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I N T R O D U C T I O N -

T H E SANSKRIT DRAMA. 

( Abridged from our introduction to S'akuntalcs. ) 

Rupaka* is the general name in San . for a dramatic 
composition which belongs to the class of Kåvyas . It is 
divided into ten classes, viz.; *T2* mm Om I 

«Π?ΡΚ?*Τ^Γ ^ n ^ f l g i r %m II The three principal elements 
constituting a drama are the Plot,>*i the Hero ( with or 
without the Heroine) and W the sentiment. Vastu, also called 
ffilf^T, is of two kinds, ariføri?*. or that which relates to the 
principal characters and sn«Pra>, (also called or accessary, 
which helps and furthers the main topic and is concerned 
with characters other than the Hero and the Heroine. Next we 
have what is called Prakari—an episodical incident cf limited 
duration and minor importance which also assists the progress 
of the plot. There are three other elements constituting the 
plot. These are afisr or the seed, u e*, the circumstance or the 
circumstances from which the plot arises, 1k§ or the drop, 
which connects one part of the story with another, and Kårya 
or the ultimate object. Thus the five essential constituents of 
the plot^are ^ W ^ T m « l W R « « i q » O T : I 

The five stages of enterprise or the object wished to be 
gained ultimately, called Arthaprakrities, are— 
^̂ TOTT ftwiiff <KBlT*n: I These names are self-explanatory. The 
five essentials of the plot in combination with the five 
s tages form what are technically called the five Sandhis :— 
a^røfrrø: <rg qsnwqrøTføm: ι wrc tø* * Ι Φ ? Τ yaum ν& it 
The names of the five Sandhis are gsr, snajw, *τί, arwT 
and i%î °l ( also called ) For the meaning and scope 
of these Sandhis and other particulars see our Intro, to 
S 'ak . or Vik. Tbe subject matter divided into three kinds :— 

or TOW, «wi«r or and ( what is fit to 
be heard by select persons only.) The last is of two kinds 
3RN%R and W*n?<W». 

* ^ β^τΐ fas: ι TCtriføfNq IID. R . 
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Ν E T A OR T H E H E R O « 
The Hero must be one, well brought up, decorous, munificient, 
clever, of sweet address, &c. See Jag . p.6 f Ϊ̂ΤΙ ffcfffi, & c 
Heroes are of four Kinds, viz., Dhirodåtta, Dhiralatfta, 
Dhirasanta and DhirodVata. The Hero of the present play is 
Dhirodåtta. Each of these heroes is a^ain of ioar sorts, viz., 
$vS*t or gallant, 5ϊ3 or sly, or bold and ^ ξ * * or devoted 
to the heroine only. The Nåyikå or Heroine, who must have 
qualities answering to those of the Hero, is of three kinds, 
v*z.,*itøT ( wife of the Hero, as Draupadi in the present play) 

or <tt*far ( a s a maiden who is in the power of another* 
t. c. her parents, &c . ) or flrøl^r a common woman. For her 
assistants a Heroine may have a *T©i, Wi, *Trøir or so. 

3 RASA OR S E N T I M E N T . 
Rasa is that lasting impression or feeling produced to his 

over-whelming delight in a man of poetic .suceptibility by the 
proper action of the Vibhavas and Anubhavas a s well a s the 
Satvika and the Vyabhicharibhavas* Bhåva (*Trø) or feeling 
s the complete pervasion of the heart by any emotion, 
whether of pleasure or pain, arising from the object under 
sight. Vibhåva ( i S w ) or an Excitant is that which being 
perceived nourishes the main settiment. It is divided into 
AUambana that which is, a s it were, the support or substratum 
of ihe Rasa—the person or thing with reference to whom or 
which a sentiment arises-such as the Hero or the Heroine, & 
Uddipana or what enhances ( adds to the development o f ) the 
sentiment, such—a? the moon, the beauties of the vernal 
season* &c. decorations, etc., of the principal characters, in 
the case of Sringara. Anubhava is the outward manifestation 
of the internal feeling through the eyes, face, etc. The 
Såtvika or natural bhavas are a sub-division cf Anubhava. 
They are usually mentioned as eight in number—€?|WWWF-
imm: I *3PUriT%i»iilr ι The Vyabhicharins or 
the Accessaries are those Bhåvas which are not strictly 
oonfined to any Rasa, but which serve as feeders to the 
prevailing sentiment and strengthen it in differrent ways* 
Sthayibhava (Wifipw ) or the Permanent Sentiment of a 

&ΦΙ?{5 ^TWRf^n^Ti: II D . R . 
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composition is one—the ocean melting all salt into water— 
which, not being interrupted by any sentiment contrary or 
akin to its nature occurring at intervals, converts all of them 
into its own nature.* Now a Rasa would prove contrary to 
another if the a ? m or substratum of both were the same. 
But a s ( Principal) and ^ ( subordinate ) a W may be 
mixed with one or more of others. 

There are eight Sthåyibhåvas, l\% Frø, i t e , 
and Jk**m on which are based respectively the eight sentiments 
ψτπτ, the Erotic, TO the comic, 5S°T the Pathetic, iff the 
Furious, «ik the Heroic, Witt the Terrible, *TR?K the 
Loathsome, and the Marvellous. OF these eight senti­
ments and TO, *ft and ar^p, and and t t f 
and 355°T are akin to each other, a s they proceed from the 
same condition of the mind. 

4 T H E G E N E R A L CON;DUCT O F T H E NA'TAKA. 
Every dramatic ptece opens with a prelude or prologue 

( *Ϊ*ΓΓΤ3ΪΪΤ ) itself introduced by what is called the Nandu 
This Nåndi, according to some, must suggest the gist of the 
whole plot. The Sutradhåra may sometimes retire after the 
recital of the Nåndi, in which case, another actor called *^TN^ 
( for he establishes as it were the topic of the play ) takes his 
place. In the prelude, which may contain a brief allusion to 
the poet's literary attainments, his genealogy, &c, the 
Sutradhåra or the Sthåpoka suggests the subject in the from 
of the Bija, or by a simple beginning, or by naming the 
charecter just to enter and so on- He must please the 
audience with sweet songs descriptive ot some season and 
couched in the Bhårativrtti. The ^rTPRi is of two kinds— 
(1) W W as in the Rat. and (2) **J$a in which the 
Sutradhåra holds conversation with the actress or his 
assistants bearing on the subject to be introduced. This latter 
is of three kinds of which one is ^l^TfT ( a s in this play ) . 
When a character catches the sense of the words of the 
Sutradhåra ( in his own way of course ) and enters repeating 
the same it is called Kathodghåta. 

The prelude being over, the piece is commenced being 
hereafter arranged and exhibited in the manner indicated in 



χ 
the three foregoing sections. The whole matter should be 
well determined and divided into Acts and Scenes. T h e 
principal sentiment should be or *\t or sometimes W l 
others being introduced as conducive to its development. 
Nothing should be introduced in the play which either 
misbeseems the Hero or is discordant with the main sentiment. 
An act must not be tiresomely long, should be full of Rasa 
and introduced by Viskambhaka, & c , according to necessity. 
Its close is marked by the exit of all characters. Such 
incidents as journeys, massacres, wars, &c„ should not be 
represented in a play; they may only be indicated. The 
death of the Hero must never be exhibited. This accounts for 
the somewhat monotonous character of Sanskrt plays and the 
absence of tragedies in Sanskrt. * The play should end, a s it 
began, with a benediction or prayer, called the Bharatavåkya 
which is repeated by the principal personages and contains an 
expression of their wishes for general prosperity and 
happiness. The Unity of interest or action must be maintained 
throughout. As regards the language to be used in a piece, 
the Hero and the higher characters speak in Classical 
Sanskrit, while female and other minor characters speak 
in the different Pråkrta dialects. The student will see 
from the foregoing sketch, that the characteristic peculiarities 
of the Indian drama are mainly three—(1) its peculiar structure 
(2) absence of the distinction between Comedy and Tragedy; 
and (3) the diversity of language to be spoken by the 
characters. 

* Wilson observes—Th,ey (the Hindu plays ) never offer a calami­
tous conclusion, which, * as Johnson remarks, was enough to con­
stitute a Tragedy in Shakespear's days; and although they propose to 
excite all the emotions of the human breast, terror and pity included, 
they never effect this object by leaving a painful impression upon 
the mind of tbe spectator. The Hindus in fact have no Tiagedy... 
The absence of tragic catastrophe in the Hindu dramas is not merely 
an unconscious omission, such a catastrophe is prohibited by a positive 
role. The conduct of what may be termed the classical drama of 
the Hindus is exemplary and dignified. Nor is its moral purport 
neglected, and one of their writers declares, in an illustration 
familiar to ancient and modern poetry, that the chief end of the 
Theatre is to disguise, by the insidious [/sweet the unpalatable, bat 
salutary bitter, of the cup. 
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I T H E POET. 

The poet is a maker and creator. He creates new combina­
tions of thoughts and words. Nature has a new lesson for him 
and he has his mission to interpret the lesson to humanity. H e 
may be the embodiment of a new thought agitating and 
seeking utterance and finding none. Like an underground 
rumble of volcanic erruption the approach of the new thought 
may be sounded indistinctly and imperfectly by a few lumi­
naries of lesser note; then the sound is caught in all its 
sublimity and strength by the great soul-the maker, who starts 
his epoch. He gathers about him his own coter e who turn 
and return the thought in all its various aspects giving more 
elegance and refinement to it every time. This goes on for a 
time till at last no finishing touch or finesse of elegance 
can be added. Then comes the process of adding farfetched 
ornamentation in miserly quibbling and sorry punning till at 
last the spurious maker sinks into a vociferer of ostentatious 
bombast which may tickle the low pitched ear, but jars posi­
tively upon the finely attuned one. 

Kålidåsa perhaps began a new era using his untried skill on 
the lyrics, the Kurnara and Raghu, and perhaps turned a s 
a last resort to the drama as a more complicated and attractive 
form of composition, as the drama is an embodying of the 
present, while an epic is only a shadow of the past and we 
become as it were one of a crowd that has vanished. Kålidåsa 
brought his mature genius to play upon the old storehouse 
of national epics and sent forth dramas that have survived 
the cruel and destructive process of time till now. Kålidåsa 
combines in him simplicity and elegance and shows the 
natural ease of a genius. His style is chaste and pure, 
free from all mannerism and ornate luxury of expression* 
Β ana retains the excellence and elegance but runs into flowery 
flourishes and high-flown metaphors, some times even degrad* 
ing his high genius by jugglery of words that attempt more 
musical sound than add to the meaning. He shows Faint signs 
of decline in the original conception of poetic beauty though 
he rarely lapses into positive absurdity of diction. 

The glorious days of the mellifluous prose of Båna were gone. 
Nature stood as is were exhausted. The poet's muse went off 
in a trance, and the maker stormed at her gate and at her ears 
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to s o purpose till a t last he turned a s a last resort to tinsel 
ornamentation that shows like the real article in the twilight 
of decayed taste. It is to such an epoch of the decadence of 
Sanskrit diction and poetic thought, that the author of the 
Venisamhar seems to belong. 

He seems to have flourished at a time when the dramatic 
use had no occasion to wait upon the royal court or courtly 

favourites or individual patrons. Shudraka was a king truly 
enough; Kålidåsa alludes to no royal patron in his dramas, yet 
his connection with Råjå Bhoja Vikrama is a well known fact 
round which plenty of legendary lore has gathered. Båna 
basked in the warmth of royal patronge. Shri Harsh a was a 
kirg-poet. Bhavabfcuti, ill used by fortune and held up to 
scorn by his contemporaries, threw himself on the mercy of 
the clad-hoppers or perhaps the refined society that gathered 
at fairs in ancient times which were market places, where 
there was a mutual exchange of commodities. Bhatta Nåråyana 
takes the audience as a matter of fact whose favour is to be 
courted as the only way to success. Thus the distinct stages 
of the growth of poetic literature leave us no other alternative 
than to place Mrigaråjalakshana Bhatta Nåråyana after Båna, 
Dandin and Bhavabhuti However the name mentioned in the 
preface of Venisamhar leads to no definite clue as to his 
identity. Th* conclusions arrived at by the critics may thus 
be briefly stated:— 

A tradition* current in Bengal and some other parts of 
the country says that Bhatta Nåråyana was a native oF 
Kånyakubja or Kanoja, the leader of or chief among the five 

* According to tradition, the author Bhatta Narayana, was one of 
the Kanouj Brahmanas invited into Bengal by A'di Sura, fro r whom 
Ve Brahn anas of that province are descended : he was of the S andilya 
family. Adi Sura is supposed to have rciened three centuries before 
cur era; but if we may place any dependence on Abulfazl's list of 
Bengal king, he was the twenty-second prince in ascent from Ee!al 
Sen, who it is well known reigned in the thirteenth century. Assigning 
then the moderate duration of about three hundred years to these 
intermediate princes and admitting the tradition with respect to 
Bhatta Narayana, the Venisamhara might have been written about 
the eight or ninth century : a period not at all incompatible with the 
comparative harshness of its style and the rudeness of its execution 
Wilson's H. Theatre Vol. II p. 343. 
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Bråhmanas who Adisura, king of Bengal, invited to settle 
in his country* These five Brahmanas belonged to the Gauda 
sect. Tradition also asssigns to Bhatta Nåråyana the position 
of the first ancestor of the present.illustrious Tagore family. 
Mrgaråjå was an honorary ttjtle added to his name; and this 
is not incompatible with his being a Bråhmana, as Adisura 
bad rewarded him, for his spiritual services, with a grant 
of five villages. The number of these villages afterwards 
increased and Bhatta Nåråyana became the founder of a 
dynasty of kings. All this is well detailed in the opening 
parts of the i%rfrø#sn^rafisni; and this Bhatta Nåråyana is 
identified with the author of the Venisamhåra. Tradition 
supports this identification. The similarity of some of the 
incidents^ of his life of those of the story of the Mahåbhårata 
chosen for the plot of the play also lends support to this 
view*. Bhatta Nåråyana was a devout worshipper of Vishnu 
and very probably belonged to the A'dwaita school of 
philosophy. 

The namesof Chårwåka appearing in the 6th Act, though 
taken from the epic history itself, may well be taken to refer 

* Cf— and Yudhisthira (gfåfe l ) declares—" Peace and friendship 
shall be between us provided that we receiye back our share of the 
kingdom together with five towns one for each of the brothers* 
This declaration is mentioned at the very beginning of our drama 
and the demand of the five towns as the price of peace is announced 
in verse 16 of Act L Evidently the combination of this Epical 
History of the five towns with the history of the five towns which 
A'disura ρ esented to the Gaud Brahmanas for propitiation is not 
only premissiHe but undeniably necessary. When Bhatta Narayana 
in his drama returns to the said ancient history, not merely a purely 
accidental and external parallel is in question, but the point of the 
matter lies in the suprising similarity of the circumstances of the in­
ducement and of the purpose of the donatian of five towns that much 
may be assumed in advance as certain that the mention of the epis 
matter in the Venisamhara is based upon a decided tendency. It is 
moreover, clear that we have hereby gained a not inconsiderable 
argument for the identity of our poet with the sa<d Bhatta Narayana.* 
Mr. Vaidya's Ink. Memo, prefixed to his ed. hy the late Mr. Godbole, 
pp. 26,27. This Memo., it must be remarked here is really the 
Eng. translation of Grill's Introduction in German to his Ed, of the 
Play published at Leipzig in 0871 . So the views stated in the Ink 
Memo, as Mr. Vaidya's and quoted as such by some editors are really 
those of the German Scholar. 
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to the Buddhists and show the tendency of the author's mind 

to run them down in the eyes of A'disura and the public. 

H I S D A T E . 

If the identification of the Bhatta Nåråyana of the 
Vamsåvali and the author of the Venisamhåra be taken a s 
proved, our poet must be placed in the latter half of the 7th 
or the beginning of the 8th century—as contemporaneous 
with Bhavabhuti or a little later.* According to Mr. Cun­
ningham, the Sena Dynasty reigned in Bengal between 650 — 
1108 A. D. A'disura is also shown to be a contemporary 
of Ansu Varma, king of Nepal, whose date is known as com­
prising the years 637-S41 A. D . (For a full discussion 
of the subject see Dravid brothers* Intro to their ed. of the 
play pp. 9-11). A'disura, the first king of the Sena 
dynasty, must have then lived in the 7th century. And a s 
the migration of the Kanouja Brahmanas took place in his 
reign, the date of the composition of the Venisamhåra must 
fall in the latter half of the 7th or the first quarter of the 8th 
century a s stated above. 

This view is supported by extraneous evidence also 
Mammata, the author of Kåvyaprkås'a, whose date is fixed 
somewhere between 1150-1250 A. D „ quotes largely from 
Venisamhåra. Saraswati Kanthåbharana by Bhojadeva quotes 
also from Venisamhåra and his work cannot be placed later 
than IC70 A. D. The Dasharupaka, belonging to the middle 
of the 10th century, lays Venisamhåra under contribution for 
illustrations. Anandvardhana, the author of Dhvanyåloka, 
who flourished under Avantivarman of Kashmir (855-884 
A. D.) quotes from Venisamhar. Våmana, in his Alankåra 
Sutra Vritti, quotes from Venisamhåra and he lived about the 
middle of the 8th century. Thus then these two lines of 
enquiry converge towards the cne conclusion stated above. 
The style of Venisamhåra again shows that the author follows 

* Grill supposes cur poet to have lived in the 6th or 7th Century, 
and Prof. Max Muller throws out a suggcstion-but nothing more 
than a bare suggestion—that he may t e a contemporary and friend 
of Nana ( ) perhaps identical with Bhadra Narayai a ( ^irjqq ) 
of Harshacharita ( ^rlr^ ) from an examination of the work which 
quote from the Venisamhåra. Pencil Memorandum by Mr. L. Λ» 
Vmoyti, 



XV 

in the Foot-steps of Bhavabhuti, and makes an attempt at 
ostentatious display of words or <7ξ«π57*τ as it is termed. 

II . T H E P L A Y . 
Venisamhåra is essentially a heroic play. It belongs to the 

c lass of writings known a s 4 4 Natakas" . The plot is mainly 
taken from the Mahåbhårata, and covers the period which 
elapses between the return of the Påndavas to Indranrastha 
after their 13 years" exile f and Yudhishthira's accession to 
the throne after the great war. Its main sentiment is the 
heroic or Vira. The name is suggested by an incident related 
in the latter part of the Sabhåparvan of the Mahåbhårata. It 
is stated there that after Draupadi had been staked and lost 
by Dharma in gambling, she was dragged by the hair into the 
assembly by Dussåsana at Duryodhana's bidding. Stung 
almost to madness by the outrageous insult, Bhima vowed 
that he would kill all the Kauravas, drink the blood from the 
bosom of Dussåsana, and dipping his band in Duryodhana's 
gore would tie up Druapadi's hair. The name so happily 
selected for his play by the poet expresses all that is required 
of it. It has a triple meaning; viz., tore: ( é s r i 

Draupadi's being dragged into the public assembly); (\) i*9T 

Ig jpq i «SK : ( destruction of the Kauravas ) ; and ( 0 V*TT: 
Sflt: the tying up of the hair. So the choice of the name is 
a happy one. Would that we could say the same about the 
choice or the management of the subject. But of this more 
hereafter. It will be better to give here in brief the plot 
of the play before we offer our comment upon it. 

T H E P L O T 
Act. I. 

PRELUDE—After the recital of the benedictory stanzas 
and the announcement of the play, the Sutradhåra informs the 
audience that Krishna has undertaken to act as a mediator 
between the Kauravas and the Fåndavas and expresses the 
hope that peace would be efleeted between the contending 
parties and the impending war averted, to the benefit not only 
of the Kuru race but of the whole world. Bhima overhears 
this and enters cursing the Sutradhåra for expressing such 
a wish, 

v. I. 2 
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Bhima enters in an angry mood, followed by Sahadeva and 
expresses his strong disapproval of the negotiations set on 
foot by Krishna and of the policy meant to be pursued by his 
elder brother. He blames Sah. and his other brothers for 
having tamely put up with the insults heaped upon them by 
the Kauravas from time to time and tells his brother that even 
if Krishna were to succeed in effecting peace he was 
determined to break it; nay he would even go the length of 
disobeying his brother for once in his life, and inflict on the 
Kauravas the merited punishment. He then makes towards 
Draupadi's mansion mistaking it for the arsenal. The 
mistake being pointed out to him by Sah. they both enter it 
and await the arrival of Draupadi. With h?r hair hanging 
loose and her eyes streaming with tears she comes, to fan, a s 
it TVere, the embers of Bhima's rage into a flame. To Bhima's 
inquiry as to the cau«?e of her grief her attendant maid tells 
him that a fresh affront was offered to her by Duryodbana's 
wife with a sarcastic comment on her dishevelled hair and the 
proposal of the Påndavas to be content with the grant of 
five villages. Bhima consoles his wife and vows to kill 
Duryodhana and to tie tip her hair with his hand wet witb his 
blcod. A messenger now arrives and tells the party that 
Krishna's embassy has failed and that he could effect his 
return only by using his divine power. The war drum is row 
beaten and all chiefs asked to prepare for battle. But too 
willing to obey the summons, Bhima and Sah. take leave of 
Draupadi and depart to take part in the coming wan 

Act I I . 
The Second Act opens with the entrance of Kanchukin who 

announces the deaths of Bhisma, Abhimanyu and others* 
Bbånumati, queen of Dur., then enters and relates to her friend 
and an attendant a dream in which she has seen a Mungoose 
(Nakula), eating up a hundred serpents. The dream, thus 
making an ominous reference to the hundred Kauravas alarms 
her and she offers worship to the deities to have the evil 
foreboded by it averted. Duryodhana overhears part of the 
conversation suspects the fidelity of his wife on hearing the 
name of Nakula mentioned by her, but has his doubts set a t 
rest on that score by the story coming to its end. H e then 
appears forth, allays the fears of his wife and expresses a 
desire to enjoy her sweet company. Their conversation i s 
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disturbed by a hurricance which makes them seek shelter in a 
neighbouring wooden house. Jayadratha's mother then 
appears in alarm, accompanied by her daughter-in-law, and 
informs Duryo. of Ar juna's vow to kill her son before sunset 
or failing that to sacrifice himself in the flames. Duryo. 
laughs at her fears, asks her rather to rejoice at Arjuna's 
certain death and departs to take the necessery precautions* 
asking his charioteer to get his war-chariot ready. 

Act III . 
PRELUDE .—A loathsome dialogue between a demon and his 

wife announcing the fall of several warriors, Drona being the 
chief among them. 

As vatthåman sees the Kuru forces retreating and learns on 
enquiry that his father is dead. He subsequently hears that 
he was killed by Dhrshtadyumna while sitting in meditation, 
with his weapons cast off, on hearing a report that Asva. was 
killed, a report that was corroborated by Dharma's words 
indistinctly spoken. Kripa, however, tries to assuage his 
misery and takes him to Duryo. wishing to have him 
installed the general of the forces. In the meantime K a m a 
misrepresents to Duryodhana Drona's action and poisons his 
ears against the preceptor and his son. Kripa and Asva. now 
appear. Duryodhana receives them with due respect and 
addresses words of condolence to As'vatthaman, whereupon 
Kripa makes the proposal but learns that the generalship has 
already been promised to K a m a . Then a furious quarrel 
ensues between Asva and K a m a and as its result, the former 
refuses to fight while the latter continues to be in command. 

Act IV. 
Duryo. is wounded in his attempt to save Dussasana, and is 

borne away from the battle-field in an unconscious state by 
his charioteer. On his recovery he hears of Dus.'s death from 
his charioteer. While he is mourning his brother's loss* 
Sundaraka arrives and in a tediously lengthy speech tells 
Duryo. among other things, of the death of Vrsasena, son of 
K a m a . This adds to Dur.'s sorrow. Sund. then hands over 
to Dury. a leaf on which K a m a has written a message to him 
with an arrow dipped in his own blood. Knowing of his 
friend's distress and his resolve to die, Duryo. orders out his 
chariot and prepares to go to his friend's rescue. This i s , 
however, prevented by the arrival of his parents and Sanjaya, 
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Act V. 

Dhritaråshtra and Gåndbåri endeavour to persuade Duryo* 
to sue For peace but he refuses to do so. In the course of 
their conversation a tumult is heard Followed by the 
announcement oF K a m a ' s death. Duryo , after weeping For his 
Friend, wishes to go to avenge his death, when Bhima and 
Arjuna arrive on the scene. They salute the old couple 
addressing them in insulting terms. Duryo. replies to them 
equally insultingly and deFies Bhima. Ί he brothers, however, 
are called away by a summons from Yudhishthira, who orders 
the Fight to cease For the day. As'vatthåmå then enters and 
oFfers to avenge the death oF Dussåsana and to turn the tide 
oF Fortune against the Påndavas. Duryo., however, receives 
him coldly and the ycuth leaves him in difgust. 
Dhrtaråshtra, however, sends Sanjaya after him to persuade 
him to overlook his sen's conduct. Duryo. then mounts his 
car to go whileLthe old couple seeks S 'alya 's tent. 

A c t V J . 

Duryodhana hides himself in a pool on hearing oF Bhima's 
vow to kill him before sunrise the next day. He is, however, 
discovered and Krishna sends word to Yud. to order public 
rejoicings. The Fight goes on between Bhima and Duryo. and 
the latter is slain. In the meantime Cbårvåka, a demon, 
friend of Duryo., appears in a> Muni's disguise, visits Dharma 
and Draup. and cunningly makes them believe that Bhima is 
slain by Duryo, and that Arjuna too would meet with the 
same fate. Unable to bear the shock Draup. and Dharma 
resolve to put an end to their existence by entering the 
funeral pyre. As they are about to carry out their plan 
Bhima appears and the fraud is discovered. Bhima then 
arranges Draupadi' hair and also to tie it up. Krishna 
enters with Arjuna and congratulates Dharma on his victory 
telling him at the same time that the demon Cbårvåka who 
had caused so much distraction to him was properly dealt with 
by Nakula. The play terminates with the usual Blarata Våkya. 

Such are the broad outlines of the play before UF , some of 
which, it will be seen, are sketched with the skill of the true 
artist. The original story on which the plot of tfce play is 
based is simple enough; and from the above analysis the 
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student will see how poet has handled it. We agree in 
the main with Prof. Wilson who remarks:—"The chief defect 
of the play is its undramatic construction. The business is 
clumsily contrived, the situations are ineffective (not al l— 
we think) or ludicrous (very few) and much too considerable 
a portion of the piece is thrown into narrative for the 
interest to be successfully supported". We admit that the 
denouement is faulty, but it is not owing so much to want of 
constructive skill on the part of the poet, we think, as to the 
wrong choice of the subject or rather to its not being properly 
used. The poet has attempted to compress too many facts 
and incidents into the small compass of a drama. We could 
have well expected a scene between the Pandavas and 
Draupadi that would have excited our sympathy fcr the latter 
and brought out some of the nobler traits οΓ Dbarma's 
character. The third and the fourth Acts have very little to 
do with the development of the plot. The lengthy and tire­
some description of the fight put in the mouth of Sundaraka 
in the forth Act could have been well done away with, the 
principal events bein* relegated to the usual device of a 
Pravesaka or Viskambhaka, The different scenes hang 
loosely round the central theme, they do not look like the 
parts of a connected whole. The principal characters 
themselves, Dharma and Draup., are kept much in the back­
ground. In fact it is difficult to decide who is the hero of 
the piece. Certainly Bhima, we are inclined to say. For the 
whole interest of the story centres round him. He it is that 
vows to tie up the Heroine's braid, to him does Draup. 
complain of the fresh insult offered to her, and it is he again 
who brings to a successful termination the catastrophe by 
achieving the final event, viz., the tying up of the hair of the 
heroine. And yet the way in which the plot is wound up 
shows that Dhrama may be regarded as the Haro. But then 
the hero and the heroine ought to have been painted in their 
truest colours. Draup. appears once in the first Act and 
nothing is known oF her till the sixth Act, except an 
incidental mention of her name in the prelude to the third 
Act. There is nothing in the play itself to excite our 
sympathy for her. Take the case of Sakuntala or Malati or 
even Sita. They are constantly before our eyes, our interest 
in them goes on deepening a s the plot develops, and our 
curiosity is more and more on a stretch until we are on t ip-
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toe as the catastrophe draws near, to learn their fats. The 
poet, however, has done some justice to Draup. by represent­
ing her a s ready to die, when she hears of Bhima's death. 
But then he has done positive damage to the character of 
Dharma by his invention of the scene in which Charvaka is 
introduced in the sixth Act. For, t h s c e n e although 
ingeniously conceived is very absurd and largely detracts 
from the Hero's character a? a Dhirodåtta Kayaka, by placing 
him in a ludicrous position. Another defect is that there is 
no humour in the play, no .Vidusaka, perhaps the subject 
did not allow it. Again there are no graphic descriptions of 
natural scenes, no picturesque contrasts of character, such as 
we find in Kalidasaor Bhavabhuti. Nor does ths poet evince 
that richness of poetical genius and exuberance of thought 
which are displayed by Bhavabhuti whom the poet seems to 
follow in his delineation of the heroic sentiment. 

L e t us turn now to the merits of the play. " There is much 
good writing in the piece " remarks Prof. Wilson, " although 
the style is rather powerful than polished : there is also 
poetry in the thoughts, but it is the poetry rather of passion 
than fancy, and the pathos and horror in which it delights 
a re relieved by no brilliancy of illustration : both too are 
overdone, and the pathos becomes tiresome and the horror 
disgusting. The chief merit of the drama is individuality of 
character; the ferocity of Bhima, the pride of K a m a , the 
fiery but kindly temperament of Aswathaman, and the selfish 
arrogance of Daryodhana, are well delineated.*' The 3rd 
Act is the poet's master piece. It is very happily conceived 
and happily finished. Its music is adopted to its material 
descriptions and they produce a striking effect. In it we have 
the best eximples of iadividual passion passing dramatically 
through different vicissitudes and of its effects arising from 
the different combinations of circumstances and the peculiar 
temperaments of the persons speaking. A true spirit of 
chivalry breathes through the utterance of As'va , both at the 
beginning and the end of the Act. The sentiments expressed 
by him when he sees the Kura fores retiring and his sorrw 
a t his being unable to serve his master (see si . 4-9.) even when 
he was insulted by him, bear testimony to the loftiness of his 
character. In fact As'va 's picture is drawi with the skill of* 
.he true dramatist. His filial piety, his senss of duty towards 
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bis father and fidelity to his master whom he wishes to serve 
with all his heart and soul are all very pathetically delineated 
And if he bursts into å fit of uucontrollable passion when 
insulted by K a m a it was because his mind was already heated 
by the fire of unbearable anguish. As for the scene between 
As 'va . and K a m a see our remarks in the notes. 

W e have nothing to say against the first, second and the 
fifth Acts. They all show that the poet possessed the genius 
of the dramatist although in its inferior form. The way in 
which a meeting is brought about between Dury. and Bhånn* 
in the 2nd Act and between Dury. and his parents in the fifth 
does credit to the poet's creative faculty. 

The pathos in the fifth Act is certainly striking. The 
griefs of Dhrtaråshtra and Gåndhari are very pathetically 
described. The excess of maternal tenderness, rendered 
desperate by the cruelty of fortune and yet more by the 
obstinacy of a son not prepared to listen either to the voice of 
reason or parental advice, is well portrayed. The second Act 
stands next to the third and fifth in excellence. Some wise 
remarks are put in the mouth of the Kanchukin. The picture 
of Bbånumati is drawn in such a way as to reveal her in the 
true light of a Hindu wife. Her anxiety to have the threat­
ened evil to her husband and his brothers averted is well 
contrasted with the careless ease with which her husband 
treats the matter. All these kcidents serve greatly to enhance 
the beauty of the plot. 

As regards the delineation of character also, Bhatta Nårå­
yana i 3 inferior to Bhavabhuti. Almost all the characters in 
the play are but imperfectly drawn. The poet has unconsci­
ously it may be, better painted the characters of Duryodhan 
and Bhånumati, than those of Dharma and Draupadi. Bhima 's 
character, too, is sketched with a great deal of skill. A wild 
ferocity characterises Bhima's conduct, no doubt. But there 
are attenuating circumstances. Incensed beyond measure by 
the Kauravas and above all by the grossest insult offered to 
Draupadi by Duryodhana, there is no wcnder that Bhima 
should act in the way he does in the play. We see from the 
first Act that Bhima's desire for revenge, after it has taken 
entire possession of his mind, never quits it but grows stronger 
and stronger at every cause of delay. The poet could not 
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have painted this character in any other colours than he has 
done in the play. He has, however, saved him from a position 
in which no honourable Kshatriya would like to find himself, 
viz. that of actually drinking human blood, by the happy device 
of making the Kåkshasa enter the body of Bnima and drink 
the blood for him. See notes p. 34. As for Duryodhana, his 
blustering demeanour, the levity of his heart, his sensuality, 
his hypocrisy and his arrogance are depicted in strong lines. 
The dignity of his answer to his parents in the beginning of 
the fifth Act is worthy of a true hero. His cause well nigh 
ruined, and with no certainty of success in the future, he 
rejects all idea of conciliation with his enemies with an equal 
degree of earnestness and self-reliance. But with K a m a ' s fall 
even the last thred of hope to which he had clung all along is 
snapped. Despair, instead of lending him courage, makes him 
sink into the helplessness of timidity and he hides himself in 
a pool from F-hima. But this weakness he betrays for a short 
time only. When he is dicovered, Bhima's words call up the 
dormant martial spirit in him and he falls fighting bravely. 
This gives the last Finish to the picture of this unfortunate 
monarch. The character of Dharma is imperfectly sketched 
with some touches here and some there. The principal 
features of his character are—The magnanimity of his heart 
as shown by his desire to be content with five villages even, 
if it could avoid the destruction of the family. His truthful-
ness (I 16, 24). His high martial spirit (I . 13). His 
unsurpassed fraternal affection and his unswerving devotion 
to Krishna. 

Bhatta Nåråyana is a pcet of considerable merit. K i s 
language is in keeping with the general character of the play. 
Many of the metres are very musical aud well adapted 
to the sentiments expressed. The style is vigorous in the 
descriptive portions and smooth and elegant in others. And 
although in imagination the poet does not rise to the 
level of Kålidåsa or Bhavbhuti, there are many beautiful 
thoughts in the play. Following the opinion of the critics of 
his time who held that a good use of compounds constituted 
the very Ojas or animating spirit of prose (see Dandin's K. D . 
I . 80.), our poet has made a free use of compounds. L i k e 
Bhavabhuti, however, he uses simple compounds in the metrical 
portions but in the prose parts, especially in the fourth Ac t t 
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be has pushed the principle to an unreasonable degree and his 
compounds have sometimes become unnecesarily lengthy and 
often laboured. There are also some repetitions of words and 
ideas. The style, however, is not degenerated to the quibbling 
of words so a s to have differerent senses from the same words, 
or miserable puns in which kind of tinsel ornamentation the 
later writers so much indulged. There is also very little 
that is vulgar* or indescent in the play. On the whole 
Venisamhåra will be found to have many attractions for the 
general reader. As regards its dramatic construction it has 
been a s often drawn upon as the Ratnåvali for illustrations by 
the writers on dramaturgy. 

Before concluding I thank all the editors of the play whose 
works I had occasion to consult in the preparation of the present 
(1st) edition. But I offer special thanks to Mr. V. B . Joshi, 
now of the Dhulia High Schcol, who placed at my disposal 
all those materials for an ed. of the play (including a Ms. 
of the com. of J a g . ) which he had got ready fcr the late 
Mr. L . R . Vaidya and of which use was also made by the late 
Mr. Godbole. Lasty I thank my friend Mr. S . R. Dharådhar 
Μ.A. who assisted me in the work of transition also wrote 
out pp. 5 and 6 of the Introduction. 

In this edition the translation has been thoroughly re ­
vised, in many places almost rewritten, and the notes have 
been considersably increased, so a s to meet all the teasonable 
wants of University students. The additions made in the 
Com. are enclosed within rectangular brackets. The Sanskrit 
rendering of the Prakrit passages has been printed along with 
the text for the sake of convenience, the Pråk. passages being 
given below. In revising the book for the Second edition, 
I had the advantage of consulting the excellent edition of 
the play by the late Appås'astri Fås'ivadekar and Prof. Κ. N. 
Dravid Μ. Α., and I am indebted to them for some good read­
ings, and useful hints obtained from i t 

Girgaon, Bombay. 
1918. M. R. KA L E , 

S E C O N D EDITION. 

Gir gaum 9 Bombay, 
1918 M. R. K . 



C H A R A C T E R S . 

M A L E S . 

gwitt—The eldest Påndava. 

qif—The younger brother oF 3 ° and the principal 

personage in the play, 

^ φ τ , 5T$t* and flf^*—The remaining three younger 
Påndava princes, 

f^r—Friend and ally of the Påndavas. 

WTtf£— The Father oF the Kaurava .princes and uncfe of 

the Påndavas. 

^qSR— The eldest son oF the above and rival oF Yudhishthira. 

—The Frieud oF Dury. and his principal ally, 

f <r—The Former preceptor oF the Kuru Princes. 

aT^wq;—The warlike son oF Diona and nephew oF Kripa. 

Dhritaråshtra's charioteer. 

φζχ^—An attendant on K a m a . 
W^lK— Chamberlain ( ^ ^ 3 ^ ) oF the Påndavas. 

„ „ Kauravas. 

—Α Råkshasa in the disguise oF a Muni, a Friend 

oF Duryodhana. 

USrø—Rudhirapriya, a male goblin. 

Charioteers, chamberlains &c. 

F E M A L E S . 

ttaii—The wiFe oF the Påndavas. 

HT3*ra!—The wiFe oF Duryodhana. 

The Mother oF the Kauravas. 

Jtfit*!- WiFe cF Jayadratha and sister oF the Kauravas. 

tiqrtft—Wife o f # T O , 

Female attendants on Draupadi, Bhånumati, the mothet 

oF Jayadratha, &c. 



ABBREVIATIONS. 

. o . # : o -

C Ordinary gramatical abbreviations are not given ). 

A. G.-Apte's Guide to Sans . 

Composition. 

Amara. or Afe.-Amarakos a 

Bg.—Bhagvatgita. 

B7u— Bhatrihari's Ni t is 'a-

taka-

Bha. Dtfc.-Bhånuji Dikshita 

Bhatti.— Bhattikåvya. 

Brah. Sttf.-Brahmasutras oF 

Bådaråyana. 

Chap.—Chapter. 

Gow—Commentary; Com-

Commentator. 

C/.—Compare, 

Compr— Compound. 

D . K.-Dasakumåracharita. 

D. R. or Das . -Dasarupaka 

H*fo£-Hitopadesa. 

K.-P.-Kåvywprakåsa. 

Kad.—Kådambari, 

Jfavyø.-Kåvyådarsa. 

Kir— Kiråtårjuniya. 

Kum%—Kumårasambhava. 

MahrBhar—Mahåbhårata. 

Malav.—Målavikågnimitra. 

MaZ.-MaJ.—Målatimådhava 

Manu <?.—Manusmr i ti. 

Megh.—Meghaduta oF Kålr-

dås. 

Mrch.—MrichchSakatika. 

Mudr a — Mudråråkshas*. 

Pan.—Panini. 

Pf.—Pancbatantra. 

. Ragh.—Raghuvams'a. 

Ratn.—Ratnåvali. 

Ritus.—Ritusambåra. 

SaJfe.—Abhijnånasåkuntala. 

Sah.-Dar.— Såhityadarpana 

Sid. Kau.—Siddbånta-Kau-

mudi. 

Vik.—Vikramorvasiya, 
Vis. P.—Vishnu Purana. 

&c. &c. &c. 
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sM*Migå: ι 5 w r r *zr »[rt mq qm ft^jran ι ^ q r å 5Rgm%-
ft" f^tq^qr q r r ^ g ^ ι m a?rf—srefaict ι arq^T^rq:—<φ^π-
*qfrft «r *rqfø ι f%g qf^sf l^fNrrørf ir ι %c*qq^q frjri-

tkuuiq^H ι apq^r rT̂ ri T^fq^q : ^nfqrrr ι ξ ^ ί ί ^ ^ ^ ^ τ π τ ί : — 
WJtfit ι * ^* ϊ%τπγτ sqrerq; 37? ^ ηη**<Κ*γ ι q^qiiicqT-
<TO?Wf—*Π R̂rT5Tmq̂  3ΤφΤ f%H%cT*T̂  trøffel 1 θΤΤ̂ ΪΤ-
sRri^q^foPirTcq ΗΤΤΓΤ̂ Γ Ι ΐ τ ^ τ ^ ι araor qrø: <r̂ q arstføtji 
åq fa ^ T H V ^ qritq^ ι W ^ ^ R f f é g ^ tfrøW I cf «£l«IHJ 

a r c n r Trq^pqq; 1 f ^ q q i ^ f ^ ^ ^ i : ι m ς* ζιψ^η ft^gq^ 1 
crf^f RfrTqniHTTrTqWqT 3iTf^rif sqT^rTrqT^fri cTcqftft g^f^q 
*TqrftfrY r% fcTfMct HTq: Il V II rTSprqrft I ΜίλΝ^<Ι~Η*ΓΤ-
gfrimi< 1 % t^ t *qt*q^ ι $g*rsT%RfcT 1 qq qrrsq^r; 3?qr. 
φφΠ3Π%ίϊ* itftåit ^ τ ί % I 3Τ5Γ qJTsqq^ I QidHft 
twiMft 5̂ ^ΤΠ[. ίρτ^^ττ^ *r*TcT ^rw I % η̂-τττ: ^ *)q: ι 
£ snsføf re ] w *gq*r: $ 3 * τ ^ n q R * t < R<«Mft 

^ P r i t K f c t å 1 a^rq ^fq^TT^ *q?qr erfa JPTT gftn»taføT ^cqfø-

^qqftfTTtsft frT |frf sqftcTq; 11 <Λ II ψΤΤΤ^ΗΠΤ: f%ffof*q I TOT-
3|OTOT I £>ί?Μ I <JCFE*lê fk f̂TiqrTqT STTHTqifaq^q^ I ΙσίΗίξΤΤΜτΤ 
%oqTftĥ Hfel ΉΗIl^^rlgqr tff rft ftRTqfts^ll^HliRf q^ cTrrør I 
q̂ T ι førr: *ξτθ Ht̂ nq^rTrnTT I ^cTH^TTftf ^ Φ Ϊ ^ ^ Π ^ Η Τ ^ I 
Hid+i^ft ι rT^q—5iffrt?qT^rr^qi nqt TOMTWk Ι tfgyfeij-
uTcqT̂  gf qi^+s^qrl n qrc% $ = ^ 4 g q ^ r a ϋΜψφ<ί I f^F^r-

akwfclPlfrftm. ^ ^ψ^. 3 ^ ibft^lliid; ^ R q MRM4aujcq 



qrsftg ft^^it ^ q q i ^ q i f a q : ii r i gqqTgqTr i tqcqT q^qq^siqifaq: ι 

s t q f t s s g ^ w : SraT^qtq^qj: n 3?fsq*qT?qftft s t < r s | q 

q ^ s q |cq4: l 3 T ^ ^ R ^ T t f ^ r % q r å * q f f q q T I 3 T ^ I W ! % T f T ^ q 

f^rr^T^q 5=q*T II 3?fTqrTT^cq^rå qrrftsfwftHnra: ι ςρτ: 

= q ^ ^ q ^ q n | : s q # ^ ι ĵT^qrq qq υ ^ 3 τ τ τ % % ^ ι ^?rq 

*ttsr errq §TrT =qrg%q?Tq- 1 3T**røfUTTfriq SrqsrnSt * f q i f ^ 1 

e r ^ q firq«fTqT?|qT^q qsqrqq 1 q n w f t q q : tnrq ^ μ η ν ^ φ κ * 

=q 1 Tjqqfraftflqq'^fø^^ 

q q ^ f Γ: R^fsqr : J ^ n i q g T ^ T : I q ^ T f ^ r f q q t q^TTf qT*S q ^ I 
φ q ^ ^ l t f II cT§(q R^|mTqq^TfqqiqTé5JUTq—^πτ 
ftqrar * ^ w f t qsn faqqq: 1 * ^ 5 f : ni%qf*tfT ^q^r: f^rit 
gqr ι ^ g O T f ^ j i %5i | T T ^5RR ^ T T ^ r : 1 fjft tfavft 
siTflfø: ι fqqq: sfftetfqfrRg*: faq#q: ι <qm: **fcqqR *qT^: 
fsjs ( f a q ) ι τ γ γ : i fø'qqrs^særTq^itft ^q*?rq: ι taw-

ϊ̂̂ ΤΤτΓτ fqcq^HTq: 3T%: 1 ^qTr fq^T ^Γ<*3Τ: qt^TT?TJ%3Rt gqT 1 
qTfqq:q^rq r ^ q =q<5: π ίτ<τίΐ π?Γ: I ^ f r f : qr sfhfactfTftaaT-
w q =q ι τφ: q^r^rc mq rut r f r ^ f a n q i ι s r s t w t ^ q f é -
TTRT%TT 5̂̂ f̂ : ι ^rf^Rfagort ^ q q p ^ q 3 ^ I SifqSlrfTq-
^r^Rqr qfwq^^iilM<: ι 3TTc^cqrHmft q: q^qfq π qiffø: ι 
SRqmqSTT T T ^ T ^ q t q T q̂ T qrøqi: I cR5R*qR ftMM°q IrH^lfa-

qqftq^n WR*5:—qre% HTwfe5ri%5t ^ T ^ r i ^ q t qr qiqq>: 

^ q s q : , q 3 ^ l % q T WiJjcMKi q*JT q # T # t q T q q i : qsfsq φ ι ^qpqr 
*ΓΓΝΚ»Ι»ΓΙ£1 cTgm qriSm ί̂ ππ ι sqsftqr <m q^qr * p q T H^T 
ΣΠΠ̂ ΤΓΤΤ ι ^ ί ΐ ^ ι ^ ι ΐ ^ ' ή ^ ΐ φ β ^ ι =q qftqqr ι 3*rTqcft -ΝΙΉΜΙ fag^TT 
=q faqqqr ι ^ r q r T ^ f t qf^r^r 4>dwiq^*ftc%<t> ι ^ q % g =q r ^ f q 
q ^ q r fiRT 1 a p q w fgf^rr sftw +wj<£|<SI qwrn ι τ% 
SRR qjførr ΗΜΊ<*Ι « ι ι^ ί^Ρτ: ι q^rTgrnrfir^Tq: f q ^ q f i f ^ w ^ i 
φ II q r e % frrq: sfHrr^rr^t q rø^fqf t : ι *rrcrft % % q f t % q 
« w ^ K f l S TO 1 q ^ >2|TfV q>m*<*Mfø**ilr sqTqrc: %τ% τ̂ ι 
f ^ f t q q t i i ^ d i ^ c q ^ c ^ M i i ^ i % : g q : ι n f i | < ^ i ^ « i H s ? i ^ ^ i i ' d i l ^ -
% f § ^ : ι Ί^ ^ κ * ι ί ΐ qpr qrår fctørcg frrq: 11 TR^It ^ i« 4 i f r i : ^q i ^ 

^ g^q> 1 >2ff^ ff^ m ^ q c q T ^ g q : 11 <jq*frft 



%5T fWT: I SIPPETS: fts cTWiW: MKHliHK^HWI-

II q^r g *fré q*g 5ϊ̂ α% Ι ζπφζ ά^ι%: ^ κ ι ^ ι φ τ -
η s r c ^ r ^ f o f t fir^rn^gr:^: ι arft * Η Τ 3 ^ * ^ * τ τ -

η aigHreftoreTwif TOTIW ^p^Tf r f a : ι ^rag^t: ^rsq-
srf^q: qftqtauin ii q îfcr^mt 5̂ ftfø^crt q ^ ι TO *r q 
ftdw ι A*cW>>re3$jj9l: ιι THtsft sar^r *ftr. *2frr ς* qr ι 
SffJT^T TOT: ̂  fqftSAfitSgH^ II >2fRfTOq^fMkwqqJT: I 
*ffac*rs$<r 5 c ^ å qrår xm: τψπ: ιι qsift srf^rcfcift: STRT: 

311-cUg T̂̂ RT TO: ' Jcqffcf rrøTfa ^ ^ ^^Hcft q «iiet|ft«Kldf<t 
T̂ ^ g ^ : I ^ Τ ί ^ Τ ^ Γ Η Ν Ι ^ qjasrf^TT q **Ρ*ΓΪΤΤ% I [ cT^fcT ] 
s^ra p i n ι qr<nq*g $*ΤΤ5ΠΪΗ qRq?: ι cî r η ϊ ^ κ ι ^ κ τ ^ | %q̂ i 
*f*n%: ι itø*T Tf^jjft *πϊΛ*ϊ 3 srerøit ι føj: n nret πτ*τ: ι 
JTT̂ ft HRft q ^ T : ξίΦΤΐ: ι ^ S ^ t qT^HNiqi^ ι 3TT*fsiTOt 
ft^åfrt ^IN^I^HIH: I fo^ftssr qrøqj: ΪΤ^ΓΠΡΠ^Τ ι steflt <*z\ ι 
en^^qqMHMRc^nTR *rør * q % ^ ι ftm: 5ί^τπ: y«c4*tfiH I 
£T^TT: I errataftRrrst Φ Ϊ Τ ^ Κ Ί Η Ι ^ ι -qgPhiM 
qni qTf^TTrfNHTW^ ι ?cW: ιι i%^5 fa^ ι g*sr#irf%3tø: ι 
ψ^τ^ϊ ξζφττ: ι W3*5 g f t i ^ f ^ T : ι ĴT̂ TT ^UT ι 
5rfrR^cqw|VFH^+4ui: ι g i t : gsrø" ι 53: g^^l%it: ι φ 
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( HT^T) 

q n w ^ : - ( s s w , I) i r a ^ ^ I ^ t o m ^ i 

φ ι ^ W K ^ f ττίί q: a ^ ^ r g ^ n 1 < * m i ^ ^ w i ^ i ^ ^η^^ττ^ττ-
få^: I ? R *ΓνΤ: ii f^fr^r q?: 11 ^rcrrreg $Φ&π- i 
3 < 3 ^ ι ^qqftur *ττ^ 1 q^^Frf^^nfq 1 JTfT; 5«nqq: | s f ø : 

i f f ξ & W 1 * H ^ : f ^ R ^ft st%£I" 1 r<ik<M 

ΉΗΓ^ fq^qfcT 1 iRq^r^rqq^i dj£i^WTd qfrf&TH; || φ ΗΤΓΓΓ?̂  U 
^TJT SRNSPRT?—tf^rsnr f f rT I vridii^di: «*ift$|qi: I » i < w n < 

^ MTrTTT^T: ^FRT^TT <ξί^ΗΚ*Γΐ MdnilcqvJ: \ 

^τ^ττ: ι [ ή^ι w % ] Η?<Τ$Π: a s q s j g ^ : ^ β ^ γ ^ Τ ^ ι 

c q^nrf ( i t . ) ^ <£ιφηι. * o *FRfr qTftcT 



ψ κ μ ι Ρ ^ : — ^ «τ 5ττ% ι fewrsrew tf 

(ΗΦ^ I ίΠί^Φ^Ι ) 

π^τπττ: ^wiufUi : ι XTHTPRT STTSTT føfr q*rr ι 

3?ΗΤπΤ ^qf ?h '*qt sqfstqJTW' '*π3τψ:'ftfqqt: ^cqqr: 

ι ί ζ ι ΐ ξ ξ ^ i R c i w T T Mwiqwr ι *τξ% q%q—^ιπ^Ητρ^ 
qifaT qi M R % ι q q r w q τ τ ^ τ s^Tq s ra r i^n φ ιι enqfca^: ι 
q ^ η^τ%ψΐί q i ^ ? ^ * ^ s i f ^ f r i srgsqå ι STT^ ΜΙΜΉΙΉ^Ι ξίπ *rrq: 
q*TT =qq ^ o i | f i r ^ 4 : l ^ t ^ i ^55Π^ ι ftfa^rcg Hrftq: ξξφϊτ: I 
*ttftq H^JiFRni 5% I HTqf Tlftq 5<qft 25T^Hq: l ^ ^ i 
sn% f%g ^RT^rq ι ft^r ι a i < k ^ : srrqfø - φ ψμ^ ι 

3Π^: ] Inrrrq 
5fq: 3h [ ^nrf ] % <τ*ττ ι a r f m t ϊτξπττ^; ^ ^ κ τ ^ ι faqrsiiKW 
ψ^ι I ^Tgrfirv-q: xr^rrfirrrr qrrr % % q^r ι arc ^ 

T ^ q 5imfW55f rTT [ gq: ^ qq: fqsrf: qqf 

å ι q% ψα ^ i w ftq?r ^ ifaf q i] Rt f^t j j £ qrfrt qr ι *5r^T 
g f ^ H T T : [ q % ^ f e n : ] I ftsfif: * R * r j q h * F T o t : ι g i ^ R 
^ ^ *ΦΕ*Τ: φ firø: II * II S ^ P T o i t ø R ; I ^ ί - ^ - ϊ ? Γ € Τ 

qsr TOTiri ^$ΗΙΠΪ ΜΓΓΙ^ I q: ^^rffTfrTr årqrq^: π 3?τ: ^ 

S q r ø l c f c q^Tt% STTnT TPT Mfød^-t fÆft; H c R T F q q $T%c5\ ^ W q 

^ ι f ^ q q f o J c q T ^ q ψ^' ?fq°; ^ q ^rfq ι ν fT^rq. η am 
qrqiTTR^. 



MWKMI I 

^ q: 3 T O : arfircRfa έ =q f ^ q M ^ m f l ^ n i ^ ^ τ τ ϊ ί ^ τ ^ Γ 

[ 3TT^ET: qf |U^dc |«n: qfTVR ^ i q *TTcTCTgT HT^F 
sfuiftl TOOT: f f t R t *RPrT ft^ l t fc r iWfe l ] II ̂  Il ^pTOft 
ft^+H, I q ^ —H|d<£W4>d føjd^T^rørNfcfrR; I anwtørø-

gTOTfresTHnari f | ι a£r φ{ f^qrwts^ti^i i^iTsqRrf&røn"-

qæft *hwrf*Rr<t ι aft M s w r t f r ξβτ w : ι [ fltøTé q^ 

<4KH&I R$iNum ι ?cf tr^rftqicr frT f̂ctι ΡΙΝ>Ι«^ tpmuwiftni-

π%τττ: sførr ?R $3% ι q # qifq qrf^TTf^ ψτ ι [ fat-

^ ^ T ? R ^ ; JRgrfT^iqfHT1^: l ] angtf * R cT^K %W StdMHI 
ΗΓΓΤ ιι ξίττ ι ?q 5RTR?TT i m n S s w l ^ i d ^ i ι p r o ^T^R q^ 
«l|cWl4^q m I L^LC^T gft̂ feTCT SR^Sffi: ST II I 



(cTcT: S t r i c t «sV<liU«WM2 § £ t Φτίητ: I ) 

Φτ^τ:—4τ: ι^τπ^ττ^; teros? ι 

$>*τ 3 f a *ίΐπΐ foimft iRi TTC$<t ιι \o κ 

ζίτί *TTd^"*MldL I *råq S j q ^ I HirlU^^J TC^T 3F*røT HTwråcrøT Ι 

TlftHlid I ^ ^ I 5lftWRfarø4: I *Γ3*Ϊ I [ΤΓ3ΪΤ 

fSftST q WRi. q ? ^ ^ r i^ in . ^ r R T ^ q q q q i ^ 3>: <Π*Τ3*Τ: 

5<*Frø: I ] ft^ST fti^i II Ml *5T% *(Φ qftcRT-

HldefiK^qWTTft TOI-di^d^R cT^Tqqf^ q qtø^TTHqiTTfrT ξ^Τ-

I PF «ft . ξ^%ϊΓ % S T % : t 2 R T f — ^ g 

i t * 5115 ^ TO θττί: tg: * H^ft ] Frøsg-



3*: *T*iiå HWlf i 5^1 Η \ \ II 

ί ϊ ^ : — ^ forø ι 

^ M | ^ t f | i M ^ ^ * l f f l l % TOT Sfifa «ΤΠί fetfT 

snHT Jim ftiiftu f̂ rfforar ̂ sgiTRmR ι 

s i t t e f f o é TOTf^r gf g ^ f t g frforere n κ n 

<q?T*R^q gq: ftwft >ft*T: foqeq'fa gq 
qzqq ι ] fase [ gqi^H gi%B ^ ] ^ ^ q ^ I tffaqY *R2q% 
*qi3s fa ^ I fo*J: II V II ?Τ^ΡΪ?ΤΤ^ΤΓΓ I TTSqfo 
?WTH?Tt 5R^?Tr efft em^q.^iT^TirgT^Rt =q ι qT^RØQQQI sfâ tøc ι 
qq s f t q q ^ l f a q f o : $q:i u ^ O T U i ffcra^qWR f R ^ i q q ^ F q q : i 
efgfoqT**HT: q?qT3^imiføT*qfføq 3H TO ι fét% 

3*: [ ^ ] arøTft $ s g ^ q q q ^ c ^ R R : II <Π II 
[ afiqpq^TqftfqT qT srøft q: eptf: %%$fqq*q ] ι 3*m^i% I 
[ g^TMJI^q^qqKq aff: qiq q f i q ^ R q R AQFTFQFØQVJ: ] 
βίξτ% qft ι q R s t w & [ ar*gqq*t ] ι q R srarørcfaiwifaqil 

<W I ξίτί ft>*: I [ falirRqf *«ftqf m^qdR -J^Rf ^ ftq^aqft 
sner qrq ι ] ft^t^r ft^r ι fr<jfrRcrt ^qqqTq; ι i råqte i^qT 

^gxflfeqr inuiq^TOTT V^J =q q̂ T q*q » e f ^ ^ f r qrøqq: ι 
fcqH sqicq I ^TSI«qiTTHRT«i!> føfiqT I ^Π^Γ^Τ^ I $<jl^*Mf 

\ ( Afro** I ) f% q R qft ftRcT 3* : I ( ) 3*: %qqfo sqqricf; 
*fN$q:—(frqroÉTqqi ι ) 1* qm ^ n % ° ; tfiqqq:—-(OTTCR) i% t% ,̂ 

Iwft snqTfer ^ qreRmfa. χ qcffr. * ^rft far*, ν c^qrøfa. 



%tø'> I RØG WRESCRÅS Ι ( ^ ft*RT.-'i) 

Q F A F E R : — ( ) TfT»T S I N G R Ø N * m w m i -

T i t r é r I ( rø r ro * τ ξ ^ s & ι̂ Ντ ι ) sRgajHiwtfji^L 

( 3$ i ihi «ΤΤϊΊϊϊ: I ) 

g & K — 1 

q f t q ^ r : ΗΙ^Γ: 1 q j 5 * ^rqforø*? tcj-ngfai: ι 

> ] ^ 3 : ^ 5 * ξκτ $n%s; 3ZfH, 1 [qq^nf ^ T ^ T «ΗΙ^Κ: 

f f W R s fa^n iww q 5Ϊ<ΨΙ*ΗΗ, ι sqføm ι <φ**ι*Λ— 
iqtera ^TFTT: f̂t I qgj RFίττ3^τ%ϊίτ fam OTfera: ι qqqrføqf-

RH|< I ξ ι sftf^fr MTĴ mf ^r; 1 375^ fT^q—^^*iqfcrfå* F̂ T% 
qrø% ι <3Γτ*̂ Ρκ<ϊϊ *r fø^^ra s^ant ti ξϊ^ ι M^^IH^HI-

Η ^T^FTTT ^T|^:—*mfølcqi4: Ι Φ ϊ % ^ : ~ ^ Γ Τ^ΡΪ: F ^ f a : FC*TT. 
(Μ^Φ«ί ^ rø^CT: I Φτ: FLIFRI ̂TTPF^TFT I ) *Γ :̂— 
(tftøSPRl) 3ΤΤί ?<> <ΓΓ°. 5 3T̂ Pn%q 3i<falfr; W ° ? ° . 



( q f t i c s f a c * R Ι ) 3?WT * TOT F W | 
^rTffåcWcgi* s i r * % ^ T S ^ * j q å : Ι 
f ^ c n ^ w ^ i ^ H ψ! π φ ξ π % ^ ΙΙ ^ ΙΙ 

( * Φ * Ι ) 

s*r ra f im i ro ra f i tg tfttf | ( ^ ) 

d c u l ^ Q d ?ρτ 3 φ ^ π * τ τ % II I * II 
( cTct; m^fcT qqrPfésr sfafr ^ ι ) 

( q j ) *rto*t§ 'tfFTOHg *ril<tff 1 ( ^ ) sp rora j * r t o ^ 

qr%q q q t ^ r l*5Rtf?RraL 1 a n l c q ^ ^ \ ftwt \ 

rrpr qfq—^c*n*tfq Η Η Τ ^ ι *ττπ%% ι [ψι arør ^ 

^T^T^ 3ftgn ^R : ^ft" ^ π̂ τ i p a ^ 3 $ : <#©?Rr f q 

πτ̂ ρτ ι •* φ WTT^rfcrr ι ί ^ Τ 1 frforø; ι 
3r*mr w t f ^ i N f # *rrø: n u n ^Φ$γ ι affcHTcrø; ι ψ% 1 

* R R J fT% i r ø ^ q : S F W ^ qz£ Éfa *qftrT qq> q w : SIT I ] 
«rg*i: q^rq^r 1 ftf^ ι ^ |ψΓτϊττ% [ f% ^ 

fa*rft ] ^ ftgc5PT^ ι 37$ ΗΤ^ ι smrø; 1 
•5ΙΠξ qqf^T55: ι ^q ftsfr 11 <w 11 a ^ H?g^q ^ f Φ 1 
ΤΤ: I ? ί ^ Τ I *R2Fn5røq; ι [ ftRHgq^ f ^ f t f t ^: I ] 


