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The Nandi-Prastavana In Kalidasa’s Three Dramas—
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Vikramorvasiyam:) A Comparative Study With
Bharata’s Natyasastra
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Abstract

The Nandi-prastavand, the ritual invocation that opens Sanskrit drama, is prescribed by
Bharata in his Nagyasastra as a consecratory and dramaturgical device intended to
establish, auspiciousness and orienting the audience toward the intended Rasa. Kalidasa,
in his three extant plays—Abhijianasakuntalam, Malavikagnimitram, and Vikram-
orvasiyam—adapts this tradition with poetic refinement, aligning invocations to Siva
with the thematic sensitivity and emotional core of each drama. The present paper
undertakes a comparative study of Kalidasa’s Nandi verses and prastavanas in relation to
Bharata’s dramaturgical prescriptions, analyzing their ritual, aesthetic, and narrative
functions. Through textual analysis and correlation with the Natyasastra, it demonstrates
that Kalidasa not only preserves the ritual significance of the Nandi but also transforms it
into artistic prelude, embedding thematic foreshadowing, rasa orientation, and symbolic
imagery within the invocatory verses. The paper further examines the structure of the
Prastavana, the role of the Sutradhara, and the application of dramatic devices such as
Prayogatiaya and Vithy-angas. In addition, the study explores the modern relevance of
Nandi, drawing parallels with contemporary theatre prologues, cinematic openings,
organizational rituals, and pedagogical practices. The paper establishes that Kalidasa
harmonizes Bharata’s dramaturgical principles with poetic innovation, elevating the
Nandi prastavana into a timeless structural archetype that preserves dramaturgical
wisdom while transcending cultural and historical boundaries.

Keywords: Natyasastra, Nandi-prastavana, Kalidasa, Sanskrit Drama, Bharata,
Sttradhara, Rasa, Sanskrit Poetics, Dramaturgy, Prayogatisaya, Classical Theatre.
Introduction

The Nandi-prastavana in Kalidasa’s dramas closely reflects Bharata’s prescriptions in the
Natyasastra, functioning as both ritual invocation and as a dramaturgical device intended
to establish rasa, auspiciousness, and audience orientation. Kalidasa adapts this
traditional framework with poetic artistry, aligning the invocatory verses with the
thematic and emotional core of each drama.

The Prastavana (prologue) occupies a significant structural position in Sanskrit drama, as
it introduces the dramatic context, prepares the audience, and establishes the aesthetic
atmosphere necessary for performance. Bharata’s Natyasastra classifies several types of
Prastavana, including Udghatyaka (curtain-raising dialogue), Prarocand (persuasive
introduction), and Nandi (ritual invocation). Among these, the Nandi-prastavana holds a
central place as the consecratory opening of the dramatic performance.

Bharata defines the Nandi as follows:

smefEaa M TETeEddl IafasaraidT qearar=ia gfar
(Natyasastra 5.24)
This verse establishes that the Nandi is a blessing (asirvacana) directed toward deities,
Brahmins, kings, and other auspicious entities, and that it is therefore named “Nandi.” Its
function is essential: Its primary function is to sanctify the stage, invoke auspiciousness,
and prepare the audience for the experience of rasa.
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Kalidasa adapts this ritual framework with poetic
innovation. His invocations are not only blessings but also
thematic preludes that suggest the dominant rasa of each
play. Thus, the Nandi-prastavana in Kalidasa’s works
represents a harmonious fusion of ritual necessity and
literary artistry.

Objectives

The present study pursues three primary objectives:

» To analyze Kalidasa’s poetic use of Nandi-prastavana.

» To correlate Kalidasa’s practice with Bharata’s
dramaturgical framework, highlighting continuities and
creative adaptations.

» To examine the thematic and aesthetic functions of the
Nandi in Sanskrit drama.

» To highlight the continuing relevance of Sanskrit
dramaturgy in contemporary literary and theatrical
contexts.

Methodology
The present study adopts a comparative and textual
methodology. Primary emphasis is placed on the close
reading of Kalidasa’s Nandi verses in their original
Sanskrit form, with particular attention to linguistic
structure, poetic imagery, dramaturgical function, and
thematic suggestion. These verses are systematically
compared with Bharata’s prescriptions in the Nagyasastra
in order to identify continuities, innovations, and aesthetic
adaptations. The study also incorporates interpretive
analysis relevant to contemporary performance studies and
literary criticism.
Literature Review
The study of the Nandi-prastavand has drawn attention
from both classical commentators and modern scholars.
Classical Commentators like, Abhinavagupta, in his
Abhinavabharatt commentary on the Nagyasdstra, under-
scores the ritual necessity of the Nandi. He interprets it not
merely as a formal prayer but as a dramaturgical act that
consecrates the stage, removes obstacles (vighna), and
ensures the proper reception of rasa. He emphasizes the
ritual and psychological function in preparing the
audience’s mind for aesthetic experience. Other comment-
ators, including Saradatanaya and later dramatists,
reinforce this perspective, emphasizing the continuity of
ritual invocation in Sanskrit theatre.

Modern Scholars such as A. B. Keith and M. Winternitz

observed Kalidasa’s poetic expansions of ritual forms,

noting that his invocations transcend ritual necessity and
serve as artistic preludes. V. Raghavan, in his extensive
studies on Sanskrit drama, argues that Kalidasa’s Nandi
verses exemplify the fusion of ritual and poetry,
simultaneously sanctifying the stage and proposing
thematic concerns. Collectively, these scholars recognize

Kalidasa’s unique ability to elevate the Nandi into a

literary device that bridges ritual and narrative.

Critical editions and translations of the Nagyasastra by

Manomohan Ghosh and Adya Rangacharya highlight

Bharata’s insistence that the Nandi sanctifies the stage and

sets the dominant rasa.These studies provide the
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theoretical foundation against which Kalidasa’s practice
can be measured.
Despite these contributions, few works systematically
compare Kalidasa’s Nandi verses with Bharata’s dramat-
urgical framework in a sustained manner. Existing
scholarship often treats the Nandi either as ritual ornament
or poetic flourish, without fully analyzing its dual function
as prescribed by Bharata and adapted by Kalidasa. This
gap stresses on the need for a comparative study that
situates Kalidasa’s invocations within the ritual-aesthetic
continuum of Sanskrit drama.
3. Textual Analysis
C1o K- 1Ed
Acharya Bharata, in the fifth chapter of the Natyasastra,
under the section concerning the completion of the
invocation of joy (harsadi nivédana-samapti-hetu pir-
vamsa), has described the Nandi—the benedictory verse
recited at the beginning of a drama. In the great treatise
Natyasastra, ten main forms of dramatic composi-
tion(dasartpaka),some sub-forms are found amongst
which Natakam (drama), Trortaka- (farce)are to be noted.
Nandi Slokas in Kilidasa’s Dramas
Kalidasa’s three dramas begin with highly refined Nandi
verses that simultaneously fulfill ritual and aesthetic
purposes.
Malavikagnimitram
Tt eaqife Jorqaghe : T FiRarar:
FATH g A ATIHAET T [EITHAAT |
FETTHAET Feed ST qgiAfaaar ArfoHT:
HARIATHATT SAIAA & TEATHET grrwier: Il Q|
The invocation praises Lord Siva as the cosmic lord who
dispels darkness and guides beings toward righteousness.
The verse establishes auspiciousness while also antici-
pating themes of sovereignty and love. (ATF=I+d)
Vikramorvasiyam
ATTAY JHTGLHLEY AT Rud et
FTRATET AT STERT TATATE: |
SRR K IR IERIE SRR T R ]
F wroy: FeererRearger T (R SrEmETeg = 1
(A=)
This verse presents Siva as the supreme cosmic reality
described in the Vedanta. The invocation establishes
spiritual grandeur while indicating the divine and
transcendent dimension of the drama.
Abhijiianasakuntalam
a gf2: g 7 fAfgd a st T el
T g e e it At Rear ey sy |
JTHTE: TS TSTIFIQ IS TAT IO JTOTee:
TIETTH: TIAEAINLA TEATTHISTHLET: 1| ¢
(A=)
The verse invokes Siva through his eight cosmic
manifestations (Astamirti). The imagery of fertility,
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cosmic order, and creation symbolically anticipates
Sakuntald’s role as mother and the birth of Bharata.

The above verses are called Nandi as each sloka ends with
the word “T=aI=d.” The analysis of these Nandi slokas is
as follows:

(a)Auspicious Benediction

All three Nandi verses fulfill Bharata’s requirement that
the invocation should establish auspiciousness and praise
divine powers.

(b) Recitation and Performance by the Satradhara
Kalidasa’s plays do not explicitly mention who recites the

Nandi $loka. The expression “ATeaI=d’ FALTT:" indicates
that the Satradhara enters after the Nandi, while the
dialogue phrase “SARTATAGLT” further suggests that he is
not its reciter. If the Sitradhara himself had recited the
Nandi, the text would more appropriately read “FTard

g g’

(C) Metrical Structure

The third characteristic of the Nandi sloka is that it should
contain eight or twelve padas (metrical divisions). In
Kalidasa’s three plays, this rule is not fully observed.
Either in Malavikagnimitram or in Abhijianasakuntalam,
it is difficult to assert that Kalidasa’s Nandi slokas strictly
follow the pada rule.

(d) Thematic Foreshadowing

Kalidasa innovatively embeds thematic and narrative hints
within the invocatory verses.In Malavikagnimitram, “gat.”

points to Agnimitra as king and lover.

In Vikramorvasiyam, “€qT9[:” conveys Vikrama’s steadfast

nature, while “@R1” indicates the reunion of hero and
heroine.

In Sakuntalam, “aT " signals Sakuntala as heroine,

while “GEISTIHIA” anticipates the birth of Bharata.

(e) Poetic Excellence

Unlike purely ritual invocations, Kalidasa’s Nandi verses
employ elaborate imagery, metaphor, symbolism, and
aesthetic suggestion.

Thus, Kalidasa harmonizes Bharata’s ritual prescriptions
with poetic innovation. His Nandi verses sanctify the
stage, set the rasa, and orient the audience, while
simultaneously functioning as artistic preludes.

The innovation lies in embedding thematic cues within
ritual invocation, elevating the Nandi from ritual necessity
to aesthetic brilliance.

Compared with other dramatists (e.g., Vi$akhadatta’s
Mudraraksasa, Bhattanarayana’s Venisamhara, Bhav-
abhuiti’s Uttara-Rama-Carita), Kalidasa’s practice shows
greater emphasis on poetic artistry than strict adherence to
metrical rules.

Prastavana in Kalidasa’s Dramas

Acharya Bharata, in the fifth chapter of the Natyasastra,
under the section on Pirvavarga-vidhi, describes the
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Prastavand which introduces the play. According to him,
after the recitation of the Nandi verse Sitradhara exits,
another actor called the Sthapaka, endowed with the same
qualities as the Sitradhara, enters. He delights the
audience with sweet verses and presents the Prastavana,
which introduces the presents the subject of the play.

ERER ’\'%‘lli%l@l?aﬂ AR |

IRIEE R CER EEIEUUIEIRH]

sTaTer & fAfeaq Faatarniaad |

TEATAAT ad: AT AT TITHATH ||

[EFCEEE IR RHE R EC I TN

I FA~q grreqagIa FBETd FaH | 77977 5.28

B RMEAR IS ELRINER IR
fRgATw=r 97 g =T |r =)

Apart from Fifth chapter, in the twenty-second chapter
Bharata also discusses the Prastavana as a component of
the Bharati Vrtti. Here he names it Amukha. In this
Amukha, the Sitradhara converses in witty, speech with

_____

FETaguaT ATty qTRa = T ar
TG RAT g+ I T4 d |
et e sty ar
aE g Fed & weqana ar
According to Bharata, the Sthapaka should introduce the
play after the Nandi. However, in Kalidasa’s dramas, the
Sttradhara himself performs the function of introducing
the play.
From the moment the Stitradhara appears on stage until his
exit, it is considered the Prastavana, because here the
Sttradhara engages in dialogue with the Paripar§vika or
the Nati. The Prastavanas of Kalidasa’s dramas include
witty dialogue, dramatic suggestion, audience orientation,
and character introduction. They also employ dramatic
devices such as Prayogatisaya and Vithy-angas.
The Prastavanas of Kalidasa’s dramas are discussed as
follows:

Malavikagnimitram Sitradhara: From “STa¥faf@aea<or” up
to “GaqEl qRSFEH” (verse 3) is the Prastavana.

According to Acarya Bharata’s analysis, this is the
FEIfId  type of Prastivana. Here the Satradhara,
following the command of learned assembly, introduces
the entering of character with a verse beginning

AT R R AT =g, TRu<HHI
AT TF ATRAT: Fa@t RS MA 1-3

Thus, with one section he both concludes the previous and
begins the next. The Prastavana contains the famous

critical verse by the Sitradhara replying co-actor, 3TfX,

[REEAEEIREINIECL R ER]
UOTTHEES 7 QI S 7 AT Fred TarHeT==e |
qe: TUEATAALGIN & TRA AT AT
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The verse reflects Kalidasa’s literary philosophy that
neither antiquity nor novelty alone determines literary
excellence.

Up to STITHHT: THIIR there is satire called STETATIH a

Viithyanga. According to Acarya Bharata, when a learned
man speaks well before a fool, it becomes Asatpralapam
satire (Incoherent Chatter). Thus, the wise Sitradhara
explains new poetry (drama of a new poet) to an unwise

actor, but the actor refuses to accept it, saying ST TH=T:

THTOTH (let audience accept)

Vikramorvasiyam Sitradhara: From “Se@fafasa<er up
to “Fracdd: HEUHSELET TISTAHI” (verse 1/4) is the
Prastavana.

Thus, within this the  Sutradhara
accomplishes multiple functions. He recites the following

Prastavana,

verse
AT FHACET ST Tea1sd T TN i< |

AT FETUTE AT AT T T FETEEL SHAaT: 1301
In this section, because three sounds the sound of bees,
cuckoo and the depressed ladies occur simultaneously, The
Prastavana employs celestial sounds, bird imagery, and
atmospheric suggestion to establish dramatic mood.

This is called the Trigata type of Vithi. Qﬁ'ﬂmﬁﬁﬂé
st feagl DR 3-16

Abhijiianasakuntalam Sitradhdra: From “” up to “3m% |

Ife el Haad 39 SAIREERL 17 (verse 15) is the

Prastavana. This too is of the Avalagita type. Here also,
through song of the Nati and the Sutradhara effectively
introduce King Dusyanta’s arrival being attracted by the
hunt and establishes the emotional and aesthetic tone of
the drama.
In this Prastavana there is no Vithi. According to the
definition of the Dasariupaka-kara Dhananjaya , the
Prastavanas of all three dramas are of the Prayogatisaya
type.

IR EERIRE RIS RICH

TEATALT TATTARTET 7 | | 39T 3-2 ¢
This study demonstrates that Kalidasa’s Nandi-prastavana
in his dramas sanctifies the stage, sets the rasa, and orients
the audience.
Correlation with Bharata’s Natyasastra
The comparison between Bharata’s prescriptions and
Kalidasa’s adaptations both continuity and
innovation.
Sanctification of the Stage
Bharata says The Nandi must consecrate the performance
space, ensuring auspiciousness and removal of obstacles
(vighna). Whereas Kaliddsa invocations to Siva sanctify
the stage while simultaneously embedding cosmic imagery
that enriches with poetic symbolism.

reveals

~5g~
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Invocation of Deities

Kalidasa faithfully follows Bharata’s insistence on divine
invocation while selecting deities appropriate to the
thematic structure of each play.

Establishment of Rasa

Bharata said The Nandi should establish the dominant
Rasa. Kalidasa cleverly aligns invocations with syrigara
(love), hasya (courtly delight), or divya-syigara (divine
romance), foreshadowing the emotional trajectory.
Audience Orientation

While Bharata emphasises that the Nandi should orient
spectators toward the dramatic world, Kalidasa enriches
this function through vivid imagery of cosmic dance,
divine protection, and celestial harmony, thereby immer-
sing the audience in the universe of the play.

Integration of Ritual and Narrative

Bharata strictly says Ritual is functional, not ornamental.
But Kalidasa’s invocations function not merely as ritual
preliminaries but also as narrative, thematic preludes.
Poetic Expansion

Bharata insists on brevity and clarity. On contrary
Kalidasa transforms Bharata’s ritual framework into a
sophisticated literary device through imagery, symbolism,
and suggestive language.

Respect for Tradition

Bharata establishes invocatory necessity. Kalidasa
respectfully retains ritual framework but enriches it with
poetic innovation, demonstrating fidelity to tradition while
exercising creativity.

Structural Placement within Prastavana

Bharata’s Nandi is one type of Prastavanda, alongside
Udghatyaka and Prarocand. Whereas Kalidasa consis-
tently begins with Nandi, situating it as both ritual
invocation and structural prologue.

S5.Implications and Modern Relevance

The comparative study of Bharata’s prescriptions and
Kalidasa’s adaptations of the Nandi-prastavana reveals
important implications for understanding Sanskrit
dramaturgy and its modern relevance. Bharata’s emphasis
on sanctification and audience orientation established
ritual stability within theatrical performance, while
Kalidasa enriched the Nandi through poetic imagination,
thematic resonance, and vivid imagery. Together, they
demonstrate how Sanskrit theatre successfully balanced
ritual necessity with aesthetic sophistication, offering
valuable insights for contemporary performance theory
and dramatic practice.

The study also opens possibilities for further comparative
research with later dramatists such as Bhavabhati and
others to trace the historical evolution of the Nandi-
prastavana. Such inquiry may reveal how successive
playwrights  negotiated the relationship  between
dramaturgical convention and poetic creativity across
different literary periods.

Beyond dramaturgy, the Nandi carries pedagogical and
cultural significance. It illustrates how beginnings in
drama, ritual, and social practice possess symbolic and
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psychological importance. Thus, the Nandi-prastavana
emerges not merely as a ritual convention but as a timeless
structural archetype, showing how innovation can flourish
within tradition while sustaining cultural continuity and
artistic expression.

The implications of this study affirm the enduring
relevance of Sanskrit dramaturgy, while opening pathways
for comparative and interdisciplinary research.

Conclusion

This study examined three primary objectives: analyzing
Kalidasa’s poetic use of the Nandi prastavana, correlating
his practice with Bharata’s dramaturgical principles, and
highlighting the thematic and aesthetic functions of the
Nandi. The analysis demonstrated that Kalidasa’s Nandi
slokas serve not only as ritual invocations but also as
artistic preludes that foreshadow the dramatic movement
of the plays. His invocations to Siva and Visnu subtly
anticipate central themes such as kingship, love,
separation, reunion, and lineage in Malavikagnimitram,
Vikramorvasiyam, and Abhijianasakuntalam.

The comparative study further revealed a dynamic balance
between continuity and innovation. Bharata prescribes the
Nandi as a means of sanctifying the stage, invoking divine
grace, and preparing the audience for rasa. Kalidasa
faithfully preserves these ritual foundations while
enriching them through poetic imagery, symbolism, and
thematic foreshadowing. In doing so, he transforms the
Nandi from a formal convention into a structurally and
aesthetically significant component of Sanskrit drama.

The study also established the modern relevance of the
Nandi prastavana. Its principles of sanctification, mood
setting, and audience orientation continue to resonate in
contemporary theatre, cinematic openings, dance perfor-
mance, concerts pedagogy, and cultural practices. Ult-
imately, the Nandi emerges not merely as a ritual necessity
but as a timeless archetype of beginnings, demonstrating
how creativity can flourish within tradition while pres-
erving the enduring wisdom of Sanskrit dramaturgy.
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