
Contemporary Productions of Bhasa Plays

Nemi Cha nd ra J ain

LAST YEAR. A BHASA MAHOTS AVA was hel d at T rivandrum to
celebrate th e discovery of Bhasa plays 75 years ago. It certainly was a
great occas ion for our culture, particularly for our theatre. But there
is also an element of irony in it that these exquisite and unique
dramatic creations were inaccessible to us until about eight decades
back. It is a lso a rather sad commentary On the d istorted, in fact
twisted . growth of our theatre and its situation in its modem phase.
th at even afte r their d iscovery , the Bhasa plays had some stray
productions in the fifties and began to be seriously staged only
during th e last decade.

In a way, this was probably inevitable, since Sanskrit drama lost its
cent ral place after IOth-I Ith centu ry, and the theatre activity shifted
away from the Sanskrit to the modern Indian languages in various
regions of the country. During th e next seven-eigh t centu ries, plays
were undoubtedly written or staged in Sanskrit, and were sometimes
also translated into the regional languages. I1ut th at was more of a
literary exercise without much relevance for the theatrical practice.

As a result , the continuity of Sanskrit play production was
irretrievably disrupted and th e San skrit th eatre tradition and its
various practices were graduaJly lost, except to some extent in
Kud iat tam of Kerala, But there also the Sanskrit plays began to be
hea vily overlaid with the Vidushaka's long comments and elebora­
tion s in Malayalam. While this innovation may have brought a new
stylistic flavour, imaginative quality and popular appeal 10 the
Kudialtam performan ces, the Sanskrit th eat re practices were I ro b­
abl y further d iluted and d istanced from th e Na t"as haslra tradition.

After our encounter with the western theatre in the 19th century.
this process of alienation acquired an altogether new dimension. A
different kind of theatre emerged an d spread in our old urban or
new industrial and commercial cen tres all over the country. It was
mod elled on western aesthetic principles, lead ing to a di fferent kind
of dramatic wri ting and th eat rical presentations, whic h pushed away
even our traditional theatres in the regio ns to sideJines in the
countryside.

Ironically enough, some Sanskrit plays were now d iscovered for us
by th e western schola rs while tracing the Indian po litical, social and
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cultural history often in pursuit of their explicit or covert imperialist,
colonial objectives. Inevitably, they comp ared the Rasa-oriented
Sanskrit dramas to the conflict-based western plays and declared
them as no drama at all, only dramatic poems and hence unsuitable
for the theat re. In fact, for almost a century, the knowledge of the
Sanskrit plays was confined only to orientalists and ~holars , who
sometimes translated Kalidasa's Abhijnan Silakunta/a mto modern
Indian languages primarily for literary pu rposes.

In the absence of any recognisable active tradition of Sanskrit
theatre in the country, occasional attempts to stage Sanskrit plays,
mainly of Kalidasa or Bhavabhuti, in more or less western semi­
realistic or Shakespearean style, could , not, naturally, be very
successful in providing a satisfying theatre experience. This only
further confirmed the assessment of the -western scholars and was
accepted also by the new English-edu rared Indi an intelligentsia.

After Independence. when a new generation of cre ative people
appeared on our theatre scene, some of them, like Hab ib Tan vir,
were vaguely attracted towards Sanskrit drama, but did no t quite
know how to go about it. Hardly any one of them knew Sanskrit, and
good stageable translations even of relatively known plays like
Abhijnan ShakuntaJa and Mricchakacika, or of Natyashastra and
other bookson Sanskrit dramatu rgy, were jusr not available irr most
of the Indian languages. There was thus a near-total unfamiliarity
among theatre people with the Sanskrit dramatic literature, rheatric­
al practices. usages, conv ention s. as wen as Sanskrit aesthe tics. No
wonder even the existence of the plaj's of Bhasa was not known
except to a very small cognoscenti. the question of staging them just
could not arise.

T he first performance of a Bhasa play that I saw in Delhi was in
1956. It was of Swap navasavadatta in Hindi , directed by H.V. Gupte,
and presented by the Song and Drama Division of the Ministry of
Information and Broadcasting , Govern ment of India. Staged on the
broad open-air Talkatora Garden theatre, in the more or less mixed
heroic-realistic style. typical of the earlier Marathi theatre, it
attracted attention as much because of some restrained actil/g by the
performers as the freshness of the play itself.

The n: xt, also the first major, attempt to stage a Bhasa play came
almost eigh t years after, in 1964, when Shanra Gandhi produced
Madhyamavyayoga. in Hindi again, with the students of the National
Sc? ool of Drama in Delhi, where she was teaching Sanskrit Theatre.
\~Ilh her earlier experi ence of constr ucting a wooden model of the
Vikrishta Madhyam Natyarnandapa accord ing to Natyashascra, and
her active involveme nt in the traditional theatre forms, she attemp-
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ted now to explore various processes for authentically presenting a
Sanskrit play to modern audiences. .

In her production of Madhyamavyayoga, though staged in the
small Studio Theatre in Rabindra Bhavan, she tned to create a feel
of the Sanskrita Ranga, of Rangapitha, Rangashirsha, Mattavarini,
etc. There was an elaborate Poorvaranga with music and dance, and
in the main play also a judicious interplay of different rasas in the
text, a careful mix .of the Natyadharmi and Lokadharmi, usmg
rhythmic movement, mime, prose and recitative verse dialogue.
straight and mask-like make-up and so on. Since it was an exercise
for the trainees, the main emphasis was, naturally, on understanding
the staging methods and conventions outlined in the Natyashastra in
relation to the play. But it was also, undoubtedly, a satisfying artistic
theatre experience even for the ordinary spectators. It is a pity the
Drama School could not continue this exploration further and the
next Sanskrit play was produced there almost after a decade.

But Shanta Gandhi, though she left the Drama School subse­
quently, retained her interest in the Sanskrit theatre, specially in
Bhasa. Her next Bhasa production was of Swapnavasavadatta in
Honolulu in the Asian Programme of the Hawaii University. This
time it was in English, though' she tried to get a faithful translation,
approximating even the metres of the original. Since the resources
problem was comparatively easier here, she managed as close a
reconstruction as possible of the Natyashastra stage.

In her interpretation of the play, she says, she emphasised Veera
Rasa (Karmaveera, Dharmaveera) keeping the Vipralambha Shrina­
gar as secondary. The treatment was mainly Natyadharmi, using
dance-hk: movem~nts. ~usic and recitation in speech. Though the
work agam was with tramees, this time further away, physically as
well ~s culturally,. from the milieu of the play, she found the.
expenence rewardmg.

Meanwhi.le, a moment~lUs development of immense significance
for the revival of Sanskrit theatre had taken place in the country.
The Kalidasa Festival at Ujjain which since its inception in 1957 had
been mamly concerned with academic work including routin
productions of some Sanskrit plays, was reorga~ised in 1974 to see~
active cooperation of serious theatre people from all parts of the
countl?" In m~ny cases: ~minent'directors were invited to produce a
Sans.knt play In the ongmal or in any modern Indian language at
UlJa~n, or with their. own troupe and bring it to the annual Kalidasa
Festival. The orgamsers made availahle reasonabl adequate funds
also for the purpose. y

The impact of this step Was almost electrifying for the promotion
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and stimulation of interest in the San skrit theatre, In fact, this led to
numerous productions Df many San skrit plays, rarel y a ttempted so
far at least in the mainstream theatre of the country. It was
particularly so for Bhasa plays. It was at the instance of the Kalidasa
Festival that Kavalam Narayana Panikkar agreed to undertake his
now widely acclaimed production of Madh yam avyayoga. in 1980
Subsequently, not onl y did he produce Dooteveky« for them at
Vjjain, but he also further extended his interest in Bhasa and
produced Urubhanga in Hindi with the students of National School
of Drama in 1983, and Karnabhara in Sanskrit recently with his own
troup. The Kalidasa Festival thus became catalytic for Bhasa play's
being taken up by a number of directors and troupes, including
Ratan Kumar Thiyam, M.K. Raina and others, some of whose work
is being discussed later.

Another notable ' event was a Bhasa Fest ival organised by the
Madh ya Pradesh Natak Lok Kala Academi at Vjjain in 1980 in which
six plays were staged-Doota,'akya in Sanskrit by Shrinivas Rath ,
Swapam'asavadatla, Madhyamavyayoga, DoolaghalOlkacha and
Karnabhara in Hindi by M.K. Raina and Urubhanga in Hindi by Raj
Kumud.. .

Amon g productions by many other d irectors which can be
mentioned here are Madhyamavyayoga in Sanskrit by Radha
Vallabh Tripathi in 1971 at Sagar, Prstims in San skrit in 1978 and
Karnabhara in Hindi in 1986 by Prabhat Kumar Bhattacharya at
Ujjain, Doolavakya and Karnabhara , both in Sanskrit, in 1985 and
198~ respectivel y, by Rajendra Vpadhyaya at Varanasi, Doola"akp
III H!ndl by Balraj Pandi in 1976 and Swepnsvssevsdsue in Hindi by
Nadl~ Zahee~ ~abbar in 1978, both at Delhi , Swapna"asa"adalta in
Malavi by Shnmvas Rath and Sanjeev Dixit in 198 I at Vjjain and a
composite production entitled Duryodhana comprising of Panchar­
strs, Dootavakya and Urubhanga in Chhattisgarhi by Habib Tanyir
in 1979.

~e~e are in fact many more as will be seen from the appendix,
bu.t It IS not necessary to go into this enumeration further. It is
evident that Bh~sa plays have captured the imagination of m~ny
contemporary directors who have discovered in them unlimited
~ssibilities for innovative thea\ricaltreatment in varying styles and
idioms,

This is more than borne out from the work of some of the
w.ell-known directors, FDr instance, Kavalam Narayana Panikkar. in
hLS productiDn. of .Madhyama. )'ayoga, has attempted 10 exp!~re.
apa.rt f~m the baSIC human feelings with all its blemishes, fraihnes,
prejudices, partialities' etc., a deeper meaning of 'mad ya rnatra ' or
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the 'middleness' and th e 'tritva' or the 'threeness' in the play. This
reveals a very significant philosophical dimension not only of Bha sa's
work but also of the director's approach (Q the theatre .

Similarly , his orchestration of 'Karuna', 'H asp', 'Veera' and
'Shringa r' , with sym pat hy, irony and insight . his treatment of various
emotional or structural motifs, his use of rhythm in controlling both
Angika and Vachika, the movement and speech-these and a
num ber of other elements have made his produ ction of
,:\1adhyama\'ya}'oga a memorable theatre experience . Ir is interesting
to find him varying the inner relationship and treatment of these
eleme nts in his two versions of this play in 1980 and th en aga in in
1987 .

In Kamabhara (1984), on the other h and, Panikkar created from a
very short text of the play, a two-hour absorbing theatre, showing a
great warrior . end owed with Supreme human qualities. to r n by a
shatte ring in ner conflict right at the battle-field. It was a unique
enactment of. to use his own words , 'the etern al interactions of the
elements of Nature'. "an endless story in which the indomitable will
of man struggles for his ultimate liberation.' A classic, thus , became
truly contemporary. Visually, the miming of animals in th e flashback
sequence with Indra disguised as a Brahmin, the use of small
cymbals as weapons in the batt le-field scene and man y other
elements were handled with a fascinating theatrical imagination .

In his production of Urubhanga in Hindi (19 83) with the students
of the National School of Drama at Delhi (also produced by him in
Sanskrit at the University of Wisconsin-Madison, Chicago in 1985),
he not only underlined the meaninglessness of war, but also related
it to the inner conflict ofSuyodha na . He created three different
images of Suyodhana -vas a representative of the Kau rava might, as
an ordinary human being tormented at the moment of his death by
his own ego and failures in life, and the third , as his conscience o r
soul in the form of a Theyyam realising and contempla ting the
pointl essness of war.

Urubhanga has a long narrative Vishkambhaka . Panikkar gave an
inventive visual form to some o f its descriptive verses. As a result, the
various individual and group combats, divine nymphs welcoming
the dead heroes, or vultures des cending upon thejr dead bodies, and
above; a ll, the final duel between Su yodhana a nd Bbima became
theatrically very vibrant, exciting and gripping,

It is understandable th at Urubhanga is one of the most popular of
Bhasa's pla ys and has been produced by a number of d irectors with
imaginative variations in emphasis in its meaning, formal innova­
tions and visual treatment . Ratan Kumar Thiyam in his production
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of the play in Manipuri in 1981 which was later also staged at the
Kalidasa Festival, suggested a close parallel wirh contemporary
polictical situation in which there is very little truth on any side. The
three soldiers were almost like present day camp-followers who
blindly glorify their own leaders. His Suyodhana was a sort of tragic
figure who failed to achieve what he sought and ultimately persons
like Ashwatthama took over.

He made a very creative use of the rich traditions of Manipuri
dance and movement, tunes and musical instruments, colours and
designs in costumes and stage properties etc. The performance was
inventively choreographed and had a fascinating lyrical quality,
making it an unforgettable and moving theatrical experience.

Shanta Gandhi produced Urubhanga both in Sanskrit and Hindi
in 1979 at Ujjain. Both were staged on the same evening, one after
another, the Sanskrit version followed by the Hindi one with a
specially written Prastavana in Hindi to link them together. The
Poorvaranga was only in the Sanskrit version with rhythm-controlled
movement and recitation of the verses. In Hindi, both the movement
and speech were straight without the use of rhythm or recitation.
The general theme of both was the meaninglessness of war, but in
Hindi the three warriors of the Vishkambhaka were made repre­
sentatives of the three main political trends of contemporary
times-a radical, a religious fanatic and a supporter of the
establishment. They were identified by different suggestive bands on
their head-dresses, and the entire Hindi production was in modern
costumes with some use of masks also.

The Hindi version of Urubhanga by M.K. Raina at Bhopal in 1976
was expressive and moving even without such boldness and
inventiveness in form and style. He emphasized the horrors of war
and the resulting pathos of the situation, and created an atmosphere
of the battlefield by a careful and well-designed choreography of the
movemerrts of the three warriors.

Raina's productions ofother plays in the Bhasa Festival at Ujjain in
I?80 also had interesting variations of emphasis and treatment. In
his Madhyamavyayoga, he underlined the Vatsalya or parental love
In the Brahmin family as well as between Bhima and Ghatotkacha.
In Swapnavasavadatta he made the Vidushaka and Yaugandhar­
ayana the central characters and Hasya as the main note ridiculing
the consequences of the actions of a weak ruler. In Dootaghacot­
kacha he underlined Veera and in Karnabhara the Karuna Rasas.

In Swapnavasavadatta and Madhyamavyayoga he attempted to
use the elements of folk musical performances in movements, mime,
speech, songs, etc., with brief Poorvaranga based on Kathak dance



Scenes from the play Kamabharam directed by K.N_ Panikkar
(Photos counesy K.N. Panikkar).





Scenes from tbe play Madyamavyavoga
directed by K.N . Panikku .



Scen~s from theplay Madyamavyayoga
direcird by K.N. Psnikksr.
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and classical music. On th e other hand , Dootsghetotkscbe and
Karnabhara were comparati vely mo re form al. In the former, the
chorus recited the verses and main characters entered behind a
Ran ga pati held by two stagehands. Karnabhara was more like a long,
static monologue ,·...ith only the Karna-Indra sequence enacted as a
flashback.

Such variations in interpretation and usc of formal devices are
noticeable in most other productions also. But even this \'ery rapid
survey of a few major produ ctions of some of the eminent directors
establishes beyond doubt th e grea t significance of Bhasa plays for
the modern theatre. M ore and more of our perceptive directors are
becoming aware o f the most unexpected theatrical riches in Bhasa,
probably more than any oth er sanskrit d ramatist, Not on ly is there
such a large nu mber of th em to choose fro m, they also offer a
staggeri ng variety of forms and styles. Even from a purely academic
point of view, he alone provides exa mp les of so many Sanskrit
Roopakas-Natak, Vyayoga, Anka, Veeth i, probably Samavakara
and Prakarana, Natika and also one or two which cannot be
identified .

Rut beyond these academic classification s, fOT the theatre- people
the Bhasa plays are importan t for their unique. unorthodox vision,
limitless scope for different interpretations of meaning, and for free
play of theatrical imagination. T he th ematic materi al in Bhasa comes
fro m both Mehebbsrste and Rsms veru as well as fro m Akh yanas
and legen ds; it is also both Prakh yat and Urpadya, i.e. well known
and imaginary. He reveals many new insights into the personalities
and re lationships of even the most familiar mythological charatters
and o ften he p laces the perso na l desires and predicaments of
individ uals in bigger social, political or even philosophical fram es
and perspectives.

It is no exaggera tio n to say- that Bhasa in his various plays has
some thing or the other to offer to every theatre practitioner and
efll husiast-pJaywright, di rector, actor, and the spectator. His plays
have a great diversity and flexibility of structure, with inventive
devices to advance or intensify the dramatic action, His treatment of
many episodes and situations has that directness and the individual
touch of the singer-narrator , an d it would seem that the story- telling
or ballad-singing tra ditio n was veT}' live an d powe rfu l in his time.
Here are some very important features fOT the modem playwn gh t to
draw upon.

Rhasa plays are th e most outs tanding exa mples of what K.N.
Panikkar calls the 'm inimal script', which offers fantastic unfetteTed
opponunities for the creative imagination of the d irector, as he and
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many others have more than demonstrated in their work. To the
actor, the Bhasa plays present not only a great challenge, but also the
limitless possibilities for the creative exploration of his own talent
and potential. This has become evident again and again in many
modern productions, but more than that in the work of the great
Chakyar masters, some of whom are regaling us with their creations
of great beauty and insight on a number of occasions.

In the end, it can be said that Bhasa plays have brought some of
the finest and most cherishable theatre experience to spectators
during the last one decade or more, which I can personally
vouchsafe as an humble spectator myself. It was, therefore, an event
of very great significance for the Indian theatre that this Bhasa
Mahotsava was organised to enable us all to pay our tributes to the
great master.

Appendix I
Contemporary Productions of Bhasa Plays

1956
Swapnavasavadatta (Hindi)-Song & Drama Division, Govt. of India, New Delhi,

directed by H.V. Gupte

1964
Swapnavasavadatta (English)-The Institute of Advanced Studies in Theatre Arts,

New York, directed by Mrinalini Sarabhai

Madhyamavyayoga (Hindi)-National School of Drama, New Delhi, directed by
Shanta Gandhi

1968
Madhyamavyayoga (Sanskrit)-Harinam Pradayini Sabha, Varanasi
Dootaghatotkacha (Sanskrit)-Harinam Pradayini Sabha, Varanasi

1974
Swapnavasavadatta (English)-Asian Studies Centre, University of Hawaii, Honolulu

(USA), directed by Shanta Gandhi

Madhyamavyayoga (Sanskrit)-Natya Parishad, Sanskrit Department, Sagar Uni­
versity. Sagar (M.P.), directed by Radha Vallabh Triparhi

1976

Dootavakya (Hindi)-Little Theatre Group. New Delhi, directed by Balraj Pandit

Urubhanga (Hindil-e-Rangashivir, Bhopal, directed by M.K. Raina

1977

Avimaraka (Hindi)-Rangaprabhat, Ujjain, directed by M.K. Raina
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1978
SI\"apna l7ls:n'adatta (Hindi , under the tide Raja b Sapn.1)-AgT('(!oot. New Delhi,

dir ected by Nadira Zaheer Babbar

Pratima (Sanskrit)- M.P. Nata k Lok Kala Academy , Ujjain, directed by Prabhat
Kumar Bhattacharya

1979
Pal/Chanlra. Doola\·akpl. Urubhanga (Chhaulsgarhi-all three under the title

DUl)'odhana)-Naya Theatre, New Delhi. dir ected by Habib Tanvir

Billacharita(Hind i)- M.P. ro;alak.l..ok. Kala Academy. Ujjain, directed by Ra..i Shanna

Urubhanga {Sanskrit and Hindi )-Kalidas Akade mi, Ujjain. d irected by Shama
Gand hi

1980
,\ f3dhy4mavyayoga (Sanskri t)-Thiruvarang, T rivandrum, directed by Kavalam

Narayana Panikkar

Door.naira (Sanskrit)-Kalidas Akademi , Ujja in, dire cted by Kavalam Narayana
Pan ikkar

I\arnabhara (Sanskrit)-Balodyan, Bombay. directed by Shanta Gandhi

S .....epru vessvedsue (Hindi}-M,P.Natak Lok Kala Academy, Ujjain, directed by
M.K.Raina

Afadhyam avyayoga (Hind i)- M.P. Natak Lok Kala Academy. Ujjain. directed by
M.K. Raina

Dcotegtunotksche (Hindi)- M.P. Natak. l..ok. Kala Aadrmy. Ujjain, directed by
M.K.Raina

Doolnal .l·a (Sanskril}- M.P. S atak. Lok Kala Academ y. Ujjain. directed by Shrinivas
Ralh

Urubtungs (Hindi)- M.P. Natak Lak.Kala Academ y. Ujjain. directed by Raj Kumud

1981
Karnabhara (Sanskrin -c-Kalidas Akademi, Ujjain, dircted by Dhire ndra Kumar

Uru bhanga (Manipuri)- Chorus Repe rtory Theatre. lmphal. directed by Ratan
Kumar Thiyam

S .....apnnas;n adall.1 {Malavi, titled Sapna .' trin b m)-Kalidas Akademi, U~n.
directed by Shrinivas Rath/Sa njeev Dixi t

1983
Urubhanga {H indi)-S ariona l School of Drama, N~ Delhi, directed by Kavalam

Na rayana PaniU.ar
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1984
JUmabhar3 (Sam krit)-Sopanam, Trivandrum, directed by KavaJam Narayana

Pan ikkar '

1985
Doo tavakya (Sanskrit)-Abhinaya Bharati, Yaranasi, directed by Rajendra Up­

adhyaya

Swapnavas.a~1u:larta (Hindi-titled Raja Ka 5.apna)--Theatre Circle . New Delhi.
directed by Ramesh Manchanda

Intima (Sanskrit, together with Unar R.4lma Charit. tided Prntimotl.1ra)-!\.f .P. Natal
l..ok Kala Academy, Ujjain, directed by Prabhat Kumar Bhattacharya

Urubhanga (Sanskrit)-Univenity of Wisconsin-Madison , Chicago (USA), directed
by Kavalam Narayana Pan ikkarlPhiUip B. Zarill i

1986
Kam abhara (Hindi) - M.P. Natak Lok Kala Acade my. Ujjain . directed by Prabhat

Kumar Bhattacha rya

Kam abfulra (Sanskrit)-Abhinaya Bharati, varanasl. directed by Rajendra Up­
adhyaya

1987
Madh f ama vyayoga (Sanskrit-new produetion)-Sopa nam, Trivandrum, directed by

Kavalam Narayana Pan ikkar

App<ndi. 2

Contemporary Productions of Bhasa • Plays

A"imarau
If ind i-M.K. Raina

Bijlacharita
H indi - Ravi Sha rm a

Doo ragha tOlhcha
Sanskri t - Ha rinam

Prada yini Sabh Oi
H indi- M.K. Raina

Dool;lvakya
Hindi - Balraj Pandit
Chhattisgarhi , Habib Tanvir
Sa nskrit - Kavalam Narayana

Pani kkar
Sanskrit - Shrinivas Rath
Sansfiit-· Rajendra Upadhyaya

Kamabhara •
Sanskrit- Shanta Gandhi
Hindi - M.K. Raina

1977

1979

1968

1980

1976
1979
1980

1980
1985

1980
1980
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Sanskrit - Dhirenclra Kumar
Sanskrit. K.N. Panikkar
Sanskrit. Rajendra Upadhyaya
Hindi - Prabhat Kumar

Bhattacharya
Madhxamavyayoga

Sanskrit - Harinam Pradayini
Sabha

Hindi -Shanta Gandhi
Sanskrit - Radha Vallabh

Tripathi
Sanskrit - K.N. Panikkar
Hindi - M.K. Raina
Sanskrit - K.N. Panikkar

Pancharatra
Chhattisgarhi - Habib Tanvir

Pratima
Sanskrit - Prabhat Kumar

Bhattacharya
Sanskrit - Prabhat Kumar

Bhattacharya
Swapnavasavadatta

Hindi - H. V. Oupte
English - Mrinalini Sarabhai
English - Shanta Gandhi
Hindi - Nadira Zaheer Babbar
Hindi - M.K. Raina
Malavi ~ Shrinivas Rathl

Sanjeev Dixit
Hindi - Ramesh Manchanda

Urubhanga
Hindi - M.K. Raina
Sanskrit - Shanta Gandhi
Hindi - Shanta Gandhi
Cl\attisgarhi - Habib Tanvir
Hindi - Raj Kumud
Manipuri - Ratan Kumar Thiyam
Hindi· K.N. Panikkar
Sanskrit - K.N. Panikkar

Appendix 3
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1981
1984
1986
1986

1968

1973
1974

J980
1980
1987

1979

1978

1985
(With Uuarramcharita)

1956
1964
1974
1978
1980
1981

1985

1976
1979
1979
1979
1980
1981
1983
1985

Contemporary Productions of Bbasa - Directors

Bsboer; Nsdirs bhecr
Swapnavasavadana (Hindi)

Bhauacharya. Prabhat Kumar
Pratima (Sanskrit)
Pratima (Sanskrit ~ together

with Unararamcharita)
Kamabhara (Hindi)

1978

1978
1985

1986
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Dhirendrs Kumar
Karnabhara (Sanskrit)

Gandhi, Shanta
Madhyamavyayoga (Hindi)
Swapnavasavadana (English)
Urubhanga(Sanskrit)
Urubhanga(Hindi)
Karnabhara (Sanskrit)

CUpIt. H .V.
Swap eavasavadana (Hindi)

.\fanchanda . ~mnh
Swapnavasvadana (H indi)

Psndit, Balraj
Dootavakya (H ind i)

PaniHar, Kevelsm Narayana
Madhyama vyayoga (Sanskrit)
Dootavakya (Sanskrit)
Urubhanga (Hindi)
Karnabhara (Sanskrit)
Urubhanga (Sanskrit)
Madhyamavyayoga (Sanskrit)

Raina. M.K.
Uru bhanga (H indi )
Avimaraka (Hindi)
Swapnavasavadana (Hindi)
Madhyamavyayoga (Hindi)
Doota gatotkach a (Hi ndi)
Kamabhara(Hindi)

Rilj Kumud
Urubhanga(Hindi)

lYrh. Shrinivas
Dcotavakya (Sanskrit)
Swapnavasa vada ua (Ma..Iavi)

Sarabhai. MrinaJini
Swapnavasavadana (English)

Sharma. Rsvi
Balacharita (H indi)

Tsn vir, Habib
Pancharatra , Dcotavakya,
Urubhanga (Ch hanisgarhi • all
together tided Duryodhana)

Thiyam, Raran Kumar
Uru bhan ga (Manipuri)

Triparhi, Rildh. V./Jabh
Madhyamavyayoga (Sanskrit)

Up.ldhyaya. IUj~nd1'3

Dootavakya (Samkrit)
Kamabha ra (Sanskri t)
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1981

1964
1974
1979
1979
1980

1956

1985

1976

1980
1980
1983
1984
1985
1987

1976
1977
1980
1980
1980
1980

1980

1980
1981

1964

1979

1979

1981

1974

1985
1986




