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- The Element of Humowur in Bhasa
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Bhasa is a prolific playwright to whom thirteen plays are ascribed. These thirteen
plays were discovered as late as 1912 in Trivandrum, the capital of Kerala, by
T.Ganapati Sastri. These plays which appear to have been specially adapted from the
Bhasan originals for the Kerala stage by the traditional actors known as cakkyars,

are as follows:

S AW

=~

Madhyamavyayoga
Ditavakya : based on the Mahabharata
Diitaghatotkaca
Karpabhara
Urubhaiiga

Paficaratra

Pratimanataka based on the Ramayana
Abhisekanataka
Balacarita based on a Kyspa legend

Pratijiiayaugandharayana
svapnavﬁsavadatta based on the Brhatkatha

Avimaraka

Daridracarudatta believed to have been developed
from Indian folk tale.

Allthese plays are not of the same type. Each of them bears special characteristic

features with regard t

dramatic presentation.

it drama, ti i p : :
Asregards ganskritd 1 earliest available Sanskrit treatise on dramaturgy
arata enumer i . >
ihe Nifyasastra of Bh ates eight rasas (sentiments) associated with the
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theatre. They are sprigara (erotic), hasya (humour), karuna (pathetic), raudra
(furious), vira (heroic), bhayanaka (terrible), bibhatsa (odius), and adbhuta
(marvelous).! Among them three sentiments i.e sy7igara, hasya and karuna generally
predominate in the Sanskrit dramas. Naturally the sentiment of love takes the pride
of place. Bharata mentions humour next to erotic. In point of importance this order

of gradation may be observed apt.

Bhasa too must have realized the advantage of depicting humour in addition to
the other sentiments in his dramas. He supplies a variety of interests in his plays.
Probably his purpose was to remove the monotony and dullness of the usually serious
dramas. In the interlude to Act. II of the Avimaraka, the playwright expresses his
view in regard to humour through one of his characters: “bhavatu etena saha
muhitrtakam nirvedam vinodayisyami” (Good, I will liven up dullness for a while
by joking with him) which indicates that joke livens up dullness.

Humour is a sentiment which has a universal appeal. Almost all branches of
Sankrit literature embody humour in them. Not only Sanskrit literature but the
literatures in other languages too abound in humour. Even in both the Epics, the
Mahabharata® and the Ramayapa® too, there are remarkable patches rich in humour.
From this it is understood that humour is old as literature itself,

Humour finds an important place in Sanskrit drama. Hence, Bharata in his
Natyasastra discusses at length, the sentiment of humour along with other sentiments.
There he says that every sentiment is evoked from a permanent mood called
sthayibhava®. The permanent mood of the sentiment of humouyr js | aughter (hisa)
which he classifies into six kinds. They are smf'ta (slight smile), hasita (smile), vihasita
(gentle lauthter), upahasita (laughter of redicule), apahasita (vyigar jayghter) and

atihasita (excessive laughter)®. He further analyses the caygeg of laughter too.

i it are concerned, th i
As far as the dramas 1n Sanskrit - tor the providi e}’lyleld Much material towards
nsi ion

the sentiment of humour: L5 wrotee ne cl:f the t o Sharaty has made for the
resentatin of the hasya on the stage, o. €N types of

P. hasand has hasyaas its dominant sentiment”. In the 4
him¢, the praa> < on. the farcical comedy seems tq |, evelopment of the
Sanskrit dramatic tradmon}le Natyasastra, Bharata narra¢ e €arliest feature. In
the penultimate chapter Oft *Sthe Story of the evolution

drama described by
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and development of the dramatic tradition. There he says that the actors who were
proud of their art, indulged in ridiculing Brahmins and sages who were offended and
condemned them to a degraded status®. This shows that the comedy is one of the
earliest forms of Sanskrit drama. Although in the other types of drama the nataka
and the prakarapa for instrance, the element of humour is present, the prahasana
the farcical and satirical type had the capability to survive as an independent variety”®.
The prahasana was of very early origin which is proved by Bharata’s statement

‘sarvalokaprahasanaih badhyante hasyasamsrayaih’*.

The vithT which is said to be another type of Sanskrit drama, constitutes a series

of witticisms. From Bharata’s description, it is clearly seen, that the vithi is to be a
form of comic monologue or dialogue which is rich in humour." But no old specimens
~ of the vithi are preserved. Bharata indicates in many places the disappearance of the
| vithiinto the body of the prahasana through its mixed (misra) variety, where vithi is
introduced completely. He then enumerates thirteen elements (arigas) which

~ constitute a vith7 3. These vithyangas feature themselves in the perfected types of
drama, the ndtaka and the prakarana and help to evoke the tendency of humour. V.
Raghavan remarks in this regard that the old native and small imperfect types of
dramatic situation like vith? grew into the prahasana and perfected it later into the

prakarana™.

Besides, the vithT and the prahasana, one more variety in which some amount of
comic is found, is the erotic monologue called ‘bhdna’. In fact the bhana, like the
vithi is one of the predecessors of the prahasana's. In the bhana the device of
imaginery dialogue called ‘akasabhdsita’is used, which is mostly speech. Though it
is narrated by one actor who usually plays the role of vifa, who by employing the
technique of the said akasabhasita, stands for all the other characters figuring in the

play',
These features of humour embody themselves in the Sanskrit plays through the
characters like the vidiisaka, the Vita, the Ceta and the like. Of them the Vidisaka,

the most important as far as the major types of Sanskrit plays

the jester, is considered
s the key role of comjc fi
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are concerned. He play

gure in most of the Sanskrit p|
esides other sentj . plays
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was mainly aimed at introducing the comic relief and tittilating the audiences’ interest
in the performance. According to dramatic theory, the Vidiisaka should be a Brahmin
of ugly and uncouth appearance, dwarfish in stature, with teeth projecting, lame,
bald-headed and sometimes with red fiery eyes'”. Though in the majority of plays
the Vidusaka is a stupid simpleton who talks nonsense and behaves in the most
ridiculous way; in a few plays at least he is featured as a resourceful, prudent and
confidant of the hero'®. At the same time he is shown as the wit of the court who is
also a popular figure in the royal harem. He is repre-sented as indulging in incoherent
and ludicrous expressions abounding in humour. At times he could be vulgar and
unwise. Though he is a Brahmin, he speaks a form of Prakrt, called ‘pracya™ a
dialect which was prevalent in the Eastern part of India, and exposses his lack of
learning and finesse and due to this nature he does not find a place even in the
middling category in the classification of charac-ter types which are three in number,
viz: the higher, the middling and the lower®.

He occasionally is referred to as a gourmand, most of whose similies and
meta-phors are drawn from the kitchen. With all these mannerisms and stupid talks
that are supposed to pass as jokes, and his comic behaviour is expected to provide
comic relief to the otherwise serious drama.

The Vita or parasite is another assistant to the hero in his love affairs. He is
featured as a cultured, shrewed but a depraved man proficient in the ways of
cour-tesans. Also he is a man with a wide experience of human nature. He is an
expert in polite and quick-witted conversation and flattery. He plays the main role in
the monologue plays or bhdna. But in other forms of play his place s insignificant.
The Carudatta, the Mycchakagika and the Nagananda give him his dye place. As he
is featured as a cultured person, he speaks Sanskrit. However Bharat, classifies him
in the category of inferior characters®, may be due to his poor social standing?.
who features as a villain in a few Sanskrit dray,
cech. He is represented as ignorant, foolhar,

. boastful and ridiculous®. [n the Don:
. shbuckllng’ , _ aridraca datt
::}?uc;z;tlon},l Skw‘;l. the character Sakara has been used tq Prog acdrudatia and
e Myrcchaka ka,

. f play.
humour not usually found 1N other types of play
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With this brief introduction to the sentiment of humour in Sanskrit drama, we
can now go to the plays of Bhasa and examine how far he has been successful
humourist. According to some critics, humour has been Bhasa’s forte as stated in the

following hemistich:
‘bhaso hasah kavikulaguruh kaliddso vilasah ™.

Though there are thirteen plays to Bhasa’s credit, not all of them are rich in
humour. As mentioned above, they all do not belong to the same type. In regard to
their forms and themes, some have no room for the depiction of humour. Hence, in
our examination of humour in Bhasa, it is proper to pick out only those plays which

lend themselves to the depiction of humour.

The first five plays of the list given above (para 1) are one-act plays with serious
themes, for they contain supernatural scenes, depict violent fightings, battles, cutting,
piercing and the like which go to give rise to exciting sentiments like fury and terror®.
Hence, the GrabhayT vyiti energetic style prevails in them. Inasmuch the arabhayi is
the vrtti (style) of violence and given scope for full display of physical movement,
mainly forceful action, it is called as k@yavyui®. Thus the characteristic of these
plays undoubtedly reveals that they have no scope for humour which on the other
hand is very characterstic of the kaisiki vuti (graceful style)?’.

The Paiicardtra, next in the list, appears to belong to the Samavakara type by
virtue of its being a three-act piece. This too is a serious type of play. The dialogues
have a political overtone, which along with descriptions of furious fights and battle
field scenes go to give rise to the furious sentiment®. In the Paficarafra too humour
finds no room due to the reason that fury and terror are its prevailing sentiments.
Neverthless, in one and only instance Bhasa finds an opportunity to provoke laughter

in the audience bY depicting a dance by an old cowherd?®,

The plays that remain c?uld be.deslgnated as either natakas or prakaranas

or ¢ ief i i hich

There is adequate provision i 0;“"0 relfef In both nafaka and prakarana which
aceful categoryand in which heroic and social themes respectively,
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as per convention, the ndtakas those deal with gods or their incarnations appear to
banish Vidiasaka. A$vagosa is an exception. He employs the Vidiigaka in his
Sariputraprakarana. Probably he must have thought that he should stick to the
traditional dictum laid down as to the employment of Viditsaka in the natakas or the
prakarana type, although the hero of the play, SarTputra, has no need of the company
of a buffoon like the Vidusaka.

From most of the Sanskrit plays that deal with the life of Rama who is considered
an avatdra (incarnation) of Visnu, the Vidiisaka is driven out. Employment of the
Viditsaka therefore seems to have been banned in the Rama dramas. Bhasa too must
have been bound by this convention, for, despite the Pratimanataka and the
Abhisekanataka being of the nataka type, the character Vidiisaka is missing from
them.

The Balacarita too represents the life of Krsna. Thus, in keeping with the
convention, Bhasa refrains himself from the employment of Vidiisaka in this play
too.

Thereupon, Bahsa had the opportunity to bring out his ability of employing
humour in the dramatic production only through four of his dramas: viz.
Svapnavasavadatta, Avimaraka, PratijfiaGyaugandharayana and Daridracarudatia.
First two of them are of nataka type and have love as their theme with which humour

is intimately connected.

In these two plays, Bhasa employs the Vidisaka to evoke humour. The
Svapnavasavadatta has the -erotic (syrigdra) as its dominant sentiment. The
vipralambha syrigara (love in separation)® is one of the two varietjes of sprigara
that prevails in the Svapnavasavadatta. The love in separation leads to give rise to
the karuna (pathos) sentiment. The syrigara, thej karufga and the hdsyq gpe appropriate
to the kaisikt vrttit. The Avimaraka has the erotic (syrigara) Temarkably tha sam bhoga

srngara, means love in union, as itf dominant se:ntlmef]t_ Thus, these two natakas
llow humour in them The Pratijﬁayaugandharayazza is termed 5
o .

. idered a prakarang a. :
i rse it could be consi 44 as jt
prologue itself. Of cou 5 Oniheoth '
the hero, as Bharata Sp ecifies f?rprlszi’::ct piece™. Thee;;lar'ld, "thas the semblane
of a naaka by virtue of its being 2 (o] ”d’GCaru datta could be

Prakarapa in its
has a minister as

32



The Element of Humour in Bhasa

described as an incomplete prakarana. But these two works seem to deviate from
the normal trend of social drama, for, they both deal with political intrigue. Anyhow,
there is adequate provision in them for comic relief. The necessity to have humour in
the nataka and prakarana is to supply a variety of interest in them.

Though both the nayaka and the prakarana have provision for depicting humour,
the Vidiigaka who plays the key role of comic figure serves the purpose of evoking
humour. But in the prakarapas in addition to the Vidasaka, other persoﬁs from
different social ranks too serve to enrich humour. As such, the prakarana could offer
the best and richest humour. The performance of this type would have attracted crowds
which expected to indulge themselves in delight by its comic and humourous nature.

lllustrations from these plays may be given here to highlight Bhasa’s ability in
handling characters and making use of the opportunities to depict humour in his
plays. In the first instance, we shall see how he evokes humour through the Vidiisaka.

From the Svapnavasavadatta, which has six acts, it could be inferred that Bhasa
seems to be thoughtful of effective admixture of a light comedy into a play at proper
time and space which would produce a pleasing after-effect, reducing the weight of
nervous tension and monotony of pathos. In this play, the Vidisaka answers to the
description of the hungry and frightened jester and amalgam of folly and
resourcefulness. The Viditsaka appears in Act. IV for the first time and brings in
laughter with his ridiculous speech; refers repeatedly to food and specifically to
delicious dishes of sweet-meat as usual. He also mentions here of his lack of
digestibility of food and he is represented as experiencing discomfort due to the
same and struggling for his sleep though he lies on the downy couch.*® When the
maid inquires of prince’s bath as she has to bring garland and oinment to be taken to
the prince, Vidisaka replies ‘jyou may bring everything except food.” The maid was
probably surprised t0 hear this and a.sks “Why do you bar food?” Then, he complain
that his stomach is 11ke that of rolling eyes of a cyckog. Though in nature he is

he bars food due to his excessive discomfort and be d
greedy, now _al movements an d the iy n.nfy e due to over-
phys! S here would elicit laughter.

mdra ka the Vidiisaka admires the City at sup
In the AV means of the similes th
his greediness

eating. His

o -set¥’. Even there he betrays
at he o I~

uses in his description of the sun-set
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“On the promenades and the upper terraces of the market, as white as lumps of curd,
the sunlight seems like a layer of treacle spread over them.” From this similie, the
Vidiisaka s familiarity with sweet food and his thoughts about some tasty food are

made known and understood.

In the sthapand to the Carudatta, we find another humourous situation, where
the Vidiisaka speaks of his hunger and shows his greed for food. The typical dialogue

is given in the foot note : 3,

Again, at the outset of Act. I of the same play, there is another reference that
could be shown to prove the Viditsaka s greediness where he refuses an invitation for
an ample meal and daksina (fee) of gold coins, and boasts of the variety of food that
he enjoyed earlier at Carudatta’s house : “I used to pass my days in Carudatta’s
house chewing the cud of savoury sweet meats, like a bull at the cross—ways stuffed
up to the gullet. I was like a painter who is surrounded by his numerous dishes of
paint various kinds of food seasoned with special spices, ready night and day and in
between there were fragrant drinks produced at the lift of an eyebrow” Following
this he discloses his own plight pathetically and at the same time humourously. “There
is another wonderful thing. My belly understands the changes in affairs and becomes
satisfied with a quite a little but if it is offered, takes a good weight of rice, it does not
expect or demand if it is not offered with food”.

The Vidiisaka brings in laughter through his levity, ignorance and carefree attitude.
From his speech and action he seems to be a person lacking seriousness. In the
Svapnavasavadatta, Udayaya goes to the Pramadavana (garden) with the Vidiisaka
to see princess pPadmavati. As she was n?t there, Udayana tells that pe is sleepy and
awake he wants the Vidigaka to tell a story. The latter starts to tell
he confuses King’s name with Kingdoms»
g of that place is Brahmadatta. By the Vidisaka starts
the story as “There is ”‘?:tirf:e":‘fiff;tw:: ;Z there was  ing named
Kampilya”. Even after Udayagabot k : PSALs What he told earlier.

4 cts it and the Vidu,s‘f @ represents Memoriz;y,

Then Udayana corrf: catedly. By the time he starts the Story g the corrected
portion by uttering it rel; refree behavior of the Vidiisaka giy e Y 3gain, Udayapa is
fast asleep. This tyP® ofe 10 the humourous

sentiment.

to keep himself
the story, may be purposely
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Another instance in the Carudatta too answers well to his characteristic
carelessness, timidity and ignorance. In Act Ill the Vidiisaka reluctantly takes charge
of Vasantasena’s jewellery on Carudatta’s order with the words :No way out of it.
Bring it here. I will take it. It is sure to be stolen by thieves™. He seems to be
frightful to keep it with him, for he prattles that he has to roll on the ground like a
pack donkey. Meanwhile, Carudatta feels sleepy and asks the Vidiisaka not to make
noice. Then both sleep. But the Vidiisaka could not sleep peacefully, for he says that
he prefers to be poor by caste*!. In the meantime a burgler makes a hole in the wall of
their house and enters inside. The Vidiisaka says, that he believes he can see a thief
cutting hole in the wall. But he does not get up and also nobody takes his words into
account. Again, he insists Carudatta to take that golden casket over, and this is heard
by burgler. He makes the lamp extinguished, the Viditsaka is greatly frightened and
shouts at Carudatta for taking the jewellery over, also says that if failing to do so he
will curse with Brahman’s curse. Here, the burgler takes this opportunity and easily
seizes the jewellery. But the Vidiisaka is unaware that it is taken by the burgler and in
turn he thinks that it has gone to Catudatta’s custody. This momentary transfer of the
jewellery from the Vidiisaka to the hands of burgler due to the Vidiisaka s stupidness
may evoke humour in the audience. Furthermore, in the following morning the maid
informs the Vidisaka of the the burgler’s entry through the hole that was made by
himself on the wall. On seeing the same Vidisaka confirms that he has a pleasant
news to him. As they converse of burgler’s entry, the Vidiisaka discloses “Ah, my
friend, you are always saying Maitreya is a fool, Maitreya is blockhead, but I did
well to entrust that golden casket to your hands”. Bhasa enriches the scene with this

type of Vidiagaka 's witty talks.

Besides, the Vidiisaka sometimes through his puizled or inappropriate speeches

andalso inappropriate usage of similies exhibits hjg illiteracy or ignorance. In fact in

imself lets hi
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Another illustration from the Avimaraka too proves the Vidisaka‘s illiteracy.
the prelude to act II, he boasts of himself as if he is learned. He also says that it is
hard to find a Brahmana who can read and understand the meaning of it. So the maid
shows him a signet ring and asks him to read that word for her. He is unable to read
it and thinks deeply as what to tell, after a while he finds a way to escape and states

“This is not in my book, lady.”

Furthermore, through his ignorance the Vidiisaka commits amusing blunders
like confusing the well-known epic Ramdyana with the Natyasastra, the treatise on
dramaturgy*. This is taken as an important evidence to place the date of Bhasa after
Bharata. ¢

An illustration from the Carudatta too verifies Vidiisaka's nature of puzzled
talks. Just after the burgler seizing the jewellery and left the place, the maid puts the
Vidusaka awake and breaks the news of the entry of a thief into the house, he gets up
in a hurry astounds and enquires puzzlingly “Ah, a hole cut the thief and entered in?”

It is Bhasa’s expertise that to feature the Vidusaka with two different natures in
the very same play itself. In the Pratijfidyaugandharayana the Vidisaka is featured
as a jester and on contrary, an intelligent person as well. When the Vidiigaka
partici-pates in a frigata (three - men talk) in his disguise as a beggar, he is represented
as a stupid simpleton who talks nonsense and who behaves in the most ridiculous
way*. Yet, when the three assemble in the fire shrine to discuss about their plans
(plot), the Vidiisaka is represented as a confidential companion of the hero and also
an in intelligent and resourceful character who is full of activity, ski|ify] in carrying
out plans and devising plans for escape from the most difficult of Situation, with a

strong mind able to keep secr ets and supplying an effective motive power for the

plot to develop like any other chief character.
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expressed meaning is full of humour and apparently innocent. But the kidden meaning
understood by the characters reveal their secret plans to rescue the king. This
conversation is in Prakrt and they resume the usual dialogue after their entry to the

fire sanctuary.

Furthermore, the Vidiasaka's incoherent language and behaviour too kindle
laughter in the audience. He very frequently uses the word dasyah putra (lit, son of
whore) which is not a refined usage. In the Carudatta, he refers to the thief as “aviha
dasyah putrena kukkurena prave$ah kytah* means “Damn it all, the rascally dog
gotinto the house”. Elsewhere in the same play, in the Svapnavasavadatta and in the
Avimaraka,the Vidiisaka very often uses these words. Also his indecent behaviour
too in certain instances evokes laughter. In the Avimaraka, the Vidisaka accompanies
Avimaraka on his way to the palace of Kurarngi, Avimaraka makes both of them
invisible by the magic power. The Vidisaka is excited over this and intends to spit

just for fun and does so with the sound “thu, thu™®.

In the same play, when the Avimaraka and KurangT at their first meeting converse
excitingly, the Vidiasaka with his doubt asks whether they are beginning to cry ? The
context of his comment at this instance is very ridiculous ; “Don’t you worry too
much or I shall cry too. No, not a single precious tear comes out of my eye. When my
father died I made mighty effort to cry. But not a tear. So, how can on somebody

else’s trouble?”*.

Bhisa could be distinguished from other playwrights from his employment of
special devices for the development of hurnourous atmosphere. It is remarkable that
in addition to the set type of Vidiisaka, Bhasa employs certain other characters to
enhance the audience’s interest. Among them, Sakara becomes the .most enjoyable
figure, Bhisa employs the Sakara as an abominable yet amusing character in his

Carudatta, 1t is notable that in any of the extant plays except the Mrcchakatika the

character Sakara is not found.

Inthe Carudattd the Sakara is figured as an atrocious at the same time extremely
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It may be explained with certain illustrations. His malapropisms of puranic lore,
he messes up names and episodes of mythology. In the first act which depicts the
long chase of the courtesan Vasantasena, the Sakara‘s malapropisms and his behaviour
are extremely amusing. There he tells Vasantasena. “Like Visnu am I, the lord of
corpse bazaar, Janameyaya, Kunti’s son. I shall catch you with my hands in your hair

and carry you off as Duhs@sana did to s1ta®.

The Sakara speaks boldly when he sends Marica to take a message of
Vasantasena’s release, to Carudatta, failing to do so he says that he will crack Marica’s
skull-cup like a garlic root in the beak of a turtle-dove; otherwise will chew up his
head like a woodapple caught between two doors®'. On seeing the Vidiisaka bringing
the lamp and hearing his words of threatening the Sakara slowly scoots.

The repetition of the same idea in more than one word is another species of a
verbal comic. In the Carudatta, when Vasantasena runs in flurry persued by the ifa
and the Sakdra, the latter asks “why you are going away, running away, racing away
as you stumble?”*? Elsewhere, he lets himself down by saying “closely chased by us
two lads like a jackel by a couple of dogs” Here, the similie he uses goes to mean

himself as one of the two dogs®.

His confusion of speech for smelling with the ear and viewing with the nose
brings in extreme laughter.

There is also a wit worked by punning through two linguistic media, Sanskrit
and Prakrt. When Vasantasena “§antam santam apehi” meaning “Please go away”

the Sakara imagines that she is referring to him endearingly a5 being riniameans

tired and welcoming him, mistaking ‘apehi’ as ‘ehi’®s,
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Inthe Carudatta, Sajjalaka the Brahmin who comes to burgle Carudatta’s place,
affords us plenty of amusement when he displays his knowledge of text books on the
art of stealing and deeply thinks of designs as to the shape of the hole in the wall,
whether the shape of lion-stride or full moon, jaws of a pike or semi-circular, or
tiger’s face or triangular or a chair or elephant’s mouth which could amaze the votaries
of this art.’” To start the job firstly he looks for something to measure the hole, and
finds that his sacred thread could be used for this purpose. His words at this instance
are enjoyable: “sacred thread by day and measuring line by night.”s® Further, he
wishes that on the next day the neighbours would foregather with long and gloomy
faces to discuss the errors and the skill of his work.

In the Pratijfidyaugandharayana, Bhasa handles admirably well the characters
like the mad-man, the drunkard and the page-boy for bringing about comic relief. In
Act Il the Udayana’s chief minister comes as a mad-man in disguise. His speeches
sometimes are monologue which suits his character. As he pretends to be a mad
person, he speaks utter nonsense. Here is a portion of his meaningless and amusing
talk: “H1 Hi the Raghu is swallowing the moon. Let go, let go the moon. If you do not
I will smack at your mouth and make you let go. Look, here is a mad horse running
loose. Now he is at the cross roads. I shall mount him and eat my alms .....

Barring these situations, Bhasa masterfully effects another humourous situation,
in the Pratijiayaugandhardyana, by including a scene where a soldier and a page-
boy participate who later on poses as drunkard, which gives rise to the sen-timent of
humour®, We may say that the playwright invents a situation like this with the intention
of depicting humour in this piece.

The page-boy is represented as fully drunken. The soldier’s words describe the
appear-ance of the page-.boy. As he ellters the scene, he asks “who is this calling me
as Gatrasevaka on the h;ghwa.ys now -*:‘:ﬂerwards he utters a son
otk (]iquof) in Prakrtf wh(lic.h Teans Blessed those tha
blessed those that aré anointed in liquor, blesseq those t

ered in liquorso
that are scupp - .AB.K
blessed those t of the drinking songs whijc

g with the eulogy
tare drunken with liquor,
hat are have bathed in liquor,
. :ith hol‘ds an opinion that thig

ave existed in ancient India 6

. n

songisa frag™® e-boy’s conversation witp
ag the soldjer becomes very interest;

ing,

[n this scene th®
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When the soldier asks him to bring Bhadravati, the royal mount for Vasantasena
to go for bathing, the page-boy comes out with the message that he had pawned
firstly her goad, secondly her half-moon necklet then her bell and whip one after the
other and at last he says that he had pawned even Bhadravatr for his liquor®.

In the course of time, the page-boy discloses that he is a spy deployed by
Yaugandhardyana in his attempt to rescue Udayana. In fact he is not a drunkard but
has pretended as a drunkard®. This shows that how adroitly Bhasa arranges the scene
as to find room for the depiction of humour with the running of the story.

In this respect, Bhasa sets a model for his successors. He not sticking to the
tradition of employing only the Viditsaka for the depiction of humour in the Sankrit
plays, employs other characters like Sakara too for the same purpose and much
advantage. He purposely inserts scenes where he could give rise to the sentiment of
humour. He displays his expertise by painting scenes suitably in the
Pratijiidyaugandharayana for instance, which he cleverly utilizes for the development
of the comic element. We may therefore safely conclude that Bhasa was the greatest
humourist among the Sanskrit playwrights and rightly deserves to be described as

“bhdso hasah kavikulaguruh®.
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