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Abstract : 

                         This paper entitled Naga-Mandala a Story of Marriage and love pursuits and 
analysis the powerful portrait of the agony and anguish faced by both men and women in their 
development into adult roles and social adjustment in a society where the individual is given 
little space for self-development awareness and independence as a being. Girish Karnad’s plays 
reflect upon contemporary Indian cultural and social life through the use of folk tales, myths and 
historical legends. He weaves together timeless truths about human life and emotions contained 
in ancient Indian stories with the changing social mores and morals of modern life. His plays are 
particularly concerned with the psychological problems, dilemmas and conflicts experienced by 
Modern Indian men and women in their different social situations. 
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Introduction :- 

                       Girish Raghunath Karnad born on 19th May 1938, in Mather, Maharashtra has 
become one of Indian’s brightest shining stars, earning International praise as a playwright, poet, 
actor, director, critic, and translator. His rise as a playwright in 1960s, marked the coming of age 
of Modern Indian playwriting in kannada. For four decades karnad has been composing plays, 
often using history and mythology to tackle contemporary issues. He was conferred Padma 
Shree (1972) and Padma Bhushan (1974) by the Government of India and won four Filmfare 
Award. He is among seven recipients of Jnanpith Award for Kannada, the highest literary honor 
conferred in India. Nagamandala ia s folktale transformed into the metaphor of the married 
woman. It is a Chinese box story with two folktales transformed into one superstition, fact and 
fantacy, instinct and reason, the particular and the general blebd to produce a drama with 
universal evocations. 

The source material of the Naga-mandala comes, as Karnad informs the reader in his 
introduction to the “Three Plays”, from a folk tale that he had haerd from A.K Ramanujan, eho 
had collected many folk tales and their variants as they existed in different parts of India.the folk 
tale of a Prince whose extreme mistrust of women prevent him from loving any woman, and 
whose encounter with a woman’s desire for love, has, as Ramanujan writes about this tale, as 
many as forty variants. The central theme of all these tales is, as Ramanujan remarks, “the 
narcissism” of the “self-involved hero”, who undergoes a test put to him by the wife in order to 
survive. The psychological inadequacy that the young man is caught in prevents his self 
transcendence, causing acute lack of understanding and communicating between him and a 
woman. 
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Naga-mandala is not only about the male difficulty to trust and love women, and transcend his 
narcissism. It seems to be about the socialization process of both men and women, particularly in 
the Indian society where marriage is, more often than not, the first experience of sex and love for 
most of the people. Nagamandala probes into the female and male growth into selfhood, and 
their mature adjustment with the social roles appointed for them by the traditional society. Myths 
and folk tales in a patriarchal society represents primarily the male unconscious fears and wishes 
and are patriarchal constructs and “man-oriented”. In these stories the woman’s experiences and 
inner feelings often do not find adequate expression. They do not give much information about 
the women’s fears, anxieties and psychological problems. 

Nagamandala is the story of a young girl, Rani, newly married to Appanna, and their gradual 
understanding of the role, function and responsibilities of the institution of marriage. This story 
is presented in the play by a woman narrator, a “flame” which has come to tell a story. The play 
begins in the temple on the outskirts of a village, where a passer-by stops at night for a shelter. 
He then finds many tiny “flames” have come from different households in the village. Each 
flame is a female, a story-teller, sharing with the others her observations and new experiences. 
The stranger, a writer himself, enters into their conversation, and listens to a ‘new’ tale that has 
just escaped from an old woman’s head. 

The flame begins her story of Rani and Appanna. The dramatization of the tale mow begins. 
Both Rani and Appanna do not know how much they can relate to each other. The young girl 
misses her parents, feels home-sick and lonely, while Appanna comes home only in the day, asks 
for food, stays for some time and them goes away. Every night he visits the concubine, which 
reflects his awareness of the biological aspect of sex. The initial stage is painful for Rani, who is 
still very attached to her parents. Appanna’s behavior reflects his divided emotional and physical 
selves. Infact the emotional aspect of his personality seems to be underdeveloped, as he treats 
both Rani and the prostitute in an unfair manner. Neither of the relationships is complete and 
satisfactory. Appanna treats her with contempt, aggression and mistrust. He locks her in the 
room, and scolds the old lady Kurudava and her son Kappanna when they attempt to become 
friendly with Rani. 

In her isolation Rani begins to build a world of stories around herself. She imagines herself to be 
a princess locked up by a demon. “So the demon locks her up in the castle. Then it rains for 
seven days. Then a big whale comes to Rani and says, “Come, Rani, let us go.”’ (35). Her story 
grows and perhaps it is in her fantasy thet she takes a lover. Her story expresses her psychoerotic 
needs which she does not fully understand. 

Women’s close-knit relationships with the other members of family and their lack of freedom to 
explore the world on their own is one of the reasons why identity for them is usually a matter of 
relationships. Sudhir Kakar points out that the “dominant psycho-social realities of a woman’s 
life can be condensed into three stages. First, she is daughter to her parents; second she is wife 
to her husband (and daughter-in-law to his parents): and third, she is a mother to her sons (and 
daughters).” It is through these three important relationships that a woman realizes herself and 
social significance. 

The important stage for facing the situation and their roles in it comes as Rani becomes pregnant. 
It is a moment acknowledgement of the private and act. Appanna is aghast at this development 
and takes his wife to a public trial. Rani finds herself alone in the crisis, for the lover as well as 
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the husband fail to provide moral or emotional support. Rani is asked by the man at night, whom 
she takes to be her husband, to “speak the truth… what you think is not of a consequence. It must 
be the truth.” (54) The truth for Rani is that she has been faithful to her husband. This conviction 
comes into the public. The nervous, frightened, young girl finds within herself a new courage 
and confidence and gain social respectability. She emerges triumphant from the public trial, as 
the snake does not bite her. The cold, aggressive and indifferent husband is subdued, mildly 
tamed and accept the judgement even if he is not fully convinced. 

This stage of Rani’s social integration brings her a new sense of respect and her own worth. This 
is another significant aspect of the Indian social and cultural life in its treatment of women. In 
Sudhir Kakar’s words,”an Indian woman knows the motherhood confers upon her a purpose and 
identity that nothing else in her culture can.” (56). As a mother, Rani is seen, in the last part to 
the story, to be in command of the household, with some authority and decision making power. 
Appanna even agrees to her rather strange demand that their son should perform an annual 
“pinda-daan” in the memory of dead snake. 

Nagamandala depicts the man and woman pass through several stages of doubt, uncertainity and 
even failure before they become mature and learn to live harmoniously as husband and wife, 
within the family-fold. Appanna becomes a caring husband, accepting Rani’s decisions which 
may at times baffle him. This change in Rani’s status comes through her motherhood, and the 
public trial, where her bold acceptance of the truth gains her public respectability. This 
transformation of both Appanna and Rani presents the significance of the institution of marriage. 
It is through adjustment that they gain the status within the life of community. As, individuals, 
they gain the full selfhood only after going through these roles. Both man and woman accepts the 
social pressure in putting aside personal feelings about selfhood, fantasies and dreams about love 
and freedom and learns to surrender to the other for the sake of family and community. Rani’s 
dream of lover who had awakened her and loved her as a woman, and Appanna”s self-centered 
and physical relationship with the prostitute, are given up, and they work together in the interest 
of the family and the community. 

The public and private selves become connected through the acceptance of socially responsible 
roles. But does that completely dry up the hidden, suppressed desire for greater love and personal 
fulfillment? The double ending of the play presents this duality through the structural device.  

In End One of the story about Rani and Appanna, the Naga enters Rani’s bedroom again and dies 
for the sake of Rani and her family. Though Rani grieves for her lover, the Naga’s sacrifice 
paves the way for Rani’s happy married life. 

In End Two of the story, the snake does not die. He is allowed by Rani to live in her tresses, her 
“dark, long and cool tresses, like snake-princess” (57). The lover is always present, he lives with 
her, within the family. The dutiful and loyal wife may observe the social, moral code entirely, yet 
within her live the memories of the perfect lover who had given her a first emotional and erotic 
experience. These desires may haunt her or lie dormant within. What matters most to Rani 
during the period of her relationship with the snake-lover is the awakening of desire and 
introducing her to love rather than to sex.  

The woman’s story expresses the female point of view about her needs, problems and 
experiences within the patriarchal institutions. It provides an understanding into the complex 
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nature of human relations while also showing women’s way of adjusting into their difficult social 
roles. The snake-lover’s story has become a “vrat-katha”, a story told as a festival of cobra 
worship, where women pray to the cobra for granting safety, and progeny to their family. 
A.K.Ramanujan writes that the “ritual tale itself is a public even told during the Cobra Festival to 
propitiate snake, to ensure safety and fertility within marriage.”(12). More than that, it seems to 
be public acknowledgement of the dangers to which marriage is always open, and a recognition 
of the blessings and goodwill of the outsider for bringing together the husband and wife. Karnad 
uses the folk tale In its feminized form to present the problems faced by both man and woman in 
marriage and the process of transformation of the immature and emotionally under-developed 
person into a mature and fully grown adult. 

At the end of the play, the male, professional playwright takes the responsibility of taking the 
“story “ to a larger audience. This is another instance of the female narrative being assimilated 
into the “patriarchal, classical” texts. But the structure of this play retains the individuality of the 
female narrative, centrestaging the women’s experiences within marriage. 
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