
I 1-



Presented by the University Theatre 
in cooperation with the Department of Music 

March 15, 16, 17, 21, 22, 23 at 8:00pm & 24 at 2:00pm 
Kennedy Theatre, University of Hawaii 
Honolulu, Hawaii 

Director 

mposer and Music 
Director 

ene Designer 

stu mer 

echnical Director & 
Lighting Designer 

sistant Director 

SHANTA GANDHI 

M.Y. KAMASHASTRI 

JUDY VAN ZILE 

ELIZABETH COLE 

RICHARD MASON 

SANDRA FINNEY 

MARK BOYD 

GHULAM SARWAR 

For many years the Department of Drama an 
Theatre has been committed to the study of Asia 
theatre. In recent years University Theatre aud 
ences have been able to see Chinese opera, I 
donesian shadow drama, Thai dance dram 
Malaysian Ma'yong, Philippine Zarzuela, an 
Japanese Kabuki staged in English in authenti 

style at Kennedy Theatre. The Sanskrit dr 
ma.of lndfa, which began several centurie 

before Christ. is probably Asia's olde 
dramatic art. These classic plays ar 

highly regarded as literature, but b 
cause of staging difficulties, th 

are almost never performed · 
the West. Miss Gandhi's pr: 
duction of The Vision of V: 

savadatta is, therefore, 
rare and welcome theatr 

event at the Universit 
of Hawaii. Miss Ga 

dhi brings to her pr 
duction a lifetime e 
perience as a dance 
director, and expe 

in both Indian an 
Western drama. 

JAMES R. BRANDOI 



mightthe audience at Bhasa·s time have 
n this play performed? That is the ques-

which has led me to this production 
the University of Hawaii. In the eleventh 
ntury classical Sanskrit drama ceased 
·ng performed in India, so there is no 

learanswertoourquestion.l have gone 
k to The Art of Drama (Natya Sas

) for a description of the stage, its 
entrances at the rear, and the zonal 

tern of moving on stage. From various 
ional theatre forms have come concrete 

pies of how dance and music can in
~.,,,r,1t"' with text. The classical plays are 
based on rasa (the aesthetic theory of senti
ments) and Bhasa's play must be analyzed 

round the various rasas-love, humor, sadness, 
heroism. Though the supporting arts are impor
;tant, Bhasa's play revolves around the word. I a!'" 
a director working within an intercultural learn1ng 
situation in which the ethos of the cast and the 
ethos of the play must be merged, a process which 
at the same time is exasperating ·and exciting. 
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THE VISION OF VASAVADATTA is set in the Kingdor 
of Magadha in ancient India over 2,000 years age 

T here will be one, 1D-mmute intermissior 
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ABOUT THE PLAYWRIGH 

The date of Bhasa is uncertain, but he certainly lived an 
wrote before the time of Christ. He seems to have been a sourc 
of inspiration to the ancient Indian playwrights who followe 

him. Kalidasa pays him a warm tribute in his first play. Bhas 
has written one act plays as well as full length plays. His thirtee 
extant plays include heroic comedies, spectacles, lyrical plays, a 

well as the only tragic play known in Sanskrit literature. His styl 
has the elegant simplicity of a master who can create full bloode 

characters with a few short strokes He chooses his material from th 
Indian epics, the Mahabharata and the Ramayana, as well as fro 
ancient Indian legends. His deep humanism can be felt in his reinte 
pretation of the epic characters. THE VISION OF VASAVADATT 

based on a legend, is considered his best play. 

SHANTA GAND 

A Classical Sanskrit Drama attributed to BHASA and adapted for the University Theatre by PAUL CRAVATH 

.. -· 



HE VISION OF VASAVADATTA: Historical Background 

fter the battle of Kurukshetra between the Pandawa clan and the Kaurawa clan, described in 
e Indian epic Mahabharata. descendants of the Pandawas ruled in the city of Hastinapura un-

11 the River Ganges changed its course and floodwaters denuded the countryside and destroyed 
he city. The ruling prince and his people, following the course of the changing river. arrived 
n Kaushambi. near modern Allahbad. Udayana. the 'hero' of THE VISION OF VASAVADATTA, 
. vas the seventh ruler of th1s new kingdom. and has become a legendary hero in India. 

Udayana was by temperament an aesthete. He could play the Veena (lute) so well that 
~lephants left the forest and came to h1m. just as cows came to the tune of Krishna's flute. His 
courage was also legendary. In ancient warfare. the possession of elephants was vital. as they 
served as tanks. For Udayana. who by merely playing his veena attracted hoards of them. there 
was no dearth of elephants. 

In ancient India there were four centers of power: Ujjain, Kaushambi, Magadha and 
Benares. Kaushambi, as it was a Pandawa kingdom. had the greatest social status. Other 
l(ingdoms were therefore anxious to have marriage and other alliances with Kaushambi so as 
o boost their own social standing. By the time of Udayana's reign. the king of Ujjain. Mahaser.a, 
1ad collected an enormous military force. Yet, despite his military power. he was of lower social 
Jtanding than Udayana. He hoped, therefore, to bring Udayana under his influence. thereby 
urning Kaushambi into a satellite kingdom under his rule. Udayana was known for his preoccu
>ation w1th music rather than with statecraft. Mahasena. the king of Ujjain, hoped to bring 
'aushambi under his sway by arranging a marriage between his daughter Vasavadatta and 
~dayana. When direct methods failed, Mahasena sent an agent into Kaushambi to spread a 
umor about a magnificent blue elephant that was seen wandering on the borders between 
'aushambi and Ujjam. Udayana, armed only with his lute. went off in search of this elephant. 
~onf1dent that h1s mstrument would suffice to lure the elephant to him. Fearing he might arouse 
he suspicions of the neighboring k1ngdom. he did not take his armies with him Near the 

porder Udayana was arrested by Mahasena and taken prisoner. While under house arrest in 
Jjjjain, Udayana contmued to play his lute, and attracted the attention of Vasavadatta. the 
jaughter of Mahasena. She expressed the desire to learn to play the instrument. Soon. romance 
plossomed between Udayana and Vasavadatta. 

Meanwhile. Udayana's prime minister. Yaugandharayana. was planning to go to battle with 
Ujjain to rescue Udayana. Udayana. however. sent word that no such thing should be done. and 
that he would take revenge on Ujjain in his own fashion. Udayana. understanding the scheme of 
Mahasena. was determined not to be a subsidiary to Ujjain. He therefore persuaded Vasavadatta 
o elope with h•m against the wishes of her father. and contrary to custom. The lovers eloped 

.HE CLASSICAL INDIAN THEATRE 

he origins of Sanskrit theatre lie buried in the mtsts of antiquity. Excavations in the Indus 
lley have revealed dancing figures. By the first century of the Christian era. however, Indian 
o~ ~ ~rt ,:l\l~lnno :::& c::nnhic:tir~to.rl tr~ ••; ""\n r•rh tn u~rioh.1 <:)nrC Tn,...lt ,,..inn tho ofo,.,on+~ nf 

on Vasavadatta's elephant. Udayana's love for Vasavadatta grew so intense and so deep that 
these companions of the soul lost interest in everything save each other. Udayana soon began 
to neglect his affairs of state. and his territory was gradually being nibbled away by neighboring 
princely states. The citizens of Kaushamb• soon became the subjects of alien rulers. Udayana 
was left m control of only a few villages including Lavanaka. to which he retired . 

The situation worried Yaugandharayana, Udayana·s prime minister. who now sought new 
alliances to restore Udayana·s power and bring Kaushambi back into its former glory and 
prestige. As an ally, Ujjain was out of the question. Next •n importance was Magadha. and this 
latter state could be an ally if Udayana was made to marry the sister of Darshaka. the king of 
Magadha. The royal astrologers had already predicted that Magadha's princess Padmavati 
would become Udayana's wife. Udayana. however. was too deeply in love with Vasavadatta 
to think of anything else. and would not agree to marry Padmavati or anyone else for that 
matter. Yaugandharayana took Vasavadatta into confidence and told her that Kaushambi could 
only be preserved if she was for some time separated from her husband, so that Udayana 
would devote his attention to matters of state. For the sake of the country, and for the personal 
honor of both Udayana and herself, she must, therefore, suffer a temporary separation from 
Udayana. She agreed to the plot. which Yaugandharayana worked out in secret with the consent 
of the cabinet, including the minister, Rumnavana. While Udayana was out hunting one day, 
therefore, a palace at Lavan aka where Udayana and Vasavadatta lived was burnt down and the 
rumor was spread that Vasavadatta had been burnt to death in the palace. and that Yau
gandharayana. while trying to save her, was burnt alive. Vasavadatta's jewels, which had been 
thrown into the fire. were collected and remained w1th Udayana as his only memento of his 
queen. As the king languished in sorrow for Vasavadatta. Yaugandharayana contrived to take 
Vasavadatta incognito to Magadha, and to leave her m the care of Princess Padmavati. Rum
navana was left m charge of local affairs at Lavanaka. Udayana, after the pain of his loss had 
somewhat subs•ded. was persuaded to go to Magadha to pay a friendly state visit to King Oar
shaka and seek military assistance and alliance with Magadha. 

While at Magadha. Darshaka persuaded Udayana to marry Princess Padmavati. Yau
gandharayana's scheme. therefore. succeeded fully, and Udayana regained not only his lost 
territories and former glory. but also his beloved queen. Vasavadatta. 

The total story of Udayana's adventures appears in a duology of Bhasa. THE VISION OF 
VASAVAOATTA IS the second play and opens at the time when Yaugandharayana and Vasa
vadatta arrive in disguise at Magadha and meet princess Padmavati. 

response was important Rasa could not come without it. Theatre was not merely a means of 
communicating but also of communion. A certain sanctity is given to the performances by 
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sic, dance. and the spoken word. It was indeed a " total theatre" experience. 
The high level of attamment of Sanskrit theatre and drama can be judged from the works that 

ve survived. Performances were given in permanent as well as temporary theatres as can be 
dged from the comprehensive work on Indian dramaturgy, the Natyasastra. which is attributed 
the sage Bharata Mum. Sanskrit theatre, by its classical period, had developed ten major 

ramatic forms. Rupakas. and more than eighteen minor forms, Upa-Rupakas. More than five 
undred manuscripts that have come down to us reflect a synthesis of dance, word and music. 

Sanskrit plays are not, like the western tradition of drama. conflict-oriented. and do not 
t into the Aristotelian mold. They are rasa-oriented. In terms of Indian aesthetics, rasa is the 
yful consciousness that is evoked in a spectator when the actors, through the mediums of 

peech, bodily movement. gesture, costume, make-up, stage properties and music. unfold hu
nan experience in its universalized form. The Sanskrit theatre is an actors' theatre, which does 
10t depend upon elaborate stage settings or machinery. 

The classical Indian theatre was not a commercial theatre. Actors were professionals and 
he theatre was patronized and financed by the kings, rich merchants, town and village coun

;;ils and temples who maintained troupes of actors. Communities of actors thus evolved. Some 
egions in India to th1s day have such commumties. although they are no longer strictly profes
>ional actors. 

The audiences of classical Sanskrit theatre were initiated in Indian aesthetics and totally 
amiliar with its conventions. Appreciation of the arts was a necessity and was very much a 
art of the ancient Indian education system. In watching a performance. discriminative 
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early-comers and to polarize the attention of the audience. creating a suitable mood for the 
appreciation of the performance that was to follow. It also had the function of providing the 
audience with some information about the playwright, and the play that they were about to 
witness. 

In Ancient India. the sophisticated classical theatre developed side by side with its flourish
ing folk theatre. The manuscripts that have survived are those of the refined or sophisticated 
theatre. This latter tradition was lost in India about the eleventh century. and is not at present 
a living theatre form. The continuity had been broken and in India today, nowhere are plays 
performed in the style described and prescribed by the Natyasastra, although regional forms 
such as the Kudiyattam in Kerala do have some Sanskrit plays in their repertoire. 

The designing of sets. costumes, makeup and other elements of this performance in rela
tion to the resources that may have been available in the ancient playhouses and its theatre 
conventions is by no means an easy task, in the absence of any existing model. A certain amount 
of experimentation is called for, but these experiments must conform to the requirements of the 
script. Costumes are based on the relief sculptures of the Kushan and early Gupta period. During 
the recent excavation at Kaushambi a medallion showing Vasavadatta and Udayana rid ing an 
elephant with Vasantaka hanging onto its tail was found. The set design is based upon the 
characteristics of the rectangular (Vikrishta) type of theatre described in the Natyasastra. The 
dominant mood ( Pradhan Rasa) of THE VISION OF VASAVADATT A is that of love in separation 
(Vipralambha Shringhar), supported by minor moods l1ke pathos. humor, heroism and wonder. 
The color scheme of this production takes into account the symbolism of rasa theory. 

CONFERENCE ANNOUNCEMENT 

The public 1s cordially invited to attend sessions of ''The International Conference on Sanskrit 
Drama m Perlormance" March 19-23, 1-5 p.m. . As1a Room, Jefferson Hall. East-West Center 

Scholars from India, Poland. and the United States will discuss the H1story. the Aesthetics, 
and the Art of Sanskrit drama. 

Free admission but seating is limited. Sponsored by the Asian Studies Program. For in
formation call: 948-8543. 
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NOTICE: Smoktng ts not allowed in the auditorium nor may photographs or recordings I 
made during performance. 

COMING EVENTS IN KENNEDY THEATRE 

.March 17, 18, 19 ....................................... DON JUAN IN HELL (Lab Theat1 
March 29. 30• ........................ AWAJI PUPPET THEATRE OF JAPAN (Mainstag 
April 4, 5, 6 ...................................... PETER AND THE WOLF (Honolulu Zo 
April 5, 7, 8, 9 ................................ THE RELUCTANT PRINCESS (Lab Theat1 
April 19, 20, 26, 27, 28 .............................. METAPHYSICAL CIRCUS (Mainstag 
April 20, 21, 25, 26,27 ......................... HALF-WAY ROAD, PENANG (Lab Theall 

•Sponsored by the College ol Continuing Education and the State Foundation on Culture and the Arts. 
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