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Preface by the General Editor

ExCEPTING the Karpiira-mafijari of Raijas’ekhara and the Rambhi-
mafijari of Nayacandra, no other plays of the Sattaka type were published
so far. This edition of Camdalehd, which has been brought out, for the first
time, with remarkable critical acumen and praiseworthy labours, is a
valuable addition to the wealth of our Ripaka literature. So far, very few
Prakrit works of non-Jaina authors have seen the light of day: the result
has been that most of the scholars are accustomed to look -at Prakrit as
a sectarian language cultivated only by Jainas and that there is a general
neglect of Prakrit studies, as a branch of specialised and higher research,
in our University circless But now from the view-point of the history
of linguistic evolution in India, it is abundantly clear that, without critical
study of and researches in the Prakrit literature and languages, we cannot
get a true picture of our entire medieval Indian culture. There is no doubt
that Jaina authors have rendered yeoman service to the cause of Prakrit
languages and literature; but now it is becoming more and more clear that
others also have tried to contribute their mite in this direction. Through political
vicissitudes and foreign attacks, much of the riches of Prakrit literature is lost in
course of time. What little from this vast literature has come down to us lies
seattered in various old Mss. libraries, and some of the works are almost
on the verge of extinction. They eould be immortalised by the efforts of
learned researchers solely devoted to the cause of Prakrits like Dr. A. N.
Upadhye. It is mainly through Dr. Upadhye's efforts and researches that
we have become lately acquainted with many Prakrit compositions which
were being neglected in the Mss. libraries of the South where Dravidian
languages are in vogue; and for this, I offer my sincere congratulations
to this dear and modest friend of mine, His Introduction, it will
be seen, is a piece of solid research. He has thoroughly reviewed
the wvarious problems connected with the Sattaka form of drama; and
special attention may be drawn to his critical study of some new Sattakas
discovered by him. He has collected and presented the material with remarkable
industry ; and his study is characterised by systematic thoroughness and
sobriety of judgement. We believe, and we have great hopes that in the
near future Dr. Upadhye will give us many valuable Prakrit works with

learned Introductions which are usually the results of his extensive study and
mature scholarship.

It has been one of the chief aims of the Bharatiya Vidya Bhavana,
Bombay, to bring to light such valuable and important Prakrit works;

and we hope, the lcarned and the wealthy of our nation will extend to
us full cooperation in this direction.

Bharatiya Vidya Bhavana }

Bombay : April 1945. JINA VisavAa Munt



PREFACE

THE present edition of the Carhdaleha(Sk. Candralekha) of
Rudradasa (e¢. 1660) is based on rare mss. from the South, the
transcripts of which I could procure with great efforts. Though the
' material was meagre and unsatisfactory, I have exercised utmost
care and scrutiny in presenting the text and Chaya in an authentic
manner. Even as it is, it should be a welcome addition to the
published Prakrit literature, especially when there has been such a
deplorable dearth of Prikrit plays belonging to the Sattaka type
which has been all along illustrated only by the Karpiiramafijari.

In the Introduction, after describing the Ms. material and
stating the procedure of text-constitution, the various aspects of
Candralekha are subjected to a critical scrutiny ; and a biographical
note on Rudradisa, the author, is added at the end. The Saftaka,
as a type of drama, is elaborately studied in the background of the
evolution of Indian drama. Further, T have presented here a
detailed study of half a dozen Sattakas most of which were mere
names to us so far. The entire art gallery of Sattaka in Indian
literature is no more to be appropriated by a solitary play of Rija-
$ekhara, because now there are half a dozen members to occupy it,
and some of them quite worthy. Itis by such studies, I hope, the
bounds of our knoweldge of Prakrit literature would be widened and
its land-marks seen in a clearer perspective.

While working on this text, various scholar-friends helped
me with suggestions etc.; and it gives me pleasure to remember
them with thanks: Mr. K. J. Dikshit, B. A,, B. T, Sangli; Dr.
A. M. Ghatage, Kolhapur ; Dr. T. G. Mainkar, Sangli; Prof. M. V.,
Patwardhan, Sangli ; and Dr. V. Raghavan, Madras. I am specially
grateful to Prof. K. V. Krishna Ayyar, Calicut, for his valuable
notes on Zamorins and Rudra.

I record my regards to Professor B. H. Khardekar, Princi-
pal, Rajaram College, Kolhapur, whose silent sympathy for academic
studies has given me the necessary peace and éncouragement in my
research pursuits.

I cannot adequately express my sense of obligation to Acharya
Jinavijayaji, Hon. Director, Bharatiya Vidya Bhavana, Bombay.
He has an inborn zeal for Indian learning ; and if the Candralekha
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appears today in a stately form, much of the credit should go to him.
His willing co-operation and guidance, his kindly interest in my
studies, and, above all, his akdrapa-vdtsalya towards me have made
even my heavy toils smooth and joyful.

My thanks are due to the Regency Council of the Government
of Kolhapur for the kind aid given to me in my work on the
Candralekha. I also acknowledge my indebtedness to the University
of Bombay for the grant.in-aid given towards the cost of the
publication of this work.

karmanyevddhikaras te :

Kolhapur: } A, N, UraDHYE

25th March, 1945



INTRODUCTION

1. CRITICAL APPARATUS

The Prakrit text and the Sanskrit chiyi of the Carndaleha
(Sk. Candralekha), presented in this edition, are based on the
material from the following Mss.:

&—This stands for a Devanagari transcript of ms. No. 597
of the University mss. Library, Trivandrum; and it was so kindly
made available to me by Dr. L. A. Ravivarma. I am informed
that the wms. is in charge of the Curator's Office, Trivandrum.
It is a paper ms. written in Devanagari characters, measuring
134 by 8% inches and having 152 pages with 18 lines on each
page. It was prepared some twenty years back. The original
source from which it was actually copied cannot be traced now,
nor is the age of it recorded. It is, however, surmised that
the original source might be out of the three under-mentioned

palm-leaf mss.: 1) Candralekha Sattakam, obtained from Govind
Pisharody, Kailasapuram, Vaikom; 2) Ibid., obtained from Bra-

hmadattan Namburippad, Kudallur Mana, Nagalasseri, Pittambi;
3) Ibid, obtained from Narayanan Vasudevan Namburippad,
Poonnurkottu Mana, Kunuattunad. I understand that all the
three sources, and particularly Nos. 2 and 3, are homes of
hereditary scholarship; and wmss. from them are almost always
trustworthy. I have had no direct access either to the Trivandrum
us. or to any of these three palm-leaf mss.; but all my readings
are taken from the transcript %o supplied to me. It contains both
the Prakrit text and Sanskrit chaya, written above and below
on a page. There are some minor lacunae in a few places: they are
quite negligible, and could be easily filled with the aid of the
Sanskrit shade. In some places the text treats a few verses as
running prose. It opens thus: sf: s=Fawzsg (at the beginning of the
Prakrit text) and ends with u I=¥@r a@9 FR: @am o (at the close of
the chaya).

@—At the bottom of the pages of the transeript ka, desecribed
above, certain variant readings are noted in red ink and are assign-
ed to kha about which the following information is supplied to me.



2 CAMDALERK

It belongs to the Palace Library, Trivandrum, and bears the
No.1497. Itis a palm-leaf us., 8% by 2 inches in size and containing .
42 leaves. It is written in Malayalam script with 9 to 11 lines on
a page. Nothing could be ascertained about the age of this ms.
which is noticed as No. 3207, D.C.S.M,, Vol. 4, Part I A. I have
neither used the palm-leaf ms. %ha, nor have I got a complete
transeript of it; all my readings of %A stand for the entries (at the
bottom of the pages of ka) which are about 135 in number and
record variants of different length. They are usually connected with
the Prakrit text and rarely with the chaya.

g—This is a transeript of a ms.,, No. R 8207 (a), belonging
to the Govt. Oriental wmss. Library, Madras (war-time camp,
Tirupati); and I got it through the kind offices of the Curator,
Dr. A. Shankaran. This Madras ms. called Candralekhi, I am
informed, is in Grantha characters, on paper and in good condition.
The size is 10§ by 9% inches, and the work covers 43 pages. The
actual title of the ws. is ‘Manaveda-caritam’. It was copied
in 1920-21 from a ms. of M. R. Ry. A. Karunakar Menon Avl,
B. A., B. L., High Court Vakil, Chalapuram, Calicut, Malabar Dt.
Following the Madras wms., the transcript supplied to me contains
only the Sanskrit chayad and no Prakrit text at all. It gives
the Sanskrit rendering of the Prakrit speeches assigning them
to different characters but omits the stage-directions obviously
because they are in Sanskrit. The prose and verses are not in
any way distinguishable. 1t is full of lacunae, small and big; some
passages at the beginning are misplaced; the contents are not well
preserved; by itself it is not of much value, but when read with ka
it gives help in many places. It is full of scribal errors. It uses
] for I here and there. The transcript opens with the title:
maagaRay, and ends thus: sy w1gy FafmraT | aasd @o: )

C—My friend Dr. V. Raghavan, Madras, drew my attention
to the fact that the text and chayd of Candralekha was being
published in the Samskrta-sahitya-parisat-patram, Calcutta, for 1932.
I procured the numbers ( Vol. XIV, Nos. 10 and 11, February and
March 1932 ) and found that the text and chaya of the first Yavani-
kantara and a few lines of those of the second one (ending with
pekkhadu  ddave mehdrao at I1. 1. 5) are printed so far. Still it
remains incomplete. These numbers reached my hands after the
first forme of the text and chiaya was struck. I learn from Dr. S. K.
Chatterji that it was being edited by the then Editor, Prof. Kshitis
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Chandra Chatterji himself, and that he gave it up as the wus.
-material he had in hand was very bad. The description of the Mss.
used by him is not given. But after comparing the actual corrupt
readings, some of which are noted by him also, I find that his text
appears to be based on a copy of the ws. ka described above.
He also records a few readings of *ha. As our sources are nearly
identical, I have not noted down the readings of this printed text,
called ¢ here; but some of them I have discussed in the Notes.
With the help of ¢ I could check some uncertain readings in the
2nd and 3rd formes.

This is all the material that was accessible to me after
good many efforts. For edifing the Prakrit text, ka is the only
Ms. available with a few readings of kha. The Curator’s Office does
not suggest any immediate relation between ka and kha, though they
belong to one and the same locality. The ws. kha does show
independent readings; it contains some passages not found in ka;
and here and there it shows different arrangement of speeches and
stage-directions. They show some mutual independence: one is not
the direct copy of the other. The full copy of %ha is not before me ;
so the siglum kha just stands for 135 entries of various readings.
The editor, therefore, had to constitute the Prakrit text mainly on
the basis of ka. The readings supplied by %ha are sensible and
at times superior to those of ka; but, as their number was limited,
their advantage could be taken only in a few places. In all the cases
where the readings from both are available, they are clearly indicated
in the foot-notes. Whenever a reading of ka is noted, it does not
mean, unless specifically mentioned, that the text presented in the
body agrees with that of kha: it only means that the editor, for
reasons elaborated below, had to improve upon the actual readings of
ka which, in important cases, are recorded in the foot-notes with all
care and fidelity. If the reading of %ha has been accepted in
‘preference to that of ka, it is made quite explicit by giving the
readings of both in those places.

As the Prakrit text is primarily based on the us. ks, we have
to scrutinize its nature more carefully and note some of its important
traits. First, it contains many evident blunders which can be

_unquestionably attributed to indifferent copying; some of them could
not be called genuine readings. Secondly, the ms. exhibits consis-
tently certain peculiarities which deserve to be explained before they
.are correctly emended without noting the variants: at times short
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and long vowels are not rightly distinguished, for instance, niara for
niara, pdare for pddra, turiam for turiam; a short vowel with
anusvdra and a long vowel are often mutually confused, for instance,
dapi for danin, ki for kirn; a duplicate consonant is not properly
distinguished from a consonant preceded by an anusvire, as in,
samihdha for samiddha, tassa for tarmsa, vimkliambha for vikkhambha :
conjunct groups are written, almost regularly, as kkkh, theh, dhdh;

very often aspirated and unaspirated consonants serve each other’s
purpose ; more than once ¢ and th stand for d and dh, [ for ¢, ph for

bh, k for t, d for dh, up for nh, mm for mh; sometimes | is used for I
(also in the chaya, though rarely); some consonants are indiserimi-
nately written, one for the other, p & v, b& v, and I & n. Such
lapses are found scattered all over the Prakrit text in a bewildering
quantity. Some of these, no doubt, have arisen out of the peculia-
rities of the Malayalam and Grantha characters and the mode of
writing Prakrits adopted therein. Copyists, who were not quite
well-versed with Prakrit phonology, have not been able to read
correctly the gdarse from which they prepared the copies. Lastly,
we have another set of scribal lapses in this text as written in our
Mss.: what looks like ya-sruti is seen in words like sayala, loya,

samayas ete.: this may be partly due to the influence of Trivikrama’s
Prakrit grammar which has been quite popular in the South and

partly to the preservation of Sanskrit medial y; more than once
m is retained at the end of a metrical foot; nasal conjunct groups are
often written as in bhingi, bhafijia rather than as in bharhgi, bhammjia ;
usually conjuncts are written like Am and An, and not mhk and nh;
cch rather than ch 1s written at the initial of a word; in some words,
here and there, we find i, au, s, pr and a visarga retained as in their
Sanskrit counterparts; and we get declensional forms like meinim,
lilar ete. 1t is true that in many respects the dramatic Prakrits,

as contrasted with Ardhamagadhi and even Jaina Maharastri, are
moulded after the model of classical Sanskrit from which later on

even ready-made forms were subjected to phonetic corruption and im-
ported into Prakrit. The above lapses are definitely due to Sanskrit
influence which was working on our text too, for obvious reasons:
the contiguous presence of the Sanskrit chaya with the Prakrit text,
the neglect of Prakrit passages in preference to the chaya in studying
the drama, constant checking and correcting of the Prakrit text with
the aid of the chaya, and lastly, the confirmed habit of copyists
to write Sanskrit works usually and Prakrit works rarely. We come
across these lapses in « greater abundance especially in those texts
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which are preserved in the South or in southern seripts. The
readings, noted in the footnotes, are sufficiently exhaustive.
Apparent seribal blunders are ignored; but the two other categories
of misreadings are sufficiently illustrated. If it is felt that some of

them do not deserve to be noted, I can only add that I have erred on
the safer side.

2. CONSTITUTION AND PRESENTATION
OF THE TEXT AND CHAYA

Though classified here according to a slightly different plan,
similar scribal errors were found in the wmss. of Kamsavaho and
Usaniruddham' which have been already edited by me. As in them,
the Prakrit text has been presented here in a standardised form with

regard to orthography and other external details; and the method of
text-constitution is nearly the same, The Camdaleha is a late

work, to be assigned to the closing period of Prakrit literature ;
so the grammatical standards, elaborated in earlier Prikvit grammars,
cannot be altogether ignored. On the whole, when -correcting
the threefold scribal lapses, it is expected that the language of
the text should conform to the recognised linguistic tendencies
of Prakrits and to the rules laid down by Prakrit grammarians.
This is a broad principle, though every detail has to be scrutinised on
its own merits, at least in some cases. The tendencies of scribal
errors being once detected, minor corrections could be made with the
help of the chayd, in view of the metrical needs in verses, in the
light of illustrations noted by Pischel?, and after comparing the
forms with those in the text and variants presented by Konow in his
edition of the Kappiramarmjari® which has served as a model for
the Camdaleha. Utmost fidelity to the ms. is my guiding principle,

1 Kamsavaho, Hindi Grantha Ratnakara Karyalaya, Bombay 1940;
Usapiruddham: A Prakrit Kivya, Journal of the University of Bombay,
X, 2, Bombay 1941. The latter is also edited by Sastri and Raja, Adyar
Library, Madras 1943,

2 All the references to Pischel, unless otherwise stated, have in view his
Grammatik der Prakrit-Sprachen, Strassburg 1900; a complete Index of
the Prakrit words in it is prepared by Wickremasinghe and published in
the Indian Antiquary.

3 Harvard Oriental Series, IV, Cambridge, Mass, 1901. The Prakrit
text is edited by Konow and an English translation is added by Lanman.
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and my corrections do not go beyond the threefold lapses which
are sufficienly evident even from the select readings. No genuine
reading is consciously sacrificed in the interest of some editorial
discipline, a stray rule of grammar, a certain dialectal theory,
or some linguistic expectation. Whenever I entertained even a
slight suspicion that it is not unlikely that others might have
some other alternative correction to suggest, I have carefully noted
the actual readings, exactly as they are in my transcript, in the
foot-notes.

Both Kappiiramarhjari and Camdalehd are Sattakas. The
former is edited in a superb style by Sten Konow; and it is
quite natural that these two plays should be compared with
regard to their Prakrit dialects. It is necessary to note Konow’s
method of text-constitution and also to indicate how I have proceeded.
Pischel points out (§ 12) that Maharastri, the phonetic structure of
which was largely determined by the fact that it was above all used
in musical stanzas, has been employed in the Gathas and allied songs
which lie scattered in the writings of authors on rhetorics and
are grafted also in the dramas. According to Visvanitha (14th
century A.Dp.), women not of lowly origin should speak Sauraseni
in drama, but in their songs (dsim cva tw gathasu) they should use
Maharastri (Sahityadarpana VI. 159). This application of
Masaharastri’, Pischel concludes, ¢in lyrical poems destined for musical
purposes is doubtless the oldest, and the dropping of consonants
in such large proportions is primarily to be attributed to this cause.
In another context he remarks (§ 22): ¢The Sauraseni occupies the
first place among the Prakrit dialects which are used in the prose of
the dramas.” Pischel and Konow were almost simultaneously
working on the Grammatik and Karpuramaiijari; Pischel introduced
a genuine order in the study of Prakrits by his monumental
grammar; and, taking their mutual relation into consideration,
it is no wonder that Konow wanted to carry with zeal the theory
laid down by Pischel into practice. Konow distinguished the dialect
of the prose from that of the verses in the Karpiramafijarl (p. 202).
This is put by Lanman in plain terms: <The Sauraseni is used as the
conversational dialect, that is, in the prose passages; while the
Mazharastrl is regularly used in the stanzas’ (p. 200 ). Acceptance
of this rule with universal and retrospective applicability has
led Konow beyond the limits of readings supplied to him by nearly a
dozen mss.; and here is his frank confession: ‘The chief aim of
this edition then is a linguistic one. But besides, 1 have also
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been guided by another consideration. I often had to regret
that no chrestomathy of the Prakrits of the plays exists, and
it was my hope that the Karpiramafijari might be used as such one.
This consideration has also, to some extent, influenced my work.
Thus I have, in some places, introduced the peculiar forms of the
two dialects, even against the reading of all uss. (pp. xxi-xxii, Italies
mine). Some of the subsequent editors of dramas have not been
able to agree with Konows practice. Hillebrandt remarks thus
in his Preface (p.iil) to Mudriraksasam (Breslau 1912): ¢In
plays Maiharastri is restricted to songs: this in an old rule the
correction of which I see no reason of doubting; but the restriction
of Sauraseni to the prose passages of dramatic works is an
assumption to which I cannot accede.” He further points out how
the best mss. admit Sauraseni verses. The greatest reaction against
Konow’s procedure comes from Dr. M. Ghosh who has re-edited
the Karpuramafjari.!

A text-critic is not open to adverse eriticism, if his grammatical
standards are upheld by the readings of his genuine uss. system-
atically collated by him ; but when, in spite of a large number of wss.,
he has to emend his text against the best readings, simply because
he has set before himself certain dialectal standards, one begins
to suspect the universality of the standards and the soundness of his

procedure. The zeal for scientific thoroughnesss, textual uniformity
and strict editorial discipline is allright; but when it is satisfied

at the cost of genuine readings, without a word of apologetic
explanation, the text-critic is cutting the very sand under his feet.

In editing the text of Camdaleha, the threefold seribal lapses
only are corrected ; and no genuine reading is silently tampered with
to fulfil any dialectal convention. It is a modest and conscientious
effort to record faithfully the text of Camdaleha available to the
editor from a single us. after judiciously eschewing the scribal lapses.
In discarding, discriminating and determining the readings I have
tried to be as careful and cautious as possible. It is quite likely that
critical judgment may vary on minor Jetails. I have, however,
given the actual readings in all crucial cases, so that others may be

able to correct my errvors and build a better {ext when some more
MsS, are available.

In presenting the Prakrit text I have followed nearly the
same principles adopted in the Kamsavaho and Usaniruddham.

1 Published by the University of Caleutta, Caleutta 1939.
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One point, however, I may touch upon here. This text uniforml
reads kirh wi; some variant readings are ki vi; and as far as
remember, only once the reading is kim pi. % for ki is only

a misreading belonging to the category that a long vowel often
compensates a short vowel with a anusvdre in this ms. Itis true

that the ws. confuses p and »; bubt on the basis of this general
tendency I have not corrected kir v into kim pi, because the ms.
uniformly, with one stray exception, writes kim wi. According
to Hemacandra’s grammar ( VIII. ii, 218) the Sanskrit particle aps
is to be replaced by pi and vi. Pischel (8§ 143, 171, 180) looks upon
v after an anusvira as a mistake; and his view is backed by the
authority of Markandeya ( Prakrta-sarvasva, VIII. 17 )-  1do appre-
ciate, in this context, the grammatical authority, linguistic justifica-
tion and the general practice of earlier texts on which his view is
founded. But all this is not enough to emend the uniform reading of
a Ms. in view of another consideration. The Camdaleha is a late work
in which the author used the Prakrit dialect in a mechanical manner ;
and once vt got equated with the particle api, it would be used mecha-

nically wherever api was to be put. This practice has been in vogue
from a pretty long time. Some of the uss. of Mudraraksasam, hoth
from the South and North, collated by Hillebrandt do show vi after
an anusvara (see the readings on pp. 12, 17, 38, 66, 109, 132 etc. )-
In the Mss. of the Mahavira-caritam (London 1928), as observed by
Todar Mall (Intro., p. XXXIX), the word apt always appears as vi,
even after an anusvira. He thought, following Pischel, that the
correct form should be pi and emended accordingly. All this means
that ©i was, for our author, just a substitute for apt without any
reservations, and not behaving differently (1. e., becoming pi) after

an anusvdra because of its enclitic nature. So I have retained
the substitutes of api as they are given in the ws.

I have retained the Dandas almost as they are found in
the Prakrit text, at times checking them with the help of the chaya.

For facility of reading and understanding T have added a comma in
some places, after the vocatives (after the last, if there are many )

and interjections and in separating small sentences that follow in
quick succession. Minor lacunae of a syllable or two are silently
supplied ; but if the reading is not definite or the passage i3 long,
then it is put in square brackets. The corresponding chiya is shown
by the referential Roman figures I, II ete. The prose lines of the
Prakrit text between two verses ( which are separately numbered in
each Yavanikantara ) are numbered by threes. The letters a,b,candd
stand for the padas of a verse. Thus I. 17, 22 means First Yavaniki-.
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ntara, prose line 22 after the verse No. 17; and I. 205 means
the second pada of verse No. 20 of the First Yavanikintara. This
would help the reader to refer to any Prakrit portion conveniently.

The actual variant readings of the Prakrit text are noted immediatly
below the same.

The chaya is based on two mss. ka and ma, and only genuine
and significant variants are noted just below it. If the chaya agrees
in both, but disagrees with the Prakrit text in any place, it is
marked with an asterisk to indicate that it is not sanctioned by our
text. Often the asterisk implies that the chaya possibly presupposes
a different reading in the Prakrit text. Good many lacunae are
found in ma; the longer and the smaller but significant ones are duly
noted in the variants. For the benefit of readers that they might
easily equate Prakrit and Sanskrit words, the rules of Samdhi or
phonetic combination are not strictly enforced on the readings,
which are allowed to remain as they are in the mss. If the two
Mss. disagree, the reading that is looser in Samdhi is accepted
without noting the other reading. The chiya does not repeat
the names of characters and stage-directions, the omission of the
" latter, when they come in the middle of a line, being indicated
by three dots within brackets. It is presented in a running form
with Roman serial numbers (corresponding to those put in the
Prakrit text) put for successive speeches on a page. Though verse
Nos. are given, the lines are continuously printed, because they are
no more metrical in the chaya. Commas are added corresponding
to those in the Prakrit text; they also separate some of the lines of
a verse. In some cases, for instance kasmin for kahirn when kutra
would be better, one is tempted to correct the chiya, but I have not
done so. Some such suggestions are made in the Notes. The

readings of the chaya, whether they are phonetic equivalents or sense
equivalents, are allowed to remain as they are in the Mss.

3. CANDRALEKHA: A CRITICAL STUDY

i) DraMaris PrrsoNaE
Cakoraka, see Vidisaka.
Camara-grahini, a female Door-keeper who carries a chowrie in
. her hand.
Candaniki, a maid-servunt.
2 A3
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Candralekha, see Nayika.

Candrika, a maid-servant, attending on Candralekha.

Cetl, a maid-servant, Candanika by name.

Cintamani-devatd, the Deity presiding over the jewel Cintimani
which was presented to Manaveda by Sindhunatha
through his minister Susruta.

Devi, the Queen, the first wife of the King, Manaveda.

Gosamjiia, see Vidusaka.

Kalabhiasini, a female Door-keeper.

Minaveda, see Rajan.

Mafjubhasini, a female Door-keeper.

Naktamalika, a maid-servant.

Nayika, Candralekha, the Heroine. She is introduced on the stage
first as Adbhutakanyaki, Cintamani- or Ratna-sam-
bhavi, because she was brought forth miraculously by the
jewel Cintamani. She is the daughter of Candravarman,
the king of Angas. Her mother and the mother of
the Queen are sisters; so she is a sister to the Queen.
She has a brother Candraketu by name. It was
prophesied that she would be the wife of a universal
monarch. Cintimani-devata brought her to the palace
of king Manaveda to whom she was married at last
with Queen’s consent. '

Pariparsvaka, the Assistant of the Director (satradhdra).

Pratihari, a female Door-keeper, Mafijubhasini.

Rajan, the King, Manaveda, the Hero, who marries Candralekhs and
acquires universal sovereignty.

Sumati, a Minister of king Manaveda.

Susruta, the Minister of Sindhunitha. He brings the jewel
Cintamani as a present from his master to king
Manaveda.

Sutradhara, the Director of the play.

Tamalika, a maid-servant, attending the Queen.

Vaitalika (I and II), Bards, Mafijjukantha and Madhurakantha
by name.

Vidisaka, the Jester, a Companion of the King, also called Cakoraka,
Grosamjiia.
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ii) Story or THE Pray

The Queen of Manaveda had her aunt married to Candravar-
man, the king of Angas. Candravarman has a lovely daughter,
Candralekha by name. She had auspicious marks on her body;
and it was prophesied that she would make her husband a universal
monarch. Naturally she was an object of attraction for various
kings,

During spring, one day, the king Sindhunatha sent to
Manaveda a pleasure-gift of the jewel Cintamani, wellknown for its
miraculous potency to fulfil any desire. Mainaveda accepted the
gift. It was one of his ambitions that he should become the monarch
of the earth surrounded by seven seas. Knowing from the
King that the jewel is presided over by a Deity, namely, Cintimani-
devatd, who grants any object of desire, Vidusaka entreated the

jewel Cintamani to bring before them the most lovely girl on
the earth.

That day Candralekha was sporting in the park at Campa.
She was, through the power of that jewel, straight-way brought to
the palace of Manaveda. Her identity, however, was not known to
any one excepting the Deity. She was so beautiful that her
presence was a matter of surprise to all. The Queen welcomed her
as a noble-born girl. From the moment the King saw her, he fell in
love with her. Candralekha also felt attachment for him. Once he
attended her singing entertainment, and a second time he met her in
the Plantain Arbour. Their passion for each other reached almost
a fatal point. The Queen suspected and came to know about their
love; and hearing about their secret meeting, she kept that poor
girl under guard : she was not aware of her personal relation with her.

The sudden disappearance of Candralekhi from Campa was
a matter of great concern to the family. Her brother Candraketu
came to the court of Manaveda for Visuvotsava. He gave out the
distressing news to the Queen (of Manaveda) how her cousin sister
Candralekhi, who was destined to be the wife of a Cakravartin and
who was betrothed to king Manaveda, had disappeared to their great
sorrow. The Queen immediately appealed to Manaveda to inquire
from the kings gathered there as to who had kidnapped princess
Candralekha. They all solemnly pleaded innocence in the matter.

King Mainaveda, seeing no other way out, prayed to that
Cintamapi-devata who consequently brought forth the same lovely
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girl as Candralekha. Tt was a surprise and joy for all. The goddess
told the Queen that Candralekhi was destined to be the wife of
a Cakravartin and that, therefore, she should consent to her being
married to Manaveda. She assented to it. Mainaveda and
Candralekha were duly wedded; and thus all the ambitions of the
king are fulfilled.

iii) SyNoPTIc ANALYSIS OF THE Pray

The scenic division, which has no special reference to the
canons of Indian Dramaturgy, is primarily meant for the convenience
of following the events of the play. The entrances and exits,
the place of action and independent episodes, narrated or acted,
have served as the guiding principle.

The play is enacted possibly in the Natyadala attached to the
palace of king Mainaveda, the audience consisting of the learned
people in the royal court at whose instance it was being performed.

Manager’s Prelude ( sthapand)

Scene 1 (I.1). Recitation of the benediction ( nandi).

Scene 2 (I.1.1-). Enters the Director (satradhdra), salutes
Parvati and Siva, and hears the commencement of the play.

Scene 3 (1. 4.7-). Enters the Assistant (pariparsvakae); both of
them discuss the nature of Sattaka, its author Rudradasa
of the Paragava family (described), his teachers Rudra and
Srikantha (described ), the flavour of Prakrit, enactment of
the Sattaka at the instance of the learned assembly of king
Mainaveda ( described elaborately ) and the gist of the plot
that in this play Maianaveda marries Candralekha, the
daughter of the king of Angas, who brings to him universal
monarchy. Entrance of King and Queen announced. Exeunt.

[The seasonal back-ground of the play is Vasanta or Spring,
1. e., the two months, Caitra and Vaisakha., There is a reference
to breezes of Caitra at I. 24; and Visuvotsava, at the beginning
of the year, is being celebrated (IV. 1.1 ete.).]

. Yavanikantara 1

[ The action in this Yava. begins possibly late in the afternoon.
The bard announces evening at I. 87. 9, and the King also refers
to it, L. 40-41.]

Scene 1 (I.13.5-). Metropolis, possibly a hall in the palace.
Enter King and Queen with retinue. The King broods
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over his ambition to become the lord of the earth bounded
by seven seas, and requests the Queen to enjoy the beauty
of the town at the advent of spring. Both of them describe
it. Vidasaka also joins them with his florid description.
Candanika draws their attention to the hospitable invitation
of Emerald Park (marakatirama); she almost competes
with Vidiigaka in offering a beautiful description; and both
want to win royal approbation. Vidasaka proposes a visit
to the Emerald Park. King’s right eye is throbbing, and
Vidasaka prophesies that the King would win the earth
sealed with seven seas, The Queen amens it.

(I.18. 8-). Emerald Park: All enter it.—Behind the
stage, two bards, Mafijukantha and Madhurakantha, glorify
and greet the King drawing his attention to the charms of
the Park.—At Vidiusaka’s request to enjoy the wealth of
its beauty, the King describes the Park. They all sit
to enjoy its charms. The King and Queen congratulate
each other on the beauty of the season with its refreshing
breezes.—Vidusaka says that he forgot his learning at
home; and when he demands something on loan, Candanika
1s ready to give it. He feels offended. She sings a fine
verse fulfilling his conditions and to the approval of the
King. Vidasaka quietly transfers his own defeat to the
King, and announces the arrival of minister Sumati.

(L. 27.5-). Enters Sumati with Sug¢ruta, the minister of
Sindhunatha. After mutual welfare-inquiry, Susruta
requests the King to accept Sindhunitha’s pleasure-gift,
namely, the jewel Cintamani, which was acquired by his
master from the Ocean and which would fulfil all the
desires. It was put in a gold tray under silk cover.
Sumati is asked to look duly after Suéruta. Exeunt.

(I.27.27-). Vidusaka removes the silk cover, and the
King praises the lustre and power of that Cintamani.
Finding Vidisaka cold about its potency, the King tells
him that such jewels are presided over by invisible Deities
who can bestow any gift. Thereupon, with King’s consent,
he entreats, with his eyes closed, the Jewel to bring on
the stage the most lovely girl.

(1.29.16-). Enters the Heroine (mentioned as Adbhuta-
kanyaka, Cintamani-, or Ratna-sambhava, later on as
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Candralekhi). The King admires her beauty in rapturous
stanzas. She also feels regard for him, The Queen
recognises her as noble-born. Vidasaka hints that she
would be the queen of a Cakravartin. The King expresses
his deep passion for her. The Heroine also is affected with
love, and finds the situation unbearable. The Queen,
noting that she was new to the place, offers her a seat.
The Heroine appreciates her as a matching Queen for the
King.—Behind the stage, the Bard glorifies Manaveda and
announces the evening in a couple of descriptive stanzas.—
The Heroine recognises the King about whom she had
heard from her father. The Queen loves her like a sister;
and with King’s ready consent, she conducts her to the harem
while she (1. e., the Heroine ) looks at the King affectiona-
tely.—The King welcomes evening with slight dejection.
He insists on the Jewel being respectfully preserved, when
Vidusaka tells him that it may by thrown away now
because it has already served its purpose. Exeunt All,

Yavanikantara 11

[Some days appear to have elapsed after the King saw
the Heroine (II.15.3). The action here begins in the morning,
after the King has come to the hall of audience. At the end there
is a reference to sndna-veld, and midday is announced by the bard. ]

Scene 1

Scene 2

(I1. 0. 1~). Asthana-mandapa or the hall of audience:
Enter the King and the female Chowrie-bearer. He
remembers the Heroine, her charming limbs, the cupid and
his armoury etec., and sings enamoured stanzas. The
Chowrie-bearer, however, is trying to divert his attention
by describing the spring.

(IL. 8. 2-). Enters Vidisaka to find the King pining with
passion for the Heroine. The King assures him that his
partiality for the Queen continues. Vidusaka narrates
to him his mission thus: “Being appointed by you to get
some news from the harem, I went thither early morning.
On my way I met Tamaliki, with a statue in her hand, who
avoided me. I too proceeded indifferently. The maid-
servants (described ) asked me severally about the episode
of the Emerald Park. Somehow I managed to escupe
them and entered the harem where the Queen received me
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with utmost hospitality. I was seen by the Heroine
(the King passionately broods on her). After spending
some time happily, I took leave of the Queen. On my way
back I met Candanikd who made a truce with me and gave
me this letter in Heroine’s hand-writing. Here it is.”
With thrill the King .reads the love letter as well as the
stanzas from Candaniki and Candriki. Further Vidisaka
conveys to the King that Candanikd told him how the
Queen has come to know Heroine'’s skill in singing, how
she has fixed her musical entertainment in the Ruby Park
(padmaragdrama) nearby so that the King might not
know it, and how the King (and Vidasaka, of course
at Candanika’s request) might witness the same secretly
from a secluded spot. As they found the Queen and
Heroine going to the Ruby Park, they also proceeded
to the Park and took their seat on a sapphire slab under
the Tamala, not being visible to others.

(11.16.7-). Ruby Park: Enter the Queen and (love-
stricken) Heroine with retinue. The King feels happy
to have a glimpse of Heroine’s beautiful face; while she,
reminded of the Emerald Park, is feeling love-sick.—
The Queen, Heroine ete. take their seat on a dias of lapis
lazuli. The Heroine begins to play on the lute and sing.
Vidiasaka appreciates her specialised skill, and the King is
simply amazed at it. Vidusaka describes her various limbs
etc. in one line, and the King adds the other line of the
stanza interpreting the description with some fanciful
imagery. The musical entertainment is over, and the King
feels sorry. Exeunt Queen, Heroine and retinue.

Scene 4 (II. 83. 1-). On way back from the Ruby Park: The King

and Vidisaka stop for a while to hear what Naktamalika
and Tamalika, the latter with a statue (sdalabhafyika)
in band, are talking as they are going towards them.
It is evident from their conversation that the Queen has
suspected King’s affection for the Heroine. She had
received, as a present, a Sirika bird, Bandhumati by name,
of retentive memory from queen Sarada of Kasmira, She
placed the bird within the throat of a statue which was
trickily put in the assembly hall where the King and
Vidoaska conversed. The bird has heard all that the King
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spoke, and now Tamalika is carrying back the statue finding
the King absent from the hall. The maid-servants go, as it

s the time for Queen’s bath.—Behind the curtain, a bard

announces midday and greets the King. The king feels
anxious about the Sarika episode which might enrage the
Queen; but Vidiusaka assures him that his (i. e., King's)

generosity would soon bring her round. Both go to the
harem. Exeunt All.

Yavanikiantara I1I

[Some days (III. 4. 19) have elapsed between the II and III
Yava. The action here begins early in the evening (pradosa ).
There are clear references to the passing of evening (1IL 5. 8),
the spread of darkness ( IIL. 9) and the rise of moon which is elabora-
tely described in different stanzas. ]

Scene 1

Scene 2

(1L 0. 1-). Enter the King and Vidisaka. The King
feels dejected because the fate is not favourable. Vidigaka
tries to divert his attention, but the King feels quite
helpless. Vidusaka holds some hope for him, because he
learnt from Candanika the following details: The Heroine
is suffering from acute pains of passion; she is physically
weak ; and for a change she has been taken to the Plantain
Arbour near the lake. The various cooling remedies have
no effect on her; she is almost nearing the end of her life ;
anyhow the day has passed; and somehow that orphan girl
must be saved from death. This report moves the King;
and as suggested by Vidusaka, both of them start towards
the Plantain Arbour: it is late in the evening and the
Queen is away to salute Sthalisvara. It is announced from
behind the curtain, as the moon is rising, that the cooling
measures are of no avail for the Heroine against the
burning sensation of body; and no one knows who would
save her,

(111 12.1-).  In order to save her, the King (with
Vidugaka) approaches the Heroine, lying on bed of leaves
and attended by Candanikd and Candrika who are using
refrigerants. The Heroine tries to get up to welcome
the King, but he sits with her holding her hand: at his
touch she feels a sudden change, from conflagration to
nectar-ocean. Both of them feel quite happy. The King
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welcomes the rising moon.—Behind the stage, the twa
Bards, Mafijukantha and Madhurakantha, greet the King
with elaborate deseription of moonlight. All of them vie
with each other in giving poetic descriptions of the rising
moon.—As the Queen is returning to the Plantain Arbour
after saluting Sthali$vara, the noise of the retinue was
heard; Candanikd requests the King to see that this
meeting 15 mnot disclosed to the Queen; he consents.
Exeunt All.

Yavanikantara IV

[The action here begins in the morning, and we have clear
references to prabhdt or prabhdta-veld, IV, 1. 3,1V, 2, 1,1V, 5. 3.]

Scene 1

Scene 2

Scene 3

(IV.0.1-). The hall of audience (dasthina-mandapa):
Enter the King (dressed for the occasion), retinue and two
female Door-keepers, Mafijubhasini and Kalabhasini. The
King is feeling sorry that his contact with the Heroine was
shortlived and unfruitful. The Pratihdris congratulate
him on the occasion of the Visuvotsava.—Behind the stage,
the Bard wishes that morning might bring welfare to
the King. ‘ ‘

(IV.6.1-). The King gives audience to various feuda-
tories who have come to pay respects to him. With suitable
descriptions Kalabhasini and Maifijubhagini alternatively
announce the kings of Vidarbha, Ujjayani, Manaltra, Cola,
Anga, Magadha and Karnata, and the rulers of Nepila,
Kamboja, Paiicila, Turuska, Cedi, Nisadha, Varanasi,
Parasika, Maharastra, Vanga, Madra, Mathura, Matsya,
Kaémira, Kaficl and Dravida. They were treated with due
respects, and they were about to start back to their
respective places.

(IV. 25. 4-). The King is anxious to see the Heroine, and
he is waiting for Vidogaka from the harem, Enters
Vidugaka, He informs the King how, after receiving due
hospitality, he happened to talk in dream about the meeting
of the King and Heroine in the Plantain Arbour near
the lake, This enraged the Queen very much. Conseque-
ntly she has put the Heroine in chains and guarded her
with an army of maid-servants ( who are enumerated).

8 3. 3.
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(IV.26.31-). The King feels sorry that the Queen is
very angry. But Vidiasaka tells him how her anger would

disappear on account of her fresh sorrow. Vidisaka

discloses the following facts: After paying respects to the
King, prince Candraketu, the son of her aunt’s husband,
Candravarman, the King of Angas, visited the Queen.
He conveyed to her that his sister Candralekhi, her aunt’s
daughter, while she was playing in the park, has disappeared
from Campi; and as yet she has not been traced. Candra-
lekhd has been betrothed to the King (viz., Manaveda)
knowing from an interpreter of marks on the body that she
would make her husband a universal monarch. And all this,
added Vidusaka, has made the Queen sorrowful.—The King
became enraged and passed orders to investigate from the
kings, gathered there, as to who had kidnapped Candralekha.
—Enters the Queen shedding tears, with Tamaliks, and
requests the King to search out her sister Candralekha,
All the kings solemnly declare their innocence. The King

appeals to the presiding Deity of the Jewel Cintamani
to bring back Candralekha.

(1V.27.23-). Enters Cintdmani-devata. She presents the,
Heroine, hereafter called Candralekha., All are surprised.
The Queen meets her bashful sister with joy. Cintamani-
devatd announces that Candralekhd’s husband would be
a universal monarch and that therefore the Queen should
consent to her marriage with the King. The Queen
expresses her consent. Candralekha is decorated for the
occagsion, All the kings, who had assembled for the
Visuvotsava, are asked to stay for the wedding festival.
The King and Candralekha are wedded to the joy of all,
especially of Vidisaka who dances with glee.—The goddess
wants to know what more can she do. The King felicitates
himself; and the play closes with the usual benediction,
in which he prays that kings should have stainless fame,
that men should recognise mutual obligation, that the
learned should be free from jealousy, and that the blessings
of Sarasvati should flow for ever. Exeunt All.
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iv) PrAxrir DrAMA: SATTAKA

@) EARLY INDIAN DRAMA'

Even in the hands of early play-wrights like Bhisa, Sudraka
and Kalidasa, the dramatic compositions exhibit such a perfect form
and finish that one is forced to postulate a' long period of evolution
and extensive experimentation prior to these authors. Asvaghosa’s
plays, though found in fragments, are quite mature products.
Turning to treatises on dramaturgy by Bharata and others, we
are faced with a bewildering mass of theoretic details about the
various aspects of drama: 1t 18 more an attempt at systematic
collection and compilation of the then known materials, This
plethora of details, howsoever useful for practical purposes and for
understanding the dramatic technique, will not give us a historical
sketch of the origin and gradual growth of the drama. The Indian
tradition claims divine origin for the drama: Brahman drew elements
like recitation, song, mimetic art and sentiment from the four Vedas;
Siva and others contributed dancing etc.; and it was Bharata
who brought it down to the Earth. Such an explanation cannot
satisfy modern scholarship. Consequently the scholars took the
drama almost in its final form and tried to trace back its various
constituent elements in the different strata of ancient Indian
literature, arranged according to relative chronology. The convers-
ation has its counterpart in the dialogue-hymns of the Rgveda which
were repeated at a sacrifice perhaps by two parties with musical
modulation, which, as an art, was fully developed as seen in
the Samaveda. HEthnologically music, dance and drama have
developed together among many peoples. The rituals of the
Mahavrata ceremonial, too, possess elements from which the drama
might develop. The literary form and the themes of the drama are
heavily indebted to the recitations and the contents of the epics like
the Mahabharata and Ramdyana. Panini (c. 4th century s.c.)
speaks of najas and nafa-sitras, i. e., dancers and their hand-books.
The Mahabhisya of Pataiijali (c. 140 B. c.) refers to a dramatic
performance of some kind connected with the legends of Krsna,
Karhsa and Bali. All these references presume and would indicate
a_religious origin of drama. The drama, in its finished form,
has much of the palace-life in it and can amuse only an audience

1 Sylvain Lévi: Le Théatre Indien, Paris 1890; A. B. Keith: The Sanskrit

Drama, Oxford 1924; D. R. Mankad: The Types of Sanskrit Drama,
Karachi 1936,
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of intellectual aristocrats; but that need not preclude us from
recognising its popular elements which are closely connected with
the lives of common people. There are, then, other scholars
who hold different theories of the secular origin for the drama, say,
from a popular mime which was introduced into the religious ritual
and which, later on, with the epic, forms the forerunner of the
early Indian drama. The Indian life was so much permeated with
religious spirit that it is difficult to demarcate exclusively the
religious from the secular. The presence of non-Sanskritic technical
terms, the use of Prakrits, simplicity of the stage, the combination
of music and dance, the mixture of prose and lyrics, introduction of a
character like Vidigaka, etc. are adduced as proofs for the popular
origin. Bits of evidence are studiously sought in the drama to
trace back its source to puppet-play and shadow-play. Some scholars
have tried to trace the origin of Indian drama to the influence
of the Greeks; but sober scholars feel convinced that its development
can be satisfactorily explained by indigenous antecedents.

b) RUPAKAS AND UPARTPAKAS

.‘ A critical study of the basic terms and of the types of dramas,
unfolds altogether a complicated picture of the evolution of early
Indian drama. Though etymologically they are quite akin, it
appears that nrita stands for mere dance, nriya means dance with
gesture or mimetic art, and ndfys signifies dance, gesture and
diaslogue (in prose and verse). It is the ndfys that incorporated
the essentials of a drama proper. The dramatic entertainments
based on ndfys have been designated by a general term Rupaka
which originally connoted ¢representation,” and those based on
nrtya by Upa-rapaka.’

‘When they are mentioned as Ripaka, there ismuch unanimity
among theorists about the number ten and about the types, namely,
Nataka, Prakarana, Bhana, Vyayoga, Samavakira, Dima, Ihamrga,
Arnka, Vithi and Prahasana.? Hemacandra classifies pdthya-kavyo
into twelve types® which are the same as ten Riupakas with
the addition of Natikia and Sattaka; and Ramacandra recognises
twelve, i. e., ten Riipakas plus Natika and Prakarani, as the famous

1 See Mankad’s book noted above, p. 23.
, ~ 2 TFor more details ses Mankad’s book noted above, chaps. II-VI,
3 For the necessary extracts see the Appendix,
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varieties of abhineya-kdvya. About the exact number and enumera-
tion of the so-called Uparlpakas, there is no agreement among
theorists. Perhaps different lists, as seen from the Bhava-prakadana,
were current in different parts of India; and it is only the select ones
that received recognition at the hands of different authorities.
Putting all the known sub-types together, the number of Uparipakas
comes to about twentyfive. About these Keith remarks thus:*
“The later theory as seen in Visvanitha adds descriptions of
eighteen minor forms of drama, Upartapakas, which represent
refinements on the original scheme. Needless to say, though omitted
in the Natyasdastra, quotations are found ascribing to DBharata
the doctrine, though he mentions in them but fifteen with several
variations of name; the Agni Purina mentions eighteen with
some variants of name, while a verse cited by Dhanika names
seven forms of mimetic dramas,® which it classes in conjunction with
the Bhina. The age of these divisions is, therefore, uncertain; the
Dasariipa condescends to mention only the Natika, but obviously
knows of the existence of others, confining its scope to the main
forms, as its title indicates.”

The four types Nati or Natiki, Prakarani or Prakaraniki,
Trotaka and Sattaka are treated by some as derivatives from or as
allied to Rapaka types and by others as Uparfipakas. The names of
the first two are closely akin to Nataka and Prakarapa, and the
definition of Sattaka is made very much dependent on that of
Natiki. The Natyasastra describes Natika as a mixture of Nataka
and Prakarana; Dasartpaka includes it under Nataka; Hemacandra
and Ramacandra treat it on par with ten Riapakas; Bhavaprakasana
follows the Natyagastra; and the Sahitya-darpana includes it
under Uparipakas. The Sattaka is not mentioned by the Nitya-
gastra and Dasartipaka, which, however, mention Natiki.; IHema-
qandra mentions Natika and Sattaka separately. Abhinavagupta,
Saradatanaya, Sagaranandin ete. mention and define Sattaka.
Viévanitha calls Sattaka an Uparapaka. Almost everywhere the
tendency is to define Sattaka in terms of the description of Natika,

¢) NATIKA AND SATTAKA

In order to understand what Sattaka is, we must first note
the salient traits of Natika. According to the Natyasastra (XVIII.

1 The Banskrit Drama, p. 349,
2 Dadartipaka i, 8,
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58-61)," Natika is a variety of Nataka-Prakarana; its subject-matter
is invented; the hero is a king; the heroine is either a girl from the
harem or the samgita-sald, and an objeet of attainment; it has
many females, four acts, graceful histrionies (lalitdbhinaydimikd),
well-arranged angas, royal (or love) affairs, conciliation, anger
and trickery (dambha). It has a hero (ndyaka), a queen (devi).
a go-between (duti) and attendants ( parijana ).

The Dasariipaka, however, adds that there is an endless
variety of the forms of the Natika; and it may have one, two, three
or four acts, with various combinations of characters and the like.
Tts subject-matter is taken from the Prakarana, and its hero, a
self-controlled and light-hearted ( dhira-lalita ) king, from the Nataka.
Devi is the elder queen, of the type known as experienced, of royal
lineage, serious; and it is through her consent, the hero is united
with the heroine. The heroine also is of royal descent, of the
type known as inexperienced and is charming and exceedingly
fascinating. Being connected with the harem, she is in the v1cm1ty
of the hero whose passion for her develops step by step by seeing and
hearing about her. The hero is apprehensive through fear of
the queen. There are four elements of kaisiki or gay style, as
if respectively joined to the four acts. The principal sentiment is
the erotic with its various characteristics. The Sahitya-darpana
practically covers all that is said in the Natyagastra and amplified
by the Dagariipaka. It is silent about the endless variety of Natika
and varying number of acts, but plainly calls it catur ankikg. The
additional points of Bhavaprakiadana are that a Natikd can have a
Vidasaka but not Vita and Pithamarda.

The Natyasastra and Dagartpaka do not mention Sattaka.?
It is but an accident that Rajasekhara’s Karpira-mafjari is
the earliest known Sattaka; and so far we know, he is the first to
record 1its definition. According to him, Sattaka much resembles a
Natika; but it does not possess Pravesakas, Viskambhakas and
Ankas. It is a composition in Prakrit ( pdida-bamdha) and it is a
representation to be danced (saftaan naccidavvarn). Tiet us see
what the subsequent authors have to say in addition to and
amplifying  Rajasekhara’s remarks. Abhinavagupta says that
Sattaka is like Natika; and possibly to explain Bharata’s silence

1 The Sanskrit extracts are given in the Appendix.

2 For the information about Sattaka in original extracts from d1fferent
sources, ses the Appendix at the end.
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about it, he adds that it is defined by Kohala and others. Hema-
candra quotes perhaps an earlier verse which specifies that Sattaka is
written in one language (eka-bhdsaya ) which is a-Prakrta-Sarmskrtd.
It is a knotty term to explain; but I think, it implies that in a
Sattaka both Sanskrit and Prakrit are not used as in a Natika.
Ramacandra-Gunacandra quote the same ; they spell it Sataka, and
attribute its definition to Kohala. Kohala, is an ancient celebrity
connected with dramatic theory. Mairkandeya mentions him alond
with Sakalya, Bharata, Vararuci, Bhamaha, V asantamja ete. in the
opening verses of his Prakrit grammar: thus his name is associated
with Prakrits as well. It is but natural, therefore, that he is credit-

ed to have recognised and defined battaka \Vthh was entirely in
Prikrit,

According to the Bbavaprakasana, Sattaka is a variety of
Natika based on wnrtya. It possesses Kaidiki and Bharati Vrtti,
1. e., Gay and Eloquent styles, and has no raudra, furious sentiment.
There are no sarndhis; and corresponding to the division of Ankas,
there are Yavanikiantaras, There are no chddana, sthalana, bhranm
and nihnava. It uses Sauraseni and Maharastri languages else-
where he describes it as prakrsia-Prakriamayi. Some opine that the
king should not speak in Prakrit, while others hold that he might
speak Magadhi or Saurasent. According to some authors, Sa’gtaka

18 a variety of Rupaka, similar to Natika, but its language is
Prakrit,

Sagaranandin states that Sattaka avoids the wira heroie,
bhayanaka terrible, bibhatse odious sentiments, besides the raudra
furious, It has Saurasem Pracya and Maharastm The king, like
women, is to speak Prakrit. Though Badarayana and others
prescribe for the king usually Sanskrit and occasionally Prakrit,
still the king is to speak Prakrit. The Sahitya-darpana states
that the Sattaka is to be entirely in Prakrit ( Prakrtdsesa-pathyam )
and to possess plenty of adbhuta, marvellous sentiment. Rudradasa
makes it clear that it is in Prakrit and it is to be danced.
Ghanasyama remarks that the whole of it is in Prakrit, and
therefore it is called Sattaka. Whenever an illustration is noted in
the above sources, it is that of Karpura-mafijari.

1 It may be noted here that Vasudeva notes samidhyangas like karana,
‘avamarsa, vidhdna in his commentary on the Karpuramafijari, pp. 27, 65,
Nirnayasagar ed., Bombay 1900.
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d ) PRAKRITS IN THE DRAMA

The extensive population of Indian sub-continent has been,
especially in early days and all along, divided into linguistic units
and sub-units according to the languages and dialects. The linguistie
compartments are due partly to geographical area, religious grouping,
social strata, race-clan distinctions, professional guilds ete.; and
naturally there has been ample margin and definite scope for cross-
current influences. The population presents a veritable museum
of languages and dialects. When viewed historically, we see further
a cleavage between popular speeches and literary languages; at
times the same language may present these phases side by side.
The literary languages under grammatical restrictions get fossilised
and become stagnant as book-languages: they are now and then
imitated in writing by men of letters who otherwise use popular
languages for their day-to-day use. The popular dialects flow
along their own currents; and now and then some of its stages
are raised to a literary status which survives as a book-language.
This process is going on for the last few thousand years over a
vast area, as evidenced by literary records of different ages and
places, beginning with Veda and upto modern times,

The Indo-Aryan speech,' to put in broad terms, has flowed in
two beds, Samskrta and Prakrta which have constantly influenced
each other at different stages. The term Prikrta (spelt as Prakrit)
meaning, ‘natural’ ‘common’ ete. primarily indicates uncultured
popular dialects, existing side by side with Samskrta (spelt as
Sanskrit), ‘the accurately made,” ¢polished’ and ‘refined’ speech,
The Prakrits, to begin with, are the dialects of unlettered masses
used by them for their secular communication in their every day life ;
while Sanskrit is the language of the intellectual aristocrat, the
priest, pundit or prince, who used it for religious and learned
purposes. The language of every day conversation of even these
must have been nearer the popular Prakrits than the literary
Sanskrit. The former is a natural acquisition; and the latter,

the principal literary form of speech, requires training in grammatical
and phonetic niceties.

Contemporary with the Vedic language, which is an artistic
speech employed by the priest in his religious songs, there were
1 Here I am quoting a few remarks from my essay on Prakrit Literature,

contributed to the Cyclopedic History or Dictionary of World Literature
which is being edited by Mr, Joseph T, Shipley, U. 8. A.
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popular dialects probably due to tribal groups, social strata ete.
and arising out of literary and home usage or the use of Aryan
speech by indigenous groups. The book-language has often to
be distinguished from the spoken dialects. The Vedic literature
gives some glimpses of popular speeches, the primary Prakrits,
but no literature in them has come down to us. The classical
Sanskrit, as standardised by Panini and his commentators, respect-
fully shelves all that was obsolate in the Vedic speech and studiously
eschews all that belongs to the popular tongue: the use of
such a rigorously standardised language was the job for selected
intelligence ; it is the language of the hieratic academy and not
of the populace at large; and its fine specimens are seen in our
Kavyas, Natakas, Campis and Nyaya treatises.

The ancient Indian drama presents a striking picture of
the mixed use of language, different characters speaking different
languages and dialects in the same play." This is looked upon
by some as something analogous to the use of Doric ond Aeolic
in certain parts of Greek plays. If we look at the drama in the light
of the above remarks, we find some explanation for the use of
different Prakrit languages. It bears resemblance, so far as its
beginning is concerned, to the natural use of local or vulgar forms of
speech in the mouths of uncultured persons. Broadly speaking
Sanskrit is spoken by men of high rank and by religious personages,
while women, queens not excepted, speak one kind of Prakrit with

ordinary characters, minor dialects being used by inferior or
special classes.

According to their advocacy of secular or religious origin for
the Indian drama, scholars hold that it was entirely either in
Prakrit or Sanskrit in the beginning. Neither the earliest treatise on
dramaturgy nor the oldest specimens of drama bear out the exclusive

claim of one or the other: they admit Sanskrit and Prakrit side
by side.

The details about the use of Sanskrit, Prakrit dialects and
other languages by different characters look more like a compilation
of stray practices and prescriptions than a systematic codification of
rules: one feels all the more convinced about this, when the details

1 XKoeith: The Sanskrit Drama, pp, 7275, 85-89, 120-22, 140-42, 166, 181,
185, 203, %11.-123219,~286.-'257. 33438590
4 q“' %n
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are judged in the light of subsequent practices in dramas and
grammatical description of Prakrits. Bharata’s details (XVIL
26-64) may be interesting for their own sake, but later writers on
dramaturgy have become more concise. The Dasariipaka® gives the
following rules: ¢ Actions are to be characterized by the language,
gesture, and costume of a [special] region; [the dramatist] is
to employ these suitably, taking them from common life. Sanskrit
is to be spoken by men that are not of low rank, by devotees
(krtatmangm ), and in some cases by female ascetics, by the chief
queen, by daughters of ministers and by courtezans. Prakrit is
generally [ to be the language ] of women, and Sauraseni in the case
of male characters of low rank. In like manner Pisacas, very low
person, and the like are to speak Pai¢aci and Magadhi. Of whatever
region an inferior character may be, of that region is his language
to be. For a special purpose the language of the highest and
subsequent characters may be changed.” Some of the prescriptions
of Bharata that Bhiksu and Sramana are to speak Prakrit, that
a Srotriya is to use Sanskrit and that Candali is resorted to by
Pulkasa ete. are certainly significant; and they may by looked upon
as reflections of social facts, existing perhaps long before the age of
Bharata. What were simple facts once became stereotyped conven-
tions, growing obscure as time passed on. The theory and practice
put together clearly show that these conventions are often analogical
extensions, right or wrong, and were not quite striet and rigorously
applied. The prescriptions from different sources and practices of

different places and ages’ have intricately commingled to create
a highly complicated situation; and no single hypothesis, howsoever,
ingenious, can easily explain all the details in a satisfactory manner,

The Indian drama, there are reasons to believe, had its
preliminary aspect in a popular pantomime:; and this would easily
explain such dialectal practices that all women, including a queen,
are to speak in Prakrit, and so also Vidasaka, a Brahmana, of high
social rank. The actresses who played the female role perhaps
came from the lower strata of society, and naturally it is befitting
for them that they spoke in Prakrit, or S‘;auraseni, the normal

1 Dadaripakam, Gujarati Printing Press, Bombay 1927, II. 63-66; The
Dagariipa, Translated into English by G. C. O. Haas, Columbia Univer-
sity Press, New York 1912, 2, 96-99, pp. 74-75.

2 Sten Konow: Das Indische Drama, Berlin und Leipzig 1920, pp. 16-18;
Keith: The Sanskrit Drama, pp. 334-38, ; etc,
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prose dialect of the plays. The case of Vidiasaka stands on
a slightly different footing, He is essentially a creation of the
popular theatre, whence, just for mirth and joke, he was received
and retained, even in court plays, as a conventional figure crystallised
into a permanent type. Whatever may be his other traits, Vidusaka
is a king’s companion and guide through thick and thin. I think,
he represents a caricature of the learned Purohita who was the sole
adviser of the king in almost all home-affairs. The king depends on
this confidant in all his affairs of the heart; and Vidusaka claims that
he is a learned Brihmana. This claim is confirmed by his name also.
The name Vidasakah is just a hyper-Sanskritic back-formation of
Prakrit viuso or viusao ( with k-suffix ) which is to be connected with
vidvas.! There could be no better proof for his being a popular
creation than the Prakritic basis of his name ; and it is in the fitness
of things that he speaks in Prikrit.

We need not hesitate to believe that the origin of the mixed
usage of Sanskrit and Prakrit in the drama might have started
as a reflection of the actual practice in real life. Conversations in
simple Sanskrit and Prikrits could be easily understood by all:
this points out to a period long before the rise of the form of
court-poetry which assumed an artistic, dignified and elaborate
style in the hands of authors like Kalidasa, Bina and Bhavabhiiti,
This style was first evolved in epics, lyrics, Kavyas and prose
romances; and side by side with them it cannot but affect the
drama too. Even by the time of Bharata’s Nityasastra the use of
Prakrits had become just a matter of conventional fixing; and it was
mechanically followed by most of the authors. In view of the
characters introduced therein and the society for which they were
meant, plays might have been composed by certain authors solely in
Sanskrit or Prakrit. The Sanskrit plays like the Dutavakya of
Bhasa and some of the early Bhanas have come down to us. It is
but natural that the early specimens of entirely Prakrit plays
have not survived: they were popular creations of unlettered
masses; Prakrit compositions have been uniformly neglected all
along, and even some of the best Prakrit poems, only the names of
which are known to us, are lost beyond recovery; and the orthodox
theorists perhaps never liked to give a status to them among
the recognised types of drama.

1 Words like ajjukd, dauvarika, bhattidarika, marsa or marise etc, definitely
possess a Prakrit tinge; and @ma is a Desi word of Tamil origin,
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€) SATTAKA IN THE EVOLUTION OF DRAMA

The treatises on dramaturgy elaborately describe Nataka
first, and subsequently they just note in what respects the other
types are similar to or different from it. This does not mean that
all other types are just the variations of and derived from Nataka.
The theorists adopt this procedure for convenience of treatment.
They are not presenting these types and sub-types according to their
historical evolution: perhaps they never had such an approach in
view. They have conveniently classified the information and
presented the topics in a suitable manner without worrying when
and where the types and sub-types of drama arose.

Various forms of dramatic representation, from just simple
to the most complicated, have been in vogue since long in different
parts of India; and some of the primitive types survive even to this
day in out-of-the-way villages enacted by village folk in their
own way. The recognition of only ten Ripakas by theorists
indicates that these were standardised types worthy of the attention
of cultured classes and court circles. Later theorists do recognise
certain Upariipakas. What is subsequently recognised is not necessa-
rily later in age. Some of the popular forms of drama could not be
eagily and bodily recognised by orthodox theorists: that easily
explains the attitude of theorists towards the so called Uparipakas.

It is one thing to trace the early prototypes of dramatic
conversation, recitation and action in the Rgvedic dialogues, epic
poetry and Vedic ritual, and also try to detect similarities with
Greek drama and indigenous mimes; and it is another to trace
the possible evolution of Indian drama by arranging its types and
sub-types in a logical and evolutionary sequence, after thoroughly
studying all the theoretical details and available plays.

Lately Prof. D. R. Mankad' has tried to trace the history of
the evolution of Indian drama. Though one may not agree with
him in all the minor details, the method adopted by him gives
interesting results. He starts from mnrite which branches off
into two currents: 1) tandava (uddhata)>nrtya>Bhana> Uparipakas
like Preksanaka, Ullogyaka, Sallapaka, éilpaka>Rﬁpaka types:
Vyayoga>Samavakara, Ihamrga, Dima; 2) ldsya (masrpa Y>nrtye>
Bhanika>Uparapakas like Bhana, Dombi, Nartanaka, Prasthanaka,

1 The Types of Sanskrit Drama, pp, 147 ete.
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Halliéaka, Kavya, Gosthi, Kalpavalli, Srigadita, Durbhallika, Mallika,
Vihasika>Rupaka types: Bhana>Vithi>>Prahasana, Anka; and both
these currents once more conflow to produce the finished types,
Nataka and Prakarana. In his opinion (p. 164) Bhana seems to be
the first dramatic type to evolve; and he states four characteristics
of the first drama: 1) It was entirely in Sanskrit, 2) it was
descriptive in nature, 3) it was monologous in form, and lastly
4) it was secular in matter. In the light of the gradual evolution of
nrtta, nrtya and ndtye types outlined by him, Prof. D. R. Mankad
distinguishes between certain stages of growth or periods in the
ndfya types themselves (p. 165): 1) The ndtya, in its earliest
phase, had a form which required only one actor and one act;
2) then it required many actors but had still only one act; 38) there-
after it came to be represented by less complicated types with many
acts ; and lastly, 4 ) the fourth phase is represented by the full-fledged
Nataka and Prakarana types, which, when fully developed, gradually
sent the other lesser types into oblivion.

The problem of ascertaining the position of Sattaka in the
evolution of drama is faced with many a difficulty; still an attempt
is worth making. The term saffaka itself is a riddle; variants of
spelling like sataka, sdtaka, sidike are known, but they do not
improve the situation. The word is undoubtedly un-Sanskritic in
etymology like some other names of Upartpakas such as Dombi,
Hallisaka, Sidgaka. Perhaps it is to be traced back to a Desi word
possibly of Dravidian origin. Stripped of its k-suffix, it shows
elements like sataffa or dfa; and perhaps it stood originally
as an adjective of a surpressed term. There is a Dravidian word
atfa or dftam, dance, play, from the root dtu or adu meaning
to dance, gesticulate, to act a part or play. If the basic meaning
was ‘dance’, the suppressed term may be ripaka: one can postulate
a phrase soa_tz:cwm‘z rivaqin = a ‘dramatic representation accompanied
by dance. Or if the basic meaning was ‘play’, the suppressed term
may be nartanc: one can postulate a phrase saffaam nattanam
(or paccanam or naccidavvam )=a dance accompanied by dramatic
representation. Perhaps for brevity only the term saffaam has come
in vogue. That Sattaka is closely associated with ‘dance’ is an
accepted fact. In the Barhut Inscription' the term sddika occurs
in the record below a bas-relief of the dancing scene ; and the theorist
Saradatanaya describes Sattaka as nriya-bhedatmaka. Turning

1 See the extract in the Appendix.
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to the prologues of Sattakas, Rijagekhara uses the expression

sattaam pacoidavvar ; Nayacandra remarks aho prakrantamevs narta-
kaih ; and Rudradisa says paattahe sattaa-natiane.

About the theme, format and language of the Sattaka some
broad outlines are available. It is a love intrigue, as suggested
by its Gay and Eloquent (kaisiki and bharatl) styles. It is
preeminently associated with dance. It does not possess the
orthodox, standardised divisions of anka, introductory scenes like
pravesaka and viskambhaka and various technical junctures seen in
Nataka ete. The whole action is divided into four pauses indicated
by the intervention of curtain (yavenikgntara or Jove’). It is
replete with Marvellous (adbhuta) sentiment. It is agreed that
it was composed entirely in Prakrit: Badarayana, however, allowed
an option of Sanskrit in the case of the King.

The popular character and origin of Sattaka are obvious from
its close association with dance, its loose format, its unceremonious
construction and division, its sentiment of marvel, and above all its
composition in Prakrit. Amn orthodox theorist like Bharata could
not recognise and condescend to describe Sattaka, because its mould
and format were not of the accepted frame-work. It is only
Hemacandra, who must have been favourably impressed by such
an outstanding comedy as the Karparamafjari of Rajasekhara,
that recognises it on par with other Rapakas. All others would
include it among the related or subordinate types. Though Bharata
silently passes over Sattaka, other earlier authors like Kohala,
whose works have not come down to us, did give due recognition to it,

- Bharata’s Natyasistra represents only one of the many
schools of dramaturgy; and if Bharata does not mention Sattaka,
it is no evidence at all against the antiquity of Sattaka as a form of
drama. The Indian drama has its roots in dance: dance was
its basic and primary element; and the association of Sattaka
with dance is quite clear. Further, its loose technique, unconven-
tional form and Prakrit language point out to its high antiquity
in the evolution of Indian drama. It is further confirmed by the fact
that an ancient theorist like Kohala gave due recognition to it.
The Barhut inseription (circa 200 . ¢.) mentions sidike, a form of
dance, which appears to be a forerunner of saffaka. Being popular
in vogue and language, earlier specimens have not come down to us,
In all probability Rajasekhara was aware of some of them, for
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nowhere does he claim that his is the first creation®. His definition
only indicates that it was not quite familiar to his court circle.

Bharata’s treatise has left a great influence on subsequent
authors. He recognises Natika, and later theorists define Sattaka
in the back-ground of Natika. This does not mean that Sattaka is
a popular and subsequent remodelling of Natika. But it is the
reverse that appears to be true and historically justified. As
a dramatic representation with dance, depicting love intrigue,
enacted by a troop of girls, replete with marvellous sentiment and
composed in popular Prakrit, the Sattaka has something graceful
and attractive about it. The theorist may not have liked to admit
it as it is, but it was bound to attract his attention. The cultured
classes and court circles would certainly enjoy it; it is to satisfy
their craving the Sattaka was made to conform to the orthodox
canons of Nataka; and the result of such an effort is the Natika
which is duly described by Bharata and others. Thus Natika is
an orthodox edition of the popular Sattaka. The variety of the
forms of Natika®, as suggested by the Dasariipaka, perhaps indicates
different attempts to raise the popular Sattaka to a status acceptable
to a court audience. Once Natiki was evolved and defined by
an authority like Bharata, subsequent authors simply followed him ;
and Sattaka was, for a while, say during the period between Kohala
and Rajasekhara, superseded by Natika. Under such circumstances
Badarayana and others wanted a bit of Sanskrit also to be introduced,

through the royal mouth, in the popular Sattaka which was, in the
biginning, entirely in Prakrit.

J) SATTAEAS KNOWN SO FAR

, Ancient specimens of Sattaka have not come down to us.
Prior to Rajagekhara, the Sattaka, though recognised as a type of
drama by Kohala etc., never received a literary status among
the accepted forms; it is only his Karptra-maifijari that became
a classical example of Sattaka. The Prakrit had assumed a static
form by Rajagekhara’s time ; and a play entirely in Prakrit was bound
to be a rigorous task for average poets in subsequent centuries:
it is only some poets of rare or erratic genius that were tempted

1 Prof. Chakravarty holds somewhat different view ;5 see his paper
‘Characteristic Features of the Sattaka form of Drama 'y Indian Historical
Quarterly, VII, pp. 169-73.

2 For the extracts about Natika and Sattaka, see the Appendix.
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to compose Sattakas. That would explain, to a certain extent,
why we have a small number of Sattakas of alate period. There
are possibilities of discovering more by exploring wmss. libraries.
So far I have been able to list half a dozen Sattakas: 1) Karptra-
mafijari of Rajasekhara; 2) Rambha-maifijari of Nayacandra; 3) Can-
dralekha of Rudradasa; 4) Vilasavatl of Markandeya; 5) Srhgira-
mafijari of Visvesvara; and 6) Ananda-sundarl of Ghanaéyama’.
The analysis ete. of Candralekhd have been already presented;
so some important details about the rest of them may be given here.
These details, I believe, would be useful not only for a comparative
study of d1ﬁ'erent Sa,h’oakas but also to a student of Indian literature,
especitlly in Prakrit.

Rajas’ekhara and his Karpﬁra-ma,ﬁja.ri

Rajasekhara belonged to the Yayidvara family. Akilajalada
of great virtues was his grandfather, styled as mahdardstra-ciddmani;
his father was Darduka or Duhika, a great minister; and his mother
was Silavati. He had married Avanti-sundari of the Cahuina
family. He reached eminence as a spiritual teacher or upddhydya
of Mahendrapala or Nirbhara-raja, through the stages of bala-kawvi
and kavirdja: he was thus connected with the court of Kanauj
at the time of both Mahendrapala and his son Mahipala. The dates
available ior these kings from epigraphic sources range from 903
to 917 A.p.; so it is evxdent that Rijasekhara lived about a. p. 900.
It is probable that he wrote some poems like the Haravilasa., A%
present only five of his works have come down to us; four plays and
the fifth, an"incomplete encyclopedic treatise on different aspects of
poetry:. 1) Bala-ramayana, 2) Bala-bharata, 8) Karpira-maifijari,
4) Viddha-$éalabhaiijika, and 5) Kavya-mimarisi. The Karpira—
maifijari’ is a Sattaka, entirely in Prakrit and in four Javanikantaras;

and it was brought on the stage at the desire of the author’s wife,
Avanti-sundari.

L. In this excellent Sattaka, which is a stream of poetic flavours,
king Candapala, which name reminds one of Mahendrapala, takes to
wife the Kuntala princess, Karpira-mafijari, really a cousin of queen
Vibhramalekha, in order to achieve the rank of an emperor. After
the Nandi and the Prastavana in which the author is introduced and

1 Two more Sattakas, as noted below, are attributed to him; but without
inspecting their mss. nothing can be definitely said about them.

2 See the eds. of Karpiramafijari referred to above, pp. 5, 7.
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-the theme is suggested, the king and the queen describe the advent
of spring. The bards also greet the king by elaborately depicting
the scenes of spring. Vidasaka and the maid-servant Vicaksana
dwell on the same theme; they fall out in their poetic competition
and begin abusing each other; her superiority being recognised
by the king, Vidasaka is about to quit the royal company. But he
gets a pretext to come back with a magician, Bhairavananda, who
praises the Kaula religion and parades his miraculous ability
to achieve any feat. At the king’s suggestion and Vidasaka’s
request, the magician brings on the stage the lovely Vidarbha
princess in her bathing dress. The king falls in love with her and
grows eloquent about her physical charms; and she also glances him
aﬁ‘eetmnately She discloses to the queen that she is the daughter
of Vallabharija and Sas1prabha of Kuntala country; the queen finds
that she was her cousin sister Karparamafjari, and takes her into
the palace for dressing and toilet.

I1. The door-keeper tries, by describing nature, to divert
the king who is passionately brooding over the charms of that
heroine. Viduasaka enters with Vicaksana with whom he has a truce
and who has brought from Karpiramaifijari a love-letter describing
her passion for the king: therein a stanza depicting heroine’s pangs
has been added by her friend. Vicaksana deseribes how the heroine
wag dressed and decorated; and the king frames the details with his
own fancy. Both the king and heroine are suffering equally.
At Vicaksand’s hint, the king accompanied by Vidisaka sees the
heroine gracefully playing on the swing. Vidasaka offers a poetic
description, and the king continues his amorous plaints. It is learnt
how she is suffering lovefever. Later the king sees her in the
garden while she is embracing the Kurabaka, glancing the Tilaka

and kicking the Adoka tree: all this only heightens king’s passion
for her.

III. The queen has grown suspicious and has kept the heroine
in a guarded room, but the king has got prepared an underground
passage from it to the palace garden. The king broods over her
charms and narrates to Vidasaka a dream in which he met the
heroine; Vidasaka mocks him by narrating a fantastic counter-
dream. Both of them have a discussion about the philosophy of love.
KarpuramanJarl is suffering excessively, and she discloses her pangs
to her companion Kurangika., The king, with Vidisaka, hears it,

approaches her to her pleasant surprise, and leads her to the pleasure-
5 4. 3.
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garden happily holding her by the hand. Two bards describe in long
stanzas the moon-ise; the lovers under shining moon-light are in
a mood of supreme felicity. The queen’s arrival is announced. All

disperse in haste, and the heroine retires to her room through
the under-ground passage.

IV. The king and Vidasaka describe the summer and its
effect on love-stricken persons. Vidiisaka tells him how the queen
discovered the under-ground passage, closed it, and appointed
an army of maid-servants to guard the heroine. The king is request-
ed by the queen to attend the wata-sawitri festival. After Gauri is
worshipped, the magician demands from the queen by way of
daksind that Ghanasira-mafijari, a daughter of Candasena of Lata,
should be married to the king who thereby becomes a universal
monarch. The queen consents to this and announces her intention
to the king. By playing the trick of hide-and-seek, to the great
confusion of the queen, the magician produced Ghanasiramafjari on
the scene. The marriage function goes on merrily; but soon
the queen, to her regret, is made to realize that Ghanasaramafjari

was only another name of Karpuramafjari, The king thanks
Bhairavananda for fulfilling all his desires.

We do not possess today earlier definitions and specimens of
Sattaka in the light of which Rajasekhara’s performance could be
judged. Rajasekhara defines Sattaka as analogous to Natika with
certain reservations, and there is nothing in this play which is
contradictory to Bharata’s definition of Natikd which perhaps he had
in view. He has not specified the number of Javanikantaras, but he
has four; there are no Pravesaka and Viskambhaka; and excepting
the stage-directions and names of characters, everything is in Prakrit.
The abuses in an involved style, the series of names of female
guards and the hide-and-seek scene may be interesting, but they lack
effect in a play to be enacted; one wonders how that scene can
be managed at all on a simple stage excepting through make-belief.
Rajagekhara is more a poet than a playwright; and like those
of some of his predecessors his play Karpira-maiijari is more worthy
of being read and studied than staged. He is a consummate master
of language and expression, rich in vocabulay, idiomatic usages and
metrical forms. His descriptions of the spring, moon-rise, swing-
scene, the carcari dance, ete. are admirable pieces of poetry testifying
to his rigorous training in the niceties and conventions of poetics.
Some of his pictures are vivid, and his lovelorn songs full of
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sentiment. He introduces, possibly as an element of popular Sattaka,

a carcar? which indicates a group-dance accompanied by songs and
poses, described by him (IV. 10-19).

Nayacandra and his Rambhi-mafijari

Looking at the common verses of biographical interest in the
Hammira Mahakavya' (XIV. 46, 46% 1, 46* 8, 46* 4) and the
Rambha-mafijari® (I. 15-18), it is plain that it is the same
Nayacandra that composed these two works, He gives some
details about his spiritual predecessors. In the famous Krsna-
gaccha, there was one Jayasimhastri who defeated in dispute
Saranga, an outstanding poet among those who composed in
six languages and a great logician ( pramanike ), and who wrote three
works: Nyayasara-tiki, a new grammar, and a kavya of Kumaira-
nrpati. Sarafnga’s identity is uncertain. Of the three works,
the first is a commentary on Bhasarvajiia’s Nyayasira (c. 900);
and the third is the Kumarapala-carita, in ten cantos, finished
in Samvat 1422 (A.D. 1864-65).° Jayasimha's pupil was Prasanna-
candra, respected by kings. Our author, Nayacandra, though a
pupil of Prasannacandra, calls himself a veritable successor of
Jayasimhha in poetic merits. He mentions his labours in the
field of poetry and refers to the blessings that the goddess of
speech bestowed on him. He makes reference to earlier poets like
Kukkoka, Sriharsa [ the author of Naisadhiya|, Vatsayana, ( Veni-
krpina-) Amara i. e., Amaracandra. He styles himself a second
Amaracandra in poetry. This Amaracandra® is the author of
Padminanda Mahakavya (following which the Hammira-kivya
also is virdnka ) and flourished about the middle of the 13th century
A.p. The Hammira-kivya is a poem of great historical interest, and

1 Ed. Kirtane, Bombay 1879.

2 Ed. Ramacandra Dinanatha, Bombay 1889. There is a fine ms. (dated
Samvat 1535) of Rambha-mafijari, Text and Sanskrit Gloss, No. 335 of
1884~86, in the Bhandarkar O. R, I,, Poona. For some details about it,
ses Descriptive Catalogue ete. by P. K. Gode., Vol. XIV: Nataka, Poona
1937, p. 246-47. The above ed. is possibly based on this Ms. For some
observations on this play, see Chakravarty’s papor ‘Characteristic Features
of the Sattaka form of Drama’ Indian H. Quarterly, Vol. VII, pp.
169-173.

3 Jinaratnakoga by H. D. Velankar, Poona 1944,

4 M. D. Desai: Jaina Sahityano Samksgipta Itihasa, Bombay 1933, pp.
378-81; M. B. Jhavery: Comparative and Critical Study of Mantragastra,
Infro. p. 222-23, Ahmedabad 1944.
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it celebrates the heroic career of Hammira (incidentally that of
his predecessors) who bravely fought against ’Alawddin and
died on the battle field in 1301 A. . Nayacandra is aware of
the standard of poetry laid down in Kavyaprakasa ete.; and
he tells how he has tried to make his poem full of matter with
flavour : the eritics should not mind his faults of expression ( for which,
if any, he wants to be forgiven) which have not been altogether
avoided even by authors like Kalidisa. He composed this poem full
of amorous, heroic and marvellous sentiments to silence the
court circle of Tomara Virama which asserted that no one at present
could compose a Kivya like earlier poets. He claims that his
poetry possesses both the Idlitya of Amaracandra and vakrima
of Sriharsa. As to Nayacandra’s age, he must have flourished
between A. ». 1865, the date of Kumirapilacarita of his grand
teacher Jayasimhasiiri, and a. p. 1478, the date of the Poona ms. of
Rambha-mafijari. The exact identification of king Tomara Virama
would help us to bring these limits nearer. The editor of the
Hammira Kavya has added a remark like this: ‘King Tomara
Virama, whoever he was, appears to have lived seventy years before
Akbar.”; but no evidence is given. In the list of the Tomara
princes of Gwalior,' there is a king Virama; and the dates available
for his grandson, Dungarendradeva, are 1440-1453 A. p. Deducting
50 years or so for two generations, we get about 1400 as the date of
Virama. So we might assign Nayacandra to the beginning of
the 15th century a. . Nayacandra, as indicated by his spiritual
genealogy, is a Jaina monk ; but his mangale verses in the Hammira
kavya are applicable to both Jaina and Hindu deities, and the nandz
of Rambha-maitjarl invokes Visnu as Varaha. The Rambha-mafjari
of Nayacandra is a Sattaka; so we might analyse its contents
and study some of its aspects critically.

I. After the ndnd? in which Varaha is saluted and Madana is
greeted by referring to the amorous glances of grown-up girls,
Satradhara invokes god of love and glorifies Isvara and Parvati. He
introduces in elaborate expressions the king Jaitracandra or
Jayacamda, alias Pangu, who is the son of Malladeva and Candralekha,
who usurped the kingdom of Madanavarman, who defeated Yavanas
and who was ruling over Benares; and announces his intention
to Nata that they should enact a prabandha in order to entertain the

1 C. M. Duff: The Chronology of India, p. 306, Westminister 1899; D, R.
Bhandarkar: A List of Inscriptions of Northern Indis, p. 404.
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gathering of good people assembled at Benares for the ydtrd
(or annual festivity ) of Vigvanatha at the time of summer solstice.
The subject-matter, full of amorous flavour and with the great king
Jaitracandra as the hero, would prove to be of quite absorbing
interest. The prabandha to be staged is a Sattaka, Rambha-mafijari
by name, which is in a way superior to the Karptra-mafijari of
Rajadekhara; its author is Nayacandra who, being blessed by
the goddess of learning, is a skilled poet in six languages, and
who has deseribed himself by comparing his poetic gifts with those of
Amaracandra and Sriharsa. In this Satta king Jaitracandra,
who has already seven wives, marries Rambha as the eighth with a
view to become the lord of earth.

The king Jaitracandra, praised by bards in Sanskrit, Prakrit
and Marathi, enters with his queens; and he is greeted by a cuckoo
from a mango tree with blossoms. The king and queen greet
each other and are greeted by the bard on the advent of spring.
There ensues an abusive quarrel between Vidasaka and Karparika;
she laughs at his inheritance of scholarship from his wife’s side and
slights his poetic skill; both of them present their composition
before royalty. Karparika proves superior; Vidasaka feels insulted
and bids good bye to the palace. The queen describes moon-rise ete,,
and the king is anxious about Niarayanadasa who was to bring some
news about Rambha. Narayanadasa accompanied by Rambha in her
wedding dress is brought in by Vidusaka. The king received
the name Jaitracandra, because, on the day of his birth, his grand-
father defeated the Kharpara army which came to the Dagarna
country’. Narayanadisa has some happy news to convey: it is
announced to the king from behind the curtain that Rambha,
born in the Kimmira vamsa, the grand-daughter of Devarija
and the daughter of king Madanavarman of Lata, who is as beauti-
ful as Parvati, was betrothed to (?) Harmsa, but is carried off by her
maternal uncle Siva and has been brought here with the wedding
kankana on her hand. The king receives her who comes in
a palanquin; he begins to describe her limbs with an amorous eye;
Vidagaka and Narayanadasa only switch on his appreciation for her;
and his passion reaches a higher degree. The bard announces that
it is an auspicious moment; the priests mutter the holy mantras;
Vidasaka declares that the king Jaitra and Rambha are duly

1 The relevant lines stand thus: g qfig ZAURG 19SS @Y 7%, frs oty
TaTAR Tgw S @ A aet 1 I 43,
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married; and there are jubilations for the occasion. Morning is
announced by the bard; along with other queens Rambhia is sent
to the harem by the king who retires for his morning duties.

I1. Being separated from Rambha, the king is pining for
her by remembering her physical charms; and the door-keeper
is trying to divert him by describing garden scenes. He is anxious
to hear about her. The maid-servant Karpiirika informs him that
Rambha is quite happy in the sisterly company of the harem where
she is personally taken care of by the queen Réijimati; and by
assuring him of Rambha’s deep attachment, she reads to the king
her love-letter, despatched secretly, which only heightens his
passion. Vidusaka narrates to him his dream in which he was
a bee; later on he was changed into sandal wood the paste of which
was applied to Rambha’s breast, and pressed by king’s embrace
he woke up. He interprets it that the king would soon meet
Rambha. The king is nervously anxious to meet her immediately.
Karpurika, taking support of an Adoka branch, manages to bring
down Rambha through the window. Both king and Rambhi enjoy
amorous pleasures. The queen arrives, and they have to disperse.

I1I. The lovelorn queen welcomes the king; and after
hearty amorous pleasures, the king asks her permission to meet
Rambha like this to which she consents and happily retires to bed.
Rambhi comes to the king who receives her affectionately. Singing
passionate lines alternatively, both of them go on happily enjoying
armorous sports through different conventional stages. The night is
easily spent and the dawn is announced by bards. Rambha is sent
to the harem, and the king attends to his duties after morning
formalities.

More than once Nayacandra hints that the prabandhe of
Jaitra-, Jaya— or Jayanta-candra is being enacted; and therefore,
it is quite likely that he draws his story from some Prabandhas,
There is an old, anonymous Prabandha’, some important facts from
which are: The Rastrakuta Jaitracandra, son of Vijayacandra,
ruled at Benares in the country of Kanyakubja. He had a queen
Karpuradevi; and he married also Subagadevi, the daughter of
a Salapati. He overpowered Laksmanasena of Bengal and Para-
marddi of Kalyanakataka. He was highly praised by the poet
Canda. He refused to give his kingdom to Suhigadevi’s son;

1 Puritana-prabandha-samgraha, ed. by Jinavijayaji, Singhi Jaina Grantha-
mala 2, Caloutta 1936, pp. 88-90,
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so she invoked the aid of Suratrina Sahabadina who was faced
by Prthvirija and halted at Yoginipura. Jaitra-candra felt happy
when his adversary, viz. Prthviraja, was defeated, but his minister
realized the danger to his kingdom. In his second campaign, the
Suratrana entered Benares in Samvat 1248, Caitra su, 10, and was
victorious against Jaitracandra who died in the river Yamund and
whose eldest son, in the battle. That Suratrana treated Suhagadevi
with disrespect for her treachery against her husband and her son
was converted into a Turuska.

According to the Prabandha-cintamani of Merutunga!, the
great monarch (prajya-samrdjyo-laksmim palayan) Jayacandra ok
Kasi had a title Pahgu; he married Sthava, the wife of a Salapati;
he refused to recognise her son as the heir-apparent; she invited
the Mlecchas or Turuskas to attack Varanasi: when it was beseiged,

the king put her son on his elephant and plunged himself in the
stream of Yamuna.

In the prabandha about griharsa, the author of Naisadhiya,
the Prabandha-kosa of Rajasekhara® gives some facts about Jayanta-
candra, the son of Govindacandra and the king of Benares, who was
famous as Pangula. He married a young, beautiful widow, Sthava-
devi, the wife of a Salapati from Anahilla-pattana on which Kumara-
pala was ruling. To the displeasure of Sthavadevi, he decided to
give the kingdom to prince Meghacandra and not to her son. She
managed to invite the Suratrana of Taksasila to attack Benares. The
king was ruined in the battle, and the town was taken by the enemy.

About the name of the father of Jayacandra, the Prabandhas
do not agree among themselves, nor does any one agrees with
Nayacandra’s version. Modern historians® give this genealogy :
Govindacandra (ec. 1114-1155), Vijayacandra (c. 1155-1170) and
Jayacandra (¢. 1170-1193); that means Pravandhakosa has either
confused Jaya- and Vijaya-candra or more probably the name of
the latter is skipped over in the text; and according to Rambha-
mafijarl we will have to admit that Malladeva was another name of
Vijayacandra. The Prabandhas have no reference to his seven

1 Edited by Jinavijayaji, Singhi Jaina Granthamala 1, Santiniketan 1933,
pp- 11314,

2 Edited by Jinavijayaji, Singhi Jaina Granthamila 6, Santiniketan 1935,
pp. 54-58.

3 H.C.Ray: The Dynastic History of Northern India vol. I, Calcutta
1931, p. 548.
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wives and to the eighth wife Rambhi noted by Nayacandra. In one
Prabandha, Karpuradevi figures as a queen, but in our play there is
a maid-servant Karpirika by name. The hero Jaitracandra is
a brave king of Benares, and he had a title Pangu: these two facts
are unanimously accepted by two Prabandhas. The first Prabandha
is silent about this title, though some other details are common. The
two Prabandhas and our play explain the title Pafigu almost similarly.
So it is plain that Nayacandra’s hero is the same as Jaitracandra of
Prabandhas; but our author appears to have added certain details
to make the plot suited for a Sattaka the model for which was
the Karpira-mafijari. Our hero, then, as already hinted above,
is the same as Réja Jaichand, almost the last king of the Gahadavala
dynasty, who had made Benares his principal residence and who was
overthrown by Muhammad of Ghor (Shihabu-ddin). It is not
clear who this Madanavarman of Lata®' is; but it is not unlikely
that Nayacandra had in view a Chandel ruler of that name.
Nayacandra’s statement that Jaitracandra brought under control
the kingdom of Madanavarman is based possibly on the account of
the Prabandha according to which he overpowered Paramarddi
who had inherited the kingdom of Madanavarman.

Nayacandra refers to the Karpura-manjarl (Km.) of
Réjadekhara, and he claims that his Rambha-mafijari (Bm.) is in a
way superior to it. Rm. imitates Km. in many respects. The scene
of spring that is being described by the king, queen and bards, the
quarrel between Jester and maid-servant in which the former claims
hereditary scholarship, and the diversion of the lovelorn king with
the description of nature by the door-keeper: all these remind us of
similar situations in Km. Some ideas, too, are common, at times
with slight variations: in both the Jester has a fantastic dream;
the trees like Asdoka, Bakula and Kurabaka are introduced
to heighten king’s passion; and the contents of the love letter are
almost identical. We come across even some common expressions in
both the texts (Km. IT. 11 & Rm. L. 40; Km. I. 32-34 & 1. 49).

If the plot is scanty in Km.,, there is not even the semblance
of it in Rm. Nayacandra’s Prakrit verses are not as fluent as those
of Rijagekhara, Nayacandra has, however, a pedantic mastery over
Sanskrit expression; and a couple of his Sanskrit verses (I11. 3-4)
are really beautiful and testify to his potential poetic ability.

1 This name reminds me of the name Candravarman of Lata in the
Viddhagalabhaiijika.
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As a play, Rm. does not leave a favourable impression. One
wonders how a cultured audience would receive the love dalliance of
a king with his two queens, one after the other, on the stage.
The tone of the amorous sentiment is devoid of depth and dignity :
the depiction of it is more an exhibition than suggestion. In some
places, strangely indeed, without making the characters speak and
act, the author begins to describe their behaviour outside the stage-
directions ( II. 18-20; ITI. 7, 21).

Though the Poona ms. and, perhaps following it, the printed
text of the Rambha-mafijari call it a Natika: samdptd Rambha-
maijart nama ndfikd, Nayacandra has plainly called Rm. a Satta
or Sattaka (I.19). The play comes to a close within only three
Javanikantaras, so far as the present documentary evidence is
concerned ; but the ambition of the king to become the lord of earth
1s not explicitly fulfilled, though the King marries Rambha in
the very first Yavanikantara and sports with her in the second
and third. Either the play is incomplete, or the author has
overlooked what he has put in Sutradhara’s mouth': the abrupt
ending of the play just in three Javanikantaras and the absence of
Bharata-vikya go to strengthen the former alternative.

Nayacandra employs both Sanskrit and Prakrit in this play,
and the use of them by different characters is interesting. The
Nata, the queens Vasantasena and Rambha, Pratihari, Vidusaka and
Ceti speak Prakrit, and their verses also are in Prakrit excepting
one (II. 14) in the mouth of Cetl (with the phrase sarskriam
asritye) which is in Sanskrit. The Sutradhara, king, Nariyanadasa
and Mangala-pathaka have their speeches in Sanskrit, but their
verses are in Sanskrit as well as Prakrit. One bard has a glorifica-
tory prose passage in Prakrit, while others have their songs both in
Sanskrit and Prakrit. The Nandi verses are in both the languages.

" The Dasariipaka, as seen above, admits a varying number of
acts in a Natika which has been a model for later Sattaka; but
whenever the number of Javanikantaras is specified, it is necessarily
four; and in this respect, the Rambha-maiijari, as a Sattaka, does not
conform to its description. Further in the use of languages too,
it does not satisfy the accepted condition of Sattaka: it is not

1 wrarm atmdaen @ (o, & waq )<zog, g ool aw gRol &30 o
gl | mariy wig SgeRifn qaeerdedl Gr & aRAR wzAld wafin @3
(RS L ,

6 . 3,
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entirely in Prakrit. The Bhava-prakasana and Nataka-laksana-kosa
record an opinion that Sanskrit was allowed for the king in
a Sattaka; but this play allows not only the king but also some
other characters to speak in Sanskrit. It is really a note-worthy
convention that Nayacandra is making even his Sanskrit-speaking
characters utter some of their verses in Prakrit. When a Prakrit-
speaking character, the Ceti, utters a Sanskrit verse, the apologetic
samskrtam asritye is there. Unless some more Sattakas of the type of
Rm. come to light, the promiscuous use of Sanskrit and Prikrit
cannot be satisfactorily explained, nor is it confirmed by the views of
any theorists so far known.

Nayacandra makes the bards sing the glory of Jaitra-
candra in three languages, Sanskrit, Prakrit and Marathi; the
Marathi passage deserves our special attention. I am reproducing
it below from the Poona us, (folio No, 8a) without any corrections:

sk st aaFad Fawey |

aRk aieafe ague fA=zgyag o

SR agafiag For Joiigg

ARt ATt Faeeids

SR zm=d e Fare Wi

aR ASIZITS NI IMIAS W

G S | ZFAEEAY |

CERITIE SIS GG 1k )

qEATG S TIHEFATS qE€F |

TEAMGILARGAT FF 1

FUTH S GoASIFHAAG 1

This is a specimen of literary Marathi of the age of

Nayacandra or, to be more definite, of the period of the wms.,
Sarhvat 1585 (A.D. 1477-78). Perhaps a line rhyming with the
ninth is missing. The passage is certainly in Marathi of an archaic
type but not very old. It shows the full development of the chara-
cteristic features which belong to the language in its New Indo-
Aryan stage and which cannot be traced to the Middle Indo-Aryan,
for instance, the formation of the past tense in -1 : pekhild, pariskhalild,
kela, jala, al@ and bhaild, with its agreement with the subject;
secondly, the formation of the Genetive in mayirdmee and devatdce,
both sing. and pl.; and lastly, the form jald, twice used without the

present-day aspirate which came into use some time in the beginning
of the 19th century,
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Markandeya and his Vilasavatl

Markandeya is the author of the Prakrta-sarvasva® which
ocoupies an important position among Prakrit grammars. Very
«little is known about his personal history. He composed his
grammar in the reign of Mukundadeva who ruled over Utkala
or Orissa. There was a king of Orissa of this name during the
second half of the 17th century a. p. to which period Markandeya
may be tentatively assigned. Prohibiting the use of Genetive
for purposive Dative, he remarks thus in his grammar (V.131):

FR qrRed | el RiRdEr Sgedt: w9t T W Commer e WAl eeeg
o¥e TERY 1’ Garwr v BT Sy oo 7 2fy W Remadad

The remark is quite plain, and we learn that Markandeya
composed a Sattaka, Vilasavati by name, Viévanitha (¢, 14th
century A. ».) mentions in his Sahityadarpana (VI. 277-79, prose
remark) one Vilasavati, a Natya-rasaka, which obviously must be an
earlier and different work. The name of Vilasavati as a heroine is
pretty old and figures in the stories composed by Haribhadra
(8th century a. ».), Sadharana (11th century a. D.)* ete. If
we can discover a wms. of the Vilisavati Sattaka, composed as
it is by an eminent Prakrit grammarian like Markandeya, it
would be of great value to assess the nature of Prakrit in a Sattaka.

Vis'ves'vara and his S'ragara-mafijari

Vigvesvara,® the son of Laksmidhara, belonged to Almodha
or Almora, and flourished during the first quarter of the 18th
century A. p. The editors of Kavyamila have recorded that his
eighth descendent, Devesvara (Cunilala) by name, lived some
time earlier than 1910 at Anfipasahara on the Ganges. It is
said that Viévesvara began his literary enterprises at the age
of ten and died prematurely at about forty. He is a voluminous
writer, and there stand against his name more than twenty
works of which Navamalika is a Natika and Srigara-mafjari is

1 Edited by 8.P. V. Bhattanatha Swami, Vizagapatam 1927 ; L. Nitti-
Dolei: Les Grammairiens Prakrits, Paris 1938, pp. 89 ete.

Jinaratnakosa by H. D. Velankar, Poona 1944, p. 358.

Kavyamala VIIIL, pp, 51-52; M, Krishnamachariar: History of Classical
Sanskrit Literature, p. 355.
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a Sattaka.'! I could gut two mss.? of the latter; and its contents
are analysed below. ‘

I. After the ndndi verses, in which are invoked Parvati and
Madana, the Sutradhara, who is out to please the audience, hears
the Nati describing the spring behind the curtain. As she compares
spring with Sattaka, he takes a hint and decides, in consultation
with her, to enact the same, depicting amorous sentiment, especially
in separation. He explains to her that the Sattaka to be staged is’
the Simgara-mamjari (Sk. Srhgira—maﬁjari) which gives rise to
great wonder, which has well-shaped characters, and the limbs
of which are set at various places (vihda-santhavia-saalamgd, p. 2).
Its author is Vigvesvara, the son and disciple of Laksmidhara
of great learning ; and it is being staged at the behest of the learned
assembly which has rightly judged its merits. Satradhara feels
highly pleased that his beloved well suggested what he had in mind.

In a park, then enters the king, Rajasekhara, praising sleep
which aequaints one with abnormal experiences (in dream). He is
yearning for an unknown person. Inquired by Vidasaka and
with intervening remarks from him, the king narrates to him
his latest dream. He saw therein a girl of exquisite beauty, and
felt very happy almost like Indra; the girl appeared to be in a
mood of disappointment; Vasantatilaka, maid-servant of the queen,
led her in saying that it was time for royal assembly; and she
went out with heavy steps, looking at him. The king, who is
suffering from pangs of separation, expresses his fear that the
queen might come to know about this. He is assured by Vidisaka
that be might soon meet that girl; but he is pessimistic, for
he knows neither her name nor place. He has now come to
the park where he had seen her. Vasantatilaki comes there; the
king suspects whether she overheard his talk; Viduasaka holds
a subtle and shrewd conversation with her:; and therein it is
disclosed -that she did overhear the passionate expressions of

1 The colophon of the ms. reads $ataka.

2 Both of them belong to the Government collection in the Bhandarkar
Oriental Research Institute, Poona 4; their Nos. are: 810 of 1886-92
and 435 of 1892-95. The latter is a good ms. containing the Prakrit
text which has interlinear Sanskrit chaya in red ink on some three
pages at the beginning and some six pages in the middle. It is dated

Saka 1639, i. o. A. b. 1716-17, and thus almost contemporary with
the author,
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the king. The king admires her sharp grasp, takes her into
confidence, and tells her his vision in the dream. She realizes that
he might have seen her friend érﬁgira—maﬁjaﬂ; she requests
_ him to paint her portrait; and from that she discloses that it
was that of her friend é.-maﬁjari. She writes on it a verse
from her friend who, she conveys to the king, is also in love and

pining for him helplessly. She takes king’s permission to convey all
this to her. Evening is announced.

II. With that painting-board in his hand, the king is
brooding over S.-mafijari’s beauty and poetic skill. Now and then
Vidasaka is adding his comments. Both of them discuss how queen
Rupalekha is jealously guarding the heroine, S.mafijari, whom,
consequently, they are not able to see. The king tells Vidusaka that
a woman 1s always unhappy at the presence of a co-wife. While the
king is conveying his plan to Vidisaka, he receives an invitation
from the queen, through Madhaviks, to attend the worship of
Madana in the park; he goes thither immediately, being led by
Vidasaka; he is reminded of the heroine seen in that park; both of
them wax eloquent on the scenes of spring, visible in the park.
They halt under a Madhavi bower awaiting the queen who arrives
with her retinue and begins describing spring. They all proceed to
the spot of worship, and the king takes seat with the queen.
Vasantatilaka taunts Vidasaka on the throbbing of his left eye: he
feels offended and talks of his learning, He has a quarrel with
her. He feels defeated and wants to quit the royal company caring
a fig for the prospect of daksindg, because his merits are not
recognised. At queen’s request, he stays there; and with great
reluctance, she had to call S.-mafijari to act as a judge, expert
in sentiments, to settle the dispute between the Jester and
maid-servant. Madhaviki brings S.-mafijari who is quite happy at
the opportunity of seeing the king. The queen does not want
King and S.mafijari to see each other for long; she requests
the king to begin with her Madana’s worship, so that the dispute
might be decided in the mean time. Vasantatilaka and Vidisaka
begin their dispute about sriigdra in the presence of the judge;
Vidusaka feels that the real purpose, namely, that the king might see
the heroine, is served; he gives no replies, and thus loses in dispute.
As the business of arbitration is over, the queen asks the heroine
to go back; and she, along with the love-lorn king, continues her
worship. The blessings of all-powerful Madana are invoked from
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behind the curtain. At queen’s suggestion, king retires to the
terrace.

III. After alittle discussion with the king on some aspects
of love, Vidiisaka informs him how the queen is strictly guarding the
heroine, and how even Vasantatilaki’s movements are restrained,
lest she might bring about a meeting between king and heroine.
Still Vidasaka managed to see Vasantatilaki. He learnt from her
that the heroine is terribly suffering from separation; and every
cooling measure is having an adverse effect on her. She is almost
ready to end her life in order to get rid of this anguish of passion
by hanging herself with a creeper-rope. To save her, she has been
assured of a meeting with the king under the Madhavi bower.
She is living on that hope; and the king, if he is sincere, should
kindly save her. Seeing that pradoss is announced, Vidasaka
requests the king to go to that spot and save her. Both of
them proceed thither, describing various scemes, It is getting
late at night, and they are wending their uneven way in thick
darkness. They reach the rendezvous. There enters Sragara-
mafijarl with a blue veil and accompanied by Vasantatilaki : they are
chatting about darkness in which the heroine’s face is a moon
indeed. The king is happy to hear their sound. With auspicious
omens they reach the appointed spot. The king catches the
opportunity, goes ahead, and leads the heroine to the bower;
and they are left to themselves. The bashful heroine is patronis-
ingly consoled by him ; and he solemnly assures his whole-hearted love
to her, and further confirms it by falling at her feet. As she
is ready to go, the king requests her to continue her love: Vasanta-
tilaka expects the same from him. The king assures that for
him, as for a bee, she is a lotus in preference to all other flowers.

IV. The king remembers his meeting with the heroine and
thinks about her beautiful limbs. He feels sorry at the cruel
behaviour of the queen who has, by this time, imprisoned Vidisaka
and Vasantatilaki and kept S.-mafjari in a guarded dark room,
under solitary confinement. Vidugaka enters lamenting over his lot
especially in the prison. He approaches the anxious king and tells
him how he has been luckily free. Inquired about the heroine,
he narrates the following details: ¢To-day the queen went to worship
Parvati; immediately after the jubilations, a divine voice discoursed
to the queen about the duties of a devoted wife; taking the hint,

P

she decided to bring together S.mafijari and the king; and she
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releagsed all’ The king felt happy and surprised at this sudden
development. The penitent queen comes slong with heroine and
attendants ; and the king welcomes them all. She presents Srngara—
mafijarl to him, and hestows on her the status of equality, that of
& co-queen. He accepts her according to Gandharva marriage;
he gives a gift of jewelled wristlet to Vidisaka. Vidasaka is going
home but returns with minister Carubhiti who greets the king
as a Cakravartin and discloses the following details : Sragara-mafijari
is the daughter of Jataketu, the king of Avanti; her husband would
become a Cakravartin; she was being carried away by Manimalin
who had become a demon according to some curse which came
to an end on the way, and she was dropped down in a hermitage ;
thence she was brought to the palace and kept with the queen.
The queen regretfully realized that S.-mafijari was the daughter of
her brother-inlaw (dvutta), and she apologised to her for the
treatment so far given. The heroine thanks her in return. The
king prays for an all-round welfare.

As Sattakas, shaped according to the definition of Natika
with certain reservations, both Karpara-mafijari and Srigara-mafijari
have much in common; and they inherit good many motifs, with or
without minor changes, from the earlier plays' of Bhasa, Kilidasa,
Harsa ete. In certain details Km. and Sm. have close resemblance :
their titles, the names of queens, the quarrel between Jester and
maid-servant, a philosophical discussion between king and Jester
about love, etc. But everywhere Viévesvara handles the situations
and contrivances more skilfully ; as constrasted with parallel situa-
tions in Km., the quarrel in this play is devoid of bald abuses;
and the author is not tempted to give a dry list of names of female
guards. Viévedvara does not slavishly follow Rajasekhara’s special
ideas and expressions, though in a few places we are reminded of
certain verses and idioms in Km. The king sees the heroine in
a dream; he paints her in a picture ; then her identity is ascertained :
all this reminds us of the plot of Viddha-galabhafijika of Rajagekhara
and the development of love-relation between Usa and Aniruddha,
and between Kandarpaketu and Vasavadatta. The idea of bringing
the heroine as an arbitrator is well conceived and managed with
dignity: thus she is proved to be a veritable Sragara-manjori, as
her name connotes. Visvesvara shows a good deal of poetic

1 Especially Svapnavasavadatta, Malavikagnimitra, Ratnavali, Priyada-
réika.
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talent, smooth and flavoury presentation of details, and lucidity
of expression. Some of his discussions are stiff. All his characters
speak Prakrit, and there are four Yavanikantaras. One of his
remarks indicates that samdhyangas may be admitted in a Sattaka;
and it is already noted above that Vasudeva detects some of them

in the Karpira-mafijarl, though some theorists explicitly prohibit
them.

Ghanas'yama and his Ananda-sundari

The poet Ghanusyama', who calls himself mahardstra-ciddmans
and who possessed epithets like Kanthirava, was the son of Mahadeva,
and Kagl, and a grandson of Caundaji Balaji. Iéa was his elder
brother; Sakambari, his sister; Sundari and Kamala, his wives;
and Candrasekhara and Govardhana, his two sons. He was born in
1700 A. p., and lived as far as 1750. At the age of 29 he became
the minister of Tukkoji I (1729-1785) of Tanjore. He was a volu-
minous writer, starting his literary career at the age of 18. As he
himself reports, he composed 64 works in Sanskrit, 20 in Prakrit and
25 in vernacular; a detailed list of his compositions is already
prepared by Prof. Chaudhuri in his paper; and he covers various
branches of literature : plays, poems, anthologies, Campis, comment-
* aries and treatises on technical subjects like grammar, rhetoric,

philosophy, ete. Ghanadyima was offensively self-conceited, and he
paraded his learning in various quarters. He looked down upon
earlier authors, even of established eminence; and he held poor
opinion about their literary achievements, He styles himself
sarva-bhdsa-kavi, with a mastery over seven or eight languages and
seripts. He feels himself quite competent, almost equal, if not
superior, to Rijagekhara, in composing a Sattaka which is entirely
in Prakrit. His attitude towards Prakrit is well expressed in
the conversation between Vidisaka and Sutradhara. In his opinion,
an eminent poet need not be ashamed of composing works in Prakrit.
A heretic shuns a sacrifice; a voluptuory, virtues; a block-head,
learning: one vainly condemns whatever is impossible for oneself.
Those who are skilled in only one language are part-poets, while he
who can compose in many languages is a full-blown poet of renown.
According to Prof. Chaudhuri’s list, Ghanasyama appears to

1 For the life and works of this poet, see Prof. J. B, Chaudhuri’s paper

‘Sauskrit Poet Ghanagyima’, Indian H. Quarterly, vol. XIX, 3,
pp. 237-51.



INTRODUCTION 49

have composed three Sattakas: 1) Vaikuntha-carita, 2) Ananda-
sundarl, and 3) an anonymous one Two Mss. of A.-sundari
have been accessible to me ; and its contents are summarised below.

I After benedictory verses invoking Visnu-Laksmi ete.,
Sthapaka or Stutradhira and Vidasaka discuss a letter from an
Association ( samajika-lekhah) for staging an interesting play;
‘and it is decided to enact a Sattaka, the Ananda-sundari, composed,
at the age of 22, by Ghanasyama (described ) who is as competent as
Rajasekhara, who has won a title Kanthirava, and who can compose
works in various languages. Sitradhira, who is wishing for a
son, suggests the plot by a simile: Sikhandacandra marries the

daughter of Candavega; he has a son from her; and he becomes
& universal monarch.

The king reflects on his fortune and discloses certain details:

The minister Dindiraka has been sent out to subdue Vibhandaka of
Sindhudurga who refused to pay the tribute; and he is expected to
come back victorious. The king hopes that his anxiety for a
son would soon disappear: the king of Afgas has sent his daughter
Anandasundari to win his affection; fearing that the queen might
know this, A.-sundari has been dressed as a man, with a name
Pingalaka, and given in charge of the chamberlain Mandaraka ; and
as foretold by an astrologer, she might have a son. Bards greet the
king with morning prayers by describing the advancing day.
Vidasaka has offended unwittingly another Brahmana Mandaraka ;
and the king settles the quarrel by a present to the latter. The
king wishes to see a nataka staging how Anandasundari was brought
~ete. composed by Parijata-kavi. Pingalaka and Mandiraka are also
invited, and a garbha-ndfaka is introduced. It depicts how

1 It has to be seen whether this anonymous play can be the Navagraha-
carita which, though put by Keith under Nataka (The Sanskrit Drama,
p. 345), is deseribed by M. Krishnamachariar (History of Classical
Sanskrit Literature, p. 248) as Sattaka in Prakrit. It is necessary that
Mss. of Vaikunthacarita and Navagrahacarita should be inspected and seen
whether they are Sattakas.

2 One complete Ms. containing Prakrit text and Bhattanatha’s Sanskrit
commentary belongs to the Government collection at the Bhandarkar
Oriental R. Institute, Poona, No. 432 of 1899-1915; and another a
transeript of a ms. No. 683/4681 from The Tanjore Sarasvati Mahal
Library, Tanjore. The latter is waniing in some portion at the
beginning.

7 4%,
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A sundarl was dressed as a man and brought to the harem. As
the characters of the spectators are there in the garbhandtaka,
a good deal of fun iy created by Vidagaka who often misunderstands
the situation. The king broods over A.-sundari’s beauty while

the play is going on. The time for midday meals is announced,
and all get up for bath,

II. The king tells Vidiusaka that Hemavati divulged their
secret to the queen with the result that Mandaraka has been
chained and Anandasundari is confined in the ornament box by her.
He reflects over the miserable lot which has befallen that beautiful
girl on account of queen’s jealousy. Vidusaka blesses him with
good luck., Then to divert king’s mind, there enters the poet
Parijata, alias Kanthirava, vaunting his poetic abilities, In a
high-flown style, full of long compounds, subtle allusions and my-
thological references, he praises the metropolis Srikhalivati and
its specialities, the palace Damaruka, and the king Sikhandacandra of
great glory and his virtues. The king is highly pleased and is
ready to give any present, even his kingdom, to the poet who
declines the offer by saying that he already possesses the kawitd-
mahd-samrdjye.  To divert himself the king proposes to Vidagaka
that they should describe the various limbs of the heroine
A.-sundari; and they do so by singing the lines of a verse alternati-
vely. The king is suffering acute pangs of separation which
are heightened by midday announcements of bards: he realizes
that the real remedy is to win queen’s favour.

III. The king feels happy now, because he has been able
to win queen’s favour. With sly interpellations Vidisaka wants
to know how this could be achieved. The king narrates the details
how he met her in the bed-room, how she was angry with him,
how he lay prostrate at her feet like a servant, and how thus finally
her heart was won over and she promised to celebrate his marriage
with the heroine Anandasundari. The queen enters with the
heroine and attendants, the former in wedding dress: the king must
have an issue, so the marriage is approved by all. The queen
bestows the heroine on the king, and the wedding ceremony is
celebrated. The couple is blessed and greeted by all; and Vidasaka
exchanges a few bitter jokes with maid-servants. The king, heroine,
Vidusaka, etc. come to the Srigara-vana whete the heroine is made
acquainted with various trees ete. The evening and rising moon are
announced by bards; the king and heroine retire to the bed-chamber.
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1V, Vidisaka finds the king anxious about heroine’s worries
whether king’s love for her would remain firm, whether she would
have a meritorious son, and whether she would deliver happily.
The king has assured her duly. Vidisaka cuts a few jokes with him,
and getting the necessary details he assures him that the period of
pregnancy is full and that she would certainly deliver a son.
The victorious minister Dindiraka arrives. A. garbha-ndtakd com-
posed by Parijatakavi is staged. It is shown how Dindiraka leads
a fleet, how the demon Vibhiandaka is overpowered and made
to run away by a sudden terrific uproar, and thus the victory
was won. The king is highly pleased with this triumph, and is
almost ready to give his kingdom to the brave minister. Just
at that moment the report of the birth of the prince is conveyed
to the king. By eating a miraculous herb sent by her father
Candavega, Anandasundari is quite hale and hearty. The queen
enters accompanied by heroine with the child and attendants, and
congratulates the king on the birth of a prince. The queen names
the prince Ananda-candra and puts him on king’s lap. Bards greet
the king ; and the play ends with a significant Bharata-vakya.

Ghana¢yama almost vies with Rajasekhara in composing a
Sattaka; it must be said to his credit that he has a sufficiently
independent plot; and excepting a few echoes of expression, he
borrows very little from the Karpiramafijari, The introduction
of two garbha-ndtakas is a peculiarity of the A .—sundari, especially
because they represent episodes which are a part and parcel of the
theme of the play itself. It appears from a casual remark of
Vidasaka that Ghanasyama believed that a Sattaka without a
garbha-ndtaka is positively faulty (apahdsa-bhdjana). Ghanasyima
is more a Sanskrit poet; and some of his forms and expressions are so
artificial in Prakrit that at times his verses become intelligible
only after they are rendered into Sanskrit. That only shows
that later authors lacked close touch with the genuine style of
early Prakrit works and still finished their compositions mainly by
studying Prakrit grammars. In this respect Visvesvara’s expressions
are more natural in Prakrit than those of Ghanasyama. Rajagekhara
and other authors do use certain Deéi words. In a way the same
tendency is carried to its logical extreme when Ghanasyama freely
and studiously uses a mumber of Marathi nouns and roots: some of his
usages are current even in present-day Marathi. To a great extent
the interest of the reader or spectator of this play is sustained by the
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light humour with which many of the conversations and remarks,
especially of Vidusaka, are replete. The author creates humour by
words of double meaning, stray pricky remarks, caricature of holy
things, exaggeration, innocent tricks and slips, sly jokes, somewhat
vulgar references, outspoken frankmess and by light remarks on
serious occasions. Ghanadyama is well-known for his pride and
show of learning; and it is not surprising that the poet Parijata,
alias Kanthirava, is only his own replica. The entire play in
four Javanikantaras is in Prakrit: Satradhara, however, once

quotes a Sanskrit verse which brought to Ghanadyima the title
Kanthirava, and a second time repeats the request of the Association

in Sanskrit. The king also speaks in Prakrit; only once in the
fourth Yavanikantara, he sings a verse in Sanskrit ( Sariskritam
asritya ). This sporadic use, I think, has nothing to do with the
view of some theorists that the king is to speak in Sanskrit.

§') CANDRALEKHA : A SATTAKA

It is but inevitable that a late author like Rudradasa
has in view the earlier definitions’ of Natika and Sattaka, and
that his Candralekha is influenced by the existing models of the
same. The characters of Manaveda, Devi and Candralekhs are of the
time-honoured mould and quite suited for a Sattaka. The .principal
sentiment in the Candralekhd is erotic or srigdra presented in
its various aspects and through suitable styles or oriti, The
marvellous sentiment, as stated in the Sahityadarpana, is
supplied in this play by introducing the jewel Cintamani. Other
sentiments like raudra, vire, bhayinaka and bibhatss are absent.
We have a Sthipana at the beginning with Sutradhara and Paripa-
révaka. There are no Pravesaka and Viskambhaka, and instead of
Anka we have Yavanikantara. All the characters have their
speeches and verses in Prakrit. It is only the names of characters
and stage-directions that are in Sanskrit. It is natural that they
should be in the same language in which the characters speak: this
rule was observed by Asdvaghosa;® but after him the practice
appears to have fallen into disuse and replaced by the convention of
using Sanskrit for them. None of the Sattakas has reverted to the
practice seen in Advaghosa’s plays. The adjective bamdhuramgo
perhaps indicates that Rudradasa has no objection for introducing
Samdhyangas which are prohibited by Saradatanaya. Thus the

1 8ee pp. 21-3 above.
2 Keith: The Sanskrit Drama, p. 86.




INTRODUCTION 53

Candralekhs fulfils the essentials of a Sattaka; and most of the
motifs on which its plot is built are found in the Karptra-mafijari as
well as in some Natikas.

v) KARPURAMANIARI AND CANDRALEKHA

Reading side by side the two Sattakas, Karptra-mafijari and
Candralekha, one is struck by the remarkable similarity between
them. Some of the scenes and their sequence in Cl. closely resemble,
if not imitate, the parallel scenes in corresponding places in Km; and
a few instances may be added here. I. The Prastivana of Km. and
Sthapana of CL ; the king, queen and Vidasaka offer descriptions with
the seasonal back-ground of spring; the heralds greet the king ;
Jester quarrels with a maid-servant; a beautiful heroine is described ;
Bards announce evening; and the characters retire from the stage.
II. The attendant tries to divert king’s mind; the king broods over
heroine’s beauty; in Km. the king sees the heroine on the swing
and in CL at the singing entertainment; both king and Vidusaka
sing alternative lines of a verse and describe the maiden with
fancifal imagery.' III. The king and heroine meetin a park; the
rising moon is described ; and the meeting is dispersed by the queen’s
arrival. IV, The heroine is put into a prison by the queen
and guarded by a battalion of maid-servants.

Then there are many ideas and expressions common to both ;
and the prologue at the opening is a good illustration: therein
Isvara and Parvati, quarrelling in love, are referred to; Sattaka is
defined ; the author introduces himself, informs the audience at whose
instance the play is staged, and gives the gist of the plot; and in all
this even some sentences are identically worded. A few common
ideas may be noted here. The Caitra breezes touch the Cola girls,
and they are enjoyed by cobras on their way ( Km. I. 15, 20 & Cl. 1.
23-4); Vidisaka claims hereditary learning (Km. I.18.1 & CL I.
26. 2); the entrance of a heroine with moon-face (Km. I. 25. 6 ete. &
CL I. 30, 81); musk cannot be sold in a village (Km. I. 18. 18 & CL
I1. 9. 26); Jester has a truce with the maid-servant (Km. II. 6.
14-15 & CL II. 10. 15); the king requests the heroine not to stand
up lest there might be physical pain to her (Km, III. 21 & Cl. III.
12.11-12); the king with horripilations resembles a Kadamba plant

1 Konow puts both the lines of a verse in the mouth of Vidisaka, He
has recorded some mss. which put one line in the mouth of the king and

the other in that of Vidigaka. Rudradasa appears to have had before
him suoh mss, of Km,
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(Km. ITI. 24 & CL III. 18); the appearance of earth at moon-rise
(Km. ITI. 25 & CL III. 15); the achievement of the king in this play
(Km. IV. 23 & Cl. IV. 29); ete. There are also a few common or
nearly common expressions, besides those in the Prologue, between
the two works: see for instance, Km. I. 19. 7 & ClL. 1. 26. 13; Km,
I.386.1&CL I 47.7; Km.I1. 1.8 (note the variants) & Cl. 11. 1. 4;
Km. III. 24.2 & CL ITIL 14.2; Km, IIL. 26. 1-2 & CL IIL. 16.2-5:
Km. IV. 9.2 & CL IV, 26, 1; ete. Some verses have a similar ring,
at times with certain common words; and some of them have the
same metre in corresponding contexts: for instance, Km. II. 10-11
& CL 11, 14-15; Km. IT. 82 & CL. II. 23; Km, III. 29 & CL III. 21;
etc. and Km, 1. 1-2 & ClL. 1. 1-2; Km. 1. 17 & CL 24; etc. Even
some of the stage-directions are mnearly the same at similar
contexts: see for instance, Km. I. 25, 10-12 (see the variants) & Cl.
L.27. 16-17; Km. III. 20. 24-25 & Cl. III. 12. 9-10; ete. In giving
the list of maid-servants (Km. IV. 9, 8 ete. & CL IV. 26.7 ete.)
Rudradasa, somehow setting aside his sense of moderation,
mechanically follows the model of Rajasekhara. The opening
words bhaddam how or dew, with some symbolic auspiciousness, are
common to both; and it is not unlikely that the title Candralekha,
which in the case of Natikia and Sattaka should be the same as
the name of the heroine, has suggested itself to Rudradasa from
the title of the Mrgankalekha Katha of Aparajita to which Rajage-
khara has made reference in his prologue. Some of the motifs and
situations are common; in a way they are found, with or without
minor changes, in most of the Natikis and Sattakas. The king
becomes a Cakravartin after marrying a princess who is brought
to his palace through some miraculous means; he falls in love with
her, and she also loves him; the fever of love increases on both
the sides; she sends a love letter to him; he sees her and also
meets her; the suspicious queen watches her movements and finally
imprisons her; at last the queen becomes favourable ; and the wedding
ceremony 1is celebrated.

There are certain aspects of Km. which have not got their
counterparts in CL: the round-about abuses exchanged by the Jester
and Cetl; King’s dream and Vidisaka’s counter-dream; and the
discussion about the philosophy of love between the king and Jester,
Whatever is ostentatious, excessive and extreme in Km. is often
toned down and presented in a sober form in Cl. The vaunting
Bhairavananda with his licentious creed is replaced by the jewel
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Cintdmani presided over by a patronising and benevolent deity;
the swing and Asoka scenes have their purpose served by a singing
entertainment. Rajagekhara, as a young court-poet and having his
play staged at the instance of his cultured wife Avantisundari,
shows a youthful buoyancy in depicting the amorous sentiment;

his descriptions of womanly beaut% are frank, and pining plaints of
separated lovers are outspoken. Rudradasa, however, shows a great

deal of self-restraint without sacrificing the flow of sentiment: he
fully describes his heroine, but she is not halfnaked, brought
before the king in her bathing dress; he gives fewer opportunities
for the king to see and describe the heroine. In fine his amor-
ous sentiment is characterised by a subdued spirit and presented
with moderation.

Rudradisa has his innovations and improvements, The
episode of the Sarika bird, which is placed in the throat of a statue
put in the drawing-room of the king and which overhears king’s talk
to divulge it to the jealous queen, is not found in Km.; but it is well
used in Cl. to heighten queen’s anger. A. similar motif is employed
by Rajadekhara in his Balaramiyana (V. 6). The scene of various
feudatories paying respects to the king, introduced in Cl., has nothing
dramatic about it; but possibly it is intended to tickle the vanity of
Manaveda who is not an imaginary hero but a ruler contemporary
with the author. In Km., the heroine gives all her personal details

to the queen, and their relation is clear almost from the beginning:
this has forced Rajasekhara, through the mouth of Bhairavananda,

to give non-factual or imaginary names of the parents of Ghanasara-
mafijarl which is only another name of Karpiramafijari whose parents
are already once mentioned, and also to introduce that hide-and-seek
scene so hard to manage on a simple stage. Rudradisa has success-
fully improved on this. The heroine, when she comes first, is
recognised only as noble-born; and her real identity and relation
with the queen are disclosed almost at the end. In a way all this
can be managed better on the stage.

Rudradasa makes no reference whatsoever either to Rija-
$ekhara or to his Karpara-mafijari as for instance Nayacandra has
done. The above observations make it abundantly clear that Cl. is
primarily based on Km. and inherits many of its details. But
the Candralekhd, it has to be admitted, distinguishes itself mainly
on account of its author’s individuality which is that of a rigorously

trained poet who is endowed with a sober mind, pious temperament
amateur skill, uncreative but orderly genius and subdued zeal.



56 CAMDALEHA

vi) CANDRALERHEZ, As A LiTERARY Prrcs

When the spring season is bathing the earth with beauty, the
miraculous jewel Cintamani brings to the palace of king Manaveda a
lovely girl, of noble descent and winning appearance. The king falls
in love with her, and she also feels attraction for him. The queen is
suspicious and guards her movements. The king suffers pangs of
separation, and his mind is being diverted by Vidisaka and attend-
ants. Once he gets an opportunity to see and hear the heroine
singing in the Ruby park. Along with the passion of lovers,
the jealousy of the queen increases. The lovers meet each other in
the Plantain arbour. The queen now keeps the heroine in chains.
The lovely heroine, it is disclosed, is Candralekha, the cousin sister
of the queen ; and she was already betrothed to Manaveda whom she
would make a wuniversal monarch. The queen consents to the
marriage, and Manaveda is wedded to Candralekha. This is the
outline of all that we get in the Candralekha by way of plot. The
story 1is neither engrossing, nor are the threads of the plot com-
plicated. This is all quite in keeping with the spirit of most
of our dramas; and the subject-matter is just of the pattern dictated
by theory for a Natika, and consequently for a Sattaka. In working
out the development of the intrigue and some of the details of
the plot (for instance, the Sarika episode, Vidasaka talking in
dream, keeping the heroine unrecognised almost upto the end, ete.)
Rudradasa shows some cleverness. The characters are of time-
honoured mould; their words, movements and acts have nothing
extraordinary about them that they might get individualised and
capture the attention of readers or spectators: in short there
i8 no attempt at characterisation. Due to want of action, the
Candralekha is more a dramatic poem with a set of florid and
poetic extracts than a play; it deserves to be read, nay studied,

rather than witnessed; and its author stands before our eyes more
prominently as a poet.

Rudradasa has created many an opportunity for descriptions
in which he could exhibit his poetic ability: the king Manaveda,
his metropolis, the spring scenes in the park ete., physical charms of
a maiden, the condition of separated lovers, the singing entertain-
ment, the evening, moon-rise, the feudatory kings ete. He takes
peculiar pleasure in presenting long metres and prose passages
loaded with lengthy compounds. These long speeches rumbling
with compound expressions would certainly torture an audience.
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What could have been gracefully acted in sharp conversation is
described there at length. Racy conversation with pithy sentences
pushing on the plot in a brisk manner is a thing perhaps unknown
to our author. Even the Jester’s quarrel with the maid servant has
nothing particularly light and humorous about it. The pining
plaints and the passionate outbursts of the king in the presence of
Jester ete. afford nice occasions for the poet to introduce lyrical
stanzas describing beauties of nature, graces of women and caprices
of cupid. Rudradasa’s depiction of love or amorous sentiment lacks
buoyaney and is presented under much restraint.

Apart from the artificiality of his Prakrit dialect, Rudradasa’s
style is forceful but heavy. His descriptions present a flurry of
high sounding words; and there is little of originality and subtle
touch in the imagery projected by him. Some of his ideas in
the description of moon-light and heroine’s graces have an air of
novelty, but it is often obscured by heavy and elaborate expression.
His rushing composition often reminds us of the style of Bhavabhiti
and Rajasekhara; the latter, of course, is his immediate model.
Though he does not possess much case of Prakrit expression, he can
nearly rank with Rajasekhara in his love for long metres and his
mastery over Prakrit versification. Some of his gatha varieties are
quite happy in their sound and sense; and here and there, though
to a less extent when compared with Rajasekhara, he shows some
inclination for sound effect and alliteration.

This play, as the author tells us, was composed for the
pondita-mandala, the Learned Circle, in the court of Manaveda.
Rudradasa thus sought the approval of men of learning who were
intent on discerning poetic merits and beauties in his play. He has
strained every nerve to give elaborate descriptions, highly decked
prose passages and high sounding verses; it is a fine exercise in
cultivated style through literary Prakrit; but the result has
fallen short of what a drama should really be.

vii) PRARRIT IN THE CANDRALEKHA

In estimating the cultivation of and the composition in a
literary language, three factors are to be mainly considered: the
grammatical mould, the literary nourishment and incidental influences.
To be more explicit, in judging the composition of an author in
a classical language we must try to ascertain what grammatical

system he had studied, what tract of literature in that language
8 4.3
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he was acquainted with, and what incidental influences on his
language have been there from contemporary regional languages, from
the author’s mother-tongue and from his specialised knowledge ete.
A post-medieval Jaina author from Gujarat and round about writing
in Prakrit shows sufficient mastery over Hemacandra’s Prakrit
grammar. His language shows that he is acquainted with Ardha-
magadhl canon, post-canonical treatises and Prakrit (or, as we
call it to-day, Jaina Maharastri) works of authors like Haribhadra.
The Sanskrit language in which he is normally adept, the popular
Apabhrmga poetry with its various peculiarities, the vernacular
idioms and words, and the Jaina technical terms—all these, in some
degree or the other, leave their stamp on his language and style.
Many post-medieval Prakrit authors from the North not only show,
like earlier authors, traces of popular Apabhraméa in their
language but also add, without any hesitation, their songs and
specific descriptions in Apabhraméa almost in continuation of their
Prakrit composition. For us, from a distance, this is rather strange ;
but for them, and really speaking, composition in Prikrit and

Apabhramsa, side by side, was but natural and inevitable in the
North in post-medieval times.

The South Indian authors like Lilasuka, Srikantha, Rudra-
dasa and Rama Panivada, who come from the extreme South, have
contributed their mite to Prakrit literature under great handicaps
which we may try to appreciate. They belong to the decadent
period of Prakrit literature; Prakrit had no attraction for them
as the language of their religious scriptures; they lived in a part of
the country where the current languages were of Dravidian stock
and unconnected with any stage of Prakrit; and their acquaintance

with the Indo-Aryan languages was mainly through the study of
classical Sanskrit grammar.

In the light of the above remarks, a study of Candralekha
shows certain facts. Rudradasa is following the Prakrit grammar of
Vararuci, the first nine chapters, as available in southern uss.
About the Prakrit literature which he had studied there is very
little direct evidence in his style and language. He does not appear
to have studied any Prikrit and Apabhramsa works of Jaina authors
from the North: their influence is not seen at all. The Karpura-
mafijari of Rajasekhara, as preserved in South Indian wmss., was
there before him; and he has closely followed it, even reproduced
some sentences from it. It is quite likely that he studied Prakrit
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portions of plays, gathas from Hala’s Kosa and poems like Ravana-
vaho. His strength as a Prakrit poet is mainly based on his
thorough grounding in Sanskrit language and literature, his ability
to corrupt Sanskrit words into Prakrit, directly or analogically,
by applying the rules of Vararuci’s grammar, and lastly, on his
facility of handhng various metrical forms including the varietes of
gatha. It is but natural that the Prakrit of Candralekhi sounds

artificial, much different from the lively expression in genuine
Prakrit literature.

Minor dialectal differences apart, the classical Prakrit stage,
as distinguished from Sanskrit, characterises itself by certain phone-
tic peculiarities: the loss of vowel sounds r, 7 a7 and au; the
reduction of three sibilants to one; the final syllable to be necessa-
rily a vowel, at times with anusvdre or nasalisation; simplification of
conjunct groups through processes like assimilation; and the law of
quantity which ¢brings about shortening of long vowels before double
consonants, reduction of several consonants to two and sometimes
loss of one of the two consonants after an original long vowel or

after a vowel which was originally short and has only been leng-
thened at the same time’.?

Speaking about its phonetic aspect, with Sanskrit at one end
and the rise of Modern Indian languages at the other, the intervening
stage of Prakrit in its wide sense or Middle Indo-Aryan can
be split into various consecutive sub-stages:* Old or Early Middle
Indo-Aryan ( Early Prakrit Stage), Transitional Middle Indo-Aryan,
Second Middle Indo-Aryan (Prakrit Proper), and Third or
Late Middle Indo-Aryan (Apabhramsa). The first stage keeps the
intervocal single stops intact; during the transitional period
they get voiced or spirantised; and in the Prakrit Proper they
drop off from the speech. Apabhramséa presupposes almost entirely
the Prakritic vocabulary; and then it is an attempt at the gram-
matical approximation to the language of the people. These
sub-stages can be roughly illustrated by various Prakrit dialects:
Inscriptional Prakrit, Pali, Paigaci; Saurasent, Ma.gadhl Maharastri;
and Apabhramsa. This markmg of sub-stages is true so far as
theoretical evolution in concerned; but once these stages are given a

1 H. Jacobi: Ansgewithlte Erzéilungen in Maharastel, Intro., p. XII,
Leipzig 1886.

2 8. K, Chatterji: Indo-Aryan and Hindi, p. 84, Ahmedabad 1942,
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literary status and used in literature, they may be cultivated as
literary languages side by side and even with cross influences
and regional colouring. The chronological sequence can no more be
maintained. According to Dr. Chatterji: «This spirant pronuncia-
tion appears to have been in force for the entire Aryan speech-area
during a century or two both before and after Christ—roughly, from
200 B. c. to 200 A.p. Orthography in inscriptions, and hesitancy
about intervocal stops are an indication of this spirant pronunciation:
also some evidence is obtained from the employment of the Indian
alphabet for an extra-Indian language like Old Khotanese, which
possessed these spirants. The Indians did not care to invent new
signs for these new sounds.”

Turning to the evidence supplied by literature, that phase of
Prakrit or Middle Indo-Aryan, which shows the general tendency of
dropping intervocalic stops, appears to have come into a literary
prominence and was used in an artistic style sometime in the first two
centuries of the Christian era. It had its blooming expression
through its favourite gatha metre; and the collection of seven
centuries of gathas attributed to Hala does presuppose a large body
of lyrical songs. In general these gathas are elastic in sound,
natural in expression and fresh in outlook. A. continued literary
cultivation was bound to give such a language an artificial appearance.
Perhaps it was Maharastra, with its area round about Pratisthana
and under the Andhrabhrtyas, that was the original cradle of this
dialect; but soon it gained ground and popularity, as a literary
language, elsewhere too. The phonology of Ardhamagadhi of the
Jaina canon, which was rearranged at the Valabhi council in
453 A. D, came under its influence. The literary Prakrit cultivated
by Jaina authors does possess elements of earlier stage as seen
in the Vasudevahindi; but even that (which we call Jaina
Maiharastri), in the works of Haribhadra ete., began to approach
very near the dialect of lyrical gathas. Even learned Sanskrit
writers felt attraction for it. A highly trained poet like Pravarasena,
who possessed a remarkable mastery over Sanskrit vocabulary
and metres, chose this Prakrit dialect for a learned kavya, and
we have his Setubandha today. Dandin (earlier than 700 A. D.)
compliments it as being written in the best Prakrit current in
Maharastra. This Prakrit has been called by the name Maharagtri.
The artistic poems like the Gaudavaho, Lilavati ete. in gatha metre,
are also written in the same, Its popularity can be guaged by
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some . more facts.: Prakrit grammarians give it an elaborate
treatment, and accepting it as a standard, note the deviations from it
in the case of other dialects; rhetoricians quote plenty of verses
in this dialect; and many more Kavyas, than those available today,
were written in it. Delineating its back-ground, Jacobi® has
suggested its influence even on Sanskrit poetry: “It was probably
through its contact with a popular poetical art, the one in
Maharastri, that the Sanskrit poetry of the ‘Renaissance’ also
gained those qualities of freshness and naturalness which are
praised in the case of Vaidarbhi.” The Prakrit metre Gatha
appears as Arya in Sanskrit; and Somadeva in his Yagastilaka

and Jayadeva in his Gitagovinda imitated some popular Apabhramsa
metres.

According to early dramatic theory, to a very great extent
confirmed by the Prakrit speeches in plays, Sauraseni was put
in the mouth of ladies ete. Sauraseni is mentioned by Bharata (ec.
8rd century A. p.) who does not mention the name of Maharastri.
‘The_ dramatic tradition of Bharata gives a place of recognition
to Sauraseni. Phonetically it belongs to the transitional stage
‘in the evolution of Middle Indo-Aryan; but with the gradual
popularity of Maharastrl, it was sure to be affected by it as a
literary language. Jacobi has already detected a Pre-classical
Prakrit,® which was used in place of Maharistri in early days,
in the Dhruvas of the Natyasastra In some respects it is
akin to Saurasent,’ a name already given to it by Bharata himself. It
possesses many a trait of transitional character. The dialect
of the sttras of Dhavala etc., the Prikrit prose commentaries
therein, and of the Pro—canomeal texts of Digambaras* is more
akin to Saurasent than to classical Maharagtri. Any way Saurasem
possibly a literary language based on the popular speech of Surasena
country, has to be accepted as an eminent Prakrit of the plays.

The Indian dramas, almost from the beginning, contain both

1 Ausgewihlte Erzilungen in Maharagtri, 1ntro. p. X VII.

See Jacobi's discussion in his Essay on the Younger Literary Prakrit,
Bhavisattakaha ( Miinchen 1918), Intro. pp. 81-89.

3 M. Ghosh: Prakrta Verses of the Bharata-Natya-sastra, section 4, Indian
H. Q, vol. VIII, 1932; The Date of the Bharata-Natyadastra, p. 29,
Journal of the Department of Letters, vol XXV, Calcutta 1934.

4 A.N. Upadhye: Pravacanasira ( Bombay 1935) Intro. p. 124 £.
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Sanskrit and Prikrit,' and are written in prose and verse. The
dialect of the Prakrit prose can be Sauraseni, or Migadhi or
something approximating to it according to conventions which
had at their basis actual facts in the society in earlier times.
In early days the songs too must have been in Sauraseni like the
Dhruvas of the Natyasastra. But with the rise of lyrical gathas in
Maharastri, the preeminent Prikrit of poesy, the plays were sure to
admit some of them for the entertainment of the audience. Though
they are absent in the plays of Bhasa, their traces appear in
the Mrecchakatikam and Sakuntalam. The Prakrit language of
the plays in general and of the verses in particular was bound
to be influenced by Maharastri tendencies. Itis in this back-ground
that we have to understand the remark of Visvanatha in his Sahitya-
darpana (VI. 159): ‘that women not of lowly origin should speak
Sauraseni in drama, but in their songs they should use Mahirastr?.
The verses used in plays could not escape the influence of that
elastic dialect so happily perpetuated in the gathas of Hala ete.

Sauraseni and Maharastri might have had their basis in popular
speeches in two different regions; but it is almost beyond detection
now. Once they became literary languages and were imitated
in literature, all the while evolving side by side, mutual contamins-
tion, especially in the plays, was inevitable. When grammariang
use these terms, we must try to grasp their limitations. The
grammatical tradition they themselves followed and the literature
which they had in view give a specific significance to all that they add
about them. Though it is true, to a certain degree, that they have a
basic common tradition about Prakrit grammar, almost all our
Prakrit grammars are partial attempts: their sphere of influence is
often limited and the literature which they have taken into account
is meagre, Naturally we face a complicated situation today in
distinguishing Sauraseni and Maharistri as described by different
Prakrit grammarians, In the plays some influence is weilded
by Sanskrit also on the Prikrit passages, because the passages
in both of them are preserved side by side. Pischel, it is true, has
attempted a comprehensive Prakrit grammar® which is admirable;
but by rigorously applying his standards to earlier texts we are
faced with grave difficulties. A good illustration to the point

1 See the discussion above pp, 24-27,
2 Grammatik der Prakrit Sprachen, Strassburg 1900,
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is seen in Pischel’s 2nd edition of Sakuntala brought out by Cappaller.*
Without important new ws. material, dialectal changes in Prakrit
bassages were effected in view of grammatical demands. With a zeal
for thoroughness and uniformity Konow had to correct many forms,
even against the readings of all mss., in order to make the prose
thoroughly Sauraseni and verses thoroughly Maharastri in the
Karptra-mafijari. If the best mss. do not sanction a form, the
editor, I think, has no right to restore it, simply because he holds a
certain grammatical discipline as his standard. In his edition of
Karptra-mafijari Konow has put all the verses in Maharastri and
prose in Sauraseni, following the definitions of these dialects mainly
as given by Pischel. But in this edition of Candralekha, as explained
above (p. 5 f.), I have been faithful to the ms. I believe, neither the
standard of Hemacandra nor that of Pischel can be rigorously
applied to the Candralekha. It is true, in a general way, that
the verses here show some tendency to use the verbal terminations
-, -u rather than -di, -du; but not that they do not atall use the
latter in verses and the former in prose. Rudradasa writes both his
verses and prose in the same language; the terms Sauraseni
and Maharastri as defined by Hemacandra, Markandeya or Pischel
need not be applied to it; it should be called Prikrta as the author
calls it; it is nearly the same as the one described in the grammar of
Vararuci, current in the south; and it is much influenced by the
expressions of the Karpira-maiijari.

viii) METRES IN THE CANDRALEKHA

The Candralekha contains (41+34+244+30=) 129 verses,
in different metres, distributed over four Yavanikintaras. They are
arranged below according to Devanagarl alphabets, with necessary
references to Yava. and verse-number.

Arya (2): I1. 82, I11. 22.

Udgiti (1): I1. 26,

Upagiti (1): I. 11.

Giti (27): L 7, 8,9, 10, 12, 25, 26, 81, 32, 33 and 37, IL 6, 11, 12,
17, 18, 22, 24, 25, 27, 28, 29, 80, 81 and 33, 111, 1 and 7.

Dodhaka (1): I1I. 21.

Puspitagra (3): L. 2, I1L. 2 and 13.

1 XKalidasa's Sakuntala., Harvard Oriental Series, 16, Harvard University
Press 1922, Preface p. 15 f., and also P. 250 ete.
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Prthvi (10): 1. 17, 21 and 30, I1. 23, III, 17 and 18, IV. 7, 25, 26
and 80,

Mandakrants (2): IL. 8 and 13.

Milini (4): II. 5 and 9, I1I. 4 and 5.
Rathoddhata (2): I. 18, III, 23.

Vasantatilaka (16): 1. 5, 18, 16, 35, 36 and 40, IT, 16, III, 3 and 6,
IV. 10, 12, 14, 16, 18, 20 and 22.

Sardulavikridita (26): 1. 1,3, 6, 14, 20, 22, 23, 24, 28, 34 and 38, II.
1, 7, 10 and 21, IIL. 8, 11, 12, 14, 15, 16 and 20, IV. 1, 2,
5 and 17.

Sikharini (3): I. 4 and 41, II. 15.

Sragdhara (27): 1. 15, 19, 27 and 89, I1. 2, 8, 4, 14 and 34, III. 9, 10,

19 and 24, IV. 4,6, 8, 9, 11, 13, 15, 19, 21, 23, 24, 27, 28 and 29.
Harini (2): IIL. 19, 20.

It is in the fitness of things that our author has included
many Gitis etc. which are the verieties of Arya, the same as Gatha,
the preeminent Prakrit metre. One Giti is short by two matras in
the 3rd pada (II. 12). There are some cases of the violation
of yati, for instance, 1. 19 (4th line ), I. 38 (8rd line ), II. 5 (4th line),
11. 8 (4th line), TII. 4 (1st line), III. 19 (2nd line), III. 20 (4th line),

IV.1 (1st line), IV. 9 (first three lines), 11 (4th line) and 13
(8zd line).

4. RUDRADASA: THE AUTHOR

The information which the author of Candralekha gives about
himself in the Sthipana (I. 5. 4 ete.) of the play is quite meagre.
His name is Rudradasa; he belonged to the Parasava community
(varmsa) the members of which took pride in their devotion to the
feet of Brihmanas, were far famed, and diverted themselves by
literary compositions; and he was a disciple (#isya) of Rudra and
Srikantha who were eminent in giving instructions.

We may try to shed some light on the above points from
other sources. According to the Manusmrti (IX. 178), Parasava is
an issue of a Brahmana from a Sudra lady. Yajiiavalkya says that
she is a wife by marriage. Such a son, though living, is as good
as dead, i. e. he does not possess all the rights and privileges of
a son; and hence his name pdrasava (parayann eva savakh).
Kulluka allows srdaddha ete. for him. The Parasavas have a pretty
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high antiquity.” “An inscription from Bengal, belonging to the
seventh century, describes a certain individual as ‘parasava’ and
makes him the issue of a Brahmin father and a Stdra mother, which
is 1n conformity with rules of the sacred laws, Bana, in his
Harshacharita, also tells us that his father, a Brahmin, had a
Sudra wife besides a Brahmin one, and describes her issue as
his ‘paragava brothers’.” In the Kerala province Parasavas
are known as Variyaras (also spelt, Warrier) who form a sub-
section of the group of Ampalavasis (literally, temple-residents )
whose hereditary occupation is temple service. The duties of
the Variyaras are to sweep the temple premises, cleanse the temple-
utensils, collect flowers and make garlands. They hold a rank
below the Ksatriyas in the social hierarchy of Kerala. They
are believed to have had their origin in the union of N amputiri
(Kerala) Brahmanas with Nayar women; and like the Niayars they
follow the matrimonial system of inheritance. The text of
Candralekha (I. 5. 4 etec.) makes a reference to their menial service
in the temple, and perhaps hints that they were not duly respected
in the society. OQur author, however, would not like them to be
condemned, because they render service to Brahmanas, they are
devoted to literary pursuit, and among them has been born Rudra, of
pure character (suddha-vutta-suhao). Parasavas are renowned for
Sanskrit scholarship in Kerala from very early times.

There is no doubt that Rudradasa had worthy teachers
in Rudra and Srikantha, the former definitely and the latter
probably of the Parasava community. Considering their association
with Zamorins of Calicut, it appears that this Rudra is the same as
the author of the commentary Bhaktapriya on the Narayaniyam
(a. . 1585) of Narayana Bhattatiri (1560-1646 4. p.).? Further
this Srikantha, it is likely, is the same as the author of the Prakrit

Kavya, the Soricaritta, in which he mentions Rudra as his fellow-
student.®

Rudradasa, like his teachers, enjoyed the patronage of the
Zamorins of Calicut; and Manaveda, whose marriage is celebrated
in the Candralekha, was his contemporary Zamorin. The Zamorins
of Calicut were not only great warriors, but they were also great

1 G.8. Ghurye: Caste and Race in India, London 1932, p. 91,
2 M. Krishnamachariar : History of Classical Sanskrit Literature, p. 254,
3 See my paper ‘The Soricaritta: A Prakrit Kavya’, Journal of the
University of Bombay, XII, ii, pp. 47-62.
9 4.3,
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patrons of poets and philosophers. Every member of the royal
family, prince and princess alike, took keen inferest in Sanskrit
learning; and some of them hold a high place in the history of
Sanskrit literature in Kerala. FEvery year they convened a grand
assembly of the learned, and extended patronage to scholars
of outstanding talent and ability. Their generosity bestowed gifts
not only on Brihmanas but also on Variyars or Paradavas. In
fact the hereditary tutor of the family was the Viriyar of
Degamangalam. It is on account of his commentary on the
Narayaniyam that Rudra became a special favourite of the Zamorin
Manaveda (4. Dp.1655-58), the author of Krsnanataka. Manaveda
I showed great regard for Rudra by putting in his charge the
education c¢f his nephew and successor, Manaveda II, known
as Asvati Tirunal from the asterism under which he was born.
Minaveda II came to the throme in A. p. 1658 and ruled for
four years. He was a man of learning and a lover of the learned.
In his court flourished the east coast poet generally called
Cidambarakavi who extolled the glories of his patron in his
play Laksmi-Manavedam. In all probability it is Manaveda II
who was the patron of our author Rudradisa and who figures

as the hero in the Candralekha. Thus possibly Rudradasa wrote

the Candralekha some time about 1660 A. p. No other work of his
has come to light so far,
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s |Tt ~REA UTW ATIUT FERT |
arftmeds: gz ufzasay )
A —( FEi ) Vorel” TR ARV qaArer-Fvormet £
« fg | forgaY’ @ azeal ugeri wdv 7 fFergard | (ffwa)

1 ¥ g% &% 2 B &#g q7E, bub kh 7@ qorg-, 3 & Hz+q. 4 Instead of this
stage direction, which is found in xh, we have gfesma JqearfugEraegtsa in k. b &
gives this direction above, but xh adds it at this place. 6 x 3, 7 X forerenl.
8 X frrEga. '

TG Tl waesat @ 1 3 ) 9 7 | fvg-|e sl ghaagaEe Y-
A%, FAEHY T GTOUgR Mauaars | SaEeg T Thes SuRany a-
qferr, =40 S YU AUHT FIrATE TEREE 0 8 0 () Fadesy oF
AMAAMERIAIGS:  FAASEHATATHATIOTTIHTC  SAqFmTaTIT= -
AARFUFSAAAANE ST TR amascr neT -
FATTFSTIS: qaadieree: | aq qgarfy araq & afasq om0 1 ()
AW, gawrag, | 1) snmreag s 1) s& agawcad geahn |
III) @z=s: afdasa: | IV) o waae oo aamEas garRgd | e

2 K Iag Al @y, M I et aueERT. R K EeERd, MOgToRd. 3 M Qoreid;
hereafter M has a long gap upto the last pada of verse No. 9; a major portion is
misplaced further rather irregularly; so only some readings could be noted,
¥ K WaT, M WE. 4 K omifs this gentence, 7 4



~1.6d] EH SaiRiEd . E

|t gzt AgAl e mfeng
are SSSRftreiaT-ayan |
faara-gfver-tar atads-Aray
farehtenTfe-tfaen wfgen g2 0w
AH, FTA IO ARSI qEeAr wiZFsa |
it Ui Fr orsaflel gurg ATAT | AreTE-ASAUTEN
YTFA-USAT 39T, Ha-{Targ’ Akt ey, ®EFET-;
G HHA-TE qaE, A IF-HRFTarfrmSe-gaso-
- AT-YTOAOMTEAT ACEL-TAFEAT HA-HHA-HES-
AfFAT-AGT-ATLT- WG HISA Tgaf ;
gaae -aTfeE, AT wsd | u g firelesr aea-adar
qITEAT | STV
AT TFEU-SIA-ATE-AAF-FEAao a0
0 fFAS-HoT-TSIN-KAT-AH IS RIS |
48 S0 o FF-I-FLA Al F-FIT-HA
STretr Hror gig FT qI0 st fordEr w3 0 g o

1 & gritt swai’, but kh gqe,. 2 x g, but kh gfwer. 3 x omits s,
but Kh givesit, 4 K fzqaY. B x qufionfgar. 6 x gz, 7 & omits gfg,
but xh has it, 8 k gavg=al. 9 Kk qig- 10 K gy

TG TR FaFEt wavat = Rrgvaaran 1 (1) @ gzw: ggac e e,
FeragTafEraTEEgTE: | Rerdgfaca: o@wam, SeenmmiRcia
FRrar g&e | % | 'R, F@ oW auadfersg: azar aaas: | 1) G
ATA STMG WIT: | FEEAALAT, CIATT ST, MeafrEqemagaaa,
FREFCRET, e qatly, ayaatararmriarmsmiar
ATV LTI RIS S AGR ARG g inT: &5
srafa | IT) SR, 89| 7 @g Regdtaresagsa: [qroman] | ga:, Jai
TMAMSFAZITS YT 0, Jui MASwRIIIOFRAEN ST F=aq |
3 It T TG @ sTgwATSaEA’ gy T gav Qe e

L M FgOE. R M giwecgs. 3 K omits @iy given by M. ¥ M Rrqrmifedg”. W kK
gasi(Am)aiR°. & K et W‘fﬁ gHqteg. 9 K omits AIRY. < K mﬁ g,



2 GrFane [L6.1-

nias: ~aee FrEd fftizen o faw wEeTR-we-
BT RS wew w3 )
s g =V I35 | afr-fhon-sre-frea-teEy oy
ATFIITEY ATAUVT-HIT O ALZ-UrEaY |
miRataE: ~O Arfear A we-RefstaTet frvar-Rraay
o g =VRg wourd |
I3-g@-7eN 4 & gF@ror o glrer faestd |
Higifoer-4¢ dem-sfiz-ReSE ITu 9 0
R VoAt WECATOE | A SraAfSerT @S )
L _vxyq;g I
3 qriRuraE: —
agsasa gt fReret saoig srravt qTH |
SATL FTATH WSTU-FUHTET Fefror u & 0
3
Foq-firdy wEon awr-ore eivedfR TE-@nt
srrvig-are-fafau fa-siv-avicor g Gy o

! xarguass. 2 K w0 3 kh ggwewel. 4 kh g dw. 5 K FTuw. 6 E
frgeiog, but xh has oy,

AN % 0 I) g wger shwvew 3 Rl smveAmea: e aw
& | II) agaaad TR RTET R TR T R T
qETH FRTRsaeg: | II) & aeose: srsfrsesarn e |
IV) 7 woae | qzaendrsiy a3t streaw a4t o faTweag | wegret-
@k IwgAARlrEEeeS g n e 1 V) aAr AETHET | AT ATH-
Siar: s | VI) sam 1 VII) TR IO T TITGIATATET GTH |
STETANAY AR GEya 0 ¢ 0 B T | sty w3
TeATErs gueny | sArgarsRaim: Rrcssradoon: g gi-

M qRup, for gl



-1.12.6] 7ZH FAfsiad ‘ 5

wrswfeast T oror | S
aforer uig far S erftrefer Rrereer-wef "fird
qrgfasr @ srast wiaerr siidasiyg fRfEdst 1 q0
g~ STU | qUSTS-SuT wey Therto rmvid Fa-
&% | S
ST TS ATC-ATST AIST-ATST A ATHTY |
A€ ST STUU-WTAT GTTT-ATET oF TR0 ) 99 |

arfarsa®: ~op {op fRger wfurst |

AraT g arerews faen fafthrorder-after-fad
TH-ITSAT HE=AT SAU-fFror ST st ) 92 0
gerre: —" oy furgaT gur gezE Azer-orEd |
mituedw: -Vgrg sy foriatinda- faftHa-araa-Rere-
aSEa-forash-wriore-aftr-aae-Ae-sa-agier-aerde
g3-utg-frds-afy-as-dgt-ngndn-afer-sa-q-aege-ff-
AL-FSFATHAT-AIUAUSE  Afg-yae-feerer-wfoe-afdw-

L]

SA-ITAAL-AT-IHIEH TAC-TE-ISTRIT-1RA-wdtw=d- .

1 xf§zq. 2 x pwgfas. 3 & qg. 4 K 8w, but xh gtg. 5 x “mowfered,
but xh has goidsrafesr. 6 & aenfidio, but xh has gsor. 7 & Stemo. 8 X @rasa.

fromgessa. 9 & fgema. 10 x queweiAges. 11 & omits w12 E ofew-
13 k sye<d.

UR N RN IEET FA | g, SRRy qainy Seafves fwzar-
Fat e Sree awgat o AgqEarg AT N o 0 I) frn-
G | MFATTS IF TEFRIATAE F[F]@TR | aa:, TaU TI0R ATTHIET
ASHTATST T AFAAT, | AT TARY AT STFITN T TAFEARL N L2
II) ag aq= wfttam) T @y MEaweR frea: hmysaiash: | camy:
d@pn awAdEfal digatag i R0 L) 3w g g SadsS gz
3% | IV) ady RbauaaasfmamaRssasaratiaasarirgaati-
FEATERSEIGRATTIEE @Ry rEvsaai s Ta A T
AR AT AR N F I A A IS e AN IIs eI Ieh R R RS-

A ERFER 2 RIbLRe (o G R AU & B [ £ (2 5 B2 pop B T P o 1o

R M gg+q; it has minor gaps in this speech. = k ATAFART. R M e iR,
¥ M MEAQTE. 4 K omits e




% HETITIT [1.12.7-
w-uitag-tgre-afgn-as-Trs-aftusrdn.dna- i
feife-dagw-sigds-Aeem-dfdw-gsig-qadsm  fis-
) TB-ASE-SE-ITS- ST S-FeTSaA-GeArg-qraer-urar-
T aRfrE-aT- TIuAST Afsguo-fEvu-gaou-ge-
arfufy-afrs-afr-aRTed- am—m’im—aa&s-aﬁz éia?-
¢ T FEF-TETIARIGT HAet Feor-FLfirsreme A=qu-g8 AY-
gmw ttaxrfitra?-q@mtw faftamrasten  srrgmor-wed-
HIoor dfder-Hgdu | & o)
wita g wger-a forei-agerea
FHATIU-HK(A IJINF ZTOF |
Tk THIES @ fohes dood
HAaTEw Avel fafmorErst o 93
gerare: —STRY, ATATT TT FJToreiAT HETCA-2A0t F1-

gur et Azt ATEGE o ) A wIRE Saau-afiss
s Geoterg | (= aftsrer Fremrit 1)

1 x qged. 2 E onmits gz, 3 k wolfvdEsw. 4 K yumugren. 5 K T,
but xh 3= 6 & qEwEmftmEe. 7 K giawe quamsen genfe’. 8 k wuzg. 9 K frw.
10 & FrawgeERaT, but xh fwvgae =gt 11 x fafmedet. 12« aivde.
13 x g’ﬁazﬂg.

CECHTE R U U EER LIPS I R R SRS B n Lo b Lt Sea et

i SRR e PR S R LR E2 R E BRI R L ET E L G e o 8
JaeE AR agTEafzaagafmisasimeeasesiast-
FE WNIAGFRC: Find Fascwiiaaqr Aaageagadal USIrE-
qIRETE HENAYE S Areadee R gfieanvedq | & o | afw
Ty wzmar Rand=suatasaot gom g | 9 a9zl at the
ArFTAWTIATE awat g 1 22 0 1) =@y smrar oq gafsnat
AR FAT AT T80T T\ agmnhn Tadvwohs g93-

R M has a long lacuna here upto the beginning of verse No.17. = & zy for Ry.
% EAMIE. ¥ EARY. Y4 Komitsgg. & K A3, Y K sy, M lacuna.




~1.15.2] zd safieiat ®
(=)
(Fa: aimfa T 30 fgawr Frraaes aRamw )
e —( @ad) Yaret fERsr-acfiiseTu Y straTe sTuEat-
ST | e
|EY W UAEET @ USU EATHAT Teg0m
faafE Fu-daefy Al Sav vageas
TN A AITAHT-THUTSRTLU AR
giror aa-ane-aftefad Gy 7 awe o ag o
(swd aFFagEeTa wave) 2fY, TRl g‘{'&-i‘mq HATRA-
wfissia-faft-angadt-snfeo-saarsiafta - steer
agroertiia weigigan Ul sEssggda-svust-it-
Afe-dfrel srser | el g
SISATA-FTi-goT-I2-qqu S ATATH -3
WSTE TH-THT-TSU- TA- TS A-Fah o3-S0 |
RS- SA-gAfTA-graET 74-73-
- INSA-Rees- gEe- RS B vaun
T - =5 e sl ) Vo, fR qovirafz e o-
wre gufE-anst-ana-siftet @i war g

1 x omits ®qyqa, but &h gives it. 2 x fHewforol. 3 X qgu. ¢4 ¥ stwamefR.
b X iy, 6 xh @memArd-. 7 K o wweml for spgm. 8 ® gfs R -

<SPPRT AT
Rsserfesiin sesdim. 9 ¥ gunggagaavetfesrarg-. 10 & Igggm. 11 & sgwt-
geree. 12 K giemfrst. 13 k qaqEatdaiga. 14 x Swid.

a1 I) ewg’j FATNITATANY AMWET AGGHAT | g, @9 €@rg
yafaan @g W Eatfan s, % sgasa: fiar T gaE-
THET: | NTRT I Ageagrlaaesiel afed, ot aanagzgaraai
gy ¥ AEaEg 18i(...) IF, aghtag gehrgad dacnrataanosia-
MrTacisafRfrremad e AgTaa ARETIregatt Ry IS Y-
BIDWIAMSEA: Azol: | gag Og, S STARITATIITIACE RBATH-
WIF, VS FLATA L AGTAIAARS RASH, | HSFATS IR AR AT
T TR AmReEsgEcREaRaE faarfy aga  II) sndgy,

2 B gleawmgarsn for grfy efc, M lacuna, R B &4 for @ik 2 K §@ERHL
¥ B ¥ gomE.




< TESTIT [I.16a-

ATRUEw AU 59 g&T-TF T
SRT-TaYr AT =7 - |
TR Bier 57 qaTe-guon

TET T ST AF-AH ) 9§ )

o —USRY WEIZT TR oA | /g oF |
HHA-TA-SEIT-Te-Fufien arfyen
FiA-Awngn-feT-uifet w@fF |
FEHA-T-rEs-SfSer-uzo azop
FEA-ASSurSerA-faeRur arfzuy 1 qv )

Frgen: N FoTTE, UG | HE-HE-REA-ASATRTS-HH-
aifesafier- frida-fafkol-ufs- a@-fide- deo- e
» AR OATT-BH-FCFAS-ENA-T - R Horeha-H-
ag-FEn-ar-vin-fadn-adte-aftea-Star  rag-sowr-
foa-anea-HioTes-gee-FIE-ae Ra-frosr-3r-gss-
s FAA-gETiRarear-asu-dugonsir-ae - Roa-ggufys-

1 Kgey. 2 g gtea. 3 & “w@n gfy wsa, but xh gizg for wex. 4 x TwoRawor.
b x gﬁam for wHa otc. 6 & grmamaURzUr. 7 K goa for Ffwst given by xh.
8 X fgAwAiie. 9 x frww, but kh frgda. 10 & g,
AT, but kb Frg for Fre-
guig, but &h has guz@igL

11 & SrewEFasaFT-
12 xh HRtafenrgEa for gmuigda. 13 & omits
14 x qemg. 15 k fmfagst 16 & gogoresa-

T guad sgeat A gehranganreasafid AR | O GG, TTERT
TAUMT GEITAT, SR AT 2FT+771 TSEUT SRHT Aqveq0n,
TS g AN ATERT N L& 01 I) ey |dar cuoftass qmat | ogar
= | SmgAEsTRE RCRan MiEs, SRS anaasts ate-
T | FAFITARS AT TAH, THASATASEHAST: TR | 29 0
IT) &Y qr@1, 37 | AegAmRRTeAma s aTRe R R e e ey
RryRuEiRgesgafammtad SERIERRC R el CUI Dt (o 8
TEHAATFATRIIURASI A A S ITAFS IR A-AIFITRSTIL RS-
ESHECHRE T IECUERNE TE Rk (& R O UL B2 b M e T Pt e | O

3 Komits I R M WERREEI'. T M 9T uRy. ¥ K geRyy-@ReRong’,
N FFICIRUEEEASIAEY . 4 M SOURIeoIALd.



~1.17.21] gEH srafisial N

AT Ass-Aa-anew v 7 gt | & ey &-
uig f erreidy Tuwd ¥ T o AEorsd

W -"gd Y YrEg wETCST | OW g WE-Awsigifee-g- o
F9-9FT-Tra-Hoor-faai ﬂgt-qg-w-wgng’ﬂ-ﬁfim%ﬂ-
ww—mm—na-ﬁ%ama% ntnmtmr AR AE-
mmt-af‘gar o wfafs #Eag A% A & gL v

e —( frevra ) ey witred Sgfiran
Rrgas: -0y gaed, wE Qrde e gav 9w faen-

ﬁtai 72 AT I Jereereq grncy o [ordafe g

13% ﬁ

aw-Vgered, H Gy | FRfE

Regr: "’mng amm‘ | q‘m‘ ‘agﬁ’:‘:rgwnaa-natgm-éiax- "
Eﬁ‘&STE‘&ST 1T RS- HSTES u:?ra{ IWIEE | AETAE-YH-
wEY 59 §amqgﬂ-:rgawt-mrr utam-t'r‘rr'% FLE | TESHA-
S A-AREATIAT o7 Yum-TiaT aval AT0ige | n

1 & fraufy for Tﬂqﬁ. 2 X smed fy. 3 & of for gw, but khg, 4 & ¥,
but kh §¥@g. 5 k¥ qagry for ggm. 6 X gunfheaE. 7 K gitaeTRyEaga.
8 & qgwdr for Hyg. 9 x gfgeg for miifg. 10 & siraglas. 11 x omits gsa.

12 & 9atiem, but h suiswa. 13 x ifgl. 14 & 7 qewd. 15 & ggawsa.
16 x oo, 17 & gegueal,

wgtf%ﬂﬂg@‘ft%amtaﬁtﬁmw&mhgtr ATAN Wafd TRAN eI
ATHIARZAT TTHY Ut oF wmaad n 1) saal agag aoiasn |
o @G u‘amsar@%awwﬂazmaa@ar AFTRGTRALT A TR
aara:rgmmami%f%naartra HELFAHT AEAFE DG EIET-
AR TS SRR Ed AR | 1) |ng afd wsgtasan | I O
JTET, TAT TOAT: QA TG qF AZITAG qav [AWTY] FRICW Aoy

a:s'rszl% qaq aq wgad® | IV) @, &: @sde: 1 sag | V) gmg
ITE: | U FATTTIRATRAASIFRISES T RIRSRISTES: SHTTger-
Fafd | ATRSIANGL A FTYARIIFAGFCA  AITAE FARY | TTarsg-

N N Vv

% EMomit gig. R K :qra:rmr?r % K ‘qrigraiedl, 8 wraRieEiiar. ¥ M SR
FAX. 4 K IBZFA. & K ogg gg ar. O M IOREEORARN. < K qgelsi.
R 9o



2o ST [1.17.22-

T —( | ) "ge we |
fagr: ~greie i, Ifzz-af¥aft, o gsw wsg an
“srfguizfast wg (T Tern srfzuidiafy gersmu
¥’ —(wrag gt 1) |
Rgas: -y gorew, wemrE ACISENG | (s @ oR-
n At 1)
T -( g gua) VR,
KW YA S-q¥T-ATfaet
arfaer @afd Asiern
% &S oz fHafsefz @&
F0r FET-TTOY Foirerfz 0 a6
- (W ) VsHIT, F5qw Fer sroftery |
g -V T we 1 oo v
s 2A-"Verzy FuAreer, 5 ge soitafE
g "0 Rife, ged wew geremrm Sefay-duagt
TEUL IR0 fy Srafigiw Rifgor ooy w=-ang-afiet o
¢ JATEH RIS AU ref S ey &
"1 &h Tegm for sé%g. 2 & ggue, but xh gyo. 3 kh gegfyer for 4.
4k ggforqiz. b K @:fira. 6 Kuf for b, 7 x frfufaufy £, xh fafgafk &
8 & Ramifmegoitafy. 9 x metfemsy’. 10 k zgm, but xh Fgo fr. 11 xh sifs

zedor for wgfgo. 12 The following speech, which is put in the mouth of g4y by
kh, is just added here by x.

ASTAAGTIE g9 gewwesm: maamerany 1 1) gafag ) I ran
gtsr, sfEowafaftr, 7 ads qaaafaargdia amiy aaaaiiaeay ggam |
II1) @Y ager, wssral Suwaieag | V) ¥, soeas gasqaa@s, gho
an gf fA=mag ) % && da fafEa: &, W9 gadatay i e
V) srdgs, 3393 aad | VI) & = dareadsa smmo | VI sed =
T, & @ar graa | VII) wafs, g oF Sawer agiasgasimagd
FgaT AN srxaran fAfgar ga: aeagzgfza@at sagw W@

[P

2 M gEA Al L g ete. R K atERmmE. 2 M ge. ¥ K ogar Rarh:, Mo
qFEd. 8 M FARAIT. & kM omit wg. © M After writing g g there is a long lacuna
in u upto wanzy ( I. 26. 3 ); and this is indicated by the transcript with a remark:
(ory oaNquURA g qura:). ¢ KM omit Fwy,



~1. 200 ] qeH Jafteial R
¥-0ar werd R, qon @& v @ g

' -eRr ATTATTEAY | afg"g e | (96 s
S arzata 1)

9
( ey Jafewars: )

Janform: —"UReT  SIST WRITLST, TATIRTIST YTHAT, Yret-
Tiftsrer- uga-ssrar-forg-fAare-fowg- g3, geiz-uerg, o
YiSer-S0-H-G1gy, IFAL-KUTLT-STIUO-T0r- formiser-
qere-Afsr-ame, faftrwger, geoglr @9 |-
AT STUHA-SSHY | A UFQT 1T ALTAT |

ST Frgdal {g-uTTTon qro-mE-fresy

¢11

ArSATo el gurs-fUer-aEswr difrer-arer |

RIST-Z00 QST -gu-fEarTer qurr-far

TEl AFE- N § T TI00 AT ATUA-TA || 3 )
feetl: VR 9 | Ty wlwnfad "o

ugsa=y IaSi-faE Gopadar s

FHETAT o1 FufA RTS-IST VIATFHST | |

1 x ¥, but kh omits it, 2 x gifg. 3 xh wrzfam for . 4 gh wIgla.
5 & {qey. 6 K qraqiidet. 7 K geieqend. 8 X a179, Kh arwy for qrza. 9 K sy

faeawd. 10 X wgeawom, but kb agoager. 11 kb SygardAfreen 12 K g for z
13 & omits fgdty:, but it is added by xh. ‘14 x ggcgg;a\r,

qgaamTenT: fRad {1 I) 9y anaa A, gaaly oadg a0 I oy
Fewaro: | afrag A | I st w7 wers, TATITATR saT,
wgaritsrargasahatrrficadan, gsavenan, abzawawsTan.,
weRaREUgeETnRaRaaseatemme, Mimady, gugird a9y
AT ACASEEAY: | S9T 997G ALALINH: | AEar Qgog mgae-
q¥: qramiifada:, Srerami fwt greFEekemt Shamer | S
W sfussgaafEmiaat Qafdm, o SSgadica @g oRedaify
FEETM: 0 2« U IV) & a1 v afld agd, ssgaam Gu@w-
frag: gEwEgarg, Foeaw FAka Rifeen M=wEs awag g

s

-

L Egglorg. R Komits W, 2 Ka@mmw. ¥ K ofiFedd. 4 K omits Fyr.
& K omits . ..o, but this is supplied by kh., w x wgdF".



R LA [1.20c-

find Sreamaredfa Azt e
qTir uFa-arasiE Serr feifa qrarge=r 10 0
Rgrw: —"arg 3let HyHz-AZHSR NE | Uvwg o
FeTEET Ag-aRA-Feafisi auremom-afag |
s - (wAFEEer ) g, arg ge w@ing ) g2 R
faarg AfEEUH-Fas-aed usd
EATEY va;aTr faur-mfgar |/igar
fimaw HIE§ o e¢-faamat Fat
ausaEs Gust ufger-dusd =ust 0 ka0
sifa ot

UFEE(SU-ATEE TES! AT ar |
UFFAT FEAIS qra-nfast qreg goai |
YT At T ART-A-IEY A RIS
ATHIN ALT-ATIL-STA-A10eq@A a9¢ )
Remw: =" o, WAS-YRETEE S TR
oner-Sfgerret Safafiet HSW-AAEUR ST Ag-

1 & vt gaeafa. 2 K apwan 8 K gof. 4 x g O caww. 6 xh agwEt-
figan for gamunfger. 7 k giesdysd. 8 K gEafast. 9 x aug amEd. 10 kgmg. 11k
agHrzer, kh gagrzet. 12 k gafy, but kb &g, 13 k guwnafrae 14 x 7w’

sredgurea AR uzan, 2l agTamee fawr fqafa -
gan Il ke I I) @rg S agwvswgewueeal AT | 9303 ATAEIE:
aganarwifat ateacaaafer ) II) aaw, svg aar afag) 1 &,
i aRergdfresauss wzF, sggaln Fgar gIag=r Aigr |
fr: goaafy gaq gcRmat fat, gggefo ded ofasswd avwgsy
HRUN Al T qRAFNIESAEEAT SAT AEEaE WY, Y9N, $EEE,
qSafyat waaE sroada | IFg Agl T mgaand am fEes
At tal AegETaadaEd @aw | <= 1 1) 9y go=, sgzyfteas
MSTHENFS NFaS XFEl STRIE asaafuuzyay Agandtge-

——

N P A T

2 K gggegraitan: for aeengiRor. R K fiwfa. @ K IRGERW. ¥ K @il 4 K qEes
for www:. & WG YL WA TE . © K AR - ¢ K ARG



-1.250 ] TEH srafveat 3

AAA-FIA-0F-FEa-afHe-argssd g qfkat fawm.
AeATieE ¢ uftal o e Y | YFaer AL
TATA-BTF |
g —"qy | (=l &% anfaagatata 1)
g -"Zr{0f a1F I AWIF |
v gfaw-are-ae-afgenaitsg-aereaan
fasian sto-onifeents afSuir-meter-Fd-aw
Srot-SifEsr-wee-Fgsn-sriz-ohdfzu
VAFIHANTAHT-TSUT RIS ATHF 1 3 1
o -"erd i gH agTATEE
srar 7 gfFegmor ged g e &y
9 Has-aeufE-fason s aret g
tfvg nifiger AIEm-fues HTw-fa=at
o sfefSagaAr aftat @ar o Sauforer 13
-V UFFT T AFIAN WEHT FISTR | Tl
framTgraeT-ogn Fre-aaETsT-atger-sreT |
fAEh & & Rag FTacasaw-ag.agamr e

1k engaa& for q;gga:’r, 2 xh %g 3 x omits gyfUt which is given by xh, 4 k
wferg. b K Izafrz. 6 x guofy nfvors. 7 K omits this word, but xh has Har. S K
&sfy fga@t, but &h has fgayay for fragy of k.

saggAIiaenygg gftear oftat feaw neafiew d3 oftad gae
qQmaat I agam: Gwwawmesdig i I) qur ID) raefas aSfr-
iy wragag ) oy JfrasteTeaiesrad-g@gman, faman s
Rwhn aRdfardsddwtn | HomRarEifzm Az,
QqarigATgRAEEaT et G | k20 1) seal ar asfr-
Wi | wreATAAty gyPaaat wad et et ae, Sgeageaamize
HA: Fear TG e | LA Gt SRATReY T asfamear, s
feggegsn aivad srara Jsifen 1 xs 0 IV) 9y AR TAGT: S
weH | ga;, rasfamiwzan frganimfgsssmen | et Ry

I L U AN

{TK omits &7 aRET WS- R K ATEHIA. % K FHGRA. ¥ K gHFWS. 4 K ygT
for .



3 ATSE [I.25.1-

e "2, @& wdorg
AEAL-FSHHS-HES ASHATS- {1 Faver-adh |
HEATH-OE-AIT ASigAC fotm=ie i § 2§
g -qereR, & dfagr g\ 9@ owd wsg ervai
g qiyre wATTE 9 w3 9 ufig aftdew-
: AATRY  wFg-arEel-awforss-ra-azfyarst  Asferst
firarfyer Sre-awere md Sfus ad 7 grew asfer any
HITfoRer WATSTET | AT IS §d g5 FIANW og | of
S g B gearet Fou-gsR drew-viga F#iw | (=
STEEt 1)
=" ey, qfenew | wd T
o Tagew: —"Vaqr Trefie WiE, wr o dfFen amifteret SiEmer
wigTe wifewfad w1as | 92T g gou waav dufE ) ay
gfenfoged
v I -VEEfuie, SR srawt SImw ) & 9 | ufFar s
ZT0 9T | AT WS ST RS STET | A/ 2fewesar s oAz
HUNTE TZ | |1 HA 50 07y SS9 |

1 x omits 2f, 2k wug. 3 K wgeyiins’. 4 & {uasfy, but xh fotuse. 5 k g,
6 & F@wwul. 7 K quEzfond. 8 k@iw 1. 9 kb geafasr for A 10 & Frfhwy,
but xh Friyz. 11 x gewo. 12 & wfegfoe. 13 K sggan. 14 & g = qfeel
fRaan: FwcememgeanEn 1w 1) ¥f, & Swad ) GgacseTey-
Tl azmtigalgahaacy | agaEadslal aeegay Rasi gqqH
W 2% N ID) gae, Smsigaste | aa: ofdm awrs 98 9w@TEr aned
aftgasd s o oty sRQuETEwgamEhaafasreidaiarat
agfvEral faa Sigaear i@ agar gEmi g@r ek 9gy  99-
g | 479 g sk § iR Jaeaf geeh shgrer dyE-
wrogar &R | IID) wird, sfygaoor ) @i & gl IV) @ gran:
g, &: g ufvea: arienagfeasn coesizfvefig smdd | ovgar & ag
wfred g2 | aa ooy | V) s, ghanadt agea i
QU AT AT A T&8TH | |OACR: A1 FS SIS | &7 SO a1 QA

SN

R K gegg for wond, 2 x AYES . R K gFWE. ¥ K WAHRET mgo 33, M R

WIARAETE - 4 K Jrly, M g, & K ggaem 9 M geedd. < M GRS % M Hman
lo M yiagsH. W K gw =frims



-1.27.9] qEH STAiaL 1

<5 -5t wfgefy errorafe L
R -t wrqal Bagul 4@ Tafaer f& ar wws
F1g=d, ASATUS Ffvugsay, agw o g |
' g | gonfy g4 "
AT JrTS-AvET-gann-Fasr Seufzea g
& feeme-fyer-frsgor et st fugdar
NS NSNS UftAS-HTS WIHAAT TLAT
Arof ATvifviter oy gef-fEd-duat saarEr 1w
wn g1y dafire |y | ster s fr gEel |sr gerAr
sear |
Feem-Vsg wsd forst 2dfie qufser gerw@or ) (99
feva ) $r8r stRy gas gant
o -V GRS | aaufy of |
fag®: - (aftwsa, gafaar @z ot ) Yogy gﬂi \ ’
[gafe:] -5 3T
T -gRg @ )
gafe: ~V3q, TagureEEr graar qgarEr e | :

1 xh gegfagr for 9. 2 x =ggwwl. 3 kh wezfp- ag gshr), but & has
wig for gz, 4 % v ioefaear. bk Steegste. 6 x adds fagus:- again before
this sentence. 7 K puts this speech in the mouth of Vidisaka.

FAY | | A ar Al agwvead | 1) ag Wl wmaraty o II) iy awae
/N 03 c - - e N ~

e gUAG AARA ag a0 Fwazd, gemte) avtas:, suaa
gaq | ITI) qur! gy &=y | g drefRgunaagas e %:f;m%tg%rq,
YF FETCAATRAICRCT: vt FEguia | Sig Setans aRazas
wETEAl giva:, WA wafadal aggoieideean weaEEe )R i
IV) mrg ==3fR& ang | a9 andsh gam we: gam wd: 1 V) o35
o e wu@d qama ) (1) @8 saen gaisit) VI) # gatn o
qgaa gan  VII) aw gafe: | VIII) sag 3 1 IX) gay feg ) X) 39,

e e L AV PPy

3 maef for wipdt, R x srelieqaar:, M sEisE . ® K SFIAIRIEIET 95T, M qe-
TREFA ¥ M OERFL o & qied for e, & MOfgeEt A% © M omits g



® HESETT, [1.27.10-

e =gt AfgSist srufg o)
gafa: -5t AT errafy | (2R R gada ax whew)
v [gge]-"Sg gar
awr—"'gege, Sy FAS Qg |
gy - "dag qaTA FESNSE | fF I 7w, 9w
sFymREE - tar-aatfien aage Ry famfs-
TR wEmeh | @ 9 aws-u-Rfie-gogas
ATT-TAW AErOw-ware-figen Gy agrusw &-
ofTaTET e grgdwify (3 grew Sfae oF 1 ar faore
8 ARG RIroa-aibufE-sRn | 9IS 9 Ague-
wWRE-TRUW &yuner aws-afias-nis-fasrfasr |
x ( Tt Aaigwfagieateamin sgamaa fFiafa )
R :‘.”’gn‘a,wg'ei' T=q G alE gegs sargd darfaga
safg [ayore-derd
w @At =V5 3y et |
m_vm‘)ﬁtgg, ad Eﬁ‘if}'q'u |

———r

A e NN e i

1 x puts this speech in the mouth of Sumati. 2 gh aerator for Mamfr. Sk
wrtet. 4 x fywam. 5 K qar for gqr. 6 kh wammf for faramoior. 7 K HERORS
iz, 8 x fgw for z®. 9 k @ft. 10 X mays for garg. 11 k adds (gh freweay)
here. 12 This and the rext speech are found only in kh which does not put this

sentence in the month of the king but adds it in continuation of Sumati’s speech
S 23t ete., and puts the noxt speech in Suéruta’s mouth.

Regaramrer: ggat ggwmiEsir | I) azRetaamagag | II) o
snmreafa | I0) s2g & 1 IV) g4a, afu ud fgaras |
V) wigd Ig@ ghegn@m | = fgow, g Regaug /A
FAEIRAT "W w zo: ArmraEn sisa qomine | § 9 9%
IFEFIaTETe  WENE  FTORIREINT ARG AETOSEy
AT AT T IR NNGISER | awag gu wyearaefra
AErEEfatae™a | wgg 9 agawsEEEesT [Aega: anead-
a1 VI) gay, @dg &g 9@l gga aarsmd sy
Ny - . .« £

s fegaaaway 1+ VI aga swmoafy . VIO g2a, o 58\

@ K FISGART. R K FEIAY 99, M Gy dgnande. € M lacuna, ¥ s
¥ K q3ad, M aTadTe. 4 K ug Byeamin for du Seqpoiei found in M. § M assigns
this sentence to the king snd the next to Suéruta; but they are not found in k.




-1. 295) qgH Srefirsiad )

g -5 397 Srrurafe | (R Prewet 1)
s -"ar gereR, srorafy e wEmwfon fusse
U |
e -"VgerEd, St & Qg
( Frguar gamegsa frgewaata () »
T —( whgF ) VTRl gRT-aad | e
W=t e sreg-afon R ARl u
AT NT-TRUA-TANEG T SfFEs |
TR FraT-da-yE-aE au i g
HHTT FISV-FRIT =7 AT OrZT Sref o1 1w
frgew: =" gerew, snfurefd srosgfy SwlEa-ses-
HT-ANT-FITANT-T AT - AN ALT-TI0-HE-
e qftet g 3 wa-avet | & Ao fr Sfen 3 g
Jtor ersgdre HLfA |
o -VigereE, war g faamaftn & afyer sramRrow
=9 | aﬁﬁ 6
9FeT S S Al Sy 7 v oret aew g 3 & /)
HETL-FAGH-RIALI-EATOAT AT oF 73 U

o,

VNN

1 x reads fags®:~ and puts the stage-direction (in round brackets) in his
mouth. 2 k 3Rf&. 3 xh interchanges the places of the last two lines, 4 K geaTa.
b & wifgdagrd, but xh wfelt & TeEl. 6 x “gaewROL

I) aga wsmmwgafy | II) oy g3@, sEea @9 AEAAgeRTRge |
III) qaer, a< Q= | IV) @igy aawwae: | 5 @S, s agsqrssa-
fiigitad, ¥SFd sarnuTERRe gerR | ar TedivgETe
ssfX: g¥istr guuga:, @@ sadisa o3 agar aw: w@qaAEg | k<
V) W 3zm, SwlGcasdeiesrsdungm@aandeaaTec
fafin: agcagze: oS og & Stogeg | & Aeweafas: Sw s
Jarma sQfN | VI) aga@, oy @y Reamiiliy sfhg: st o |
ga:, maafa’ auq GFS! AW TN 9 = @y 79 aq aq | w9

Y RmEy, wAg . R u ‘orfeudig. 3 K @A Redrad, M gt @ lacuna.
¥ K spoolidc’, M ugfiadie”. 4 K “fim ssiwwm, MOREISE wWEL. & M I adead.
® M yfad; and some lacuna in this passage.

R U




< EEC LS [1.29.1-

P "oy dftommol & gt siw-iat etomrE, W
U tETe fere To-fraghn quiie | gy S
T fFEsEr, eerasn Sgue, frafifreme
Afew-waau, v fe-fEaw ahme-aaly T
ST | |
¢ Tw-UEr ar usd ww ) s g afirsnredon
qETE |

forgem: "3 T, 91T e 38 W wRfR | W qwr e
» TATNEN ITS- VT 9 BT |

e ="gered, TATATY sreqmEa-anfRviien wifede-
AT fsifa
v fBgew-UgmE oAt od & & ueafy o wereerl
(R, smad ) o qorew, ofvs 37 ARkwrS ST FwvoreTIOf
TAW-FAT Foorerr § JUaT AT fix weafir ) |
v UM -5 orfgee gerTHER |

( Tl srdarfsaStaataef | oo sRmadinm
MET | §F SRigFATSHAta | )
b e —( @t ) R |

VN

1 x omits ;g}. 2 gRcay’. 3 kuzfy. 4k fasigat. 5 x q({g;aqq‘t;wﬁ
6 K omitsone gy, 7 K omitsyy. 8 x Higvigas. 9 K yar. 10 x writes these
stage-directions as if thoy form a speech of Vidasaka.

FRAZAFRAAGH=GraFIAT gz @ 1 = ) I) @t aivsaral gfs-
TARATAGATT, Ja: 91 waEn: Hewn  gaigigar guaw | g
A g AI QAOONF T, ArwRro= GgAIER:, IAGRURET Q-
FEGAH, A farRwa afynagaaives = swaatratg 1 II) ar o
o 9o | wREdta: g afmstimdat o I Sy gaw, 39-
W & w97 | ®d gRewFTaiveRAvE o9 gaar ) IV) S,
gAEATARIAATeT: Gfaggar fwsd 1 V) gead | agg frafr o
I wFrAEITEa | () W 93w, AT wdad ar sawEi TRIAT
FHFT ai g gAfe mdn® 1« VI) azfusfE agwer VI see )

e T U N A AP

% M lacuna here. 2 M ‘gvg: for "wrer. 2 MR formy. ¥ K Wamm. 4 K afy
Raar for afy®, M *mRvQsiraar.



~1. 330 ] TEH st ™

wrar Aafree w2 wficgsse G
A% o afvure seAsr T 52
AR Forer-FE @iy & g
qit QREU-AIS FE U 0 FEHET N 30 0
arfg ot 1
RN Fa-4u afyerEr oS- oier-T@ar |
HaeH R Afiz-ussd g fme |=9 1 390
Fe fa wre umfre Frge g 7 gr f Adftar
F T dugrel FaArsE-Hoaa-fag-fseame 0 320
it —( @ )VerRy, gFAE-SNe sl fig @e &
3T | TEY G Word HFNEl | T o I W1 A A
gfeton | :
&t =erfirsTrer-e-gaT T 3 Foorer
frgww: —( @@ fre )qT 9, UFE UFE TEAE-
wfeet-ug-Sre-$9-9yUs AT ASTT-ROUSATT gL
T —( s ) gerEd, U €sH AT |
srewefar-neft wakfsul sFan@ T
FE-ZT0-Aizure ertehterdmet frdfie 4 33 0
1 x sifyewel. 2 & Molesfemr 3 5 gufel. 4 x @ for ats. 5 & HFART.
6 & gify for g7 Y. 7 x wew for . 8 k Ywgeialy. 9 k IR

HEY RS FURRSISAST Ay, a8i THCR givray w8y Tevdt FEal
AT FATTIAICT FY IRFA, 99 gRIAATS FI 9 T dTmqT e
@y 7 | ganeawmAEeg: aferEr fedicareron, awes) sftorg: ww-
Uqd @g TRy @99 || 3| FrE ugla: srfEa sy i agiea:,
& T guEe: sgugaEsafgfami I) @@ arraSimaifal
FATY AT O TG WA AT | G971 F THAC Thrs | oo = qfiew |
II) Sfasrageaaar sty w1 | 1T Oy ga=1, uzg 57 Swaiaaa-
qzerEasgu agwr agasaar a i | IV) age, 49T au | -
ATRFAS: AMHRHASANY | TArMAErraRizans s 1230

I N

3 M gy for FEgw. M FonfY for iy in this line. 3 ™ ot wfied 7@’ ¥ M =g
is not repeated. 4 M usRg for 7734 ; some lacuna in the following verse,




e
Qo TISE [1.38.1-

it —( T @ )t v g wd Y wils-
qEIEE AITEATEH 9° q A fret |
T - I,
UESISN-TIoar 5T nfeer {%ﬁf%r FIRIU
FAVA-TA-ASR =7 wfdar Fav fotgraaty
|rar- anguﬁamg T HL FNE tttqﬁ{ A
& |uuy FHA- mgﬁ:r Afurury ur"rqr Tof gfeur n 380
(@) aqéi 7z fEele i & shrea-firsaee sifEfEar
SEU
quat ggui-firerify afE gek
fiaufh fRrtraer-fad-zfr. weha |
oraw i aftdfaer-gao
HATAT ATH AN-FHHST TS I 34 U
(=f eegEmESEaATy 1)
annfarr —( sravge ) Vg Iw AT FE /A
TR —( ST )
V'qag AW wHAny [ETH |
arsigel afre § AFa-Aret |
1 x qifegss. 2 Emgridew. 3 K zmigay. 4 Kxgmgwg’. 0 K @wwe, but
khgmmE. 6k guw. 7 K g9, 8 Kfzzw. 9 X sgw. 10 k Jofa.

I) % 3 @s39 Seg senodaraerace g aafy & i%m{l II) ==,
IFEAAed g1 aRka fedivg siqu, swvrgahsla s @9

FFEFAL AT CGFATT F3 'o'?;ﬂf?r UIOAEN:, A TERAR
afirar frar gaRdF 0w () axét LY fiarar s SEn AT
afarfada: | ga:, 90 agafes: anes, g, R ﬁaf’rwsﬁzaai&% e d|
o f%f%rcrzﬁgf‘ﬁaaﬁ%a, Az "W AmEHgha v:maz{ (IR
III) F@rq gaesod & & 39" IV) eddw agadgaegsaer,
QTS AR G@g TR | ESFO THE FASFAL, YFTS A

R K wHgyw for wge’ gwen by M; ™ some lacuna. 2 K gy yzg, M a short
lacuna. 3 X qﬁaﬁaﬁa, M *pudg aﬁaawre;‘r fzera. ¢ K qrmEn. 4 K gl Mol
§ K MaUR, M sy afe, o K e, o RdwRivel @ ¢ M @ % K 3,



-1.87.10 ] gzd Jaftreiad X

TATISE FTHST FASAWEA
fasr-sgE 9 ufies wasmm 0 38
R —( T Frden, fdod, s )0y qored, o aEE
FFEuE g9 oetos ¥ f& & Ss-aggen @ o
srrfestifa !
et - (wuam YA, FS I sequsAg-aifie
gl | 79T T |
SEfHer-au-HH ITASSRY FA=Tor-Iif |
FSHE-TH-ATT qLfE s7 At qqedt n 39 0
e — (s @man ) iR FOE | o GRE T TS |
W (v, wmw ) Vafiy-gea- - mvm zATe frare
faer sxdierfy | ar =g Ty | (wow) R ofy, T S9-
faa (s afusi e @ eveant sedmafy )
i —( wafered ) VerunidlE fig 3T We o (@) s,
FEAT T qHIATAL | ‘
(Fa=a)
Sanferw: = ster ot fengrotes-uITe, ?%:ﬂ-é?am-aa, -
ﬂmﬁraw-aﬁam-mur ﬂwﬁm A WIAAO-ER age
T | WS G

1 & figmwer. 2 K omong fr. 3 & Qreqoidgawgor goiafi. 4 x “ndomy, 5 The
stage-direction (@@ ), which I have put at the beginning of the next sentence,
is put by x immediately after (gqfazy). 6 & g=2t. 7 K omits guor. 8 x g3y 5}5

S araarEt i 3% 0 I) o ager, @ H9S sy a3 Fa% wir feafy
TAIN AT 31'%1"%%3’ 1 II) ==, %eremgwt FaNFIacy fers-
aifd | uxw Ay, STRARHEFTIIEAWAl TATTRAT | FORITHIRAT
godta adEar saeedin ze 1 I & saf ) @ omf aF =g |
IV) szggdaagiaarar g o g | dxq araa ) () §3 ok, =@
gafam | V) stggdiarta Y=r @ (¢ ) WEY AT gas IO |
VI) g sw frgadsag, SESaaarg, QeqaasdgaweganT, ST,

L Moy, R K Cgrfela:, u "aiRgl. 2 o wgel. ¥ M emewma@. 4 B et
for 74 found in M. & M wggRg for W&, 9 K y9aq, M RFAT-




W ST [ 1. 38a-

wET JYT-Sysher-wfesr-arer Rrrdgor

R afrfraenu SELUECCL AT |

R SRS wETe Ru-wsdie agsee

AT woEdR TEon |lenur-difE 53 & 0 3k |l

&
At aify-aeay Rfesds Rw fes ag-od
THTY UF-SA-RATOT-THOTSATO-HITALI |

wrafw«aa—araraﬁ-agawagm—unqwﬁ

be S NI

Y 3 A taﬁr-ng-nggmmw ARTI 0 3@ )

aifrwr —( W e ) eTRY, Al ST Tl SR S| |qeqer
ATEY U | ( SeEaer ) Gftd g arge quore |

M-I, IACE FAI-Fooerrst afgforerst g
§ feorel fafuss \ & 3, sfestrenr g wan, ar siast
Tsq I1S IIET | SIS AFSAT ST 0ig |

awr -y, wer & wig ufeerear | o wfiess 3w

AL

1 & sz, 2 x fyogw for fafeeg. 3 % gamiforaam. 4 & @t bk gig
for gftg. 6 ® wigsis.

AT GEaqEdr a9 I9E | A @g, U9 gaegsas s
fraraiat:, Sl Rt sgliaRy gy dfaraafyg ava: {F-
FEAn: GgRTH, AREFIAAES: Juar S a0 el
&t awiae: ARwt oY Ragaaewt, tamt Igssfisafisacs-
IGTAATETFAUON, | AR RIS TEAT AU LATTFIC, N2g R
asff caeigERTggATEt anar 13 I) 36 @ o g g@ a5 99w ara:
ot | () ST @g ataw quag | L) Ardgs, agrHgyanea Tt
afirenfia & gad faafr | & =, wfuamEr ag oo, ageage o wg-
giyar | dgetarg aEg: oragd agy | I 3R, s fead meep: |

~

K. R MRspEr for Bt 2 K w for Bw. ¥ K wfuyy for a4 K dfidm
a9y, | K '@ 0 K gg’ for sreeg’. < K AW, S K ‘g ALERREATETE. R0 K ST

for emy. % M swr® for wysyr®, 3R K “HRmEl. 23 M SFHTAY. ¥ K omits ey, M
Fray for o fiwd.



-1.41.3] qeH safiniat 23

T —(vena )'uf wanfy, sidet afarg
i et | (g W waE SgaE il g v
Rarcan 3= @ foresrar 1) s
T —( wfa)
Masmfen o ufewor qarer-J3r
€ FUS-FE-Hraun-aftngrer |
a0 rora-4T =9 fEaror Asy
fra-uror-faate agar &fE n 8o
(SR ) STRAT |

A VISAAT uram-agaﬂ fag 7
ﬁr:ﬂwn FH AWATT HE LI |
|qUATO grivn AUFUL A fafgolst
ferf-aifi=au A HIE €0 TR 1 89 0
g ~( Freea VY qoTd, ORT g 1FRT fa-ere-
forsst =faft ersug-Fourar waTEfEeAT | Yo & forear-
ot gfrorr wftror &sst | nfgeg dged & gafy sfusst

AN NI NN NS IS AN

1 K omits sy and adds (gaym) ete., while xh reads s (gggzmq ete.) 2 g g
yfrgm Am. 3 & omits sigar. 4 x atsufdi. B K H{uiw, but xh gritt. 6 x fafkiust.
7 e fyen. 8 Kgzz. 9 K gez®l. 10 Kuwwr 11 K gow & fowanw, kb go f @&
12 & ag%g,
gafirefra Tan 1 I) oft wggfa, swagt afdma: | ID Sna . IID) oy
gea qf¥ear amigawn, @t sTUsgEiyadfoar | ol raaeT
Ty, diqwrai%rgxa wzEr FAfE 1ol ( ') Wear | G TANFET: 9qT-
gan: T3 i@z, TREET amagnm |zrggam: | auwafagEag-
FOMD TN &, arEzela a0 25 g@wrusd nstn IV) ay
Faw, AW @G AWw HgAasnidtar sl srgams anmaEiar
gt f Rreaitdigar wfiar g gddy avgly fogd wofiag |

% X gz R K omits sy, 3 K sty for ymiz. ¥ M fqzrerd for wwmd. 4 K fiE-
T, M ATgE. & K Oy for fiar. v E gegd. ¢ E ga: for urw, M sy for
arwdiar. 2o M o for ungET.



W HITSET [/I. 41 4-
T niton, A7 /Y wsY | % st nferst gdtw
nrfzuidtetfy gg-aiftdr | ar sgify o afiroed g iy

‘ FEIY ArupTfugs TATCEur-HfeR ersued TS TeEE
wgdafed .

( Frerrean: &t 1)
) N Iof STTrei wgH srafureta

1 offigafy. 2 x gt 3 E g3

I) seia, @r A o | R Froat gfaat ggeaa aifmeas graarfie
dZET Taq | wfvts gacly A@reAgadg Tarcaaail A -
Rrear ssa: Sreai attgga i

I gl sFgPEmat san aafwrFaT

¥ xM put the Danda after nfomyst.



LI ]
(a7 afrafa vsr Stz = 1)
T —( fsas |mEy)
'wsS-siAu-Sften & g daaEisget
d 34 ng-geder-frertsguot goiar qof |
HAU AL wAHA-JHAT 75T fafttegr o o
ATy gt 7 Feror-femr-ssdroasHou 9
sttt —( wman ) Uetay, WS ¥ "wErue § AuTe-
ISAN-JAA TET FoFAT GSATHA-TAN-GHAT  BT-FA-
figam faan & i1 & & sdar Sfgfesh fw fazz
AT JHA-Fourwer sromfém Orfer { word (| () SEg
g ATTTAT |
quntigAT REaY g Aged vaHs wid
THIEAT 9EA ATATY TG goiuy |
q@iteAl Tanl foay aReHa sary
famtaar aoiat aow-Refiot a1z e o qre a

1 K begins this Scene with this sentence: g wRearl fEaw qafwmraeg .
2 rmfgar. 3 xawam’. 4 x wawn for yuaw. b x fafirgremmggsg. 6 =
agait for 4wsl. 7 K qeiar sfgfaar. 8 x gag AZW. 9 ® gEuRar, 10 x g
&Y, but xh Fmigar.

[ wegasgran |

I) ssmaa@issar afr azar sraE@iregsn, § 39 a9
fracsss g wug | darcragt aagga: gran feears @, o
=g gaI™ Fawfrimeian: e Gawe o0 II) s@t, s T
TN § AHRANIAIA-ART FAIT THTATATTI Cchrmmfaaa mraw
frafy Bl sreva sfgfya 1o faefy | agesaadim aofes garam
aEE | (1) TIAG QAFHETAON | gRIA: T waiy AGFU qegAE
AFT, AV 99 @Ea: qGUE AURIIT GO | gurg T6T
ey toRacts: o, gyva: eam: aeaRraion: SRy shiag

L M wiygay for sfmar. R K fymrrmar” for famay . 2 & ‘Traresgsr %°. ¥ K omits

311?7:, 4 K omits EQBZ@ & K f&afr only once. v x HEFTGTIT ISR, M m.
g for augr” ete. ¢ & gfuRNENE FFE. | K ARkATE: for Fify ete.
¢ q3o
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T - ( srEed )erEy TI-fad | wg o )
urs Frz-fre srET-wfir- Rl syses-3 T
gtoft fra-oi wasuﬁaur-wa-'w\lt-raa\r forsiar |
g mmm—ﬁw qur-frfeor- A - HA-AH
Safe & agfE R w7 o so-gg wResg ez
ofizg 9
HHAT | TEAT SaF fUT-TE-Fresft w3
ST T our Sw H{at-arﬁ Urz-AaT o ey |
OTETY ar AR 2T ABASY HF-FG T T
"ourgl | fafrs s ﬁr@vwr AT STEHAT SToiar | 8 )
(ra%m) e fSel e srumr ervmfte-HeR-Tome.
?0 I¥REW fAgae | sy
AZL-ATTHS & Mreifer el
fefa fafa w@eizr dfEoy vifsur &
sify o1 nfgerarsd weg-nSE-TI-
frorer-der-guvsigifesert arfem w0 v

1 & srdi@@. 2 xqull. 3 x wimsa, 4 & quig for fquig. 5 & gfey for wivs.
6 x omits FIFE. 7 K @gumzgedal s 8 K @Y wrors faga, but kb @Y fafwdr s

fogam. 9 = gbut khwsg, 10 & Fygzowt g wemgw. 11 k ufaa. 12 x gfgh
. 13 kyfge. 14 x F@E. 15 x g for gar.

aras N0 T) ey wufi: | aur = | 4 Sierrefag sracafiriErgsE-
FAeg:, Ao frgaFelr aagl%aaazqmerzaﬁ faw 1 ard sEvas
ATRAANAAGEAAT , Ih: ©h TEOn wafa an T-El'tl'c( TAGS FEI
N2 gl 1 qmra: | 9@ oty teagEee: w3, staw g
quare gq: @ TLAFERT W | AT | wreAst oIS AT
qJIoT:, AT Hfisrmr wag fgas JgEm aag: 12 0 () stuar Q-
ﬁat?ﬁr AMITAT AVSAATRT [A-ALAT HgIqwq | g4, ngmgtﬂ% g
wrEtea i, fiﬁi\' FSHIIT AT ARTAISH | eﬂrfﬁ & s a9-

—— for T 2 K g, 3 M W@ . ¥ M A 4 K aqEreE: wd
% K g% and lacuna upto ge:, M *gw and lacuna upto a: gfE". © K qrgasw, M 3R~
qlsw: for gzgM ete, ¢ M "AgdF. 3 X = Fyda.
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el - (e )VarEY,  forA-araeE- T RIeT-|et-
w-afiorel Tfiw s FgwETEUTE w@ww o ST
wrort o fok & stronfE waroen | @saET
TR-TT-actargran-gReg-uqer gav sfEsifa
UITEY § T T ASTON OOy Svgare By g
ww - =BT |
St g werviasi fza Aafieifo
frsavng-dady-sed-asafin et |
7 AE AeAfiggue-fad suia-fErEe
T FRTA-Y-IRA-03-Arafew fEd w7 w9 0
I
st For-fefawad Sreomiret an
ST ATST-agie uwar SfEer-de-amer |
ST AT GS-fafao agarE-goret-
ATST TSTTSAT T RISTES HEST N b |
(R ) & o g qorear & frueid

1 x wfgsi®, but xh °&Y. 2 & “szado G sonfy. 3 & gram ugy for g oto.
4 X agaren we’. O K adfweufy’. 6 KapmreR. 7 kszw. 8 K aglragm for
‘Tgﬁ{ q%Er. 9 Kk gwy. 10 x aﬁmq\. 11 x omits 31 which is given by kh,

ARFARET-, ArNTaTTarE AT AR T I @ I) w=Y, Mrsarass-
IVINFTAFTSARTS EqAAT FGATTATET WEAAFAIATT 7 FRARY
Y wErre: | S, siEvadlitsransREaTgeT gur s | A
WG THET AZAT gIAE IgTaEEAey o w0 I sy 1 S8 aaare
agr wegrfaeriiyy, dudafasvgssand fafsag | ag & AW
LI seuraaraey, fIddsrreaRardiena® fad T 0 |
& = | ag7 e RraciiSiaaniat @, arer agaRy TEN IR HIH-

FAT | ST@AT: aFARIE@T: agTHagmd-, M owEea T SISl-

A

M 3w for fiwg. 2 k SR @dar ar for AR ete. 3 M TTHL ¥ K FUardma
M aEdE. 4 K GaR Raraf. & M THARL 9 K qare] et 77z1°, M lacuna
for agr. < K dgy 99°. 9 x RRFEEraEE’. 0 K gAwIRa’, M gitede lacuna qig-
w@ @ity G w1 22 o “Refm fy lacuna,
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(@a: stria R 1)

s P -(wetn )gd w@rfest &\ W gerearg foreefi
(e, gsadiwr) @R ForeRt wAfeors-fust-amsn fy
q=|- afir-ne'&s-m AFUE AT Folqrg-rmr-tlaré’f

« et AW féma-rm"rtaun TES-UFE-q1 fyor faor f2or
fraga-wer -anqan gfEorerdr s ﬁana—qam‘r i @3
wsgg-Fvure] gretar fafien f‘aﬁ | (fafrar ) erEy wentfi-

s T £ AETGEATH ATOHH AANT RSTRAT AT | q=T
AAU-ATEA-FrSfsoed Ataes w ar iy Gfvsd HTT |
v FHA-ATA-ATETT- artﬂ-f‘gam Fored  |L-ILur-fag-

u - mm;r T FAATHL AUCT-HIT-AET geA-Sfderr-ofrd-
o SrTerRfy | (svea) Rrord wd

11}

uen —gere, @h fagr &9 )

s s -V sfaedTeie a3 i) TS TT I |
& fezr aediErdt wfvehaafy | Gl oS nwau-'n HA 95

L U

1 eqr for 8. 2 x fmalg, but xh firgrg. 3 & ‘Grsvamem. 4 & swygdon,
but kh @z b k omits oEY. 6 K fperfen. 7 K gt 8 k qorg W,
9 K gwoltesq. 10 x g=atdy. 1l k U FEA.
g3 frﬁaamrq el () g g agen & @oaty ) I) ga ofus
149 | i ER I ﬁ‘o’r?mﬁa‘l ( ‘) aw gEn sfaAatgrameTRisiy
IR FAUGTHYL: Aga%: Rymagmae o3 HAn Agwanicar
TR T3 R Ry fgsanwsewgga: gwes og Agomm-
AN RATEATAT carad Rafafaefi | (1) @8 gareammi qq-
gEIIN AAE AFAT TS BRI | GFar AgaAedRASHITE ArawEr
7 sty aftwr &AM | a9 FEuICHATUAREAGAEELE T Gy
frrafigerggra Fgast aoyggsrcgean garaatzsiRasaa
A | () sgg waen ) 1) qae, & oem e IOD) & Efvew-
TSHFAT AT | HIFAT 591 7 ewr Fanad afeadty g uE

D Y Y Y Y TV W

L M ggEW. R K gy iy, %Komltsf‘qqg,mﬁqg ¥ K gg=: for gz, 4 K omits

e, M lacuna. & K & Faenvesar, M lacuna sEy szsi. © K 799 qy=o for RGEAT
etc. ¢ M 3 wqdl.
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aefterfe, Toror-Afdon wfET wrfvre-afin G st RAfEod-
wfg, Aug-arEierE YET ITAIS-ITHFAIT AHA-
afg | & Aw uw glet AETETUWET sy ge 3ft-uva-
grezn afaet afessdr oo &)
Ts ~"HT AT T |
sz ¥ Aufyatia svueret g
a8 f¥ ey If-areaia w8 A7)
/-1 FAfsfret fRFoo-FHaf-gema
frgats g or & |ord TagaEr oo e
AT srrfeey agfe w2l
frgee: —'qUITg  ITTEAT | TAY OTE HAAITIIA =rOr
gu Ufeqt wrafin o uftagy wldwoot g agar
W—IH)HE\T H’ff .
fagTs: —'V'AZY TUY wsT Rzr aw & & Aot
nfvgst s ATl | ‘
s —"'gal @@ |
fagew: ~" VAT AT H RUFGAT (97 STUOUT HIOP 37T |
e —( &as )V Rt | (s @Ry Aey

AT S A A e e N e o

1 & fgerforafy. 2 < geat. 3 x afk@l. 4 & qeamdl. 5 & 33fr. 6 x wfezgo
7 x & . 8 x "wfigut glfgs craied.

T WA 9 g, T@ARAT afgt mitvrrafiicly srEr A, AT
ATIATIET GLA: TTETSITATLAT FAAA | T Aqr @ T ACHATTHR Y
at Theaniae a@fve: alefds o1 I) arar gag) gair o
wgwl FwwREi e, anty aef Yfowwe: 9 71 9o saewad
ORI, AW @g A & wrag aFga: || aed TR 59T |
II) oitg 9927 | oA SE AraQ:qegard JIAEtT =ar ST aary T
sfga: Thichgaa =g sg=: | III) aggaa: | IV) adt guia =ur war
Aty Merneatast ghar amegsd amfewr ) V) qama: 1 VI g
a1 AradgEEda o ARt war | VI feffaeg o (1) qaeas |

o

2 k omits g7, M perhaps lacuna.  x g3, 3 wM aREFERC. ¥ K g for 2. 4 K qOY
o9t for A 4. & K omits Y. © M IRRHEAN. ¢ K “qredy s g Aniw, M gz} A ar'
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Frrrw: -"asy wrdau AfRedde & g fa o &
givg usy sigares |
n TR A7 |
g —Agr A dRsSnR-arE-afy-ea TRe-
Tt o-fagau-Ffs-fafte-du-Rnfysa. fem-asgf-
5 H-HIBS-HIST-ATALA-TLS-TRAS- AT THA-THS-HIDFE
uRag gre-T-FRerda-aa3fy it Wi
Z-qUU-Herq{-a9-{n-wEife sig-vate wau-fz-foo- -
sZ-ANEE Rl Hes-fRa-mrfirs-afn. gere-fuara-
qHI-ST-aqueATn-Af-are-frun-Sgi3tt £33 age-
ug-ng-ge-fAfefRuw-Geer-ameE venedy Aen-Ja-
nEfFer-dft-gu-fafes-foaauiE JeoRE  gited-Romm-
AT L-ANANTHT-NIT-FSHE-GLA-TABUTE TS o717 -
figet urfes wsa awesTO-gaE o1 gfeeaEt |
v T-"VFgEt & ge afFqu
s —VzfRur  sregto-Teto-EAer & gfEgew | &R

Ixfakes. 2x waw. 3 gwmBR. ¢ x dm@faz. 5 x “gewmeomm
6 x gmusfe. 7 xgha. 8 Ewmfzgw. 9 K smramEdo.

I) amgaafusaan & gadfy agalr gl mgaes: | 1) ag-
wa: | III) aaws dasmisnacddte qradhradtn qatrgaase-
Rfrszratmraiagdamrafamesdaeais sagreckasacamd-
TRV AT ARG Grantimg TSt Thas: eyt
FaragIERETIe TR uTsgafirgamat: wat: AsSITanToFT-
AN GRS AT FFCA TR OARATZ T ANFS: F02: ggaTaT@ss -
Rferargdmanet: oiut: fearmafeasfautfsfaa: s
AT NI T RESFE GG IEOCTT  TAFHT
ATFA AT IFITE 79 | IV) &at: & s afwesg ) V) sia arerasa-
wead B afaewd | & wegd Sl fsfad |/ gdrerd o Sy | &

UK AW IIA . X KM gaefad. @ K arfllaiv. ¥ M Cymmgesat. 8 K Cgiednh & M
omits gryor. @ k Faify: for Tgrfi. ¢ K omitszw, < M aaeaql R, R0 K gl, M
qzot for g, 22 K garmi for Wi, M lacuna,
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Fegdl wo ffgftafs « & o arudt fseg ) &
q=Tse grerdrel afsgssierfz #

T - @fean )Veral fRergave fHemEr )

frgmw: - wr g TRt | @t Sur qraew fER-fRvama
fadtarfs | & geion ug-4u FRget MR | A groo
gupuor-ae feest mveg )

s -""gs | AY wGY |

frgrm: — AT AT0E SAT-TF-AATRSSA-gAReAr- R e-
AME IIF-ATH(E FEFT-ATTA-TIATNE Af5AT | FiE *e
fa wet dweTar forsfaer sgruer-assau-GRsiton nge
yfea-wisw-afun-fasiisz-ags-avar-sras-yg@rAda-aq- «
fear-g arfus-afi-dkugfa-das-ad-aera@tas-
wgfas-ngad  fAfge-ara-gain-Refadf-agusa-H-
SE-Aued einst afyg fiz .

wn-"Agt wal |

frgmw: -y faga-afn-dfedtdegassy Qwoeman-
forauurr &1, sroiac-fufrs wive-afn-fawman daizafia.

P 8L e N P . P P i .

1 xggi. 2 x Fugge for fragge. 3 Kaqmed. 4 Kgwm. 5 X mwaw’.
6 x ggem. 7 K @gwzEY. 8 K yydam. 9 K omits gl 10 K gwemz. 1l X grerEa.
12 & omits ffewt. 18 = wergiiyyfia.

Tgarer qraarat i | ) SEy Sgegaran feva: 1 1) frasmeda
% gasrtew Rl felad | @ aedE: ey Sgs w5 |
FY FETIF: NEYoazTA Fwa géifr | 1) ey | aama: | 1IV) admr-
s aRaAmIRRmtas: ageazs: sTrmERcTanTETRa: |
FAFGAN aq: WFLNHIT qROUEANGAULAT Teqr  TAReRERaf-
e rrestimmeaemaaniisge mtFaafmtragiRmia-
FRPEATEFIISEATIgRaadssat  AfrvammcaanniiR-da g
FiSESANEgE afdsfw ) V) axma: | VI) aat Agimatie-
ARISIRY qmTrnraatuer fr, sacatRiRd wrizsatifremy aE=T-

2 Mlacuna ¥ Y Rigwqamr. R x feftiiy £, ¥ & lacuna R¥EAT 4%, 3 k FAR for

T&IR. ¥ M has a long lacuna after gagmgt upto TiliaTe ete. (p. 32,1 49), 4 K &y
for 3§ . & K omits y@. W K omits gfor,
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ASIZA-HIF 57 TATHOT AT ATE-FOAAT, ATG FAs-
Irof Forerar Saforsr-dfsren He fFzrem
o T -"qEY FAY |

Frges: gt qUEr W | Tgw wenwAr wterszfE fy
gdfte Fgaran Soiged | afg 3 g foravon oE e
o f S A-TE-ATRUU- HUUTE- FE - TR T 5 -FI(S-TTSH -
FASE dSE  grAz-uFg-siRa-feasfE  arewst
ANEL-TE(Y 9gaT-SET-He-ET-iASE FuansE «
s EATI AT |
=" quurg wATFUIT-ferguaet e
g — (¥ )V wesd wuifg | @& e day wEw-
wHIFEHY v 95 "o | & fEg of g agae-after o f&er-
T | (& ALIE-AfY ersme Sdz-veegedr mifgvids
wat -7 wsq | @AY Ay |
o Frgww: ="'ARY ATC wisyE-wuneTie ey He-zfa-
A-dgur-afygst o Wdda-agam-aaig-aats aqi®
s z-arfeerr-sge Shreir |

R e e e P i it 1

1 x mant fagr, but xh g ez, 2 x gan. 3 x YwSd. 4 x grudy, but xh
"AralE IMUE 9g. O xyawig. 6 x fafdl. 7 x ofasaag’

aY ARATTEH T GRIHAT T AEIRAF, AN@TTSTG Fa-al T
#rafg® aar eon | I) aawa: | D) aal quie A @9 SmE: aees-
ST AT FIHRAGIRET | alér= ga favor: v Ton Agraamrarear-
ygdmagwiﬂagwma%mﬁmr@sﬁu%; qrege: g&maxg&aﬁﬁ%: qaT-
w3 ANETOE: ggUfesErarravTaad: sacasen aatla: | IID) &
vy Faraargeed T 1 IV) Rl qoir | & s Sad #agen-
feft & ag 7R | & 9T oy agiaaRera g feacirgabR
I @ Aartuarrir | V) gwRa | qawa | VI) gqasan
AEAFARAT AFGHRIAST AERAEIISER AT (AAATTIZATA-

e S s

2 K omits g3: and “wrxgoe” which are given by M. R M it aRN. 3 M A
for wgma®. ¥ X =Argw for siga’.



~11.10.13] gt stafistat EX
AT —( AT )

Dot O > ha 1 Y - N

@ i wE 1Al Y AT ST O HOuIW

faarzior gay way 9% 9 REeru $59

TR 7E YIEHT TE QU GOTquyy oo

SRV A7 Sierien g o s fUrsniSgsd 1 e
wrfy, gur f f&fE-mert w3

o

g -y gorem, wid o Gegfafn mg |@ed gAw-aw
gftrer u=an wifess s=afy ;

wer-"VFaT @av |

g VA aETeIRRE [ et | & it =id fAmi-
Fuf 3fte storAar wfewar g

oo —( @R ) of FET B Y S |

Fr: =" Rt gy f o gefy o

e - eered, taata affa dgoigre )

Frgre: ~" ey £y G gt fororan aify

TS —Ix’a;.g\fg |

Frgwe: Vg 7w farey ged wew safuar & G
wfurer fornfirer asn wfod-uSmawT-or v ol

[ A VO A NSNS

% K quggey guay’, 2 X mmg. 3 ggcqm’}, xh gqtt{'ﬂ'ﬁ. 4 K ﬂaﬁﬂﬁiﬁﬁﬂﬂ-
S xugfai. 6 x faodizem. 7 k seamvarr. S KW 9 X gRegvstevedt.

AFCTEG T Yreat fewrom@mmeed aftaa: | I) aus aar &5 o
HAF AT BOGE, FTAIgar: mar qar Tar == GrdeEd TER | TR
TUT QIIgAT A0 QT FrATTON 400, STA9E a7 AFk a0 |7 Are -
FIgF M o It iy, gachy =fem=t wig) ID) O ag@, gas swoi
araqg qaq g;ma%:si- et garg g9ss =mw | 1) aawa: 1 IV) aa-
AR AETY: FAM W AEE Terged: argasiw 1 V) a
F=: WS gaetarn ) VI) §F aswa g 9 vy VI e,
fraafy wifa gReiarg =t 1 VIID) gacly PR st ey
AT 1 IX) wag 1 X) qar ww @ gd@w wwlEr afeRe

Aterady for fyfieradl. R K qur gk 2900 O % K CARGTerr awet:. ¥ K QY-
4 ¥ &afy for i, & K TR 9t
Y FZo

K
zfrEr.
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ot —( | ) 'AEy WA |
s fagww:-"aEr Ae |y fEe-dd wer an
s —( afwan ) URflar @ d@
P —VefTay | (o obei i) war aeuRide o-
"S- RUNATE FLEa-fTorEr srrgt-fuomar o |
T -( HETAIT ar=ie 1)
VRt Iur FHUE fﬁm—g srgmifeet afa qwrara—usr l
T2 A 1 Tordar IRfae Aatia FEE NN
(@dmray)
TI-IT-MAY 7 o1 wra-gars = afa ag ol

FUSTAATT IJTAS-ULATTA FAF HAT U AR 0
(gacfy fea=ata)
frgn: "y gerea, ok Sfeger-w=oror | qur f S
» ggfurene f wrw weg 3T farar sger fafgem
TRAT —( Fr=AtaT 1)
VII)

tamm CEE atrg arfa @ afirwamw
= U mg TET {0 A1 & qor orstadt o

1 x guatfie. 2 X El?;g. 3 & fyrummgerz. 4 K gegeswnl. O K sfgieng.
6 '@y, 7 gyt 8 x fyutvi for fy A

afirear R At erRFUENEEOEE @Al wEg | 1) qawa |
II) aat wan @ Faarsstar ar | 1) frem & @fe 1 IV) §zam 1 ()
O qAITAT AGAFEFEL grEdiEeTar wtaciraa= | V) & gas
FAf AT wammm FlR vaTagad, g S5 UFEE: SwiSw AWy
ot 0 120 () FAMGTMIASH 7 guargErtg Aty a7 g5 o<
sfraaggasagann: Qi @ 1 1 VI) Oy ag=r, & aiHaadte |
gl gz | Fezfrsad wdw 2 o Far Ry VI Seras
fats gt @y & =g, =eEr agw aef gaw e v Gani

R FAME. R K OFEn ga, M e lacuna, 3 x qdafy g ¥ & zneg for zza.
4 K ghperh e, &k gefud, Mgefie. v k agy ol g wie < & e o
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A ShrerreY fraeT ger =Ty ST |
w1 avr gfwer-amert an & qret @t 4 93 0
fT o1 )

=TT | ArE-IT A% S e Frig-qraror Jraw
E 16| fﬁoer-tqengr GRS R ﬁ{ﬂur-rr%:r |qygar |
2R aga TR A% ST TSIEs-aN I A
FIAT {F FIGHAT 0 o1 I FioraY Zhrsrre TATT NI BY
&l I SehTT Seforet desw-gooiT
forgow: e fEetT eorvhe | iR B Mt UFa )
Tt —( arerater \)
Yot qr AT FUIT U o FHarz-wfSe
o AreiE-THE-WeAfSer-Atar ¥ g |
or |2t oitEer” ASerer-Tain 7 e
Fade dre fafig aftmr & s aftsr o qu
A gESA! HE=Al af‘aaﬂ'z | (Tﬂfﬂ“@) TATH, FE IO
wf&gam sgfuter-fgearg & Jgndie frwwar

1 & g=@). 2 K ;ﬁ'qa'[z{[, but ®h frm’. 3 E quEyfor FyEr. 4 X Fme®. 5 kb T
QHT& 6 x sgrgg. 7 K aegloen. 8 K el 9 xqreiEgr. 10 K e, 11 &
wewmeEmt. 12 & awgfname. 13 x afgier.

g shara: fRoafy azr U AW, T A gRFag: Sy e
wHT ) RN A T | AR SATETOSEAT AT G zﬁ'snararar
AT, TN AIAITETEDT JAT THRST A T | TR FIATT-
FE: AT AT gENTIIFITY W, FIA: angaam T T gaAldra:

gATAT: AP A LB U H g:rttsﬁmra ezt Erc“{rratumql I) af‘gagr
ATHRAR | T AW 2rE 927 | L) o e atraed Q@ 7 7 fikla-
SHRSF, T ATFRFICFTINSAACINISE qaas | & Gr—i} sy asawc-
gAn BAew, aasgrese e aea & T womm o ey
gum: dgaatrgwmn | (1) 999, §9 gAEnIdAn gt

SN

% K gify shara: shailRfe = FMaafy, M owgm: for @ . R K gag dtzfa®. 2 x
q'[a'[:[q[a'[ ¥ M gIEIAC. 4 M gEEEL & K CNAEEEEEn. © K SeammET. € K
T W % B CHaNwET.
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s Rrgew: ~Vefurerr wontfe | afEvfie afa g feor we
af%f?rran SfEsr AarT THAwHTATE Hf%aﬁ fusar ) asr &
=T |/EIT AMZAT Sfdert are soqurr feerst frer fyew-

¢ ﬂagrur STeET | ord = fada wafor & foe-us strer

T —FH |

S 'qut o mre (& f7 uftast & st= g =fde-
’ ngrar mf&aﬁ-ﬂtﬂaﬁ-ﬁ‘m AT e o afﬁm
Eﬁrng JgTe wfEvite wErTe ik ufEzd aw-
STOH nfaser et qrgsd fa aaen fFer
v s -"'gaEyr /ey |
Rgww: ~"Agr amfir wizoly torodwar o agwTsOH
nfawdfe | afE 9 g3l atn-fosrm ars-aarsw gata-
s gftoite-faer-afear-tse-arduse-asy e fir
Tt - ( wE ) USTETO Ea TSRO |
g — (i g )VII stoy o3 T-fororray goreifz dur aftee
o2 TAMERAAT o FATATUH | AT STFY |

e~

1 x {oig=t. 2K @98 3 K °zawl. 4% feey. D Komitss, 6 & gue. 7 X e,
but kh f53Y. 8 K qr@ for a@. 9 x FRFA@EawR. 10 K gd. Il x goite .

drcamrarrgen: furea | 1) sexfoe aufy | afe afase ICCEE
Afiedt sfezwr qer tagwann: afd figsr | qaama |35 T
TJAWAT FfegwT €T FeAAY TzaRA Bonroranshy | @8 9 asn
ARt &Ears srar IR 1) gead 1 IID) gaefy a=r feafy sidd
H | 9T @y Irgwgan wkafagrgsgiehd cadaaar Hafafy
ST RIGHT TIHETT ey wEvarst mizear arfigd qoommad e
AT Naamfmier g sa: 1 IV) qawa: | V) g el A cadaar
T QATEHCA AHAA! | A gareai garafacsd aoaned 9uEi-
freRerRrmguaarerancasy a1l VI) aserwfaavadan
VII) 3« gyefar: gas aq gfearn 3t @daan o a@uenaa, |

e e

L o yfiiesr 7. R K grafErasy for sieny zzafiE, 3 K a%m«ﬁm ¥ X omits afzt,
4 M aEsaiy, & M gre for qiw. v K Juy for IREWIE.
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e ~UAET | ( SWigeE a1 )
T ~ ( TILATUAREIE FETH )
RYEOr WST-TH TITATST qTom
IFTFAT AT AOrIT-TT07-Reouy |
ATIATA-FE0 forgre-gre-
Sufret e ascTon Huitw 0 ag 0
fgs: T AR, TATE fagfow-gee-ge-afmeTe
TBATTES- TS FSFS-GEATT  A[S-AIS- Ui 1-
AT QATATUH-ULH | (T aftwmmas 1) ;
frguw: Vg 3 GEAUST-IFHY | THY AQTSY, QAT $2-
wiS-AfEeTT, ASE-ATSUST a7 Ty ITFAST 1T |
It —""/ET | (T F=R@ )
(@a: abmfa 30 afrw R aftaw )
30 —"agafe, afvarg aenATweT-S9 | |
T - ( |fsars @mag) )
VItggaAr Argg-ArEl Fedan e faaTmar avy
arfg-ggy o aed oree ot wsw R d
() qE | (@ SuEsE At | )

PV

1 & ggum. 2 & Iuiifast wg. 3 K qut for g 4 & gifrar. 5 & qus. 6 & wwe-
g, 7 K Iqfa’. 8 k adds no consent of the king, but puts the stage direction
Tuy Foa: at the close of Vidugaka's speech. 9 K fgmgir. 10 x %ﬁqq, 11 E ¥,
12 xh gqufe for mzata.

ag wssm: | ) qar . II) el TIEH aﬁar%r: ararr:, IHEAET /A7 T4
AT | ACEAAFLTTIAT RIr971E-, Sadizar 73 ggqonom: gafa
N g& 0 IID) @y 7=, s Rgfaggesoriaswatsacaniazess-
FFSEANAT MSTLSMEHA TWIE ggTEmCATTaqg | IV) midt &
qECENEEE, | TF aAE:, O FEHISR R, AgEaiS ISR agaTRe
g | V) adr | VI) waggfa, s@am: exgmtaag | VID fedr araa-
TrE: edn o ReARTs @ | ARSI T S 958 9 a0 ST & W hLsl

L MREEr. R K ey, o sfigal. 2 M =pif for d@i’. ¥ M osrEn 4 K R or Wy
| KM wge for yAT. © Muw. < KM IRFEAIGATSEIEIC. S K TAETT, M azT ghEy.
%0 K omits ggqr. 22 X g7 for uwq.




E HESET [11.17.2-
TS —( ST ') Eq |
qour-gfluieh-gerunn FEa-ng-gedter-g@-urerum |
T AE TF JOET TURTSE-GERSATT-HTRIN || 9 1
Tiaw - (owd ) VPt =fde, AOETTOUAT RS | ered
FFQSY | ATE G TaS-ATST SIAN-TATHAYG ITNT, FITT-
s TS Foonfael wiwds, wewAftres-uftvhen Seu-ag
g | Irg s

8.

HAS-UTS IS ST SIAW
TNCH-FAS FKOUTH H FUfa o1 RIS |
feaz faad 238 ord a9 a=enfey
tuerafd o & o & 7 o e sHifyst y ae
st —( s )R srrgeRt weF awmosd, -
TN g5 Fadst |

* o (@ e ) gered, U )

gieT-urfesoi-weratert sareer-arfesen
tafior-gaar-od oS uga-aiforst |
Frfare agun fed @ fastor-gorser-
gfeer-glest = Urgad da3z 7 0 0

l x gliogge@mson. 2 K @uslt. 3 K “wrgaid | 4 K. 5 K Ay

T30 O Egawforvgw. T Egwprd. S kodforom 9K FTAGTA .
10 ® g&3s.
C) @l 1) gea | gieiorgaear sgzaaguefiagaagar | T aars
I3 TATATEIRREHAT | 2 U II) mar afas, aowaraay Jaia: | o
FETT | T Ty WHTHET STEETGIAA, R FSIS T -
gafa, aemReTiegs seaaEt SR | 9T g1, Sntesegerand
SIS BN, TGFAS FHA: ¥ A T AfFen | R A 3
FTE ISt Azatwe:, taata 7 a¥s a90 9 faarT strfaag 1 e III) fry-
g @ qAgFe, Foday a9 fafag | IV) gaw, b3 | 2fa-
Rdtwagrm sneEuRw, Rafagdd 39 sgasdteg | R
TLAT AR "B1F ISTAFIREF-, gRagRT mF ANead Tax Tl Ro |
TRk A R K OER?%},, M FHfs for it. 2 x e, M wgs for guT. ¥ K "RewqR’.
4 KM w5@ for ywe, & K swtvl for uigY):, © M putbs this sentence in the mouth of Candrika,
¢ M qzq a7 for 9% 43T, % K garfy for q@ri. Lo M g7 for @@, 2R K g9 for wua.




~I1. 22, 2] gt srafrial EAS

w-agiE, sw aie-asww  aghe-afn-afeerst
Iufeass | (=t sufamta)

- ggfoe, Grefe saufk ;

st =05t gl strorRfE ) (Frosfeeaf)

TR — (T 1)

Frgee: =71 Ferem, Uww | Rl e ey @Ry e
qfterer-foiqurant | qirgd.-Fafear-afong wea fages
YEE-TH | Af-Bgeww w7 gug gra-fasar-fed
(iR Rueft aweae e asft azata 1) 9

araE: —( FEINFT )

Vitdter gorrer qrfvr-Fes SSHH-uT
TQUITTHT-RIASHE-TAAT-UE THAES |
a9 qrA-aun fydfe-agererga arfyst
HUY YTEEE YIH-AU T G ¥ AT ) 29 0
vt —( Twafa 1)
Veas-gaa-aaer defevde-Fan-aEeEy |
gz forer-fasaiot FEAad ex-arac wavk 1 20

v —( afeam ) ergr wrate fAifyser oSy @O

frgeer | weEr go Raftretvel-may | B =) SRt

1 x forgw’. 2 x qrae’. 3 x@ed’. 4 K [ITH". D X fiwes’. 6 X arauon.
7  faggar. 8 x “wiw@al. 9 K smfywa

1) wgufe, w& asagee agaataRsat sofmmm: | 1) 23 s,
frasfguaa | III) ag afgdy swangata | IV) @t g, ggx | Aosfa-
¥ wgaf sfe aimafiguag | gassaRwfios o Rigaaf gese.
AL | ARITNFRT FIIT G EA7Ty | V) a=ioi g
nfrews SrIFHIGT, THMTIR AT FEENCEL | TS 19
wet Resfigdiarerge mle:, 79 TxUteE 9HAT gag aeae sy
ag 1 R VI) goeaaraadt: FueRaisissganiges: | sy frs-
feRo ggATT: aRTrEd g N R0 VII) @€t s frfwan | sy

N A P VPPN

REgEforaw’. R M3gd. Mg forgd. ¥ kw4 K gah for g
RuIdE 9 K CGITqfE. ¢ K gara: for gaa. o M Qs for B3, »



Yo FTITNT [1L.22.3

» INU-E-HiNT fdfae, Snfors-agel stiier-monet smme
AN FE o F=A & | orgx afkarfofier syerrar
ufeq gare | (Fded) srge Tare Hau-Fwaoiiiie

THA-RL-IFHT FS- LU A-HAl- T
ISA-UANAS [E-TSA-EA-E |
sEa-Aln-33s uRgdn-darsed
Ol TIE ATHEH ATTINA-SISIEE 11 3 0
Forge: — ( Frdedt )0y qere, er=Eel AT JqT-TS-HI-
wET exhe @ ovl Steve-diea-ue 1 ag o |

aftsfaer-faevarer s ua- m—nf?;w-mmr \
T —

@raou-fEu-fadie ey ysen G-aee el kB
T

Fier @ gre-wer ufigies asfsed ueife )
RUS

ViqeTotor mw—mwa-wm-aﬁﬂa—mam Ifs=aar v

1 x wfoss for axnf‘ma{ 2 ¥ omits g given by xh. 3 k¥ qRigesa. 4« mmfcr
qol. 5 k. 6x fas for fgo. 7 x gfzwr. 8 x guzon 9 x Hiwer

"o frgEar | Ay sgat AR | B aaraqa{gmuguméa-
o faiy®, SddtgguiamaiEsdt 7 9 oS Ay | W i
Reftarmasrar wita azmEe | (0) (g agwEn sryasaaags, g9
FCIGT FETNTHY, TCAAIANTS GEASZFATTY | SHAMEI=S
uRigegwares, adl gdd awms aguiademEag iz 1 I) 9 aaa,
T AETETIRISRATTEAT TRRAAE SN fgIIng | agr 7 |
sfefaafisumer awt aagsaigeamdet | 1) swavaRata ooy
T @Rl @t b ke D) s o grewmer YRSl aw
&a wargu | IV) ggqa qeuwmmEsrgAsiEieggar aar 1e

s

L ol &R°. K e HaT $gaur easEe g, for sprudiy ete. given by M.
3 ™ °qrdwi for “giRefmr, ¢ M Hgmam” for gummaTar. 4 K ggee for se, & K uR-
efz® for gRge’. © M gzq for spad, ¢ B gadw’. % K gEel. Lo M Fiker apedrer. L K
aRmel, M aRelstgeiid.
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fgws: —
“aefher-ge-uretue anfastguattieT gaeT |\
& -

Varfadt-oadivr sefset T aferdgd v g
m;a;‘-ﬁ"q-iﬁaaf ¥ sranfest @ fr sis-wwafi |
—

S-SR AfRS § ST T5-TE 1 9 |
" e frgeise s f s Pl &
m;)mﬁa.ﬂg-aré m‘m HTFO ZFAS TH | W
ﬁ'{q’q;:_

ywe-Rreterme Shafast T-aS FEed |
m;m)m_tﬁm.agm Iefyerr fhfd daeft-<2 1 e
ﬁzq;:;ﬁ:ﬁmiﬁ Rareir aga-mrefter gafe-oitara |
“?;Tm.gxrg-am AT TRAT ASH-USG-TIHIVT || 30 0

A A A e

1 k gfigsr’. 2 x gfiest for ghmsi. 3 x gfimmer. 4 x @@ for gaeg. 5 x wfa.
6 x "geggfa. 7 x {ea.
I) sxsgmaaaan: geagaiiar s ) si-doadot wgla o
dfaarg: 12k IM) sdegasarar F@aRkd Al Twewed |
IV) awadargda aaiag @g aafw sageg i e I V) frasaay-
@ ATy S greaky s@in | VI) suisadsasi ada g ga-
I 1 ¢ 1 VII) szgzf@ieaan: shafd wiad sdear | VI ss3-
Ffrguaom: Igfgan g vl 0 0 IX) afcdsafa R oga-
arsan: gehrfearan | X) arceagfraad aan azadsaaamEn: 1ol

PN N A

UK 'gAEfas:. R K qReuergy: for qRummgze of M. % K “qaai wew, M agwEeE-
3", ¥ x omits Rt 4 K FAT €3T. | K omits spe. © M Rafinw’. ¢ & awmemn
§ AR



ut v [ 11, 31a-
ﬁi"’*" - -
'mete-Raue 1S garor Sfesr-oar |
m —
Hafter-gEafR-ord-der-fiert |-Fwasfaerr 390
g —
g u forazz RE AorET-FstoigerT fawirie |

TR =
TRy Iur BT U aeTunT gidvrmT-sET 0 3R 0

W' -Vaenfy, fFewme § agu, ar Aty

i - Vet | (Reafo)

o —( @frmea )RR, StaenEr aau-deE- St e

s ="y, Safk nser

CURE e ol

(seur faemear 28y qftemer 1)

T -Vga, R ve-drea-aftan 9\ 9o tw| )
UgH-AZUIS Tivr qfixfsn ugaTrer-srroEy |
AFAfHCT- IS TAATRATAT 57 2T UZ-9=T 0 33 |

PRrges: VY qerem, Sefter-formi @® 7 =w sfiger

1 x gfFaua for ayer” ete., but xh qramyfyauar. 2 x gIFgesd. 3 x A
4 x an;\qq;:- for @=ft. 5 x omits ggy given by xh. 6 x gqfi@ml. 7 x qfigmr. 8 x
has noq. 9 x ggrfeer’. 10 x wfr g7 Iiiger.

I) aterRaugsia geami afrgs@amn | 1) dfagirafedshse
e sgegglan n 2 1) wa @ faas =i adiecagasgae
gargn | IV) & gaEcfa a9 @fas: qetmessg il 3R 0 V) wegfa,
Fraty ¥ agd, adng fea 1 VI) qdr) VI &6, sgee: waordge-
qumi Fa: | VIII) wggla, stae dsom: 1 IX) qarnt X) oo, audr 3=

T =T | 9T, 93T | GIgaar ot efela: aamaaa: | awd-
AATEST: TATRIN WAty quma: | 33 0 XI) WY g, sgafvamt #0

% K keeps blank space for this line. 2 k gupgesdl. 2 K =w: for wrgrg. ¥ M °F
afgxw. 4 K omils gyr. & M ogwumm for gwg swme:. 9 M sas for @A < K W
¢ M omits gar. e x AR sfgwar, M FaERagieaEn
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Tfearar | (e ) gered, warar aatfeer wrewts-
IT-TeqT AASAT o (o ¥ GFFdren av o7 st o
a1 weq 3 Ags figEr sren guse gam AT |

TS —"qE |

(@ afymasi= 1) 6

o -aaifee, fRacar car arsatser )

frdn - Vafy wamfee, gunfe snfegy eeg

amatew " gRTfee, stafe fig

T — AATGY, TEd, AUTHATUOH (arafor-gdanst
Fwooettel 1 Y fafud ufsgsr Ao GG &G R
sTeEATITE AfEvfie st= qare ufae fig "

frgee: —"qared, uRTe fezrw gaww fawt @)

w " erafigr guee |

awaitawr — Ve |

amfew —VgS EAATOY, TH FIHTUTT-ISETC HE
TrgdifRed ArgaadiT |reITe garRe ST-HTTom-
FaE-ufdd afgalE fm st Aorafist e aw- s

e————-

9

15

1 % garfssn eforaaifear @1, 2 & ggidisl. 3 & sire=sf. 4 k % ugy, but xh
fewmeat wan. 5 & mwanfeg afy for iy ote. 6 & gwarpmsnd. 7 & gugmar. 8 k qraEt’,
but xh qig3Y. 9 « awwadfie. 10 & gamifsn qr’. 11 & qifvesd. 12 k gigadiom.

T gaglmar afwm | (1) sher, o ssmwr ey anr-
Rer < frafy deeal a0 carrssa: | atngT w24 fogs feear
g wwwacreted ) I) aan I aaris, Rk oo el I afa
AwATe®, P ARa aq | IV) amiesd, saafa) V) asafe®, oF
ATHAN ramlreTaat skt teafr Regi [Yew ] reser =
afewafy smgawar s saw aivafe | VI) gaia, s zoer
gy ﬁa{!ﬂ' ﬁ'fﬁ'ﬁ%ﬁ 1 VII) alaf\giﬁ %ig;a: l VIII> ®9H | IX) g‘g |-
ArfF, €Al wreficaradgaar & orgdEal sebTvase moEn g ey
TmERaareosggzieaiedi atEh am aaE Sl wwn mre-

A T e e A R T A N

L MAHYY. R K omitsw., 3 Magy ¥ K gy 7 foran for g ete. 4 K U,
& X f3q7 for fqql wyr found in M. v M omits AT, < M W amw. Q K gRsafy for

ufyerfy found in M. 2o K guw. R X F@EEE. R K IxAfarmEd,




T STSTT [II.38.19~

WiStere Se-facia afsio gsicen @ AT W

ITER FAEATN-HIT aﬁrwf‘gﬁn ST 57 f¥ s srf fa
u  awATeR —VAaEr way |

amfew —qET AT FT WET SATUIU-AFZTRY o Forasrent
g fSger war adfsen @R sy srewo-ASS |@fow-
« FUERIT |
o g, dfuT Fw
frgew: -1V wffa )
7 awATeR — gl ag\r \
Fefort—"UARY T AGIOS Arq srafiufed st
AT agu arery fFe |

w e =V DR e AR av wgrvem qo -
né’rq arefitena |

e - g gEHaRftst T

3 (=t z@a: 1)
frgem: =aT grelte Wi afgwfe, gz &3 fiz
aafew —“nammfee, gd qw & gt |

v awattew - afEufie vgru-gar Stae fH afegs gy
qarfesr —~'qr 1SIIT | (= Frewnd 1)

PN NN VAV

1 x gfomz{En. 2 5 =230, 3 kK gizugt. 4 K amafsa. 5 x gozy. 6 & Qe
fegenr. 7 x does not present this as the speech of Tamalika, but adds it to that of
Naktamalika above. 8 xh gig for fag. 9 x Fgwr for yg=.

maaesrm FUSTIIY WIRAT FRITHO G GIIQ: A GIEA awmmrmga
gt g T <o g iy 1 I) aama: | II) AT /AT JIHF ral
TaCgAAtEag ﬁm’a ragy ey afesaremaaesy G-
frar1 III) sae, aftgan &1 IV) feRardar) V) qamast Vi) aa
CEAL ] nartﬁ'r asEfied CucE gl A ATTATRA | VII) & »a-
FAAFRE 9T AL 994 TEAAT ’.aram%'ﬁur \ VIII) &= sga:raarﬁa
= 1 IX) s v gfr grgaty, ax FE taeg 1| X) amarfle®, & g
wfwa, agan 1 XI) afgmn awast Surar i sfwarf@ o XII) ag
Nwﬁ?usﬁ@ lacuna; some lacuna in this passage. R X gEm, M lacuna. 2 M geg-

W[ ge. ¥ M af?a?hsf%?. 4 M wgdmEar for f¥ar’. & K = for 3. @ M puts this speech
in the mouth of zR=. ¢ M f3fey for fisg. % M a short lacuna.




-II1. 34.9] gt srafuiat ]
( T )
Sarfer: “agtavr ASHA-GAT AL | | A f‘g
A [Ty mqw’% feu-sis-fafest I dgan
qrEdrer aaﬁ afirat-re Hfd g |
f'FkEnE @naeng frgfer-fesra st TrordaY
3Tl weTel afawy aftet gedeno 1 0 38 0
frgre: 5T Tored, T FfTel wsEoR TIT \
aw -"garem, O IR wea wiftert-gEd faafa
ﬁ%ﬁf*' ~Mgeg 1 AT | foraE sy :c;m{m"r g 3
W= Jor wIAT-TAu gt sifgerert & 7 gur-wad
LT | A1 o1 {e IfFguige fafgtude fafatuass-qu
arfafEs
~VgEaEr HAdIT s NSTIE |
(=f Frewrat 1)
| Tor HESare gfes safirerad

i P e P 7

1 kgemw. 2k é}a*rrg 3 & qrasdre, but kh FEAST. 4 k Giast diwger. 6 K
{fa=fler. 6 x omits oy given by kh. 7 k g;qgfm T 24l 8 xgs. 9 x zlegumia.
10 K zzye for quye. 11 k woug for qumg. 12 K gfyst, b &,
oot | 1) glara aeandar ag, Taw | o i, SiesreasasfRd
FeI AAEHY, NYIFe: WA AR ARt gaT: | iacasrigia-
T Sud UREE:, ITUIET vHTi SRy ans gesdwrt gEa e
II) st ag@, T RrdRea g 3@ 1) ga=r, iada mfsrgasd
freaafy | IV) s =1 Rrear | frada g gata ag 31 ag g i
wTad e SfuTat feafr auased ®QR ) | 5 a9 g k-
mrt R chzEaua Sairerd | V) |5an s gai)d assi: |

I Tty seEPara fEda gaafsratg

G e et

2 M has good many gaps upto the close of this scene. 3 M gg for &. 2 K qr&-
e, M lacuna. ¥ KM gegal. 4 K gaal. & M GFeQ w0, 9 K omits sy Bf,
M lacuna “Ft FERIE &AM, ¢ M q2Hy ArE.

39

3



[ IIT' ]
( @a: stermfs asw g 1)
st —( @A )
YqE %rur-'érzﬁrai‘r |1 at- f&a—sﬁ%—ﬁe-ﬁﬁ I
IEHIT-orE-Aray fyouy ¢ mw SEGRIEEERIER
(Foa= ) g qfTSHeTU AT IT%F | SEY
Swerfaumer a8 g s
AT IR o sty g )
HITFS-RSHS-RITHU0T
FIHFS-TTSTIIIAN ST FST U 1)
frga: =gy gerT|, (o Y Sraflet 219 T fRerst | &=
Tty § @1 %€ F 7 uRa-afescasms-tee-
WS- STST-SS-F TSI sraw-ﬂgm-a'\gawi‘r TEUA, T/ A
- fras-afger-ge-daan f%ra‘«iuunt’n-m"mt’a-atﬁ-
%ﬁemrﬁta-agw-mmw-mrm qaﬂm I
A YFT TES-ATU AASEAT
ST SAUTE-TTI- ARG AT |

1k begins the Scene with this sentence: ¥y g gafrsra@ )L 2 K amggﬁ@
3 K ends the first line thus : giqggaragsosrl. 4 &k awdl. 5 X sEefmw’. 6 = agio.
7 x grias, but kh gafast. 8 k ufaafEar. 9 & gewmfe. 10 & “gast. 11 & g
12 k g@FarawgAgatgat.

[ dewassmaT )

I) aw wogenRa ag %:aﬁ%asﬁ‘m%ga'aa \ a-mrafrisﬁa st
afer ggeae! agfr 12 () g, afg WAy 39 | g, SAA-
ALY @ @y 9, WA fen w9y TZAF | u?mammvamﬁﬁar, HS-
FRIeTSTFSR w1 W R U II) ot aqe, feafy ssgfd wag ¥ gzaa
sfqatea: wg @ 4 saAw sxf%fé;irrsrﬁamxuanamaararmamgﬂ-
STF: FUGETHLIAA 1T, q0A srg:g%nanrgaarggqaz fagwaaro-
tmﬁtﬁtmmiﬁamﬁiqgungqa;%\m TZIT: | 9N 93T WIAgy 3OE-

N AN A AN A NN S

R K gui for . R K Hlmeqatenver adenad: Ffadw af‘mq 3 KM 3w, ¥ M I3y’ for
Y. 1 Mg for gr@’. & K A for s=gRd. v K geaie. ¢ M fET awR:. ¢ K 9.
Yo K Eﬂﬂiﬁ? 1R K 927 THSg, 50 it ho.s a lacuna; M "gRicH@IAs0 afehEar,
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faoa femrg waretg whia-siver-
|quurTE-ieA-forardr == gerraas | 3 |
(@) wsd wunfd | ergA-we-Oa-gEe-gE-
gaz-Ram-songr ¢ 7 dew wue-Re-getae-
Hae-frdss-diE-ge-gee-fiavwiar & aor-crgonar- ¢
ST | UFE 9IS |
Fae-fiere- T fes-afs-aar
ZfSA-UTS-AFN-FF-AITEETAT |
wfgaty aftey # wetrarfiumy
| QUIAH-AH-RIST T FTST FIA 0 8 1|
& | |l |
forgaw: —ered, STfureite Feror Tt |
T —( S ) gerEd, (& § Feforere qervr | :
Fgws:—""gung Fervdl | @€ @ wiz g Gaifen
AT B0 FTEW FTZTATOT @I AFILETT TSI
HAN-THAUN-TUNANY GO0 e- a1 z-Sarrer-Safir- «
Aifget-gue-q@eT-Feret-augT-yteat  RfadEaream-
fan dwigeidie sefurenie afvar fig)

1 x Qgage. 2 x fwga. 3 & geaz. 4 x gxgihass. 5 & RGN 6 & often
reads gfegfoa for gezfen. 7 E qmifgenfr. 8 k awatfie. 9 = Fojsvay. 10 &
araetATFERomRemer. 11 ¥ "QqEreeray.

|, FHIEA A AIgARigEE | = Ry awerg g wiroase,
gmrgfiwfisr g3 afwdd 120 1) Fig wofd | ssdmaaadegeae-
ZLARLTRAMTR IR TN AIRae FUsTedaa T AaF e gaseT-
faseadmm #F srocaenara: | agy Ay | gEsRECsaTaTR s,
rRasazndiggannzaia: | afvacir gzar at stoiiraEy, aaqran:-
F1E: B 12 KOS 08 1 & oo | 1) a9, serfr&ran aas oe-
og  III) a==, & ag gRsar gadg | IV) gog aga: | @@ afg-
gTAl caaT NGMATAT I5q0 QAT Tear HagaEt anl ayagar caohy-
T AFAAFATRAAG  FranfardierusggrareafditE T meTe-
TRIAFYYEEEU  RrfFQaaamsdt @aiggsar afmar afzarsia |

K q2 T, R K 3g@ 09, @ M o for o ¥ M g4 sywfy for qufy. 4 M g3 for
AL, & M qEFEAL 9 KM A 3uEm, < K gfafir. o o omits srong, 2o K 2. 2 K Ra¥ng,




ue SxdEm [1II.4.9-

et gy AEY |
Frgww: A &r # Tg0 fre-fre-virara-yhatiemee
IV G- TE-ASI-FHT-fraga-ane-fig-dere-derfire-
u I=q-TL-#fE-wAfSor-fafgu-dzer arg wsx o
w_m)aa H.a. \
frgmw: -V'ar Jeftre, | uevor & B w\e uf=gre
s AT Hfored |
s -V et
Ry —"ered eniTer, wr-rronf & wonfa wiE orfk-
wE- IR Rg-ag-favar | gl w7 wfiet g ge fuew-
€T Tormevame 7o fBer favva-asorea-gazat | o
Su a1 gHTTATE-gfher frme-gsasr arer sngae-
YRS HATTYAT AR AAN-GATI- A0y oreRiE wfa-
T@-Aifge-se-argei-dftas-gea-fiae gitd-se-daf-
e afeA-di-aftac-argsso-sgeh- oo arfyer | afg 4
«USA-AHfA-99-aFz-fFu-gae-dera-arfeene feq ug-

1 x gqa"® for 4g°. 2 x omits some portion here, garm ete. to i |nTiE (line 17);
but it is given by kh rather in such a corrupt form that only important variants are

noted. 3 xh gw for wg. 4 xh % @ agva. 5 xh Gy, 6 kh we ST O 7 K af,
but xh @&, 8 x §9. 9 x reads thus: FEHIAFTIEAH FHUY FIRAd sNZRrzuzgn

Jlagenagfiwrn 10 & onits gig in aiger. 11 x gigumgdr’. 12 x 9 ey qoa.
13 x f&ey.

I) qawra: | II) @a: an ait =gy et saraga@saracgzn sasggns-
swenfragrafrgafirdaifagdnicaieaiveamanieer ady far |
III) qawa: | IV) aamsis, swrg gegaife aar guar qar afrag |
V) fefaa 1 VI) s saies, @ sl & aorfy awmeeatat e
WM | QAN TG @Y aar Gawea tgwwan ©F KR fagraarnas-
AMAHGTHLET | 9 97 W RATATHAT AATZILT AT Aqggads-
AIWATAGAIE A qRTigadaaiacRceditmsarsargaEias-
gaadiaan gigagsditasen aiaadicaiaca@amssdias sfar |
A& seguglaaveardvefRugsagaauantyann: a@n agqarga-

2 M g, R K “Fgr for WERL 2 K AgwurgEEd. ¥ M fiegwed for geame ) 4 M
s+ lacuna 7%°, & M omits T4, 9 K gearfaY @A, < K affs q@n gedt. @ K omits Far




~111.4.39 ] SEEEC LT Qe

UF-uST-aSF-orrAuE [ Qreer -ﬂ%@-w”rﬁaﬁr’é JTo-
IHT-qE ) aaqfﬁr-gm-egtwﬁ FYT-LY-ATIOE FGHI-
a'c'«s-zﬁamrg g a;ﬁ:ww qag- qm-né‘raﬂ T s
wHfw | g3-aa-fafao- aa-mg oﬂﬂt—ﬁi‘ﬂ-ﬁl@ﬁl‘{ gmr-
IV T aAS-AUH-TS, 0 sn-avws-Rasa.nfse.drer-

for dera-sifurer-fravorauts g wag-gurE, SEgun-uars-»
{S-HITE FIS-FOO-EITE wfw ) @g 7 RrcosEr e
ng'mﬁr forwont Tq foramuiray, forfiguy wsa Az,
ficugar weg gwwal,  warw arfesi aﬂa fadgees
f%‘c‘{ﬂ-f%?{m AafEquite Fuorste E-I¢ Fuial stfrer-adr
yazfi | At gwef® A arae-ARe®E a'lf*gaam agwaa
Frza-formaret fasd qromed ATETAN-FITOHO AU FHOR-
JUurTET FT F f fotsreoi [ spoiei® orsd® erzanfien
faa|Y | STy O O |E STERTO | AT @ | ATST S(g o Wi
- &% ag Saren [Ndftag 9

lx gURZ. 2 Komitsg, 3 x q;ﬁ;;mqaﬁ, 4 x omits gfrslt. b xdgafi. 6 &
AR 7 K 9@ for gz, 8 K g for Zu. 9 K geurI@IesISr. 10 X
gfgena. 11 B3 12 xuqyi. 18 cgaforam. 14 karfeem. 15 k frawo
iy arer. 16 x g@ifes.

vaghan: mRvatstoai: sewvaaind: & w‘nfﬁr{mugm R
tgaras: FAHEEHEE: T TN dqaveagen aen FEaAka | goe-
%rqrafiﬁﬁmgavautgaru{\mﬁ /TS €9 gxsaHias®, gadg-
wefFazanFameai gausfaRadcacia mmgaaR, shearaege-
ST wrdimmavverx wara | aafy fcg=Ra o AgA:, [geans
o= frgrrg:, g og memtas:, f#tg*w T AN, ALEEI: FIS-
FET m-'aa\%’tfz—*awr ﬁ%ﬂrezamr AT FEATED QA FAFAY
Stfrage® gaaed | qaur grasa aqsnaRRaaitdm arersa: aEe-
fi@t a@mn SOEmWatEa AT AT A9 aENTTRT 59 w0y
frared gdwdtrcentacirafat faw: 1 o ot @ awawwE) adng

3 wenflisitegel for oz ote. 2 & “aifrmrme e’ 3R Cwmw. ¥ M qq for FEL
3 TTe
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T (@) et faor-aefrs-aran gga-aa,
nfger-goudst & F aeafy oed
QEAAT-HEE HATU(E TAR |
frus-fagesn &g ar gede
UL AE T T AfE w2fE o v

frgwm: Uy Gorew, SafEy arerg-Tewfin & § =

yafrer w1d faafa | mwr gftet girn-se-Afearaft
a3 | sifemrfarer o €&

T~ ( @RI )T fE gereder | aw o |
Tt urE-faRw ggag
gafindl o Sg-wifas-gou-guor |
T%-waaTE-aefurs-forar g @@

FgeEay et &1 faser ez a g
&9
US-ATETCR SArearst REwurarst |
FFA-TAT =7 Tifesett GHT-TAT TATTUSIA 1| 9 1)

A n =t

1 & frmmafd’. 2 x fGgmm g, 5 K "goqawueR. ¢ K WY 9w O5F Y &9
got % & qoaf negrg, but the reading of xhis adopted, 5 xh fyafy. 6 x ar.
7 X IgIa.

r T@T 4t 9 Aa ™ qar urabgegar@ty | 1) woas Brgaaagdg-
TEA FEATUET, TRATTAT Peuid ardareny, qeracgananrorf: |
rasaazens She 4 graan, qat o ger@g el ek aan I W
T, SufEE qEaaiss & afd sew % QR | rmawatd gia-
FEftasmftaey | afywrar s dear | II) arg =8 ag=7 | qar =7 |
AT AraREw ggEeda sawaiar 9 sgHitERgAYni | STeNaETa-
Hrafaar g dear IS g3 T et et g 0t & abme-
FATATCAIET TSI | TEATH £ T Q0 qEUEress 1o i

% K sROAsaf. 2 M giEmR gl @ K Goear gegar. ¢ MogRe for mifyt. u x
WAL & K Caafywmr, M swnaderm Aifes. 9 K Csgmiear 9. ¢ K oomits #F =L
3 K ¥ @y,



~11L9.7] azsf srafeial Uy

R =Wy FoTEN, UG |
AHHEE FOS-FIS-FIUT TEER MZTEO
AR YEIAW 7 quit HiSa-aefSamt |
gar-aifira-arfist after snfiv srowd
FreAre 7 afaa-dsafae frckeacgad ) 6 0
o -Ugered, WY €S |
FrgQ-ue-fvat ug-faft-asor W ag-im
frrarfits afts sert-assh-agt agnw
Heaa A fus-fee-cargra-dzmsm
srraTol Ffo-sur gatg frfast ea Hrs$asama n e g
frgw: -"ar negER g wive-wft-ase-afRu-wre-
ISAISTAA-YGW  Flrw-wi@-Afet-aftat | vz =
aterT gt werdd YFET g€ |
wwr-"gered, Areafy giro-se-dftsr-aftacsa vt
Regwa: — A FTTH, AT &Y Tg W | (39t aRwwa: 1)
T (& ) Perssl, WYET-aFE-Sauy gftagra H
Sg=aT qfET SWUsd ITEw ¥ | A8 o |
1 x orggrolt. 2 K gmeaew. 3 K gefwon. 4 Kuygee. D X forqrgagege. 6 x

fgt. 7 xdwle. 8 K gamsal gial fenfrt. 9 & Yzmoral Jofaeay qawg. 10 k
grerquar. 11 x fifgan. 12 E gdivaesiiza, but xh °gégzal 13 x s,

I) ¥t 9@, 939 | ASFIE FUASTSHOAT TURT TUICAW:, oFAT Ggaq
gadizEaiad | Sy sqany wend, fsriela affs-
wzfd et o < ID) ager, addhe | segidggay aasig-
gw FrSs: oway, Rearafae: seacies@ingd aftam | gz
g BraRcermgarararat, araat Juiraen: wachy e o s
aaert | o 1 IID) ag assm: s wRsafimari@onraesses-
e aftaaedittsaian | el o war T strasd wrdad e
IV) aa#s, ndng ghaasdEsuiace awg ) V) Oy aqd, @@ =
ug v | VI) sredsy, stqdagargaeng shuae § ag: afar: a9
T M am we for @A, R K RAEeRT, M aRelE 3 K TEdTT. ¥ K qg) T, M
agRe . 4 K Rmwg for fma: of M. & K wwed Agl. v M wwE B ¢ X grgnre

qIA oA, M G AR % K omits s, 20 M grtRy for ey WML
2% M omits ¥ 3.

T A S
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weate SRR  Tog 7 sl waE
SETEHIT STUET STUETE FUHA-RLEI-ET |
aifesidrer die fEsr-tarAanwfE dewete
S fusw-su-afE o' m=xfa v yao
frgew: —gered, eTgX v giRor-ste-difgetr |
(Fm=a )
Fegifans gar-atseranty Gaft ar
ZT AT TS qLfaet T TR0 & |
it 2y FF-ITE-AST 7Y G A5 wd
ar edg fordaus tafaei-gagaa # 0 aq 0
frgue: - wwd )y gerwd, (& nigfaet agn®@ fwd, av
T orerorTot 7 FS GE-FISITE |
;  uw-Pmy 9, S gon 7 & geiterts
Frges: —Vear godiar fig
(=) (& HGE |

RUTHA-HET quTs-Sigstt uar tastorat
BAAT-AHT-GTAT ¥ Fgar dxrder aAI )

1 x gramEgl. 2 K poadgst. 3 X aifesira. 4 K gficed. 5 x @ifym. 6 k

gug. 7 EFqe. S Eevq. 9 K fF{ywgm’. 10 x gigen for afgen. 11 x §wt.
12 x @gigd

qIES T | G T | SARPEE: gy TS AW away ARk, TgET wag:
FFETRA FUARTIZISTIL: | STAMAT AT TAATAAT: GFah:, -
vrFiIfEwar BasaafafT asgufigefig 1 e 1 I) gad, agt gl
ghasedtiar | () wiks gralsetai: R af, 3 fraat gad
QRIS TR 7o fRY | T WA YeEagesc: @G wey A,
g geral Wesaain Fidtastaed & 0 220 II) W aq@, & aug-
fod gyl fgd, qEg A ATady 6 gursasagg | 1) @
WeT, Aq gATy Fhiuq ad ) IV) ax gueftsisfa | () & 33 | Sae-
WAGET: YO@ETRAET A TEE, TAIZIEIANSH qear gRRar

A

¢ K "o Bt R M wiaEw. 2 K @Rg . v K It g vt s o ag for qang,
g M lacuna., v k fafl for ERfuag of .



111, 12.15 ] agei wAftsiat 3

arerE =7 GEfa wifasr-on Szww grafino )

RO THISH TLOF (& a7 0 Jrforse b AR )
awr-"51el AFAY ITEfCyy | (Fwgaia: 1)
R - gerS-gIuEaTY  AErveTfue aTfoers
ufteg@aTd Arere & avor fa Hdef ;
(@a: shraty ygTmamRE At KR SRt = 1)

aifm —Fugifars (1 1) senig wef

a:qr?{amaﬁa;‘: —k Fweg 11 12] senfy wea: ¢

taraw: - gerafy, ais‘aﬁgtﬁf\m aarafe |z

aifw Ve | (vaSiEr ) frorerrar fogmmrsy Sterui-
uz fEer | (semgheshi) ’

Tt - ( T gEver E@mﬁ?@r) fou aanf%, AT Tl dg A
zﬁm Aofars guy 3 &, gsw eRE-SaaStas AvE SES
AFATUT AT |

it — (@ ) Parsgdel, ®E war eHl wsy fRereng-
TN ySATIIIS-s@al | Alerst dusd aOT-ha Sw -
frer-ane-wsafan Asemag )

A A A A AP B

12

i5

1 & grefimol. 2 x puts this in the mouth of the king after ( gmgng-a ), but
kh assigns it to Vidigaka. 3 x puts g after the stage-direction. 4 K Frsrongdy fEe.
b & gafey for @AY". 6 x gAtTSta. 7 K ‘guERdaw, 8 K wufma. 9 K wmidz.

7w | sy wgefa aifhwsTan Ye grefaar, aemdadsan oo
i ar @ FEd 1 R 1 I) saaac seaiiga ) ID) & axsgaisad g
giaaX gwofiae el away & ooy fAead ) I faafy,
svgeara g gaiagt IV) aar () ezaficia Srased fera:
V) &3 segry i, At pha ad wegai aghal gady <, ag seagmmaesy-
9 an gwgraaTsae | VI) arad, 548 oF O gzansem gedr
AESTEEEL A WASREET Qind THTIORN 9aT AHT@gIASy awai |

% M Qi a long lacuna upto *gismgaaRon ote, on the next page. 3 K aFAR, M
lacuna, % K omits 7. ¥ K SwqFaTSATel . ‘
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T - TrSgEaiicita era)

‘7R qET ASE-Senme
FLAS-RE-FIT-THUHT |
US-SBEL-AlA- (4 g-2-
WETO-gE-FT-SE-arg 1 a3

wif -afy seftre, K gd srgmfrer oAy G Sor
fasstfar =
s gt - wueren ) Ofyerafy, o wr@anen GHE T9-
Ao T a-fasuur sravertoie-wfat wata-fagor oot fer
T ot fassifa | (ot o=t awafa )
¢ T —(wegEn )V gEr gftu-dem,
AT geafe-fac fﬁtlf%a-aw fazfe S3fe
SrTEre awmft‘rga FHU QO SNULT-TATHINH |
T ot frerrer & fﬁw-aﬁg-«aﬁ%—mwm
defFasss v fesw- gﬁm-—amr-eraw g 13
(“‘W})
Senfer: ng.ar;uﬁ Y 3T FETNA-SHY | AT G
Eavr STSTOT- Y- Y- q-Svt 7 aﬁ@rcaq
g 0 g S I frzoigTr gargr |

x fgegfyeg’. 2 x gfg for i 3Kan%§ﬁm ¢ xgly. b xqeeiw’. 6 x
asa::af‘mm 7 K fgmfa. 8 xgmo. 9 K ‘gurforag. 10 x g, 11 x gy,
12 ® é}g 13 ¥ g@vite . 14 x 3@;1&@@,

I) 7 agfer FMeie@=ar:, SEsErgaead a5y | aaaeaaateg-
Fg-, TRTUuFEFTIATTAAT 1 2 1 II) |@tg agiS, & agraniwes
miay Heq: I f@atea ararfn I fraai, _E! FISIQAAT G‘Hﬁ' T=Ar
aFEafeRT  ammmEsRar  seEtfEmyTT 3 aﬁﬁﬁ r@ana !
IV) €21 gRorers, ar qgngﬁrtﬁ# ﬁtﬁ%aagrag erfrg T, AWEIR-
itgg TE WU STEAFIITHG | T AR i aan Baadsda-

q, Gegraig RzwsRassraasyd gag i 13 01 V) gagiEt
wag k3@ araaeal: | @ Ty, TarFagaIsEidnma sy,

S

R Kl for s, R Msfygw for sfum . 2 K wwwg. ¥ K CQERE, 4 K
Braral. | u swp for sy, 9 M gwEdd 3. € K QST .



~I11. 180] g sraieiad Yy

g=g Sfsmer iy FHer-sxrenfy aginen
fEmefina-ugar Sanen fefea geafzon o qu
sty o1 )
Frrs-fhf-des-ger Sar-shrergon
TE-TrE-FAT LT fEar-Ag-aquEemn |
ISAGA-TAEATT- ST -SR-SV
geafEfin wdw Gg-uasr g Sodgu nag
T "S- - HON-IT-AATT-vrEE-Jrfgmy ganfer-
FIS-FA-YFOT dFFew qfRor sHfa@Egn  qgsaer-
S | HuH QU aEaL-gen-aE-ag-afes-aite- .
fRerereaTE-aEA-arS-afYE-ae-agarein-gia-ta-Fea
AETTHSTATTEU | |
(Faey )
frige-ge-=sT nfgsr-nea-guoerd
yigT-faar @i wlder Srerumifof |
A& qor STor of gfur-Seul vigei
wed Fug aFavi afgugw @ n a9
af o1
far-feegisar yas-ams-alEer
fortat-fasian ue-Femm-gat-sar

1 xgferg. 2 x dﬁﬁznﬂr. 8 x gsiwra. 4 wgga'. U x'fusregn 6 x
afagr” for qfzar. 7 x gwimamar. 8 k fagosd. 9 k fasfawr 10 k gaites.

IBFT 7 Wy A Atag BRogFTIgIAN: | geo@iaar Iredart
FHISTIANN: Nz, PRADATST: Sqa: gy o h L ) sy = |
FFEUlSASRIARFSIST  FHISHAET:, TSI JEELRTHASIE:
AFAT | ST AACTRTFTNAASTHASTN, TAGT HAT FIIATTST: TFA
s I & I I) areaasdgraserRerraiRar gaivasiegs-
QT AgFHUS afegar Trifear argiagsdt: | Qigd g qeEd-
TTnETRAgE T RAT AN AT T RS (g AT AT -
FUFY AGTFEHAEET | () Aaogrgasfl: ghdmiguizd, g

fmm wor gt Srgaatzdr | qat gaswaty T shvesed agd, ®@ 9
2 K Rgdl. * K omits gyweme, 3 8wk for g, ¥ B IHsEln




% ATSET [ 111, 18¢-

Aarfaer-asifRor-gern. gg-ura s
nSfa Tril-ag-fase-fagon &guv v av 0
FE AT GHAET €T HET-ITAT | A o7 |
AT geafRw [t &g & qafen fave-foarsen
S0 grorg {4 u qgw-gaiT aifE g
Ttz weufy Asen wRows gquEgarusiz ase
T Trasetie Aftsr-fagaur @1 g woar g-avEne
i —fgerafy dffe, gd & quofy =@fgar-assist )
atgw ~"sg erraafe fGerad
Harar fRTuiFTr werfeet 4 Fensasr-
FY-HRA-For-TTer-gay graw arfer
€T TASITHT-FPA-SFreTitE dafga
TV I55aeT-use-aErgeaAfeser 2 1l o )
ast—"erRY STEREHATE 9gHl FITAW-FSAT |

B T Y Y VN N P NP RN

1k faurfaar. 2 x gy for wqui. 3 x gigugae, ¢ K . 5 K NS
faswgamgs. 6 & “ugr for “ww.

FURT qEATARIRAISTEN Laor | 19 | ol = | RmRggRm a1
aArFdrATEET:, ﬁtﬁatﬁ%ﬁam TNREaEgEEar | aiaaaa -
FITE: FI0:, TSR taa"ragw%enrarfr 7551 1 8¢ ) I) qar s wd
REFERRTOT: | qar =7 | 47 T N FAAN TE@ar iﬁ&ma‘smmm, EE- G
qgﬁg Y T FITARITOT QAT 9F G | el sedar oiisaiy g

AR AT, ST gErie afEREngaar ar &g SReET @R N 4R )
II) fagwfy afgs, «uiy gia stgsaag ) aar saaeafe G-
wEl | we ferongTn snrdmaed anesEr-, agdTalnaiisagan
Gae Aivan: | I ESTAETYTsIEInn Jaan, g ang-
QFBAQTENETHZAAT 5T N e | IV) «idy stgnefasw dgm shaseg |

A

2 K “wigmalsgu. 2 M Qg for fefaar. 2 x gog for gog, ¥ & ogfy for qufy
of M. 4 EM ReFfF=IREN. & K apegar o & figdiemg®. ¢ K gegai for agat. @ Mgy
for wlE, 2o K mRAUIE, U g9@ar. L M gL R Mygwr 23 M iefgvm for ez,



~111.23.21 aget wafretat ws

Fgms: ~erg iy Ag wvl verdafad | ug a=w gfi-
g
Jeu-afger-asq-fEdar
AE-TAT-FEME FIAT |
Sre-qaTRer- - 38y
rag faou-Tar wg-Far 0 k9
stz g, Sgee faeradie et faste
e -egfaw, Fftafy aau-disd
afgw -V fgerafy, f& afew | (aifmw a=d )
ateEr—( wafa 1)
Vg weE-fau Fwre-get awd@ e
fETanelt-mrste e < stooer 1t 1 R0
T -yl HFeW-aed TE-uiEET o | fig,
strorurer g3 forfSetr ady
Sreroror gor afemert ey |
AT JSE IO HITHA
HATS T AT07 AJIHAIT 1 3 N

(v ofv) 71 eRw-S3o, gH g swve forsr-ga-frfser-
F=iT ARS=IT

l xgzoram. 2 k Qfgge. 8 & weww (Rat) 97°. 4 K ofi@w. 5 & wiw,
6 & fama.

I) wrgaty an $RT 97d=w1eT | gua an GREEMETE | SEaTREas-
e, areTRicgeth 99 fmaiEdfaiigeg:, w3y gga qa-
=+ L 1) s, et ot war sovws | IID) sfads,
a%y sraurdigeg | IV) faafy, & (@i | V) =i sesftn -
gaw it Ay | fhondiars: R sauraar Toey 1R 1) VI) oy
Srargd wafeaega | B, andaw @ A o, SEET geesa
M | JA: FSAX FAY: TR, ATASH FTOASSE 1230 () g2 R

-~

A P Pl P

LM E g, R Mg for qRen. 3 K ReEREy. ¥ K o3q for SR, 4 K o

A gmsh qle, M Same 7 9 ARG & K gwr A for adt. @ K o |
¢ 9o

3
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SELUBEEL tnf%t fra-gan-ugd feE

féummar R CURE RN fafirdy AFEor SRS |

amsrarg FUE FUfa o7 TWOT-REV G 0 A

Fugsdgy quet fFTAEE gu Suade 2 180
(et FSFE:, W GHAAAFUE T |)

frgrr: -VEifE weefite, Stror At Tl F@FS! R

3 SR —( SeEaSE Haam{)mqm g FH adtat gZm
zay wsy syl &« aﬂrﬂst-a\'&m asa-f%straw-aﬁﬂ-
FT-JTHN-FLERLEA 'Ifi'a'rt N TET m&saﬂw G

0 aaﬁq o i Tay A AT FLS ALQAT | 791 &
siast wsy gitet nifereaTaY |

__Ill)a.g |
9 (zf = faemran: 1)

N ToT SIS a3l safursiat |

1 K fipget. 2 x fvonoral. 8 K opqidtd. 4 K womg@uw. O K guoy g3 g for
fEuete. 6 x gfw@ar. 7 x snfg=u.

FEDT, A TEHEE ATEINMASEIn FIASTEAT, TR RET R
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e e | Al eTgy |@eanE gT-gadis adn off-
2 st-%m"raw-aﬁrarga frefire wea wsg AAifReTe wRafe

tlg-ugaﬁ-ares TEH-RE & ToaR aga-nefm sfe=s
yrgar fig )

n e -"REr gy |
r'%@m ~"azr A fafyue gefist s
SIER CR i E ol
o Fge: g fRn-ffrwr-afET gEat
e - VerEy gHTaY | (Fifa) m!fr f Trfiaﬂ Ts3 TE-
g dte ﬁ:@raw-aar | ST TET wE 6T |

1 & g for Hix. 2 ® qzagsEEs. S K gg=t, but xh q'lg—ﬁ\\'

18

Far T oy angeTiien: adccaEt deirar | 1) FEATY, gATAT 9
graT: | IT) 9 g3, 3ty 7 f19 FAQ qeraqriy | L) srss sraraac: |
IV) gollg 9951 | ©aq @F [@ad I9@& a9 & q et e
SrarRrasEta | V) ag @ag ) g w97 | VI) gaceagt varsais
FIFATGAFIRAT T2 Shmridas | i vy @athn gegssain -
FrasgTElanteEs @ a3 ansar doy oreasad W
SR g 499 qsgAishe | VI aasa: | VII) gat war @y
gaia e | IX) # wetaq | X) ghadiciwaitawgara: | XI) s=)
ST | () QAT gdta wa QU0 Y30 TIITE: | ad TAT IR |

M g FER. R K engmiar for symrRiaY. @ M oadds gagwtd before mwmd. ¥ K
omits SEAY UZTAETS. 4 K gFER, M yMiaedigd. | K @8 ES. © M gRased’.



-1V. 26. 49 ] TIeq Fafviiqe 14

frga: ~U¥T qoTEE, W STH | WOST SIFR0) mmm—aa-ss
ooy e o RHFEAU |
T —erEd, A S0 T |
Rgws: —gERu gFEEEN ques-fuar g &4 ) 2
o —( wEeR ) VFE RE ST FFRETOETAT |
g —Verer g fgaasy gd wifasa gde Arefas-
JION AT FEATHO A FATC-TEHE, AASL afIZ 1
g wafE
R ="0AG1 Jfte siEed darfyent gfel srao
qﬁawrw <) w&s \ o
VIH).H.% Ha‘. | |
%@w “’a'ar gor aaahgun TfiT  Sreq-AIIHAT-geTTe
HEHTN-NTATE FHS gieagu wiost | w2 ar g Fa3are
HT-FT-AUILT TAS- wwm—m&s-ﬁsm—wzr H a-ear
arg qunwdet FHT Aot wuwrrg awgarrrg
mlﬁrg |E UGS 7T o {3y, o oA FEE weAv o
HRoT 97 Ui =) e AFRIE waT g FAT forer-urfommrizon

A e PPNt NS

1k HQEAY. 2 K has only ono g, 3 ® grEm@iEmat. 4 x faggma. 6k
gfotfagor. 6 x omits g3y given by xh. 7 x ‘Fgou. 8 x @eEiAlL 9 K quy for
g | 10 K q:;a;]fa-; 11 K fgudy, but xh f%;g;
I) &y @@, ar mw | msranmrmngﬁaqac%a %an q aﬁ‘rcnaat |
IT) Ta= FEq, g dq | III) &R pa@e soaaar a9 39
IV) %4 &4 ¥z gafiaa: | V) @ wg fgeay @ qoer Yz
WITTAA:  AFIATE TTFIAM G FANCSEHG: g ufm |
VI) it wag 1 VII) day 3391 adima Salra: gostwes: gftwaer =
gaeq | VIII) aa@a: | IX) AT a-;'{%jar TN ACAATTTEATEN
FEESTATRAIAT TS GO Aftrag 1 qar | & @g %rvgés@n a‘«g%@n'-
b C ECU e wxvm:mrérai%raa:ﬁm ¥ qe@T AT T TG (=T
TiRrET seqihrgsamhn @nrfrm L2 aras'?emr AT | TYN, A IHAST
FIRAE AT T =7 At oy | G sranne owr gg gy faadfiraie:

e A A i A 5 P

2 K omits gg, R M gZmRw. 3 M WAl for @y, ¥ K omits ole T, 4 K gr@E-
o, & M FEET. Y K omits g, ¢ K omits g1, & X reads g9 for FE (o K
aeenta: for gy ete. : .
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) TSI [ IV. 26 50-

a-agT-afv-afralds-umrae sRkfafk & =vgn-
Ffor ey STt wETCeTsE Fetoior ooy Y )
T —( TEAH TFATTT )

Ao S g de Efter awftst wiw Ruof frarer
T F-Bre-0es frgas fiforst aea Jewdar
agul fogfE-sgsu-aeagIUE-arens-ar
I AT byot or-faft-a@t Aiferenraae® 1 2o

SwFTtafn, sy faftsy e a=9, ufsgssg o
RO |RSAT At ooy 3

w5y gor SIruEfE | (=R Fremear )

frgww: —""Qt & & eraed @Swr @ afifire STvR @R
et fa gy afsasi it woddt afite-aduf argwanfi
st wEvnd Rda Tereaa fddsd eafaaf |

(Ta: aferafa gizar 347 amfos =71)

@t (= ) Vet wafkafn Sg9R, FE ot | ged fy

|qr ST Heareiie | o fFzr

1x gﬁ;a; 2 K ﬁgﬁ.{\a} for ;;ﬁ'%z\ui. 3k q%a{ﬁ:ﬂ. 4 xugx. bk FHFATH JT.

6 xqut. 7 x giwegy 301, but kh gls®. 8 x wraegerar. 9 K wigfim. 10 &
fawsn. 11 & fmggsd. 12 k omits Tl

FAAGIAFAANASTATT FCANR FANARAT FATG QAT FETOAA
aI9q g9 =@ | I) g @ @ wgt gear Wkt aw Tl TATF:, AEY
JAFMS Faahy fgd aer 377 o1 | g Rouiagsaasazrgm-
ST, Tg: afy g Lofiace aiftaEeE: 1 e ) FETMAT, T3 |
frdraral guen |, ysoaeal T Fa SiRar SeaET IR IT) 77 39
srgraai | ID) Refr = amamrt gen wn wRits TEdd o3 ol
¥y afva=a ofy Seaedt afiarats: arawar: ot o Ao
Frerer RagRgamisatr |+ IV) & acfaf =959®, s aarl |

L e L C U AN

LK fegmr (wW) for gar. R mayae® for wols 2 M g, v K Ty, M
TR & RfRe: . & M@Ra” for Aiffar. © mRedar. < m wfify, <
fAewdl. 2 M eFEyl



-1V. 27,25, T FAfrial 93

e -"fgfor, swra @ fRrgag-anfaen ndag-erar o
n=sifa AT ager wfEen firydee |

T -FE | (SN aftwma: 1) 12

amfew —"afEfir, Tar wzr | ar SgawEE |

i —(voww )" 'Sg AT | Sr=IF, WeH s J2-
T wA HNer-fafad ag adfd Sigsnt war o Fof-.
wife s virg fa

( sitarza w@aiaoly )

Fafl ~V g HAETTAY | AW, §sa 7 Orar "qgr-o
UH-gTAToF wfr sreafz o srfvrery )

ww ~( ffr ) reradl Namafe-3ger =7 T
(weis agr) werafe fHamfndTs, war stod | @ffEs
gf | S§T AT SrureATRr

(Fa: stragudiuw framfiggar 1)

RrramioRaat -7 erd €A | AT ofter @ deareier 1.
THT &7 4r | (= afsi gvafao)

o~~~

AL PN NI

1 x oqag. 2 x oersfa. 3 x {rdaf 4  wiehen. 5 x gowo. 6 x gsafa.
T x mf‘gs{g. 8 K puts this speech in the mouth of Kalabhasini in continuation, but
Kh assigns it to the king, 9 x ggar. 10 x I, but kh emits it. 11 x has a stage
direction : (gfr feftfea@taar fagfa), but it is not given by kh. 12 & oIFuET.

TIAN @7 ST AR wFr A wur 1 1) afrfy, aadd AuEeaadrar
weafa@ier @ westra arag war agFagaag | 1) quar IID) wiEdd,
oy Yaf | aga|ata: | IV) qasargs: | odge, 7y il aegeen aw
et ag st Setme war @ gy Fa Kk V) sag a=-
T | AT, QES I ASTOFNITL UGS S grEa gy |
VI) worelt Rrearafiiaar g oo | (1) waaia Rraraieay, oo
sqi: | @i IR sET aEng, smata) VI @@ daior e agr far

K quEgAl #A1. R OM CfH3Tait. @ K waaiRe for wER. ¥ B Carm mifwar’
4 M R REEAPRaE R T & & amgeag, for seg.
90 HZo



LT HESENT [IV.27.26-
(=% sEaanTSEata 1)
n Refr —( wireEmEts g ) qTaeE, fh e |
st "H%\%l:
affwHr iToits Rfse-auet S Se-ar
ATfUre SME-fas wra-Tdor-nor ety \rfErert |
AISTS AT K-S WTHT TS
AT A/Us ¥A Narafi-anfafEg daer todEar e
AT QUIAETE | (|9 sumba 1)
Rrawmfig=a -Ugfygz |
3 (=3 stagfa )
S = (arate: iR wede ) Ve, of waT | wR
afefirert Sz
o Pyramfogsar—"@ET AT |
3 -V, AT, TS SATANE | |
(TEerar TS frarmedt oeivagen Rl )
o Framfeaar ~"gsy, w5y | gE SE-TIei oFe 939 |
M —( e ek ) erfa-forfager, wft srifenfR | (593 afn
wed) &, SEA-asE d wefier | 953 IR, awy
nHE AFUE-TSTLH |

e P e o e P P A N -

1 x omits 3fg, but kh hasit, 2 x qEAgl. 3 K ngE for wfag. 4 x mgo for
Tl 5 kKhgmal. 6 xatard. 7 x gufez. 8 x syumay for o', 9 x s,
10 x TwEataa’.

sEErtaT | ot & & ) sy, feivae | I1) 2R, aftnd waee onlrs
ATHRA JAT BNSAM, ATOFT AT Fagmario G99t HiwHrE |
QFT 47 O wEnE S YA TS, aFAFy BFd  RIATANIEHIEar
Ferar AT N ¢ | ag oA | 1) efias  IV) starafy, aedtar & aw
At sz | V) aur @t VI) o) s+aad, anes g |7 |
VII) 9@, 718 | @ sagafielt o aaa | VI stfafrdsr, oarfes |
() =3, Siageat ¥ WTEET | TR TAFEESW, @gE FATAAATET |

LMHETE. K omils 51, 3 M9z, ¥ M omits o 4 BEHWHEL. & K@l
() wEn. © K qzg for mvB. < K wioR A for CEnRE.
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i —(@nay )'gd oE wed faftrge SiEraeie &
ufaet w1d a-ad e g dg-wmEl 3=t )

Rrmfiiaa - Agras-affa, gug il | war g €@z
s forer-mift-oufiot aa-arsrueHRT ATiir & @H-
WE | AT STYHU WER | qrfvr-seTgoRy |

-V weargdy srwafy | awifew WSy, StASTEl:
dgoEizer siuaretong Saufy |

anreE - 5t Wizl Wvﬁlﬂ'{ | (R Terewrar ) )

Frge: —( e )'gE HaTS | 2

wW-Vggpmfafn n=x, Fgas-aamer siaaaga
et FEsg fare-dnes- ey aikafier dasg fa)

Fearae - U5t wfEof strorafe | (=fa Frerrar 1) ”

Rramfimar - oy Shad IH w oTsEfa g w@w-da-
qrfaon & @7 dast wey d@ftrafa@fa
o -V o 0 ®ET AT qEnay | 7

AARAAASAS,

o~

1 & gz for Sz. 2 kgsium 3 k ufgdl. 4 kh gz 5 & 'f;guﬁ 6 K guET
st wg . 7 K wfkwg. 8k gloggla. 9 x & % o wog ww', xh F o
TG A .

I) waneds ey sShgafimn srcarasd 18 Q9urs sats aegarfis
33a | II) weradaily, g4 el | ow @g saen Reaenko:
FAREUESHRIRGt AR 7L @nqafy | awggaas aavoren: aritee-
o | 1II) o swramama i | amis® ves, wwaigug argdarrarty
- SfemarrTty sareg | IV) ag aframameaR | V) gf d@e g | VD) se-
iRt 53, RgAcaaanuran JEaTagaEn A seasal aeage-
Raamiana =@t | VII) ag aitenaeatr . VI 398 sq §
wesfa fhg anlonRast & givars d@fefata) IX) & &S

LEEAT 839, R K wEReWRY, Mumoer! aRR! 3 R poiRmel. ¥ & omits
H. 4 K amrenfy for siftfmantonty. & Kaway. o M gy 9. < EMomitq, ¢ EM
omit fig. 20 Mgdsy wi®. 2% K Wi for 7 mel.



% ET [ IV, 28.28-
(sfrza amfem )
amte —"THIT SAHITE |
0 Y —( SR FEumEnd ) Ve, qRIwWsS edr
Ag Siefrear SgoEr )
wn -"Pgrg qr AT gaTAY ArfRvizfirey |
s IR-"IAIW, ST THT AAF0F or Qrerfvrsn wE wE
e -5t A womE |
gt —( Sugs TrgYEt anyaty i)
s T —( @gl Staggita 1)
forg: ~( wedgeaa ) ET GRS A HUIA-J - E -
afaar | ar aifea g‘ra FHTHEE, f%rar NI E:a'hz, qE TS
» 3 'aqagm | 7 9\ AT ﬁmar 215, FH AT ITA-
T, qAT A HgHTEE, aﬁaa EUS) :raaﬂfﬁraw HITS
T3 RuSHW, FTAS YA @, TIT TIHL-ITEHA-
o et | (3 =)

Rrramiaar — Ofaraf-daarst qur gtet Har-
gfurssi

1 x qfiexe, xh qfimgsas. 2 x ufotsn. 3 &b sy 4 x gfeaiar |Qify,
but kb qfigar ar 5 x&lg. 6 X wvouwt wEFS we=. 7 X AWWEYREA.

wefr TIIRG TG | I) garTwTomiy | IT) sdg, q&q&xmﬁwt |
nﬁra"r segeEt | II) w8 av 3= sary arfiaasgsia: | IV) sndgs,
FANT JEATET T T T FT | V) ag ¥t st VI) ga, awat
¥ fTwdraEarAAiem: | &g @ia w9g grwmw, &4 gag e, g
q9g TSI EE: | T o= | an Aad w9y, s aag e, O
Tag AYATEE, UG W93 ASTNS®, HEe wag cRuzsAu, s9g
gt TE:, a9al aengecwaRtg: | VID Reamirehrardn: Sawrg

PPN

L Ml gt R M oswr for @ an. % K gegai for gryatai. ¥ K ATaaraE’,
M ACHRIAE. 4 K qerng for @ & K @Al wag degmi, M AW WRY WAg. O M 5IS
for wg. < Mg for Tx@. & K “wgwmul AFS wg. Lo K AT FAhwenq for {w® to “Fay:,
M omits fgsgmivaE: and reads this remark thus: *Rgegmgasr 57 darg+i\



-IV.30.2] aIeq STAtrsiad w9
s —( whime et & W st 45
AT TIITAT FE o nfdenr wievn-Savivi
v fad qard foterer-afe Rrerr-doaet = 3
& {7 Aquug-Sft-wd-afe-vafe-a
T ST AT gAC d o S sgEr & ke
ag ofFst a9 )
Fuig - fagaufin R G
quig gertard Safsfs qon wvoar |
quig sTeT-A=at afgwrer w30 fhfe
foig w3 A 789 wr@-HwTE 0 300
( wmrear: & 1)
[ 0 gor SEoared 99w safursias | )

1 x dgut g@owt. 2 x Remafen. 3 & owewet for wfst. 4k gorg ToHER.
5 x omits this stage-direction given by kh, 6 g has a Sanskrit colophon : gfy gsg-
Swrat 9g9 gatEraeg I

gadean: dargeiaa | I) @ta: gt & § frag) o seeant saai o
A FEFg A, mar Rragarg RseRifrei 39 som g s
gamgRaRdaedtons, o= ¥ wder sl aa aw afe
TR A I R 1 FARAATAY w9g | G FHITAF Bz Bl gov, sy
TRATHPIFIT AT AGIC | PTG TAREE FEIAT FAAT T, Aqg
wTfEAL AIg Ardagag ) 2e )

I £fY sexRETat wgd aafwray |
| Segoan R i g

A

% M many gaps in this and the next verse, = K garf, Mdafa. 3 M IR =gd
mafaF=TGLt ¥ M concludes thus: gurgisd mag:.




e L0

‘arufzerd fagiar avifa-sor-aers-gor-Rrormaey |
au-grasft s sasr-sesg-afeqn

Fwegeasdr, 1V, 24,

“May the forest-fire of Poverty, which day after day gleams
far and wide, which brings to naught all the excellences of men of
learning, be quenched by the rain of the side-long glances of Fortune!”



it o T
WL AFATH
ATSISIAIT
T feaay

srrer & gyfragmor

wieq g gz
sEnT e
REY Aty 5
ATATR GTETE
FTorarer g frferen
AMUIE FTITAT
ATTSTAHITY
MBS
ITTT WG
SERreramgny
IS RFSteAuT
swafuasr ad
sl ATTGATAT
qiiE agew e
o FRraES
TEY @ gs|

ey JiRyerfic
TEl RqrFArSEy
THl ISTAISA
THT ST
AFapazed &

T raaRfuony
FYLRAS AT
TS HTON
SIS Rl
Frasamzsfi
frazrase
FIEST A TISATST
UG FTHATE
FgAfaTSarts
FESIEAGET
FE 7 Wy gz

’Eergs

I
I
I

V.
L
1.
I
L

L
IV,
I11.
IV,
IV,
IV,
IV,
L
1L
111,

IT1.

1V,
I
IV,
IV,
IV,
1V,
I.
I1.
IIT.
III.
L
III.
IL,
I,
11,
1V,
111,
11
L

10
28

8
19
24
13
33
30

6
23
29
10
13
21
37
29

2
15
19
23
20
24
23
18
38
27

9
11

9
16
28
25
25
30

4
22
32

I IA FAT
TS TRITTZY
nRTgTRF
TSARTIST
|ST F Wragey
HTuATRTATT
SFrEY fRToigRT
Fqay S
S CRESEL G
S g
Iz B AR aca
T EIT ATTATST
¥ fre awas
3 A oo
YA AT
RTUT TEITUAST
ST geafeEd (9at
2T BTN
TFEY o
or ST erreig
dfiggsgta
0w
AT HITY
ATSTETH TN
a 0 aT fet
qior Tordrer
arguuTaorT Ty
gt ooy
ISTT FUSTS
T O
gaaiufisgr
'?';ﬁ igamﬁrm
| 0y
Ee) %iqf%r(:f?ﬁcﬁn
qaiAgt St
TFHIISUATEIL
TIEAFT TAA

I1.
IV,
III.
1T,
11,
11T,
111,
I1T.
IV,
IV,
II.

1V,
11,
IV,

111,
11,
IV,
11,
IV.
1I.
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IV.
11T,

IV,
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qTYSTHT TSN
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NOTES

Yavanikantara 1

4) b Looking now at the reading of o (i. e., the Calcutta ed.
of a portion of Candralekhia published in the Feraaferafes =g,
February and March 1932) and in the light of the chaya of x,
we can even read THAX X ==g¢ wfik WUA; see the corrupt chaya of M.
gt or gt = 5w is not unknown to Sanskrit, gt being usually used in a
compound : FfEAEIEERAREALUE: ete. in the wxegdr 49. In d g may
be better rendered as gugig holy.—I. 2 @wig=l, Fwwe show spontaneous
doubling of 7 and q.—1I. 3 sl = smaww, waving of light?—I. 4 sgai =
¥ga:, coplous, thick.—I. 6 77 and 7z are treated as synonyms by the
grwr. 5) I. 3 Here the figure of speech is fagatar.—I. 6 The ageaf
explains the term urtgr thus: 4 awoeg TRl FragaRRE, | € IIE
QI TR €9a: U e~9ve, Kullaka's commentary on it runs thus:
‘RrmeRy B we g TeTerRRaReiaERe gEEt SR SR g Sead |
S T SR T e | Jad Rgrewas e #SQ@T s EieEcaed-
sqoa: . 6) ¢ A pun on the word dxis implied ; of. gRafFTrETr =g wwa=
etc. =wpnee 1. 2; and thereon the commentary remarks: 3uyg
Afestcafisisafgr .—0. 2 Can we have a danda after &, and take
e sy =a@ g:? T) I. 1 sgi=ugera. 8) b gssi=gwaHq, even
gagy. 10) a Better read wg fa=w (zh:) sh.—c wgka==Fex,
of. Hema. VIIL iv. 75: feg: ggg-Rme-@ew: . 11) o Or even
g, a garland made of any other flower. 12) I. 4 Wewg="wg,
an epithet of Siva.—wewga, cf. Hema. VIIL iv. 77-8: w&x: qu@i3st \
aga = 1.—Ll. 8 Rather dazs=dafia; the idea is that the sword
(wes®m) in his hand created the illusion of a row of bees. 13)
l. 1 smfseax 18 quite usual in Sanskrit: safvwrar looks like hyper-
Sanskritisation.—{. 6 Here is perhaps the only ft after an smar,
otherwise we have @, 14) b Can it be that BJE=17n=3f:,
performed?—I. 1. Looking at 15. 2, here also we may read gfe-
gwsr-gur ete.—I. 3 Rather read gwsr-i@ifs-awein sl = weagafowfisal:
azo:; and thus we have alliteration too. 15) ¢ d=as-®iE, bosom
or the chest of the cock from which starts its shrill note; ¢
reads gsrqesiE @ierd ete. 16) ¢ Fm=gw, see verse L. 35 also.
17) l. 6 ¢ reads gzuRs.—I. 7-8 The text uses both the terminations,

g and &, quite indiscriminately.—l. 11 The chaya is not quite
11 <. &
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satisfactory; it may be read thus: wewawwm: werreer R CIEIERItE ERLe
seAT: agfey eadafigiia st AR ), i e., the wwwammm is observing
hospitality (emmt) towards your Majesty as if in order to crown
(emdafigla) its glory which is enhanced by the advent (3m@ar)
of spring.—I. 13 After this remark of the king, according o, there
follows the passage 1. 17. 23 to I. 18 (included) and thereafter
comes I. 17. 15 to L. 17. 22.—I. 16 wwifrg=er+-35=a8w may be
an illustration of Samdhi-consonant, see Pischel § 353. 18) o
AR =  wAAloER, @A an eyelash; it also means a filament
of flower.—l. 6 ¥As=d=ygEd or WA= 19) There is IRy in
the last line. 21) b vy is connected with g7 by Vararuci VIII,
7, but with f@iq by Hemacandra VIII. iv. 143. 22) d Perhaps
there is a pun on the word area meaning a stream, or the g
grammar, or even the worship of gzmd®t. 23) b Should we read
T I 24) ¢ AEwhest=dedwhowm? 26) I 4 PR
ete. = uryy Sgzewar ete.—l. 12 siisaz = sEemy, supports. 27) 1. 16
d=a1%—l. 2 The figure of speech is Fear—29) 1. 6 This appears
to be a wellknown saying; compare Dasakumara-carita, p. 76,
[. 9 (Agashe’s ed., B. S. 8.): swiReed & whmsiwdiai e, IR sy
AEATRY ete.; also wwwg=war, p. 418 (Jacobi's ed., B. L): s=t
g T SFEel, S aR & atvdedn ond fr—l 12 = o3 = ai, 30)
The figure of speech seems to be wfizeitfs. 35) d TRE = AT,
36) . 4 For aifiti are we to read & o = axgr 73. 39) d wdgvmami=
wgigaE.—l. 6 XA =23=d.  41) ¢ Rather 2xat for 91, and then construe :

At B @Ay qgRIN L—I. 6 smMi=awe; TeeR, uRER  ete.
appear to be used with the sense of Imperative.

Yavanikantara II

1) a §9ES =>3ar7A%  means  ‘looking horizontally, with
side-glances’; of. Km. II. 1 d: &% godter @1, ¢ reads TEAEASNHAT =
qEESIERGH: —I. 2 =959at = 937 ; vearia =™, of. Hema. VIIL. iv. 18-
‘roatmeErE’t. 3) d Also wwz=strafy, ‘makes the flower of my life
froitful’. 4) d & =emy:, fearless? 8) I. 7 fysfvgwamt has a
double meaning; #ga is a kind of plant when construed with Hima-
laya.—Il. 9 fo@r==cmt is an animal kept for pleasure.—I. 15
TR@esl apparently means ¢ roundabout way’, though the etymology
is not clear. It indicates the way of putting things in the fashion of
a g ; of. aifdrmorana in wwd. 9) ¢ @ =wW, W ax T @ 39T, R =
agdn, aweag.—l. 14 R = saRwfeat—I. 25 Perhaps he wants

to suggest that he remained silent like a jewelled pillar in the
palace-hall.—I. 26 ugw, a house of a low-born person, a village
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inhabited by savages. glem=ygdemr, any oblation, the leaving
of an offering, Soma juice, a sacrificial oblation made of ground
rice and offered in Kapalas or vessels. Of Course it cannot be
given to a low-caste man. d=weq=u=wed, the five products of the
cow taken collectively: viz., milk, curds, clarified butter or ghee,
urine and cow-dung (&t T awr =I™T qF WwEEE T 1)—L 30
guwr =§ige, this refers to the six expedients to be used by a
king in his foreign policy, namely, 1 @fy, peace or alliance; 2
Rng, war; 3 @@, march or expedition; 4 w or onga, halt; 5
g, seeking shelter; 6 3u or Hdftwm duplicity; see wgeafy VIL.
160: ¥y v fawd Ja yewewdg = v & 9 wgoitewRa @ e—L. 36
feey = Refeg, e standing for snfeg?—I. 47 sawgst =swnfiag
‘was ordered to be offered’. 10) I. 8 =&, perhaps ==a also, is
an akwr for #y, see Hema. VIIL iv. 2.—I. 13 <tgx is explained
a8 qEUAATORY, ¥WAle €3%; I3, however, is not quite clear.
The chaya gives just a suitable rendering. 11) The sense is
somewhat obscure: some words are used with a double meaning.
12) Two smms are lacking in the third pada; perhaps a word
like & or #g is required between it and wuww. 13) o Rather
read g@t; and the first line may be explained thus: The gy
(i. e., =m¥g) bears the red s=F (i. e., turns red through shame )
at the sight of the king (who is superior to sm¥g in point of
benevolence ); and the lovelorn (wwr) damsel too bears (suffers)
gorrow (%) at the sight of the king (whose love she has not
yet won).—b frg=ng" as well as @g.—c can there be a pun here
also?: sftati=1 ftam: ‘from the bow-string’, ii s ‘from life’;
A Raaiy ‘falls from life’ or ¢dies’, i. e., ‘suffers death pangs’.
14) l. 1 w<sw-gwit, the path of literary composition. 15) ¢ what
is the wrong (fiwt) with her that we should know and speak out?—
l. 6 Obviously fwedwar="fewwwm is doubly abstract; or it may be
rendered as Reswwgewa. 20) 1. 7 =afeen=wafowr, a piece of cloth
- over a sore or wound, a bandage; here it appears to signify some-
thing like a cloth-bag for books. 22) 1. 1 amr =317 means ‘a number
of notes, gamut’.—I. 2 u=virtue, as well as string.—I. 8 Are we
to read wfreg®, Voc., qualifying f@dfyg? stiaram, s sowa=h
(= erguit 34 ), attaching yourself to this lady possessed of innumerable
gus (—also singing after this lady.).—l. 4 qRaifkst=1lute, as well as
slanderer. 23) /. 1-2 have a metrical ring here and there. 32)17.7
s is to be understood with —sfamt w. 33) 1. 4 frgm = fd,
see Hema, VIIL iv. 55.—I. 18 What event fags® has in view for
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the term @= is not quite explicit: perhaps he thinks that he would
get an explanation why @it carried a statue this morning (II. 9. 5 ),
or why the Queen arranged the singing entertainment without
inviting the King (II. 15.10).—I. 31 weifreny = wrowiemg,—I. 35
g =%T1.—.l. 39 @3 or &g would be the normal reading. 34) 1. 1

Either the subject wd (=wa®) is understood, or read FzRi—I. 5
gfFaorETg = gffvorear, gridmaan is doubly abstract ; qifvfyz = wrewfy. :

Yavanikantara III

4) I. 35 Rather @gegsi. 5) /. 3 Rather oimiten = sfisfyar.
6) The verse may be construed thus: gg@aam (i. e., moon )-

frgn swRiteE: gem: R g SgERMTTN sressenadaReT Tger
ar T Ferl @ . 8) d ae: 33 ‘dark as the raven’?: rather

aieg-Hewi Predgae, 9) 1. 3 udtat=w¥w, a tutelary god presiding
over some particular spot. 11) ¢ wdvE=w@my: i3 an eregdhma
compound. 12) =< is Mas,, so =@mr gsm—I. 10 a1 *X® ete. has
a metrical ring.—I. 18 Can it be feremaarm?; as it stands, it can
be equated with ggmmaad®, ¢ while I was trying to know his mind’,
19 b it = gAY, see ga° VIIL. iv. 86.—d uRer = uq. 20 ) « warfosenr = swrfean:
or sfe:. 23) d Read B=wi=%=r:; and the two lines may be
rendered thus: ¢That the two (i. e., the moon and the deer)
should unite in friendship is in the fitness of things (because both of
them are your enemies, being defeated by you); but that they
(your vanquished foes) should move at large in your presence
is a shameless affair on their part.” 24) & The reading fwdiu
would do; fwaaa welat g, 1. e., ‘kissing her beautiful cheek by
getting yourself reflected in it’. &w or f=az also means reflection:
fe w3 fARsFEr SRfsd T 91 A —d Better §ifv=wafy for af;
the line then may be rendered thus: ¢ Pray tell me what righteous
deeds have you performed in your former birth, so that you should
be so (i. e., should have the pleasure of doing the aforesaid acts)?’;
tl%is reminds us of a line of Bhartrhari: o= AR F® T waw & aw
aqg a9: L.
Yavanikantara IV

1) ¢ sfiu=u=ar.—I. 1 ®ya is the equinoctial point. This
play has the back-ground of the s@=1 season, and the author has
specifically mentioned the @=twm (1. 24). So Rydraa is a festivity
connected with a day when sun enters the vernal equinox, say
about the 20th of March. Apparently the @zt is 3=, During
this festivity, it is suggested in the play, the imperial king holds
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Something like a Durbar and the feudatories pay respects to
him. 2) ¢ mERet=gewr:, and the lengthening of the vowel is
metris causa? 4) d wd Rigan-gesi=ud Frgggad? 6) ¢ cf fwwEy
RIS @ fue | Ramidyana.—d Read [=fEer] for [@7z]; the line
means: ‘The branch of erait in the form of the East has put forth
flowers having received the touch of the feet of swa’; cf. the poetic
convention : YR, S, FNE: BEaRi 1. 8) o sFowwMF I3 T@ qEw:
gF<F: 1. 9) There is afywg in the first three lines.—a femria=
saEveai,—b Should we read a for f2—bc Compare smitamE-
Reagfreafaardioesn, and a5 efnf = srEEtEIEEs: RoER: Ruad o
TEMAGET | Awe 7, 31; also wge VI. 32-34. 10) ¢ The chaya
PRI presumes a reading like @awiaRe; @avicadd = sAiged; or
it is a wrong reading for @avitesa = sviteaed,  11) @ Compare diarfira
@ {IGTEd: | @e VI 61.—d Note the usual aft is violated. 12) d
wurgEAY is apparently the umexr king, of. =rguma III. 38-9 and the
remarks of the commentary of wswm. 13) @ swelesia-2—d Should
we read g for Mag?—I. 2 We want dgdwgsi siqgei. 17) d Read
better afwat for afgel, and it stands for @z, 20) b Rt or Rrswm,
2l) ¢ a@wr=choosing of husband’? Construe: frwy =@ ww g
TR W T B o o s@R (aly)  aEamensiiaa Enn
g WEAE Aol (dTEvaeT ) aEesnesl: R e . 25) L 6
st aRRl = aFa:gl AR, 27) L 7 Context requires wfear for gfar.—
b. 10 @wRsn=gafar; rather & for wg: in the chaya.—I. 19 Rather
“arg: wafa is the chaya. 928) b °wt F=ed, that would correspond
to other Nominatives in that verse.—c &teng = A¥—1. 16 °rFrreso in
the chaya’—/. 43 Read the chaya °qwami fra=ra gadest. 29) 1. 1.
The chaya presupposes @@ & qfwi @13 . 29) d war of the chaya
presupposes fgg in Prakrit. 30) d Either fi g3 wrd+ins =R 7zg
wed-aweg, 1.oe, ‘Let or may the blessings of Sarasvati flow for

ever.’; or f¥{ g93 WRE #Wd = fay wag Wt w7ew, 1. e., < Let or may the
Speech fare well for long’.




APPENDIX

REMARKS AND EXTRACTS ON SATTAKA
AND NATIKA

The arzmznm of Bharata (XVIIL. 2-3) does not mentiom
wgF, nor is it specified in describing the Natika (XVIIL. 58-60 )-
—The aﬁrg(m, of uncertain date, mentions uz% (838.2) as one
of the various types of drama.—Neither the gzrsa® of wiww (10th

century A. p.) nor its commentary by his contemporary ufs makes
any reference to @z,

safitagaa (close of the 10th century A.Dp.) refers, in his
commentary on the araama of wiw, to @w more than once: wwsgream
g #eeikeiadleraesuasiam: & aRkeen: s (e Vol 11,
p. 407, G. O. 8., LXVIII, Baroda 1934); and sa ua « cseqiRams
& gzadet @it @ (Ibid. p. 408).  The description of i is given
by him on p. 435, and is quoted below.

gawreg (1089-1172 4. D.) refers to @z% in his Feqgaraay thus:
T ARSI AR s R e R R A R g e azEt 1 (¢-3) am
< AEET IR FERErARETEAE aegRaeAE, e $a (p. 482,
ed. R. C. Parikh, Bombay 1988); further on p, 444 we have a
quotation: frEraFaITFRA FeATINT WA | ATFaeTTAT @ GER ATHT
wlA: 0 gfr, and the 3% commentary runs thus: @@ 9 aiBwmig e

TV oG | T TEwd el @ | iy | e A ReauiaTeg
WARAERT: |

A=+ and quwez (middle of the 12th century A. p.), the pupils
of Hemacandra, do not include wz% in the 12 types of dramas
described by them ; but there is a casual remark in their commentary :
At sguRkuafilas, a9 Ageahaewmn: aesER T Z:33 ayoitgageash
& aracs aft swfig: %@ aEmT @ad 1. Specifying other wwss, there is
a quotation like this on p. 213: RErwwERTeRd TeRTTTE WER

AMFALEFTAN @ Tz AwIRF: 0 (waEgdom I pp. 25-26, G.O.S. XLVIII,
Baroda 1929),

The sraswmray, (G. 0. S., XLV, Baroda 1930) of Sarada-
tanaya (¢. 1175-1250 A. p.) refers to @z® which is considered to be
one of the so-called swsw®s. It isinteresting to note that in some
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places the reading wzw shows variant readings @z and =% (p. 180,
.12, p. 181, 1.1). In this context some extracts from the Intro-
duction (pp. 52-8) may be given here: “The systematic treatment
of all the twenty kinds of Upariipakas, however, is found only in the
Bhavaprakasana. The list of seventeen Upartpakas, as supplied by
the Agnipurana, cannot be considered as very early as the Purana
itself contains quotations from the Dhvanyaloka and displays re-
markable similarity with the Bhoja’s theory of Srigararasa. Con-
sidering all these facts we can conclude for the present that these
Upartipakas were unknown when the Natyagastra was composed,
but originated before the time of Dhanika, and probably Kohala was
responsible for inventing these Upartipakas. Among the lists of
Upariipakas supplied by several writers beginning from Dhanika to
Vigvanatha the heaviest is perhaps that of ‘Siraditanaya, who
mentions two lists each having twenty names (pp. 221, 8; 255, 1).
But in the first list Sattaka has an independent place while Bhana
is omitted and in the second list which seems to be more accurate
Bhina is mentioned instead of Sattaka as the latter is included in
the Natika.” ¢«Sattaka also is mentioned here as a different form
of Natikd (p. 244, 15), but once again this subject is brought for
discussion at the end of the section dealing with the Upartipakas
(p- 269, 1). Here following Bhoja Saradatanaya gives the Sattaka
an independent place thereby increasing the number of Upartpakas.”
The relevant passages may be given here. After the description
of the wnféwr, we have the following lines on p. 244: § I3y Rewd=
R w1 sgmEERerRaghaiEEan | seesgardt @F awa wda . In
another context, after a remark & aerigr: w@w Swrar FaRvdar (p. 255),
the @zs is thus described on p. 269: @zd TRFN TANTAS WA
AT, 1 aREET 9 aRemRerwy | Q@O
wieERIAg, | AFWUEHIRRTIRINFFAE | pRATeGTEaRETREYEd | 7
TR Wt VIR BRCIFG: | wErer @ a1 SR Faw 0 afrwEied
AFRAN STFW T | Tk AT qRGHINT af A R U GANEET a9 FIARY 1.

The aeszwa@sm (ed. Dillon, London 1937) of Sagara-
nandin (e. 18th centerry A. ».) describes @z% thus on p. 133:
NT JeHFA | = AfeE- pp. 118-4] sRsrsg IRy« dEfer-
frrmmaatafmray | aa SRSl | SREARERTY | 99 JaREIERS Wakd
AT | ARFAEAERUHH | AR wauE: | Al IR o
NS FA, TEARB: | @ STEAIE IERE oml swaws: w9 1. In
another context (p.90), about the language of the @z, there
is a remark: @3¥ SNIFARIFGGATT: | I TG TS@ @A @ .
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The gamaegamnrgeer (ed. K. P. Trivedi, Bombay 1909)
of faawmer (1st quarter of the 14th century A. p.) mentions ten suss in
which &% is not given any place; so the commentary wenmew remarks

thus on p. 101: g@ &R | MEFEEFFTRATFTERE T@: | TR
TAETH XIS L.

The @rfermrzqur (ed. P. V. Kane, Bombay 1923 ) of Vigvanitha
(between 1300-1384 A. p.) includes @z® in the list of 18 syswss
(VI. 4-6); and it is described thus (VI.276-7): st &gwq | &z
MEARATNS  WGTITHFG |\ 7 o Fravasisy TIRAER @ U ShH SARHen o
VE=IATLHGHT, | TAT FIHAD .

The definition of wifz#r is thus given by the svarmmer (XVIIL.
58-61): THARFAIGA G ATq% ITRA, | gL NarF-aaisd w6
irar wgeEr wiemimaias gRRA | sgaadaren REmias 37 1 usieEr-
(v. 1. FRTwL-) JW 1 FERAREEEA-(v. I TIRBEIAE- ) §F | TR
QAR AH AT\ [ Saofiatar A Waerenaa: | o1 oF qarary samftegfeanty .
The commentary of Abhinavagupta is interesting and deserves to be
noted ; it runs thus : sxemEmat A0 SEMTEEATER FIR 0 G | KAQ
TG ARG T IF T TTRG, St L&At SqaeTE=ar T qegea TREarg 4547\
forer: S@vr NEEAT A | FAQSE: | JWT FONHIISNI: GTASTGHET: B I0
AL sRANRAHRT SR swad: | gy piaar Rt TaEf 3R a7
FAFTIAFIS T ST DIHERAYAEE, A ST | gaafy 7 ghemafaeail &
UAGTEFT: SNN TSI AT THAS TS TG | A QAG QINIRII: 73
TGS, SFal AR qF TR, WIFNAFTY: RUnEIAIET WA AR T4
ARy, STAGAIERTer qARIE: N 9T T A WA A1 T FTAGRARENE TS |
aEEE J AT A aafrefameracind gdfted aulent aRemERizEen )
TAGEAIR &4 ayd: | Sergea qf ayad: | sEameaER oy gdeRd | ade-
AR A, SATEar WAy | §IRE RFIR GoeERon wzeeE: | AfagEeg -
AafEnfrarmeAfy sy | aer B 3R s 7 emaeaEntie BER ) avewgaeagi—
AR FARRAAEARE ARFITR: 7 3 senaaafy cxggaarasuRi feadw I/
AR AR T gt T3t FRAATARAFAIIN TIAR FAE | X A T
A T T AT TECAGAFTEENA, IENGH Teg, ACHAAWT AT frd
THARTY TRFE | o7 g FOEEENRE, AR Y aEsasantd &vwan

ael QFaETEEy SiET Miw 3R TRER aeieRaesnn SRfsT evrd
gAE: .

The gmea® (I11. 43-48) defines Natika thus: saay mtraras
FRTFRIAE | g g6 TEROHEEEETR OT | Senar s ssHl g
go: | EMEgiEaEE Ik sy 0 unfsTrsaamaREmeasgar |+ X a7 wistwy
FEAT FIEAT N T W FegragmmEa: | i qrel gen fen aheae
e QURETIRAAT YREAT: | ot qaEed Ygeet a9 u Yar 9 st -
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TR wEga: | IREREghty gweRka R 0. My friend Dr. A, M.
Ghatage expects the reading wwfysymwmnfy ete.; and thus he would
remove the possibility of wvariation in the number of the acts
of a Natika.

The m%m&nr deseribes aifzar thus (V1. 269-72): anfsr gazar
el SgEE | T fRelaRT wEmEs I o| wReIEEsy wi-
SIAT | FAEIEN FE AR ITEST 0 G aarel e ee: |
T gANISAT WAl GRS 0 9% 9% AEER dgE: & At | R ek
el 9 g9 . : ‘

Turning to Sattakas themselves, Rajagekhara (c. 900 . D.)
uses the term more than once in his #w=&i (ed. Konow, Cambridge,
Masgs. 1901): @zef ufimed 1 (p. 4); =d 9 oo\ @ gzl 7 swwog gL st
ofeey RS | FF Su odaRiredes F9s 0 &4 0 (Rfvem) o & & gwd afteRs
qITEY g3 &5 | (p. p.4-5) ; TSFrERoiERUE IRATISRORT | GF GzeE WET
gaagagst aik@z n. The chiya gives @zs as its Sanskrit equivalent
and even =eF i3 used by the Ms. of »mrwm&i. The commentators
quote a definition of Sudhikara: ¥ sAz@afy Rewedw Rar g Ag@ria-
ReaggsaimErat | sFEspaal @ T 93 1.

The following casual references to @z# in the W=l ( Bombay
1889), besides the verse quoted in the Intro., may be noted here:
WA wEEAmE (p. 8); An-ar fF oRE" oRafem g@ wgeEadT
( p. 10); the word is used in two more places where the passages
require slight emendation as shown in square brackets: aR=RFRT
[RAfa] @=% (v. I @& )a=amfas@a (p. 7), and Rua [Raaz] g
ete. (p. 33).

What Rudradasa has to say about Sattaka, we get at sig¥ar I,
4, 10-5. 1.

Further I could spot some remarks about Sattaka in the
siged of wamm (middle of the 18th century A. p.): sty wy
svRgEdaRs aiiled W3d d§ Sog ARG WEIGWTT S | fe-wisE @ § @ed

o Y ST @zl { wlrez | oA G € T | Go-F SN GURTEIA ¥ geieA
FERINEMEFT YHAEETN o€ "ol | Fe-ufy Q1 weggsmoh avwmmEE |

" (B.O0.R.L,us. p. 2). On this passage the commentator Bhatta-
naths remarks thus: @9 adwe oy t1egs waly @ =g ¥
AW Bar R B sar | s aRsTQEgdatEran | wserEardt 9z
a4 R g,

Turning to epigraphic records, the Barhut Inscriptions (¢. 200
B. ¢.) have a line like this: wfew-<wd gt ¥+ 1 and it accompanies

bas-relief whi;h represents a dancing scene. Some read it sddiko,
12 %, 8,
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sddikasa. It is translated thus: ¢The jovial ravishing musie of
the gods, joyous with dancing’. Barua and Sinha have a note
on it thus: <“Hoernle No. l4-translates ‘Music of the gods,
gay with dancing.” Sddike may be taken to be a somewhat
irregularly formed equivalent of Sk. Satikw, a kind of dramatic
performance, applicable to the dancing of apsarasas. Sk. Sdrike
means gambling with dice (Tawney). Sammada is both an adjective
‘gay’ and a substantive ¢gaity’. Here it forms a compound with
sadika. Turam=taryam, musical instrument, musie. It is also
likely that the three words sddika, sammada and tura refer
respectively to three groups of dancers, singers, and players on
instruments as seen in the amusement-scene below which the
label stands. Hultzsch [refs. omitted ] translates: ¢the music of
the gods, which gladdens by (i. e., accompanied with) acting.’
Sataka, a natako-bheds (Bbarata-Natya-Sastra)”. (See Barhut
Inscriptions, p. 48, Calcutta 1926 ).
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This Glossary gives a few important words which deserve the attention
of the students of Prakrit vocabulary. Some difficult words with their meaning

are also included.

weglret 1. 28. 4

wesit 11 6. 1

wwew (smdga) L 24. 1

wigly (wfafa) 1. 8d.

wgraE (wta:qe) 1V, 28. 45

agey 111, 4. 12

swzm (wrw) I, 13, 2

wegsw (emagw) L. 22, 6

wawng, draught, 11, 32, 3

wea 11 4. 1

etgm 11. 9. 3

s, embrace, I11. 70

wrew (awe) 1. 34.1, IV, 25, 4

sz IV. 100

#&g m, a raised place or terrace
for sleeping upon, I. 5. 4

giw I1. 8. 16

ghyer 1, 26, 13

smet LL. 8. 15

sitgr (=) 1. 17. 12

godret (F0ge) 11. 100

wgw 11, 12. 38

%o, sling, IL. 9. 33

Hawe (FtE™aw ), a cymbal, 1. 4. 2

FRFET (FRET m), name of a poiso-
nous medical plant, 1. 5. 3.

frae (frasa) L. 21a, 111 5¢

#ra 1L 4. 14

wrga (fhgw) 1. 250

g= 111. 24, 4

gum IV. 136

e (=) 11. 83. 20

%%, the new moon, 1. 300

g, military exercise, practising
archery, IL, 22, 8

et (zmma) 1. 10d

aftgw 1. 24¢

ngw 11, 9. 385

s (wEa), gold, L. 17 3.

s=dra LV, 6b

dfyar (afger) 111, 19. 1

<fysr (afgsr) IV. 4c

s5t=te, a kind of lotus that blooms

at moon-rise, ITT, 4, 6, III,
16a

ams (Iw), L. 20d, IV, 5b
g% (for swig) IV. 154

atzz 11, 6d

zagn 1. 26. 12, 16

fow (fag) 11. 74

gar 1V. 29d

stgn (g ), trimming, 1V, 225
stz 11. 8a

sigr (fagr) 1. 6d

fizte 1. 410

wfew 11, 9, 42

afém (for =) 111. 4. 17
ot (awgg) 1V. 26. 15
aret 11. 80

ghig 11. 9. 11

¢ (®mfw), Brahman, I. 4a; IV,
19d

€z (eg=z) IV. 19

ziasa 11, 13a

e IV. 24

giog (RF) IV. 19¢

gar (=3g7:) IV. 5d, also IV, 14¢
gat (gza) LL. 120

frerg 1. 25¢

g (fa) 11, 10a
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gge, an elephant, I1I. 3, 2
37 (39), fate, 1. 18d

diar (gig) 1. 17, 14

gt (98iR), sandal, I, 19¢
agaae 11, 9. 35

e () 1,17, 10

gaaTA, one of the Ragas or musi-
cal modes, 1. 5. 3

- grrs (rra) L 11d, also 124
arfes 11. 9, 24

qrzete 1V. 200 .

arEs (qwma) 1. 5. 5f., see Notes
grefte (argdis) IV. 84, IV. 16«
qigs 11, 33. 17

qrgz (svga) 1. 27, 18

Rzax (faR), abounding with, 1. 4.3
gen (suw) 1. 24a

geat 111 9¢

gRat (for geat) II1. 4c

gwa 11, 15, 2.

gea (gaw) I. 26.
I.37. 2

gew 11, 8.9

g=g 1. 31d.

gar (=) IV, 26, 44

e 11 9. 8

¥ 11, 15. 18

a1, 280, I1L 9. 41,

wa II1. 12, 14, TI1, 130

wa LI, 120

gamte D, force, 1. 12, 6.

ggwg 11. 9. 80

Wz (wat) IV, 27. 13

wazw (anw) L. 224

fag (331), the level summit of a
of a mountain, I. 245

gaen 11, 1

sz 11. 9. 37

wor= I1. 18, 1

o (wa) L 5.5

1, 1. 83, g
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wg (wxeg) L. 6. 4, 1,224, 11, 24

tax 1. 39. 3

gea (get), a drum, 1. 4. 2

gew (gue), noisy, 1. 15d

#e (A= 7)), a plantain, banana
fruit, I. 5. 3

#g (wg@) L 28a

T=gta (AgH) IV. 6. 5

a@Fd, white, 111, 14d

agdt (a=+) 1V. 26. 25

frerge (A=), blooming, 1. 21¢

trgr [ R ) (Rem) 1. 270, 1. 32d

fdws, dreadful, 111, 3. 3

fgatga IV. 1.1

e IV. 27. 10, IV. 28. 22

agha I1. 20. 1

|z (|ar) IV. 19¢

ags (@fa) IT 40

azxn 1. 5, see Appendix and Intro.

gae (=maw) II. 9. 26

ax (=) IV. 70, 170

g 11, 8. 12

wEeags (w@gaga: ) 111, 4. 35

w% (7%) IV. 4¢

qgsq (F3d m), a literary or mu-
sical composition, I, 5. 6,
1. 12¢

wq1ia, bound together, tied, IIL.
4, 12

g (g ) I11. 4. 30

gz 1. 41d.

arer (werEr) 1. 26, 4

mifgmet L. 41¢, 11, 3¢

ae (szger) IV, 26. 3

geagret (alsoogg) IV, 2, 1

g IV, 4d.

|t (|ag) 1. 26¢.

gw (gm@) I11. 19d.

&= (a:) IV. 25, 6, IV, 26. 20




Corrigenda

Readers are requested to make some corrections from the correct readings
that are given below. Acecording to the Yavanikantaras they are divided into
four paragraphs; and references are to verses and successive lines. The correct

readings from the Prakrit text are printed in black and those from the chiya in
ordinary types.

I 4. 2 guiR". 5. 4 ariedi; 12. 4 Seygy 12. 9 Soe°; 18,
3 wsaa; 15¢ qarere-; Page 8, head line s=mgiq; 17. 5 =gsger; 18. 6
T=gq’; 28¢ gt eorg; 27. 19 w@fify; Page 16 head line =igdam;
36. 2 WW[wFA; 88d °diftarem:; 39¢c swewmAWE”; 400 gfererar; 415
ey ; 41. 6 sopTfees.

IL. 4b afmad; 4d GorgY; 4d §7%:; 9. 33 <; 9. 48 urg; 116
qeTagary; 150 weeReR; 15, 4 welld; 33d W [z4] wafy; 33. 20
gtnfefa; 83. 23 wftrarfrem; 33. 28 wifurfeg; 85, 84 fafg; Page 44,
foot-note 8 chaya, 8 M fafy, Kk farz.

111, 3¢ mwom wRw'; 3d Sure...qAt@aur; 3d s@wdor; 4. 35
geEe: @°; Bo “atndd wafy; 60 gafinfier; 8d wreRe (and omit the v. I,
of u); 9b RrmmE™®; 9. 5 ¥g; 100 swagt; 11c aedorg; 1le adma:; 12. 8
Tt ; 12. 12. gogeara’ ; 12. 14, qaenurs ; 130 f@te; 14, 2 sReia’;
16¢ ; @3z ; 16. 2 I=Taia; 19. 1 IfgRiealay; 21, 1 TR ; 28d &=y,

IV. 50 divemdiat; 50 Arssifrenm; 6d geara@ar; 9o agFme-;

10. 1 §; 11, 1 Remove Danda after Q@ ; 13¢ Rgawae; 20, 2 E’ﬂm’a‘\';
25, 6 “AFfAY; 27. 10 g




BY Dr. A. N. UPADHYE

1. Poameasuttans of an Unknown Ancient Writer: Prakrit Text edited
with Introduction, Translation, Notes with copious Extracts from Haribhadra’s

Commentary, and a Glossary. Second Ed., Revised and Enlarged, Crown PDp. 96,
Kolhapur 1934, '

2. Provacanasdre of Kundakunda. An authoritative work on Jaina
ontology, epistemology ete.: Prakrit text, the Sanskrit commentaries of
Amrtacandra and Jayasena, Hindi exposition by Pinde Hemarija: Edited
with an English Translation and a critical elaborate Introduction etc. New
Edition, Published in the Rayachandra Jaina S'astramalda vol. 9, Royal 3vo
pp. 16+132 4376+ 64, Bombay 1935.

3. Paramatma-prakas’e of Yogindudeva. An Apabhramsa work on
Jaina Mysticism: Apabhrauisa text with Various Readings, Sanskrit Tika
of Brabhmadeva and Hindi exposition of Daulatarima, also the critical Toxt
of Yogasira with Hindi paraphrase: Edited with a critical Introduction in
English. New Ed:, Published in the Rayachandra Jaina S'astraméla vol.
10, Royal 8vo pp. 12+ 1244396, Bombay 1937.

4. Vardngacarita of Jatasimhanandi. A Sangkrit Purinie kivya
of A. D.7th century: Edited for the first time from two palm-leaf Mss. with
Various Readings, a critical Introduction, Notes, ete. Published in the

Manikachandra D. Jaina Granthamala No, 40, Crown pp. 164884396,
Bombay 1938.

5. Kamsavako of Rama Panivada. A Prikrit Poem in Classical Style:
Text and Chaya critically edited for the first time with Various Readings,
Introduction, Translation, Notes, ete. Published by Hindi Grantha Ratnakara
Karyalaya, Hirabag, Bombay 4, 1940, Crown pp. 504 214.

6. Usdamiruddham: A Prakrit Kavya (attributed to Rama Panivada),
Text with Critical Introduction, Variant Readings and Select Glossary, Published
in the Journal of the University of Bombay, Vol. X, part 2, September 1941,
Royal 8vo pp. 156-194.

7. Tiloyapannatti of-Jadivasaha. An Ancient Prakrit Text dealing
with Jaina Cosmography, Dogmatics etc.,: Authentically edited for the first
time (in collaboration with Prof. Hiralal Jain) with Various Readings etc. Part
I, Published by Jaina Samskrti Samraksaka Samgha, Sholapur 1943, Double
Crown pp. 84384532,

8. Brhat Kathikofe of Harigena. A Thesaurus of 157 Tales in
Sanskrit, connected with the Bhagavati Aradhana of S'ivarya: The Sanskrit Text
authentically edited for the first time, with Various Readings, with a Critical
Introduction (covering 122 pages), Notes, Index of Proper Names etc.
Published in the Singhi Jaina Series, No, 17, Bharatiya Vidya Bhavana, Bombay
1943, Super Royal pp. 84204128 4-406.
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9. The Dhurtakhydna: A Critical Study. This is a critical essay
on the Dhirtakhyana (of Haribhadra) which is a unique satire in Indjan

literature. Included in Acharya Jinavijayaji’s edition, Bharatiya, Vidya Bhavana,
Bombay 1944, Super Royal pp. 1-54.

10  Candralekhd of Rudradasa: A Drama in Prakrit. The Prakrit Toxt
and Sanskrit chaya suthentically edited with a eritical Introduction, Notes
etc. It is an important Sattaka resembling Karpiramaiijari in various respects.
The Introduction presents a study of Sattaka in the back-ground of Indian
theory of dramas and also a critical survey of some half a dozen Sattakas,
most of them brought to light for the first time. Printed in graceful types

at the Nirnayasagara Press, Bombay, Bharatiya Vidya Bhavana, Bombay 1945,
Royal 8vo pp. 84-664-96.

Brhat Kathakos'a of Harisena

Brhat Kathakosa of Harisena (A. D, 931-32): A Thesaurus of 157
Tales in Sanskrit connected with the Bhagavati Aradhana of Sivarya. The
Sanskrit Text authentically edited for the first time, with Various Readings, with a
Critical Introduction (covering 122 pages), Notes, Index of Proper Names etc.

Published in the Singhi Jaina Series, No. 17, Bharatiya Vidya Bhavana, Bombay,
1943, Super Royal pp. 8-+ 20 + 128 + 406.

Select Opinions and Reviews

Dr. 8. K. CHATTERJI, The University of Calcutta, Calcutta: ‘It is really
magnum opus for which any scholar may feel prond. The learned introduction
is a model of what such an introduction should be. Your extensive learning and
your prodigious industry both elicit unstinted admiration;...the subsection...

on the language of the text is a very valuable addition to our positive knowledge
of Sanskrit, Prakrit (and Bhasha ) philology.’

The Adyar Library Bulletin: ‘as a sourcs of information on social
conditions, religious history, cultural elements, linguistic data, historical and
geographical side-lights etc., the work is indeed valuable and would pay
amply a detailed study ; and for such a study, Dr. Upadhye has already contributed
much in his eritical apparatus in this volume. (V. RAGHAVAN)

Journal of the University of Bombay: ‘His [i e. Dr. Upadhyes]
~ erudition and his knowledge of the editorial technique coupled with the speed with

which he works are “the things, very rare and most covetable....... The Editor
has adorned the work with a brilliant and an exhaustive Introduction in which he

has discussed with a scholarly grasp all possible aspects relating to the work’.
(A. S. Gorant)

Indian Historical Quarterly: ¢In a long Introduction the learned
editor besides drawing attention to the ecritical apparatus and the method
followed in the presentation of the text, gives a comprehensive account of
the narrative tale in old Indjan literature with special reference to the literature
of the Jains which can boast of a rich store of this material’. (C, CHAKRAVARTI),
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