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Chapter 1:
Reformation Era:

Preface:

The story of ancient DRAMA, whether it is eastern or western,
the impressions of the people and their lives cannot remain
unexpressed. In folk drama it is seen grossly where as in
classic plays it is seen minutely. Gujarati Theatre is no
exception to this.

Western art forms and culture have contributed at large in the
development of Gujarati Theatre Similar to it has contributed
for Gujarati literature. Mumbai is the birth place and since
around 1770 Englishmen performed plays in the theatre
located near Hornian Circle. While expressing the reaction of

the local people about dramatic activity, it is mentioned in the

book “f3Rg 3eRIa®” that the drama performances of European

amateurs and tourist foreign troops addicted local mass
through entertainment including rich western plays hence
Parasi and Hindu youths started these activities by
establishing clubs and drama companies [1]. The Royal
Theatre was inaugurated by the performing scenes from the

Shakespearean play “Merchant of Venice” in 1846. In the

[1] Ref: Gujarati Rangbhoomi - Riddhi ane Ronak - Page: 23"

by: (1) Dr. Mahesh Choksi and (2) Shri Dhirendra Somani.
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beginning, for many years this was the only theatre in
Mumbai.

In 1853, under the leadership of shri Dadabhoy Navaroji,
Gujarati translations of Shakespearean plays like “Taming of

the shrew”, “All is well that ends well” etc were performed.

o

During this time, “&:d#, STgal 3@8gds” was performed which

9




was based on the Parsi religious book "2Mg«TAT” and one can

say that it was the first Gujarati Drama. Thereafter, Gujarati
Theatre did not remain connected to Mumbai but it expanded
to cities like Ahmedabad, Surat, and Vadodara etc. In 1947-

48 shri Rambhau performed a play “f&19ér ITaATEIOT in Gujarati

at the backyard of Narsopant’s residence which was located in

Bhadra area of Ahmedabad. At Surat, Parasi people

SHIUI3TE” which was a

performed a Gujarati play “=TorT

translation of the Shakespearean play - "Taming of the

Shrew”. A play - “UaTT MiSYera” was performed in Marathi by

shri Vishnudas Bhave at Vadodara, in 1855. Due to such
performances, an atmosphere was created in Gujarat for
mythological and historical plays.

As time passed, the initial playwrights realized that true
reflections of the pertinent human life situations with its
social, economic and cultural descriptions were not getting
portrayed during dramatic performances of the western
translations. These plays were far from the realities prevailed
in the society. If this is to be shown on the stage then it was

very much necessary to bring originality in its presentations
Page # 3
and it should be done simply and naturally. From those of

reformer’s group, poet shri Dalapatram took an initiative and

wrote “&I31HT” in 1851. This was based on a Greek play “Plutus”

written by Aristophanes, story of which he heard from Mr.

James Farbes and then adopted it in seven scenes in Gujarati

as “eI3H1”. Here, the playwright used the word “<:@merfor the

Scene. Keeping in mind the then time frame, shri Dhirubhai

Thakkar makes a note that “The words like ‘@2, f333 or ‘37



were yet not introduced in the Gujarati drama. Sel9caTH used

the word as “=: @@ which is very close to the Bhavai

terminology [1]. Its brief story is like this: Laxmi is blind and
due to this she approaches sinful and corrupt people rather
than people having morality and values. It appears he
prepared the whole play easily applying Bhavai elements. Shri
Dalapatram has made the first attempt of creating Gujarati

atmosphere in the drama. His second successful effort was

the play “Mithyabhiman (fZaearfasm@mneT)”. Similarly, in 1862 a
play “Gulab (Iefe)” appears before us as the first original

Gujarati play, written by shri Nagindas Marfatia. The play has
both Western and Sanskrit dramatic elements nicely
interwoven.

In the story, a learned man Bhogilal who has also studied
English, falls in love with Gulab (heroine) and also marries her
by breaking age old social traditions. As playwrights of the
reformation era, Rajchhodbhai Udayram was a scholar of

[1] Ref: - Book: “Pratibhav (:fd#T1da)” Page no: 93 - by Dhirubhai Thakkar
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Sanskrit and Western Dramaturgy hence we can see the

combination of both these styles in his plays. His play

“SFIHANT foasra” portrays about the subjects like blind faiths

due to unhealthy social customs. In this play, we can also see

the use of dramatic devices from Sanskrit theatre. For

example: use of Nandi “al=¢l”, dramatic management by
"gs¥R” and role of “fagye” etc. Another play of shri

Ranchhodbhai - “%I?—lFng:EEQE‘F” (1865) is a tragedy which

exposes the extremely cruel torturing and outrageous act on



Lalita (heroine) by her in laws, which forces her to commit

suicide. The play Sﬁ?oraﬂtlﬁg is a translation of Moliere’s

farce “The Mock Doctor” and the play - “Tulaji
Vaidhavyachitra - (desi defegds)” of shri Narmad - the first

and contemporary creations.

Thus, looking at development up to this stage of Gujarati
Theatre, one thing is very clear that these playwrights tried
out dramatic elements from Sanskrit and Western traditions
to popularize their plays. shri Dalapatram and shri Narmad
made use of elements from Bhavai (Gujarati folk theatre
form) also over and above the Western and Sanskrit
elements. All these playwrights had the goal for social reforms
hence they chose such vices and faults from the society and

created their plays.
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Chapter 1: Reformation Era: U e

1) Tulaji Vaidhavyachitra - Narmad (1863)
?) ol Jefeads - AHG (2¢E3)

Poet Narmad was basically a literary person. During his life

time he wrote 6 plays. Flaaﬁﬁ Jufeaas” which was written in

1863 is one of his plays which were written with the purpose
of social reform. It is a story written in protest against the
prevailing orthodox society, where a widow, who has lost her
mental balance and is left alone to face tremendous pain
imposed by the traditions of orthodox male dominating
society. She is a victim of the narrow-mindedness and fanatic
social ideology. She is shocked in grief as she is forced to take
wrong steps by this guiding orthodox society. Narmad, in his

prologue says that “As it was left out to present the life of a



widow in a play, hence to make up for this deficit, has
somehow managed to write this play. There is nothing that is
new in this book as I have selected some portions of my prose
& poems with some changes to give it a form of drama.
Though there is nothing new in it but the true picture of a
widow is described in the form of a play. This picture will
create a deep impression on the audience and will motivate
them for remarriage of the widows. I have made this
compilation as it will fulfil my only pending ambition.” [1]

In traditional Bhavai form, after the prologue, a systematic

introduction of the play “a2r is done by the Sutradhar “3eTer ar

[1] Ref: Book: ‘Narma Natyo’ (page:32: Tulaji Vaidhavyachitra)

By Ramesh Shukla
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argsh”” and thus he advances the play. In the beginning, these

characters indicate the plot of the vesh through their

humorous dialogues and natural talks. In Bhavai “foHIi«dr
aer’, Rangaji and Bivi ‘sS4’ are opening the play with the
"3mauT” — (a song suggesting the entrance of the principal

character in a Bhavai - a kind of dramatic performance) of

beloved “@ifderar and advances the play.
S 31TSiT S, JH=eFaT g2

31T AART 0T 7!

SdY: JHASRT 1T 7?2

TS BT, AT AT 12

fIdT: AT ATH GRRATA!

3Tt el g AT



dT: AEr AT B
37T G ATH?
ST 8T, Ueh o1 g fowan 3R veh w1 giowar (1)

Similar to the prologue in the Bhavai, the playwright
introduces the play “desil qtrfedrds” through dialogues

between “Wral” and “ATI®”, creating amusement which is

natural in Bhavai form and which nourishes the sentiment of

laughter.

[1] Ref: Book: Bhavai: Page: 303 by Dr. Sudhaben Desai.
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TTAT: ATE AT ? HATE ATH? Hold! WTell heo.
ATIeh: TTelr?

ATl ATE AT Y2 ATE A1 QY2 ATE A1 QY2

AT AT a3 HIYAT I?

T SO AT? ATH A ARG B!

+ATh: Tl TE g, Hehdl 71 aTd wAgH! 1% AT A

TN ATH AT TS 0T WeRER S ATE A1 foerefs dn = &
Siar &r?

AT JSITATHRGAR 3AeATH AERTAITEA? [1]

The development of the plot of acting dominated Bhavai form
is in the hands of actors. The Bhavai troops travel through
various cities, villages and stay at their patron’s lodge. Either

to please the host or to become popular they introduce local

language during their “a2r” performances. As poet Narmad is a



native of Surat city, in his play, he has made the introduction
through dialogue between Rangalo and Nayak using Surati
dialect. This technique he has also applied in the play too.
Further in the play Nayak, making his role clearer says that
“The play which is to be performed, I am its main

administrator. Now if you keep quiet, we can perform the play

[1] Ref: Book Narma Natyo: page: 32 by Ramesh Shukla
Page # 8

tonight before the audience. So please be wise.” (11 Thus
Nayak, showing presence of his mind, indicates to the
Rangalo to carry the play further as also mentally prepares
the audience.

The folk songs which are word to word used in Bhavai are

related with the social customs i.e. “AREAT (Mourning Songs),
“Hhero” (Marriage Songs which has satirical taunting for
relatives of other side), “gTeisT” (Lullaby). For example: In

“STRIAT 80T =1 A2 king Siddharaj Jaysinh has killed Rudiya-

Jashma’s husband by torturing him. On getting this news,

people of Oda community sing “ARR™T (Mourning Songs)

before the Jashma who has now become widow:

311S: 3R, {STAT STAAT AR 7k FoAl ERS &2

Cursing the killer of her husband, Jashama crying aloud says

that:- STMAT: 3R, HHUT 3ARR YSal , ARY df5TsT gghedt HHATOT,
qTCOT ATRRUTIATS Ueh T3aRT 517 o1 AT ! 2]

Poet Narmad has used such traditional songs in the play gmﬁ

Jefegds” as required in the scenes. In the beginning of the

scene there is some discussion amongst Seth Tapidas,



Nagindas and Zaverdas on the issue of a promissory note at

the shop of Seth Tapidas. During that time a messenger gives

[1] Ref: Book Narma Natyo: page: 34 by Ramesh Shukla

[2] Ref: Book: Bhavai: Page: 416 by Dr. Sudhaben Desai.
Page # 9

the news that Tulaji's husband has died due to severe disease
at the age of 18 years after suffering for 15 days. [1]

Listening to this shocking news, all men and women in the
house start weeping loudly. The news spread all over the
town; hence family members and relatives gather for the

mourning.

“ATSET Y, 319K Tegel AT RET, RSN &1 gl
rssT Y, gus Ruar Hars ¥, 3iREss 1 g1 |
elT33T Y, Sheha ol Ueil dg ool 3MReISsT 819 814 |
TssT Y, FOHYRARON ¢ATS X, 33T 81 81T I 12)

In the scene when Tulaji's husband has died, Poet Narmad
creates an atmosphere of grief in the play, by getting the
traditional folk lore sung by the actors.

In the traditional Bhavai, we generally see the scenes of

ridicule mockery which displays human attitude before us e.g.

in “ehIaT =i a2 Gangapari Brahmin kills Kaba through spell

when Kaba arrives for robbery. Seeing the dead body of the
husband his wife Kabi (Jatadi) cries a lot and hypocritically

displays the grief about it.

[1] Ref: Book Narma Natyo: page: 32 by Ramesh Shukla
[2] Ref: Idbi: page: 34
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STeaT: dAHATDIST sdeheT IRAT Y, AN 31T.....8T..... I,




oA FW g Ig3T, JE ATSIAN 1A,
STRRY U 31T, dRY ¥ 3934 374,

Here, in the scene given below, the Brahmin checks the
attitude of the Kabi.

CTERUT: 3TSSITST, ST AT FHIAH? RT GO F IAT AT $TelHR I /e
cileh & FATT AT 376 & A HIE, Tl AVERAL [1]

The element of mimicry in Bhavai, is presented by the

character of “H&1” by Narmad. Due to the death of Tulaji’s

husband, all the women related to her are crying and the
other people along with "Mashkara” are instrumental in
exposing the laughter created due to pretentiousness of the

scene.

HP: 31T TESTAYAIATIS? FAFhE, ollol A g Tl
T2, BT 3ETST FeAshes! S3T, QFIFTHEBN?T

37T T, IEN3NAT AT AT

ATERT 3 28Teh: SR o1 HITATERTIHUINAT H AR @
HeT: IATAT EROTT ©Tell 3TAT &1 9YATAT S3TRT AHIGIST

@rSaT? ST FHreaT I3 & & S HTelaT? (2]

[1] Ref: Book: Bhavai: page: 364 by Dr.Sudhaben Desai.

[2] Ref: Book Narma Natyo: page: 26 by Ramesh Shukla
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Ramesh Shukla puts this in better words “This cold sarcastic
remark becomes burning sharp because the female relatives
of the dead who belong to the same cast, displays more of the
amorous gestures and the strangers feel grief by listening to

their mourning songs. [1]



On the other hand, Mashakaro addresses the whole society

and says: “¥fgeg3il, STBUUHATHH WRoTal B I? dHYfaares df =72
T, TR Tl SToTe sl STRr? 3T fosramly TSR, [, Johis

HIRBIAT FYUT AT hll [2]

Looking at the prevailing social circumstances of that time,
such a direct communication can pinch the orthodox society,
but Narmad aims at the reforms so he fearlessly appeals and
advocates for the remarriage of widows.

In traditional Bhavai, as a part of the prologue, the custome

of Chachar 9ma¥’ (presiding deity of square.) is done.

Thereafter the 'Vesh' is introduced with ‘3Td9T (song

suggesting the entrance of the lord Ganesh in a Bhavai). After

taking his blessings only the main ‘Vesh’ starts.
gec: Grala! G EHSIUN, Herd STaa,

A YA A, <l 1l s arorersin

USHI U3 US, dT dT US IS, TAHA ... [3]

[1] Ref: Book Narma Natyo: page: 26 by Ramesh Shukla
[2] Idbi: page:40, 41.

[3]Ref: Book: Bhavai:page:18:byDr.Sudhaben Desai.
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Narmad has also used prayer as ‘HITSTaRUT, SA6r realizing its

importance similar to its usage in Sanskrit Drama and in folk
Dram form Bhavai. Taking the blessings from Godess

Jagamba he introduces the Nandi:

TogerarauT AT 9IS, 9rdr o 2ft gsTr SiHTeT:
HEOTT STHST 3T, Hul GefoaaRdradl.........




Thus, Narmad, in this unrealistic type of the play, gives hint
about the happening in the play in the beginning through the
Nandi, which is a common element of Bhavai. Nothing is
hidden from the audience. Everything is told from the
beginning. The playwright has used this technique here and
frames the plot to inform the audience. In the realistic play,
the spectator gets involved in the scene and is carried away in
emotions without being thoughtful about the presented act,
whereas here contrary to this, here the purpose is to keep the
audience alert and thoughtful which Narmad accomplises.

The Bhavai actor makes a direct dialogue with the audience.
Here he comes out of the character he plays and establishes
direct talk with them. If there is any uproar in the audience

during the show, he appeals to everybody to keep silence. (2]
[1] Ref: Book Narma Natyo: page: 26 by Ramesh Shukla
[2] Ref: Book:Bhavai Ma Alienation:Page: 169 By Dr.Bhanuprasad

Upadhyaya
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S :34T§w\chuqu Haed ? AR éETEﬁﬂETHIéﬁé’df&é?é?

AT : g2
STUT : ATUIHUTARE? gl 3T HAT Aeh3 F ! [1]
Thus keeping respect for the audience, he requests the

audience to observe the silence. In the play ‘gmﬁaﬂ%q?.rs’,

Narmad appeals to the audience to have Satvik Bhav while

enjoying the play through these verses:



T FAFAASRY, FUTSAT ST ST G HANON. [2)

The poet here draws the play to the main interpretation,
creating his humanistic image. It is shown in some of the
Bhavai ‘Vesh’ that women have to suffer due to social

troubles.

For example: In the Bhavai ‘312ar arofiar=r a2r - Teja gets

married at a very young age to a person who is three to four
times older than her. Due to evil social customs, the couple is
a mismatch. Being very aged person, Adavo is unable to
provide any marital satisfaction to her and hence Teja

describes her pain of this social injustice by saying:

[1] Ref: Book:Bhavai Ma Alienation:Page: 169 By Dr.Bhanuprasad

Upadhyaya [2] Ref: Book Narma Natyo: page: 41 by Ramesh Shukla
Page # 14

ot : T3 AR oY, ITAART HT WraT ATy,
9o eofisiy AsAT, AdT TEY IS U, [1]

Thus Teja’s husband ‘Adavo’ is unable to satisfy her.

In the play ‘Jeel dufegss’, after the death of her husband at

a very young age, Tulaji comes to her parental home and

curses her fate sitting at one corner of the house and says:

JoTolT: ATaas AT STl gl\ucho'i‘l, AT TURY HSAAGTET 41 ST,
forer anfag fouz I, gary 337, tl'IEGTHI?:_[‘\Sj %I’R’f?l’qa’f ..... [2]

Above song is a creation of Poet Narmad which portrays the
orthodox attitude of the male dominant society which makes
the life of a widow miserable and dark, it is focusing on the
psychology of these widows in misery and it is giving voice to
their inner pain. It also gives indication about the situations
which Tulji is going to be victim of.

In traditional Bhavai, we are getting introduced to the various



roles of the main character “@ral”. In many ‘Vesh’ he plays

role of ‘HsuUX- Director or Leader whereas in some he easily

[1] Ref: Book:Bhavai Ma Alienation:Page: 37 By Dr.Bhanuprasad
Upadhyaya

[2] Ref: Book Narma Natyo: page: 42 by Ramesh Shukla
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performs the role of f\clqcﬁ —a clown or buffoon as also

sometimes he appears before the audience as a friend of the

sufferer. In Bhavai ‘Kajoda no Vesh (&i1gT a1 321)’ the wife is

three times older than her Thakor husband - Husband is only
eight years of age whereas wife is twenty-four years old. Due
this age difference, there is also a vast difference in their

mental attitudes. Unlike present male dominant society,

‘&R0 — wife is rulling the house. This ‘mismatched’ couple

holds sweet relationship similar to that of Mouse & Cat. The

husband talks with the ‘@rar, explains about how he

maintains his status-quo in the society:

BRI TN, TH FAARY I o7 STaT 65T, Holat} TS WIERT
I B, drT S8R fhgdeh 31T Y SHIUTART AR o

T ST AR gloell Ficll FIAT B A TgR SAunfoaden

qTe Gehdlel fOUT:T 8. TaT ARSI [1]

On this ‘Rangalo’ comments simply and says:
AT TR AT, THAT T 8. [2]

In the play, the maid servant Amba consoles Tulji, who is
unconscious in shock due to the death of her husband. On
becoming conscious, Tulji expresses her remorse that she

could not get satisfaction from her husband. Amba agrees to



help her in this matter. ‘Rangalo’” who is present there, gives

[1] & [2] Ref: Book: Bhavai: page: 375 & 376: by Dr.Sudhaben Desai
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his word of assent and exposes the maid servant Amba before

the audience.

IeBoll: 3! HRYUT T AT offal — 3T JRT ST X | Eehiall HA TS |
3TFET: A 370, ATl ATSYeh, FEgAT ATAT? BT FHERI darl 98
G AT B @il GOl Hhlg ASell TGl T8l

T TS df ATHTHOT HIAT TURHAST ARS, (TS T )

FHSIT AT 39T dF ardy IRy e ¥ L 3.

&oft 7311 A Rl o FRRT, i e A .

ATET S AT IPAT, HAIHAT h1e fHIT . .. 8T ... 111

In the play maid Amba, persuades Tulaji and gives example of

her friend Jivali, plans a trick to give her sexual pleasure.
3FST: FATRY GOl ST 3T, 0T JATE FegAAAG LT H ol
3Tl TSt e g2,

Tl TCULY YdT ATSY B!

3EST: ASelleldl! TUTIH Holws.

T S T AT, FEal TBIA? (2]

Like in Bhavai, in drama also, Rangalo is seen in two roles,

one as a "Ys¥' who pushes the dramatic events forward after

interlinking them whereas on the other hand he remains

completely present in every scene creating emotional

[1] & [2] Ref: Book Narma Natyo: page: 24 & 25: by Ramesh Shukla
Page # 17



identification through his comments. Thus he reduces the
distance between the audience and the actors and advises
them to keep away from such ill natured women like Amba.
In traditional Bhavai, conversations related to the spell,
occultism, suspicion & hierocracy is also seen. After
GaneshaOs exit, ‘Vesh’ of Brahmin is enacted. In the scene,
the actor playing the role of Brahmin weares Dhoti & Janoi
(sacred thread put on by upper class), applies ‘Tripund’ (three
marks of pigment) and holy ash on forehead and enters on
the stage, uttering sacred and mystic words and shows his
hypercritic knowledge to the audience. Through his typical
acting gesture the arriving Brahmin, spells the couplet of
sacred sentences which are beyond the normal level of

understanding.

3ITESH CFISH AHIAT. [1]

Thus, sarcastic remark is passed on the pretentious Brahmin.
In the play FloEbGﬁ Jufegdas’, Ratanvijay gets exposed before
the audience through his pretentious behaviour. In the second

scene of act one, as per the planning of maid Amba Tulaji acts

as if she is unconscious and ‘Goraji’ is being called who

whispers in Tulaji’s ears that “gdue FdT HHT 3=IsTeT AT” 210N
the other hand, he tells to the Richman ‘579X §&’ that "9 AT,
ARTAY g ISRV AL, THRY FISH 1T AY TaA (Jboilet) Hiehelsil, §
qrofl Hs<Y SIS 3T 3T9er e 3]

[1] Ref: Book: Bhavai: page: 194: by Dr.Sudhaben Desai

[2] & [3] Ref: Book Narma Natyo: page: 44: by Ramesh Shukla
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Thus, Tulaji who is victim of the Amba’s tricky plot goes to




Ratnavijay’s residence.

37FET: IR, 31T JARBET .
IR Ul RETAT SAT8T 3774, 34T§”34Taa’r.
37FET: (MR IpIoTAT) e, ITIRTGAT 78T [1]

Here first time, Tulaji is raped by Gor Ratnavijay. The witness
to this unfortunate act is another woman “Amba”. Through
this scene, the playwright makes piercing taunt that the social
reformation will be more difficult if woman will become enemy
of another woman. As also Narmad writes this play with the
aim of social reformation by exposing the orthodox and

ignoring society where the pretentious Brahmins show their

pervert attitude of “HEHIHA FITTAG” and targets to wake up

the society.

Now due to the illicit relationship with the Ratnavijay, Tulaji
gets pregnant. On receiving this information, “Tapi Vahu” -
Tulaji’'s mother gives her the potion to abort the pregnancy.

Tulaji’'s mother send her to Purani where she can listen to

“HETad AT’ - Bhagavat Katha and get her conscience purified.

The recognition of characters is revealed through various

indecencies in the traditional Bhavai. In “®oflar gdr a1 agr,

[1] Ref: Book Narma Natyo: page: 45: by Ramesh Shukla
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getting attracted by the handsome form of Kuvarjee , Rupali

Paniar, runs behind him. She tries to attract the prince

“Elow_d?Gﬁ*’ through feminine graceful gestures and on getting

failure; she tries to reach to the prince via Badhar “sTeR” — who

is a friend of prince. The unfailingly outspoken Badhar, doubts

the integrity of Rupali and directly says to her:



TUTSST: 37TaY STERGH 37TaT &, aTd FFH@I,
F3T FT AT HFHBI !

ST o, g};dwﬁ U YSdT AT Teoarelaie

TJSIAT T@EA A7 [1]

In this ‘Vesh’ - incidence, personalities of Badhar and Rupaali
are tested. Narmad also tries to bring out the inner tendencies

of the human beings. Here, in the second scene of second

act, through the greedy language, Purani, gTrUﬁ is teaching

Tulaji “3dr 91&”. One day, getting alone in the house, his

unsatisfied desires sprout and he holds Tulaji’'s hand, draws

her in a room and rapes her.
cJobSil: 7T YHGRIST! AN ATSIOIRIS 7Ta.,
RIOT: TEATATRIS AT 3Taq — HAARTAS AHIES

wwaﬁﬁ?%a@ama (2]

Thus getting privacy at home, Purani too rapes her and Tulaji

[1] Ref: Book: Bhavai: page:455: by Dr.Sudhaben Desai

[2] Ref: Book: Narma Natyo: page: 46: by Ramesh Shukla
Page # 20

is again pregnant. Her mother ‘Tapi Vahu - Errd’ra§ once again

gives her the same potion to abort the pregnancy. Here the
play becomes more conflicting and relishing because the
second pregnancy does not get aborted but it survives. To
hide this from the society, Tulaji’s mother takes her for a

pilgrimage. During the journey, Tulaji delivers a child which

‘Tapi Vahu - Errd’rag* - Tulaji’'s mother kills by suffocating the

child.

Later on reaching to Kashi, Tulaji's tonsure rite is performed.



During the journey Tulaji understands, she has delivered a
baby boy which her mother ‘Tapi Vahu' has killed hence she

cries a lot.

In Bhavai Vesh “Jashama-Odan - SI@T-31180T", we could see

such songs expressing the inner emotions. The heroine

‘Jashama - SIMAT requests the king Siddharaj to stop his

outrageous and cruel act:

STRIAT: STRART WIS Jeh &
THAT e & s ¥
ARART WIS T o 1]

[1] Ref: Book: Bhavai: page:416: by Dr.Sudhaben Desai
Page # 21

In this play also Tulaji remembers her child and blames
herself for the killing of her son, curses herself, finds herself

helpless and expresses her feeling in this song:

Jossil: T, AT,

ST U STUTCR, HHH A,

BY0T A FHIAT, GO U3 3
E;fa‘-ré:l'la'lﬂ?:nga'u Fﬁ'am?ﬂé'gg, ?J?T’E]?‘I?‘@E@?ﬂ?r‘\ Q
%W—ﬁ{u [1]

By creating the scene of Tulaji’s tonsure rite ritual, Narmad
demonstrates very clearly about the then social realities and
the immoral act of child death is put before us through Tulaji’s
song. With the help of this scene of Child killing, he asks ‘us’
that is to the society about its justification.

The application of pun in traditional Bhavai is normal. The



actor during the performance, very cleverly and expertly uses

the pun artistically. For example: In ‘Juthan no Vesh - %@TFﬁ

ager, Juthan, on seeing his wife riding on an elephant and a
horse while arriving sings a song having pun:

ST greft T 3 HaRY ‘T A e AT’

I ITGART ‘FAT FT ‘T [2]

[1] Ref: Book: Narma Natyo: page: 46: by Ramesh Shukla

[2] Ref: Book: Bhavai: page:245: by Dr.Sudhaben Desai
Page # 22

Here the second time the use of word ‘T seems to be used

for the beloved one. In the play ‘Jasit dufexws’ at the time of

Tulaji’s tonsure rite ritual, Tulaji gets horrified to see the

barber and says in a pitiable manner as follows :
“3MET 3T f3aeT 3TN X, AW A 7T dredl T 1]

Here Narmad, deliberately makes effort to use this pun and
this manifests his creativity. Satish Vyas analyses this couplet
and says "Narmad by making pun of the word ‘3@ has
made a creative poetic line and its second use emphasis its

meaning as death”. 12;

In the act three, Tulaji, while returning from the pilgrimage,
meets a ‘Pathan - 9a19T" who deceives her and makes her stay
with him in nearby village. Durig this stay, due to debt, they
both decide to shift to another village. On the way, while
resting under the tree, the ‘Pathan — 9aIUT robs her jewellery

when she is fast asleep and runs away. On getting awake and

not finding the Pathan with her, Tulaji realises that she has



deceived.

Repenting of the situation, Tulaji curses herself and says:

[1] Ref: Book: Narma Natyo: page: 47: by Ramesh Shukla
[2] Ref: Gujarati Natak: page: 41: by Satish Vyas
Page # 23

3R, & 37 o F@rS Tl AT st AT, 3T TN, e lolS. 3T
SITOTATY Tt haf FT. 31, §HATS . 30 ARY &, H TFodean &re; 3R
3T o, HARHABTAATAIAR SATdT SAMST? 287 | Qe Aehglol3. 3T
AR AR, 1

A courier passing by the road hears the crying of Tulaii and
helps her up to the city gate, where she gets the news about
the suicide of her parents by taking poison. On getting this
sad news, Tulaji also commits suicide by jumping in to the

well. With this couple making mass request, the play ends.

372 31U o =g, TR e,
Wgz@@?—ra@ﬂﬁ@ﬁm. (2]

In traditional Bhavai, more of reformation is seen in some
vesh. Here also, it becomes clear that Narmad’s aim is not the

literary creation but of the social reformation.

This play @mﬁ dufegas’ which is in 12 scenes of three acts, is

written under the western style prevailing at that time. In the
play, Narmad, achieves the plot development through the
words -‘act” and ‘scene’. This plot development has become

weak and appears to be very thinly connected. Some of the

[1] Ref: Book: Narma Natyo: page: 49: by Ramesh Shukla
[2] Ibid: page 50
Page # 24

scenes are very small and completes very fast e.g. third scene

of act one. Being his first attempt, Narmad could not develop



the scene and it has become weak however, it supports the
acting. Definitely, Narmad is one of the first to bravely create
an original Gujarati Play based on Bhavai for social

reformation; hence his daring calls for an appreciation.

Kok _k_k_k_k_k_k_k_k_Xk_k_Xk_xk

Page # 25
2) Mithyabhiman - Dalapatram (1870)

Q) TEALATIHAT - SATATH (3¢0)

While discussing about application of Bhavai elements in

Gujarati Literature, a play “Mithyabhiman - foa2afasm T of Shri

Dalapatram immediately appears before our sight. A

successful effort is clearly visible in creating a play from the

traditional folk form in “Mithyabhiman - fZazaifSstame. The
important aspect of the play “fZFaZaIf38 AT is that it was written

not with the goal of social reformation but for participating in
the play writing competition. Late Shri Thakkar Govindaji
Dharmshi of Kachchha & Mandavi, advertised in many news
papers for competition and also announced big prizes, with a
clear vision of social reformation through plays. The
advertisement read as “"The one who does not possess any

knowledge, wealth or merits in him but pretends is called

“conceited - faLIIfSeARI". The one who will write about this
element of conceit - ‘\f7FZIIf3HHA in a form of comedy play of

50 page length (each page equal to the size of his magazine

“Buddhi Prakash - gfZg o@mRI”), within five months and the one

whose essey will be the best, will get prize of Rs. 100/- from
Thakkar Govindaji Dharmshi of Kachchha & Mandavi. (1]

In the reformation era, such well-bound literary essay writing



competitions were held. Dalapataram created the audio-visual

[1] Ref: Book/Text: Mithyabhiman: page: 17: by Dalapatram Dahyabhai
Page # 26

form for his essay to make deep impression on the audience’s

mind and wrote this play”foazaifas#ET. The atmosphere during

this period was of social reformation. Taking an advantage of
this, Dalapataram wrote the play focusing on the advertised
subject and was declared the 1st winner.

Here, the purpose of social reform by the playwright is very
clear; however, he also had in his mind to make the Bhavai
form neat & clean while writing this farcical play because
during that time the traditional folk form of Bhavai was very

obscene, vulgar & ugly. He applied the Bhavai elements in his

play “foaeafasrars for the spread of his ideas of reformation

and was announced the first prize winner. Poet and playwright

Dalapataram has called the play as Wf‘cﬂ?—ﬁﬂa@ on its
front page. This was done to differentiate his play “foaeaif AR

from Bhavai. Vinod Adhvaryu supports this and says “This
statement draws the attention towards two points. First point
is that the dramatic form of Bhavai is adopted and secondly,

in the process, the Bhavai form is created without making use

of "Bhungal - §f3Tel". It means Bhavai form is not used as it is

but some of the distinctive traditional characteristics of Bhavai
are removed in the process of cleansing. [1]
This way, Dalapataram has made a successful attempt to reestablish

the Bhavai in its neat & clean form by removing the

[1] Ref: Book: Natyanubhuti: page: 68: by Vinod Adhvaryu
Page # 27

wrong impression about it in the society by writing an original

play in the Indian dramatic style.



Similar to the Indian Sanskrit Drama form, he has used “aTer”
and “HITeMEROT in the beginning of the play following the
custom of traditional prologue. The ‘gs4R' lays foundation of

the play from the first sentence:
SR I[6 AT, 3T SHIOATS [ALATHATT FoasgT A G

oATeeh YT, AHTRRITTES ASGIVCAT AE fPTeagar
ST < FRUTEA FHITCITEROT §ohs B,

HHTE ©:137HTdHhed YINOT, FaaT fofagerdr,

, foseeR ad, 1@

~ DS

AT Teh o:aTey, g@e Hof 2R, gady gy oy,

ATCIRATAI, fsIOTiad TR, foaes Ty foeman.

According to the Bhavai tradition, in the ‘Mangalacharan song

— HITTaROT I’ Lord Ganesha - T3dedgdR is remembered,
however, Dalapataram has used the words ‘f>f@gerar, faeagary
which appears as if they are adjectives for Lord Ganesha

(31012) but the writer has used them in the prayer of almighty -

f\sirUTfEI?l” Thus the writer differs from the traditional thinking

and presents the ‘Mangalacharan song — HTemaRor 3. Like in

[1] Ref: Book/Text: Mithyabhiman: page 1: by Dalapatram Dahyabhai
Page # 28

Sanskrit Drama, the prologue is necessary in the traditional

Bhavai folk form. The Bhavai "gs¥T’, during the prologue,

exercises the ritual of 'I™Y — (open court-yard before

goddess’ temple) then takes blessings from the goddesses

‘Ambika (3ifZgeT) and Mahakali (Fgrehrell)’. Then, the &I i.e.



‘3Tl introduces the plot of the play and invites Lord Ganesh

through prayers and starts the play after taking his blessings.
AT AR JeT8T o1 &

g qui 3ucer

3EE el FAY

Y MY TS (13

Thus the ‘Mangalacharan song — #HITROT I in the
play"faLa39 AT and in the traditional Bhavai has one

similarity and that is remembering of almighty whether it is

Lord Ganesha - 3197er or ‘fﬁsgﬁﬁa—q@am’, there is a desire to

get their blessings through ‘Mangalacharan — H3TTTRUT .

In this way, the tradition of having a prayer in the beginning

of the play "foaZII>0AT or in the traditional Bhavai has the

same goal though they are in different forms.

[1] Ref: Book: Bhavai: page 188: by Dr.Sudhaben Desai
Page # 29

In the traditional form of Bhavai, the plot is revealed to the

audience in the beginning through the dialogues of the ‘ArI®

i.e. ‘@ralr’, for example, in ‘STEAT 3180T AT a2, the characters

and their development in the play is informed to the audience

through dialogues between the ‘ATd® and ‘TT@r. In brief, in
Bhavai ‘vesh’, plot is known to the audience through the
‘AIH and ITar:

ATIeh: LTIl

JTET: 31T I el hgT



SITeh: 3T A HISAT fehgT, STRAAT HISUTAT fehg T, Hell STAATAT
[EEd

TN FHTS AT, THSS[AT T e YEa3T I faven's e,
oATh: ST LT, il STRIAT ASTTHAT Ueh 3T §ll, Teh [Foe]
A9 TS SN dHAY STcTHATSToTAT.

Tre: ¢ a1a fog:arfisieer.

AR g3ATelT, U aTd ATHBdldg oleToialT. [1]

After the “SIEr -"H3TemaROT”, Dalapatram recognises the first
scene of the play “Toa2aIfoHAT” as ‘[0ads’. In the Sanskrit
plays, ‘f@e#e provides platform for the preface of the play.

The way plot is introduced in the Bhavai, similarly plot is

revealed to the audience through ‘f3@&#& in the play. In the

[1] Ref: Book: Bhavai: page 402: by Dr.Sudhaben Desai
Page # 30

first scene, the playwright drafts out the plot through
dialogues between Rangalo ‘Z@ral and Sutradhar ‘Fsur':

SR 3TTST 3T ShIVIET-IEHTAICSH YT, HIETAAT
BT AHAT JFose Her?

AT BTSN, Tell HIH TocTofol . FT-ATHAT ATCHHATAT FaT Fordedl
TTeloT o181, AT STITAHTYUH VT ITTAR & Al Fal!

UR: UH TATUBN SHARTH $g IR . d=il Frddardid
ol Shech JdUUT dRT oiar foasTTel . (1

Dalapataram has combined two traditions in this play: (1) The

preface of the play through Rangalo ‘@rar’ and Sutradhar



HsYR' as per the Sanskrit tradition and (2) The Rangalo of
Bhavai tradition is “like a local / native character, similar to
that of Vidushak in Sanskrit Plays, therefore in the play
‘Az, Dalapatram has said this through the Rangala’s
dialogue: In Gujarat everybody calls me Rangalo.”[21 Thus
Dalapatram has blended two traditions by placing Rangalo &
Sutradhar side by side.

In Bhavai, before the first entry, information about the

character is suggested to the audience through “Aavanu -

3mavT” by its poetic verses. "Aavanu- 3H1dU]” is an essential and

an important element of the Bhavai plot. The plot opens up in
[1] Ref: Book/Text: Mithyabhiman: page 68: by Dalapatram Dahyabhai
[2] Ibid: page 22,
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“Aavanu - 3@9]”. In the Bhavai “OTEHUT N 9L, Brahman

introduces himself while arriving on stage with dance and

songs. Through “Aavanu - 31avT”, the audience gets

information about the mannerisms and destiny of the

character.

T3 T < TEHONT 3TAS AGRIST X

LI T < TEaonaT

TATASYS ... ATATASTS ... AT AT US TS ... AT, [1]

By application of traditional Bhavai element i.e “"Aavanu -

3maor”, playwright has designed the entry of Kutubkhan and

Vaghaji Thakar in the sub-play “Si/a#H #g” which is a farce.

Dancing & singing, Ranglo enters the stage in the beginning

through his “31a0T", and establishes dialogue with the



Sutradhar.

Wrel: a1 A, a1 43, a4 IS, ad A4

U IRIIT &2 YIERT, ATAHRAT GoT Af el dSTAT J@sT

rar v, @mm@%mﬁ? [2]

Later on, “3a]” of Jivaram Bhatt is drafted in the traditional

Bhavai format. Jivaram Bhatt enters dancing with the rhythm

and moving to and fro / swinging / rocking like an old person.

[1] Ref: Book: Bhavai: page 199: by Dr.Sudhaben Desai

[2] Ref: Book/Text: Mithyabhiman: page 5 : by Dalapatram Dahyabhai
Page # 32

PR SHAH HE 31T, S S SHARTH §7g 1T,
TThaT Y SITedT, ST ST SaH 38 3T,

ar A, ar ar I . (1)

The playwright has made the entries of other main characters

as per the modern play by introducing their “31aom.
In the “318ar — aIfourgT=r 92, the foolish *Adavo - 3713al’ who is 8o

years of age behaves like a mad man and displays like an

obstinacy of a child.

AT T FF, T AT AR SIS &, VARG ATATH

AT 3RTH o S, ¥ dRY Al S8 U3, ST 3T &iel. “SeT
qITOTA: AT AATSIRRIoAT TEAFART AT RSN, 32, A AT



Ao} ARSI g, FTH A SRl 3 o §

o3.”

AT K FISUM ATE, TH 1T STeliF JHTOIT. [2]

From the point of view of entertainment, ‘Rangalo’ is an

important character. He is well familiar with all the

[1] Ref: Book/Text: Mithyabhiman: page 8 : by Dalapatram Dahyabhai

[2] Ref: Book: Bhavai: page255: by Dr.Sudhaben Desai
Page # 33

happenings and events of the ‘Vesh’. He is a character who
projects variety of emotions, likes to comment satirically, to

advice, to provide information, to make fun of somebody.

Rangalo in ‘faLaf3s#ART is a character who is present from the

beginning of the presentation to its end as if he is a native
edition to that of Vidushak in Sanskrit Plays. Whenever
required, he advises, and also with the help of jesting, jokes,
criticism and ridicule explores overall situation of the play.
When Jivaram enquires to such a character - ‘Rangalo’ about
his introduction, he replies that he is Jivram’s relative. As
such ‘Rangalo’ is related with every character of the play. By
remaining neutral, he explores the inner voice of characters
through his comments and his presence during the scene.
Here, representing the inner conscience of Jivaram, ‘Rangalo’

can make claim to be his relative.

SERTH: CTRG3TFRT TERT AT &2

Tl FERY A TEAT ST {1 TATCAART TgATD 5 31 §
ToAT 19 2

SHERTA: (]-8YS &) ARGIHART AT TN AT B2

Wl ATIUSHTST BT, IS,



STERTA: IHARY &9 Aot IRY STI?
Tl o1 TH o2, T 367 &. (1]
The above dialogues of play ‘foaeafsaT’, though they are

written to oppose the vulgarity in Bhavai, under the pretext of

[1] Ref: Book/Test:Mithyabhiman: page 9: by Dalapatram Dahyabhai
Page # 34

comedy are manifesting the same vulgar meaning. Like in
Bhavai, here also, such dialogues prick the noble audience. In

traditional ‘Vesh’ we can see that the dialogues are cast

oriented. Like in “SI#AT-31180T AT 92, parents of “SIEAT” are

struggling to find a match for her in their cast so that they
can get her married. During this search, they come across
their cast fellow and they arrange a meeting with him. During

the discussion, we can get the cast flavoured dialogues:
318 Q% ARTS TIOET &, FUTD! I8 A3 olod!, SOIRITUsATT Uid,
el IR U ATCIATIR ST$ ATl el .

33 ¢ ARTS gl &, TUID! 38 &. TATOHT AT gehst allel sTerehl
TGS,

3 2 WS,
S ¢ ST SIAAT ... [1]

In Bhavai, use of colloquial language is more seen rather than
literary language. Dalapatram has also generally used the
day to day language through their characters in the play. 48
years old Jivaram Bhatt has married to only 16 years old
young girl named Jamana. As Jivaram Bhatt being night-blind
is unable to see at night but to hide this defect he pretends in

hypocrisy that he can see. In the second scene, Jivaram Bhatt



proceeds to visit his in law’s village but forgets the path and
due to this is wandering in the farm fields. Getting the
evening time, now he cannot see and he thinks now he will

get exposed. This time two shepherds namely Bijal and

[1] Ref: Book: Bhavai: page 407: by Dr.Sudhaben Desai
Page # 35

Pancho are collecting their buffalos to their home. Here
Dalapatream has used the colloquial language of Saurashtra
region of Gujarat through which their cast is revelaed that
they are shepherds. Thus Dalapatram has applied language as

per the characters:

TorsTel: 37eT Qehd? TreT Yha?
qr: 3edT 3T gl TR TH ALY YTy B2

TOSoToT: 876", 9 3dIdad! gl d.

qrET: 3{edT dRY fgl T

TasTel: U SWICARANYS AIMH &1 3119Mes ol gel. Iy gl =
qr: AR $gY A FETOUTAT AT FHaA e ST 1]

Similarly, in “f&&ar a1 ®RA” Kutub khan’s Muslim character is

revealed through his dialogues:

aTESiT: THIROAT B & FHART BI?

Fqa: 37T TS Tl H gHALATCT HIel 8.

aTgSiT: dARYRTAT s BT AT &H?

ST AR H STl #T STl 8, iR 4T oferer g, Afeet
EART & o 7Xc F 3= foeandl 2@ & 3R 3119 AfSsThrg
eI HITCH §. 39 TGS AHS FAT TG [2)

When Dalapatram wrote this play, the influence of the



western play was predominant in our country. There was an
[1] Ref: Book/Text: Mithyabhiman: page 14: by Dalapartam Dahyabhai
[2] Ibid:page 75
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impression of European drama on Gujarati Theatre.

Specifically Shakespeare and Moliere’s play had their effect on
our theatre. During that time, Dalapatram tried to bring in
Gujarati identification through his plays which is demands for
an appreciation.

Sometimes, in traditional folk Bhavai, the dialogues are

planned in prose and poetry format, with a view to keep the

plot loose and languid. For example: Bhavai “dTeleer3 Seder3al

aer, dTeder3 (also called ©eeer3) is a military general appointed

by the emperor of Delhi. The emperor sends him along with

the soldiers to the South “g&@s” for the war with the South

Region. During the journey, he falls in love with “&gaT" - the

queen of Ahmednagar due to which forgets his official duties.

On being informed about the laxity of the general, the king

orders and sends an officer-93r to Ahmednagar to fetch
“Selgcl3” with whom, his dialogues are in prose:

QaT: I i g2

Tol: A Solders.

qaT: T3 &,

qQaT: STeg, QAW JeAT &l

el: # YR ¢l Seleer3 {

IT: §H TR AT &, BIATA §, Thsll §. 1]




[1] Ref: Book: Bhavai: page 285: by Dr.Sudhaben Desai
Page # 37

Thus, similar to the traditional Bhavai, in a farcical type play

3ALTITSAATS’, Dalapatram has applied all tricks through

situational language to create laughter in the audience. The
harmonious prose with use of colloquial language helps in
advancing the plot development.

The night blindness of Jivaram Bhatt is not hidden to

anybody, when he is going to bring his wife from her parental

home. Sheppard - Bijal ‘f&stel’ and Pancho ‘ural also know

about it so they make Jivaram to hold the tail of female calf of
buffalo belonging to his father in law, but the calf falls in the
ditch and the tail of the calf goes off his hands so he also falls
in the ditch. Because of this, Jivatam Bhatt has to pass the
whole night in the ditch.

In the first scene of the second act, the locale is that of
Raghunath Bhatt’s house. Raghunath is teaching Ved-path to
his son and as son is not pronouncing them correctly,
Raghunath beats him. During this Rangalo enters and informs
him about the arrival of Jivaram Bhatt to the precincts of
village.

LTl 3Tal o3 7o

THATY: S & AT A3aT?

TGATY: S HeRl TRI?
TETeY: ATASTATS dHARY.
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TATY: e IS Tell?



AT UTEY H{YS ST,
TEATY: AT HTHIMT are?

LTl agﬁﬂg?ﬂ?ﬂ'l%' [1]
The Pancho ‘um@r, on the way for dinner, also gives information

about the arrival of son-in-law. Due to delay in arrival of their

son-in-law, the mother-in-law ‘2asTs’ is worried and hence

summonses his son Somnath and husband Raghunath to find
out the son-in-law.

Dalapatram unlocks the play through the scene of Rangalo &
Raghunath. Here Rangalo is playing double roles — one that of
Sutradhar in which he interlinks the situation in progress of
the play and of another that gives information about the
arriving guest ‘Jivatam Bhatt’ through his dialogues with
Raghunath.

We generally see pun in the traditional Bhavai which clarifies

the reality.

For example: In *Juthan no Vesh - S[aur#t agr, Juthan arrives

riding on an elephant and a horse, to see his wife. On seeing
this, his wife sings a song having pun: As referred in
‘chapter 1-Tulaji’ on page 21.

[1] Ref: Book/Text: Mithyabhiman: page 26, 27: by Dalapartam

Dahyabhai
Page # 39

In the second act, Dalapatram has mentioned about the then
prevailing wrong social traditions through the dialogues
between Ganga & Jamana, in which sacrifices of the young
daughters, in the name of honour and family prestige are
exposed. Jamana, who is the victim of the hypocrite and

orthodox society, expresses her deep sorrow and pain to



Ganga in these words: ZgTSdl JTTOHATSTHRE USRI Y]
WIS STET. JMAUITATET ERUT & HId eIl of3TsT Tg AR §1, T0T A
dTeadTaT? (11 On adding to the vanity/ false pride of her husband
she says: “SaRIH #7g Hiol TSATRUIS T ERATIH ST AhlS
FBAT Tl HgdSTAD o U 3TSSIA FS.” [1]

Thus, due to his attitude of false pride, Jivaram Bhatt hides
his physical defect of night blindness. Ganga, on comparing

this with her husband says:

I9TT: ARY G0N o HAhES h Geieiehls IS TG ATST ST TheT
IMYAJATIRIEST; D T W HIFATING. TSI
gufieh IR Tah ST, STUAT 3MTAIiehg ek I3 T, oF 31T

&g, (1)

Thus, Gabga says she is happy with her husband whereas
Jamana says her husband does not give anything. This is said
through pun:

[1] Ref:Book/Text:Mithyabhiman:page34,35,36,:by Dalapartam

Dahyabhai
Page # 40

STHAT: oRTET &Y Jof doeled a0l e,

ORI I, HSTASRYR 1Y,

Aiddagl@dY QBT B AT,

i?ﬁ%ﬁﬂ?ﬁﬁiﬁmm. [1]

Here the pun of the words &I means ‘keep it" and &

means ‘ashes’ & B8R’ means ‘necklace’ and gAY means

‘defeat’. The creativity of the poet / playwright is brightly

revealed here in these dialogues.



In the traditional Bhavai, pure jesting is seen in the serious

subjects like marriage. For example: in “SRMAT-3180T AT 92",

Jashama - daughter of the ‘38’couple is now grown up so her

parents are worried for her marriage. They create light
atmosphere through jesting during their discussion about ‘*how

their son in law should be?

3NS: STUAT AchedT I AAT?

301S: 9¢H H AT T dATl?
37ISUT; 3T ITEITST ATARET TITTHRT 37Fhol THAAT SiaT ATS
?Ié@l [2]

In the play, Dalaparram is portraying the tragic situation of

the daughter’s parents. Locale of the third act is the village

[1] Ref: Book/Text: Mithyabhiman: page 37: by Dalapartam Dahyabhai

[2] Ref: Book: Bhavai: page 406: by Dr.Sudhaben Desai
Page # 41

outskirts. The father-in-law Raghunath and the brother-in-law
Somanath arrive to the outskirts in search of their son-in-law
- Jivaram Bhatt and they behold that Jivaram Bhatt is
sleeping in the pit. They awake him and request him to come
home but Jivaram is not ready to come because his ego is
hurt due to delay by his father-in-law and brother-in-law in

his reception. Somanath and Raghunath pacify him a lot

however, Jivaram arrogantly replies to them: “3T $7adar g9

THARER IARTIONT dIgetell, Shech AR G Trem . In reply

Raghunath says:
AT TTCAl, HTell GAcTHADIS DT g QNeTel.




STEH: AR TARER JTaderell. JAEre df ... dHa
TARY ST o7 T,

LI 3T < TEAUTAT DICHISTAIS o7 8id af ToaaRT QAT Tl TT?
HIAATY: 33T, 301 SYel Al AHTEAVTAT F. [1]

Ultimately, swearing for each other and after giving Rs. 20/-
bribe (as a gift for turban) they succeed in convincing
Jivaram. They tolerate Jivaram’s ungraceful gestures just
because he is their son-in-law. This tragic and painful
situation of the bride’s family is exposed in a hilarious manner
by Dalapatram.

Further, in the 4t act, Jivaram Bhatt is at his in laws’ house.

[1] Ref: Book/Text: Mithyabhiman: page 42,43: by Dalapartam

Dahyabhai
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In the scene, mimicry is shown about his Sanskrit language.

Somanath comments while Jivaram is bathing with the

buffalo’s urine: “3R1 ¥ Hell gToellHAIAl HHTHA &, 31T IOl Tof

3Sigglede.21 Hiding the mistake, Jivaram replies: "3RI
GTd, TCIo[Ed HEN ST, il 13UH HHAHRATEAT. ga3AquiT
ABTSY.” (1]

During dinner time, Jivaram sits with his face towards the

wall, hence the she buffalo eats his sweet dish ‘Kansar’ (sweet
dish made of broken wheat or flour and molasses cooked in
water). Second time when Jivaram realises about it, he kicks

his mother-in-law thinking that it is buffalo:

CaNTS: IRIT | FS 3T SR, 33T 3T STATS. HARY &l I 91T, oler



foeeey, 44y ! (2

NN

Later, while explaining the meaning of Sanskrit word “Ir&T
arymvla'qﬁa*’ to Somnath, Jivaram creates the hilarous
laughter by interpreating T as lod Rama, SIHTHUT as
Lakshman, #fZad as Sita and Od0 as hanuman.

STARTH: THT BIS FHSUT 372K AT, TAT TCeRTH, THTHIT dTA3THOT o
HT AT (3]

[1] Ref: Book/Text: Mithyabhiman: page 57: by Dalapartam Dahyabhai
[2] Ibid: page 61 [3] Ibid: page 67
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By interpreting the letter *d” as Hanuman he receives

encouragement from Rangalo.

TITGT: QST AMTEA:T 1T ATETET! HTAT AR ar STl AT 18T 81T 1]

In the 5th act, Dalapatram, narrates one farce (as an
interlude), in which Vaghaji Rajput and Kutubkhan meet each
other in jungle unknowingly, Kutubkhan is from Delhi and he
is very proud of his handsomeness. On enquiring about his
family he says he has seventeen brothers but during the fight

with Koli’s they all got dispersed. On asking his name,

Kutubkhan says - A& 118 “UT AT AT oerdT, ga-arkerd, iR ga

g srg@r further travelling in the jungle, Kutubkhan gets

thirsty hence moves to a “ara” (large well with steps leading

down to water), but quickly returns and says there is a tiger in
the ‘VAV'. Actually he believes the sound of frog as that of
tiger. At the end though he gets defeat in the duel (wrestling)
with Vaghaji, he is not ready to accept it.

When this play “foaeaifasrar” was written, the effect of western



drama was already there on the Gujarati Professional Theatre.
In the Europe and specifically in England, “Interlude” types of
plays were very popular. Its format was that of the farce. This

was performed during the interval of the main full length play
[1] Ref: Book/Text: Mithyabhiman: page 68: by Dalapartam

Dahyabhai
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and its purpose was to give some relief to the audience by

diverting their serious mood /attention from the main play.

However, Dalapatram’s play “foaeafasrat” itself was like a
farce hence purpose of incorporating similar type f*ﬂm?j_,w

is not understood. The necessity to put this scene in the play
is not getting accomplished.

The application of languages other than Gujarati by the

characters is also seen in the folk drama Bhavai i.e. in “raT ot

3er. Here the Gangapari Brahmin kills the Kaba on the way

through his spell as Kaba has robbed him in the journey. But
when the Nayak questions him about who will perform the
funeral of this Kaba, he replies arrogantly but at last on the
insistence of Kaba’s wife “Kabi” he again spells some words

and makes Kaba alive.

AT EAAYAT AHRAT STOgoTsT | 31 3T fogar &, Jauw g ar
fggg. HAIASTRAAT Uil detol TeaTel.

AR gﬁa'ra's?rag?raa?%. IYehY AR STelall. FoT &Y 3T & 8.11]
In the play “foaZaf3a AT also the application of Hindi language

is seen. In the first scene of act six, Jivaram Bhatt wakes up

at night to go to urinate and his leg falls on his mother-in-law.



His mother-in-law “Devabai” doubts a thief in her house so

shouts loudly “gR — aR”. This alerts everybody around and

[1] Ref: Book: Bhavai: page 363: by Dr.Sudhaben Desai
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they beat Jivaram thinking he is the thief and hands him over
to the police.
In the police station, police enquires with the Devbai what is

stolen etc:

ARTE?

2aETS: 3NHTS, AT TAY ST oIS AT F SgoIR FTOUAT WITAT 9T
FHBTE.

SIaTS: ARSI T?

foaTS: 3HF 319 el hed TWIM R G AR AR, T« TRHT
AT SheeT I AT AT HHT ATTAITOIT o781 [1]

In day to day life, many a times we make use of languages
other than Gujarati especially when either we want to show
our supremacy on other or want to be sure of something.

Dalapatram has also used Hindi language for the character of

3918’ as he wanted to show his authority to Devbai and to

collect the information about the stolen material. Thus,
Dalapatram has made good use of Hindi language in this play,
which we can very well see.

In the act seven, the police officer interrogates Jivaram Bhatt.

During the inquiry, Jivaram Bhatt informs that he is son-in-

[1] Ref: Book/Text: Mithyabhiman: page 98: by Dalapartam Dahyabhai
Page # 46



law of the Brahmin Raghunath. Surprisingly, Raghunath and
Somnath do not doubt about their missing son-in-law, but
such things are common in Bhavai.

Generally, in traditional Bhavai, taunting remarks on the
economy of the society and the wrong customs are made to
expose them before the society. It's a salient feature of Folk
Drama that the observations and evaluations on each event of
the society are witnessed impartially. It is evaluated putting
before the audience its bright and dark sides. Thus Bhavai

achieves its main goal of creating social awareness.

Through the Bhavai “37=ar arofiar At 32, we can understand

from the opening scene that the main character “37=ar arofrar

has much proud about his wealth. In the society also, money
is very important. The status of any person is decided on the
basis of his richness even if that wealth is earned through

unethical and wrong ways. The normal worldly affairs are also

decided on the basis of the money. “313ar amofiA” is also a

member of such society hence his behaviour is full of such

pretentiousness.

37=aT: &1 8T Urdl el o1 &A1 e 1Y, JHHASI? HARTHATC
TURAN GATGhIGUGIT Al 5T ol HDGcll daTg el
37T IR 8 T gHSAT?

ATIeh: 37T, THRTATTET f3xarst? (1]

[1] Ref: Book: Bhavai: page 248: by Dr.Sudhaben Desai
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Dalaparram has also exposed this aspect of the society by

creating a satire on the corrupt practices in “foHaZIITHALT”,

Hehas created a scene in which he has used the humour of



Bhavai with a view that the drama company who is playing

“S3ALITSHATA” is not exempted from getting the benefit of the

bribe that the police officer collects from the thieves.

AT (HAT STfoigeT) 3T IMHAT BISIER HIRH & AHADR DT hlg
HTCATHTS &h? (Tol ISdT) hH HIgd, THATHT S
ASATAGER? ST ASATAGI ol THTAY 3T ATCh H

FOR GUT Hgeh HeIaTall Yol [1]

While proceeding towards the end of the play, the police
officer fails to get confirmation from Jivaram Bhatt that he has
done the stealing / theft. Looking to this failure of the police

officer, Raghunath and Somnath in their dialogues comment

that "Tar 37T TACRATRTT 3T gAABISIERAT JOT VHTHTT &2,
d BISER SHS .7 [1]

Through this scene the playwright throws light on the evil of
corruption prevailing in the society and in that connection only
he makes Rangalo to speak this dialogue.

In other Bhavai Veshas, foreseeing the future happenings are
also seen. This type of satirical speeches are very easily

uttered by the characters which though are not attentively

[1] Ref: Book/Text: Mithyabhiman: page 104: by Dalapartam Dahyabhai
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heard by the audience at that time but later are becoming

very important in different context. For example: In smgaw
AT 3er, “s8l” is an administrative police officer “&Idare” His

dialogues with the character “SIeTell” reveals that he seems to

be having a good character:



OREALY §TY AT ST, [1]
Later in the traditional Bhavai, “s13” develops an illicit

relationship with ‘d@<ir’- a young wife of aged O31Ea10. Due to his

this relationship, the society condemns and insults him.
Insulted “s731” at last becomes fakir.

In the traditional Bhavai, some of the characters indirectly
represent specific class of the society. In the play

“oaeafadaArET playwright “Dalapatram” has created such
characters. Specifically the main character of “Slai#H #12” is

portrayed as conceited (having false pride). The character

“Sar#H 27, who generally defines the act of sleeping as a
yogic posture “qdmd" (the posture of a dead), really becomes

as good as dead "¥4d”, when gets caught as thief and is

strongly beaten by the police. Thus his saying becomes true

which the character "Rangalo” in the form of his sub-
[1] Ref: Book: Bhavai ma Alienation: page 38: Dr.Bhanuprasad

Upadhyaya.
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conscious mind, tells him face to face. The previous dialogues

between Rangalo and Jivaram are:

SARTH: HATAATH QETHT hAARUGR ST IMT s ST

S (ASTT IS S SIS,

AT 3Tl ATUTHAT Sbell TEAABIISS 3T U,

SHERTH: (381 ATETATAT Tl TRUERAT SIaT-SIaT HTHeT heell B. [1]

In the previous scene, Ganga - a friend of Jivaram Bhatt’s

wife, jokingly says "TsSITETAT Fall, TR dileh! HTAHATHASATST ST



sTel.” 21 And indeed, in the darkness of night, the government

police arrests Jivaram Bhatt believing him as a thief.
Other examples of future indicating sentences are available to
us. Raghunath, in the second scene of second act tells Devbai

about the death (passing away) of "Chidanand Swamy”.
T ToTeTele o arHar arelra ol me
&Y. 2]

On this making a joke, Rangalo says to Raghunath:
AT SIUT SATUTITYG 1S 31T §2Uh JITSTAT TORRATSAT WIS 3T 8. [2]

And really, next day it is revealed through “Pancha Rayaka -

g TRT” that the striped hyena was seen digging out and

taking away the body of the buried bagger.

[1] Ref: Book/Text: Mithyabhiman: page 54, 55: by Dalapartam
Dahyabhai [2] Ibid: page 29
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Thus Dalapatram, through the comic irony of the Rangalo,

adds a new color of farsightedness in his character.
Sometimes in traditional Bhavai, some dialogues are seen

unnecessary but are there as a part of entertainment. For

example: In “31sar qrofiar sir a2, the dialogues between ‘Adavo’

and ‘Nayak’ are a part of entertainment.

In the beginning of the play, a discussion on the topic
Marriage is shown between ‘Adavo’ and his friend ‘Meru’.
They are discussing that how and when a bride selects a
candidate amongst the two? “Adavo” is rich and has earned

his fortune through wrong ways on which he has pride.

sl US 3BT oIl 3TRGRAT S BIsT 3], FHAT?
AT BIST TYATS AT ATSHISTSRIAT eId AT AT, 3Tal Sh




SIR SISl SIgUSD. [1]

The dialogues which Dalapstram has placed in the play
through Rangalo, seems vulgar if we see it separately
however, in the play they appear like simple fun which is a

characteristic of Bhavai. As for examples:
"OEITERIHET Sl S@TST o1 (3Hehy x-2,J-99)
“TARAART HTeell & BTERT et AT (31Tl HaT — G-9R)
“qUT YT ATST HARS coTgaTdIT (379, 3¢, G-0¢) [2)

[1] Ref: Book: Bhavai: page 248: by Dr.Sudhaben Desai
[2] Ref: Book/Text:Mithyabhiman:page 55,59,78: by Dalapartam

Dahyabhai
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In the traditional Bhavai, character’s attitude, psychology,

characteristics and qualities etc are revealed to the audience

making use of the poetic meters / verses like ‘@I&lT, ‘@US etc

in the implied language of dialogues. Here are some

examples: At the end of the “37gar arofiar st 99r, the

personality of the character ‘Adavo Vanio' is indicated through

/4

the poetic meter / verse ‘Dohara - GIigr’:
gee: IR I foradr goft, 779 § gu T+,
8Tl S SATUYTET, 9 $IX0T & ST [1]

In the play, Rangalo who is a mouth piece of playwright

speaks this ‘@&’ to indicate the vanity nature of Jivaram

Bhatt:
AT STATASTeT qUTAT, Tel el Poll,

R T TR T8, I TC Tolhrd. [2]

In “378ar arofiar Ar 92, another mood indicating'agll’ sung by



the chorus:

gea: ﬂ@?@fmﬂﬁr, STell dgusu-‘lqld,
Tl AGE 39T, aTdl HER S, (3]

Here, Devbai asks her husband and son to go and receive

their son-in-law — Jivaram Bhatt: “3R, JT31, ST, AT JITSTAT

53T IgeTotella] ARY o1, dl sgTeauraATft 3ol A H19 §918”.

[1] Ref: Book: Bhavai: page 249: by Dr.Sudhaben Desai
[2] Ref: Book/Text:Mithyabhiman:page 18: by Dalapartam Dahyabhai

[3] Ref: Book: Bhavai: page 249: by Dr.Sudhaben Desai
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TelY: STHATAT 87 FITST TFA S, AYSTRT B [1]
Thus, Rangalo sings a ‘GIgX!’ that indicates inner pain of

Jamana:

el I W A, Feclehel o AR,

Hqeh FoHTET 7@ U6, VAR . (2]

For the sake of projecting the correct personality and attitude
of Jivaram Bhatt, the playwright Dalapataram has made use
of the poetic meter / verse of ‘algll’ at many places in the
play. He has shown that how much, a simple family of
Raghunath and Davbai has to suffer due to vanity of Jivaram
Bhatt. Jivaram Bhatt, in the process of hiding his disability,

commits more & more mistakes and creates difficulties for his

wife’s family. Looking to the serious side of the play, above

‘Dohara - &g’ are appropriately used and they enhance the

sentiments of Jamana.

We also can see application of the poetic meter “aarE”. In

“ 371391 grofiT AT A7, the “AUTS” verse / poetic meter is applied



during intellectual / thoughtful discussion between “Zando -

318” and “Dagalo - SETar.
TS Teh §37edlT, 3TIT HoT g1 e,

TYTAT A TEarsi, Al 3 9T &1 HR. (3]

[1] Ref: Book/Text:Mithyabhiman:page 32: by Dalapartam Dahyabhai
[2] Ibid: page 33

[3] Ref: Book: Bhavai: Page 266: by Dr. Sudhaben Desai
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Dalapatram has employed the verse “a4E” in the second

scene of first act during the first meeting between Rangalo
and Jivaram Bhatt where Jivaram Bhatt asks Rangalo if he is

his relative.

STERTA: 31T 3THRT FERTAT IMHAT HHATAIATE AT H[hIT]

&2 d

HART Wl B?

AT THRT H1BT Al TARY TEAT TS & IRAEAATTOT PegS .
“EIITeBTAT LT Tl 81, siehIATelT=AY 3T Shleal,

HIST $T9TCT TH 310, Tl TS AR [1]

At the end of the play, the false pride / vanity of Jivaram
Bhatt is flattered down after getting deadly beating from the
police officers. True understanding is developed which brings
harmony in the behaviour. Rangalo advises audience about
likeliness of fatal results which Jivaram Bhatt gets due to his

nature of vanity.

TErelt: AfAT IS 3uat, afAa 3mR;
It o TaeTa3TYEAT, gotel §HeT I, [2]

Traditional Bhavai troupes were performing their shows



travelling from town to town. During the performances, actors
used to add the dialogues incorporating the local names and

incidences. Names of the local celebrities and personalities

[1] Ref: Book/Text:Mithyabhiman:page 9: by Dalapartam Dahyabhai
[2] Ibid: page 113
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were taken in the dialogues appropriate to the scene in the
play.
In the Bhavai “§[aUT #it d2r", the actors improvised the

dialogues. For examples, when they performed in Vadodara,

Juthan incorporated the name Vadodara in his dialogue.

STOUT: 3RAY ey ST erg?

sreh: SER Al AG OGN, (STAST 1T HBAT S[SUT I89). FIIda!
qIS?

S[GUT: ST FStar W, THHTS, &Tal 7 A dF &id #4197 1. (1]

Thus, the local names were incorporated in the dialogues at
different places. Actor was allowed to make such changes
easily as and when required.

Such extempore additions were made effortlessly in

traditional Bhavai but in “fZazafasara"Dalapatram has done this

deliberately hence he has mentioned at many places to use
the name of the place and dignitaries like village masters,
social leaders, doctors etc of the place where it is being
performed.

In the eighth act, Jivaram is shown on deathbed and doctor is

called about whom Raghunath and Sonmnath are discussing:

[1] Ref: Book: Bhavai: page 241: by Dr.Sudhaben Desai
Page # 55

GIHATY: 3TIUT AGRATISTHHAATS T TEUNY &, deAsTelrdl g ? [1]



Here name of the local doctor is uttered where it is

performed. Like in Bhavai, here also praises are said about

the Jamnagar doctor “37&1IT” who has settled here since few
years migrated from Jamnagar.

VAT ARIATI S STHAITREAT e JSTRIRT UTST W AT 376T

3EE AB &, dFAASIANG. [2]

The play “Foaaf3ATT” is created using the same skills of

communications due to which the traditional Bhavai has
earned its popularity.

In the last — eighth act, repentance for his false pride, Jivaram

Bhatt says: “STSTOTART QRREAT [RITETE T, ASHIOTART FAIOT <o

TUTEY. dHTT TG ‘-I?HIJ-Iig;dng('\IGIN CIEIT I, TAT FHTITDAH]
SITIGAIHITH Ygiarsar & it agel SATOTATATATA S SiTaTe HEAT
g oA oHATT Y 1. (31

At the end, thanks are given to Govindaji of Kutchchh.

Anantrai Raval has appropriately mentioned in the preface of
the publication of the play “faZaTT8TdT” that “There is a triple

[1] Ref: Book/Text:Mithyabhiman:page 111: by Dalapartam Dahyabhai
[2] Ibid: page 112 [3] Ibid: page 123
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effect i.e of Sanskrit plays, English plays and Traditional

Bhavai which is seen in the play ‘Mithyabhiman’. The Nandi —

sT1eT (invocation of deity at the commencement of work) in the

beginning, the character of Sutradhar — sS4, the fodeheren

(opening part of an act in which actor narrates incidents not

exhibited on stage) and the #Id dTsd (last verse or verses in



drama as sort of benediction that the H\SW utters in

concluding the play), sutradhar’s blessing words of advice for
the society and the poetic, educative & suggestive sentences
having essence of the play - all these are the characteristics
of the Sanskrit play. The formation of Acts and various scenes
are the characteristics of the English plays. The plot’s
differentiations and scene planning has the effect of both
Sanskrit and English plays whereas the farcical treatment and
the formats for creating laughter has the mix effect of
traditional Bhavai form and Sanskrit plays”. 1]

Thus, Dalapatram has consciously made all the efforts to
focus the social problems and create social awareness by

applying the Bhavai elements like the prologue, the Nandi

ARG, Aavanu “371arvT”, Forcasting Signals, Clean Humor and

character oriented Language etc. Through his play

‘I3 AT, he has projected flowing social problems: the

mis-match of married couples (SII8T #d<7), importance not

[1] Ref: Book/Text: Mithyabhiman:page 49 & 50: by Dalapartam

Dahyabhai
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given to the welfare of the bride instead given only to social
status & prestige of the groom, and thus the mishappenings
created lateron due to such false pride prevailing in the

society.

k_k_k_k_k_k_k_k_k_k_k_k_*_%
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CONCLUSION

At the end of the first chapter, when we make comparative

study of both these plays “f3H2AITHATT" and “dedsil dErfedds”, on

one side, we feel the effect of western drama on the Guajarati

Professional Theatre. Whereas on the other side, Dalpatram



and Narmad, took separate routes other than the present
trends of the Gujarati Professional Theatre with the aim to
create social awareness and eliminating the vulgarity from the
Bhavai. This era in the Gujarati literature is known as
‘Reformation Era’. Due to their contributuion in the Guajarati
literature, this era is also known as ‘Dalpat-Narmad Era —
(1845 - 1886)”. Basically both Dalpat and Narmad were poets

and on getting the chance, they wrote plays “TZHaLII3HATA” and

@Kvﬁ gufeaas”, applying elements from Bhavai. Under the

prevailing circumstances, the natural / obvious attention is

not paid to these plays. For example, Dalpatram wrote the

play “TZALITIHATT in 1870; however its systematic

performance was made in 1955 only. The reason behind this
is the popularity of the western play styles and the dislike for
the vulgar elements of Bhavai. Due to this the learned and
elite class members of the society were not attending these
performances.

Both, Dalpatram and Narmad did not create these plays
keeping in view about its future, but have done it unknowingly

as they had no other traditional form available. The only
Page # 59
available form was that of Bhavai so its impression / influence

is seen. Today, we can see that the indigenous Theatre which
we are looking for was already founded by Dalpatram and
Narmad unknowingly. Later, learned personalities like C. C.
Mehta and R. C. Parikh, using their presence of mind, applied
Bhavai elements in meeting the demand for indigenous
Guijarati Professional Theater.

END OF CHAPTER 1.__
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Chapter 2:
Post Gandhi Era:
Preface:

In Gujarati Literature the era from 1887 to 1905 is known as

‘Sakshar Yug - @1&R 10 or ‘Pandit Yug - 9f3sd J10. Gujarati

Professional Theatre, instead of remaining stagnant to
Mumbai, expanded its boundaries to the cities like
Ahmadabad, Surat, Vadodara etc. Looking at the profit in the
business of Theatre profession, many businessmen jumped in
this field and established Drama Troupes. Under this flow
competitive atmosphere was created on the Gujarati
Professional Theatre. To remain in the competition the troupe
owners applied various devices and to fulfil them they were
modifying the subject for a better dramatic form of the play
hence demand for creative playwrights increased.

During this period, the literate people like Ranchhodbhai
Udayram expressed his displeasure for the Bhavai by writing
respectable plays which were socially viable. Though
Ranchhodbhai wrote respectable plays in protest of unethical
utterances, vulgarity etc, and the same cheap elements

entered in the professional plays of that time,hence

Ranchhodbhai was forced to write a play “fsle] &RM9] <IReTte. The

same way, had he not shown his defaming attitude towards
Bhavai, by writing Bhavai vesh, the Bhavai form would not

have been disgraced at that time. The communicative power
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in the traditional Bhavai form would have been utilized more
productively and today’s question for the indigenous theatre
would have been answered years before!

In the beginning of the nineteenth century, cinema had



already arrived. This arrival of cinema gave big economical
blow to the professional theatre. The boundaries obstructing
the theatre were not affecting cinema. The engraved scenes,
outdoor locals etc gave more realistic touch. Many drama
troupes were closed due to lack of audience because of their
attraction for cinema. Actors, writers and other theatre
technicians also were attracted towards cinema and got
employed there. Thus, in absence of the audience, the theatre
hall started to be converted in to cinema halls.

Increasing attraction of the cinema and the effect of the
Second World War forced the theatre to change its visionary
direction. Many changes took place in the audio-visual form of
the drama. The Guajarati theatre also was not an exception
amongst that. The initiatives were started to establish a new
theatre in 1920, however it is not evident that it was as a
result of the displeasure for the old theatre.

After 1920, literary values are seen to be added to the
Gujarati drama. An elite audience was also attracted towards
such neat plays. Now audience was not taking a play to as a
tool of mere entertainment but they regarded it to be a mirror

reflection of the society. Later, listening to the constant call
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for the search of good literature for the theatre, Ramanbhai

Nilkanth wrote play “USar 9da” in 1926. He wrote this play

after getting inspired from the couplet of 500 years old vesh -

“dTeloll fAUIIRET d2r”: the couplet is:

T8 F TR Y, IR ST ATE. 1]

In the play, which is written by taking inspiration from the

couplet of a folk tale of a Bhavai vesh, the playwright on one



hand follows Sanskrit tradition and on the other hand catches
the influence of the European drama traditions. Thus
incorporating both the traditions, he presented his ideas of
social reformation and feelings of morality in the form of a

play before the society.

Later, Rasiklal Chhotalal Parikh found “I[eRi=il 7R (FUERT D

Ballad)” from one issue of “Indian Antiquary” at Bhandarkar

Institute of Pune. Looking at its dramatic capability, he wrote

a short play named“us &T: 9 f33I” which was published
in“;:Ylel” magazine of 1930.
While making comparison or observation between ‘38T 9ad”

or “Aall I8, two or three similarities are seen for example:

both the titles are full of literary values, both the playwrights

[1]Ref: Book/Text: Rai no Parvat: Page 150: by Ramanbhai Nilkanth
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have used original poetries of Gujarati folk culture and have

incorporated them in the form of *Duha - ggr” IECIRCCH
and “Garaba-IRaT" in “HaT [ finding appropriate dramatic

space while using this poetic forms.

Looking at the influence of western drama on the Gujarati
theatre, this was indeed an appreciative act, but people’s
taste was not developed for such literary plays, hence these
plays were not accepted by the theatre. [1]

C. C. Mehta started writing his plays making use of traditional
elements and folk-taste. He started a crusade for establishing

‘New Theatre’ — ‘People’s Theatre’ through his plays like
'3EEEIO and ORT IRTO. He wrote plays which can satisfy the

interest of the elite and common class of the society by



incorporating their problems and their conflicts through songs,
music and acting. His experiment became successful. He got
success in getting control over the mass of the society by
creating different types of the plays than prevailing dramatic
styles hence he is known as the founder of the ‘New Theatre’.
In spite of doing all this, questions appeared in C. C. Mehta’s
mind that "Why Gujarati Theatre is not creating impression /
feeling of its own similar to that in the Bengali or Marathi
Theatre?” Someone may also ask in reply that *“Where is a
play which completely belongs to indigenous Gujarati

Theatre?” [2;

[1] Ref: Book: Pratibhav: Gujarati Natakama Talapado Rang: page: 102:
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by Dhirubhai Thakar [2] Ref: Ibid: page 104

Chandravan Chimanlal Mehta (C. C. Mehta) was an able actor,
dramatist and director hence in resolving these questions he
deeply studied the traditional folk drama and the effects of
western theatre / drama on Gujarati theatre and then gave a
herculean try to give Gujarat a Theatre of its own. He
eliminated the society’s disgust for Bhavai by incorporating
the Bhavai elements in his plays to project the contemporary
social situation of that time. By applying the folk awareness

and mass communication elements of Bhavai, he wrote:
1. IfreraT (2)0) figasieht e

2. AT D 9T (2:%R) Ts37ehT oATcaHh

3. BIgIToielanT (8R4l) TehiehT oTceh

He wrote plays in all the three formats One Act, Two Act and
Three Act. This is a notable happening because at that time
society / people / audience were in the process of

understanding the dramatic medium all together. By this



action he also gave direction to the present playwrights for
the future Gujarati Theatre and gave inspirational signals for
its future shape.

Curious to make new experiments, C. C. Mehta and his team

of actors performed “If¥Telr” on Mumbai Stage. C. C. Mehta
created “Ifrelr” by taking portions from various plays i.e.

Navalram’s 84?:@[ aq’rcr@ Ramanbhai Nilkanth’s “AaTasir
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Hershrc”, friend Jyotindra Dave's “3ieileh aREAT & and self
written “sTHS”.

Gujarati plays here made progress towards a different

presentation mode due to such new experiments.

% _k_k_k_k_k_k_k_k_k_x
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Chapter 2: Sakshar / Pandit Era: HT&WN‘F:ET—H?T:

1) Mena Popat - C. C. Mehta (1949)
?) AT 9I9e - . =T, AZAT (2%8R)

“Rangalika : I[Te@r was a two act play whereas later he
created “Mena-Popat : A«T-99¢” in1949which was a three act

play.
The playwright defines format of the play O&=r-araecO/Ograft-

gistOas farce swinging between ‘Bhand - #180 and OBhavai -

$1ars0. The Bhavai and Bhand are native forms of the folk

drama establishing a direct relationship with Bhavai, we can

see that here in OF=T-uI9eO, Rangalo is commenting satirically

on natural weaknesses of the various characters of the play.



He also displays his acting skills as a Sutradhar and informs
about various interwoven scenes, as also creates laughter for

the audience through his flexible acting.

The main plot of the play ‘&1-919e0 is related to the fiasco

that happens because of the over enthusiasm for the modern
surgery in the medical science. The playwright has
intentionally kept the character names based on animals, to
establish the qualitative nature of the character in the play.
‘Hathibhai Ghoda - gr2fta1s €110 is a main character of this
dramatic situation.
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In traditional Bhavai vesh, on completion of the prologue,

information is given to the audience about the Vesh,
characters and their development in the play through the
dialogues between the Nayak and the Rangalo.

For example: see te dialogues between Rangalo and Nayak in

the Vesh “S2mAT D 31180T: As repeated earlier in play

(Foazarferane) of chapter-1.

AT § LaTeT.

LETAT: 3T 32T it fhgu.

STIeh: 31T AT IS fehg U, STRIAT JHISUTAT fehg T, Hell STrATeA
fhgu.

el § 1S &Ieh A ] oY T9] e §a, 3T I foay gl

AT ST T T STAAT G STAHAT Teh IR §EL. Ueh

Helle] Y BITHT QYT o Hell SITcTHT STl (1)

In the beginning of the play, the dramatist Chandravadan
Mehta informs that the drama troupe performing “&«1-9i9e” is



well equipped. The preface is created by asking the audience
about their health, making use of the traditional character of
Rangalo. The rangalo, overcoming the tradition of prologue

and making use of presence of mind becomes connecting link

between actor and audience as Sutradhara.

[1] Ref: Book: Bhavai: page 402: by Dr. Sudhaben Desai
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TEAT: SI3T ATE AT & T,

oY GHOTIST dH ST GITSTHTSAT SaTel,

T S grfeTS v,

VAT JITHT 78T Hos SNST. S H A H ... AH [1]

Thus in the play “&a1-919e”, Rangalo gives hint about the

name of the play, the character, his role and prepares the
base for the plot. At the end of the dialogue, C. C. Mehta has

newly created “3/d 31 317 317 ... 31” in place of “arar ¥ &,

typical footsteps of Bhavai.
In traditional Bhavai, the mystery of the character is kept

hidden. The clear mention and indication is made for the

character entering the stage, so through the arrival3maor”, the

habitual characteristics are introduced to the audience. Every
character entering the stage enters singing and dancing in his
typical characteristic style or else, the singing chorus and
musicians informs about the character to the audience. For

example, we can see how musicians and singers sing ‘Aavanu’
in “ET3URATET d_0: AR Foe: FR0T efsel 31T AATUTAT

TAT GTUAT Tebeh TTUIR



[1] Ref: Book/Text: Mena-Popat: page 3: by C. C. Mehta
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Similarly, chorus also sings arrival-"3av]” for his wife
“EfeTgeT”:

TAT GTUHT ARUTAT AR

FUTIOTIOT 3TdT FATSOTIOT (1]

In the play “&«T 9i9e” the playwright has made entries of the

characters using the device of “3/a0l” that of Bhavai. Here

Rangalo announces the names of the characters and after
entering on the stage, the characters give their own

introduction. Thus audience gets the idea about future

development of the characters through this device of "3auy”.
HYH, HEON, ATRIS A FNT {37 7IE

373 FAAGITAT ARY, ARY, BT 8T AN,

TS TH Hehod UT=T HIAT

T3 TH Pl ATHAT JAIAT

ﬁngﬁmmm..m

[1] Ref: Book: Bhavai: page 342: by Dr. Sudhaben Desai
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a”qthgq’rqE
AAT: ARY 3 T AT



el 3TedlU §TS ST

g1, ANRIST: 31A 318l grdt arsr

J3TelY: UT 3TaFholdT &g @IS, [1]

The flexibility of the plot is the specialty of the traditional

Bhavai. The audience is made aware of the characters and the

story so that the importance of the plot becomes secondary

for the audience. C. C. Mehta also has applied "3au]” in lyrical

and rhythmic verses in the play “#ar-gige” following the

Bhavai tradition he has made the plot flexible. In the play

further ‘Aavanu’ of Dr. Popat is made accordingly:
e T SleFeda] 39Tes T,

¢ STeFce] $]91c5 T,
SHSHSA ......

aaddarardd

In the traditional Bhavai, the actor (Nayak) of the troupe who

is not performing any role at that time, enters on the stage

“greR @i and by asking questions to the newly entered

character provides information about that character to the
audience and also indicates what is going to happen in the

next scene.

[1] Ref: Book/Text: Mena Popat: page 3: by C. C. Mehta
[2] Ibid: page 4
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AR (TSI 36T AT, T ?
TRITEURAT: AT ATH Sder, AT

AR 31T ARY 3 FafY A2



oY T Ar A Jerresy A

SATeh: (FXCURTR) 37T 31T ART { 9 U172
TRITE0URAY: U Ay ARY el &

SIeh: 37eT dH o Lof-gofarofl &2 & AT-EU? (1]

In the above scene, the notable thing is the colloquial and
rural touch in the dialogues due to which it appears more
joyous and entertaining.

In the play, Rangalo directly coming to the main theme of the
play, appeals to the audience that ‘Hathibhai Ghoda’ has
severe stomach-ache hence if any doctor is available in the
audience should immediately reach to the grand stable of
‘Hathibhai’. Listening to this appeal, actor playing the role of
‘Mena-Mankodi’ appears on the stage and makes catechism
with Rangalo. Thus information about the nature of the
character which any actor is playing is introduced to the

audience through Rangalo.
[1] Ref: Book: Bhavai ma Alienation: page 69,70: by Dr. Bhanuprasad

Upadhyaya.
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AT HPIST: TS W, RUTSAT Frelt Fgelm off b 317 2

el 31T 37TART grfiers st gofiroly ges) ar«r geh fofFaa
FeATaTS ST gexof.

HAT: TTAT, AT ATH AT HRIST &, d AATETS OIST hd hed TW B2
aTell: S &1, ¥ Al A HaRT gal IR, 90T g4 a# A grafiers
gdIdr T BI?




Modern Mena replies to Rangalo like this:

AAT: 37T LTeT, HA ARY Yol FOgETE o I Al o ioT &7
JATdTeI? JHTstehel dY TOf SO TE3T AT A1 oS
mmmw& [1]

Playwright C. C. Mehta creates fun by symbolizing Hathibhai’s
residence as dignified stable. People feel homely and
comfortable with this language. The general use of the words
by characters creates personified effect in the audience. Such
a device is used to create awareness in the audience that this
is @ drama. On the other hand in the modern plays it is a
customary to make use of sophisticated language in place of
the day to day language. Such a use of language increases
the psychological influence on the audience due to which its
appeal on them increases. In Bhavai such unfamiliar words

are generally not used.

[1] Ref: Book/Text: Mena Popat: page 4: by C. C. Mehta
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In the play, the first character to enter is Hathibhai who has a
severe stomach pain due to gastric trouble. Hathibhai tells to
his servant Marghabhai, that his last days are nearing.

Hathibhai’s fifth wife Mena Mankodi also supports his
statement and says: "V agell #Y dAT HETS TART 2 Tl ofers

ST &2 [1]

From the beginning of the play the displeasure and enmity of
the Mena for Hathinhai (her husband) is clarified. Mena
Mankodi is very young whereas Hathisheth has married fifth
time to Mena paying handsome money. Before Mena he
married four times due to his temptation for money and all

the wives died. Thus a mismatched couple is formed. Here the



playwright is taunting on the hypocrisy, selfishness and
greediness through the character of Hathibhai. In the play,
Mena is in love with the young son of their servant
Marghabhai and both want to get married. Hathibhai is aware
of this fact but is helpless because Mena knows his wrong
deeds and secrets. She has confirmed information that
Hathibhai has killed his all four ex-wives and has claimed /
gulped down their insurance money through the insurance
agent Machchharbhai. She also knows that now she is the
next target. Mena is Sheth’s next prey. Taking side of Dr.

Popat, Mena face to face replies to Hathisheth:

HAT: IS FANRLAT ST Tl Tod GIYT G Flel HIST BT QAT FATS?
HUGY B, STeFe B, Uicllo] HATS WY B, W& UG & TART

HICIAT AR &Y THRT ST TST IT 3ed T ST ey

[1] Ref: Book/Text: Mena Popat: page 5: by C. C. Mehta
Page #74

FT QMR AdF AT, [1]

Unfortunately, Mena also tells that the first wife of Hathisheth
delivered a baby girl child who was exchanged with a newly
born baby boy child by Hathisheth using his money power.
Hathisheth gets angry hearing to this matter.

g T gUIHAGER HYHY el ¥ YOT alel hll &1l &,
T AT V0F A H2ft ara 8 T2, ART FRGTAT U9 gaa
3ol TART ST Aleh] ATETEATS T aTd Hel Y . [2]

Further in the play it gets revealed that Hatibhai’s son Dr.
Nagraj is Maraghabhai’s son in reality. Hathibhai becomes

speechless on getting divulgence of this fact from Mena



Mankodi. Dr. Nagraj who has been to foreign for further
studies, when returns home, sees his father Hathibhai and
step mother Mena quarrelling and announces that there is
effect on father Hathi’'s mind and defect in mother Mena'’s
mind. Hence he starts preparations for a surgery. He makes
them unconscious by spraying chloroform on them. The first
act ends here.

The traditional Bhavai actor frequently talks with the audience

stepping out of his character. Like in “S[&ulsit a2, Juthan

[1] Ref: Book/Text: Mena Popat: page 11: by C. C. Mehta

[2] Abid: page 12,
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appeals to the audience to keep quite in the beginning of the

play. Juthan also satirically comments on the mentality of
poor labour class of people that how these - the farmers,
labourers etc who have come to see the Bhavai — are roaming
around like unemployed because of the famine and how they

are wasting their time indulging in useless talks.

STOUT: (. >8TeIAT TTETe I ) 3T § Fded FHaaa? AR ST
TGS 3T 96T & oh g, T 4TS gIeRT

ATT: §?
STEUT: Tl FUT o . § T 3T HeTed 3 I (8Tl 25T
AT ATl &) 30T (3T W) gehlase] . Erell 3T .

T ST ATCTATST A SR SiS] XaTd §2 BleR
(BT 3T S[SUTAT A 3Te] ATH AT ST’ HOTTT
31T SO ATHAT HaTS HOT. [1]

Playwright opens the second act of "Mena - Popat” in a typical

Bhavai style and appeals to the audience to keep quiet as the



play is about to begin.
et arard S arard &arn

hH, he ST &2 °T qroft TYT? sAleesd A S h? el
A AT TN S Teol [ SgAal STall. HH H1S
AT INSATAT h? ST S A ARSI [2]

[1] Ref: Book: Bhavai ma Alienation: page 169,170: by Dr. Bhanuprasad

Upadhyaya. [2] Ref: Book/Text: Mena Popat: page 34: by C. C. Mehta
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Thus, like in unrealistic style and specifically Brechtian style,
the difference of audience and character is eliminated here.
C. C. Mehta breaks the transparent wall (fourth wall) to
remove the difference between an actor and the spectator in
the beginning of each act. In each act Rangalo addresses the
audience to interlink the drama plot and extends it further.
In the traditional Bhavai, single actor presents dialogues of
two different characters with a purpose of making the
presentation simpler and casual. Here Sutradhar or Rangalo

narrates some past incidents in the continuous present tense.

In “373ar aofiigT=r a2, while narrating the origin of his name;
he alone represents his conversation with aunty (A1),

goldsmith (@) and thief (@R). And we do not see these

characters on the stage even then due to the dialogue of
Adavo, our (actor - audience) relationship with these

characters get established.

37EaT: Teh AR 37H, 378 AR ATHA T 31T, ATH IS A
o TeATYT SISU. arel YA A e fHsTS. HeAAr
THAHA! Fg D OHTOIST 1Y THRT HATHT Gohled & dHA




STget STHAT HhellO 3TIUT dY gehlel I1AT W 3T,
AAT &g D O gehlel 98, TTE dT0T ot TIR TN .11

Here the actor, who is playing the role of Adavo, tries to be

the character of Mama (HT#T), goldsmith (&=iY) and thief (@R)

[1] Ref: Book: Bhavai: page 251: by Dr. Sudhaben Desai
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and on completion of the talk again acts as a narrator.

In the play “Mena - Popat”, Rangalo is seen displaying the
character of C. C. Mehta. In the beginning of the second act,
C. C. Mehta himself enters as an actor on the stage and
declares to the co-artists that the characters are not properly
prepared. He also blames that the actors are not giving justice

to his play. Through the characters of Rangalo and Kokila, he

makes fun of himself like this: OWETAT, TART J@ ar 1A

HoTdaFehY ATUTH o9 & ST, ollceh oT@dl Halqsgma’rmm
@20 113

The below given dialogue put through Rangalo testifies the

creativity of the playwright:
LIl 3ToT 3761 TST HTST ATCheAT hdR D TeloidGeT Hedl.

UCHT IgdT, THSAT U T8, SRT ST gie) Irse ahgdT,

& gHTgT fofads, 3madiet siieehatT ik ofar ar ar & &

T 37T 3 3MTeAT T 3 T TRIRHAT TS
31T FGIHATR ISAT TG 3eY A=Al ATell STSTSIT
T &g 3T T e 7o H% a7 I,
FETATATAT 2Ty AT, TET Y FRAARY. (1)



[1] Ref: Book/Text: Mena Popat: page 34: by C. C. Mehta
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Kokila is angry with Rangalo as the character she plays has
not yet entered the stage though the second act is about to

begin. Rangalo pacifies her by saying that her character is in
this act. Listining to this, Kokila says: OFR gl 1¢37T Hdlar

§Tehr . TAT 3REr #41 &2 In reply, Rangalo taunts her: O 31
STEdHT ART 3797 Ad Tal & & BT T AT TR ITds] ARRAT dF ST
U AT IUR FHesaT 761 @30 (1

Later, while taking care of the act, Rangalo as a narrator
explains about the excellence achieved by modern surgery in
the city. Dr. Nagraj has interchanged the heads of Hathi
Sheth and Mena to remove the ill-effect from their brains.
“The main theme of the play is how doctors exercise the only
motto “"Just Cut & Cut” in the modern surgery. Through the
characterization of Dr. Nagraj, who applies this motto at
home, playwright, through mockery exposes the thoughtless
use of modern surgical methods”.;21 And Hathi Sheth and
Mena who are the victims of this surgery, experiences the
sensation, natural stigma, physical defects by accepting the
bodies but within they hate each other.

After the surgery of exchanging the heads, now the head of
Hathibhai is on Mena’s body and that of Mena is on
Hathibhai’s body. Hathibhai’s gastric trouble is experienced by
Mena and Mena’s pregnancy pain is borne by Hathi Sheth.

Due to the blood circulation in their bodies, now there is
[1] Ref: Book/Text: Mena Popat: page 35: by C. C. Mehta
[2] Ref: Book: Gujarati Natya Sahity no Udbhav ane Vikas: page 257: by

Mahesh Choksi
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change in their attitudes. As Mena and Popat are in love with



each other, under the new situation, the inner feelings of
Mena pushes towards Popat and surrendering to the body of
Mena, Hathibhai holds Popat’s hand:

e 9ToT AR g1 At 9ehgar? T oier ar &,
gTelT: TE g ol ATE RN T8 TANT ot WA B,
FSAT: TUT §HUT o & Ul ferereh T gl

gTaY: g1 foererehre . 9oT SR W & . 1)

Everybody is upset due to this blunder of Dr. Nagraj. Kokila
has some idea about this. Mad in love with Kokila, Dr. Nagraj
is ready to do anything to marry her. With the aim to resolve
this blunder, Kokila takes this opportunity and gets ready to
marry Dr. Nagraj provided he agrees to perform the

operation. And the second act ends with the tune:
OHTFJTEI'T{TWTUT, m@a:&agﬁ;o‘raﬂ’rmwé [2]

In the third act also Rangalo draws the play to the end with
the rhythm of ‘arar & & ... arar & &, By communicating

directly with the audience, Rangalo creates the curiosity in the

audience:

el ATeehs] ATH ORAT-GIIEO . Teel Tdl TRUTET SISU ST, T0T 3T

AR AGh & SR [l Teol $ge] oTehg HT HIehs TS

SEAEETEIREINE

[1] Ref: Book/Text: Mena Popat: page 44: by C. C. Mehta

[2] Ibid: page ----- [3] Ibid: page 62, 63
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In the third act, with the help of Kokila, Hathibhai and Mena’s

heads are replaced at their original places. Also Kokila
replaced the eyeballs of Popat Machchhar by grafting, which

Dr. Nagraj experimented and exchanged. She also operated



Dr. Nagraj’s head and replaced it with that of a donkey.

At the end of the play, Mena & Popat and Dr. Kokila &
Madhukar Machchhar decide to get married. On the other
side, Kokila, again replaces Dr. Nagraj’s head as it was, and
declares the punishment for him that he should take his
parents for the pilgrimage carrying them in ‘Kavad’ (bamboo
lath borne on the shoulder with slings at both ends for

carrying pitchers) to wash the sins as repentance.

I ehel: AT 919 Feol Teh dlo] ATETHIS SET 37T slioil aTs]
grfTeTs FoaRIoTAT U2
AAT; TATIRTSTT o foaarata3m 1

Thus Dr. Nagraj proceeds for the pilgrimage taking both the
fathers in ‘Kavad’. The play ends.

In the play, the playwright has kept in the centre the love
affair of Nagraj & Kokikla. With its help he has created
mockery of the ideas about love and impatience. Whereas,
keeping in centre the character of Madhukar Machchhar, he

has made fun of cruel professionalism persisting in the

[1] Ref: Book/Text: Mena Popat: page 75: by C. C. Mehta
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insurance business. The farce is being taken care of by
suchsarcastically inspiring dialogues.

Thus, in ‘Mena-Popat’, we see pertinent & modern atmosphere
in its subject. ‘Mena-Popat’ / ‘Hathi-Ghoda’ has become very
special farce of C. C. Mehta by which he has incorporated the
elements of Bhavai elements like Aavanu, alienation,
mockery, flexible use of songs, music and dances.
*+*+*+*+*+*+*+*+*+*+*

Page #82

Chapter 2:



2) Mena- Gujari - R. C. Parikh (1953)
R) AT ISR - T. B TG (243)

Rasiklal Chhotalal Parikh was a literary figure of ‘Pandit Yug
(Era)’. He was savant of Indian and Western theatre.
Devoted to bring up the present level of the Gujarati
professional theatre, Rasikbhai wrote plays having virtue and
literary values.

Rasikbhai was very much disturbed due to the elements of
over entertainment and loss of literary values in the
professional Gujarati theatre. He believed that people will be
habituated to see the plays which will be presented before
them. Keeping this idea in mind, he wrote plays which were

away from the contemporary defects of the Gujarati

professional theatre and were full with values of life. ‘#Har
IR’ is one such play.

The original short creation was having five scenes. Rasikbhai

polished this small work and completed the full length script in

1953. The plot of the play'®sT IR’ he got from the ballad of
"IN IRSNO. This small work he expanded in nine scenes and

made it a full size creation. Rasikbhai calls ‘RA=T ?!mfro an

acting play which is correct as he has prepared this play
Page #83
incorporating nonrealistic elements of the Bhavai format. To

express this dramatic form of folk format, ‘3o [3reerr,
‘aifoaes a0 and ‘Aifdcas AT’ is more frequently used but
3ERR 39170 - is less applied. Hence, for such a format the

acting capability of the actor becomes more important. That is



why the playwright declares his creation ‘®aT HlGlfr as an

acting play. To maintain the regional flavour of the play he
narrates the story of bold ‘Gurjar Tribe’. The folk story is
about the recognition of the ‘Gurjari’- a Gurjar Lady — who is

very beautiful bold and independent in nature.

In the play ﬁaT:grafr’, before the first scene, in the prologue,

two scenes are presented. Its first scene showed the

establishment and worship of ‘8f €asT - Indra Dhwaja” (a

symbol of Dramatic Art) by making round or square boundary
lines around it depicting it to be the acting area. Entering at
this time, the leader of the troupe — Nayak, makes the
audience prepare for the play and introduces the play. In this
full length play while acting as a Brahmin, Nayak also

witnesses all the events like a ‘Sutradhar’. He also appears

like ‘Granthik - #3240 in our tradition.
We have in our tradition ‘Granthik - #f52&0 who acts, speaks

dialogues and also sings legendary stories. The nayak of
Bhavai is also like this ‘Granthik — #fa&0only who narrates the
story as also acts different characters. Thus, playwright has
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made mixture of OSutradhard from Sanskrit plays and

‘#AfoUROfrom the “Aakhyan - 3TEa=1” tradition.

Playwright commences each act making sign of ‘Javanika -

SfastarO. In Bharat Natya Shastra, Javanika means ‘a curtain

which is held up front before the actors entering from the
backstage’. This Javanika is removed on announcement from
the back stage about the actor, time, place etc. The play

starts when actors are seen on removal of Javanika.



Its mention is there in Sudhaben Desai’s book named ‘Bhavai’
in which she says that ‘like in Sanskrit plays, in traditional

Bhavai also two actors hold the Javanika on the stage’. For

example: In the ‘@eacraar a0 two persons holding the

Javanika sing the couplets during Aavanu of Chhelbatau:

T g dTGT "9 g dled
U1 gART fogg:dreT (1]
Another example: OFaERTET 320 - Kansari, holding two burning

torches in hands comes out from the curtain (Javanika) hold

by two persons and sings:

R 9 o g

[1] Ref: Book: Bhavai: page 281: by Dr. Sudhaben Desai
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HTell T At gar
U guT %dd Ad 8. [1]

Javanika is also used in Bhavai vesh in the beginning, for

which Dr. Krushnakant Kadakiya says: ‘In Bhavai, Javanika is

called ‘Lachhori —amaRI0. It is used along with the other limited

and simple properties of Bhavai’. [2]
As such, traditionally the beginning of the Bhavai vesh is
commences with the custome of ‘Chachar’, ‘Aavanu & Javanu’

of lord Ganresh thereafter presenting systematically the

‘oAt 910, OS[aUTaAY a0 etc. But here, in the play ‘&7 =Y,

the playwright R. C. Parikh starts the play with the lord
Shiva’s prayer which is given at the beginning of Bharat Natya

Shastra i.e.



31591 8] < T3 ATforaeh H T ATSIHIH ¢ |

3B

~

g, d 718 o Hlfceaeh ToRIa# o 1 [3)
And this first scene he calls: Javanika -1.

Thus the Nayak (actor), after the ‘Nandi - sGI0 exits along
with his assistants carrying the ‘i €asT - Indra Dhwaja” (a

symbol of Dramatic Art). Making use of the dramatic
symbolism, the writer has planned the prologue of the play.

Later, after the dance, immediately the drama group gets

[1] Ref: Book: Bhavai: page 322: by Dr. Sudhaben Desai
[2] Ref:Book: Bhavavyanjata: page 52 : by Dr. Krushnakant kadakiya

[3] Ref:Book/Test: Mena Gujari: page 21: by R. C. Parikh.
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busy in the preparations of the characters they are playing in
the drama and on getting delayed, nayak shows his presence
of mind undertakes the responsibility of plot development for

the play as it happens in Bhavai vesh.

In the traditional ““STer#AT 30T AT 32", along with the historical

characters of king Siddharaj Jaysinh of Patan, local lads

‘Rudiya’ and ‘Jashama’ are added to create a fictional vesh.

Earlier, Ramanbhai Nilkanth also had written a play called ‘TS

A 9ad0 from the two couplets of Ot fRTTAREAT 32rd.

Similarly; this play is also developed from the folk story of
‘IeI= IRAN0. In the story, no other information is available
except that ‘Mena Gujari’ belongs to the place Mandav Gadh.
Here, the author tries to find the history of Mena Gujari from

the the ballad of ‘Isi{i=l IRSNO. Playwright makes the

introduction of Mandav Gadh to the audience through Nayak:

“HISEIG A8 OISO AHE INH & HAT AT fTATA 3T IR IMHAT



ST FATAIY. TNEeT FHE TORIeT Hego AT RelT, TTIqATS
AR ATSAITGHT Il STehIaA YRET FEIT. AeAlell 7Tl 3 foaeR
AT JUT TBT Tehsdl Teh Heliel ATSHISAT 3BT Teattelt <:3f0d arar
G AT 3o} TEMGBAT JSTdY IOTAT Y IJSRIAT ASRT TGRATAT HTY
AATAT o13eT 1Al SHeieToll Tl AT &ell.” [1]

[1] Ref:Book/Test: Mena Gujari: page 26: by R. C. Parikh.
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R.C. Parikh has written this play after making detailed study

about ‘How Gurjars and Gurjaries were seen?’ etc. He
recreated the tradition by adding imaginary characters and
taking utmost care about not having any inconsistency in the
flow of the play.

We get the future indicating hints in the beginning of the vesh

in traditional Bhavai, like in ‘#ofiar @cdiar a2rd, as per the

orthodox royal family traditions / customs, Maniba got
married in early child hood with a prince. She has been grown

up with the conscious belief that she is married. To maintain

her ‘Satitva - R@dca® Maniba has taken an oath that she will

not look at any man other than her husband. Later gradually
she started hating all the things which belong to male gender.
In the beginning of the vesh, Maniba and her friends are
praying the Goddess to give wishful blessings so that this
situation does not go beyond reach i.e. Maniba is constantly
remembering her husband ‘Kuvaraji’ and wishes that they

meet as early as possible:
ENICIETRIRE)

HTAT b T Y

AT R HAAT IS



EICKCICEIRS
AT AT AE3AT S8

HIAT TS HTY
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HTAT FIBHT T [1]

At the end of the play, her wish which she made before
Goddess Mahakali gets fulfilled. Husband Kunvaraji and wife
Maniba at last meet.

R. C. Parikh actually starts the play through the scene of
Mahakali Temple of Mandavagadh by Javanika -2. In the
prayer, Mena and her friends are praising the Goddess that

how she crushed the demons to death:

OHAgTRIS d dT® of SITor
qd ] T

eI B G el o7
TR TWATB0 [2]

At the end of Javanika 2, Mena’s father Shurasi Thakor

blesses her in a sobbing tone while requesting Mahakalai that
YHTIT Q[ STeleil! Uil Jof T 3 fogary argdio and says Oser Sl At

&, 3TeT 3ol Y, I TUTAT AT AT S Te] ol IROT GAO. (3]

Thus, writer makes indication in the beginning about the last
scene of the play in which Mena takes shelter in Goddess
Mahakali. The writer reveals the future to the audience

through Mena’s prayer and her father’s dialogues.

[1] Ref: Book: Bhavai: page 426: by Dr. Sudhaben Desai
[2] Ref:Book/Test: Mena Gujari: page 30: by R. C. Parikh.



[3] Ibid: page 41
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In traditional Bhavai, the actor in the process of keeping the

plot of the play flexible applies hew techniques through his
acting talents. For example we can see the riddle solving

dialogues between Kansara’s wife ‘Thatheri’ and Fakir at the
end of vesh “&aARTA! CEUE

S (FORY): FIHB STV, 3HeHT SIdTS a,
TcR HL I e, HISTel HIAT M D
T TET

ST ofh SUCUT Wi &XUT, sTal elehliad I3,
o HROT R gUT, T 3737 HETT.
HehIL: AR

&S I TSN RGN 3 &TeT a3 Pef,

T Poball 3R Tehy ATV .
TehIX: HHRAT A, [1]

The purpose of the presenting folk drama ‘Bhavai’ is to give
entertainment and happiness to the audience. Either in
response to the audience or to pass the time when the coartist
need some more time in making the entry on the stage

(if due to changing the costumes etc) such riddle game is
played to keep the audience engaged and on getting the
signal about the readiness of the co-artist to enter the stage,

quickly they improvise the dialogues and continue with the

[1] Ref: Book: Bhavai ma Alienation: page 74: by Dr. Bhanuprasad
Upadhyaya.
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story of the vesh. In the Bhavai vesh “&IRTAT aer, the fakir

on winning the riddle game kidnaps Thatheri (33%-Kansara’s

wife) because Kansara has cunningly stolen his deposited
money. Looking at this act of his wife’s kidnap, Kansaro feels
deep grief. Whereas in the play ‘Mena - Gujari’, Mena’s
brother —in-law Hiraji and his friends and Mena’s friends play

the similar riddle game, in the beginning of the play when

Hiraji has come to Mandavagadh for Mena’s “Aanu - 310"

9

(ceremonial bringing of the bride to her father-in-law's

house).

Teh eI Ueh 331 of Foaail 3mea
T&T g S SATOT ey,
ol 319 o1 9T |

In reply Mitha says:
HYST: ST 391 & =ier 3raH

qUT §AT=T aTear

daa A g gAzmT?
Thus GadhGokul group plays the game by asking them

parallel questions in their reply:

HeT: Teh GHeh o sieil §UTEOT
T 630 o 1] 1,
37T e ST SIOT ooRT
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¥ @ Sfroy & aroft g

Mena’s brother-in-law ‘Hiraji’ answer the riddle of Mena this
way:

&: arel & o NS gurgTr
Sirer g3 = qrofr 3,
ool ITST T

U] F1e5] TooR &1 [1]

R. C. Parikh making use of his creativity easily shows the
freshly developed feelings between Reva & Hira (brother-inlaw

of Mena) and pure & innocent relationship between

Bhabhi & Brother-in-law(SRR) through the poetic puzzles.

“Writer also incorporated the verdure and intellectual playelements
of the riddle belonging to the medieval period of
Bhavai in the big text”. (23

As such the mood and the tendency of poetic riddles from

"R A9’ and “A=1 SR’ are opposite to each other even

then, because of its dramatic application in the play as an
important element of Bhavai, its importance is marked here.
Mena’s friends, Mitha, Reva plays the riddles with the Hiraji

and his friends - who has come to Mandavagadh with Mena’s

“Aanu - 391" (ceremonial bringing of the bride to her father-

[1] Ref:Book/Test: Mena Gujari: page 35: by R. C. Parikh.
[2] Ibid: page 18
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in-law's house). During the riddle game, Hiraji gets attracted

to Mena’s friend Reva hence requests Mena to provide more

information about Reva. : OFARY AT &I a1g, aT! AT g1
ar aems Aeevo. (1]



Hiraji replies in the embarrassing situation:
O#T Hel oY TURAT WeTaT ITA! YOI 3o Wrell U HeA o7 Tefd. (1]

Instead of participating in the singing with the village girls,

Hiraji shows his readiness to play brave / heroic Rasa (31H)

with the village boys.
It is a specialty of the traditional Bhavai that the use of folk

dance ‘Rasa - T&’is seen in many veshas. In ‘&Tdsil AgRISTA!

3210, ‘Kano Govalio’ harasses ‘Gopies’ restraining their way.

‘Gopies’ request ‘Kano’ not to harass them but there is no

effect on the behaviour of ‘adra -( cowherds)’.In the vesh,

this incidence is represented through Rasa (I1H -circular dance

accompanied by singing) played by ‘Gopies (Girls of the
cowherds cast)’ and ‘dMare -( cowherds)’:

I3 31 TAGI M A=A
ATV ST & AT AT
3R AgI M I

[1] Ref:Book/Test: Mena Gujari: page 36: by R. C. Parikh.
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AT 31H INATST IMHAT

3T TAAT olely & 3T

3TH INATSIAT IMTHAT [1]

In the play ‘&= IR a different situation is seen. Here Hiraji

who has come with Mena’s “"Aanu - 3119]” (ceremonial bringing

of the bride to her father-in-law's house) to carry home his

Bhabhi Mena plans a Rasa (31H) with the youth of



Mandavgadh:
394) 33T e 33T Y

In one such scene (Javanika 6), since morning Mena who has
gone to see the military camp is going to be arrested by the
emperor. Unknown to the situation, Mena’s husband Chanda
Revant and her brother-in-law Hiraji while waiting for all the

ladies of Gadggokul, plays rasa to pass the time:

[1] Ref: Book: Bhavai: page 460: by Dr. Sudhaben Desai

[2] Ref:Book/Test: Mena Gujari: page 37: by R. C. Parikh.
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MG JATAT: § ThdR AT STeT Y AT, ThdR W Sre
T FGOT AT QU &TeT Y ATCT, FOT =17 qUN Sle !
& 31TAST Mol 1Y gl STehT! TTAST Mol SIU2(1]

With the above emotional couplets, writer is hinting towards
the future calamity. The rasa also suggests the systematic &
brave valour the youth of the Gadhgokul will have to show.
The friends of Mena - Mitha, Reva etc are requesting Hiraji to

take care of Mena while seeing her off.

"ERTSH, 3THRT AT ST AT 37T 3THATE Iclol &4 TAE Ug) AOTH

TG AT, Al AR I, IATSAT ST S, ST IS STcfet! (2]

Here, the writer has expressed the feelings of Mena’s friends

through the poetic couplets OgigU0.



We always go to God at the time of difficulties, we pray, we
go to his refuge because of our faith, our confidence towards
him as he provides us with the inner strength due to which we
could find some way to come out of the difficulties. In

traditional Bhavai, it is seen that efforts are made to make the

personal faith more strong. Like in OS[&uT & a°r0, Juthan turns

Fakir as he could not bear the separation of his wife when she

[1] Ref:Book/Test: Mena Gujari: page 73: by R. C. Parikh.
[2] Ibid: page 39
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leaves him. At the end of the act, Goddess Amba only guards
him. Symbolizing the Hindu-Muslim unity in this vesh, it is
convicted that ‘Ishwar & Allah” are not separate but one and
getting this confidence; the cast factionalism does not
intervene with Juthan.

S[OUT: A=Al HEl FeATHA

TgdT gerAd

WWW

AT NG TATH [1]

In the play ‘&1 IR_Y’, Mena’s father Shurasi, shows strong

desire before Goddess Maha Kali that his daughter Mena
should be like the Goddess. At the end of the play, Mena is to
take shelter (or submit herself to)of Goddess Mahakali after
leaving Gadhgokul. Thus, very appropriately the writer gives
indication of the end in the beginning of the play through a
prayer:

QT SITTHT! STefail TR’ Jofl, FoaeasnT & ¢!




AT 33T $RaT of ol HA TN o1
AT 9 STefotl! A ot FAHY 3T Fogandt drgdl! 2]

In folk drama Bhavai, Rangalo is present throughout the
Vesh. He observes all happenings of vesh with the feeling of a

silent spectator and making use of his presence of mind,

[1] Ref: Book: Bhavai: page 231: by Dr. Sudhaben Desai

[2] Ref:Book/Test: Mena Gujari: page 41: by R. C. Parikh.
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comments on the situation to advance the play. In the play

‘Al IR "also, the playwright has made the Brahmin priest

responsible for the advancement of the play who remains a

silent witness in the scenes and connects them as required.

that’s why, Mena’s father Shurasi tells the Brahmin"3& #AgRTST!

ART Sdet=T Grell BT g9 AATAT SidetalT TTef ST ?711]

Brahmin priest accepts the command and his presence is seen
in all the scenes i.e. when Mena is at her in laws house of
Gadhgokul, while going to the military camp, when Gujaries
are imprisoned by the emperor, Mena last time leaves
Gadhgokul etc. Thus the presence of the Brahmin priest at
various places helps in advancement of the play.

The mention of seasonal cycle is seen in Bhavai also. In the

vesh OBelder3 dlafaer3ar a0, Chhelbatau and the queen

Mohana are in love. Forgetting the duty, Chhelbatau - a
Government official of Delhi emperor, showing negligence in
his work is spending time in love talk with the queen of

Ahmedanagar. Knowing about this irresponsive act, the Delhi

emperor sends ‘99T b (government messenger) to

Ahmedanagar with an order to arrest Chhelbatau. Peg arrests

Chhelbatau. When he is about to leave with Peg as a prisoner



/ offender, his lover Mohana requests him not to go and
confesses before him that she cannot live without him. She

also says that the time of 12 months which she has passed

[1] Ref:Book/Test: Mena Gujari: page 41: by R. C. Parikh.
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with him will be her happiest time ever. She tries all sorts of
tricks to tempt him not to go. Chhelbatau also assures her
that he will return very soon and gives her confidence for

enjoyable life together again.
SASET3: B0 AT TR, Tl T I,
37elTeT I[ellel 3813, AARY YA .

RIGIT: BT & &3 TATeAaT Y, I ART H,
3TeleT T[elTel 38T, o THRY A THA

S SR @I de13ai.[1]

In the beginning of Javanika 3, as per the orders of Shurasi
Thakor, Brahmin Pujari is practicing priesthood in Gadhgokul.
Taking bath in river Yamuna in the early morning, he has
come to Krishna Temple and while strolling outside the
temple, and connects the plot of the play. He himself plays
various roles of Nayak, Actor, Sutradhar, and Priest along with
that of a Brahmin. Mena has almost completed a year in
Gadhgokul and has adjusted her with the Gadhgokul’s life
style. Brahmin suggests this by singing a seasonal song to the

audience:

$U SN0 Gl STresaT faerdd!

[1] Ref: Book: Bhavai: page 297: by Dr. Sudhaben Desai
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AR a0 &, |fay A



HAT 0T Ferqdr, Sig TiT g3@rT
TRIATOT BRAAT #RT e[S T
IR 3MTSH fieet I3 ex@m! (1)

In the play, the playwright by presenting the above song
through Brahmin, makes indication about various seasonal

description and with that gives an idea of the passage of time

in the play. Thus in O&eeer3 dTeeer3r R0 and in ‘AT oY

we can see both the incidences are described in continuous
present tense.

In the Bhavai vesh, the age of the character and difference of
opinions amongst characters in their present life are
projected. For example in ‘Kajoda no Vesh’, sarcastic remark
is made on the deep rooted social customs. In this vesh,
‘Thakor’ is of child’s age and his wife ‘Thakarana’ is of bigger
age. Thus a ‘MISMATCH' is created. Naturally there will be a
vast difference in their thinking due to this very reason they
have arguments on a word ‘disgrace’. Here ‘Thakarana’
explains her pain of this mismatch before the God. She
expresses her anguish to God and at this point of time

Rangalo enters and asks her:
LaTer: ATefIsht aA foerg smear o

[1] Ref:Book/Test: Mena Gujari: page 42: by R. C. Parikh.
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She naturally expresses self hatred for the Thakor and says:
O37A A BTeh] FaN0T aT 37T BITO. Due to his small age her

husband is unable to understand the seriousness of the topic
and he starts quarreling with his wife ‘Thakarana’. We can
realize here that how an age of a person plays a major role in

understanding the life in a better way as it brings in



experience and maturity in day to day life.
STehIX; JATET, U T FIT gaNaLr?

WAl AT T SRR 7 FT Jamaren?

SHTOTT: T 9=, Ules o, T FAgar |y qroft szar
STS T T8 I,

ST TlY 3TA IMMH e, TRTAT ST @M ATSSUT JrY SwgaT
qTofl oIl §ISe T Jenay, (1]

In the play ‘&= IR, women of all age get together for

fetching water at the village well of Gadhgokul and in between
they talk on different topics of their interest. The author

Rasikbhai has created light atmosphere through dialogues
between them on the topic of ‘Valamiya- arfelsar (beloved)’
between women of two age groups - one ‘young’ and the
other ‘old aged’. Through this very episode the writer gives a
hint to the spectators that after marriage Mena and her

friends are now well settled in their personal lives, and have

adjusted in their daily routine activities.

[1] Ref: Book: Bhavai: page 379: by Dr. Sudhaben Desai
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ALY HTehT: 3ell TUT? HAT ATTAHAT ATE HERT TE B2
FT: 37T R, Toog TH EST UAT ol I TARY

Hpl aaTelr & o TS}

JrFefienTehl: 3TART FATAT ot a3l 3 o Hg1 Uq ¥, aA
HTSTehTeTall Y STETINT US TS3HT B!

®UT: AR, TH AT Gl AR AT ATTIHAT ATS

Pl Year?



AR Tef AR Y HTH &2 3 ST L ¥ HYY, qor AR

The way in Bhavai the colloquial language (which the people
can understand or enjoy) is used, the same way, R. C. Parikh
has also incorporated the local language used in day to day
conversation which adds regional colour to the play.

The use of dramatic experiments has also been seen during

Bhavai performance. In OfRurer @diar a2r0, in attempt of

catching hold of the prince, a misunderstanding is created by
a character ‘Rupali’ who is a flirt and is of a loose character.
Unaware of reality, Dhirajsing Bha gives exile to the prince
even then Rupali does not leave to chase the prince. She
under the disguise of a saint tries to flirt with the prince and
gets defeated due to Badar - a friend of the prince. To get rid

of Rupli, the prince and Badar are moving from one place to

[1] Ref:Book/Test: Mena Gujari: page 45: by R. C. Parikh.
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another. In the process they arrive at Maniba’s garden. The
princess Maniba, lashes them with the whip in the impression
that they are wanderers but regrets and asks to forgive on

realising that he is her husband:

fRAOTST: (Fasilel T3t IS Hel AT T, FHas,

JTSATUTAT & U I Y § IRA T 7 . (1)
At the end of the vesh, ‘Kuvarji’- the prince and ‘Maniba’ -

the princess gets married.

As to the event in OffuTaT T 3210, we can see totally

opposite dramati situation in ‘AT =" (in Javanika 3). The

village women of Gadhgokul, during their chat while fetching

water from the well, talks about the military camp of the



emperor:

FT: TOERITT STCRMgeAT SIqUileAl ATIUT ITG=1T e

STETHT TSI 2:—T & [2]

Showing doubt in the information, Shobha says: O=T! O dTG2Tg
3{TYUT IMMHT BRY °gTeldT 3930, To end the confusion about it,

Roopa says: O=T &1 Tall sigerdl 3Tae o foges! S &. Mena has

also heard praises about the military camp from her brother-

[1] Ref: Book: Bhavai: page 443: by Dr. Sudhaben Desai

[2] Ref:Book/Test: Mena Gujari: page 47: by R. C. Parikh.
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in-law Hiraji. Listening to the story about the military camp
and becoming anxious, Mena, Roopa, Shobha etc decide to go

to see the military camp:

HaT: f3gaT J ARY oS,

SITeaY g ard

S SICeMg=AT BIgulT

UAT fogesT g 881K [1]

This is a centre point of the play. In the last two lines of the
stanza, the playwright has suggestively crafted the future
clash of Mena and her friends with Emperor and his troup.
Here seeds are sown for the dramatic moments of the play.

We have many examples of investigation and cross checking



in Bhavai like in Offurar &=t a2rd. In the vesh, the person who

is beaten with hunter turns out to be her (Maniba’s) husband
(Kuvariji) hence she apologizes to him. Also, she clarifies that
the reason behind this action, is her oath: 'not see face of any

male person except her husband’.

[1] Ref:Book/Test: Mena Gujari: page 48: by R. C. Parikh.
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To cross check the truthfulness of Maniba’s statement, Kuvar

and Baghar interrogates her:

A Ha dH o A FIL d e Af LS FIL. [T
IR o AT 31T T STl GEAN] PRS A H?

HONET: ATE T, 3T Wiedl IIIAR.

e 3TATE HeT Al T Arast 38 I, qoT ...

STER: SfaT & & S, § &Y g1 &g G, e AR TreaA g
ATHT ATl A, TAT AT Yell TTTSSN f TIET?

AONET: (3Meadl) T ST 10T &, STERSM? I FHasild] el
ERKIEKCIE Gy

STE: TCATHT YR I% & Fadien | 3R v foge it aree gid

3l 37T AR W@IaT 3781 31ad? (1]
On getting assurance for Maniba about her “Satitva- ddlca

(chastity and fidelity to husband)”, kunvarji forgives her and
again their marriage is arranged. “During the marriage
ceremony, Maniba remembers about the physical touch of
Fakir. Though this happened during her unconsciousness, she
fills guilty about it and due to its mental knot, and thinking it
as a sin commits suicide. Kunvarji also ends his life seeing

this. Thus, the extremity of the custom of Sati and its faith is



shown through the character of Maniba”. (2]

[1] Ref: Book: Bhavai: page 443: by Dr. Sudhaben Desai

[2] Ref: Book: Bhavai ma Alienation: page 40, 41: by Dr. Bhanuprasad
Upadhyaya.
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Making use of their intelligence, Mena and her friends are

trying to gain confidence of Brahmin whereas on the other
hand Brahmin is worried that are these girls capable of
bravely handling and facing the unforeseen situation in the
Military camp and can they come out of it? For this doubt, he
is checking their confidence by interrogating them. When fully
satisfied, takes a decision to allow them to see the military

camp of the emperor:

In the Bhavai vesh, simile (the figure of speech) is used either

to praise or to condemn somebody, like in ‘STeMEAT 38UT=AT A0,

Jashama’s husband ‘Rudiyo’ is ugly looking, hence Jashama’s
mother makes comparison between beautiful ‘Jashama’ and

that of her beloved husband ‘Rudiyo’ with this simile:
3NsoT: fogerd,  diealt gohsl & § A JATaHeN Tl [2)

Here in the play, all the girls who are willing to see the
emperor’s military camp are busy in decorating themselves.
They are discussing amongst themselves about the ornaments

and dresses which they should put on and during their chat on

getting the mention of “*Odan-318oT”, Shobha compares him

with rainy dark clouds:
MHT: O HIS! FIHBS WHAT, 0T SsTellQ 3iedT AT 1.0p)

[1] Ref:Book/Test: Mena Gujari: page 53: by R. C. Parikh.
[2] Ref: Book: Bhavai: page 408: by Dr. Sudhaben Desai

[3] Ref:Book/Test: Mena Guijari: page 54: by R. C. Parikh.
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In Bhavai, the details about the plot are directly conveyed to

the audience. Nothing is hidden from them. In ‘37T arofiar =it

3210, though Teja is married, she makes love relation with

other male person i.e Zando which is not approved by the
society. The assembly of leading men from society intervenes
in Zanda and Tejas’s relations and beats ‘Zando’ etc ......... etc.
The actor who is playing the role of ‘Zando’ is carrying the
play further by narrating all such stories. Here, the
unnecessary presentation of the action is avoided and only
necessary narration of the action helps in carrying the plot
further in the vesh. This is done because, in traditional plays,
instead of creating curiosity, eagerness and fear in the mind
of the audience, the whole story is presented in a lighter
mood with a view that there is no adverse psychological
reaction and they can view the play with an impartial attitude.

SeT: HgTold HT foga Y
SeTUTeR! ETell Tl T,

31727 FTeToT g &'
T oI ATgeh g1y S, dres dar & ...

The people having orthodox attitude beats Zando who is

muslim:

cIolT: Hislel 36 ARETY, 1Y it Y g

TS STl o AR Y, AR I SFAHAT V.

[1] Ref: Book: Bhavai ma Alienation: page 71: by Dr. Bhanuprasad
Upadhyaya.

Page #106

In the play, the character itself is explaining the action. The

character in the dialogue seizes to be character he is playing
and becomes Sutradhar. In this play the Brahmin Priest is a

connecting link between the actor and the audience who



advances the play by his direction as he is present in each of
the scenes. He advances the plot by avoiding the unnecessary
action and only making its mention about it.

For example, in Javanika — 4, there is difference of opinion
between Mena and her mother-in-law about visiting the
military camp. This could unnecessarily increase the play time
if this is shown in the play, however, only by making its
indication, the playwright has very beautifully put the

dialogues through Brahmin which expresses the ideas of both

— the Mena and her mother-in-law.

GOTEHTT: & Hell A0 HET STATT, & TS ¥

QIUTITRY 3T hel AT &, M & 3717 7T1S T?
oraull AT HEY duare, [@gaR ard sg ¥

SATae] #AT T THATE, Jdclel a'g'm%
AT AR, T A1 A, FET dadled S
oAl IS THSTH FIAT, ATl THHR .11

Later in the play, in Javanika six, the playwright avoids the
unnecessary action during the fight and describes about the
battle and its related events through the Brahmin who is the

witness of the scene:

[1] Ref:Book/Test: Mena Gujari: page 55: by R. C. Parikh.
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% Igell of 919 TH T J1GRT 3H dART I X
o Tgell o BT STeRIE hre, I ofehl HEd Y
o BTN o e -8 U4 S ThUHAT ST A ..y

In Javanika seven, Mena decides to fight herself when she

saw her brother-in-law getting weak during the fight. Like in



traditional Bhavai, the Brahmin, who is playing different roles,

becomes Barot (§R1T B a caste who is known to sing patriotic

songs during the war to encourage the worriers) and narrates

the ongoing battle events:

TR Hs#ATer, 3enrer, g\ﬂi 3754

The playwright R. C. Parikh, through the tool of alienation
avoids unnecessary action in the play. Here, advancement of
the play is made by Brahmin who only focuses the useful and
appropriate events of the play.

In Javanika 4, Shobha, Rupa etc are on the way to see the

[1] Ref:Book/Test: Mena Guijari: page 76: by R. C. Parikh.

[2] Ibid: page 78
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military camp of the emperor. Knowing about the indifference

between Mena and her mother-in —law, Mena'’s friends get
upset. Meanwhile, Mena on the way realises that she has
forgotten Poniard and chaste box at home hence she refuses
to visit the camp.

AT gaﬁmmmmmgﬁm

Thus, seeing all her friends leaving the camp keeping her

alone, Mena feels very sad. Solitary Mena is curiously waiting
for her friends to return. Whereas in Bhavai “HOflaT ddl=l 2,
princess Maniba while becoming young, becomes curious to

see and meet her husband ‘Kuvarji’. As she has seen her

husband for years hence she tells about it to her friends that

Teholl ALY g1 o foge Jodla @ U1 &, Thus, Maniba

expresses her intact love for her husband in this song:



AUTIET: & a1AT 31T el ¥
ameY & Ay B ¥

Sl CART

A AT T A Y
A HTels! AT T
foaed gRT 2

In the play, Mena is nervous as she could not visit the military

camp. She expresses her love and worry about her friend’s

[1] Ref:Book/Test: Mena Guijari: page 58: by R. C. Parikh.

[2] Ref: Book: Bhavai: page 430: by Dr. Sudhaben Desai
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safety through this song:
AAT: Higell FAG I, YTST agell T

HAAT FFAUT T HA AT fompar?
AT faden! gA? (dc:Uardl) HidY a1 HTaAR! [

Through this incident, playwright explores the inner conflict of
the character through the song and exposes Mena’s hidden
personality and also manifests the inner sensitivity and
delicacy of Mena.

In traditional Bhavai, human emotions are depicted through

songs as in OfATTET Idlar ard, Maniba is playing in the garden

with her friends, in the mean time, a snake bites her she falls
unconscious. A fakir is brought to extract the poison from her
body. Here the life saver fakir gets madly attracted towards

Maniba and proposes her for marriage.

HehIT: 37 BT 2T dRT $97,



Y 3Tl TSTHAR!
9 N 3TART [T
Y 376l TSTHART!
USH USH AT IS, 2

[1] Ref:Book/Test: Mena Guijari: page 59: by R. C. Parikh.

[2] Ref: Book: Bhavai: page 429: by Dr. Sudhaben Desai
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In the play ‘Mena Guijari’, Mena is not going with her friends
to see the military camp of the emperor but is waiting near
the mango-grove where she saw emperor’s soldiers arresting
and dragging her friend Reva in the camp hence she is
distressed. In a short while, the prince appears on horse

before her and attracted towards her beauty praises her:

UGG T Togerehel! & § aT!

T TS TS G
GG FT el

X o Y FogersaTs

In the traditional Bhavai vesh, many a times, we can also see
the union of various languages. This is done to bring the local
flavour in the Bhavai presentation to make it popular. As
Bhavai form is very old so it has got influence of many
languages. A different colour is added with the help of such

languages. We can see amalgamation of Urdu & Gujarati

language in the “Zanda-Zulan no Vesh — $TsT ${ef0T &1 A,

Zando and zulan prays khuda (ZgT) to bless them for their

love and respect to remain intact for many births:

ST3T; TTedT T Tab ol &@T AMEAT T T




[1] Ref:Book/Test: Mena Gujari: page 60: by R. C. Parikh.
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S dstel YTofST HeR ¥, €59 HERATT

6T & 51 SadT, Tolel oAi® a1
JeIT BT 37T ST

SIS qrofy SIT3T AT &, FATAT 9T R
R dr IW@AT g, eTar &gt Ui

dreh &=m A=y

Arguments take place between Mena and the Mughal prince in
the military camp. To make them understand their languages,

a special dialect is designed by the writer which is known as
‘Rekhato — X@dT0. “This is designed in such a way as if words
of one language are poured in other language. ‘Rekhtan’
means ‘to pour’. ‘Zabani Rekhata’ means ‘mixed language’.
Urdu language has been born from such mixture of languages

so it is called ‘Rekhata’. The Islamic scholars call this language

as ‘Guijari’ dialect”. 21

QESATGT / STGeME: g T3hd S 3173, g fohd Mg IgAT?
&g TRE PHIFDT AN, H3ITSH ATH FIT HYAT?

HeAT: ATSIITSAT I, T IoialT ST

91G TMHSAT TROUNT, Idd Yoo ATcl!

HHST HHAST o STGRATE, ST T o g, [3]

[1] Ref: Book: Bhavai: page 259: by Dr. Sudhaben Desai
[2] Ref:Book/Test: Mena Guijari: page 60: by R. C. Parikh.
[3] Ibid: page 64
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The prince is so attracted to Mena that he declares his wish to

make her the queen. Getting extremely angry with this offer

of the prince, humiliate him in the clear words:

HAT: ATST A o FHT TEATE! § TROTell AN

ST HEY gaTel AT , 81 & 3Shl IMe! [y
As in the play ‘the emperor’, so in the Bhavai Of#oreT Idiair

a0, ‘the fakir’ is chasing Maniba demanding from her for

sexual pleasure.

TehIX: 3TH BT YT dRT T304,
¥ sl T

I ST AT 87T,

¥ 3 Tt

Here Maniba informs to the Fakir that she is a sacred Indian

Woman:

TAUTET: 37631 3R TAUTET G, HehET !
HOarsy fAuTET T ST

3T g o WaT fAd, hehiesT!
AR o7 FAT ST 121

[1] Ref:Book/Test: Mena Gujari: page 66: by R. C. Parikh.

[2] Ref: Book: Bhavai: page 429: by Dr. Sudhaben Desai
Page #113

Thus, character of Maniba in Bhavai and that of Mena in the
play revolts against the bad intensions of other man than her
own husband and she is successfully shown protecting herself.
Further in the play, the emperor knows about the brave

nature of the Gurjars. He has kidnapped Mena and her

friends, but thinking about the havoc that will be created by



the Gurjars, he orders to move the military camp from

Gadhgokul and to march for Delhi.

Asait Thakur (31T$d dhTaIHR) the originator of the traditional

Bhavai, for safely brings back Hemala Patel’s (8#TaT 9cdl)

daughter ‘Ganga’, who is like her own daughter. For this he

pleases Jahanjroz (STgTI=iI3T) the governor of the mughal
emperor ‘Allauddin Khilaji (3Tee3gle fo&ersi)”, with his lyrical

singing of the melodious songs and gets released ‘Ganga’. In
the same manner in the play, the Brahmin priest, as he has
given promise to Mena’s father, enters the military camp to

protect Mena and on getting caught becomes cook.

In the traditional Bhavai “&ef SeT3s1T a2, Chhelbatau invites

the queen and her cavalry for dinner. During the dinner, the
dialogues between Peg and Chhelbatau attract attention of the

invitees and make the atmosphere humorous:
QaT: a1 o 78T @
el 3T FT THI &, WA MW ar.
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QaT; ST JHeRT T R Fear aret o Har @r3i. ar
dr foig .

el TP AR HI3M,

qaT. #7191 f3ear.

The writer R. C. Parikh, bringing joy of Bhavai in the play by
deliberately showing the priest Brahmin (now acting as a
cook) behave like a mad person during his conversation with
the soldier, during the dinner scene. Here, he deliberately
behaves very cautiously before the soldier as no doubt should

be created for him in soldier's mind.



< TEHOT: AT FadTgr Aler |
H 3T & g Bler !

TS TBId IeATS 3TTHT
Gl #7gT A oo ael.

Brahmin also warns the soldier against emperor by saying:

STCRIEhT BIHTA §31T%, 9 AR A M W E,
ﬂmalafrmmsﬁarrmf\mmsﬁ 21

The playwright brings some lightness of laughter in the play
which is becoming serious through the dialogues between the
soldier and the Brahmin.

In the traditional Bhavai, we also get examples of the

[1] Ref: Book: Bhavai: page 288: by Dr. Sudhaben Desai
[2] Ref:Book/Test: Mena Guijari: page 71: by R. C. Parikh.
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sentiment of bravery (X 3&) like in “faeT 13

3, the

Chittod king has declared war against the emperor of Delhi.
Though the defeat of Chittod was sure during the war, as a
last resort, the Mewad king entrusts an important
responsibility to ‘Viko’ at the crucial time and has sent him to
the war field. He has asked him to make the elephant injured
on which the Delhi emperor is sitting. ‘Viko’ jumped into the
war and became successful in making the elephant wounded

due to which the victory of Chittod became certain.

EIaTsTSi: TR AN AR FUR FHIETE oo Srar
31T o TS 3 ISTSAT A,

gTART ATTERT M FTear 37e

ETAAT 373 UBH TIET ARY greft




In the play, Brahmin tactfully informs the soldier about the

vow (religious observance) of Mena and tells him that she will
take her meals only after offering the food to goddess
Mahakali in Gadhgokul. Thus he makes arrangement for Mena

to go to Gadhgokul:
AAT: OTEAUT dRT = dleTd, SiTet 916 AR,

[1] Ref: Book: Bhavai: page 109: by Dr. Sudhaben Desai
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ngIT?JT%TH?T, FIT@.T:I?FITW! 11

Like in folk drama Bhavai, ‘Viko’ on advise of the king, at the
crucial moment jumps into the war and shows his bravery, in
the same manner the Brahmin becoming the messenger of
Mena, very cleverly escapes from the military camp of the
Emperor and informs to Mena’s brother-in-law —Hiraji and the
citizens of Gadhgokul that their wives are imprisoned by the
emperor. Knowing this, whole village gets furious and all the
Gurjars prepares themselves to fight with the emperor. Hiraji
takes with him all the brave villagers to attack the military

camp.

ERISM: O droflel areY JeTsT o Srely At oeT#H X!

& QT &I AN HT Tolle, AT HRTAT H1H 1O
foerat arert: O S AT 878 arer U & g1 571 el Ierer 310
RIS O%fﬁa?e?rsh?hﬁé?y@ﬁiaamam%!é 2]

Thus, the writer through presence of Brahmin in each scene

and his testimony takes the play to its climax.
In Javanika seven, nine lakh Gujjars declares war against 92

lakh soldiers of the emperor before he reaches Delhi. On one



side in the prison, Mena has got lustre (brightness; vigour;
heroic spirit) on her face by worshiping Goddess Kalimata.

The emperor during the fight is astonished to see Mena’s

[1] Ref:Book/Test: Mena Guijari: page 72: by R. C. Parikh.

[1] Ibid: Page 75, 76

Page #117

virtuous lustre and getting self realisation releases Mena and

gives respectful farewell along with her brother-in-law Hiraji.
O TARY TR THA FT IRT §ART 87 X0 11
There is no subplot within Bhavai vesh as such. But we see in

OfAurar @diar 3210 that ‘Rupali’ tries to flirt with the prince. The

prince getting disgusted with her, leaves her to Baghar’s
company and exits. Rupali then sets her eyes on Bahghar and
sings:

FUTGHN: 31X ATESIR, HTH 3Tdle.

HTaT STERTSAT 3Tale

aTd THSIG

STER: S FHAGNT ISl AedT Teol STERSlA dTas 34T TE 12
TSN TF g STell B, STERAT? S31eT § et w721

STER: FUTGH! A Bl VS U0T AW & o Tl HI0T HEA? (2

Here, Baghar also gets disgusted with her but she continues
to follow them everywhere only to be caught by them in a
vesh of a saint. Rupali feels helpless and gets dejected. And
the plot continues with the main story. Rasikbhai has also

tried to stick with the main story in the play ‘Mena Guijari’. He

[1] Ref:Book/Test: Mena Guijari: page 80: by R. C. Parikh.

[2] Ref: Book: Bhavai: page 433: by Dr. Sudhaben Desai
Page #118

carries the sprouted love affair between Reva and Hiraji in



Mandavgadh to the Gadhgokul and at the end of Javanika
seven suggests dramatically that after the war, Reva
comments suicide by jumping in Yamuna River. This episode
seems a mismatch in the whole play.

Her, on checking its reason it seems that, initially Reva is
attracted towards Hiraji but later there is no mention in the
play which reveals that her attraction has changed into her
love for Hiraji. Hence, we do not get any specific direction for
their love in the play. So, except for the accidental happening
about Reva jumping in the river, we do not get any reason for
her act. Thus the playwright proceeds further towards the
dramatic development of the play leaving aside calamity
about Reva unclear.

Further in Javanika eight of the play, the priest informs about
the victorious Gurjars before Mena’s mother-in-law ‘Ujalaba’,
‘Amathikaki’, etc and pacifies all the waiting villagers. He also
informs about the martyr of ‘Shursinh Thakor’ while saving
the life of son-in-law. Displeased with this act of Mena, her
mother-in-law ‘Ujalaba’, evokes suspicion in the audience
about the welcome of Mena at her home and prepares them
for the last scene.

In the last scene, in the Gadhgokul, flowers & leaves
decoration is done to celebrate the victory. There is

ceremonial atmosphere in Gadhgokul. All are blessing and
Page #119
greeting each other. Mena also proceeds to get blessings from

her mother-in-law but Ujalaba takes her legs back and taunts

Mena as ‘Emperor’s wife - STGRITgs1I §1dI0. Mena clarifies that

Goddess Kalimata is her witness; even then her mother-in-law

doesn’t listen to her. Mena feels offended.

AAT: STERMMgAT el? 3 SFTATAT J AE T ST0Y . FZa N3, §
3 §. THRT #TSa HhOSIT & Hell THTE Fhed 1] AeT ! 11



Thus she finally departs saying last goodbye to Gadhgokul
and proceeds for Pavagadh. The Brahmin concludes the play

with the couplets from ballad of ‘T[eRI=AY IRETO
oTEAOT: OF Ty IR ATell3T = a7 & qrameTG ¥
& UTaT o IGHT 37T 81 TS AT Hgard 30 2

This way, R. C. Parikh pinpoints towards the present
conservative and rigid society and he accomplish through
Mena’s act of leaving her house that there is no place for the

human values in the worldly society.

[1] Ref:Book/Test: Mena Guijari: page 86: by R. C. Parikh.
[2] Ibid: page 87

*+*+*+*+*+*+*+*+*+*+*
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Chapter 2:
3) Hoholika - C. C. Mehta (1957)

3) graifoetenT - . T, AGAT (8:40)
‘Hoholika — gigIf=elatO is a one act play which is written making

use of folk drama Bhavai. The playwright has clearly indicated
in the preface that “This play, when performed in farcical
style, gives more pleasure”. The western drama also
influenced Guijarati theatre along with the Indian theatre of
other regions. Similarly, the addition of the farcical style

which was born in France during 17w century is also seen in
the Gujarati professional theatre. It was the main tool of
entertainment for the lower strata of the Indian society, hence
our actors and directors adopted its use in the traditional
acting style for its over entertaining elements. The able and
genius playwright like C. C. Mehta applied this farcical style in
his creations of ‘Mena-Popat’ and ‘Hoholika’ to project human
weaknesses and pretentiousness more predominantly through

satirical, humorous and cleaver dialogues.



Scholar of Indo-Western plays, C. C. Mehta has made
memorable contribution on Gujarati Theatre. C.C. Mehta is
writer of Gandhi Era. Drastic changes are observed in the
fields of theatre and mass entertainment. This was the rising
time of the amateur theatre which was challenging the then
professional theatre as also it was a time of increasing
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attraction for cinema. During this time only, the amateur

playwrights made progress towards one act plays along with
the full length plays. As a part of their search for the pure

one act play, they created ‘short plays’. ‘Short plays are those
which are link between the full length plays and the one act
plays. In his notes on this subject, Nandakumar Pathak says:
“Like in western counties, at our place (over here) also the
development of the one act plays is connected with that of the
amateur theatre. Due to the efforts made by Shree
Chandravadan Mehta to popularize the amateur theatre, the

field of one act plays became more and more extensive”.1]

“Hoholika — E’I?I‘f-:::-W’ is a creation of the efforts made to

popularize the amateur theatre as also hidden behind is his

determination to provide Gujarat with its indigenous theatre.
In the play “Hoholika — g1gif&elehr, ‘Holaguru- E’IFH{],T enters the

stage dancing, as per the custom in the traditional Bhavai. In
folk play Bhavai every entering actor gives introduction of the
character he is playing and also indicates his role in the play.
The playwright of ‘Hoholika’ has eliminated the traditional
Bhavai elements like ‘Ganapati no Vesh’, ‘Kali no Vesh’ etc

from the play, which are generally played during the prologue,

but not forgetting the basic characteristic of ‘ar..dr...&...%..0

of Bhavai. This he has done to make ground for the character

of ‘Holaguru’ - which is similar to the character of ‘Rangalo’ in



traditional Bhavai:

[1] Ref: Book: Ekanki Swarup ane ltihas: page 82, 83: by Nandkumar

Pathak
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gleare: OBT T 8T &l ..... 8T

A Hedl STATT &

DI oIS LT IAT &

HRY HZT T

3Te g9 A STHTAT qUT SEalral &

arar... &% arar. 3% a0y

All the Veshas (folk plays - presentations) of the traditional
Bhavai are performed making use of the minimum stage
properties hence the Nayak creates the scenes by using the

dramatic tool of make-believe technique to indicate the locale.

For example, in ‘TS0 920, Saraniyo - SRITCUR-AOAAT
(&ge) is quarreling with his wife Rudaki — 1. The Nayak

intervenes in the quarrel and making them apart tells them to
keep silence in the locality of the upper class society. Thus the
Nayak makes indication of the locale to the audience making
‘Devalo’ and his wife ‘Rudaki’ it's medium and the audience

accepts the indicated locale.

ATeh: 3T, oIa! B haA? 3BT Ta-AT I 38T AL
TW. ART ST FHIH 8T FAT g o THTT FET &2
ma’raﬂﬁ:ﬂtwagaﬁ 2]

The play “Hoholika — gigiferehr”, wherever it is performed like in

[1] Ref: Book/Text: Hoholika: page 409: by C. C. Mehta

[2] Ref: Book: Bhavai: page 343: by Dr. Sudhaben Desai
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the temple, in the open space of caravanserai, or in the
proscenium theatre, the audience always believe in the locale
indicated by Holaguru through the technique of make-believe.

BIEITILE: 37T & 3ol ATHER hay
Hﬁﬁﬁ@??ﬂ??ﬂaﬁw 1]

Thus, this Bhavai like play during its performance do not face
any sort of difficulty for locale creation whether it is presented
in the proscenium arch theatre or any other stage. Keeping in
mind the discipline of the Onc Act plays, C. C. Mehta has

made entries of the character like Jijibhai (SSiI$TS),

chhabilaram (S&TelRTH), chandan (J¢sT) etc as per the

dramatic style.

In the traditional Bhavai Vesh, nothing related to the Vesh is
kept hidden from the audience. Everything related to the Vesh
is communicated to the audience through the characters of

‘Rangalo D TWrall’ and ‘Nayak - AT’ due to which audience

becomes aware of the every minute information about the

Vesh. Like in “S[aUT=il a2 while telling that he was an emperor

and now has become Fakir, he informs that he has three

appellations — “Juthan — SI&0T, ‘Kuttimar B iﬁ-ﬁ?:lﬂ and

‘Chapanichat B I9ufire’. On informing the reason behind the

first name ‘S[SUT’ he tells to the Nayak: “F §{c# S[oT &1 sitereT,

[1]Ref: Book/Text: Hoholika: Page 409: by C. C. Mehta
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3! AT ST € ¢ 39 FoeeT 3UTE Il dod olleh {53 0T & oF

31,7 On asking about the appellation ‘Kuttimar B FcciAR” he

explained the story to the Nayak that while going to the town

he saw a she dog lying on the road. Being sure that she is



dead, | cut the dog in twenty to twenty five pieces. When the

chief police officer of the town heard about it he proudly

announced my name as ‘Kuttimar B Wﬂ' Similarly

disclosing the details behind the name ‘Chapanichat b

guuiEre he says: “Wm@ﬁﬂﬁﬁgﬂ?ﬁ%ﬁmmf

ST 31X TORER STHUER g1 dl IYOT Sl I1E WTd, da9d JT ATH

Fquire g3, 3T FASTH?” 12

Thus, making joke on oneself, and feeling proud of it, Juthan
makes the atmosphere very light. The playwright C. C. Mehta
also frankly does not leave any chance to cut joke on himself.
In the play ‘Mena — Popat’, through the character ‘Kokila’ and
in the play ‘Hoholika’ through Jijibhai, he does not feel shy to
highlight his weakness. In the play, through the dialogues of
Holaguru and Jijibhai, he gives introduction of the play and its
playwright:

SIS 37T ATeeh & BIRITOT, <7 Ploiloiell aLT

3A & IgYY IPRY, IUT THATS I S WA
BICIITE: 3T ATCeh oATH Bl oelehT of SIUT ATEY Fgdrd?

[1] Ref: Book: Bhavai: page 227: by Dr. Sudhaben Desai
[2] Ibid: page 228:
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SHSIHTS: TAToaGe] Hedlel 1H of gX ad ahrd!
SSHTSTS: =T aT%, HBHT ol GTETTolehl, TUT AT U T 37TH:

Tl fdee] AT Ue] 3RGe] SRT I,
o Fehol YT ST, o WIeT] Y$ I /! (1

Thus through the fun and sarcastic remark, the play proceeds

further making everybody laugh.



Whenever and wherever the play ‘Hoholika’ is performed,
always one person enters the stage from the audience to
make an announcement, whom Jijibhai and Holaguru stops to

do so. The person entering the stage explains to them the

reason behind: “3T Teh IR FTSV TS TAEAT T_e] H15 87 AL

371 el folg o oY Tl i) el S8R 571g IS, 12 This

person expects handsome financial help from the audience so
that the poor lady can be helped. Later in the play it is
revealed that this person who came to collect the donation
was lady’s landlord himself.

The playwright nicely embosses the mass participation of the
audience as per traditional Bhavai giving it a shape as per his
expectation by catching their response for the above incident.
This way he makes the audience aware and alert about the

existing social problems due to immorality and corruption

[1] Ref: Book/Text: Hoholika: page 409: by C. C. Mehta

[2] Ibid: page 410
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prevailing in the society. This way he makes the audience

aware about the upcoming vesh.

While arranging the chair for Holaguru, Jijibhai and Kajisaheb
(the Judge), Chhadidar (chopdar) infroms to Holaguru and
Jijibhai that he had quarrel with his wife a month back and
since then they have taken vow not to speak with each other.
In reply these people advise him as:

BIAITITE: ¥ 356971 Ueh HcARTIUTA YT FIG. THT T8 & eAl?
TSIER: RIS, fREATAN 3T 3R fogaq &. A 33 §.
BICIITE: AT dhodel! STell fHATR THEAATTHT S 1)

Here, as the time limit of the vow is getting over, the
chhadidar cries in its reaction because now his wife will again

start speaking with him from tomorrow and he worries that



the quarrels with his wife will disturb his peace of mind.

We can see use of other languages like English, Hindi mixed
with Urdu in the play ‘Hoholika’. Since centuries such
application of various languages are seen in the folk drama
Bhavai. For example: in ‘Chhel Batau no Vesh’, the character
chhel Batau makes use of Hindi mixed with Urdu in the love

letter which he writes to his beloved while remembering her.

o FMIE Y FR

aﬁaa“ﬁrmgrw

[1] Ref: Book/Text: Hoholika: page 411: by C. C. Mehta
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S et & g ey
ar feet <fig 8. [

Jijibhai informs to Holaguru that the performance of Vesh is

delayed and an announcement is made about the arrival of

the OJudge — Kajiji (FTsir=in)O. The announcer uses Urdu mixed
Hindi for this announcement.
@ AQIETA! FISTSilelr HARY 3T LT &. 2]

The playwright through the use of such language establishes
the personality of the character. Later in the play through the
characters of Chandan, Chhelo, Dula etc, the colloquial dialect

has also been applied. In the play, we also can see that
Holaguru speaks dialogues like “&2T & Hel!”, “@Toiloil gHOT
FHeCATAT 9T etc. Thus, language plays an important role

in creating personality of each character.

In the traditional Bhavai “c;TEHUTAT 9217, we can listen to the

pretender Brahmin and Nayak converse in various utterances.



CTEATT: ST 31T HhSths A90] 2 e B2
oATh: 3 Fg B?

[1] Ref: Book: Bhavai: page 288: by Dr. Sudhaben Desai
[2] Ref: Book/Text: Hoholika: page 411: by C. C. Mehta
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ATh: 3T ERIW...... [1

In the similar way the playwright C. C. Mehta has deliberately

applied farcical style to manifest the gesticulated

entertainment and has used repetitive words like ‘3TS{TST,
SIS, grsiisitO at the end of each poetic sentence of character
BAeRTHO:

‘BAeRTHO is the first plaintiff appearing before the court of

‘SISO for the justice - the ‘@ISO — who comes only once in

a year to the court to give his verdict. He lodges compliant

against ‘a0 - his own brother.

Talel: g HTh S-dTh FIAR aich ATHGR RIS
§ SToRTH HF G Ueh 3ol

ard SeiT S dTsiteir

S Shgdl ST ST & olToilail

3T AR AT & ATSiisi
TOT3{eRehelell T ERITSIS! 2]

In the play, ‘GeTeRTHO is a character who represents the

[1] Ref: Book: Bhavai: page 200: by Dr. Sudhaben Desai

[2] Ref: Book/Text: Hoholika: page 412: by C. C. Mehta
Page #129



zealous poets. The writer is making satire on those poets who
want to be popular overnight. ‘GaTeRTHO is able to make poetry
on anything.

SelTel: dRT W o1, 3T ek I oG 37T HodlaT I

oG, STGAT SAIAT W o1, TSTAT AT
W g, HH TN R G, 1y

Like in Bhavai, farce does not have any specific language. Its
language is that of performance. C. C. Mehta has used the
same performance language artistically in the play.

In the court of ‘Kajiji’, ‘chhabilaram’ lodges complaint against

his own brother that:

“HT ARY 7S Sell, Toll I Tehs! STHTS, Tell Wkl hiar Tor AR 9
Teh §cb¢, 3BTl ATTAL. H 3T, T TS 39T 3TeA! AR Fob¢, [OST

oAl galt. Y&sT foaerr ssrar GchC\o:I_; § QOT FE?” 2]

In the play the second complaint is brought by OChandan —
Tes10O who has put charge of murder on chhela who stayed
there overnight in her caravanserai. While explaining how her
child died, he said: “GeToRTH UhIUeh §H UIST Hol heg o TESTAT
FAE T S, T THS A7 TTS Teell Al e 578 T TR H1e: §
3N Y Jehry, STedehel ATAUITAT &R AN, 31l T IR I (3

[1] Ref: Book/Text: Hoholika: page 412: by C. C. Mehta
[2] Ibid: page 413: [3] Ibid: page 415
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The third plaintiff ‘Dulo — ?’r also complaints that ‘Chhelo’

has murdered his father. Explaining the details, ‘Dulo’ says:

‘g TOUT SIS T BISIAT SATST SATdT o5 STl gal. AGTAT JoT




AT THR T &, TR TehlUeh IURAY SRIeX ART g Fo9maAT R
FU T AU 9331, FOTdT TR FA 91T, YSAR HATUIH o 37T
Do, [

The playwright has made ‘Chhelo’ as the main character in the

play ‘Hoholika — i.e. Kaijiji no Vesh: @&rsirail ot 32r0. All the

three characters D OGTeIRIH, TG 34?@(5 are true in their

complaints against ‘&elO. However, we can see that in each

case, ‘Chhelo’ is accidentally proved guilty at the end.

While Kaijiji sits in ‘consultation — aAdere20, he sees some

heavy items wrapped in chhela’s scarf in two small bags
hanging at the back of Chhelo. Seeing this, Kajiji draws an
inference that these two bags must be filled with solid gold
which Chhelo will give him as bribe hence he gives his
judgment in his favor. Here while giving verdict, Kajiji appears
like a copy of corrupt Judge — ‘Azdak’ in the play ‘Caucasian
chalk circle’ of Bertolt Brecht.

While giving his judgment for the first complaint that of
Chhabilram, Kajiji says: “THRY dehiR Sabcell oSt &. ST geit

[1] Ref: Book/Text: Hoholika: page 418: by C. C. Mehta
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dbea 71d YOg 39 761 o7 T ACTHTS SeloRIHaAT 056 Srellell

HeISITHAT TN, YO TeleRTHAT ERAT B . TloR1A AT Fode
3T TeolT AT TR SalTell STETaAT Wl T 3L [y

Kajiji gives his judgment for the complaint of Chandan, like

this: “STS TeTel dio] STadeh o U T FEIT Sell Tl T TTcdeh
Ieh T¢, Ue] TeleTUToleT $IRUTIINOT &S Tt 31t Tall 4ol .7 12

Whereas he gives justice to Dulo like this: “37rsT &Y s<at fogaa



HTS Soll TSt BISTAT sliehod, Tl H1< B13T 33 T 311 o 3T
GelTT Tt It 7 HehT ARET & T SRR Sell S I3, 37 Sell A

ST, [3]

C. C. Mehta through Kajiji’s judgment explains to us that how
far the human tendency, ardent desire can take him.

At the end of each judgment of Kaijiji, Holaguru’s through his
dialogues “FITT Al Foolel SToil HI, “ATT Al haol DIoiT BT,

“=IT T I8¢ il b, shows us how much our present

judiciary is corrupt and polluted.
Generally, death of any character during the play creates

compassion in the hearts of the audience but in Bhavai ‘&TeT

[1] Ref: Book/Text: Hoholika: page 414: by C. C. Mehta [2] Ibid:page 417
[3] Ibid: page 420:
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#Ar 3O similar situation becomes humorous and creates

laughter. Brahmin kills Kaba who has come to rob him by
spraying spelled water on him. Later he hates him and kiks
the dead body of Kaba, when Nayak stops him:

AT §a AT AR o1 o fOgaisn 319 3G foaar X,
Y RT a9 A 8 . 3afared STl o delt ot o
TSI,

OTEHOT: ST ToaT FAT he? A FIT ISGIGT o9l 672

AT sﬂﬁa'ra's?rag?raafr%. R I AR 3Tl (1

In the traditional Bhavai, any serious occasion is presented in
humorous way. Unlike the realistic play, here only its
demonstration is done. This is a speciality of the Bhavai as a
folk drama.

The death episode of Kaba is in poetic form whereas in



‘Hoholika’ the whole court expresses their responsive concern
for the unfortunate child of Chandan after listening the
happening. They express it though in various utterances using

only one word ‘3130:
HTSiSl: 3N !

T 3T !

FISTS: 3R ...

[1] Ref: Book: Bhavai: page 200: by Dr. Sudhaben Desai
Page #133

T 3 .Y
Frailail; 3 .. !
YT 3.3 [y

As such the death of Chandan’s child should create sadness &
pity in the audience’s mind but here due to application of the
Bhavai elements, in place of compassion; it becomes
humorous and creates laughter. Thus the writer is successful
in keeping the dramatic atmosphere balanced on both the
fronts — the creation i.e. the play and the audience.

After giving the last judgment, Kajiji, who was thinking that

the heavy bags of Chhelo carry solid gold, send Jijibhai to
bring it. On opening the bag heavy stones come out. Chhelo

on giving its explanation says:"Sil gehTel A=l foaegAT 3Tad dr 31

Tc2R 3 d Hlsile] Fedl® T A, 12 Thus here Kaji's corrupt

practice of taking bribe is exposed and Chhelo gets released
innocent from the crimes accidentally committed by him.
Additionally, thinking that his life is saved, Kaji gives Chhela,
a purse full of gold coins. Seeing that Chhela has all these
money, Tanman, who was denying her marriage with Chhelo

so far, is now ready to marry him. And the play ends with



their marriage ceremony.

[1] Ref: Book/Text: Hoholika: page 415: by C. C. Mehta

[2] Ibid: page 421.:
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Many vesh ends with happy note in traditional Bhavai. The

appropriate example of it can be seen in OSTAT 3NSUTAT ATO

where at the end of the vesh Fakir makes the dead duo,
husband Rudiyo and Jashama alive. And they sing merry
songs thereatfter.

“The writer here leaves an impression of his being “a total
theatre person”. Not binding the play in the rigid frame, he
provides full scope of improvisation in the script for the
director and actors to develop the dramatic moments.” [1]
Further clarifying his statement, Lavkumar Desai explains that
“the marriage ceremony of Tanman is being celebrated like a
festival, sacred verse are being chanted, marriage ceremonial

songs are being sung, nasty / obscene song also are being

sung, Holaguru leads the newly married and ‘GTSTeI-HATSTO D

(group of respectable people in a marriage procession)
walking behind, from the stage, this procession comes to the
audience and moves through the first few rows taking their
blessings and collecting the money returns to the stage or
departs. The director and actor can develop the selected

scenes like this from the play”. [

[1] Ref: Book: Rangbhoomi kenvase: page 55: Dr. Lavkumar Desai.
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C. C. Mehta’s ‘Hoholika- glgIT<ieishlO has been translated in many

languages like Marathi, Bengali, Hindi, English etc. In this play
almost all the elements of Bhavai like: Indication of locale by
an actor, pre-indication of the future happenings, composition
of prose and poetry, variety of dialects, rural dialect, device

for the identity etc are nicely applied.



*+*+*+*+*+*+*+*+*+*+*
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CONCLUSION

While making study up to this stage, it is observed that the as
a promoter of new Gujarati theatre, C. C. Mehta has written
his plays incorporating literary elements and taste of masses.
He wrote admonishing plays which could sustain interest from
upper to lower class of the society. Later applying Bhavai
elements he presented pure tranquil & serene plays which had
deep rooted impact of the existing society. Hence the
misunderstanding about Bhavai got eliminated from the
society. Rasiklal Chhotalal Parikh - the co-student (fellow
student) of C. C. Mehta, wrote ‘Mena Guijari’, which was rich
with literary elements and values. By incorporating the
indigenous songs, couplets — ‘Duho’, ‘Chhand’ etc from
Guijarati folk culture, he tried to reduce the effect of
westernized dramas from the people’s mind. Thus both these
magnanimous persons did not write their plays keeping in

mind the professional theatre, whereas young actor — director

Jayanti Patel popularly known as ‘Rangalo — 33T@r’, through his

plays received appreciation on professional Gujarati Theatre.
Abundant theatrical techniques were seen in his plays which
dazzled & surprised the audience. We will see in the later
chapter that Jayanti Patel wrote plays keeping in view the
professional Gujarati Theatre or we can say that he wrote
plays for it only. However, we could see a similarity in these

three playwrights that is they gave plays which had moral and
literary values. Post independence play ‘SdT B 337110, though
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it was written keeping in view the professional theatre,

Jayanti Patel modernized its performance as ‘=T =i 3210,



Of3rerarar =it 32rO with the help of Bhavai elements so that

people can appreciate, understand and experience its
greatness of mass transmission, mass awareness and mass

entertainment.

Thus, the playwrights of ‘Gandhiyug — ?ri‘éﬂ'éfl,?TO, ‘post
Gandhiyug — 31J9TelY Ja10 also applied Bhavai elements in

creation of their professional and amateur (non-professional)
plays and proved its social value. Later in the plays of
‘SIXTIES’ we can also see that the creative application of
Bhavai elements is very interesting and it is diversified.

END OF CHAPTER 2.__
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Chapter 3:
Modern and Post Modern Era:
Preface:
In Gujarati Theatre, well before the emergence of the modern
trends and absurd style (absurdity) various one act and full
length plays were being written and performed for
professional and amateur Gujarati theatre. Keeping the whole
world in the disappointment and despair, second World War
made the humans think about questions of his existence. This
situation also affected the sensible Gujarati creators and an
absurd style was born or we can say it came into existence in
Gujarati theatre. Though Gujarati Theatre was influenced by

this western absurd concept it tried to develop its own style.

It was started at Ahmadabad through ‘Re Math - Y #30

workshop in which absurd plays were performed in one act

format whereas on the other side new trends of improvised

plays i.e. ‘et ATcTHI>d0 came into existence, which was the
result of the ‘37T ATEHATO workshop. The playwrights like

Labhshankar Thakar, Madhu Ray, Chinu Modi, Ramesh Shah

etc played an active role in this workshop.

While mentioning about the special activities of ‘3%

ARAGIO, Madhu Ray, the editor of the book ‘31a0 writes in

the preface “In the workshop, the participats were performing

the given plot story of one writer without any script and they
Page # 139
were enacting in their own language with the help of their

understanding (common sense) and the plot advanced
automatically. The second activity of the workshop was to

perform the written play for which the writers and actors were



participating in the improvisations, dramatic exercises and
dramatic games and repeatedly performed the short plays
with minimum properties. Other institutes, directors and actor
also got involved in the activities during its show. [11 The

main speciality of the workshop was that the playwright,

director, actor and all the theatre technicians together were

actively participating in this dramatic activity and the aﬂ?rragf\cré

were being created.
Due to this movement not only one act plays were written in

the Gujarati theatre but taking inspiration from the activities

of ‘31Tha ATERAGTO, many prevailing playwrights created full

length theatrical plays parallel to the one act plays. Focusing
light on incident of this time, Shree Lavakumar Desai writes
“Best drama scripts are received after 1970 which can proudly
stand with head held high in line with the predominant Indian
drama scripts. The reasons for this happening can be counted
as (1) these splendour and genius playwrights were directly
connected with the theatre. Hence they artistically applied
theatrical devices to make their script more durable, strong
and detailed, (2) the approach decided in the plays was not

the superficial and external incidents but was of the inner

[1] Ref: Book: Sathotari Gujarati maulik Dirgh Natak: Page 16: by

Prabhudas Patel
Page # 140

struggles, conflicts, restless grief of the characters. Hence
multicoloured plays were received, (3) to express such
indistinct emotions, the playwright incorporated myth,
symbols, dream scenes etc over and above the theatrical
language. Wherever required they also made use of our folk

play tradition”. 113



Making use of elements of Bhavai through his play ‘elelrO, the

modern playwright Bakul Tripathi taking initiative presented
the contemporary socio-political situation and changing
attitudes, moral values of human beings in the present
context. Later keeping this inheritance, Chinu Modi, Sitanshu
Yahschandra, Hasmukh Baradi and Pravin Pandya presented
their plays before the Gujarati audience after understanding

the above collective thought in their own perception. In this

chapter we shall first see ‘Jalka: SO play of Cinu Modi.

There after we shall see ‘Kem, Makanji Kya Chalya: &,

Heholoil T ATeAT?’ play of Sitanshubhai, then ‘Rai no Darpan
Ray: {18 &Y g9uRIA’ play of Hasmukh Baradi and then

‘Hathiraja: grdR1<ir'play of Pravin Pandya.

[1] Ref: Book: Kenavase Rangachitro: Page 52: by Lavkumar Desai
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Chapter 3: Modern and Post Modern Era:
1) Jalaka - Chinu Modi (1985)
1) Sirefent - foersg #ET (83¢Y)

Published by Mahipatram Nilkanth, below given couplet is
from the famous Bhavai ‘dTelsit #M3MRET a2r0:

“HIITH H FO 81 &
7ot &c & OFg0 1T,
5 I Wad X
RECCICICIC 21 e

After making necessary change in this couplet, son of



Ramanbhai Nilkanth created a respectful play in 1923 named

318 &Y 9adO. Modern playwright Chinu Modi by putting the
play ‘T8 &Y 9gd0 at the centre has dramatized and formed a
new couplet:

“HISAT TS FS 8 &

7T 5 & OFFO g,

NEEIRICRCTY

RECCCICIC

[1] Ref: Book/Text: Rai no Parvat: Page 150: by Ramanbhai Nilkanth
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Here, he has used the word OEPIO instead of O%30 and has

created original three acts play ‘Jalaka’. “Here in view of son

‘Rai - TS’, God is the one who can Omake mountain out of
mole @1 A 9ad)’ where as in view of Olalaka - STaIa1O she is
the one who can Omake mountain out of mole (I8 i gad)’,
hence the playwright has used the words “# =T&l” in place of

the words "&g e’ and has very briefly but strongly

embossed the character of Jalaka.[1]
The playwright has expanded the play in three acts and nine

scenes. The play begins with the dialogues of ‘Sutradhar -
Hsu', ‘Vesh Gor - a2 a0, ORangalo - WreltO and ORangali -
TretO. The playwright immediately connects the audience with

the theme of the play by a brief and playful introduction

making use of acting oriented tact ticks of Bhavai.

In the beginning of the traditional Bhavai, the ‘Nayak - dAg&0

prays goddess Amba by singing her praises and completes the



ritual of ‘*Chachar — I1=X’. Then after ‘Aavanu’ of lord Gajanan
Ganesh is sung and character of lord Ganesha arrives dancing
and takes a round of the acting area and blesses it. This ritual

is known as ‘s a1eg0 (a sort of area demarcation for the

[1] Ref: Book: Rangdwar: Page 56: by Dr. Mahesh Champaklal
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actors to perform within). Within the whole night presentation
of Bhavai almost five to six veshas are performed without any
difficulty and the character of lord Ganesha assures to the
audience that they will fully enjoy the performance. The

character of goddess Kali also arrives as a part of the religious

tradition and after that the ‘Vesh of Brahmin - <;uEHTEAT A0 is
performed.

3TTOT: 31T < ST AT

AT Y AGRIST

ardar & arar dar

oATh: J I0T 2

Brahmin replies:

TEHOT: SIFCT GOTEHOT

+ATeh:  3Tedl F4T?

While answering this amusingly he says:

A IR 1S g1y F2MO (1]

The playwright keeping in mind the taste and interest of the

modern audience, omitting the traditional Bhavai custom of

prologue begins the play with the ‘Rang Toli - 37 I&0. In the



beginning, the ‘Vesh Gor -32r MY’ who is awakened from

[1] Ref: Book: Bhavai: page 199: by Dr. Sudhaben Desai
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meditation, hearing the ringing sound of Rangali’'s O3ERO
(anklet with jingling bells attached to it) and looks at Rangali
with bad intention. Understanding the intention of ‘Vesh Gor’,

Rangali attracts him through her coquettish gestures.

Thinking that Rangali is attracted to him, Vesh Gor says:
AR ART HAAT HIg STIMST

Eo’r?aTm?—?r?
mﬁ‘rgmmﬁr

Getting amused, the Vesh Gor tells Rangali:
AR AT el RSTTA Famar

FIT ATel?
Lol §31Tﬂ'l?>?r 1]

Looking at the serious result of the flirting talk, Rangali

strongly resists and discards the emotions of Vesh Gor:
ATl T AR, TS IR ST § AR €Y A2 TTell & Trell.
Replying to Rangali, Vesh Gor says:

AR AT ET qUT AT &,

In this way, Chinu Modi through the dialogues of Veshgor -
Rangali incorporats the typicalities of Bhavai.He also creates a

scene in a lighter vien to indicate the theme of the play.

[1] Ref: Book/text: Jalaka: Page 86: by Chinu Modi
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He avoids the traditional Bhavai format of prologue and arrival

of lord Ganesh etc, and making use of the character of



Rangali - which is introduced in the modern Bhavai - he
quickly and successfully introduces the plot development of
the play.

In the traditional Bhavai vesh, some characters while entering
on the stage, directly talks with the audience or sings a
couplet or delivers some dialogues and gives prior intimation

of the up-coming events happening in the play. For example

in “aya’ra‘ar, Juthan on entering sings below given

couplets:

GsF Te! HollH 9% S8 HelTH

§Tol HTS §Tct 3ol TS HTS

G3F TSI HeATH IS SSF S8 TeATH 775
3T IS HlTH 1S, NP I HellH o778
greft S, |Yst o, foAar gef axger

AT Golk B3 T36T 3R e BehIehT dr. (1]

With these lines, audience is informed in the beginning about
the Vesh that Juthan is to going to become a Fakir by getting
relieved of the worldly affairs saluting all sort of people seen

in the society i.e. small, big, elder, young, good bad etc.

[1] Ref: Book: Bhavai ma Alienation: Page 148: by Dr. Bhanuprasad
Upadhyaya
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Here the playwright intervenes in the quarrel between Rangali

and Veshgor through straight dialogues of Rangalo to the
audience to reveal about the indecent behaviour of the male
dominant society. Rangalo asks questions to the audience

demanding for justice from them:

IN $al & ooldd, IN Hal o1,



BT FIg ol TNOTAR T IR I G2 (1]
Thus the writer indicates about the plot of “Ts &t a2r’, by

showing the internal conflict of Rai through the dialogues of
Rangali.

Further, in the beginning, the playwright repeatedly declares
through Vesh Gor and Rangali that “3iTel TS = AT HLAEAT &

Whereas in the traditional Bhavai, the beginning of the vesh is

done effortlessly like in “STRMAT 31S0TAT IA:
AT § TTem
LI 31T A il HEIT

In reply Rangalo says:

AT 3T AU 3NSAT hglT, STAAT NSUTAT FHBIT, T STUAHAT HaIv.
Tl & 81T AT a3 el oY T0] FeY &4, 3T 32 foae) ig el

AT ST LT, Hell STRIAT I STTHAT Ueh 3TCHIT §cll. Ueh KfoWe]

d9I TorgareT arvely O AW STdHT STeAT.

el T ard fod:driiel &gl [2]

[1] Ref: Book/text: Jalaka: Page 86: by Chinu Modi

[2] Ref: Book: Bhavai ma Alienation: Page 148,149: by Dr. Bhanuprasad
Upadhyaya
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Here in Bhavai format, during the talk between two characters
the indication of the Vesh of ‘Jashama - Odan’ is made
casually, whereas in the play ‘Jalaka’, it seems that a

deliberate attempt is made to indicate the plot of the play.

LM Tl SHIBaAT ST s TATSIT dT WRT. 3T Ar AT gar aeT.

Rangalo & Rangali are not ready to listen anything from Vesh
Gor.



LITAT: HeA =T IHAT 3TaT AL
LITeN: TARTY N Y Uar Faref) Shiear 9er?

Clarifying his point, Vesh Gor says:
AL 3Tl 3Tol 30T S =1 A2 HIATAT DT, TS =T,

e AAEIR! ART ENBIHAT Y5 T3, HT ITSoadn ar s =
T AT gIT Al TS AT I T, FAT A7 I FLar g T
ar 7T AT FU A 11

The playwright repeatedly indicates through the character’s
dialogues that this is a Vesh and the Vesh is going to be
performed before the audience. Dr. Bhanuprasad Upadhyay
clarifying on this says that “Vesh means Show / Performance”
Bhavai Vesh means ‘Bhavai Performance / Show’. When it is
asked that “which Vesh are you going to perform?” then the
name of the performance is informed by putting a word Vesh

with the name of the performance for example ‘Juthan no

[1] Ref: Book/text: Jalaka: Page 87,88: by Chinu Modi
Page # 148

Vesh’, ‘Jashama Odan no Vesh’, *Zanda Zulan no Vesh’ etc
means the performance / show keeping a particular character
in focus”. 1]

During this casual talk Vesh Gor gives a pre-indication about
the clash between Rai and Lilavati. ‘Only one person can have
an answer to this embarrassing question and that is Rai ...... !
This dialogue connects the audience with the main plot of the
story.

Chinu Modi, in the beginning, indicates the plot of the play, by
making use of the Bhavai tecchnique of arranging the ‘entry’
of various characters through Rangalo, Rangali and Vesh Gor.

He opens the play by writng ‘Aavanu’ of Jalaka, ‘Aavanu’ of



Rai etc.

In traditional Bhavai, information about the entering character

is given through their *Entrry — 371a0T". *Entry” is an important
part of the Bhavai plot. The plot of the play gets unfolded with
this "Entrry — 3d9]’". For example: In *Zanda Zulan no Vesh’,
Zando is a ‘Kotwal-chief police officer’ and her lover Teja give
his description through singing his ‘Entrry - HTHUIC) in which

she expresses her love for Zanda: as her husband - ‘37gar

a0 is much more aged than her age. He is unable to give

her physical or mental satisfaction. On the other side, Zando

[1] Ref: Book: Bhavai ma Alienation: Page 30: by Dr. Bhanuprasad
Upadhyaya
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is young and is aauthorized police officer, so Teja is fascinated

towards him. In the Vesh, she expresses her love for him

before the society by singing his *3aur".

i T 8T 3Td gfeldl s

T Y T 3, Y AEar I

3FR @ ARY IRAUR

HARY FIST SeTcll 319, 1]

The notable thing here is, ‘Mandan Nayak — ST ATIHO

through his ‘ST 3efoT 7t A0 has given a strict warning to the

prevailing male oriented society of that time. Due to the ill
customs of the society, a woman can be inspired for the

adultery. Looking to the plot of the play ‘Jalaka’, the feudal
chief ‘Parvatray - 9acRiO captures the royal throne after



killing ‘Karnasinh B FURf>Eg0’ - the king of ORatnapur B IeTqRO.
He has married to a young Lilavati - affelmadiO. Due to his old

age, Parvatray is in deep grief as he is unable to provide
physical pleasure to her young queen Lilavati. To again

become young, he makes a deal for half of his kingdom with

OJalka- StrereRrO. ‘Jalaka’, is known to him as a woman gardener

but in fact she is a widowed queen of the previous king
‘Karnasinh’. The murderer ‘Parvatray’ is not aware of her true
identity.

[1] Ref: Book: Bhavai: Page 257: by Dr. Sudhaben Desai
Page # 150

Thus, on comparing both the situations, we could understand

that ‘Zulan - Teja’ of ‘ST S{efoT &1 A0 falls in love with the

chief police officer ‘Zando’, getting tired of her aged husband

‘Adavo’, whereas in the play ‘STer10, King ‘Parvatray’ makes a

deal of his kingdom with ‘Jalka’ to get back his youth to avoid
similar situation in his married life.

In the folk drama Bhavai, the character Entries are arranged
in two ways, one - the character itself enters singing and
dancing and gives self introduction to the audience and twothe
singing chorus sings for the Entry and the new character
enters the stage. In ‘Jalaka’, the writer has made use of the
second style in which the singing chorus invites characters by

singing for their Entries.

First of all Rai’s OEntry - 3mavl0 is sung.
PRI 3T &, 1A S, ATSIAT ORI AT S
olld &, of1d &, T Holall TR o B.[1]

Rai — The son of Jalaka — who has come with the wreath of



jasmine flowers, is confused that why his mother is wearing
the wreath of jasmine flowers only. Answering his own
question, he comes to the conclusion that her mother is a

widow hence, jasmine is better in widowhood than rose that is

[1] Ref: Book/text: Jalaka: Page 88: by Chinu Modi
Page # 151

why she must be asking for wreath of jasmine flowers.

After that, Entry of Jalaka is sung:

STTefehT: (:@%fel) a1, < Selc gclr? Had dRY foardr 4 &,

We could see Jalaka’s love for her son:

SHTCTehT. ST Tof &l §
A GO AT §
d g1 $IC AT H3. 1]

Here Rai is a man of inner being, follower of is heart. So he

opposes to go with the tack ticks of Rai and replies to her:
1S: U3 &S] g 76T, HARY HTTAIH.
Uﬁﬁgmﬂﬁﬁﬂ?f\ﬁm ...... [2]

Like in folk drama, here also writer do not want to hide
anything from the audience. He wants to convey all the
information before the audience through *31d9T’. Thus by
arranging ‘Aavanu’ he gives information about the cast,
nature and action of the character in the play. Through the

'3f1a0T’, we can see the dramatic conflict being created due Rai

[1] Ref: Book/text: Jalaka: Page 89: by Chinu Modi



[2] Ibid: Page 90
Page # 152

- the follower of ethical values on one hand and the ambition
of Jalaka on the other hand.

Jalaka has only one wish to be fulfilled and that is she should

get justice for which she is in the guise of a ‘Malan — HATAIUT D

Female Gardener’ and makes a deal of half of kingdom with
the king Parvatray who want to become young. For regaining
his youth, king Parvatray agrees to take treatment for six
months at Jalaka’s garden which is located on the outskirts of
the city. On a pre-decided day when he is going to that
outskirt garden of Jalaka, Parvatray gets accidentally killed by
the arrow of ‘Rai’. Expert in the politics, Jalaka takes
advantage of this situation to get back her kingdom. She
projects her son Rai in the kingdom as the king Parvatray who
has become young after her treatment of six months. In the
political game Jalaka involves a minister ‘Shaktisinh’ and a
maid-servant ‘Manjari’. As indicated in the ‘Aavanu’, later on
Rai will appear before queen ‘Lilavati’ not as her husband
Parbatray but as ‘Jagdip’ - son of Jalaka and will give proof of
his clear conscience.

The playwright Chinu Modi has avoided scenes of unwanted
actions. He has created ‘Aavanu’ by making indications of the
events only through narrations which is a creative element of
Bhavai. This technique has made the play more flexible and

more entertaining for the audience.
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In Bhavai, ‘Arrivals’ are arranged for all the new characters
but in ‘Jalaka’ the playwright has arranged ‘Aavanu’ only for
the main characters and has avoided the ‘Aavana’ for the

characters like ‘Lilavati’, *Parvatrai’ etc. Clarifying on this



point, Dr. Bharat Mehta says: “Possibly Chinubhai may give
answer that the character enters dancing after the aavanu is
sung, but due to sensuality for love making, how can Lilavati
and Parvatray dance? Hence their entries are avoided”. [1]
We can see argumentative dialogues between two characters

impressing upon their point of views in traditional Bhavai. For
example: In ‘ST 31807 &Y 3O the Patan king Siddharaj
Jaysinh is attracted by the beauty of Jashama. He proposes
her to become his queen. For this purpose Siddharaj also
gives tempting offers to attract her. On the other side

dejected Jashama is loyal to her husband. She rejects such

proposal of the king and explaining her point to him says that:
TOEgRTST: U STRrAT ol FStaT o Al Y
AR FS3T SR ASTHOT X

When king argues that ‘Rudio’ - her husband is ugly looking

whereas she is so beautiful, Jashama in reply says:

STRTAT: FSIAT Al ART FAR
TS FSAT & ART AR

On this the king further tempts her:

[1] Ref: BookNatya Nandi: Page 28: by Bharat Mehta
Page # 154

TOEGITST: ST IR Hdel T
TaY af fowwet foee & @rary
STRTAT: Adel AT AR 0T o WIS

In the play the second scene of the first act begins with the

dialogues between OKamacharya - s#AIRO and Oking



ParvatrayO. Old Parvatray is unable to provide satisfy queen
Lilavati by any sort. Like Jashama, Lilavati is also a loyal,
dutiful and devoted wife. She is a woman who keeps
contented in all the circumstances. Keeping in view the

physical helplessness of her husband she pacifies him and
says: “HR 39T &g g, g S8, oA [2]

Not satisfied with the reply of Lilavati, Parvatray frankly
informs to Kamacharya that he has married to have the heir
for the royal throne and requests him to show ways to

rejuvenate.

HIATATIR; sTCEC ARIel JSTdaT shgeh TodaRt AT

Kamacharya bluntly replies:
[1] Ref: Book: Bhavai ma Alienation: Page 72, 73: by Dr. Bhanuprasad
Upadhyaya

[2] Ref: Book/Text: Jalaka: Page 100: by Chinu Modi
Page # 155

USYUTHT oIS 3T AR, SeeIddr AR,

Tt SaTAT UTof AR AT AT AeTgrir ¥

$TTY $TEY TeTd 3Ty 3TdY 94 M9 D

On confessing the mistake, Parvatray says:
AT T US & WY 90T Tall & g 3ATA?
ﬁﬂ??ﬂﬁﬁgﬂgﬁ%&gaﬁm’? [2]

Chinu Modi has very casually propagated the action of the
play through the situational poetic couplets depicting
Kamacharya’s worry for the king Parvatray whereas on

opposite side portraying his mental position in Parvatray’s



scene in the form of arguments. Based on this scene only,
Jalaka is going to invite Parvatray to her garden for the
ayurvedic therapy of rejuvenation.

The playwright in this non-realistic play has very cleverly
given voice to the mental status of the Parvatray and his wife
Lilavati. He has also shown feelings between them which are
depicted through the prose and poetic dialogues. In the folk

drama Bhavai also similar type of emotionally poetic dialogues

are seen. For example: in ‘ST $[eIvT &A1 92T the aged ‘Adavo’

the shopkeeper, being rich, gets married to ‘Teja’ who is only

16. This creates a mismatch couple.

[1] Ref: Book/Text: Jalaka: Page 96: by Chinu Modi
Page # 156

Aged shopkeeper is unable to satisfy Teja in any way as he is
not fit to give any satisfaction to her. On this side Teja is fully
desirous of enjoying the pleasures of married life. She has got
an old aged husband of 80 years. Being victim of such bad

custom which are running on the strength of money, she

expresses her individual helplessness before ‘Gormaa - JIRAT
in prayer.

ST INAT 3T A AT 3R

& 37T ST AT Y

ARY ULl agaAr IRAKR. 1]

Like Adava - Teja, in ‘Jalaka’, Lilavati and Parvartray are also
shown as a mismatch. In ‘Jalaka’ the playwright has shown

that Lilavati remains faithful to her husband till the end

because she controls her emotions however in ‘&sT {ef0T =T



3210 Teja being active and impatient natured gets pulled in the

current of youth and establishes adulterous relations with the
chief police officer.

Thus we can see examples of different approach by two young
ladies under similar situations.

In the lay Parvatray has doubt that queen Lilavati wants a

[1]Ref: Book: Bhavai: Page 256: by Dr. Sudhaben Desai
Page # 157

young husband. With these couplets he makes its self

investigation of it:

TIcRIT: AR IR &7 37 QM2

ST fo3aoT Qe agroT?

RS aX AT &

d SiieleT T ATOT? Helol 377q 3119 U1 ...

Queen Lilavati loves Parvatray whether he is old or young.
Searching the narrow-mindedness of husband Parvatray she

asks:

retractt: 3rg@ foHary §f fis] §@ o giq w72, HGRIS?
ATTadT: & o HHSIT ATY 3TART FHeAelT hIS aTd

3T THRT HUATHTT QORI e, (1]

Thus Lilavati faces every crucial life situations by remaining
neutral. Showing this, the playwright makes us aware of the
strong will-power and gorgeous personality of Lilavati.

In Bhavai, many emotional songs are presented. These songs
or couplets give voice to the inner grief of the character.
Poetry goes with heart. The poetic words are more effective in

display of the emotional experiences and also help in

advancing the act. In ‘#ofiar It A 9210 Maniba informs to her



friends that she is unable to bare this loneliness and she is

[1] Ref: Book/Text: Jalaka: Page 99, 100: by Chinu Modi
Page # 158

desperately remembering her husband. Hence she asks her
friend to send message to her husband Kuvarji about her
unbearable separation. She orders her friend to dispatch the

love letter which she writes to Kuvarji.

FONET: T3 91T 31T ST ¥
ameY BT Ay B ¥

Al CART

A AT T A Y
3HeT HaTols! T T

T AUATAT A 31Tar

g4 fogeAr ear amar ¥
WU&W [1]

For both the ladies - Jalaka and Maniba - the pain of
separation from the husband is stinging. Depressed due to
separation from their loved ones, young Maniba desires to
meet her beloved. On the other side, many years have passed
after Parvataray killed Jalaka’s husband Karnasinh to capture
the royal throne through tricks. Matured Jalaka had been wise
enough in accepting the situation. Her pain in the play is
subdued where as Maniba’s inner pain is shown clearly. She
has only one ambition to get justice. She is ready to do

everything necessary to establish his son as king. In the third

[1] Ref: Book: Bhavai: Page 430, 431: by Dr. Sudhaben Desai
Page # 159



scene of act one, Jalaka standing with dry branch in one hand
and green branch of a tree in the other. Jalaka’s dress is

matching to that of a wizard.

Astonished by seeing Jalaka in this costume Rai says: “UsT

AT STaT The, TEALTCHT ool TgeTRT 3Tol 31T HTodT S CTHT SGIR ST

S .. While replying this Jalaka says: “G&®dedl 3T AIRIHAT

HI?E’ITWNFIT, T ARY 3TRT & 74T 3R 1

SITeTahT; 3TSTd STl dlgmmmw

81 g o Gob W&, A oA el oire]
3TH SATY FIhY I 5T Hep =T dlef

Here, the playwright has very sensibly and nicely disclosed
Jalaka’s personality, her ambition, desire for power and
Jalaka’s love for her son.

In realistic plays, to make the dramatic moments more
enjoyable, to create desired effect on the audience’s mind, the

action is presented on the stage. While in folk play Bhavai, the

[1] Ref: Book/Text: Jalaka: Page 101, 102: by Chinu Modi
[2] Ibid: Page 102
Page # 160

action of the play is represented in an non-realistic in a form
of narration or a song. Avoiding the unnecessary action on
the stage, the happening in the play is only indicated through

its description. For example: Dr. Bhanuprasad Upadhyay,

while giving examples of ‘&sT gfefor & a0 says that “The



happenings are narrated through dialogues to avoid
unnecessary action scenes which becomes its unique feature.
If Zando is shown being beaten with stones on the stage in a
scene, then it is not appropriate as per the Bhavai norms
hence the scene is made simple with dance, making use of
rhythmic & poetic dialogues along with the dance steps. If
killings of Zando & Zulan who are engrossed in love game are
shown on the stage then it does not create feelings in the
audience which it could have created otherwise however it
easily conveys the meaning of the situation. Thereafter,

dejected and disgraced Zando becomes Fakir”. [1]

SeT: HgTol HT foga Y
SeTUTe! ElTell Tl ST

31121k ST J g
Y oI HIgdHh grsil

After Zando, Teja describes the scene to the audience:

cTolT: Hislel 36 ARAR
AT foereh e

[1] Ref: Book: Bhavai ma Alienation: Page 71: by Dr. Bhanuprasad

Upadhyaya
Page # 161

STl 3787 of ARA Y

In the third scene of the act, while guarding his garden Rai
tries to kill an animal with his arrow and accidently arrow Kkills
the Parvatray. Chinu Modi has suggested this scene of

Parvatray’s death through chorus. Writer has created a

beautiful dramatic moment in the chorus song “3RY, 9dd B3



10T by putting contradicting thought in the last line. Here on

one side the situation is of greef due to the death of Pratapray
and on the other side Jalaka is happy in taking a step forward
to reach her goal. She modifies her plan and through
Shaktisinh declares in the royal court that the young
Parvatray who has taken treatment for six months will

address the people.

PR HOUTSTTY Al HUTSATUY YUT G g Uq

[ ] o)

TS FINATAT T Igell Idcl BIS (Il

R FIHAS oI5 wiehcal TehT T TS
ae] SOl R By Y T 378 dfers,
T foSaRY et g o Sigal wor oo

[1]Ref: Book: Bhavai: Page 271: Dr.Sudhaben Desai.

[2] Ref: Book/Text: Jalaka: Page 104: by Chinu Modi
Page # 162

In this play, the writer has declared the news about the death
of Parvatray through ‘chorus’ with the purpose of it being
helpful in the dramatic flow i.e. the past event is expressed in
brief by tactfully using the continuous present tense which has
successfully made the scene more live.

In the next scene, Mohini - lover of Rai, has come to the city
by jumping over the fort wall and leaving the lotus lake, to
meet Jalaka on the request of Rai. She wants to meet her
beloved in the name of Jalaka. On one side she is very much
eager to meet her beloved and on the other side she is

confused about Rai that will he come or not!



317t fa¥g A shrer AR, feam ardy =,

Mohini is uncertain about the residence of Rai, even then, not
able to bare the separation, persuading her own mind she is

moving in the city to find her love.

ATIgeAT: TG o 9T g T2 TTofl af 37T el &.
In ‘fAuTET @ 3210, Maniba, on experiencing loneliness while

remembering her loved one, explains her mental status to her

husband through a letter. While in the play ‘STels10, tired of

searching Rai, Mohini becomes impatient and displays her

feelings through a song.
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U o YobAT 37Tl STl A

At this very time, Rai comes and takes Mohini to his mother
for a meeting. Jalaka thinks that Mohini will be an obstacle in
her plan of projecting Rai as Parvatray, hence she thinks of a
secret plan to separate Mohni from Rai. Mohini is a step
daughter of Lilavati. Now if Rai becomes husband of Lilavati -
(her step mother) then Mohini will never tolerate this, hence
Jalaka very cleverly informs her that Rai is a murder of her

father Parvatray. Rai shows his innocence for this, even then

Mohini ignoring him says: "8{ef 87erl quT J ART fAYATA §aRT &,
s, 3 AT egTel oF 81, 2] Saying this Mohini walks off but is
unable to go. She is in confusion and talks to herself “38&1‘3;'

T Al HPSTHYT AT & 3 °Te] T Al i Tl @rg o =f=) 9= Sy

& Ueh R FOTdTAT 07 & 31 il ST6] Hefell Aledelledl. TROT Trerd]



STO O 3T o ¥HaT, 38! (3] Saying this she falls down and

Rai manages holds her. Mohini gives her hand to Rai and the
scenen ends.

In the third scene, Jalaka asks Manjari to kill Diwan
Joravarsinh somehow, as she doubts that Joravarsinh will be
an obstacle in fulfilment of her goal. In the play we get no

evidence that Diwan Jorubha will be an obstacle in

[1] Ref: Book/Text: Jalaka: Page 115: by Chinu Modi [2] Ibid: Page 121
[3] Ibid: Page 122
Page # 164

achievement of her goal, even then Jalaka asks Manjari to kill
Jorubha which does not match in context of the plot.

In the realistic play an actor creates illusion of a character but
opposite to this bhavai actor never becomes a character

entirely. Dr. Bhanuprasad Upadhyay very nicely explains this

with this example: “In ‘f&oTeT =T 320, actor Manibhai

maintians his personality as Manibhai while demonstrating the
character of sati Maniba: so here not the identification but

demonstration is in focus.” 111 In similar way we can see
another example: In ‘#AGRY AT 3270, Rangalo asks Nayak that
which Vesh he is to perform? Indicatively replying, Nayak says
that we can take any Vesh whatever you say. If you say, we

can take vesh of Sadhu - §1al, vesh of cobbler - AT, vesh of

oil-extracter - &=, vesh of slaughter - #418, or else vesh of

Ramdev. Here we can very clearly understand that the actors
do not create illusion of various characters but make their

demonstration.

In ‘fAoTeT @ a0, attracted by the appearance of Kunvarii,

Rupali assume the guise of a Sansyasini to trap him in her



love game. On getting caught by Badhar, he advises her not

to move after Kuvarji:

STER: 31 STaTATET, FoRIesT 3TART aie ISt 2 Sidlel gaT ol & ATas,

[1] Ref: Book: Bhavai ma Alienation: Page 30, 31: by Dr. Bhanuprasad
Upadhyaya
Page # 165

Even after getting this firing from Badhar, she openly

expresses before Kunvarji her one-sided love for him.

TUTGN: FHadotT, §a’ramfrma1a1ma‘ﬂﬁ§.ea‘5ﬁmfr
ﬁ@ﬂﬁﬂ'ﬂi%&’f? [1]

In the play ‘Jalaka’, the maid Manjari, assuming various

guises like that of ‘Saraniyo — &1f2orAr0d, OFortune Teller-3idY

‘and ‘Combseller - sEHETSIO plays an important role in

helping Jalaka in accomplishing her goal. In the play, an
important charcter after Jalaka is that of maid manjari. She
gains confidence of Jalaka in guise of ‘Saraniyo’. In the guise
of a fortune teller along with Shaktisinh, plans to kill Jorubha
but fails and in the third act, poisons the ears of Lilavati in the
guise of a comb seller.

Jalaka is surprised to see Manjari in the guise of ‘Saranio”:

STTefeRT: 3 31T JLHAT?
FHRT: &7, 31T ATAUTAT AU TS QAT AT AT GIRAT ERITOOTIATAT
U 3 AD? [2]

Second time in the guise of a fortune teller, coming before the
Jorubha who has come to the garden to inquire about the

health of Parvatray, she says:

[1] Ref: Book: Bhavai: Page 438: by Dr. Sudhaben Desai

[2] Ref: Book/Text: Jalaka: Page 113,114: by Chinu Modi
Page # 166



HIT: 3T 3ToY 31T 3CITAATLT Sadr 72 ST SareT, el
GEE ...... dH dIdR FATAATT I81- FHIel T ggall
drenTs ITaT g, ART HERIA. (1]

Again at the end of the play, she comes in the guise of comb
seller, kills Lilavati by throwing a dagger.

Thus in the play, the ambitious character after Jalaka is that
of maid Manjari. She has joined hands with Jalaka with the
selfish aim to fix the match of her daughter with the son of
Shaktisinh. She appears in three different guises in three
scenes and makes the play more dramatic.

Further in the play, in the first scene of the third act, Lilavati
becoming crazy in joy as Parvatray is arriving after regaining
his youth, is impatient to welcome him. Similar type of

anxiousness we can see in the ‘foaar et A 9210. Here Rangaji

harasses Bibi and asks her not to wait for and to forget her
lover ‘Savalia’. Bibi has full faith in herself and in her lover
Savalia that one day he will come to meet her. Impatient in
her mind, Bibi sways away in emotions but does not leave

hope that her loved one will come one day.

Ougr &1 a1 A

[1] Ref: Book/Text: Jalaka: Page 126: by Chinu Modi
Page # 167

31T AIfdeAF IadT g, 1]
Like Rangaji, in the ‘f&ar et A 320, here in ‘Jalaka’, maid

Champa Rani tries to access the inner view of Lilavati’s mind

and makes a subjective comment. Balanced, firm and



transparent in all situations, Lilavati explains to Champa:

TROTEN &l o ofeT TuATHT &3 3,
ERET < dToHsl JOT Tl Aol SR of We,.

Here Lilavati is experiencing intense happiness as Parvatray is
returning after six months. Champa Rani is arguing on this

with Lilavati:
YT TREEGT 1 ol o, e o Rapara,
ST alai! AT T heT el Id?

On the other side, Lilavati tries to explain her saying:

o gTAT AT FOGaERITTT el 7 53 A,
quT J €T T EHST ST 3Tl SgTeldell & da. (2]

The above scene written by the writer becomes the preamble
of future happening. This is a first meeting of the Rai (who

has become Parvatray) with Lilavati who is anxiously waiting

[1] Ref: Book: Bhavai: Page 304: by Dr. Sudhaben Desai

[2] Ref: Book/Text: Jalaka: Page 131: by Chinu Modi
Page # 168

and gorgeously decorated with ornaments. Anxious in love,

Lilavati moves near Rai (who has become Parvatray) but Rai

very indicatively says that “deZirsl JeX fead Fell ey 9 aod
FedT &”. 111 Hearing this, Lilavati becomes sad and while
controlling her emotions says:

“egTell 5T 38 AT T e I T WET? § e Dawga) 3meet

THT T oY 9e fogad aem.” (2]

In the second scene of third act, Manjari is in fear that her
plan to get her daughter married with the son of Shaktisinh
will fail, so she decides to go in the kingdom in guise of

‘Saranio’ and declares the reality of Rai to Lilavati saying:



“IECRIA] & A IS Gol HIAR SATelehl s I3, Faled Tacird
Soilel JHRY J16 31edr &7, (3] Lilavati, knowing this reality, puts

a condition / bet before Jalaka to equate the past account:

olTeTaelY: § ART GreTst ART STt §A1g, TOT IR ATs T
& 31T TSTAT Tehol ISTATT T%%T&lﬁﬁg". d ART

e Sierea &, § aRT QoY Biefg T 30T
FogdTe U U & HASR? (4]

Jalaka accepts Lilavati's deal as her dream is fulfilled going to

be fulfilled hence she leaves the kingdom forever.

[1] Ref: Book/Text: Jalaka: Page 133: by Chinu Modi [2] Ibid: Page 135

[3] Ibid: Page 140 [4] Ibid: Page 142
Page # 169

Willing to adopt Rai as her son, personality of Lilavati is
personified. On other side Rai wins Lilavati’s heart through his
frankness and ethical values passing Lilavati’s tests. In the
last scene of the play, Lilavati adopts Rai as her son. She
decides to set Rai on the royal throne. Lilavati gets killed by
the dagger thrown by the hidden Manjari. With the uproar of
divine and ethical victory the play ends.

In the play Jalaka, we also get use of many poetic couplets
locally known as ‘ggT/ @lgq0. In Bhavai ‘Jashama Odan’, the
Ode locality people residing in the Patan city of king Siddharaj
Jaysinh are desirous for love, emotions and affection.

Realising the scarcity of these three elements in the Patan

city, they return to their native places:

HIS: U HITSATATST S A STeATarst S
@ ar & AT SATarsS S (1]

In the play Jalaka also situation based ‘@Tlaﬁ%TrO are used.



For example, in first act, overflowed with love for her son,

Jalaka expresses her mental state with this ‘@T(”):
ART UT Tl AgT, < 10Tl 0. 2]

In third act, on getting the home coming news of young

[1] Ref: Book: Bhavai ma Alienation: Page 22: by Dr. Bhanuprasad

Upadhyaya [2] Ref: Book/Text: Jalaka: Page 91: by Chinu Modi
Page # 170

Parvatray, Lilavati asks the whereabouts of him to maid
Champa. Champa teases queen Lilavati by singing the

following couplets:

=T fo9g g1 wReer d foadenal Ues s
qUT 37TdT 3HT 379707 &Y Ues 90T Jad AT

YIRS , TGIIT AT, [1]

In director’s confession note, Nimesh Desai talking the
audience perspective into consideration decides to end the
play with the song maintaining the same round up form, as

the audience should not feel that the play ended abruptly with
the echo sounding “SiTelhl FaT &2 & & STTereh1?0. 121 The

playwright Chinu Modi and the director Nimesh Desai jointly
decided to add the last song after much discussions and brain
storming amongst them. This whole episode proves that
before a play is published in the form of a book, writer makes
necessary changes based on the valuable suggestions
received from the director and other theater persons, and

Chinu Modi did the same thing. This is a welcoming event. He
added this song “HITSHAT ShaT ATT TS5 ST 3Teb e ....0.

Due to this helping event, the play has become more



pleasurable, more entertaining for the audience who are the

patrons for the theatrical activities.

[1] Ref: Book/Text: Jalaka: Page 132: by Chinu Modi [2] Ibid: Page 16
Page # 171

In the play ‘Jalaka’, Chinu Modi makes a statement about the

use of Bhavai elements that: ‘SITEIehIEAT o RHTHAT H HATSAT ©: T
3791 39T HRIR S0 (1] but in my view and as seen in the

play, as he has not only used elements like Vesh Gor,
Rangalo, Rangali for the prologue and ‘Aavanal’ but has also
made use of other Bhavai elements for developing the plot of
the play. For example, he has given pre-indication of the
events, has made use of poetic dialogues, has applied tricks
to break the identification with the characters, and has used
‘Duha’, avoiding unnecessary action on the stage through
confrontation and narrating the scene through actors. Thus he
has created an original and very beautiful script capable of

dramatic presentation.

[1] Ref: Book/Text: Jalaka: Page 8: by Chinu Modi
*+*+*+*+*+*+*+*+*+*+*+*+*+*
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2) Kem, Makanaji Kya Chalya? - Sitanshu Maheta (1987)
R) S, FhoToll T ATeT? - FIHAR] Hedl OFARATTO(2¢b)

Poet and dramatist Sitanshu Yashchandra wrote a radio play

“Kem, Makanaji Kya Chalya?: “&#, H#eheToll T AredT?” in 1976

for all India Radio which was broadcasted by the Mumbai

station of All India Radio. In 1977, Sitanshubhai and his friend
Pravin Joshi (renowned actor-director of Gujarati theatre)
thought of modifying and performing this radio play in audiovisual
form. Almost after 10 years, in 1987 shri Nimesh Desai

got the script of ‘Makanaji’ and first time the play got its



shape as a drama.

In the beginning of this three act play, the Nayak, after taking
the blessings from Lord ‘Shiva’, Lord ‘Ganapati’ and Goddess
‘Saraswati’, gives introduction of the play mentioning about
the locale as the outskirts of ‘Bhadaran’ village and time as
the night of ‘Aso’ month. Thus he creates the ‘Make-Believe’

world.

ST (<8ThlIet HaTefel) 31T HIGIOT IMH AT TRTAT $el 3TAT
TIAR! FOTRT ST IART 31T 3T @A=L, 37 9587
JOTSISIAT ST oRIT & o YIS Al JesIasIAT

oY, FYeT ATSET | STUY ITAT . $TEI0T A

AOTTH o AW Tehg U &y &, 4T AT 3req 2 3T
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EANSA, 3T ENeaTsATE, 2 ST Ao
&HTS QAT & gAY FIRAS It ... G Il
TURIR &, 3T dl, 3T AT AL IEATe I .. o
3HT I g AT HATF AT TaT ST el I
o Uell ool SHiesT O) Trefail ST e, S31, #R
ST & o, TXHAAT dlgl, T 3T al ...... [1]

Here one boy from the singing group ‘interrupts’ the Nayak
who is creating the dramatic world of make believe.

IR 37T T IETHTS ATTH! [2]

Nayak ignoring him and again directly talking with the

audience shouts at the boy as if he is a dog and tells him to

go away “g383".......

#ATeh: 37TaY ... 31T .. 37T .. 34Taq1a1'sﬁ'€o’r, dldsﬁ‘lg, RN




A - HeA AT AT Geol, TTd a2 ...
SR 37T Al d@asie 1S, TGl 337cT I,
A AT 3TaY AT o SYel 3 F, 31T
$TEROT ITHAT IRTHT IR 37T BIRG HA oo
AT ATTh, Fee{cTe X &, delll [2]

The playwright by putting the wrongly pronounced word
[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 1 : by Sitanshu

Yashshchandra [2] Ibid: Page 2
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‘Seclcte’ in place of ‘seeite’ has created fun. In the play, the
boy from the singing group interrupts Nayak and says: “&
37Tl STaRieRY edl glel &7, Nayak, replying to his comment

explains that:

=ATIh: #Heh Heh ART TSl UHAT, FlTs] olrel!
e 3

IRl JTeET 3HTW?

oAeh: U ST dl 8, TS 3MTasT a0t Gal D o
sATeeh AT Tai. 1]

Further extending the prologue of the play, the Nayak gives
description that it is a night time of ‘Aso-3m&ar® month which is

full of stars and this place is OaRIO-a common meeting place of

the Bhadaran village.... here Nayak helps the boy to create

the virtual — make believe world on stage. The boy also

confirms his statement and says: ‘&, 3eaT 86 &." [1]



On comparing this situation of the play with the traditional
Bhavai, we can see that in traditional dramatic format, the
actor always give information to the audience about the locale

and time of happening. The traditional folk form of drama

[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 3 : by Sitanshu

Yashshchandra
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- Bhavai is a acting dominating format and an actor
supplements the ‘Aharya Abhinay (the acting which is done
with costumes, ornaments and surrounding)’ with the help of
his ‘Angik Abhinay (bodily acting) and Vachik Abhinay(acting
by voice and speech)’. The actor describes the scenes as if he
is present during all the happenings. The way in the play
‘Makanaji...’, the Nayak creates imaginary world by describing

‘Bhadaran Village etc’ and the audience easily accepts his

description, similarly in the Bhavai ‘Kaba no Vesh - &r&TAr

aer, the Brahmin promises in the beginning of the play to all

the happy, unhappy, sick, widowed, baggers, rich etc, that he
will foretell their fortune. Interrupting the Brahmin, the Nayak

informs the audience about the locale of the scene:

I o SN SiasTd, qoT @ g, Arell 817,
HSTIT 81, dIR g1, o 2 Srer Siasa? odr
aR SO AT g1 df AT, 3T AATS IMH A B.11)

Thus audience accepts the locale which Nayak describes.

As such, the Bhavai troupes move from one village to
another, so the same vesh is being performed in many
villages, hence the actor has freedom to improvise the scene

by mentioning the name of the village and that of reputed



persons of that village through his dialogues. For example,
[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 4 : by Sitanshu

Yashshchandra
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when ‘S[aurr G210 was performed in Vadodara, the Bhavai

actor improvised his dialogue by incorporating name of
Vadodara during its presentation due to this audience feels

more homely with the presentation and is thrilled:

SQUT: H § WISt gerare

Y Teh deldR ATR

dl of of FSTer anA

ﬁg@ﬁw [1]

The freedom which the Bhavai actor is getting in the
traditional drama form has appealed the playwright and hence
he has made its indication at three to four places in the script
that ‘performer should take names of the presentation hall
and that of the place in the dialogues’. We have seen earlier
that how the boy interrupts the Nayak and informs the
audience that the play is being performed in Ahmedabad.
Further he declares the name of the play, its director, writer,
actors, back stage artists, the company troupe which is
performing that day etc.

Thus during the performance of the play, one can mention

about the changes in the place of performance, actors, back

stage artists etc very easily.

Later in the play, the role of ‘Makanji — A&«1ai10 is allotted to

[1]Ref: Book: Bhavai: Page 235: by Dr. Sudhaben Desai
Page # 177

the interrupting boy. The astonished boy after hearing this

announcement says to the Nayak:



SIRI: B 6T HTE ATH 3G o Hel 8Tl g Tolle, STaelar
& BdC IIANRTAT qUT Gl 72? HATOGHT AT ...

ATIeh: ST AT AXGS<AT e 91d ey .

SR goT 2fY §19d. (1]

Nayak explains to him about the hero of the play and makes
introduction of the character of ‘Makanaji’.

In traditional Bhavai vesh, every character enters on stage

with their entry song - "31a0T’. *‘Avanu’ is sung in chorus or by
the character himself and gives self introduction. In ‘Sraft

SieToT & a9r0, Jogi is a devotee of God and is in his own world

while entering. With the help of this ‘Aavanu’ it is informed to

the audience that he has put on red colored cloths etc.

I Jerg;: SIS 7Y TFCT ST
STefiST 3Tear HAdr HHAAT
ST gy ret i
Saf=AT STUHAT ST = ST

STrefT T IAGT STear

ST 3Teat A HAAT 2)

[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 7 : by Sitanshu

Yashshchandra [2]Ref: Book: Bhavai: Page 353: by Dr. Sudhaben Desai
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During the prologue of the play ‘Makanaji...’, the Nayak guides
the boy, who has helped him or say has participated in the
development of the play, towards the main line of the story

describing ‘Makanaji’ as a devotee of God similar to ‘Jogi’ in

*Sireft SieroT A a0, The ‘Aavanu’ of this character ‘Makanaji’ in



the play is done like this:

THg: 34T [Ag= U 817 | 87 ¢!
ATIH/HHg: & 3TH IS WrE aTd =11 g1

sIIeh: o1 Al YT ART AT, A 9T H:TAT 3Td! ST 74?2

B U?o'rammsﬁ? [1]

In traditional Bhavai, we could see the characters that are
having authoritative powers like in O3isT SelvTT AR10; ‘Zando'’ is

a chief police officer of the ‘Unza’ village and ‘Teja’ is her
lover. In the beginning of the vesh, Teja, along with the other

group members, sings ‘Entry Song’ for Zando.

3FR @ AR AR

a?rﬂmsgaﬁm [2]

[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 7 : by Sitanshu

Yashshchandra [2]Ref: Book: Bhavai: Page 257: by Dr. Sudhaben Desai
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The Entry of the politician “Urfe Saheb-3%X &g« is also

arranged, by the playwright. This character represents the

politicians in the society.

TR 3t 3TTedT dcTall

JET: g1

TR AT BISAA _ BIS YU BRI, AT I
IR (TATIET) AT 1!

[The girls running here and there suddenly stops and



interestingly looks at ‘Urfe’]

SITeh: It 31T, TTar
3N eXeh ST FaTeTaA
7S, graY STaTd 3@

lepl: E¥ah TTT aTelal!
3R SO STaTe A [1]

Thus remaining with the singing group, the actor Nayak
arranges the ‘Aavanu’ of the character ‘Makanaji’ before his
entry on the stage. By giving information about this character
to the audience, he removes the element of curiosity in them.
In the similar way the writer arranges ‘Aavanu’ of ‘Urfe’. Here
the writer has arranged ‘Aavanu’ of the main characters only.
With the help of ‘Aavanu’, the writer describes the nature,

cast-creed etc of the character through poetic lines.

[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 41 : by Sitanshu

Yashshchandra
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The traditional Bhavai prepares the audience thoughtful and
awake, showing the power of complexity of life, it makes
them alert, and the gives vision to look at life which is
developed from this experience i.e. philosophy. In the folk

drama Bhavai, the shades of Indian philosophy are seen in

many veshas. For example: In ‘&d€c3 dleleci3ar a0, at the

end of the vesh, ‘Chhel Batau’ while concluding about the life

tells to the audience that “3T9oT SfaealT AT ST TUHT Ff ©,
Wmmmmagmmmmﬁawgév’

Further giving an opinion he says that we have arrived in this

world bare handed and will go also bare handed.



el T3 TISAT TISAT T g, TS F T A
g2l eeT J9 SREY 2t W8 aTH
AAAGRT AT, A AT BaAT HHTH. [1]

In the play, Hukumchand Sheth and his bodyguards come to
Makanaji’s house and throws all his belongings out on the
street as he has not paid the debt of Hukumchand Sheth.

The ‘Boy’ who has yet not realized his role of Makanji, gets

astonished by this event and asks the Nayak: “dTI<h! 34T%I
S@sSIaX 27 Replying coolly, Nayak, as if explaining the

Indian philosophical vision, says:

[1]Ref: Book: Bhavai: Page 282: by Dr. Sudhaben Desai
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ATeh: HehoToll! Taf ATH Fosieal 3UTURY U5 S
Te] & JUTURY U SR SE. [1]

Here, Nayak, giving the religious principle of lord Krishna to
the boy who is acting as Makanaji, informs that in the life of a
person i.e. Makanaji, happy and unhappy moments are going
to come as per the cycle of life, Makanaji will have to face all
the situations without compromising his faith in previously
performed deeds. With the help of this scene, he mentally
prepares the actor playing the role of Makanaji and gives him
courage to face the truth of life.

The play has been started and other actors have been
engrossed in their characters but the boy has yet not entered

his character of Makanaji. Before he could understand

anything, the character of ‘Hukamchand Sheth—gwﬁ'cr Mree)

the merchant who is also a landlord of Makanji’s house)



scolds him:
EhATE AS: IS TTel g HIET IS o HIETH FaATdlel Seeholl
HIOT Jell? ITHATHTS HIGHR hH? oGl

TIRYAS Ha? FATdT A0 Al 7 T, BT g1

3T, =¥ Iy g2 g R T | AR

dRY HTSeer?

[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 10 : by Sitanshu

Yashshchandra
Page # 182

FHebTSN: (28TPlel) §2 o o2 (ASe) §ST o §2 [1]

Dr. Prabhudas Patel notes that: Here with the reference of
“"HUNDI"”, we could see the myth about the ‘Krishna’ and
‘Sudama’. 21 Making use of the Bhavai format, the writer has
molded it in the modern concept. Adding to this Dr. Mahesh
champaklal says” Similar to the character of medieval age
Sudama, the Makanaji of Modern age is also a straight
forward, innocent, aimless humanbeing; like lord Krishna of
Dwarksdhish, the big merchant of Sundargadh ‘Amathalal
Shah Saudagar’ is his mentally believed friend”. (3]

Further in the play, a small girl arrives from the back stage

and embraces Makanaji calling him ‘Father’. The boy looking

towards the audience utters ‘amar?!” then ‘31 SO and
further makes a self talk: “trouble never comes singly, ‘&3r!
IS, 3 heall 18 B, goll?

ONRLT: ST ST Teholll HIY, GrooaTdll, G, STTel o Feell ot geir
HATHS &7 -1 & A7 (1]

The playwright gives information about the presence of



characters and the locale just with the help of its mention
through the boy who is playing role of Makanaji. The boy, who

has yet not entered in the role, very amusingly indicates to
[1]Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 11 : by Sitanshu

Yashshchandra
[2]Ref: Book: Sathotari Gujarati Maulik Dirgh Natak: Page 57: by Dr.
Prabhudas patel

[3] Book: Rangdwar: Page 63: by Dr. Mahesh Champaklal
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indicates to the audience: “&e &? T 378 FUI gATSHT ITAT

4 SETCAT?” 1] Thus by mere mention about the unnecessary

action to the audience, the boy advances the play.
In the traditional Bhavai, the unnecessary actions are avoided
and the happenings are conveyed through dialogues. This

becomes a salient feature of the Bhavai format. For example:

in ‘Beleel3 daradci3ar a0, during the war between Delhi and

the Southern States, when the war material and ammunition
etc ran out of stock, the Delhi emperor proclaimed to the

public that who can who will deliver the war material to the

battle field? In response to this appeal, when ‘Lalliyo-aTfZeray’,

the son of blacksmith OChandanO showed his willingness to

deliver the goods and also to fight the war, the emperor gave

him a pseudonym as ‘@e€ci3 dleleci3 . The emperor gave him

red and yellow tents, elephants and horses etc and sent him
to south. In the Bhavai, the description and the mention of
the cities he passed through during his journey of south is
informed to the audience through a government servant as

given below:

99T; NS deT3or al fsTehal




Sd YJ hd, HhIH YT HhlH
) < ) S

31T 96 d6d IeHGEIG 3T

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 11: by Sitanshu

Yashshchandra
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HHAGIETG 3T
39T dEaT THSTIN 313...... (1]

Here, the government servant peg provides the information
about the journey to the audience and gives them idea of the
places and time. Whereas in the play the boy playing the role
of ‘Makanji’, gets involved in the theatrical world through the
mention about ‘Makanaji’s family members, emotional entry
of his daughter, the mention of his wife etc.

The important element of the traditional Bhavai is chorus. Any

Vesh without the chorus is unimaginable. In the beginning of

Bhavai ‘&TeTeil #gRTST=r 9210, the Nayak invites the singing

chorus on stage to sing ‘Aavanu—mﬂlf) of Kanaji Maharaj.

+ATeh: 37T $ITSIT SN AT G918 D hisToll ARTST TR B....
37T HIS 3T MO 3T,

geq, - AR areft HTOAT ARTSTAT

FrET aRfT HTOAT ARTSTAT
& 8T Y Ael. 2]

In the play, opposite to the realistic plays, the boy gets

transformed into a character of ‘Makanji’ before the audience.

[1]Ref: Book: Bhavai: Page 281: by Dr. Sudhaben Desai
[2]Ibid: Page 458
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e §a’rqv—\tnam13ﬁra‘r 31T gfoeTaTar. 875 3
HehadT, Il GUT JAIBT. SABT & 98T OFFO hal
&2 §? IS BT, TUTA, T, HIST, AT el
HEATS Vel Sfaci T-TAT gV o, AR Ig I,

T ST Y 3179 AT, U D Tehe A

doq. T

1 :Coh. [1]
Thus the playwright has very cleverly interwoven the specialty
of the traditional Bhavai in which an actor speaks which the
chorus repeats. The alertness of the actor playing role of
Makanaji is also going to be tested in other scenes of the play.
For example, in the third act, during his search of his friend,
Makanaji comes to his own village instead of ‘Sundargadh’. In

the last scene of the play, he gets confused by seeing ‘Haveli

-a big palace like building-gaeiiO. He doubts whether he forgot

the lane or the village? And to check the correctness of the

address, asks the watchman at the door:
HehToll: HTg GARUT, 31T Fdeil? HIei? HIS GaRUTS?

On being asked in the old literary language it is not replied by

the watchman so he then uses the modern language

addressing him as ‘#1g AIhIGRO and on not getting any reply

again, he addresses him as watchman:
[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 12, 13: by

Sitanshu Yashshchandra
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HehoTol: ‘HTS, 3T gdell el & araATe$20 [1]

The actor playing the role of Makanaji is so agile that he
knows that he is playing role of Makanaji but here he is only

the presenting the character of Makanaji. The playwright



Sitanshubhai has very tactfully drafted the dialogues for him
and has appreciated his alertness as an actor.
In the traditional Bhavai, we can see many such scenes where

pleasantry and jokes are utilized. For example: in the

traditional ‘aNaTadT SETTAT a2T0, ‘*Goval’ and his friends

‘Dagalo’ etc harasses the ‘@8R - women who are carrying

waterQ by obstructing their way. ‘Nayak’ also taking the side
of the ‘Goval’, calls the ‘Panihari’ and says: “fHgaRI, 31T 374,

31T 3aTes THART LT ol A .7
gAY (Fshieh 3T 31T Mpes AT MG B2

Mischievously replying to them, Nayak says:

ATIh: AT T TAT AT I AT IMATd . AT Flar
HeIT Ueol 36T HAGS IMHAT ATdIeT IRIAT . [2]

Further in the play, the Makanaji is forced to vacate the house
[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 95: by

Sitanshu Yashshchandra

[2]Ref: Book: Bhavai: Page 340: by Dr. Sudhaben Desai
Page # 187

of ‘Hukamchand Sheth’ due to his debt. Makanaji requests
‘Sheth’ to find some solution to the problem, giving him
reference of his family’s old relationship with him and urges
modesty from the sheth. Makanaji’s wife also adds to this

request.

FeheToll: ATISAT! g TS HTel. JTIUN T AT §g ST ..
I3 sUT 9grel.

HepoToll: (G3aT) BT gT. HICT STYAT CHAN (ASeT) Fg faTasy
T, 31T sl 9GIT. (a31) g ar areiie ure] U5 a1



&, ST S o_-lﬁ’?! [1]

The way the Bhavai actor makes mischief; here also the
playwright has created piercing laughter through Makanaji’s
dialogue addressed to his wife.

In the play Makanaji requests the landlord to find out some
amicable solution keeping in view the age old relationship
between two families. ‘Hukumchand Sheth’ firmly suggests
him to settle the debt if Makanaji want to find the solution. In
the mean time, Sheth’s attention is focused on Makanaji’s
wife and he declares his infatuated feeling by implicit

language to convenience Makanaji:
NG: ST HehoToil, TRT el HID. T Tl HRT ATAT HTS Sal
IO, W @Y AR, DI, 1Y, 317 e”Ar. A

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 15: by

Sitanshu Yashshchandra
Page # 188

Tehal XA, ! Sheth reveals his desire and says:
TToll ST o GAT JTBIeiT ATdT Ueh AT 9T I of Ueh
ARY 9. AT areat AT g1 Y. SITST AT, 0T 317

e :HTrTcHoocol I, 8hd 8%d! [1]

Here, Makanaji realises the bad intention of ‘Sheth’ and hence

he shouts aloud ‘&#FERO. From this scene, the boy gets fully

involved in the role of Makanaji.

In the play, after this episode of the ‘*house keys- %0,

Makanaji with his family stays in a ‘serai-g#2f®r’. When

Makanaji is about to go to bazaar for purchasing household
items like rice, flour, soup etc for dinner, his daughter shows

obstinacy to get her sky coloured earring repaired whose



pearl is missing. Dejected Makanaji looks at his wife and then

collecting the earring from his daughter says:

HehoToil: BT, Erehdl ST D il gehlel Gooll g l,
HeTACTHRITST...

(Exits with earrings in his hand)

ag:a’r,a’raqs"rmawatzami..[z]

(Darkness on stage and then lights)
Stage instructions: [Group of actors creates the scene of

market. The singers and music players stand up from their

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 17: by Sitanshu

Yashshchandra [2] Ibid: Page 25
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places and makes various line of sellers with the help of some
properties like weighing balance, table, sitting arrangements
etc.]

The format of traditional drama is very flexible, and as it is
acting oriented, an actor can create live scene on stage and
audience believes in it. Here also one actor represents various
characters. Making use of this element of traditional drama,
the playwright has given above mentioned stage instructions
for the group of actors to follow under different situations and
assume the role to play so that play gets more clarity along
with the space to an actor and director for their ideological
freedom. Secondly, the playwright is aware that he is only
making use of the Bhavai tack ticks in this play. For example:
In the Bhavai vesh, there are no scene changes or blackouts
but they are common in the plays. Hence, very tactfully the
writer has given the stage instruction for ‘black out and
lights'.

Thus, the plot development of realistic plays is just opposite



to that in the traditional Bhavai format. In realistic plays, the
audience is made to get involved in the total scene whereas in

Bhavai audience is kept aware about the happening on the

stage. In the play’ &, #eheloll 4T dTedT?’, the beginning of

the second act also opens up in traditional format in which the
singing chorus with the musicians is sitting on the stage as it
was in the beginning of the play. One singer steps forward

and asks the Nayak - ‘Further what happened in the story of
Page # 190

Makanaji?’ Thus by asking this question he helps in the plot
development.

Dr. Bhanuprasad Upadhyaya mentioning about the reference
of alination in the traditional Bhavai format says that Bhavai
actors also communicate directly with the audience. During
the vesh presentation they come out of the character by

establishing their recognition as an actor they directly talk

with the audience. For example, in the ‘S[&uTr a0, when

there is uproar in the audience, ‘Juthan’ asks them to be silent

by directly talking with the audience:

S[aUT: 3-]T§'°htls|t4 HATA?
Hmaamwmﬁaa@résgvme’rm

AT §?

STQUT: el FUT & |? § ol T THA H3F .5 [1]

In traditional Bhavai presentation, the plot advances with the
help of the singing chorus and musicians (the musical band)
through their dialogues; in the similar way the playwright has
made the beginning of each act through the drama company

which is narrating the story of Makanaji. The third act also

begins in the same way:



AT 3o, TSl 3ieh ], SETST S FeTe
gl AT (3HT S aleleh IR ATT ARY) SET 13T, ART

[1] Ref: Book: Bhavai ma Alienation: Page 169, 170: by Dr. Bhanuprasad
Updyadhyaya
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IS ST ST ARY ATTSI3AT

SISIT TG (3HT S TR AT Sleleh U 3eT HTAT U ATT ARY)
SitefT e ART SAar dTe.

TRl AT TIH d? (Sleleh I ATT ARAT ARAT) S8 i3,

SIS TAAY: (STeleh ST, Uelle] AT GTalT) Fam X.

el Iaar: TIH d?

SISil AT TIH O Teeleh AT TG TR ATGST Stdl oIy
@ deI3T; SHic! D U ST 31T $hgdTd (Sleleh ofs,

UTT ARA! ITET ST B)

TRl I (R ALY 39T 3T T § S SNl A
A HeY ©. TI-ag! AR AETG o AR
AE3M T ARSI o A3, IRA FA 9

T, Prerepierr NDUE, o I1-f lem HI H

a%’f, T [1]

Here advancing the story further, by creating mischievous
dialogues amongst themselves, the actors attract the
attention of the noisy crowd towards them. The audience
observes the silence and the play proceeds further. By

eliminating the difference between the actor and the



audience, and by establishing direct contact with the
[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 68: by

Sitanshu Yashshchandra
Page # 192

audience, the playwright has achieved the described element
of alienation explained by Bertolt Brecht.

Further, ‘sheth Sumanlal’, ‘Sevaklal’ etc makes fun of
Makanaji who has approached them for the household
provisions of their food. The sample of the earring which his
daughter has given to Makanaji, is grabbed and credited
towards Makanaji’s debt by the grossary merchant. Makanaji
implores to get beck the earring and returns abashed when
fails to get it back. On reaching home, Makanaji lies to her
hungry and crying daughter for the earring. Hard pressed due
to the tight home situation, his wife decides that:

w:gﬁmﬁmﬁa@m@...g&waﬁ%qﬁzﬁa—gﬁ
HTE B TeaTeT . T8T § T ERAT LI AR Seell
1Y, FH o FHTelr o GLer & FioeTar o Seellein a1 ..
TSB! A1 ARl I3 ... [1]

Here, perplexed due to the determination of his wife,

Makanaji proceeds to meet ‘Amathabhi-3/am#ms0 to collect

true answer for his dreadful question. The first act ends here.
There cannot be a play without any conflict. Conflict is
essential in a play. Conflict could be between characters,
character and the circumstances or there can be inner conflict

of the character with the self. For the speedy action, conflict
[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?: Page 33: by

Sitanshu Yashshchandra
Page # 193

is unavoidable. In the traditional Bhavai ‘fAuter adist a2rd, the



conflict of values between ‘Kunvar’ and ‘Maniba’ is depicted
through a song in which at the end of the vesh specific result
is obtained i.e. husband and wife reunites. In Bhavai,
appropriate poetic lines are created for every scene which
helps in advancing the plot.

The ‘Kuvar’ who has come to rest in the garden, during

quarrel with *‘Maniba’ tells her that:
S Sodll THRY T
EICICIRG)]

Angry with this behaviour of ‘Kunvar’, Maniba harshly tells
him that it does not suit to enter somebody’s garden. Further,
‘Maniba’ asks ‘Kuvar’ to immediately get out of the garden
otherwise be ready to be beaten by a hunter. Listening to

these words, ‘Kunvar’ sings further, teasing ‘Maniba’:

Fa¥: sTeell AR aroft
EICICIRE)]
Q'Uﬁ?gﬂ?mﬁgf? [1]

In the second act of the play, ‘Makanaji’ has come out to
search for his friend ‘Amathabhai’ and is stumbling door to
door, he is wandering everywhere even then he is unable to
get the address of his friend. The desperate efforts which

‘Makanaji” made to search ‘Amathabhai’ has been expressed

[1]Ref: Book: Bhavai: Page 440: by Dr. Sudhaben Desai
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through “&rar 9rert eRATAT...O by the playwright.

ST h: 31X HIATITHI Qﬂﬂmagmsﬁagm’{!

HR AR 21
9 9



AG AG , TUT o Heod !

T AT A o arey T T
SR AR, THRTA

317G fag= et

g fogadr sfiehesdr SIRT S, [1]

The writer has made songs referring to every scene which
helps in advancing the action of the play. In the beginning of
the third act also, the playwright very indicatively placed a
song related to the democratic parliament that how the
politicians lavishly spend people’s money after getting elected.
With this song the culture of the politicians is exposed very

sharply:

ST 31 31 31 S
3A HAT FAT A |

373 & T, WY 3 S HIT A

[ ST37 3R dlell, A3, FeIAd Saa

< AT FIT, TERY FAT, BT - dlegiRels
3H g TSI T, AT AR §3. [2]

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 38: by

Sitanshu Yashshchandra [2] Ibid: Page 70
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While talking about the songs which the playwright
Sitanshubhai has incorporated in the play, Dr. Rajendra Mehta
says:“Unmistakably song accompanies every entry which later

becomes an indicator for the next scene. Thus the playwright

has taken work of ‘Sutradhar-fsarRO from Naykak and has

synthesized the plot development”. (1]



In traditional Bhavai, we come across examples of symbolic

use of the language in many Bhavai vesh, for example: in

‘[AureT Fdar a0, ‘Rupali is intensely chasing ‘Kuvaraji-prince’

and she follows ‘Kuvaraji’ and ‘Badhar’ wherever they go.
‘Rupali’ makes all but unsuccessful efforts to flirt with
‘Kuvaraji’ in her love trap. Ultimtely when she stands aside
being offended, Badhar alerts ‘Kuvaraji’ and suggests him to

be careful with her.

ST dgIcY, dTdh dgIcl.
A+ § AS 87?7
TR §T #TS &1

ATk 2] 8T #TS g

STER: TH FgIeY 8, B0 1@d, @eRaR 364, [2]

In the play ‘Makanaji’ also use of indicative language is done a
bit differently during the meeting between ‘Urfe’ and

‘Makanaji’. Before this meeting takes place in the play, the

[1]Ref: Book: Natyarag: Page 60: by Dr. Rajendra Mehta

[2]Ref: Book: Bhavai: Page 433: by Dr. Sudhaben Desai
Page # 196

situation is, in the politician Urfe’s constituency, if by tonight,
the blankets, utensils and money are not distributed amongst
the voters, then there is no possibility that ‘Urfe’can win and
his winning procession can take place. ‘Urfe’ is worried about
this hence decides to make use of innocent ‘Makanaji’ and
plans to meet him as if ‘Urfe’ is ‘Amathabhai’. Here ‘Urfe’
informs his associates to prepare exact dummy set of the
luggage which *‘Makanaji’ is carrying and explains the trick of
filling it with money and golden - silver ornaments which they

will exchange with the original one. Thus he sends to



‘Makanaji’ his (Urfe’s) own photograph declaring it as that of
‘Amathabhai’ and also send a telegram to meet at the
caravanserai of village Nathmadhi. In this way, on receiving
the telegram and the photograph, ‘Makanaji’ rushes to the
Nathmadhi village in excitement to meet ‘Urfe’ who has
become ‘Amathabhai’. During the time, ‘Urfe’ who has
reached the caravanserai of village Nathmadhi is waiting for
Makanaji’s arrival. When simpleton ‘Makanaji’‘comes, the
politician ‘Urfe’ hugs him in the name of actual ‘Amathabhai’.
Now here the humorous thing is, Urfe has never seen
Makanaji but his assistant Bhimo knows him well. Hence, Urfe
asks Bhimo to give him signal when Makanaji arrives after
confirming. For the signal, he suggests that Bhima should
take off his cap so that ‘Urfe gets confirmation that true
Makanaji has arrived but in the mean time Makanaji arrives
and rushes towords Urfe to embrace him thinking that he is
Amathabhai which alerts Urfe who asks Makanaji that why he

is so thin and weak? In reply, Makanaji says:

HehoToll: HART STSTET! TIRT -l T dl aRT foaRg & oY
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Urfe stops here for a moment to get confirmation from the
Bhiimo who is a police man, but astonished Bhimo is unable to

understand anything, hence Urfe under irritation tells him:

3 : 3N TUR caRuIe HifAwg! (Fieer HifFag a7 ©)
AT A g T2

3 : AW ¢ 3T HART <A YRR FAT HRT STS90T AT Jl
AT HAhololl ALT?
YA 8T, 8T ... WIed! TH 3ol o1 YT (TSI A ... AT

FLAAT G ... IIgd!



Thus, Bhimo takes off his cap and stands.

3 : AGIER! U AN HIRRIAUNAT SEA o ARy arerst
T3 T aTe geear Y 37

Reconfirming about the correctness of Makanaji’s identity, he

fires Bhimo, had he made any mistake, he should check it.

3% : 81k, TedT T@aTH ot 8l T, SARETAT ot 7T ke,
3Er?
e ... ar... 9! 1]

In the last scene of the second act, the writer has made Urfe

to sit in the caravanserai waiting for Makanaji, in the new

medieval age costumes like scarf (B¥), trousers (ST&AN)and a

shirt(9g<or). Recognizing the importance of this scene, the

playwright, aiming to create an ancient impression of the
[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 60, 61:

by Sitanshu Yashshchandra
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time, makes the characters of Urfe and Makanaji to speak
Prakrit Gujarati language in creating the medieval
atmosphere. The writer with the help of Bhima’s dialogues
and the behaviour suggests that the corruption has affected
the Governmental system as also through the character of
Urfe, the hypocritical personality of politicians is nicely
exposed.

In the play, Urfe, projecting himself as ‘Amathabhai’,
demands the bundle from Makanaji. When Makanaji hesitates
to give it, he snatches it from him. When Bhimo unfolds the
bundle, it contains currency notes and golden-silver
ornaments. Urfe in appreciation of Makanaji’'s work tries to

offer him some gift. Makanaji feels cheated and becoming



fearless denies all tempting offers and says: Og"a’rwaﬁ?ﬁ
ATUTH HIgs! 90T HE Teh T & Te] ATH H 30 & AATASO.

Further, expressing his unselfish feelings for Amathabhi to

Urfe, he says: ‘d#&el dlo]ae] HobeT, TUT Teh 3T AT HRY I oY
TET FS. AT, dH TAUAR g2 D TuT d #ART IAATHTS MO [1]

Here, Makanaji's unbroken faith for his friend is very well
displayed by the writer in Makanaji’s dialogues.

Being cheated by cunning Urfe, Makanaji threatens him of
exposing him in the society and Urfe’s assistants beat him

severely. Second act ends here.

[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 66:

by Sitanshu Yashshchandra
Page # 199

In the Bhavai we can see the use of other languages. In

‘[Aurer e a0, after giving exile to the prince, the prince

and his friend Badhar make night-halt at one place. The

prince gets asleep at night and his friend Badhar keeps watch

throughout the night and at that time loudly shouts ‘3Tel sd!

31mer 91O while moving around the ground.

In time of Sir Sayajirao Gaekwad - III, soldiers used to loudly

shout *31Ter set! 31Ter sel!O and were reporting their presence in

the broken English language. In reply, another soldier keeping
watch in the other street also was replying in the same way
suggesting that he is awake, nothing wrong has happened
and, everything is safe. In this Bhavai presentation too, the
social, economic and political situation is well depicted

through a song:

STET; 3ol Sof! 37Tl ol



3T AHIAT TTerH el
FTS Hell df fogddl
fogae 78t & arde A
31Tel SeT! 3Tel Se! (1]

In the third act of the play, Makanaji, during his search for
‘Amathabhai’, arrives at Manoranjan Drama Company; here

he makes a stay for a week. During this weekly stay, the tired

[1]Ref: Book: Bhavai: Page 437: by Dr. Sudhaben Desai
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and defeated by life, Makanaji takes sleeping pills in
depression and tries to commit suicide but at the critical time
the director of the drama company arrives, holds his hand,
throws away the pills and save his life. Later, ‘Sukhlal’- an
employee of the drama company, informs him that
Amathabhai is at the nearby village - ‘Sundargadh’. Taking
leave from the drama company, Makanaji rushes to
Sundargadh. He is delighted while walking through the path.

He murmurs something and then sings.

HhoToil: (STelehTlel) 3R STET! 31T STHOTT!

3R 3TET STHOT,

STdT STHUTT, ST&T 2Equ2332 . HUIT 341%'!
ISeTal 3T & 1!

Jell GoolITe ST,

& Jell GreldTe aury,

T IgAsl $eT & 1! (1]

Dr, Rajendra Mehta while talking about the song which is

made by making use of the Gujarati - English combined



language, says: “ The song related to every scene advances
the play more swiftly. The poetic compositions (and the title
also) confirms that this play is written by a poet. The song
which is loudly sung by Makanaji is also very meaningful. This
song is created by applying the creative lines of poet

Premanand and Wordsworth”. 12
[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 85:
by Sitanshu Yashshchandra

[2]Ref: Book: Natyarag: Page 63: by Dr. Rajendra Mehta
Page # 201

Further in the play, while walking towards Sundargadh in
search of Amathabhai, Makanaji goes far away from
Sundargadh and gets lost in a deserted land. In this deserted
land, he looks for a well or a stepping well to satisfy his thirst.
Tired makanaji, makes dialogues with his own self. He is in
confusion whether to eat the rice which he has brought for
Amathabhai as he is tired due to hunger and thirst. Makanaji’s

inner self very suggestively tells him:

OFIS & LT HAAUTHTS. & HATs Q. WIS, HIHS 3T dRT HAlclaiT ared
el IR IR SehT a) &, IS, 3T 0T gaTAT, T 0T 37l ol
d. @, o 3T ANGAATLY 9137 T, R IMHAO. 1)

Here the inner soul of Makanaji (like a character in a play)
makes conversation with Makanaji and suggests him the way
further. The playwright Sitanshubhai has made great effort in
presenting the inner soul on the stage as a character which
adds to the creative value of the play.

Here on the other hand, Makanaji is not in agreement with the
inner voice of the soul, but on second thought he feels that he
will not survive another cyclonic wind hence taking pardon
from Amathabhai, he eats the rice and decides to move

forward. Walking further, and getting mention about a village



named ‘Ranavav’ which is nearby his own village, he arrives in

the village. He gets confused on seeing a big palace like
[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 90:

by Sitanshu Yashshchandra
Page # 202

building in place of his small home. Makanaji asks questions
to himself about this miracle and gets the reply from his inner

soul:

3ATST: T S Uab HebeToll, TR Teh 37caAT ATOTH Gt Tl
Jeo!, AT IS A, TAGIAT ... (T ) v
T30 ATT & SdgTT=T IHcPR., HITATAAT oTg1, BT

HehoTolll ARR A ARGH HIUTHAT THCHR. [1]

At the end of the play, Makanaji, his wife and daughter, all
three are enjoying tea and biscuits sitting on the chairs of
their home garden. Makanaji raises his hand with a cup of tea
to salute all and the curtain falls.

Thus in the play, the playwright Sitanshubhai has applied
traditional and creative elements of Bhavai in the beginning of
the play, created the make-believe world, and framed the
prologue of the play through Nayak. Later the playwright

very intelligently incorporates in the play, the use of direct
communication with the audience, humorous sentences,
taunting comedy, Indian philosophy, indicative use of the
language, presentation of the inner pain of the characters
through poetic verses, entries of the main characters, tricks of
alienation, folk tradition of chorus repeating the dialogues

after actor’s delivery etc.
[1] Ref: Book/Text: Kem, Makanaji Kyan Chalya?:Page 99:
by Sitanshu Yashshchandra
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3) Rai No Darpanray - Hasmukh Baradi (1989)
3) VS GUURTY - GHAW SRS (23¢R)

Making use of the poetic verse ‘HISIE #F $& 8 &, Hof 9 &
&% oAT810 which is from 500 year old Bhavai Odrersil fAVRIREAT
3210, Shri Ramanbhai Nilkanth, the literary personality of

‘Sakshar Era - @& JI10, wrote a play ‘W8 &l a0 in 1913

highlighting the social problems like — Widow Marriage, Child
marriage etc. After 70 years i.e. in 1985, playwright Shri

Chinu Modi also taking support of the same poetic verse wrote

‘Jalaka - STerRTO highlighting the glory of the willpower. Later

playwright Shri Hasmukh Baradi wrote ‘Tssr gqoRIIO in 1989

which focuses on the scene of the Mirror sect in the third act
and presents people’s revolt against the socio-political crimes.
Thus they gave three new plays to the Gujarati theatre
making use of the same plot material as their play adaptation
elements.

In this nonrealistic play, in the beginning, all the artists come
on the stage singing and dancing. All Mirror Sect disciples
have put mirrors on their costumes, the spectator chorus in
modern costumes, Jalaka in the costumes of flower girl, Rai in
gardener’s costumes, Lilavati and other characters in their

appropriate costumes. This artists’ group presents a song
devoted to mother India - #RJ ATATO:
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THG: ARAATT 3929 Iooides Tufl, 316l Tel TN 91T,
dRT Wl TR Yo, o Tel ol BT ..



This song is similar to the ‘Nandi Path - sér ara0 in Sanskrit

plays, whereas in traditional Bhavai musicians and singing
groups offer prayer to Goddess Amba. Land worshiping is

done by Veshgor. After this ‘aavanu’ prayer for lord Ganesh is

sung. OFTERHAT IO @ d =AE10. (2 This is done as a part of

the prologue for the play. As per Dr. Bhanuprasad Upadhyaya,
“The character of Kali is a first one to communicate by
dialogues to the audience in the Bhavai veshas”. Through the
character of Kali, attention of the audience is attracted. It
gives warning to the people, who condemn Bhavai, gives
blessing to those who are religiously watching the Bhavai
performance and appeal to the audience to donate generously
to the Bhavai artists. Thus we can realize through Kali’s
dialogues that his character is shown to fulfill the above three

fold motives’.

FIcdY: ITH TETAT T ST &raT SToll
§7S 3719 H7ATS Ll
HATATST JAHT TS, [3]

After kali, there comes vesh of Ganesh. Thus we can see that

no such constitutional rules as that of traditional Bhavai are

[1] Ref: Book/Text: Rai No Darpanray: pagel: by Hasmukh Baradi
[2] Ref: Book: Bhavai ma Alienation: page 114: by Dr. Bhanuprasad

Upadhyaya. [3] Ibid: Page 33, 34
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applicable during drama performance. Here the playwright
takes care of his play as per his own wish and applies the
elements of songs, music, dance which he feels appropriate in

developing his play. As also, on one hand, the traditional folk



form of Bhavai is acting predominant and actor supremacy is
seen during presentation where as for the drama we cannot

surely say like this. Drama presentation appropriately
incorporates ‘3797, arfdeh, 3ERK, Alioicds D i.e. Body
movements, Voice & Speech, Scenery and Inner Feelings’

whereas in Bhavai an importance is given only to the ‘31f=aTe,

griode i.e. Body movements, Voice & Speech’ as also in Bhavai

there is no written script hence the total performance is
dependent on the acting expertise of the actor. Here an actor
can increase or reduce the scene or act as per the mood of
the audience. This element is not applicable to the drama as
here the time frame is pre-decided as per the written script
and it is not possible to make any change in that.

Thus, in the play based on the traditional Bhavai format, in
the beginning the actors pay their respect to Asait Thakar -
the originator of the Bhavai form and then to dissolve the
barrier between actor and the audience, they indicate that

they have brought a new vesh for presentation.

AC-1EN: TRYUHA UTH TS, 3T SAehsrars!
IrdeTdet AT AT, Adell ard TS|
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WoleT Tt T A, AT 3T oITeaT,

HENHT AT A 8Tehall HeAe $eltedT! (1]
Thus the playwright Shri Hasmukh Baradi eliminating the
traditional custom presents the prayer for TRd ATdT, so that

the presentation of the play ‘TSt gquRIIO goes on

successfully at the same time he humbly salutes the



originator of Bhavai form - the Asait Thakar. The playwright
declares that they have brought a new vesh for presentation
removing the barrier between actor and the audience.

In folk Bhavai, the information about the entering characters
and its role in the vesh is indicated through their ‘Aavanu’.
The hosts and the audience are well aware of this traditional
custom, even then they have curiosity that how the actors will
present the vesh with various techniques. Generally in the
Bhavai, the responsibility of giving introduction and

information of the new character through ‘Aavanu’ is that of

the Group Leader or the ‘Nayak’. In the traditional ‘S[&urT a10,

Juthan gives his self introduction as the king of Bulkh
Bukhara, but on seeing a camel being beaten severely in a
war, becomes a Fakir — a saint and moves on in search of self

realization.

SIGUT: IO JURI & J1eem

NG g&d SeAhT ATH

[1] Ref: Book/Text: Rai No Darpanray: pagel: by Hasmukh Baradi
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36 Hehldl of Tef
S[OUT &RTAT AATH. [1]

In the play the actors invite all the characters by calling their
names. On arriving, the characters give their self introduction.
The writer Shri Hasmukh Baradi arranges ‘Aavanu’ of the
characters like this. First of all, both the Rai on entering stage

give their introduction like this:

S: TIEH oleheds] T TR &g
NSY Yol ITHdT (AR) URAT g g M [2]

The playwright gives the future graph of both the characters



of Rai i.e Rai 1 and Rai 2 in the beginning of the play. Rai to
get self realization will have to play many roles like that of:
Jagdip, Rai, Parvatray, friend of Shitalsinh and the fifth one of
Rai 2.

e, FAET: olrelTadr 31Td, Sdddr 37 ireradr 371d.......

After Rai, the queen Lilavati enters on the stage and gives her

introduction:

FHIM D #MesT elehett ieiTeh & § AR 13)

Lilavati has not received any power to take her own decision

[1] Ref: Book: Bhavai: page 227: by Dr. Sudhaben Desai
[2] Ref: Book/Text: Rai No Darpanray: page 2: by Hasmukh Baradi

[3] Obid: page 3
Page # 208

like dumb and innocent people, but in future she will acquire
that freedom to take independent decisions. Jalaka, later
during ‘Aavanu’ of samant (chief) Shitalsinh, considering the
ambition of king Parvatray to be young, plots her plans at
Kisalwadi. In the play, when the king Parvatray gets
accidentally killed by the arrow of Rai in the darkness of night
while entering Jalaka’s residence to get the therapy for
rejuvenation. Due to the death of the king Parvatray, Jalaka
sees an opportunity to get her deserving son Rai sit on the
royal throne, explaining a plan to the chief Shitalsinh,
according to which Parvatray will have to stay in the
basement of the temple for six months for the treatment. On
the other hand, seeing king’s failure in fulfilling his duties
towards the people of nation as he keeps himself busy in the
sensual pleasures, the ‘Darpanpanthi’ (followers of Mirror
Sect) gives an indication of their future agitation against him
by bringing the mirror of truth before the people.



SqUTI3Y: AT T TSI, F-GerT-37THe!
STAITUTHE STefiet, §TY &R Hedie] gqof! [1]

Here, with the help of the ‘Aavanu’ of the ‘Darpanpanthi’, the
writer indicates that the spectator chorus (g2rei d ) will play
the participatory role in the dramatic agitation (movement)

which is started by the ‘Darpanpanthi’ in which they are
playing the lead role.

Rhgec: gea, §oq, oG ... 3T GRIehie] ge ...

FT BT ordIT, GHST AT ST,

&

[1] Ref: Book/Text: Rai No Darpanray: page 3: by Hasmukh Baradi
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37T 3T aTd=AT 9T 9T Hed!
SUUTgY 3TTETeleT 3T, ©:ad ST ST,

Thus, with the help of ‘Aavanu’, all the characters of the play
appear together on the stage holding each other’s hands and
with the help of a group song communicate that they will

perform a new play by breaking the barriers of time & place.
In the traditional Bhavai, the dialogues are generally seen as

combination of prose and verse for the better expression of

the emotions like: in ‘ST 380TAT A2r0, Jashma’s parents ask

the bridegroom’s procession to go back, when they saw that
the groom ‘Rudio’ is ugly looking and black, but on the other
side the bride ‘Jashama’ has already selected and decided to
marry the groom ‘Rudio’ hence she calls back the marriage

procession and gets married with ‘Rudio’.

STRTAT: 37T T I AT o



T ¥ STedlel ITesT Stermatet
HeT YUTIET TAT 1. [1]

Similar to Sati Jashama, in the play, the queen Lilavati has

married to the king Parvatray through body and the heart.

[1] Ref: Book: Bhavai ma Alienation: page 39,40: by Dr.

Bhanuprasad Upadhyaya.
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Even then, the king Parvatray due to his belief that he will not
be able to satisfy the queen physically or mentally, decides to
get himself treated by Jalaka for the regaining his youth. The
‘Darpanpanthi’ who are representing today’s Press and Media,
not happy with this decision of the king, informs the people
about the developed situation. While displaying their anger for
the king, the ‘Darpanpanthi’ declares that people should be
the prime factor of importance to the king any small
happening in his personal life can create major doubts
amongst his people during his political administration which
can mislead the society and the people and create an

atmosphere of mismanagement (disorder).
equigef3: & Wieg &S erddiiel dtdeT D ST
T GUUTAT a1 379: AT H1?

gaTel T IS 83 s el

AT AT 3cgeh U 3TN Al [1]

Here the spectator chorus decides to become aware about the
narrated story in support of the ‘Darpanpanthi’. This way with

this event it creates foundation for the people’s movement.

In Bhavai ‘#Ufi&T =t 920, Maniba expresses her love



feelings by writing a letter to her husband. In parallel,
Kuivaraji — Maniba’s husband, as if he has received a letter
from understood her feelings through it, provides courage and

consolation with the help of a song by overcoming the time

[1] Ref: Book/Text: Rai No Darpanray: page 3: by Hasmukh Baradi
Page # 211

barrier of present and future. Here, the actor playing part of
Kunvaraji confirms that later at the end that there union is
sure to happen. The Bhavai becomes populous due to its
speciality of communicative element and this example proves
that the element of alienation as per the theory of Bertolt
Brecht is very naturally interwoven in the traditional Bhavai

format.

HONST: AT HYATAT TH 3Ta ¥

g4 fogerdr ear amar Y

Immediately on completion of the emotional song sung by
Maniba, Kunvaraji gets the message from his wife and he

suggests her to be strong and keep patience.
Wz T O,

o1 fogFAd gRY o el

€S TSN 37 A

ELIGKICH]

)



SIS, 8T Fedl!
?I?,’I?T%?ITFTETQE? ..... [1]

[1] Ref: Book: Bhavai: page 431: by Dr. Sudhaben Desai
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Thus we can see that there are many such examples in Bhavai
where time and place are made abstract which alienates the
whole scene. The past happening is shown before the
audience in the present. The spectators habituated to see
Bhavai accepts such things very easily.

In the play, the audience represents themselves as the
citizens. The ‘Darpanpanthi’ appear before them with a
proposal to re-establish the mirrors before them when the
king Parvatray returns after getting the treatment for
rejuvenation. On this, the spectator chorus suggests them to
meet the chief minister Kalyankam in this regards. Listening
to this suggestion, the ‘Darpanpanthi’ (the followers of the
mirror sects) gets doubtful about them and considers them as
spies of the chief minister kalyankam. To keep this fear away
from the ‘Darpanpanthi’, the spectator chorus guarantees
them to remain fearless and informs them to fill the missing
information on the subject.

In the play, the ‘Darpanpanthi’ while undertaking equivalent
responsibility as that of Sutradhar, present the parallel scene
of the young queen Lilavati and that of the old aged king
Parvatray. Through the dramatic instructions for these
parallel scenes, the playwright has communicated various
scenes like the scene of the deal between Parvatray and
Jalaka for half of the kingdom, entry of old Parvatray in
Kisalwadi, Rai reading a book in the light of torch holding bow

and an arrow etc.



SUUTgY 3: 31 I fohaearsIAT 9aT T Ia
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The spectator chorus shows curiosity in knowing the details:
ahdea: (WHEHAT) ¢ ¥F TUA? (1)

In reply to the question asked by the spectator chorus, the
‘Darpanpanthi’ says that to meet Jalaka, Parvatray came from
the Southern side where there is no gate instead of Northern
gate.

This whole episode is represented not by the ‘Darpanpanthi’
but by the actors who are playing the roles of Rai, Jalaka,
Shitalsinh etc, hence on arriving, Shitalsinh, clarifies with

Jalaka about the incident:

N Terg: SITeTehl, HERTS! Ul 3THE HIN & “f¢8T0T R®
FﬂFIGTFqTFIé?I?g mqaj? [1]

Thus, playwright indicates that the king Parvatray was such a
deceitful king who can make a loophole for the way where
there is none. The writer Hasmukhbhai depicts the logical

vision of Jalaka, very indicatively putting through her mouth:

SITeTehT: GacRTY 3T dTSTHT of BIg UI5g D T Teh of headld
STTaHT FIoT ATOT Shal Bdsrd el (2

Thus the writer by presenting the past happening in the

present and making use of the flashback technique eliminates

[1] Ref: Book/Text: Rai No Darpanray: page 10: by Hasmukh Baradi
[2] Ibid: Page 12
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the boundary of the time & place to nicely present the events.
Dr. Lavkumar Desai further informs, adding more to the fact

that: ‘Three types of the characters are seen (1) Lilavati,



Jalaka, Rai etc - the characters of the original play, (2) the
group of ‘Drapanpanthi’ who are wearing costumes having
mirrors are dancing and singing(3) Spectator Chorus in
modern costumes. Here, the playwright also differentiates the
three groups through costumes and acting area only to
eliminate the boundaries of place and time. [1]

In the play, the ‘Drapanpanthi’ and the ‘Spectator Chorus’
censures the filthy post death treatment of Parvatray by
Jalaka. Fearless Jalaka in her political game, give courage to
Shitalsinh and explains to him about her future plans and

sends this message in the royal palace: “uRc2rfl AT« AT ded
HERTST & HEIATHT S[dTeT il e eTarsIel Hioelst iR TG e

3YAREAT T AF HAR 3.7 121 Thus very skilfully, Jalaka plans to

send his son Rai as young Parvartray in place of the dead
Parvartray in the palace. She includes Shitalsinh also in this
plan by giving him tempting offer.

In the play, ‘Drapanpanthi’ and ‘Spectator Chorus’ feel very
sad about this political plan of Jalaka. They are thinking,

whom to show the mirror when Jalaka and Shitalsinh

[1] Ref: Book: Rangbhumi Kenvase: page 104: by Dr. Lavkumar Desai.

[2] Ref: Book/Text: Rai No Darpanray: page 14: by Hasmukh Baradi
Page # 215

who in the name of dumb and innocent people are running
such a fraud. At last the ‘Drapanpanthi’ decides to show the
mirror to the sinless queen Lilavati. Though the queen Lilavati
is very much eager to know about the king Parvatray, the
‘Drapanpanthi’ could not inform her about the sad incidence of
Paravaratray’s death as they got shocked on seeing Lilavati’s
innocence and her eagerness to see Parvatray young. Later,

they narrate the whole story before the ‘Spectator Chorus’.



The ‘Spectator Chorus’ makes analysis amongst them about

the created situation:

goG Teh: ... JUT SiTelehl hue FIN T Ah?

geq, o HENIoTe U5l Al o AT AR 472

geg SUT: 3R, T Al bl 315 olell Al SAMSatol Todall
ST 79T SATThIeT HATAY ST gl

goc R g, STaTeitell fodeld Tliear sl 5iiel T duarel
&l [1]

The human relations in the society develop through his
behaviour and conduct. During the social conduct, when any
weakness is seen which is natural to human behaviour, the
society immediately starts finding fault with that person as in
the play, ‘Spectator Chorus’ makes the Parvaray as the main
accused in the conspiracy of the Jalaka and declares the deal
of Parvatray to gain youth for half the kingdom as lethal and

condemn.

[1] Ref: Book/Text: Rai No Darpanray: page 21: by Hasmukh Baradi
Page # 216

We have seen that, in ‘HU\&T @cdAr 3O, when Maniba and her

friends are collecting flowers from the garden, a snake bites
Maniba and she gets unconscious. Seeing this, Maniba’s friend
Ketaki, calls a Fakir to remove the poison from her body.
Fakir removes the poison and saves her life. This Fakir then
gets attracted to Maniba’s beauty and asks for a physical
pleasure from her as compensation. On his firm demand,

Maniba and her friends’ talks:

Shefehl: Hadia, 31T H3N Hehi Al ITas S I3 ol
HAST: BT ST, TV S 31X 3ARYY o FH3T TST AT H1edl AT



ﬂgﬁmm! [1]

Thus, from both this incidents, one thing gets clarified that
character of Fakir in traditional Bhavai and the character of
Parvatray in the play are found guilty, misusing the faith of
the people by exploiting them.

Whether the play is realistic or nonrealistic — any past or
future event is shown on the stage in the continuous present
tense as if it is happening at that very time. The traditional

plays are also not free from such dramatic tricks. For

example: In ‘ST 31307 3210, Jashama was a beautiful

heavenly woman (Apsara) in her past birth. As a result of a
curse from a saint (Rushi) whose holy meditation was

disturbed by her, she became Jashama in this birth.

[1] Ref: Book: Bhavai: page 430: by Dr. Sudhaben Desai
Page # 217

The whole of this story is presented in before the audience
eliminating the barrier of time & place as if it is happening at

that time.

Hmcr:ga’rmm#rm%

i Frel 3TeaT? T STaTAT?

[ X I3Y ATE FHIH?

ARTRY: FcGAHAT 3T g Al ARTHY ATE ATH
atrmﬁm’{'g*a’raﬂaﬂaﬂﬁw. (1]

Here Nararushi requests Indra that “¢ Ieiel Hel JdTcllehAT a9

AT 3R IS8 & AT IR AT dT HIATA) aaﬂ?ﬁﬂﬁlgi On

getting the permission, Nararushi is practicing his spiritual



meditation - ‘dd’ in the heaven, during that time instructed by

Indra, the apsara Kamkundala and her friends starts singing
and dancing before the Nararushi. Due to this the spiritual
meditation of the Rushi gets broken. Rushi getting angry due
to this mishappening, gives curse to the apsara Kamkundala
that her next birth will on the earth and she will have black
and ugly looking husband. In reply of this curse, apsara
Kamkundala also curses the Nararushi that in that case the
black and ugly looking husband will be the Nararushi himself.
Presenting this event the actors complete the scene and

further continue with the vesh.

[1] Ref: Book: Bhavai ma Alienation: page 68: by Dr. Bhanuprasad

Upadhyaya.
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Aeh: 3 Tell, &4 ST T Siarel #HT &, THARTS 37
3CE el T YL SIeTH offell o &S T o 8§ i)

In traditional vesh, many a times, the presentation is being

directed by Nayak. In the same way in play ‘gt GUURTY,

Jalaka herself explains about her guise of Malan - ‘Flower
woman’ to the Spectator Chorus and Darpanpanthi, and tells
them to regain her lost status as a queen, to stop the
miserable condition of the kingdom for public welfare, to get
the justice, she will fight in this guise till her goal is not
reached. Taking the play further, Jalaka tries to gain the
sympathy of the citizens and replies to all their questions with

freewill.

gUUTg: Ted a ©:ardy e U9 AIgAT?
SITGHRT: 7T D § Tehell JrehasTcll i, T g (et

ST HAe HI0T Aoy, [2]



Here Jalaka looks in her past and Rai, who is present before
her informs Jalak about the ambition of Parvatray to become
young. The playwright, later eliminating the time barrier by
connecting the past and the present, shows Rai addressing
Darpanpanthi and Spectator Chorus along with that of Jalaka.
Rai supports the stories about the torture and injustice in the

Parvatray’s kingdom.

[1] Ref: Book: Bhavai: page 405: by Dr. Sudhaben Desai

[2] Ref: Book/Text: Rai No Darpanray: page 25: by Hasmukh Baradi
Page # 219

Jalaka looks back in the past and sees Rai as gardener: Rai

enters (flashback):

Tg: SiTeleT, Aoy &, AFRTST T Agelell GUUit
arsrear &7

SITeTehT: 8T D ar?

18! 37 UH JaTeilal f37erenmy 4y &2

SATeTahT: T ard
S AT o7 371d TaT fogar #7a 3d ©.
SITolehT: aj? ... el [1]

Here, Rai while talking with Jalaka, starts addressing

Darpanpanthi and then the spectator Chorus - “UacRII=ir 31T

T3T8TeTY Eoft Shdld Tre=13 Toref. dIsi STof TSThRAR goT fofRreer

Al @I . AT SETAARTIHAT SJeHIe aTal HHBIT . Fhieh
FITh ATIAT STATIT T .12

Thus, listening to the story from Rai, Jalaka getting an
appropriate reason, a justified plan takes shape in her mind.

The Rai presented before eyes of Jalaka disappears and the



flashback ends and immediately Jalaka turns towards
Darpanpanthi and exposes her choice of path for the deceitful

death of Parvatray.
[1] Ref: Book/Text: Rai No Darpanray: page 25, 26: by Hasmukh Baradi

[2] Ibid: page 26.
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The parallel scene and juxtaposition of this event are very
well applied by the writer. On one side, the story of the king
Parvatray who is enjoying the luxuries of life forgetting about
his responsibility for his people, whereas on the opposite side
the honest clarifications given by Jalaka to the agitating

Darpanpanthi.
In the play ‘TSt g9URRY’, the king Parvatray is unable to

provide any type of marital pleasure to the queen Lilavati due
to which he makes a deal with Jalaka for half of the kingdom

to become young. This step of Parvatray is an example of the

natural human weakness. In the traditional Bhavai “31sar

grofiar=r a2r”, Adava & Teja also has formed a mismatched

couple similar to that of the Parvatray & Lilavati. The old
Adavo is unable to give any marital pleasure to his wife Teja.
Due to this situation very naturally, Teja gets attracted to the
young police office in chief of the Unza town. When Zando
assures her to give all the happiness and pleasures
throughout life and to accompany her, Teja goes to him

breaking all the social barriers, leaving her husband:
ST § X ST arofiaror,  fogelr

dR & AR f3dST, Ra STAHAT ol

eIl B 37TaTSl SisT

ST TTdT AT € oI, ST AMEdhf Ja




H’IE?—\'&T?—\'&T[U

[1] Ref: Book: Bhavai: page 259: by Dr. Sudhaben Desai
Page # 221

Thus, the relationship of Teja with Zanda is a result of the
natural human tendency. The step taken by Teja is to satisfy
her human needs. But here in the play the main things which
happens is Queen Lilavati and Teja are victims of the same
situation even then, Lilavati creates an impression of a typical
Indian woman by accepting Parvatray as he is, where as Teja
with her modern ideology feels happy by establishing love
relations with her lover Zando.

In the play, the vital question is swinging around that whether
Rai will get the royal throne under the guidance of Jalaka or
will he exercise his own freedom of wisdom to capture the
royal throne after disclosing his real identity against his

mother Jalaka’s natural human tendency?

TT: &, IMET I IATA Tt ART TR TR, I0T TIRTIA 39§
T A, ol eliehl o0 dehRI 7, T SIS B (1)

In the play, Rai discloses to Jalaka about the talk of the town,
which he has initiated on his own. Later in the play, during
the meeting with the Darpanpanthi after giving him their
introduction, they ask him to place mirrors in the palace and
also gives one mirror to Rai to see in it. Rai looks in the mirror
and Rai-2 dramatically enters in the royal costumes. Rai-2

comes near to Rai-1 and questions him:

TSy (TS-¢ A..) A TS, AS? 3NBW & HA? H I S A
WH&W,WW&@W%W@H&.

[1] Ref: Book/Text: Rai No Darpanray: page 31: by Hasmukh Baradi
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gq0T AISAR JacRII=AT 3T IR T ot guuif wly
HRIIAT BIAA? [1]

Darpanthi do not see any difference between Rai-1 and Rai-2,

hence Darpanpanthi-3 tells to Rai-1: “@& UoTAT ¢ SI31T BI?” in
reply, Rai-2 says:"S[dle SeTalell GacRTI=AT 3T T ol ATTaHg o
ATBIS Heard! dA dF 31T TeAl hdl Sehal AT 27 [1]

Thus, the playwright very creatively presents Rai-2 which is
an inner conscience of Rai-1 on the stage to display the
dramatic conflict. Playwright Hasmukh Baradi has presented
Rai-1 and Rai-2 only as two characters who are dramatically
communicating on stage. Here Rai-2 sees every situation
objectively and hence he interrogates with Rai-1 being
personally connected with him, communicates with him,
makes self analysis and draws him to the path of truth.

The spectator is very alert while seeing a traditional Bhavai;
he becomes thoughtful and indirectly makes evaluation of the

plot. They make criticism by pinpointing to the right and
wrong understanding, for example: In Bhavai “duisiRT=AT 321"

the Nayak deliberately checks psychology of ‘Vanazara’ and
pinpoints towards his wrong tendency while advising him to

walk on the ethical path he says that “even God cannot save a

[1] Ref: Book/Text: Rai No Darpanray: page 34: by Hasmukh Baradi
Page # 223

person who will earn his livelihood through unethical and

deceitful ways”.

+ATIeh: 31T A ST g T B2
USRI 37 GIda! ATl ddlel hATST BIT,

Nayak wrongly harasses Vanzara and pretending that he is



doubtful about his trade activities tells him that:

AT IR RATAINT IR HA BI?

On seeing wrong harassment by Nayak, Vanzaro firmly
replies:

JUTSTRY: 3THNR T dhaiver w72,

ST qUT 3ET dl & HheMel . 3T T8 S T gehsrei
o Ge; HaTaTe 90T BISTAY +TET Ah, FHIT!

JUISTRY: 36T ATAT IEATAT & HT. 37T dl IS AT gl [1]

Thus, by arranging the characters of ‘Vanzaro’ in traditional

Bhavai “gursIRT=r 921’ and Rai-1 in ‘TS« gUuRRT, the

playwright gives ethical lesson to the pertinent society that if
one does brainstorming with faith and true heart then he can
achieve success in getting self realization by adopting the
path of truth like ‘Vanzaro’ in Bhavai and Rai-1 in the play.
In the play, Drapanthi exposes the merits and demerits of an
individual before the society. They never pay attention to the

natural weakness of an individual. Their only objective is to

[1] Ref: Book: Bhavai: page 316: by Dr. Sudhaben Desai
Page # 224

somehow convey the incidence to the society. Here, to install
the royal inheritor Rai-1 in the royal palace, Darpanpanthi
gives him one mirror to place in the palace. Rai-1 does
brainstorming with his inner soul Rai-2 that to be Parvatray or

Jagdip (his real identity)?

{18 Teh: YT SeTdle] hee] Gl & - |
S &: AT 9 df YR Falt A
TS Uah: 37eY STOTEIT? (3T UdT) tra‘r'gfsrﬁ? [1]

The citizens feels comfort on listening to Rai-1’s decision and



expresses their hope that in future there will not be the rule
like that of deceitful Parvatray.

Here, “for presenting Rai’s mental condition before he gets
exposed as the original Rai, the playwright has applied the
trick of presenting Rai-1 and Rai-2 and has shown the inner
conflict of Rai and his alter ego, which has become very
emotional and dramatic.” [2]

Rai confused as to be Parvatray or Jagdip, mentally
determines to become Parvatray and commute his voyage to
acquire the people’s right for the freedom of expression. Here
the first act ends.

In the second act, the citizens of Kanakpur, are preparing to
get ready to participate in welcoming the Rai in the guise of

Parvatray. People are out of their houses in colorful dresses

[1] Ref: Book/Text: Rai No Darpanray: page 38 by Hasmukh Baradi

[2] Ref: Book: ‘Natyaraag’: page 103: by Rajendra Mehta.
Page # 225

and have decorated whatever is available like chariots, bullock

carts, horses, camels etc. Shocked with this trick of Rai, while

instigating the Spectator Chorus, they say: ‘d@® dr SiTon a1
HIRITHAT 3TAR At 4T B! ... TaRT a1 4 Tl B
Fedr Bell’ 111 Thus, Rai is accused of a fraud by presenting

himself as Parvatray. While talking about the social
responsibility of the press media, the playwright says that
their job is to go to the root cause of the incidence, apply
appropriate logic to investigate the whole incidence and to
present the truth before the society! Shocked due to this
behaviour of Rai, the Darpanpanthi intellectually plans to
teach a lesson to Rai. They in association with the citizens and

gaining their confidence accelerate the commenced agitation.



GUUTIRT TR BT T 3T YT, JRAURY TackI df TrH
guulf Zw@rsar Shsu!

GqUTTY SUT: 8T, g4 HTYU] 3HiGTelel shard TR drel 90T g U3,
SqOTTT & Wrell S B AR Tehrddrs] & 9Ol (2]

Here, in the play the Drapanpanthi appears before us as
experienced reporters. Depressed due to the unstable political
situation because of one positive step of Rai, Darpanpanthi
takes people on their side by gaining confidence of the

innocent citizens.

In Bhavai ‘#uffeT @il 32, Maniba’s husband who is a prince

comes to the garden with his friend Badhar. Assuming them

[1] Ref: Book/Text: Rai No Darpanray: page 51 by Hasmukh Baradi
[2] Ibid: Page 52
Page # 226

to be wanderers, Maniba beats them with a hunter, but later
realizing that one of the two is her husband, she apologizes
with them. At this time of reunion, Badhar who is a friend of
the prince interrogates Maniba, to find out whether Maniba
has remained faithful to her husband for all these years or she

is just pretending to be faithful.

STER: AT el o &Y, g;ﬁgsﬁuarg'?, 3T AR WISAYSY TgarA
AT T2, VAT HIAT Yol FATEAN 3 WIET?

AUNST: T AT 0T &2 ¢ Faoile] Hef Y ool ollaler o S,

On seeing the true eternal love for her husband, Baghar then

talks differently:
STER: TCATAT 3R IS & HaliaT 3R v foge et

T BT oY 31T AR e 3781 el ?(1)

The people of kanakpur are worried for the Parvatray who is



entering the town after regaining the youth. They have
passed six months in fear of various gausses. On one hand
they have put the blame of putting the people in unsafe
situation by showing negligence towards the kingdom whereas
on the other hand, forgetting everything they also hope that
now the Parvatray who has become young will make
everything in order. At this time, Darpanpanthi indicatively
reminds the Spectator Chorus that the King Parvatray who

has return after becoming young is not the original one and

[1] Ref: Book: Bhavai: page 443: by Dr. Sudhaben Desai
Page # 227

he looks like the young gardener of Kisalwadi.

The way the cross examination is done by Badhar during

reunion of Maniba and prince after many years in ‘HO&T Tl

aer, here in the same way the Spectator Chorus cross

examines amongst themselves taking the story seriously

which is conveyed to them by Darpanpathi.

gec: dl 98, §d Teleh QT TET Jglel U [IHST Tl

T AT

Behaving as if they are indirectly taunting to Shitalsinh:
geg Ueh: 3R, @f Al 9eIRTST il dASTeh! 93!

Being embarrassed with this, Shitalsinh says that the Vaidya
(Ayurvedic healer) has gone away after doing treatment of
the King:

YT sIRATHI3T SheTal ITaR & g2 B3

g 3 TAR? (31 AN ST ¢ HIH STl Aare]? Tafl
gaTeT &1 Vel a4l [1]

With the help of this scene showing normal reaction of the



citizens, the playwright Hasmukhbhai makes the play more
dramatic. In spite of creating the understanding about every
situation in the state, the citizens remain inactive and show

opposite feelings to that of the three monkeys of Gandhiji.

[1] Ref: Book/Text: Rai No Darpanray: page 60 by Hasmukh Baradi
Page # 228

If they become individually active, then they will be the victim
of the political circle hence they continue to bear
consequences remaining passive. Here, the playwright,
through the character of Spectator chorus, exposes the reality
that human mental conflicts have no limits.

Later in the play the Spectator chorus, deprived of their right

to decide, are inspired to indirectly think on above situation.

Like in the Bhavai ‘&alismar aer’, the wife is three time elder

than her husband. ‘Rangalo’ expresses his worry before the
audience about their married life affairs can only be taken
care of by God and questions about the problems of social,
economical etc situations being created due to these
mismatched couples. ‘Rangalo’, through this vesh, appeals to
seriously think about such situations prevailing in the society
of that time and asks to indirectly analyze the whole situation.
Thus ‘Rangalo’ takes a step forward towards the social

awareness.

LAY THT AT SRR, 3TH SAThal TTolier &7 gIsr B1?

SHIUT dHT 3THAT AR 72 39T,

Rangalo symbolically puts before the audience the problems
of the mismatched couples by making fun of the child aged
husband. In agreement with the Rangala’s statement, Thakor
says:

ST 3N TATeT, 3T 373 TET TAYR 371 ITHRT SN &
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YR o HARY TER e Aled? IHA IH U7 31S
SHITUTT oF WA SUT IUTT, 3THART ShIAUTAT ITeT Shdl o
aTgIT ATAT 8T ATEaT ST, [1]

In the play, to Darpanpanthi, the face of the young Parvatray
who is riding on an elephant seems familiar. To Darpanpanthi
- 2, young Parvatray appears to be masked face and to

Darpanpanthi — 3 his face appears similar to that of the young

gardener of the Kisalwadi. Shrewd politician Shitalsinh,

removing these doubts of the citizens, says: “Far T #ATd, o

T 3TV HASRTST!” Later when one Darpanthi shows bow and

arrow placed in the howdah, Shitalsinh replies in anger:

Maforde: TR Seaiail ardaAT o foaUensny &, AGRIS Tehat
TR ST ol & o STl H ST ..
qUT, g A TS HENIST oI AL T

... STl TaaRTT AGRISTA 319 ....[2]

Confused Shitalsinh, leaves from there looking here and there
shouting in salutation of Maharaj. During this situation the
eyes of Darpanpanthi and Spectator Chorus meets.

Complaining to the Darpanpanthi, the Spectator Chorus-3
says: “Silelehl Jsoi T §UUT Sdleg Bl T TSIV Tl I Ygal”

Replying it intellectually, Drpanpanthi explains that he is the

true heir of the throne. He got an opportunity to become

[1] Ref: Book: Bhavai: page 372: by Dr. Sudhaben Desai

[2] Ref: Book/Text: Rai No Darpanray: page 62: by Hasmukh Baradi
Page # 230

Parvatray and he grabbed it. Worried Spectator Chorus

questions them:



g% -gR; 9UT T R 1T TA A7

UG SUT: et e ? AT IsTeAl Teh 37ATST &1 o1
3TART SidT AR  TA? [1]

Like the purpose of Bhavai is to create mass awareness in the
society and to inform them about the true facts, playwright
Hasmukh Baradi has made creative use of the chorus
Darpanpanthi and clarified the social and political situations
before the Spectator Chorus as they symbolise the society.
Hence, Hasmukh Baradi has left the right for the freedom of
decision making individually on the audience.

In the play, the way the people have acquired the tendency to
live in helpless condition under the rule of the ruler for the

sake of their welfare, in almost similar but a bit different

situation is seen in ‘SIMAT 33UTAT 2. Here the king Siddharaj

Jaysinh is attracted towards the beauty of Jashama. He
applies various tricks to get Jashama his queen to the extent
that he pressurizes the ‘Ode’ community by threatening them
that if you people want to live happily then convenience
Jahsama to become my queen. The innocent people are

unable to oppose this thought because it may create question

[1] Ref: Book/Text: Rai No Darpanray: page 62: by Hasmukh Baradi
Page # 231

for their survival. Here Jashama is worried about the
difficulties that her cast people are facing. Her very inner pain

and anger, she presents before the king in a song:

STRMEAT: AR ARY Y IS Jehet
THA M & dish ¥



AR ART Y TS Thed [1]

In spite of the request of Jahsama, the king Siddharaj is so
cruel that he gets Jashama’s husband killed and Jashama gets
faint and dies seeing her husband’s dead body. Here the weak

and innocent ‘Od’ people bear the outrage of the king without

resisting them. On the other hand, in the modern play ‘TSt

gguRT™’, the awakened, clever and vigilant (watchful) citizens

are not interested in this or that king but are interested in the
ruler who works for the welfare of the society. The playwright
has put before us this universal question in present context

before us:
U3 ST 3 ddicho-l\l ST

SlTelt 373geh FHHAl ST
SATSTSOM 2 arer IRy, FRR Fhe o 4y,

3T of 37€T8T UTH, Tah of T (3R
STeAl 31 THFaAI 517 ... |

[1] Ref: Book: Bhavai: page 416: by Dr. Sudhaben Desai
Page # 232

ARECRY TSt Y A HioaAel &g g,
AT Hihes AIeTd, AU e @el!
U5 Hehel ANY 3!

STeAl 31 THFaAl ST ... | [1]

Here the writer suggests to the people that if they remain

inadvertent and unwise, any king (ruler) can come but they
will have to shout in salutation for him whole of their life. In
appreciation of this verse of the playwright, Prabhudas Patel

says: “Here it is a pinching satire on the impotent and lifeless



people of the society who accept any ‘Tom, Dick and Harry’ as
their king.” [2
In traditional ‘#ufiaT =T 92T, ‘Rupali’ getting enamored by

the prince, tries to catch him. King misunderstands this
matter and sends the prince to exile. During the exile, the
prince and his friend Badhar sees a beautiful garden and
decides to rest there. Maniba beats the prince and Badhar
thinking that they are wanderers who have entered
understanding that this is a public garden, but apologizes
when she comes to know that one of the beaten is her
husband.

FUTIET: g9 SgTelt, Foach Huadl $7ell ST3MT o HeY THART HIT oI5 3.

STER: §T &Y, §d T ST $ell T3 o P FaaT A1 o7 . (3]

[1] Ref: Book/Text: Rai No Darpanray: page 63: by Hasmukh Baradi
[2] Ref: Book: Sathotari Gujarati Maulik Dirghnatak: Page 231: by Dr.
Prabhudas Patel

[3] Ref: Book: Bhavai: page 443: by Dr. Sudhaben Desai
Page # 233

Here the prince forgives and marries Maniba keeping an open
mind and acquires love & respect of his people with his honest
behaviour. The way seeing the purity off Maniba, Kunvar
accepts as his wife, in the similar way, Lilavati also seeing
innocence of Rai, accepts him as her son.

At the end of the play, on finding a bow and an arrow in
queen Lilavati’s bedroom, Rai bravely discloses his original
identity as Jagdip Dev. Queen Lilavati and his mother Jalaka,
seeing Jadip Dev’s brave manifestation, installs him on the
royal throne. Darpanpanthi also accepts him (Jagdip Dev) as
their king and salutes him. Rai with the help of his honest
behaviour acquires love of his people. Here the playwright

presents a song in the voice of Darpanpanthi and the



Spectator Chorus:
el WIEH oTeheds] WSl GUURTY,
3SG 3T AT, FERT STIROT AT [1]

The playwright, instead of completing the play here, applies
the device of alienation to introspect the audience and to

make indication towards the true reality.

CUIAT-SUT: (z8Tehiet ©iedY) 9ot 317 9¢ foedeTar o Are?
I -aR: 317 94« FOAAETAT ST 91 @R ST ISHRT ATl
989 UTSdTel i STaTEGRT of AT 78T 472 [2]

[1] Ref: Book/Text: Rai No Darpanray: page 75: by Hasmukh Baradi
[2] Ibid: page 74
Page # 234

This way by whipping the lethargic, deaf —dumb & blind
public, Hasmukhbhai indicates that he has written this play
not for entertainment but with the purpose of mass
awakening.

Shri Hasmukh Baradi by using Bhavai elements in a special

context has created New Drama through the play ‘W=t

9o’ in which he has incarnated the conception of

alienation told by Brecht for which he has arranged “Aavanu”
appropriate to the character. He has used prose and verse to
express the emotions, presented self analysis and
introspection of the incidences by the characters, and staged
parallel scene arrangements of past and present events
overcoming the time barrier. On the other side, he has
created a play which gives voice to the anguish of the
pertinent society through indication of the future, device of
interrogation, songs, verses etc.

*+*+*+*+*+*+*+*+*+*
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4) Hathiraja - Pravin Pandya (1996)
¥) BTARTST - < dT0T 93T (29R¢)

Due to the scarcity of the full length play in Gujarati, the
Central Sangeet Natak Academy, Delhi organized one Play
Writer’s workshop during 28th July to 31stJuly, 1996 for these
4 days. Prof. Markand Bhatt was appointed as the chairperson
for this workshop and the well-known playwright Shri Satish
Alekar was the chief guest. The workshop was inaugurated by

the dramatist shri Goverdhan Panchal. In the workshop the

play ‘Hathiraja - RIS’ written by Pravin Pandya was

selected by the expert’'s committee. This play initially was
written in the realistic style but as the academy wanted the
play in non-realistic style. Here, while informing about the
creative process of the play, the playwright Pravin Pandya
says that: ‘Hathiraja is written and performed in both the
realistic and non-realistic Bhavai style’. [1]

By giving shape to the imaginary subject that the person on
whom female elephant pours out water becomes the king, the
playwright in this play has given warning to the pertinent
politicians by showing them the power of the mass who
otherwise by making use of the emotions of the masses and
their feelings, play a game to capture the power and it.

In Gujarat’s traditional Bhavai, invariably prayers of the lord
[1] Ref: Book/Text: Hathiraja ane Bija Natako: Nepathya Page 12: by

Pravin Pandya
Page # 236

Ganesha is done or say it is arranged in prologue, which is
considered to eliminate all worries. In the Sanskrit plays this
prayer is called as ‘Nandi’. In folk drama Bhavai, in the

beginning, the actors invite and traditionally install lord



Ganesha in the open court-yard after the ‘Aavanu’ then
worship by singing and dancing before him. After receiving

lord Ganesha’s blessings, they arrange for his ‘Javanu’ -

Departure. For example the prayer being sung in the ‘Tacaar
a2 for lord Ganesha:

oM. &g o1 & @ IO WET SIes 2T

U TET HFAIT ITE Ts 0T

A o foaerg E:ac o]

aa‘-aga??raﬁ, e digall g1,

@ gul, QR g, a8 &7 It &, 11

The play Hathiraja also begins by arranging the Ganesha
prayer.
IAOACAT: < TH IUITAT FAHT THA [3TET STITTAT gIoN

37aTS 2 9 g FIAg a9 TSt
3 AT 36T YHAT 31 reredt Hioerey
ﬁmﬁ%ﬁﬁﬁﬁﬂ [2]

[1] Ref: Book: Bhavai: page 102: by Dr. Sudhaben Desai

[2] Ref: Book/Text: Hathiraja ane Bija Natako: Page 05: by Pravin Pandya
Page # 237

Thus, we can see that the installation of lord Ganesha in the

beginning of the Bhavai presentation is a part of the folk
tradition. Hence, it is constructively used in the play where
the Bhavai elements are used creatively. For example in the

play ‘Hathiraja’ which is created by using Bhavai elements,

‘Asait - 3 Sd’ and his son ‘Mandan B HATSUT’ gives preindication

of the future event to be happened in Bharatpur



state after entering the stage, doing prayer for lord Ganesha
and presenting Nandi. Thus they introduce the main theme of
the play to the audience. Here, they give indication about the
opposition by the people for the outrageous acts and
corruption of king Kanaknandan of Bharatpur through the
prayer which is sung, conveying that let evil be destroyed and
the light of good be spread. By indirectly mentioning that
establishment of true democracy can only be achieved by
people’s revolution, the playwright requests for the blessings
and auspicious energy of lord Ganesha while beginning the
play.

In the play, in the beginning of the first act, all the characters

pray to lord Ganesha by harmoniously playing Bhungal-aiﬂa

and other musical instruments and makes announcement that
they have brought the vesh of ‘Hathiraja’. They give

information about the story this way:

O] $AYIAT TSI 776K &, Al REUTA IR &
hﬁtﬂgﬁm,mma
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s T3 gHdle] o=l 31TeaT $7arar
STARTSITAT AL TeAT, HATAT
g QT e ... [1]

In traditional Bhavai, the vesh begins by playing the musical
instrument like pair of Cymbals and Drum along with the
Bhungal. As the information about the story of the vesh is
given in the beginning by Nayak, element of curiosity of

suspense is not created hence the importance of the story



becomes secondary here. Like in ‘Juthan no Vesh’, Juthan is
Muslim and his lover is Hindu therefore Juthan takes guise of
Fakir because he knows that due to the social barrier they will

be unable to meet.
STV WS F WY TellH
S % A& Gl

3T F TS TATHITS
R D I Fomorey

greft = Hier 99T
HiT et TRer

3R e wehRer 74. 12)

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 05: by Pravin
Pandya

[2] Ref: Book: Bhavai ma Alienation: page 148: by Dr. Bhanuprasad
Upadhyaya.
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In ‘Juthan no Vesh’, through ‘Aavanu’ of Juthan we get the
Pre-indication about the future happening as Juthan enters in
the guise of Fakir only. These are the typical feature of the
Bhavai vesh that nothing is hidden from the audience.
Audience know from the beginning that Juthan is to become
Fakir at the end of the play.

Here in the play also the playwright by arranging the ‘Aavanu’
of the king Kanaknandan gives an indication about the
deteriorated condition of Bharatpur state and the mentality of

its people through the song:

NG TST eThedcTsr o1 g, STT 8T



3TTHAT &7 Y, 9T9aT AT 87

q4 gl TP, I gIem ar

ST elahelcaTal oI g1, ST &l....
AR ATl T, TRD 12l gl
THA AIGHASH OFAT S [T 8l

ST SelahelcaTal ST g1, ST &T...[1]

Writer here gives introduction by arranging ‘Aavanu’ of
various characters to inform about the nature of king
Kanakanandan through the flattery of his appointed officers
and ministers in the state who are busy in mere eulogy.
Today when the place of the folk drama Bhavai is much less in

the hearts of the people, to make its power noticeable, the

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 11: by Pravin Pandya
Page # 240

playwright Pravinbhai has in the play ‘Hathiraja’ given rebirth
to Asait Thakar and his son Mandan. Later he has also
brought the ‘Bhavai’ on the stage as one of the character by
arranging its ‘Aavanu’.

HATS: § 37aTs T Alhehell T, T THI A1,

§ T gUOT AN e Hgell | T,

T3, Fedd-shied T O HART T80
gﬁgﬂﬁgmmgﬁ&rmﬁg%ﬂ‘cﬁ,

AT Jve ary & vt 72t I AT, 1]

With the help of this ‘Aavanu’ song, the Bhavai appealing as
ever to the masses, gives an estimate to the audience that

later in the play, how actively she will play her role to break



the fort of corruption around the king Kanaknandan through

mass awareness movement.

This way in the play, the writer has insisted to arrange for the

‘Aavanu’ for the main characters only keeping aside that for

the secondary characters. While appreciating the gesture of

bringing Bhavai on the stage as a character, Nilesh Rupapara

of India Today magazine says: "By presenting Bhavai as a live

character on the stage, the writer is seen struggling for its reestablishment

of this powerful communicating form.” [z

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 42: by Pravin Pandya

[2] Ref: Megazine:India Today:8th May, 1998:Page 44: by Nilesh Rupapara
Page # 241

In the beginning of the traditional Bhavai OFgRIAT 9210, Rangalo

and Nayak after entering the ‘Chachar - the open courtyard’
gives an introduction of the vesh. In the beginning Rangalo

after coming on the stage asks the Nayak:

LT 31gY HTS AT, §d QAT AL ATa?
AT TSI dH el o dA ST, Fal df d1dT=l, gl ar
AT, g, FATSAY, FIAT THCLAT. [1]

Thus at the end of their talk the preface for O#FGRI a0 is

established. Whereas in the play ‘Hathiraja’ two actors of the
Bhavai troupe - namely ‘Asait’ and ‘Mandan’, while introducing

the scene give information about the vesh as:
37ETSd; T HSuT

HTSOT: Seil 3TATST 19T

3TATSd: TelT deol @R & o 31ToT 30T gTfRTSI=AT 8118
HSTadrel &2

ATSUT: 97T, H FEf AR Y & S, 31 317 MR




37T (TR ST ) IR 3T GrIRTSATAT ATChAT Tbr
Mo ?ﬂTiﬁm?g’? [2]

Thus both these characters develop the plot by giving an
indication about the corrupt politics in Bharatpur state. By

making symbolic mention of Bharatpur, in fact the writer

[1] Ref: Book: Bhavai: page 469: by Dr. Sudhaben Desai

[2] Ref: Book/Text: Hathiraja ane Bija Natako: Page 6: by Pravin Pandya
Page # 242

shows us the deteriorated economic, social and political
condition of our Nation India created by the corrupt
politicians.

Nilesh Rupapara, while making nice analytic comparison
between Bharapur state and our India, says:

“The state which is named as Bharatpur means our nation
India. The king Kanakanandan who is ruling by giving
tempting offers means any of our power seeking ruler, the
priests advising the poor to forsake their desires means the
religious priests who in the name of religion are committing
fraud. Naughty and senseless two Government servants in
the play who are restricting benefits of King’s so called
welfare schemes means our bureaucracy. Big merchants who
are capturing reserved Government funds of schemes for
poor, means rich class of the society.” 113

We can see the elements of alienation are easily interwoven in
traditional Bhavai presentation. Like in ‘&&RT&T a2r0, fakir has
deposited his capital fund for safety to coppersmith. The

cunning coppersmith hesitates while returning the amount to

the fakir. The fakir tries a lot to get back his money from the

coppersmith at the end after getting tired drinks ganja-3T=iT to

forget the sad happening.



He trusted the coppersmith, who did treachery with him,

[1] Ref: Megazine:India Today:8th May, 1998:Page 44: by Nilesh Rupapara
Page # 243

hence in repentance he says: ‘3 dl 319=T AT 9Tl

3R 3T, 39 /1T 129331 Thus under the impression of Ganja

he effortlessly dances on the Bhavai rhythm and sings

keeping the plot loose:

Beh: gt A d17eT T,

RIOT T FIHE, J HET I 3T
3TTET TS AT STaTd ST IIaT [1]

Same way in the play ‘Hathiraja’ playwright also has made the
plot development loose by using Bhavai rhythm in Mandan’s
dance. The way fakir is repenting after keeping faith on the
coppersmith, same way in the play the people of Bharatpur
have become victims of the politics in the rule of king

Kanaknandan.

HISUT: S Ho‘ifrcho-lcho-iqo-i SAaT TS é‘o’T&FﬂTﬁﬁﬂaﬂqﬁa’r

ST G T AT SITeY Yl TRENAT ShedToliaAr
TISTAT3T & T el 3mqorar ...
arferufaes, 2

[1] Ref: Book: Bhavai: page 327: by Dr. Sudhaben Desai

[2] Ref: Book/Text: Hathiraja ane Bija Natako: Page 7: by Pravin Pandya
Page # 244

dieh [ ..[2]



Thus, feeling helpless and frustrated due to the dirty politics
in Bharatpur state, Mandan expresses his outcry.
In Bhavai vesh, we see use of the Sanskrit shloka. The

shlokas are uttered in Bhavai in such a way that it helps in

plot development and in its presentation. In ‘SET D SAEUAT

aer, Jogi while teaching his disciple makes use of shloka to

impart him knowledge:

St arelr
3FTSH FI5H
3ISH FIS5H

A AH ... [1]

In the play, on order of the king, Vidyadhar pacifies the poor
Bhago by advising him through shloka. Later in the play, the
businessman Gajadhar, on his return from the foreign trip,
after seeing the poor condition of the people puts a proposal
before the king Kanaknandan for eliminating the poverty of
the Bharatpur state. Venal king accepts the proposal and
provides him with the required material, land, electricity,
funds etc in more than enough quantity. Seeing this, the poor

Bhago complains to the king.
I HAERTST, BTIONATATT Al 3TART Tl had¥ Sldled dHA
ST SaATedT, ST T3 3THRT g g 3 AT, g7

[1] Ref: Book: Bhavai: page 354: by Dr. Sudhaben Desai
Page # 245

HERTST, AR Iig WTaT Tl 77T, qgvaT ofarsT 71,

and inform him that you have open the state’s treasury for



the Gajadhar. Here there is no effect of the Bhaga’s complaint
on the king. Here, when Bhago continues to cry, then

politician Vidyadhar tries to calm him down with the wellspoken
words of the saints and their teachings. Even then,

when Bhago continues to complain, Vidyadhar tries to pacify

him with the Sanskrit shlokas:

30T A < Frerdd ¢ [Aerdd < #AgsH, ¢
aRAH < TEagieTa ¢ SaH ¢ TgsH, ¢
ag < afoe ) gear g3,

dfed o Heie R fo9sH,

The writer, with this scene proves that Bhaga’s complaint is
irrelevant and Vidyadhar with his erudite knowledge and
intelligence makes him quite. Here, the scholar Vidyadhar,
keeping aside his ethical personal values in support of the
king, just for a small favor and surrenders to the self-willed
king Kanaknandan. This event is put before us by the writer
Pravin Pandya as a beautiful example of today’s prevailing
society.

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 14: by Pravin Pandya

[2] Ibid: Page 15:
Page # 246

We can see in Bhavai, the presentation of the social affairs
and selfish relationships prevailing in the society. As in the
‘Jashama Odan no Vesh’, in the situation where Siddharaj
Jaisinh’s Dasturi Barot is lost on the way, while showing him
correct way, Dasturi Barot gets involved in wrangling with

Jashama. Feeling intolerably insulted, Barot goes to the royal



court of the king and decides of taking revenge for the insult
received from Jashama. For this, Barot describes the beauty
of Jahsama immediately on his meeting with the king

Siddharaj and greets her by comparing with Padmini.

ST 3R IRIT, 318 dAhled oo 37 Tl T aq v
ATTAT AT 3T 371 g1 AT 2 AT ATedal, ERS

o T IRTA?

IRIC: TH & aYell JTSiT HiHDI.

orer T o geATofiar, WrsT @saT A7 o

AT TAART Tes 1A, T IR S o IS [1]

Thus, getting into tangle with the story from Barot the king
Siddharaj, because of his personal greed and temptation, in
hope of getting the desired gain (Jashama), invites the ‘Ode’
community to excavate for Sahasraling Lake. Here in the play
‘Hathiraja’ also king Kanaknandan, Vidyadhar and Gajadhar
unanimously play such game showing their individual selfish

motives.

[1] Ref: Book: Bhavai: page 412: by Dr. Sudhaben Desai
Page # 247

It AT o ARY SAEr foaeamer
AR & ARY SIS T ol .
THA FHTAIT IH Y el ... AT o ARY ... [1]

Playwright Pravinbhai by making use of this folk dance (I¥)

has interwoven the prevailing social affairs and inter personal
selfish relations of present human beings in the society.

Whereas in Bhavai ‘Kansara no Vesh’, the Fakir through his



song conveys that in this Kalyug, the corruption has not only
entered the political machinery but every individual of the
society has become the victim of this mentality which has

been interwoven in their daily life.

ThehI: Blehe oIl w1dTd
AT &5 w1 gl
AR 7T IS

TTST FHeTgaTehT 31T
deT N B §

AT Gt Y AT,

Fgl ol SR T &

gl & e Wle.[2]

In the play, the chorus song about the fort exposes the

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 16: by Pravin Pandya

[2] Ref: Book: Bhavai: page 324: by Dr. Sudhaben Desai
Page # 248

administration of the political arrangements in the kingdom of
king kanaknandan. Here, the advantages of the social welfare
plans which are prepared for the people are benefiting the
politicians and their relatives. In this fort which is made of the
flatterers, all those people are living who are desirous of
wealth, pleasure and luxuries or of power hence the king

kanaknandan is careless.

EIGE o_loo-i‘l ITaT ITel AT ToHFRIAT Wed el

TSAASHT 33 T & SISl aef...
HedT-foaeld-a37d Hueg Mk & dIR,
g Ao CaR Qreld! T FARY IR




qES) TARY I3W T§A 31T ISiTe] TS [1]

Thus here, the well-wishers of the king who are playing
political games are running the state’s administration by
keeping away the ethics, spreading the lies and practicing
corruption to sustain their power. Thus the writer exposes
these people with this song who live with the mental attitude
that ‘Money is not God but it is no less than God’.

Bhavai actor is seen presenting various characters. He is not
becoming a character but directs a character so Bhavai actor
is able to play more than one roles. Like in ‘Juthan no Vesh’,

Nayak asks questions to the actor playing the role of Juthan

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 25: by Pravin Pandya
Page # 249

related to his role and directs him by keeping an actor and the

character separately.

A JH ST & H gr?

S[OUT: §H ST & A,

mzﬁﬁ@ﬂﬁ%%ﬂéﬁ.mgﬂm

S[GUTeRT ST T 872

The playwright Pravinbhai has also used this element of
Bhavai in his play ‘Hathiraja’, to make his actors of drama
troupe to perform more than one role.

In the play, the king Kanaknandan declares a plan to
distribute cows to the poor Brahmins. To get benefit of this
plan, Asait approaches the officer Sakalsen and Akalsen by
becoming Brahmin. Sakalsen suggests to Asait that he should
come having bald head having tuft of hair (choti) at the back.



As per the officer Akalsen, the declared plan is to give the cow
to the poor Brahmin but in view of the officer Akalsen, Asait
does seem to be either Brahmin or poor so he asks him to go
home. On getting threat from Asait, he tells him that he will
severely punish him of cheating the state. Asait talks with

himself about the cunningness and wickedness of the officers.

JATSA: ART JeT, Tl DN ALET AT ARAT Y S, JOT
1S ST LY. AUSAY & IS !

[1] Ref: Book: Bhavai: page 228: by Dr. Sudhaben Desai
Page # 250

In the mean time, Mandan enters from the back stage in the

costumes of a Brahmin and talk with himself:

HTSUT: (T o] B o Uehed Fellclall GOTEHATT. [1]

Thus to get the benefit of the ‘cow plan’, he has assumed this
guise and now in this vesh of Brahmin he meets Akalsen.

Akalsen standing before him:

K CTe e K'E?T?:[ OTEATT 2‘05'?

Giving proof:

AEOT. G, G0, I Y 7z S, e S, TS

fsqs quT & o] T §f ST B! (1)

Thus on getting an idea of chicanery deals and smell of
corruption in the various people’s welfare schemes (plans),
like scheme of digging of a large well with steps leading down
to endless supply of water, scheme of providing cows to the
poor etc, and getting frustrated by king Kanaknandan'’s
government, father Asait asks his son Mandan to find out
some solution to safeguard the public welfare and regain the

happiness in the state.

3HTS: Ul IS UTal g al JeNTs ATSUT. BIS IS Tal FL H



AMGH SCeTs ST, JNET. 31T FET (< &Tehlel HETLdT) Tall

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 29: by Pravin Pandya
Page # 251

S aTe SIS IEAT S 37 I S & ST & 377 976,

TGl TTST 3o TSI 5. [1]

Here, revealing the inner desire of the citizens of Bharatpur,
Asait informs to the Mandan that people are expecting a king
who can work for the welfare of the people. He further says
that people have yet not lost complete faith and the situation
in the state has yet not deteriorated that much. Hence, for
the welfare and benefit of the people Asait and Mandan should
expose the corrupt administration with the idea of agitation
first act ends here.

Similar to the first act, the second act also begins with the

song by Asait and Mandan of Bhavai troupe. Both Bhavai

actors (3733T) are worried because of the polluted atmosphere

of Bharatpur. People are suffering due to corrupt management
of cruel king kanaknandan. The suffering and inner pain of the

people is revealed by this song:

el ITGAT [T TA S
I G THAT q3

I HSHS Hobdl T
A BIGHT de3

g1 SETel & aMR T &
ST $RAYR WS

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 26: by Pravin Pandya
Page # 252



CIRKEGIGKGIERE

The way, people becomes victim for the individualistic selfish
attitude of the king kanaknandan, the same attitude is seen
that of Siddharaj Jaysinh in Bhavai ‘Jashama Odan’. Being
attracted by the beauty of Jashama, Siddharaj Jaysinh is
eager to make her his queen through any possible means.
Jashama is faithful to her husband and turns down the unjust
proposal, hence to capture her, Siddharaj tortures the Ode
community. Seeing this rufe behaviour with no fault of theirs,
Jahsama goes to Siddharaj and requests him to stop the

outrage on Ode community:

STRIAT: AR ART Y TS Tehad
THaAT o & qieh ¥
ST AR Y TSI Tehet. (2]

Here, for mere selfish motive, King Siddharaj Jaysinh is
exploiting the Ode people whereas in the play, the king
Kanaknandan behaves capriciously with the people
considering them mere quadrupeds.

In the beginning of the traditional Bhavai belonging to Morabi-

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 31: by Pravin Pandya

[2] Ref: Book: Bhavai: page 416: by Dr. Sudhaben Desai
Page # 253

Saurashtra after the ‘Chachar’ custom arrival of Goddess
‘Kalaka’ and then ‘Aavanu’ of ‘Ganesha’ are arranged to get
the blessings of the God that removes obstacles, so that there
is no hurdle during the performance of Bhavai vesh. Similarly
in Bhavai ‘Chhelbatau-Lalbatauno Vesh’, all the artists of the
Bhavai troupe in the beginning and at the end of the

performance remember the Goddess, keeping utmost faith in



her so that they get her guidance and strength during r every

moment of their life.

$1ATS HAThRI (F3) : TR HTET dR IROT fFad ATl
Tadhe oAl HHTR!

§d T g@ 74T Y ATTHITS!

g 34T, (1]

In the play, afraid due to bull, the fearful people are praying
before God.

In the play, the character of the bull symbolizes the scamp
persons protected by the ruler who have ruffled the whole
market place. It has no shame, love, pity or mercy and has
also destroyed the educational centres. Fearful of the bull, the
people do not come out of their houses. Some people have
become victims of this bull and now the bull is thirsty of the

mother elephant which symbolizes the democracy of our

[1] Ref: Book: Bhavai: page 293: by Dr. Sudhaben Desai
Page # 254

Bharat Desh. Seeing this mother elephant coming, he
becomes more violent.

On one hand, people of Bharatpur has sympathy for this
mother elephant and on the other hand they fear of the bull
which makes them pray before the God so that they get

strength to face and some way to overcome this situation.
T FA TECTRT TS
Waﬁgmaw 1]

At the time of difficulties our devotion towards God becomes



more strong because at that point of time we feel no one will
save us except that ultimate element from this situation.
Hence, when the bull and mother elephant are coming face to
face, fearful of some bad happening, Bhago loudly chants
‘Hanuman Chalisa’ keeping faith in the ultimate eternal
element and tries to go near it.

In Bharatpur, the whole state is fearful of bull’s fury, no one,
even Gajadhar or Vidyadhar, dares to challenge him, but
Mandan is ready to fight the bull. He replaces the mother
elephant from the face of the bull and holds its horns with his

hands and rotates round and round. In the stage direction,

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 34: by Pravin Pandya
Page # 255

the writer while describing this scene writes that Gajadhar,
Vidyadhar and Bhago during this scene sits keeping their
hands on their eyes, ears and mouth similar to three monkeys
of Gandhiji.

Gandhiji’s three monkeys are the symbols — Not to see the
wrong, Not to hear the wrong and Not to speak the wrong. In
the play, writer Pravinbhai exposes the selfish mentality of the
society through these three monkeys. The people of the
Bharatpur i.e Gajadhar, Vidyadhar and Bhago etc have
accepted inaction to do anything. They have accepted the
situation and decided to live in fear hence to project this
situation, writer Pravinbhai has presented Gandhiji’s three
monkeys in opposite meaning than they are known for.

Later in the play, Mandan defeats and kills the bull in the
fight. On the stage, Mandan enters holding bull’s head in his

hands and showing it to the people says:
HTSUT: 3ol 31T & $AYIAT RITH el T & Ue] AT [1]

In traditional Bhavai, there are some references where death



is shown in the vesh. In many veshas death is not shown
clearly on the stage but its only mention or an indication is
given by Nayak or Veshgor. Like in Bhavai, the playwright has
only made mention about the death of the bull in the play

‘Hathiraja’ and has avoided the presentation of death on the

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 36: by Pravin Pandya
Page # 256

stage. Off course, in Bhavai "Jashama Odan no Vesh’, death
of Jashama is shown on the stage. Blind in love Siddharaj
Jaysinh kills Jashama’s husband ‘Rudio’. When Jashama
comes to know about this she gets fainted on seeing the dead
body of her husband and dies there. The whole event gives
proof of Jashama’s faithfulness to her husband.

Later in the traditional Bhavai ‘Patai Raja no Vesh’, Goddesss
Mahakali enters the stage in the form of a casual lady
character and performs a folk dance ‘Garabo’. Seeing her
performing the dance, unknown to her real identity the Patai
Raja gets enamored to her and proposes her to make her the
chief queen. Further he misbehaves and holds the loose end
of her sari. Goddess Mahakali disappointed with his behavior

give him a curse.

HAETHIS!: T g o & AT
% HS T8 A Y ollel. [1]

In the play, even after killing the bull as there is no
improvement in Bharatpur’s condition, hence Mandan is
disappointed. He does not see any light of hope which can
save the state from the terrible disaster, hence angry Mandan
tells in the form of a curse to those who are torturing mother

elephant :

[1] Ref: Book: Bhavai: page 451: by Dr. Sudhaben Desai
Page # 257



ATSOT: fg-ceiel fisey oF
o 3ifaTes #RTY

T T, A g
3cHd ¥ 3ar

mﬂai‘rm@r. [1]

Writer Pravinbhai has used the verse ‘Dohra’ for expressing
the emotions at many places in the play ‘Hathiraja’. Here for
instance the playwright gives a creative dimension to the
event where especially through ‘Dohra’ Mandan curses the
people whoever harasses the mother elephant.

Thus, seeing the hard condition of Bharatpur state, Asait and
Mandan creates a voice against the corrupt king and his
cunning officers. Both of them have decided to expose the
king Kanaknandan before the society and have taken an oath
that they will fight this war until they will destroy him. On this
side the king Kanaknandan orders his minister to kill Mandan
knowing this Mandan surrenders to mother elephant. Mother
elephant gives him protection and asks him to stay and
perform Bhavai in Bharatpur. Arrogant Kanaknandan asks
Mandan what Bhavai can do against him. In reply, Mandan

explains to him it importance:

HISUT: ATS ARY &Tel & IS HATS & FUAR
HATSAT IT & TSI dAlehleAl 3TUR

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 38: by Pravin Pandya
Page # 258

Here, Mandan cautions the king remembering his oath:

Sl ITI 3T ATSUT, S Tl HelTer
Teh foead ART 31T ATgaAl $IX8IR 3T UTA



ST ary W T, [1]

In the traditional Bhavai also we can see the mentions of its
strength and importance like in ‘Chelbatau Lalbatau no Vesh’,
where Chelbatau while informing the importance of Bhavai
says:

ol S TS AT

HaTg dl 1A I S

He further says in the praise of Bhavai:
SEICREEREIRE

o g TRt are

quT $aTS {1 TS

il HTAT qX 3T 12)

In the play Mandan has full faith in the Bhavai’s strength of
revolution and he is also well aware of the peoples’ power.
Therefore he gets ready to use it as his weapon to destroy the
fort of king Kanaknandan.

King Kanaknandan, is shocked by Mandan’s oath and seeing

his dedication towards its fulfilment he puts censorship on

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 39: by Pravin Pandya

[2] Ref: Book: Bhavai: page 285: by Dr. Sudhaben Desai
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presentation of Bhavai in his state:

holeheicet: ThellhX 7

TS S F FaparetY f3veet el .
el st AT o fory A 3,
3T fSaeY FFaT &, (1)

The way during Muslim rule, the Muslim rulers damaged the



art forms and stopped its growth & development, in the same
way in the prevailing situation the rulers like that as king
Kanaknandan in this play has put prohibition on the Bhavai
presentations. While remembering the past, Dr. Bhanuprasad
Upadhyaya says:”During the Muslim rule, the refuge from the
state stopped. Sanskrit literature got destroyed. The
manuscripts preserved in the temples and royal courts were
scattered, burnt, destroyed. As a result, Sanskrit Drama
Traditions started vanishing, but those traditions which grew
with the refuge of the people (society) continued.” 2]

Thus, Asait and his son Mandan assures that being massdependent
art, the traditional Bhavai didn’t perish and will not

perish.

Later in the play, the awakened citizens declares revolution
against king Kanaknandan, keeping aside their personal
comforts and interests and resolve their firm determination to

save the weakened democracy.

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 45: by Pravin Pandya
[2] Ref: Book: Bhavai ma Alienation: page 5: by Dr. Bhanuprasad

Upadhyaya.
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ATSUT: TgTef I &2 Shd & Hcg?

SR G

ATSUT: T T 2

PR Tl AT

HigoT . ST 3t grAATAT § AT Ueh ST 9 TH g1 oY el
JTaRn?

I GTAUNATAT. [1]

Thus, Asait, Mandan, Bhavai and the citizens shouts on



attaining victory “grIoi AT ST 81”7

In the traditional Bhavai, spell and mystical formularies are
used for giving curse or to give life to the dead for example:
in “*Kaba no Vesh”, Gangapari Brahmin, kills Kaba who has
come to rob the Brahmin. When Kaba’s wife Kabi gets this
information, she searches for this killer Brahmin and asks him
to make her husband alive after giving him the looted gold,
money, cloths and the books. Then the Brahmin makes Kaba

alive after chanting some mystic spells.

""" TEHUT: 37T il Tehs AT el

35 36 AR T I

37T 9T, 36 36 & @ST &l 3. [2]

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 46: by Pravin Pandya

[2] Ref: Book: Bhavai: page 367: by Dr. Sudhaben Desai
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Also in the play, Mandan keeping his palms near his lips and
blowing air in it like a magician revolves around the fort of

king kanaknandan:

HISUT: AU HSehs3TH iclieh e TG, SiIg of ART THDR
AR U S1gs Hs B Hs.

Mandan chants the spell like a magician:

3Tl HAR STl AR
EI'I?EF!FIT? [1]

In the play, playwright has arranged the process of breaking
the fort in which Mandan is gesturing as a magician appears
melodramatic, which does suit with the nonrealistic play.
We can see the use of folk and colloquial proverbs in the

traditional Bhavai, for example: in ‘*Kansara no Vesh’, kansara



has robbed the fakir, hence fakir is searching him. In the
proverb said by Fakir, he reveals the mental attitude and his

practical nature of Kansara to the audience:
TehIT: HorgaT X TsTH

7T 38R 81X

R FX Fearell

3T 3eleT 33 AR 2]

In the first act, drunkard state officers Akalsen and sakalsen
while talking about their secret talks reveals the details of

their corruption through this proverb:

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 50: by Pravin Pandya

[2] Ref: Book: Bhavai: page 324: by Dr. Sudhaben Desai
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CIGHGEI I
A g
3H TaT {WATS
e’ Tt ST 18 ... B deiaTes. 11

In the play, writer has also used the proverbs revealing inner
pain of the people during the fight between Mandan and the

king Kanaknandan through utterances of Mandan:

ATSUT: “HIOTHe] H oAileh g1 o AR Tgell Tef Hlg

wagqﬁram!” 2]
HISUT: “ESYAT ST HTITAT dRT ISl mﬂﬁraiaafrwg 3]
HTSUT: “clT% Al ARY SHeY TSNeT 316y IS @)

At the end of the play, the awakened people of Bharatpur
blows a conch-shell (bugle) after destroying the fort of

fraudulent systems and establishing rule of the people.



Welcoming and praising the play ‘Hathiraja’ and the
playwright Pravin Pandya Shri S. D. Desai says in explaining
the secret: “This play is a satire on the cruel games that
politicians are playing in our country under the mask of
democracy, to grab and sustain the power.” 111 Whereas

talking about the speciality of this play, Nilesh Rupapara says

[1] Ref: Book/Text: Hathiraja ane Bija Natako: Page 27: by Pravin Pandya
[2] Ibid: Page 49: [3] Ibid: Page 50 [4] Ibid: Page 51 [5] Ibid: Page 20

‘Aavakarya Ghatana’ by S.D.Desai.
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that “This political satire which is written in the Bhavai format,
instead of making the audience think, does this work by
itself.” 11

Thus this play dethrones the king like that as kanaknandan by
attacking the mental attitude of the society, throwing away
depression and giving rise to new hopes awakens the people,
uniting and energizing them. In the play the playwright
suggests that it is the responsibility of people to make social
reforms and build up its strength. With this advice of mother

elephant (our democracy) he ends the play:

EIIUTTATAT: & ST IMToRAT ool ATH 37T HidaiT fogde Ted

A UMY qs2T AT 31T S Shefeheicel AsTHedl I
B, ITeeT Il s FT LY el FRAYLAT
TAHATA At ; 0T TRHAIAT Holfoehd H. (2]

[1] Ref: India Today: 8th May, 1998:Page 44:by Nilesh Ruppara.

[2] Ref: Book/Text: Hathiraja ane Bija Natako: Page 54: by Pravin Pandya
ok ok ok ok ok ok g ok kg ok
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CONCLUSION

While reviewing the whole chapter, we can understand that on

one side Modern Gujarati Theatre gained prosperity in the



decades after sixties which began through activities of ¥ #&"

and ‘3Tha ATe#Adr. It takes the lead position by adopting the

new modern changes which came in the field of the theatre
whereas during this period i.e. around in 1980, the mass
entertaining media like All India Radio, Television and films
also shows their dignified presence. Theatre got affected due
to the popularity of these media as a big portion of the
theatre going audiance got reduced as it got more attracted
towards television and the colourful films. It was obvious to
have similar attraction in the theatre field also. Many theatre
personalities who were devoted and active in theatre like
actors, directors, technicians and back stage workers turned
to the modern media to earn more money and prestige. The
Theatre personalities struggling to keep the theatre alive
evaluated the situation and came to a conclusion that we
cannot put Television& films and Theatre on the same level.
There cannot be any competition between theatre and these
media because theatre is a live medum; it has a direct rapport
with the audience. Making this point more clear, Dr. Rajendra
Mehta says:

“In a play, there is a matchless element of liveliness and
immediate response of the audience, which differentiates it as

a mass media from other electronic media.” 1]

[1] Ref: Book: Apvarya: Page 215: by Dr. Rajendra Mehta
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Whereas, this basic thing is made clearer in simple and easy
language by Shree Hasmukh Baradi that: “T.V. and films show

the past events, while live happening of the event can be seen

in theatre only.” (11 Here 'Se1’ is word in a continuous present

tense which informs the theatre loving audience about the



happening of an event. As such the announcement of the play
is generally made as “@r g4 :qdd & allesh” which indicates
that the events of the past and future are shown on the stage
as if it is happening at that present moment before the
audience, that is why the audience and the society can catch
its reactions immediately which is never possible in the film
and television media.

This way, Chinu Modi has strongly advanced the action in
‘Jalaka’ by praising for women empowerment which was
started by Bakul Tripathi in the play ‘Lila’. Hasmukh Baradi
has given self introduction in the play ‘Rai no Darpanray’ and
through *Makanaji’, Sitanshu Yashchandra making the society
aware about the happening of miracles by his own inner
strength throwing away the age old cloudy ideas of mankind.

In this way, the plays performed using the elements of Bhavai

like: ‘SITelehT’, ‘TS AT GUURTA’ and ‘&, Adheloll T ATeAT?’ We

get variety of the subjects but reflection of the present social
situations is also seen in these plays. We could see the entire

description of the contemporary and present Indian economic,

[1] Ref: Book: Apvarya: Page 218: by Dr. Rajendra Mehta
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social and political situation in the play ‘g/dRT<T of the modern

playwright Pravin Pandya.
Thus, as a part of the thesis, it is suggested that the

playwrights from ‘geRe gaT-Reformer Era’ to ‘3carefosteh gar-

Modern Era’ has made very tactful use of Songs-Music-Dance
etc in their plays to project some thought or problem

prevailing in the society as also have revealed that theatre is
not only a tool of mere entertainment but is a strong medum

to present creative mass ideology.



END OF CHAPTER III__



Chapter 4: Application of Bhavai in Various Eras:
A Comparative Study.
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Chapter 4: Application of Bhavai in Various Eras:
A Comparative Study.

The aim of the present chapter is to find out “in which form,
the playwrights have made creative use of the Bhavai
elements, whether it has helped the script or not and its
necessity is proved or not”, so that the information about the
various tack ticks existing in the strong Indian Traditional folk
form of Bhavai and the possibility of its creative use in the
modern plays of the new generation increases. It also aims at
making a comparative study of the use of Bhavai elements in
the Gujarati plays through various eras which in my humble
opinion is first of its kind.

During the medieval time, Muslim power was at its beginning.
“Due to the religious attacks by Muslims, ‘Devotional
Movement took birth as its reaction in resisting it, devotional
wave grew. In this wave, some of Devotion and Theatre

traditions also got established and developed. Dramatic

performances like ‘RamalilaXr#elrar’, ‘Jatra’-sTs<T, ‘Bhagavata
Mela-#TeTad Aell’” etc based on the stories from Bhagavata and

Ramayana were performed in the temples which received big
support from the people. The aim behind these dramatic

traditions was to create new hopes in the frightened people
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because of the political and religious attacks and that was
successful.

Parallel to the traditional religious drama forms like ‘Raslila-

eI, ‘Ramlilal#ellelr’, ‘Yatra-arsaT’ etc which came in to

existence due to Devotional Movement, other drama forms



also got evolved like ‘Tamasha-ddmIr, ‘Nautanki-#Alchr’ etc

which were entertainment oriented.

Traditional folk form of Gujarat “"Bhavai” is an entertainment
focused and is presented in the form of devotion towards the
Goddess but it is not the outcome of the Devotional
Movement like other traditional forms but has evolved due to
the affliction under the prevailing socio-political and economic
situation. Its purpose which got interwoven from the
beginning of its creation, was to make the society aware
about the problems of the under privileged, social customs,
inconsistency in the social tradition etc. It became an inherent
basic quality of Bhavai to make the audience well aware about
the social faults, in place of making the audience emotional
during the presentation. It became an account book in true
sense of merits & sins or that of credit & loss.” 113

In the middle of 19th century, when British rule was
established, peace and safety also was established in India
along with it in Gujarat. The western and an English education

system made a deep impact on the Indian society. Opposite

[1] Ref: Book: Bhavai ma Alienation: page 5 & 6: by Dr. Bhanuprasad

Upadhyaya and ‘Aavakar’: by Dr. Mahesh Champaklal.
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to the mass mentality of the medieval society, English people
made them take interest in the people and their life. It
brought the new awakening. In the European Theatre the
period till 10th decade (1000 years) is known as Dark Age
which came to an end with performances of the religious
dramas by Christian missionaries in churches and it began the
era of new creation called ‘renaissance’. Similarly, when
Britishers settled in Gujarat in 1818, an era of reconstruction

also started in Gujarat like that in Europe. The Gujarati people



started taking more interest in the day today life then in the
religious and devotional attitude of medieval period. There
was a drastic change in the attitude of the initial writers of the
time who came in contact with the Englishmen. In place of
respect for the God, their creative mind showed more interest
in human dignity, their independent personality, their
vehemence and emotions etc and domain of their creative
subjects enlarged. Importance of prose became more
predominant in the creative literature. The prose writing
became a medium of expression, hence, through newly
explored prose forms like novels, short stories, essays,
autobiography, biography etc started creating new history of
literature. Due increase of new knowledge, the literacy level
and the facility of the printing technology as also the activity
of the pamphlet & newspaper printing got a move. Thus,
along with the various literary forms, the dramatic literary
form also developed because of the English influence.

The Parsees also were influenced by the Britishers in Gujarat

who were basically foreigners to this land. To nourish their
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culture and art as also to establish their own identity, they
started imitating the dramas after watching them which
Britishers called for their own entertainment. They presented
the translations of the English plays. Thus with the
presentations of the dramas, the artists of the Parsee
community tried to get their identity and became successful in
gaining the social & political faith of the king and their people.
This activity gave an inspiration to the Gujarati Theatre
passionate to have their own theatre. Hence this way under
the influence of the western literature, initial literarily

personalities started presenting the translated, adopted and



original plays. In this way the the form of the modern Gujarati
Theatre got its shape mainly under the influence of the
western literature and the Gujarati Drama (Theatre) is
influenced in many ways, during the period from ‘Reformer
Era’ to Neo Modern Era’ of Gujarati literature.

In the medieval period Bhavai was the main source of
entertainment while in the following Reformation Era Bhavai
became a tool for social reformation.

It is true that the traditional Bhavai, during its formation
period from 14th century to 19t century fulfilled the purpose
of mass entertainment and mass education but the new
generation brought new changes in its acting and also brought
varieties in its presentations aiming to sustain their
permanent patronized audience, to avoid boredom in the
performances, to make the performance more interesting. In

this process, some vulgar elements entered in Bhavai. Old
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Gujarati Theatre came into existence in the end of the 19t

century. The owners of the old Gujarati Theatre or say
Professional Drama Troupes, attracted the actors of the
traditional Bhavai actors towards the Professional Gujarati
Theatre whereas during this time some of the literary learned
persons criticized these vulgar elements mixed in the Bhavai
form. Propaganda was made against Bhavai and articles were
written. Thus, the glory of the Bhavai tradition came to an
end due to opposition from the old Guajarati theatre owners
and the learned literary personalities.

In the beginning part of the “Reformation Era” of the modern
Gujarati literature, when the British rule became firm,
universities were established to upgrade the level of education

by English system of education. Industrialization and the



machine culture came in the form of the mills when the
Gujarati society was suffering by ill customs, wrong social
traditions, fanaticism and superstitions. During this period
Gujarati literature got a boost as literary creators educated in
English system are seen giving essence of the reforms during
this era of renaissance. The drama being the form of
literature, having close association with the day today life, the
playwrights belonging to the reformer era expressd their
essence of the reformation through the medium of drama.
Dalapataram and Narmad also with the only aim of social
reform and that of making Bhavai free from the vulgar
elements, wrote plays going away from the existing currents
of the professional Gujarati theatre. This era is known as the
‘Reformation Era’ in the Gujarati literature. Because of their

contribution in the literature, this era from A.D. 1845 to A.D.
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1886 is also known as “Dalapat- Narmad era”. Basically both

Dalapat and Narmad were souls of a poet. On getting an

opportunity, they wrote “Mithyabhiman - fEaeafas#=r” and
“Tulaji Vaidhavyachitra - aaaﬁﬁﬂ‘iﬁ%airs" respectively by using
Bhavai elements. Similar to his previous plays ‘Lakshmi-ef3T#T’
and OStri Sambhashan-Ea:=Y ¥HWUT', Dalapataram also selected
social theme for ‘Mithyabhiman - fZa2anf@smaAr=’. His last
dramatic creation ‘Mithyabhiman - fZaeaifae@#AeT became his

first farcical play on the Gujarati Theatre. May be an easy
reason for this could be that the understanding for the
western farce was not developed in Gujarati literature”. [1]
Dalapataram wrote this play not with his self intuition but to

take part in a competition by sending a farcical essay in



dramatic form. At that time a word ‘essay’ was being used for
the dramatic script. As being said previously, the purpose of
the gentleman who gave the prize of *.100/-was Thakkar
Govindaji Dharamsinh of Kutch & Mandavi with an aim of
social reform. Over and above this purpose, Dalapataram has

another purpose also in his mind. He says: ‘'In our country,

“Bhavaya-#arar” people perform dramas in which they speak

vulgar words. Hence, it is not viewable for good people;
therefore it is very much necessary to have books of

improved dramas’ 21. It is very clear that in Dalapataram’s

[1] Ref: Book: Gujarati Sahitya no Udbhav Vikas: Page 63: by Dr. Mahesh
Choksi

[2] Ref: Book/Text: Mithyabhiman: Page 18: by Dalapatram Dahyabhai
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mind, there is a purpose of social reform and making Bhavai

free from the vulgarity. Hence the play ‘Mithyabhiman -
foarearfaeaArT’ has become a purposeful farce.

The play ‘Mithyabhiman - f3aZaif@e#eT, in its 8 acts and 15

scenes gives voice to the problems of the mismatched
couples, rigid social customs, ill-traditions etc, whereas it also
throws light on the role of an individual in the society and
makes his evaluation in reference to the society.

This type of attitude was adopted by the literary personalities

of the reformation era in their creations. We can see triple

influence on the play ‘Mithyabhiman - foaZaf AR that of

Sanskrit Theatre, English Play and Traditional Bhavai. In the
beginning the invocation of deity at the commencement of
work like *‘Nandi’, character of ‘Sutradhar’, ‘Vishkambhak' -
opening part of an act in which actor narrates incident(s) not

exhibited on stage, similar to ‘Bharat Vakya’ which is said in



relation to the end of the play by Sutradhar and words for the
welfare of the audience and the poetic verse of advice coming
in the play are revealing the influence of elements from
Sanskrit Theatre. Here its use is not with the purpose of

supporting the drama but to maintain the tradition. In the

play the format of 3/’ and ‘@2’ are planned similar to that of

‘Act’ and ‘Scene’ in the English play. In the play act is
changed when the locale is changed and new scene is opened
when new character enters. Moliere - the well-known

dramatist of 17th century France also used to plan new
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scenery with the entry of a new character but this was known

as scene only. Also when there was a change in the locale, he

4

used to plan another act. Hence, here in place of ‘Swang-<arer

and ‘Prakaran-I0T" we can clearly see the influence of

Moliere in the planning of ‘Act’ and ‘Scene’.

The way Moliere was aiming to give picture of the social
reality by exposing human weaknesses through farce, in the
same way in this character oriented farce ‘Mithyabhiman’, we
can see the entertaining presentation of the naturally common

human specialities and absurdities by using the

characteristics of ‘Ardrgs drdrys in Dalapataram’s this play.
During the same time in 1863, “Tulaji Vaidhavyachitra- g&?ﬁ

aufegas” is written by Narmad which was written in the form

of drama in literature, with the desire to express reformation.
This play created in 3 acts and 12 scenes is also written under
western influence. Like Dalapataram, Narmad also arranged
‘Nandi’ of Sanskrit Theatre at the invocation of deity at the

commencement after realizing the importance of the prayers



for God. Like in ‘Mithyabhiman - fSazanfasmar’, Narmad also
makes plot development using the words ‘3%’ and ‘@2’ but

here the plot development seems to be loose. Some of the

'3 are very short and completes very fast. For example:

the 3rd scene of the 1st act. This being Narmad'’s first creation,

he has been unable to make proper plot development. The
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purpose behind the play ‘Mithyabhiman - fSa2II3HAE is

focused more towards human tendency along with that of

social reforms hence the treatment of the play has been done

explicitly. In the play ‘Mithyabhiman - foazafasareT,

Dalapataram has given secondary importance to the story
about the mismatched couple. In the 4th scene of the 2nd act
only by arranging the scene in which Ganga - a friend of
Jivaram Bhatt’'s wife Jamana, immediately concludes the
entire talk about Ganga’s sorrow, because writer’s main
purpose is to project the human misery and not the the
reformation of married life.

Later in act 5t, it seems that Dalapataram has arranged the

scene of Mmg BRAO by showing resistance to the outrages,

arrogant attitude which we suffered; he symbolically ignores
them and makes their fun. Also through scene, he

accomplishes the proverb generally used for Muslims that
“{3HAT g df 9ot 918y 1", But if we evaluate this scene of

‘f3HaTe] ®RAG in today’s situation, it appears to be insignificant.

Opposite to the Dalapataram, Narmad in his play “Tulaji

Vaidhavyachitra- dessil dufeares”, presents the character of

‘Pathan’ as a villain. Thus, the attitude of the modern literary



was of the type that they presented their anger against the
Muslim rulers in their creations as and when there is an
opportunity or they created such opportunity to show them

negative shade or as a foolish character.
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In the play ‘Mithyabhiman - faeaifasm T, the Rangalo of the

traditional Bhavai has relation with all the characters. He by
giving voice to the inner soul of characters, he impartially
comments on every subject and situation. But in Narmad’s
play, ‘Rangalo’ plays dual roles. He is seen as Sutradhar and

also as traditional Rangalo. In the play ‘Mithyabhiman -

foaeafas AT, writer has synthesised two traditionally basic

characters - Sutradhar of Sanskrit tradition and Rangalo of
traditional Bhavai. Sutradhar uses various shlokas and poetic
verses in his typical style as a part of the summary of the
scene. Whereas Narmad has incorporated our traditional
mourning folk songs sung at the time of death in various
scenes as required. This way, both the writers are determined
to preserve heritage of our poetic culture. Both these play of
the beginning period have used the spoken language having
regional touch, in place of pure and literary language.

During the time when the plays of reformation era came into
existence, the Gujarati Theatre was developed under the
power of business people only. From the professional point of
view, the plays of Narmad were written with the clear purpose
of making earning for livelihood, performance of which may

have benefited Narmad, but his play “Tulaji Vaidhavyachitra-
gmﬁéﬂ%aas”, written with the purpose of social reform, was

not of any use to the society. He fails here as a playwright

because he makes fun of a widow instead of showing her



piteous situation and her survival for dignity. May be it is
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possible that his writings were affected by the contemporary
farcical Parsee plays (he was associated with K. khusharu

Kabaraji’'s drama troupe as a writer). Thus in “Tulaji

Vaidhavyachitra- gessit aufeas”, the dignity of women is not

projected. Dalapataram who drew an intense picture of social

reform by creating his pay ‘Mithyabhiman - fZazafasar,

presented an example that Gujarati play should be of this
type and quality. The tragedy here is Dalapataram wrote this
play in the year 1870 but its systematic performance was
done in 1955 only. It is not the fact that the society was
improved during reformation era. The western dramatic
current and the vulgarity which entered in traditional Bhavai
were very much there due to which it was ignored by the elite
audience. The social reform was only superficial. During this
period, the learned persons like Rajchhodbhai Udayram
expressed their disgust by creating respectable plays. If he
would have taken positive attitude towards Bhavai, then the
disgrace which the Bhavai form wrongly received during that
time could have been avoided and inherent power of Bhavai
to attract audience would have been better utilised creatively.
In that case, we would have received answer to the universal
question for indigenous theatre years before!

Thus one thing is very clear that Dalapataram and Narmad did
not made any futuristic understanding while writing these
plays but they wrote them unknowingly as they were not
having any optional folk tradition except Bhavai. Hence its

influence is seen in their plays. If we look back today, we can
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see that the seed for the indigenous theatre for which we are



desperately searching for, were sown by Dalapataram and
Narmad unknowingly. Later, learned personalities like C. C.
Mehta and R. C. Parikh made use of the Bhavai elements
keeping their presence of mind and added to the appeal for
the Regional Gujarat Theatre.

After this Reformation era, the period of A.D.1887 to A.D.
1905 is known as ‘Scholar’s Era’ or ‘Pandit Era’. Our Gujarati
professional Theatre troupes, who were established under the
influence of the western currents, considered melodrama as
sure sign for the success for the plays. The Gujarati
Professional Theatre brought in the artificial acting with
dialogues in shouting voice, gorgeous and grand settings,
trick scenes etc on the stage. The common man in the
audience used to buy tickets to get entertainment hence to
satisfy his attitude of ‘value for money’; the drama company
owners used to give them plays as per their interest.

The Gujarati Professional Theatre expanded their boundaries
to Ahmadanad, Surat, Vadodara and other small and big
towns instead of limiting it only to Mumbai. Between these
situations, the soul of the Gujarati plays was getting
suffocated.

On the other hand, due to these reasons, “Importance of
Bhavai’s folk tradition which attracted huge audiences for
such a long time, is seen dying in the beginning of the

twentieth century because of the non-progressive and
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distorted presentation material. The tools of entertainment
resulted out of the new situation of the industrialization and
urbanization also limited and diluted their effectiveness. (i.e.
arrival of cinema). Under the influence of the spread of

education and development of the literary interest the disgust



of the society is developed (false prejudice and rigidity are
developed) are in addition. So somewhere and sometimes,
Bhavai is mentioned, as a forgotten tradition. This situation
gets drastically changed in twentieth century. On getting
attention of the cultured and drama passionate people,
towards the dramatic application, scene effectiveness and
savouriness of Bhavai, during the later part of the twentieth
century, for its improvement, revival and to cope up with the
modern hobby of acting sincere and enthusiastic efforts are
being made for its alliance.” [1]

Addition of the literary values to the Gujarati plays after 1920
are seen on the stage. There also was addition of elite and
cultured people in the audience. Now people were not seeing
drama as mere tool of entertainment but it started receiving
preference as a mirror of the society. Later as time passed,

listening to the appeal for the better literature for the theatre,

Ramanbhai Nilkanth wrote a neo classical play s At qad’

taking help of the verse “|ig3T8 HIHS &Il ¢, T §eH HT

=ATET, TS Taiel Y, Tadl STt ARG from the 500 years old

Bhavai “eTersil fTHU™REAT a1 whereas later, the promulgator of

[1] Ref: Book: Gujarati Sahitya no Udbhav Vikas: Page 43: by Dr. Mahesh

Choksi
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the new Gujarati theatre, C. C. Mehta wrote his plays ‘A«T-
qrae’, ‘glgiioelehl,” \HTIEME! etc incorporating literary elements

and taste of the people. He wrote socially viable plays which
can satisfy the taste of every member of the society belonging
to learned class to the common class. Thus by making use of

the Bhavai elements and deeply studying the day to day life



problems, C. C. Mehta presented pure and virtuous plays
before the society due to which the misunderstanding about
Bhavai got eliminated from the society.

The triple effect of Sanskrit, English and Folk Drama which is
seen during Reformation Era is also seen in different way
during Pandit Era, Gandhi Era. During this time period,
cultural consciousness got awakened in our learned persons
due to the contact of the western scholars, literary
personalities and education. The judgemental capacity of
understanding the good and evil factors of Indian and
Western culture also got developed hence with the purpose of
diminishing influence of the western currents on the Gujarati

mentality and to bring originality, C. C. Mehta’s fellow student

Rasiklal Chhotalal Parikh created a play ‘Mena Gujari-Har

ﬂaﬁ’ full of literary values having colloquial touch by

incorporating verses from Gujarati poetics, Duha, Garaba,
Rasa etc. We can see that his aim in writing this script was to
upgrade the standard of theatre by eliminating the over

entertainment and lack of literary values prevailing in
professional theatre. By naming the scenes as ‘Sifdsisl’ this
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play is formed in 9 scenes. Commencing the play in the
traditional style, the writer presents the leading actor (Nat
Nayak) in the role of Sutradhar of Sanskrit drama and
Granthik of mythological storytelling, who is impartially

witnessing the whole situation, and thus amalgamates the two
traditions. In the play ‘Aar-919e’, which is a satire on the
blunders of modern medicinal surgery created due to the over

enthusiasm, Rangalo is playing the role of Sutradhar

becoming a link between the actor and the audience showing



promptness in breaking the tradition of the preface. In the

play ‘g@igifoererr’, C. C. Mehta introduces the vesh through the

character of Holaguru, (who is an alternative character for
Rangalo), eliminates the traditional entries - ‘Aavanu’ of lord

Ganesh and Goddess kali and arranging only the traditional

Bhavai rhythmic steps ‘ar... ar... &... &...” not forgetting its

importance in traditional Bhavai.

In the plays of C. C. Mehta who is familiar with the Western
and Indian Folk Drama - Bhavai, the character of Rangalo is
seen included artistically through his behaviour, dialogue
delivery etc in various forms. During the later life, C. C. Mehta
started to write plays which got through people’s taste and
values.

In the character oriented plays of reformation era and mainly
in Mithyabhiman Rangalo is seen peeping through and
enacting the role of inner state of mind of the other
characters in the play. But it is differently presented in the

situational plays of Gandhi Era. Here he is seemed to be found
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in the role of a narrator. Similarly to the traditional Bhavai he
plays the role of narrator in the play by which the importance
of the plot is reduced and effect of alienation is created. In the
traditional Bhavai, Rangalo observes every situation of the
vesh. Remaining silent witness and showing his presence of
mind during the performance he makes comments and the
takes the vesh further.

During this time period, amateur drama artists must have
entered in performing one act plays along with the full length
plays. Like in western countries, development of the Indian

one acts play is linked with the rising of the amateur theatre.



As a result of the efforts made by Shri Chandravadan Mehta in
popularising the amateur theatre, the newly developed field of

one act plays became more and more popular. Creation of the

one act play ‘@gIfodaT’ is a result of such efforts made in

popularising one act plays. Other speciality of this playwright
of Gandhi Era, is he created plays in all the three formats i.e.
one act, two act (Rangalika - 1940) and three act that by
making use of Bhavai elements. Thinking about the prevailing
situation at that time and that of today’s time, we can
understand that when there were dramatists who were unable
to understand even one dramatic format, creating plays in all
the above formats he gave direction to those playwrights and
gave indications of the future trends of the theatre as well. By
the above observation it is revealed that in his subconscious
mind he took firm decision of creating special image for the

indigenous theatre.
Page # 283
As a result of his conscious efforts in establishing new theatre,

people’s theatre, he created plays which can satisfy the taste
& interest of the elite and common class of the society. He
incorporated social problems, individual conflicts, songs,
music, dance and drama in his plays, which were different
than the normal currents of the existing theatre. By this he
was successful in creating extraordinary impression hence he
is considered the leader of the modern theatre.

In the plays belonging to Gandhi era, social approach is seen
more instead of reformation approach of the Reformation Era
hence subjects like ugly faces of society, extra marital affairs

are treated in the plays. The way Dalapataram creates

‘Mithyabhiman - foazarf@sraeT’ taking two main drama benefiting



aspects of Bhavai, namely social farce and stage-ability skills.

In the similar way, being aware of the stage techniques, a

play ‘8T oY’ is created by R. C. Parikh which is able to

preserve literature and stage both by taking basic typical

feature - ‘ar...dr... &... &..’, using minimum stage property
and creating various locales through acting. In the play ‘#®=-

qrge’, ‘gielfoeredr,” C. C. Mehta making use of farcical style,

exposes human weaknesses very effectively.

From the story about the formation of Bhavai format we know
that ‘Jahanroz’ - the province governor of Alluddin Khilji,
kidnapped Ganga - daughter of Hemala Patel, who is host of

the priest Brahmin Asait Thakar, and keeps her in his camp as
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a prisoner. When Brahmin Asait Thakar gets this information,
he eats food cooked by kanabi Ganga who is like her daughter
to set her free. Due to this, the Brahmin community expels

Asait Thakar from their cast. Similarly while talking about the

story of ‘H=T IRY, in the play; outrages of Mughals are

presented through the Ballad of ‘J[eRl =il 9R&Y". Here, Mena

and her friends are imprisoned by the soldiers of the emperor.
The mental attitude of the Mughal is depicted form this
incidence. On getting this information, the people of
Gadhgokul fight a war with the emperor and get their ladies
free. Thus projecting Muslims here also in negative shade the
play moves forward. While observing the theatre of this time,
we can see that the playwright who should get the highest
position in the theatrical activities, were neglected in the
Gujarati Professional Theater by actors and by audience,

considering them as of no importance. Looking such



miserable condition of playwrights on the Gujarati Professional
Theatre C.C.Mehta made utmost efforts in saving the theatre
from over entertaining acts and exaggerations in the

performances to make it beneficiary activity to the people,

which is indicatively seen in the plays ‘&1 9i9e’ and ‘gigifoerer .
For example, in the beginning of the 2nd act of the play ‘&«T

gi9e’, Rangalo who is representing the character of C. C.

Mehta enters the stage and informs to the co-actors that the
character preparation in the play has not been done properly.
Also he makes ingenious accusation that actors are not

justifying the play which is written by him. In his another play
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‘greiferahr’, introduction of playwright is staged, before the

audience.

BIITITS: 31T AT ATH BIBITOoIehT o el oIy Hgdrd?
SheiteTs: IfdaesT Agdre AT &Y & aTd dhr! [1]

Thus C. C. Mehta agrees with the strong view of J. B. Prestly

that: “genius playwrights must receive the highest place and
social status in for the prosperity of the theatre”. J. B. Prestly
states that: “If the status of the writers is low in a theatre it is
always a bad theatre. Whenever a theatre makes history you
will find that it has its own dramatists prominently associated
with it”. [2]

Thus both these magnanimous playwrights — C. C. Mehta and
R. C. Parikh, did not keep Gujarati Professional Theatre in
mind while writing their plays but they created plays which
can satisfy the taste of the elite and common class of the
society, which covers the social problems, individual conflicts

and are full with songs, music and drama.



In parallel, the professional theatre praised young director
writer Jayanti Patel alias ‘Rangalo’ whose plays dazzled and

impressed the audience through its stage techniques. This

post independent play ‘AdT-f3#=ar was written and performed

by him using outer form of Bhavai. Though it was written

keeping in view the professional theatre, he modernized the

[1]Ref: Book/Text: Hoholika: Page : by C. C. Mehhta
[2] Ref: Book:Gujarati Sahitya no Udbhav Vikas:Page 7: by Dr.Mahesh

Choksi
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traditional Bhavai format through creation of new vesh (adT=r

aer, f3eaarr 92r). He presented this play with the aim that

people can understand its inbuilt elements of social
awareness, mass awakening and entertainment through
experience. Playwright has no hatred or feeling of malice for
the politicians. His sarcastic remarks are towards the greed
for power in human nature. It is for the political games that

are played to sustain the power after tasting it. In the

Fsdrer aer the playwright is unhappy looking at the

deteriorate condition of film line expression of which he makes
through this vesh. In this play we can see politics of
sustaining ego, power and money. Humanness within man is
dead and there is nothing like ethics in people working in this
field. Therefore the playwright awakens us through this vesh
to think, observe and make self analysis and divert our

attention towards self search. Later, Pravin Joshi by acting

and directing the play ‘&It GO IiAT written by Ramaji

Vania makes its successful performance under the banner of
I.N.T. (Indian National Theatre). After 1960, modern
playwright Bakul Tripathi for the first time presented the then



prevailing sociio-political situation and the changing human

life values and their attitudes towards life in his three act play

‘olfell” using traditional Bhavai elements. Bakul Tripathi is a

leading humorist of sixties who sustained heritance of the
Gujarati literature. He has explored various literary fields.

Drama is no exception from it. Bakulbhai has given many

[1] Ref: Book: Gujarati Sahitya no Udbhav Vikas: Page 3: by Dr. Mahesh

Choksi
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original and translated plays. ‘elfell’ is one of them which is

written using Bhavai elements. While talking about this play
Hasit Mehta says:

“This original farce of shri Bakul Tripathi is our own play in its
true sense. 'Lila’ talks about today’s human beings. The play
is of power covetous. The play is of hypocrisy and ardent
longing, of telling something, of making everyone to think
about. ‘Lila” makes everybody laugh, but more than that it
puts before us the vision that how laughable life we are living.
He shows present time’s human beings on the stage to put
before us, a true picture of the facts that how much stunted
our weaknesses, our covetousness have made us. Due to this
reason also, ‘Lila’ is becoming a special creation.” [1]

Thus the above mentioned analysis also applies to the play
‘AAT-T3ar very easily.

We get an example of the changes we observe in Bhavai in
the modern time from this play through the ‘Aavanu’ of
Rangali. Rangali is brought on the stage by singing a different
and pertinent ‘Aavanu’ song than the traditional one. Later in
the play in 2nd and 3rd acts the ‘Aavanu’ of various characters

are also arranged which are in traditional form. ‘Aavanu’ of



contractor, ‘Aavanu’ of political leader, merchant, government
secretary etc are arranged.

Thus first time any playwright has presented ‘Aavanu’ of two

[1] Ref: Ph.D thesis: Hasya Sarjak Bakul Tripathi-Ek Abhyas: Page 132:

by Hasit Mehta:
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different styles in a play by systematically presenting two
different ideologies. As also how easily one can shift from one
vesh to another vesh is shown by connecting verses of
‘Zanda-Zulan no vesh’ to the verses of ‘Adava Vania no vesh’.
The story in ‘Adava Vania no Vesh’ is, Adavo and Teja is a
mismatched couple. The old aged Adavo is unable to provide
any kind of happiness to Teja. On the other side Teja tired of
this situation, falls in love with a young police officer of the
Unjha town.

While addressing her husband Adavo, at the end of the vesh,
Teja says:

JSIT: TST, 31T 39T &Y 37T & 37 i) 37T 37/A
3T & 319 & Sial- ST, Aol S50 & A [1]

The story continues in next vesh.

Conceiving this idea, playwright Bakul Tripathi, in his play
‘Lila” incorporated all the six scenes in one thread to create
the play. He has made the plot more compact by interweaving
the veshs and its characters of 2nd and 3rd acts, with the aim
to help the plot development and its acting part.

For example: Ranglal, in the character of building contractor
cheats Premalo and Premali and swallows up their money but
shows his grief and later feels sad about his act. As a part of

his repentance he decided to serve the people becoming a

[1] Ref: Book: Bhavai: Page 256: by Sudhaben Desai
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political leader. This way coming out from one vesh he enters
another vesh. He coming out of the vesh (charater) of
building contractor enters the vesh (charater) of Rangalal
Neta. The play does not get adversely affected due to this
type of co-ordination.

This way, Rangalal in the play ‘Lila’ and Rangalo in ‘Neta-
Abhineta’ play a character of ‘Abhineta’. At the end of the
play, results of the elections are declared and the peon Lallu
has won the election so he sits on the chair of power wearing
suit but keeping peon’s red cap on his head and later decides
to struggle for becoming an actor leaving aside the dream of
becoming a political leader.

We can see from the above given example, the variety of the
dramatic forms successfully presented, first in the play ‘Neta-
Abhineta’ and second time in the play 'Lila’. But we could see
use of outer form of the Bhavai elements in both these plays,
hence the Bhavai vesh is not getting transformed in to a play.
This way, we can see that the playwrights belonging to the
Gadhi and post Gandhi Era also used Bhavai elements in their
creations of professional or amateur dramas and proved its
social value. Later Chinu Modi, Hasmukh Baradi, Sitanshu
yashshchandra and playwright of the Neo-Modern Era Pravin
Pandya used creative ideas of Bhavai as per his own
understanding. These playwrights crated their plays namely:
‘Jalaka’, ‘Rai no Darpanray’, ‘Kem, Makanaji Kyan Chalya?’
and ‘Hathiraja’ and presented them before the audience in the

various and interesting ways.
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Around in 1980, the mass entertaining modern media like All

India Radio, Television and Films proudly raise their heads.

Theatre was massively affected because of the popularity of



these media as bigger portion of theatre going audience
reduced being attracted to television and colourful films. The
theatre artists facing this situation, started thinking anew
about the role of theatre. Due to this ideology the
manifestation spreads from the play ‘Jalaka’, Rai no
Darpanray’, Kem, Makanaji Kyan Chalya?’ to the post modern
play ‘Hathiraja’ (and later it will manifest further) and
advances towards the Total Theatre. Thus the Gujarati
Theatre is trying to walk hand in hand with the present Indian
Theatre. Hence this way the purpose of the theatre is changed
today progressing from the Reformation Era. It tries to take
care that the society is not been placed in the ridiculous
situation under the present socio-political circumstances but
provokes them to think about instead of making them laugh
and advising. Because of the creative use of salient Bhavai
elements, today’s drama has become purposeful. These plays
are being written and performed with the purpose of bringing
awareness and to take the message to the people’s mind.

As we have seen that in the plays of Narmad and Dapalat, the
prologue is used not for benefit of the play development but is
used to practice the tradition. In the plays of the Gandhi Era,
it is used in a different way, for the purpose of communication
i.e. as a link between the actor and the audience. In the

modern play ‘Jalaka’ the playwright has given indications of
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the future conflicts between Jalaka and her son Rai using the
Bhavai format in the prologue and showing differences about
their nature.

Sintanshubhai has slowly shown the process of transformation
of an actor in the character before the audience through the

character of Nayak in his play ‘Kem, Makanaji Kyan Chalya?’



who gives instructions about his character to the actor who
then plays a role of Makanaji in the play. Whereas in the play
‘Rai no Darpanray’ in the beginning of the play, characters
enter the stage singing and dancing and opens the play like it
is done in Bhavai. Thus we can see that the constitutional
formats of Bhavai performances are not applicable when a
play is performed using its elements. Here the playwright
makes use of various Bhavai elements like songs, music and
dances as per his own beneficiary requirements in treating
and creating his play.

The beginning stages of modern theatre i.e. from the
Reformation Era to Pandit Era, generally the playwrights were
used to write lengthy plays - form 4 acts to 10 acts, for
example: ‘Mithyabhiman’, ‘Rai no Parvat’, Mena Gujari’ etc.
Whereas, during post independence theatre the popularity of
the one act, two act and three act plays have been increased
due to their experiments in the theatre techniques and
subject varieties.

In the plays of the Reformation Era and Gandhi era we can
see combination of Sutradhar from Sanskrit Theatre and
Rangalo of traditional Folk Theatre which is appearing as a

witness of the total dramatic incident. In the modern play
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‘Jalaka’ he introduces the plot by employing character of

‘Rangali” with that of ‘Veshgor’.

In ‘Rai no Darpanray’ the play begins by actors and actresses
of the theatre. Whereas in ‘Makanaji...’, the boy (Nayak)
appears to conduct the show and in post modern play
‘Hathirja’ Pravin Pandya gives re-birth to Asait and Mandan
as characters. This way the previously seen Sutradhar, now

appears detached in the post independence plays and comes



only as a mixed result of the traditional and modern Bhavai.
If we talk about the theatre before sixties, then in the play the
event or happening was at the centre. Before that in
Reformation Era, valuation of human was carried out. During
and after sixties, because of capitalistic economic system,
socio-cultural situation has changed. In this time of industrial
revolution the mental inclination was to create plays keeping
human being in centre and focusing on the subjects like
problems of exploited and exploiters and problems related
with their life struggle. Due to this, we can see dramatic
experiments, variety in subjects and various shades of
languages in the plays. Subjects wise, in ‘Kem Makanaji Kyan
Chalya?’ Sitanshu Yashshchandra documents human search
for truth and happiness at universal level.

Chinu Modi talks about the dignity of women in ‘Jalaka’. At
first Narmad in his play ‘Tulaji Vaidhavyachitra’ talks about
society which looks at women as an object for enjoyment, the
limited role of women in the society and about society’s

attitude towards women through the character of Tulaji.
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Later, R. C. Parikh, the playwright of Gandhi Era, through the

story of ‘Mena Gujari’, presents respectable status of women.
As a result of this diversified attitude of modern society, today
we can see the equivalent status for men and women in the
society. This way we can see glimpses of changed social
attitude in the play ‘Jalaka’. Hasmukh Baradi also showing
little different perspective than ‘Rai no Parvat’, writes a play
‘Rai no Darpanray’ creating mass awareness and by giving it a
universal appeal instead of limiting it to place, time and
action. Thus we also get a play ‘Hathiraja’, which is heading

towards concept of ‘Total Theatre’ and is presenting present



and contemporary socio cultural problems. In Bhavai the
audience is kept alert effortlessly. In the play ‘Hathiraja’ the
playwright Pravin Pandya, gives rebirth by showing unlimited
power of Bhavai by bringing Bhavai as a character on the
stage and creating revolution and mass agitation due to which

the king Kanaknandan gets defeated. Giving a form to the

imaginary subject, that ‘graoft :a&2r eles T IS foad T, the play

itself carries out the action of finding the solution instead of
making the audience think on the situation presented and
finds its solution. A never before approach is seen in this new
play. We cannot deny this directive for the future of Gujarati
plays! If we talk about the creativity element in dramatic
subjects, ‘Mena Gujari’ is based on the melodious tale’Jalaka’
and ‘Rai no Darpanray’ were based on Mahipatram Nilkanth’s
well-known play ‘Rai no Parvat’ which was based on a poetic
verse from ‘Lalaji Maniar no Vesh’. In ‘Makanaji...’, Sitanshu
Yashshchandra has made an attempt to place mythological

tale in the contemporary context. Thus we can see that, on an
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average, the experimental attitude has become stronger in
the modern and neo modern playwrights.

Against the plays of Gandhi Era and before that time, the
dramatic techniques of the modern plays have become more
relishing and attention seeking. For example, in the play ‘Kem
Makanaji Kyan CHalya?’, Makanaji’'s inner mind is presented
through a character on the stage in which the techniques of
‘frightened and calm’ voices project the uncertainty of
Makanaji. Through Makanaji’s pure, tranquil, realistic vision
and practicable approach, playwright is directing us towards
the deep understanding of spiritual philosophy. In the play

‘Rai no Darpanray’ also to present the mental conflict of Rai,



technique of presenting Rai 1 and Rai 2 is arranged. Neo
modern playwright - Pravin Pandya, in his play ‘Hathiraja,
shows three monkeys of Gandhiji with totally different
interpretation to present the deteriorated democratic situation
of India and exposes the poor mentality and selfishness of the
present society.

We can see that role of chorus and the poetic songs is also
been used in the plays with a specially purpose. Narmad and
Dalapat have made use of chorus only as a singing group in
their plays ‘Tulaji Vaidhavyachitra” and ‘Mithyabhiman’. Here,
to project the situation, traditional mourning songs are used
as per the scene in the play ‘Tulaji Vaidhavyachitra’ whereas
songs of pun are used in both the plays. In ‘Mithyabhiman’
play, Sanskrit verse is used by chorus as per the situation. In

the plays belonging to the Gandhi and post Gandhi Era, the
Page # 295

chorus is according to the traditional Bhavai form. In ‘Mena
Popat’ the characters enter singing and dancing. In ‘Hoholika’
Holaguru introduces the plot for the play using Bhavai

characteristics. In the same play after every verdict by the

judge, Holaguru comments as ‘=1 dl dooldl

TSl T, &I dl Sheol il T, ‘=ATT df S8l hlall I’ to show

how much corrupt and dirty our judicial system is!
In the beginning of the play ‘Mena Gujari’, future predicting
prayer and seasonal song represents the emotions of Reva

and Hiraji through the song in the form of question and

answer. And the folk dance ‘Rasa-{d" which is performed for

expressing enjoyment actually conveys opposite emotions.

Mena'’s brother in law who has brought ‘Anu-31T" plays ‘Rasa’

along with the youngsters of Mandavgadh. On the other side,



unknown to the fact that tier ladies are kept in prison by the
emperor, the people of Gadhgokul play Ras to pass the time
while waiting for their ladies to return.

This way in the plays of Gandhi Era, poetic songs are used to
protect our traditions and folk games as also for conveying
plot compilation and character’s conflicts.

In the modern and post modern plays, chorus is used
appropriately and truly as per the dramatic need. In ‘Jalaka’,
‘Kem Makanaji...” and ‘Hathiraja’ chorus is used as per Bhavai
tradition to arrange for the ‘Aavanu’ of the main characters. .
In ‘Jalaka’ to advance the plot, the death of Parvatray is

presented through chorus. In this play Parvatray’s inferiority

is shown by a song ‘31STd ITSTesi! Jiq..." which also shown
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Jalaka’s love for her son and also shows queen Lilavati’s crazy

attraction for the young Parvarray. To bring out the politically
shown attitude in the play ‘Rai no Darpanray’, writer has
shown Spectator Chorus and Darpanpanthi as original
characters on the stage. These people through flash back
technique show the past event in the present by eliminating
the time-place barrier. They also make analysis of the
prevailing situation in the state by discussing amongst each
other. Here people have no interest in this or that king but are
interested in any ruler who work for the benefit of the people.
Displaying universal problems, the playwright successfully
puts this song before us ‘Amuk ke Tamuk’. . In ‘Makanaji...’,
the theatre troupe on entering the stage plays various
character and to show the wandering of Makanaji to meet
Amathabhai, the chorus song ‘Kacha Paka Saranama...” is
used which creates Brechtian tool for alienation effect.

In the post modern play ‘Hathiraja’ also use of ‘Rasa’ is done



in different way than it is done in ‘Mena Gujari’. Here ‘Ras’ is
used to present human behaviour, and work carried out
through inter personal selfish relations. Like ‘Mena Gujari’
future indicating prayer in the form of ‘Hanuman Chalisa’ is
used in ‘Hathiraja’. The way in ‘Mena Gujari’ Goddess
Kalimata becomes saviour, in ‘Hathiraja’, Hanumanaji gives
strength and faith to fight situation. In ‘Makanaji...”, Nayak
while teaching the Indian philosophy tells Makanaji that “the
moments of happiness and sorrow are destined to come in
human life. Hence Makanaji will have to face every situation
without leaving his faith. Thus Nayak mentally prepares the
actor who is to play the role of Makanaji and we can see that

the playwrights of this time have interwoven the individual
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loneliness, helplessness and self respect in the poetic songs
which are dramatically appropriate.

We get the same use of colloquial words and language in the
plays of Gandhi and post Gandhi Era which was used in the
traditional Bhavai. C. C. Mehta, believing that the names of
the characters should be as per their roles in the play has
named them according to animal names in the play ‘Mena

Popat’. He also calls the residence of the main character

‘Hathibhai Ghoda’ as ‘f3TeramsT dsall’ i.e such a trick of

presenting a play is to develop the conscious sense in the
audience that whatever they are seeing on the stage is a
drama. On seeing that the human values have become joke in
the present times, the playwright has in his play ‘Hoholika’
used English word very indicatively. Thus, people through

this play also get idea that our theatre has become rich by
two different languages.

The way we can see impressions of Urdu-Gujarati mix



languages in Bhavai, R. C. Parikh has used Urdu-Hindi mix
language known as ‘Rekhata’ in his play ‘Mena Gujari’ during
arguments between Mena and the Mughal emperor which
adds different color to the drama presentation.

Modern playwrights are showing understanding about the
language in their plays which nourishes literary qualities and
covers the stage. In ‘Jalaka’, Chinu Modi creates royal
atmosphere and in ‘Makanaji...’, we get dialogues which are
light and appropriate to the Bhavai style. Language

appropriate to the Characters of different class like Merchant,
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Don, Businessman, and politician (Urfe) is also arranged in

the play. In the play ‘Rai no Darpanray’ and ‘Hathiraja’ the
script is prepared which can support the acting. Thus the
playwrights of this time are having an attitude of arranging
language appropriate to the subject which is natural-easysharp.
Thus, looking to the journey of Gujarati Theatre from ancient
to the modern time’s plays, today’s plays we can see the
creative attitude towards subject, production, tricks &
techniques, dramatic language and new capabilities of its
presentations. Specially the plays ‘Rai no Darpanray’ and
Kem, Makanaji Kyan Chalya?’ are taking care of both -literary
and Staging aspects, and they are also translated in to other
languages. But it is painful to note that though there is spread
of Gujarati plays and subject variety has been achieved, very
less work has been done in response to the appeal for
establishing the indigenous theatre.

END OF CHAPTER IV
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Ahmedabad
7 Dr.Desai Sudhaben | Bhavai Gujarat University, | 1972
Ahmedabad
8 | Dr. Kadakia Bhavavyanjata Dr. Krishnakant 2004
Krishnakant Kadakia Trust,
Ahmedabad
9 | Dr.Mahesh Rangdwar Parshva, 2002
Champaklal Ahmedabad
10 | Dr. Mehta Bharat Natynandi Parshva, 1995
Ahmedabad
11 | Shri Mehta Play — Hoholika Gujarat Sahitya 1951
Chandravadan Academy,

Gandhinagar




Sr. Name Title Publication Year
No.
12 | Shri Mehta Play — Mena Popat N. N. Tripathi Ltd. | 1951
Chandravadan Mumbai
13 | Dr. Mehta Hasit Ph.D. Thesis on ‘Hasya | Submitted to 2002
Sarjak Bakul Tripathi - S.P.University,
Ek Abhyas’ V.V.Nagar
14 | Dr. Mehta Apvarya Rannade, 2003
Rajendra Ahmedabad
15 | Dr. Mehta Natyarag Rannade, 2002
Rajendra Ahmedabad
16 | Dr. Mehta Sitanshu | Play-Kem, Makanaji R.R.Sheth 1999
Kya Chalya? company,
Ahmedabad
17 | Dr. Modi Chinu Play - Jalaka Asait Sahitya 1985
Sabha, Unjha
18 | Shri Nilkanth Play-Rai no Parvat Parshva, 1999
Ramanbhai Ahmedabad
19 | Shri Pandya Pravin | Play-Hathiraja Gurjar Granthratn | 2004
Karyalaya,
Ahmedabad
20 | Shri Parikh Rasiklal | Play- Mena Gujari R.R.Sheth 1977
company, Mumbai
21 | Dr. Pathak Ekanki Swarup ane Gujarat Sangeet 1965
Nandkumar Itihas Nurtya Natya
Academy,
Ahmedabad
22 | Dr. Patel Sathottari Gujarati Divine Publication, | 2007
Prabhudas Maulik Dirghnatak Ahemedabad
23 | Shri Rupapara Review of play- Magazine India 1998
Nilesh Hathiraja Today:Gujarati
Edition
24 | Shri Shukla Narma Natyo Kavi Narmad 1999
Ramesh Yugvart Trust,
Surat
25 | Shri Thakar Pratibha Gurjar Granthratn | 1972
Dhirubhai Karyalaya,
Ahmedabad
26 | Dr. Upadhyaya Bhavai ma Alienation Asait Sahity 2001
Bhanuprasad Sabha, Unjha &
Rannade
Prakashan,
Ahmedabad
2% Shai Vyas Satish Gujawalt Natak Gujasat Sahitya. 2009

Paxishad
Ahmedabad
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