of
the audience who cares lor the intellectual improvement
of his native fellow-citizens."

The house was full and the andience the most respect-
shle consisting amongst other influential men of lead and
light, Rajs Pertaubchand, Babu Ram Gopal Ghose,
Mr. Charles Allen C. 8. Mr. Lushington C, 8. Mr. Seton
Karr. C. 8. Thid,

From an advertisement given in Citizen of March 2,
1854, we gather about the performance of snother play
Merchant of Venice having commenced at 8% pan. und
that tickets were priced at Rs. 2/- Babn Umesh Chandra
Banerjee (next Mr. W. C. Banerjee) was in charge of the
cash.

How often the English scholurs liked the repres-
entation of Shakespeare’s plays by the Bengali students
will be clesr from the observations of Morming Chronicle
of Mureh 2, 1854 :—

“Those who are desirous of seeing how young native
gentlemen ean wear the buskin, should attend the Oriental
Theatre this evening and we promise them that they will
come away with n higher inpression of native tragic (alent
thun that with which they may possibly, at present, be

* 11 miat b Dits,
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mmproved,  We recollect some months ago witnessing
at the same Theatre a performance of Othello and we
prosume  the same company will appear to-night, we have
00 doubt that they will be well worth-hearing.”

Merchant of Venice is the first public entértainment
after Disguise when prices of admission were charged,
On the 2nd night of performance—17th March, the
important part of Portin was played by an  English
actress Mes, Greig,® this being her last performance
during her short sojourn in Bengal.  With i lady artist
for the wain part und a onmber of Lrilliant wmateurs
to support, the Oriental Theatre wus u very respectable
organisation which set the examples to the aristocratio
persons in Bengul staging Bengali deamas,

The Oviental Theatre was in suspension for sometime:
the last performance was about o yesr affer when
Shikespeare's tragedy Henry the fourth (1st part) wis
staged on the 15th Feb. 1855, Thers was also an after
piece, & very amusing farce of the “Amuateurs” T by Mr.
H. M. Parker B. C. 8. written expressly for the amatenrs
of  the old Chowringhee Theatre 8. Tl mANAgor  were
ahle to secure the patromge of His Excellency the
Governor Gensral—Lord Dalhiousee,

Citicen Feb, 15, 1855.

These performances were no doubt in English but give
in ample reply to the ungenerous attacks of Bast Tndian
nnd other Anglo-Indian Journals and how these perfor-
manees. yere appreciated we would better quote the

7 Joginde Notl Bose's hiography of M, 8. Dutt mud ihe Bengal
Hurknra March 18, 1854,

T Chitlron Fub. 15, 1555, § Vide page 248 Supew,
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opinions of u Bengali corvespondent of the Bengal
Hurkaw of Feb, 16, 1853, with which we ure in full

ngreement :—

“The Oriental Theatre is purely the offspring of
native exertions and affords the last evidence of the
growing perseverance of our countrymen in laudable
pursuits and their appreciation of nationul amusements.
The actors, it is well-known, had acquitted themselves on
tlie lust two occasions when they sppeared on the stage
with the Tragedy of Othello and the Merchant of Venice
to the satisfaction of the public and won merited app-
laise from  individoale from whom a word of favour is an
honour, we sincerely wish them the same success this time,

“Tt is indeed geatifying to observe the rapid devalop-
ment of refined feelings among the Hindus. Half & Century
hefore, the baneful inflacnce of Mahamedan despotism
kept the nation not only under a political but moral
stupor. Their minds were eramped and they wem in a
stute of lamentable degradation. But the work of
improvement has begun and we are glad to see them
progressing in the seale of being.,  Of this there is not
a Dbetter index—than the cireumstance of their having
adopted amusements which combine the double advantuge
of recroating their minds and ennobling their sentiments.
God only knows how bad is onr Bengali stage. Immora-
lity of every species is suffered to stalk on it, and viee
wosives from it u warm support Licentiousness and
theft, adultery and mendacity walk hand in hand  without
being checked by any kind of morul control. Tt is, there-
fore, the duty of every one to whom India has given birth,
to be up with a stout heart and a strong hand to wssist
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the young amateurs of the Osiental Thestre who Hive
so widely openisd o clunnel of entertainment which i free
from the dross of immorality. Let it be bome in the
mind of all that with onr Patrisveh Dramstists oty
Theatrical glay is gone, und if every encouragement be
now afforded to these our Juvenile friends we may not
despair to see a bettor day when our drimatic and historic
glory will udvance”—

The correspondent’s hopes are now being realised and
shall graduslly be so. The Oriental Theatre was
no more heanl of, probably due to internal troubles
nmongst actors and aunthorities—but & pew renaissance
sprang up giving rise to Bengali drumas and the following
lines of Rajah Tswar Chandra Singli to Baba Keshab
Chandra Gungulee of the 27th August 1838, gives a
partial idea :— '

“Now first of all three or four years ago when you
all quarrelled with the Proprietor of the Oriental Bemi-
nary®, we all proposed to have a native drama written
out und acted and such was our enrnestness in the cause
that we all acked you to select and lire @ sito and a
native gentleman was nsked cithér for the lomn or hire
of his premises—Some how ar other the subject dropped
here and was never thought of il a year and w holf
ago, when we found some youngsters getting up a
represemtation of o native drama”

Michael’s biography by J, N, Bods, page 220,

Hindu Patriot thonght these quarrels serious and gave
the following history :—

* Probably owing to the difference of opinion regarding » wl
Nenanli plage. -
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*Although the full measure of success which was anti-
cipated could not be realised, yet the public especially
the native community showed o taste for soch perform-
nnoes which promised the best results if the managers of
the theatre had only the tact to profit by the happy
apportunity. Instead, however, of fostering, by repeated
und well-got up performances, the taste thus created, they
permitted minor jealovsies and a spirit of contention to
demolizh the goad they have achieved, and the curtain fell
upon the stage to be lifted up no more.,” *

Ar Barawasut Grosg's STREET

The trunsition from English to Bengnli Drama will
occupy some more pages in the next Chapter, and we
shall take leave of our readers mentioning ahout only
one performance—at Barnashi Ghosl's Strest.  When
Oriental theatre was the talk of the day, Juling Ceesar was
staged at Baranashi Ghose's Street at the house of Babu
Pyari Mohan Bose (nephew of Babu Nabin Krishna
Bose of Shambazar fame), Pyari Babu's sons appearing
in the principal parts of the play. Babu Brojalal Bose,
father of late Babu Mohendm Nath Bose, the great
tragedinn of Bengal, was ome of the actors and
the first performance was held on the 3nd May
1854 with success as the following account would
show =—

“Pyari Babu's house was illamined and decorsted in
the micest way. The audience numbered about 400,
and would have been more but for rain and storm.
Babu Mohendra Nath Bose acted in the role of Cresar,
Kistoodhan Dutt of Brutus and Jadu Nath Chatterjee

* H. P. Feb. 5, 1857,
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of Cassins and the artists were thus all of cultare. Eyen
the performance by the amateurs of the Oriental Theatre
stood inferior in comparison, and they were astonished
it the excellent way the performance of such a diffieult
play was rendered.”
8. Probh 8th May 1854,
Mr. Clinger's teaching was however considered defeo-
tve and the Hindu Patriot (May 11, 1854) wanted to
dismiss with it *as that man would spoil everything’. Its
comment therefore was a bit very strong and far from
encouraging. The scenery, stage and decorations were
in its opinion highly creditable and Babu Jadunath
Chatterjee sn ex-pupil of the Oriental Seminary did
remarkably well. He seemed to feel what he  acted and
having by nature the advantage of a lean and hungry

look he fitted very well the part of the Roman
conspirntor.

But the people wished for Bengali plays and cravings
of the Bengali nudience were not satisfied with perfor-
manoes in English. Nevertheless we agree  with Babn
Gourdas Bysak that “these noyel amusements, though after
the fashion of English Amateur theatricals were not
without. their eftect on the development of the histrionic art
among onr countrymen. They puved the way for the
establishment of n national thestre in our midst.”



SUMMARY

We are at the end of the present Volume and we
believe that s brief recapitulation of the main topies may
be helpful, before the reader pursues the thread of our
narration in the succeeding volume,

We think we have justified by facts and figures the
proposition, with which we had started in the heginning,
that the Bengali drama has its origin in the distant past,
though the modern Bengali stage is an adaptation after the
western theatre.

As there is an insevernble connection between the
past and the present, we have followed the evolution-
ary growth of the Indian stage from the earliest time
down to the early beginnings of the Bengali stuge.

We have shown that Indisn drama is of purely
Indinn origin and it dates back to the legendary days
of hoary antiquity.

The legends tell us that Brahma learnt the dramatic
art from God Siva, the Adinata, or Natarsja, and the
latter in his turn taught the same to sage Bharats, and
the first dramatic representation on the stage was the
victory of the gods over the demons. The demons
caused interruption to the performance ; therenpon, Tndry,
the chief of the Gods, chastised the Asuras for their
insolence and henceforth & dramatic  performange came
to be associated with the worship of Jurjura—or the
Hag-staff’ of Tndra—something like the May-pole of the
European countrics, At any mate, the earliest draumatic
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representations were comnected with the religions festivi-
ties of the people.

Leaving aside the legends, when we come to tangible
historieal evidence, we find that the most ancient works
of the Hindug, like the Vedas, the Upanishadas, the
Ramayana, the Malabharata and the Srimad Bhagwata
abound in dramatic elements, Besides, Pmini who
flourished about 3000 B. C., mentions Shilali and
Krishazsa as two authorities on dramatic st But
Bharata’s Natyn Shastra is the complete settler.  Bharata
who flourished in the fth century B. C. has left an
exhanstive treatize on dramaturgy, where not only varions
kinds of dramas and their representations have heen
mentioned, bot elaborate descriptions of the stage and
of the auditorium have been given. Such a work could
never be written if dramas were not popular in the
country. Itisidle to hold, a= =ome one lias fancied,
that Indian drama has evolved out of puppet-shows.
The word ‘Sutradhara’ alone—i, e. holder of the string, or
wire-puller in one sense—is not sufficient to support such
o theory.

Apart from purely litarary proofs, we also find archmo-
logical evidence about the popularity of dematic
performance in ancient India, espicially in the Budhistic
peviod we come across several plastic representations of
dramatic scenes in architecture. The rock edict of Girnar
and the inscriptions of the Sitabengs cave conclusively
prove that Emperor Asoka the Great was a lover of
drama. Writings in the Jogimars eave tell us the tale of
a primadonna’s love with an wetor of that time.

Those who run away with the idea that the Tndian
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deunia {5 of Greek origin are absolutely wrong. Javanika
{meaning the curtain) bas not been mentioned by any
ancient Sanskrit dramatist, it is only in the Karpur-
Manjari, 8 Prakrit drama of the tenth century, that the
word occurs for the first time.

The works of the famous Sanskrit dramatists, like
those of Kalidusa, Bhasy, Blisvabhuti and others show to
what great perfection the dramatic art rose in Indis.
Besides, o Sanskrit drma is quite different from o Gireek
play in strocture as well in spirit. There is mno
Tragedy in Sanskrit. Thus “there is no real evidence
for assuming any influence of Greek examples upon the
Tndian drima at any stage of its progress.”

The modern Bengali drama is of lineal descent from
the ancient Sanskrit drama, though time has wronght
many changes in the former.  Traces of early dramatie
works by the Bengalees have been found in different
parts of Indis, e.g. Parijat Manjuri Natiks, engraved on
Jdab of black stone found in Gujerat, Parijat Haran
and the VidyaVilap in Assam. But the Indian stage
recotved o severe shock just at the time when English
life and English literature found their fullest expressions
in the works of the grest Elizabethan masters: for
Indian drama declined under the Moslem rule.

The rise of Srichaitanya marks the dawn of a new
ers in the history of Bengal. Her art and industry
revived with the swell of her religions emotions.

Srichaitanys Himself with some of His assodates
oted some devotional pieces, and in one of them He
appeared in the role of Rukmini.

Dramatic literature received n great impetus  from
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Srichaitanya. His friend and follower, Ramananda Rai
wrote Jaganath Vallabha, and His devotee, Rup Goawami
wrote the Vidagdha Madhava and the Lalit Madhava
Nataka.

But the stage received no direct patronage from. the
ruling power, and in its place Jatras, Krishna-Kritans,
Kavis and Panchalis came into yogue, for a people
cannot continue long withont some sort of popular
amusement ; they must have their own recreation. The
Krishng Jatrs was known as the Kaliya Daman and
referred indiscriminately to all the incidents of Srikrishna's
life that » Jatra might deal with. The influence of Bengali
Krishng Kirtans spread far and wide, and it can be
detected even to-day in distant Munipur.

There were famous Jatrawallas in the past, like
Sridum, Subal, Parmananda, Gopal Ooray, Moti Roy
and others. Krishny Kamal Goswami,—a man of decent
taste and of real poetic talents, wrote a few devotional
pieces of Jatra and they were acted in  East Bengal, when
the people of West Bengal indulged in the lewd orgies of
the Vidya Bundar. Jatra and Kavis, however, soon fell
out of favour for their low tastes, and many spirited
writers, like Bankim Chandra Chatterjee, raised their voice
of protest ngainst the vulgar tastes that were then current
in the Jotras and the Kavis of Bengal, During the evil

days of the Jstra, the eyes of the educated Bengalis fell on
another sonree of national amusement.

We now come to the Second Part of the present
volume,

The early English settlers of Caleutta  founded
theatre for their own umusement in Lal Bagzar at the
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North Fast corner of Mission Row long before the
Battle of Plassey. It wos known as the Play House
After the old Play Housen new play house, called the
Calcutta Theatre was opened in 1776. It was eituated
ut the back of the present Writers' Buildings.

After the Caloutta Theatre, Mrs. Bristow’s private
Thestre came into existence. It was Mrs. Bristow who
first introduced women upon the Calcutta Stage.

All these theatres were intended exclusively for the
amusement of the English. But the success of these theatres
inspired o Russian adventurer to opes 2 Bengali Thesitre
for the Bengalis in 1795, It wasa red-letter duy in the
history of the Bengali Stage. The initiative came from a
foreigner, but the execution and its success depended
apon @ Bengali, named Giolak Nath Das. He was, in
fuct, the Dramatic Director and it was he who supplied
Lebedeff with actors of both sexes. The Theatre was' in
Domtolla—in # lane leading out of Old China Bazar.
We hear only of its W0 peﬂarmanmar—“'ﬂm Disguise”
and “Love is the best Doctor.” Nothing mare can be
known ahont Golak Nath Das. This was the first
Modern Bengali Theatre.

Tebedeft’s Theatre was, however, abruptly given up.

But the play house, that exercised a very great
infinence npon the educated Bengalis and inspired them
with the desire to possess a theatre of their own, was the
Chowringhee Theatre founded i 1831, With it
eminent educationists like Dr. H. H. Wilson and Capt.
D. L. Richardson were intimately connected. Richardson’s
influence over his pupils had 4 great deal to do with the
foundation of the Modern Benguli Stage.
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It was the Chowringhee Theatre that inspived Prasanna
Kumar Tagore to start the Hindu Theatre in 1831. The
Hindu Theatre was the first Bengali attempt in this
direction. But in the Hindn Theatre, Eastern dramas were
acted in English, being translated into the latter language.

But the first genuinely Bongali Theatre was Nabin
Babu's Theatre. This private Theatrs, got up and
supported by Babu Nabin Chandra Bose at his Sham-
bazar residence in 1833, was, in fact, the first nuelens of the
Modern Bengali Theatre which in eourse of years, and
mainly by the efforts of one supreme dramatist and
artist, we mean Girish Chandra Ghose, has attained its
present stage.

The Bans Souci Theatre of Mrs, Leach, though men-
tioned after the Chowringhee Theatre in connectinn with
the English Theatres of Calentta, was opened in 1839
8. after the Hindn Theatre and Nabin Babu's Theatre.

Youngmen who nsed to recite different scenes  of
Shakespeare were still fond of English plays, but gradually
there came a change in their tastes and with it the develop-
ment of Bengali Stage began.

What was the first Bengali play and how Bengali
dramss have attained their present perfection will be
discussed in the next two volumes, the first up to the
passing of the Dramatic Performances Act, and the
Second, up to the death of the great dreamatist and  the
father of the Bengali Stage—Girish Chandra Ghose.

Thus we come to the beginning of the Modein Bengali
Btage. The Second Volume will deql with the first
Bengali Theatre especially in pre-Girish-days up to the
Dramautic Performunces Act ; the Third Volame will devote
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itself entirely to Girish Chandra Ghose, the master
drawatist and actor and his contemporary actors and
deamatists : and the Fourth, or the lust volume will deal
with the Bengali stage in post-Girish period upto the
present day.
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