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Abstract 

The contribution of Mithilā to the development of a Synthetic Indian Culture has been immense. At a time, Mithilā had a long 

literary tradition. Sanskrit was the main vehicle of expression and the chief source of learning. Even after the Muslim conquest of 

Tirhut in 1324 A.D., when Sanskrit ceased to be a living language in a greater part of India, Mithilā continued to cultivate it with 

all earnestness. From 13th to 19th century, Sanskrit dramatists in Mithilā had taken a new turn from the earlier ones by introducing 

Sanskrit, Prākṛt and Maithilī in their dramatic creations of these three languages, Sanskrit, however was the prominent one. Those 

tri-lingual dramas played a very prominent part in integrating the common people of large and also in developing the people’s 

language. Among those works, Dhūrtasamāgama, a Prahasana type of Sanskrit dṛśyakāvyas has been parallels staged in its 

vernacular language i.e. Maithilī. It was composed by kaviśekhara Jyotiriśvara Thākura in the reign of the last great ruler of 

Karnātaka dynasty Harisiṁhadeva, a great patron of art and literature, during the first quarter of 14th century. 

 The importance of the Dhūrtasamāgama lies in the introduction of Maithilī songs, which we have at least twelve here. In fact, in 

this book, we get the earliest extant specimens of the Maithilī poetry. Dhūrtasamāgama is a farce play based on an imaginary plot. 

It treats in two acts. This play is satiric and the characterization is enjoyable to the audience. The names of the characters are 

comical such as Viśvanagara (world-city), Asajjāti (impure race), Vañcaka (cheater) etc. 
The Hāsya-rasa is the back bone of this Prahasana, mingled with Śṛṇgāra rasa, other sentiments such as Karuṇa and Bībhatsa 

rasa, being subordinate to it. In Prahasana, the mastery over the language is remarkable. The upper class characters speak in 

Sanskrit, the middle class characters, the lower class and females in Māgadhī Prākṛt. The songs are in Maithilī language. 

Dhūrtasamāgama shows that the culture in the mid medieval times in Mithilā. It gives us information about the life of the common 

people who did not know Sanskrit. This Sanskrit dramaturgy, the Maithilī version is also enhances its value for sanskritic audience 

and reader. 
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Introduction 

The contribution of Mithilā to the development of a synthetic 

Indian Culture has been immense. At a time, Mithilā had a 

long literary tradition. Sanskrit was the main vehicle of 

expression and the chief source of learning. Even after the 

Muslim conquest of Tirhut in 1324 A.D., when Sanskrit 

ceased to be a living language in a greater part of India, 

Mithilā continued to cultivate it with all earnestness. Writing 

in Sanskrit was considered to be a qualification and a sign of 

greatness and hence, persons even well-verse in languages, 

chose to write Sanskrit. But the lower-class people did not 

understand Sanskrit. So the scholars of Mithilā began to use 

vernacular terms and songs in Sanskrit drama to make the 

language popular. In those dramas speeches were in Sanskrit 

and Prākṛt, and songs in Maithilī. Thus, from 13th to 19th 

century, Sanskrit dramatists in Mithilā had taken a new turn 

from the earlier ones, by introducing Sanskrit, Prākṛt and 

Maithilī in their dramatic creations. Of these three languages, 

Sanskrit, however was the prominent one. Those tri-lingual 

dramas played a very prominent part in integrating the 

common people at large and also in developing the people’s 

language. The patricians’ favour to Sanskrit could not stand in 

the way of development of the Loukika-bhāsā. 

Among those works, Dhūrtasamāgama, a prahasana type of 

Sanskrit Dṛśyakāvyas has been paralally staged in its 

vernacular language i.e. Maithilī. Though the original drama 

was written in Sanskrit along with prākṛt, yet Maithilī version 

has added a new flavour of this play. It was composed by 

kaviśekhara Jyotirīśvara Thākura in the reign of the last great 

ruler of the Karṇāṭaka dynasty, Harisimhadeva, a great patron 

of art and literature, during the first quarter of 14th century. In 

the medieval period, Jyotirīśvara Thākura was a well-known 

figure in the history of Mithilā. He was an eminent poet and 

dramatist. The mastery of the language, the chaste diction and 

the elegant handling of metre in the Dhūrtasamāgama are 

evidences of the gifted talents of the author. The importance 

of the Dhūrtasamāgama lies in the introduction of Maithilī 

songs which we have at least twelve here. In fact, in this book, 

we get the earliest extant specimens of the Maithilī poetry. 

Dhūrtasamāgama is a farce play based on an imaginary plot. 

It treats in two acts. Like all other classical Sanskrit dramas, 

Dhūrtasamāgama also opens with the traditional form of 

Nāndī. The Nāndī song consisting of two slokas is sung in the 

eulogy of Mahādeva. 

The Nāndī has followed by the Prastāvanā from where it is 

known that the Prahasana is scheduled to be enacted in the 

spring festival. It also introduces the fake mendicant, the hero 

of the Prahasana, with saffron clothes, a monk staff and 
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ascetic’s bowl in hands and tilak on forehead.[1] 

The play is satiric and the characterization is enjoyable to the 

audience. In the course of the next scene, at the very outset of 

the Prahasana, Viśvanagara, an imposter appears on the stage 

accompanied by his disciple named Snātaka. They come out 

for begging alms. Viśvanagara shows a peculiar apathy 

towards the worldly affairs. He claims that the great lord 

Madhusūdana dwells in his soul and he meditates incessantly. 
[2]. On the other hand, Snātaka does not hide his feelings. He 

looks around and feels that the spring is imminent. The advent 

of the spring makes the nature delightful. But he feels morose 

as he is lonely and alone in such a pleasant season [3]. 

He confesses his preceptor that he is lovesick for the beautiful 

harlot Anaṅgasenā. The preceptor, being motivated, says that 

he has also become amorous towards a lustful courtesan, 

Suratapriyā by name. In the meantime, mornings turn into 

afternoon. Viśvanagara hurries up his disciple for begging 

alms. Then they come to a well-decorated house, owned by 

Mṛtāṅgār Thākura. Mṛtāṅgār Thākura is a wealthy man but of 

miserly habbits. He is always afraid of impoverishment [4]. So 

seeing them, he thinks of wasting money [5]. He, then shows a 

false pretext by saying that the maid-servant of his 

neighbouring Brahmiṇ’s brother has given birth to a child and 

hence, this time, it is the custom not to offer alms to anyone. 

He refers them to the house of Suratapriyā, one of his 

neighbour. Hearing the name, Viśvanagara becomes happy but 

Snātaka get annoyed to think, they will have to travel for alms 

under such scorching sun [6]. 

After a thorough searching, they finally find out the residence 

of Suratapriyā and declare their arrival. Suratapriyā, seeing the 

good looking sannyāsin Viśvanagara, desires to have him as 

her own lover. So she gladly welcomes them and plays a 

perfect hostess. On that time, she has been observing a vow. 

She is in fasting for one month. Though she behaves like a 

pious lady, she is actually a worshipper of the God cupid. She 

belives:  

 

“E»F õFÛF»»FX õFEáFk PæFÍFF¼]k— 
 EÎF”~ õFææFõõF - =+áFFPµFùFµFk——”[7] 

 

She is a middle aged past-youth courtesan. Her hair has turned 

grey and cheeks become pale. Her stature is lean. But she 

always remains well-dress up. She frequently looks askance to 

Viśvanagara. Snātaka does not like such. “¼]ñF ¡FÞ¸FFÑFõFU”[8] But 

Viśvanagara, being tempted to spend there more time, asks her 

to give them rice with curd, butter, fish, meat etc. as mid-day 

meal [9]. The cunning Suratapriyā, hearing such non-veg menu 

as a mid-day meal of a Sannyāsin, realizes that he is as fake as 

she is. They both are of equal virtues. But she does not 

disclose her feelings. She requests them – “¶FF EÎ¶FæFfFæFk ÑFPæFPõFE 
æFUõFÛFUE¼] ÚFEæFk— Eùk HµF PÚFƒ&FFÑFEFÞk =+ÞXPÛF—”[10] 

But Snātaka, being disappointed, by seeing such a past-youth 

courtesan, does not want to accept the hospitality of her. He 

departs the place and starts for finding out the house of 

Anaṅgasenā. Viśvanagara is also compelled to follow him.  

On their way, they notice the heavenly beautiful Anaṅgasenā 

coming. Seeing her, both of them become love-sick. 

Anaṅgasenā is a charming harlot. Her amorous gestures and 

postures have made them enchanted. Viśvanagara is so excited 

and frenzy at the first sight that he at once, wishes to obtain 

her into his own possession. He realizes all the joy he has 

attained by meditating or worshipping, is nothing in 

comparison to the pleasure of obtaining the company of such 

charming lady. He earnestly requests her to give him her 

company. Snātaka, seeing the behaviour of his preceptor feels: 

“JõFX áFÛÑF°X HÎ¼]ßPæFEÞW õFÑÑFX PæFE ÑFG**X—”[11] He reminds 

Viśvanagara that it is improper for a saint like him to get 

infatuated towards a woman and to become contaminated. But 

Viśvanagara pays no heed to his words. He, being impatient, 

pulls the fringe of the saree of Anaṅgasenā to draw her closer. 

Snātaka becomes furious. He shouts: “Listen, you a wicked 

hermit, I have accepted her in my soul before you have seen 

her. She is like your daughter-in-law”[12]. Viśvanagara also 

makes counter-attack by saying: “She is my wife, wife of your 

master, she is like your mother. Why are you casting such 

improper look on her?” [13] Snātaka begins to revile him and 

raises his hand to beat him by saying: “EÞW ÞW áFÛÑF°F— JæFk JæFk 
ÚFµFÎ¶FõõF ¼µ°ÑÑFùFÞWµF ÑFƒ=+ÛFFáF[Þ×+áFk PæF E ÛF]µ°k ¼W »FX¶»FÞk =+ÞGõõF—”[14] 

Thus they start a quarrelling on the issue. Anaṅgasenā feels 

that she is in the grip of knaves: “=+ÍFk ÍF[¸Fù¶»FÑFPáF¼Pü—”[15] To 

get rid of them she suggests to go to the arbitrator Asajjāti 

Miśra by name, to settle their dispute. Viśvanagara agrees at 

this proposal. But Snātaka, being desperate to obtain 

Anaṅgasenā, tells her, “PÑFJ— ¼õF©’~EF ÛFJ ¼F¼ææFF— ¶FF ¶Fk ;FWPµùE 
ÛFù ÛFµFXùÞk õFkÑFF¼WPù—”[16] He then shows her his purse. 

Viśvanagara protests him. He says: “Let us go to Asajjāti and 

let him decide what is right and what is wrong.” Then 

everyone exit towards the house of the arbitrator. Here ends 

the first act.  

The scene changes in act II to the house of the Brāhmaṇa 

Asajjāti Miśra. At the very outset of the act, it is found that 

Asajjāti cladded in dhoti and long cloak is engaged in 

conversation with his companion Vidūṣaka named Bañchaka. 

Asajjāti tells Vidūṣaka that in the universe the most craved 

things are food and female. Without food life can still be 

bearable, but without an amorous sport with woman, life is as 

dull as a nut. But Vidūṣaka tells: “ÚFX PÛFõõF— ÑFÞF”~ÎFFõFÛÚFX;FF¼XPæF 
ÑFÞÛFPÎ¼ÞW õFkPÍF =+¼]E ¡Fk E¶»FX EæFùÞU EP¼ ¶Fk ¡¡FWæF PæFCEµFõFFÞk—”[17] He 

also thinks that the single goal of human life should be looting 

and gambling. In fact, in Dhūrtanagara, Bañcaka is the 

perfect friend of Asajjāti. 

At the nick of this moment, Viśvanagara and Snātaka present 

there, being accompanied by Anaṅgasenā. Taking a glance at 

the saint, Asajjāti takes him as a mendicant. He informs him 

of his inability to give alms since he himself is a newcomer in 

this city. Bañcaka correcting him says that these people have 

come to settle down a dispute. Being cheerful and curious at 

this, Asajjāti inquires: “=+XN»FUa, =+è˜F Ò¶ÜF»FUa?”[18] Snātaka 

explains: “ÚFFõFFJ, Eùk E»»FU PÎFE=+ÞµFW ÚFEæFk ÑF˜˜F»»FU—”[19] 

The cunning Asajjāti clears that as a judge, he would first take 

his fees, then he would start his proceedings. Viśvanagara at 

once tells: “EÜFÛFõÛF¶Fh õFÎÎÜFFõF¼µ°X PÎF=+Þ:—”[20] Snātaka also 

speaks: “G¼k ÛFW GÎ¼FõFÎF=+XPááFEk PÎFEÞ=+ÞµFW—”[21] Then they deposit 

their staff of monk and the pipe of smoking hemp, 
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respectively as the judge’s fee. Asajjāti gladly sniffing the 

pipe, asks them to tell him their complaints. Viśvanagara, 

indicating Anaṅgasenā tells: 

  

õæFFÍFUÎFÜFZæFÎFF õF]ÚFe: õFF ÛFFÎÜFF õFæFa=+FPÛFÎFFÛFh— 
EõÛFFPÚFPÞÜFÛFF=e+FÎ¶FF ÛF¼UÜFF ¶FWÎF æFááFÚFF—— [22] 

 

Snātaka protesting claims that he has met her first and gave 

rupees ten to satisfy his lust with this woman. So she is his 

possession. Hearing their complaints, Asajjāti pretends to 

decide as to who should possess Anaṅgasenā. But he himself 

is moved at her beauty and wants to obtain her as his own. So 

he tells: ÚFX æFFP¼ÎFZ— JðFF PæFæFF¼FÍÜFFPõF¶FF EÎF”~õFWÎFF ¡FÜFÑFÞF¡FÜFk ÜFFæF¶Fh 
ÛFÍÜFõ»FFÎFW õ»FFÑÜF¶FFÛFh— JæFkPæFÍFW ˜F ÛFFÍÜFõ»FW æFÜFÛFWæF ÎF_ÑFP¶FæÜFæFPõ»F¶FF 
ÛFÍÜFõ»FF:— [23] He makes the girl sit beside himself, very close. 

Then he holds her hand on his own bosom and says aside, 

“This girl is as tender as a blossom, as splendid as the 

moonlight and as aromatic as sandal wood. The erotic warmth 

of her arm is soothing my soul” [24]. He pretends to announce 

his verdict in public, “this woman would belong to none of 

you. She now sits by me and so she is mine. I have made love 

with her in my dreams. So she is my beloved” [25]. In the 

meantime, Bañcaka becomes desperate to get Anaṅgasenā. He 

whispers in her ear: “ ÚFX õF]Î¼PÞ— JõFX PÛFõõFX æF_ÊX, ÚFEæFk PÎFÊµFX, 
PõFµFF¼¸F G˜šFÞEµFX— ¶FF J¼FµFk õFÛFF;FÛFk ÑFPÞùPÞE EÛ»FõFÛFF;FÛFWµF ¶F]ù 
¡FXææFµFk õF×+áFk ÚFX¼]—”[26] 

The wise Anaṅgasenā realizes: “J¶F¼h ÍF]¸FõFÛFF;FÛF-ÑFùõFÎFk õFkæF_¸Fk—
”[27] Viśvanagara and Snātaka understand that they do not 

have any chance of obtaining Anaṅgasenā. The two, go away 

giving up the hopes. 

At this stage the barber Mūlnāśaka arrives and asks 

Anaṅgasenā to clear the debt that she owes to him. The lady 

says that she would pay him taking money from Asajjāti. Thus 

she tries to avoid him. Asajjāti gives him a little bit of hemp in 

lieu of payment, which he himself has received from Snātaka 

for arbitrating. Then he orders the barber to give him a hair-

cut and pare the nails. The cunning barber understands that all 

the persons present there are knaves. So to teach him a tough 

lesson, he starts to show his mastery over his profession. He 

ties Asajjāti’s hands and feels first, then he gives him tough 

massage to the joints. Asajjāti cries in pain and lastly becomes 

unconscious. Mūlnāśaka leave the place in fear. Then Bañcaka 

comes and unfastens his friend. He helps Asajjāti to restore his 

senses. Asajjāti, ultimately learns the lesson after getting 

duped by the barber and remarks that the entire country has 

infested with knaves. He is very lucky by getting such a 

dedicated companion like Bañcaka. 

Here the Prahasana ends with a conventional Bharata-vākya, 

uttered by Asajjāti who prays earnestly for everyone’s well-

being.[28] 

In fact, the Dhūrtasamāgama is a typical Prahasana fulfilling 

all the convictions of Sanskrit poetics. The story of this 

Prahasana is imaginary. The author borrows the plot from the 

daily life, where all kinds of deception, quarrel and dissension 

between the knaves and the unworthy persons occupy an 

important role. According to Viśvanātha: “ÚFæFW¶Fh ÒùõFÎFW æF_¸Fk 

PÎFÎ¼FÎFFk =+PæF=+PáÑF¶FÛFh—”[29] Nātyaśāstra divides the Prahasana 

into two-kinds as śuddha and saṃkīrṇa. The Dhūrtasamāgama 

is saṃkīrṇa type Prahasana, as most of its characters are 

knaves and deserve condemnation. According to Bharata:  

 

æFWèÜFF˜FW©-ÎFÑF]kõF=+PÙF©ÍF[¶FFaÙFÎÍF=+U ˜F ÜF·F õÜF]:— 
EPæF=_+¶FæFWèFÑFPÞ˜šW¼˜FWPñ¶F=+ÞµFYõ¶F] õFk=+UµFaÛFh—— [30] 

 

In Dhūrtasamāgama, the improper conduct and speech of 

various sectarian persons as well as courtesans and Dhūrta is 

seen here.  
The comic sentiment (Hāsya-rasa) is the back-bone of 

Dhūrtasamāgama, mingled with śṛṅgāra (erotic) rasa, other 

sentiments such as karuṇa (pathos) and Vībhatsa (loathsome) 

rasa, being subordinate to it. Jyotirīśvara had fine sense of 

humour. He was not oblivious to the lighter side of the human 

life. The comic relief of this Prahasana is provided more or 

less by all the characters. Even the very names of the character 

arouse laughter. The discourse between Viśvanagara and 

Snātaka to obtain Anaṅgasenā is very amusing. The audience 

cannot suppress of laughter. There is another amusing 

description of mid-day meal, begged by Viśvanagara. The 

author’s sense of humor is well-illustrated in the description of 

the Suratapriyā. Beside his characterization in this drama with 

the decision of Asajjāti Miśra as the final denouement, show 

how heartily the author can laugh at the oddities and the 

frailties of men. In Nātyaśāstra, Bharata comments: ‘éF_”~FÞFPÊ 
ÚFæFWÊFõÜFX’—[31] Comic sentiment arises out of the erotic 

sentiment. There are śṛṅgāra rasa in the descriptions of 

Anaṅgasenā and Suratapriyā, as well as in the dialogues of 

Asajjāti concerning Anaṅgasenā. We have the karuṇa rasa in 

the description of the crying of Asajjāti after tied him up by 

the barber Mūlnāśaka, while in the physical description of 

Mūlnāśaka we notice the vībhatsya rasa. The author has 

delineated all these sentiments with the same skill and they are 

embellished by various figures of speech. Most of the ślokas 

of Dhūrtasamāgama are decorated by anuprāsa alaṃkāra. 

The author has also successfully applied upamā, rūpak, dīpak, 

arthāntarnyāsa, utprekṣhā, and pariṇāma alaṃkāra. The use 

of various metres is quite appropriate. The style of the 

Prahasana is clear and easy. The author did not prefer dark 

impression. His diction is marked by the absence of long 

compounds and artificial puns. The prākṛt dialogues and 

Maithilī songs also are free from long compound. 

In Dhūrtasamāgama, the mastery over the language is 

remarkable. The upper-class characters such as Viśvanagara, 

the sannyāsin, Snātaka the śrotriya Brāhmaṇa, Asajjāti the 

Brāhmīṇ arbitrator speak in Sanskrit, the middle class 

character as Vidūṣaka in śourasenī prākṛt and the lower class 

as Mulnāśaka and females in Māgadhī prākṛt. The songs are in 

Maithilī language. The Maithilī songs used in the Prahasana 

hold great significance. They are not the mere translation of 

the theme of Prahasana. Sometimes they are used to declare 

somebody’s entry, or to narrate an incident of a character, 

sometimes they elaborately express someone’s emotions. Thus 

the song creates a befitting atmosphere in the drama. These 

songs add literary brilliance to the advancement of the 

Prahasana. Without these songs, the spontaneity of the flow is 
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hindered. Over and above, a person ignorant of the Sanskrit 

language can easily comprehend the drama for the Maithilī 

language. On the other hand, person who is adept to both of 

the languages, attain great delight to listen to the songs in his 

own vernacular. Thus these songs help the drama to reach all 

and sundry, to the mass, including the literate and half-

educated people. The Maithilī language denotes the 

remarkable fact that Maithilī had become the literary 

language. Lastly, in the songs, the repeated mention of the 

author’s name and the name of his patron king, pass on the 

message that how culturally strong they were. So the roles of 

the Maithilī songs are undeniable. The rhythm and the chaste 

Maithilī diction remind us of the influence of Joydeva’s 

Gītagovinda. The rāgas and tālas are also mentioned in the 

songs. In Dhūrtasamāgama, twelve kinds of rāgas and tālas 

are described. The dignity of sweet Maithilī tongue of the 

author gives him an additional charm. 

In fact, Jyotirīśvara Thākura must have been a man with a 

wholesome all-round interest in life. He was not a simple 

Vedic priest, his Dhūrtasamāgama shows that he was well-

versed in the science of erotics. He also knew very well the 

professional singer, for the author himself was, by his showing 

an accomplished musician and singer.  

The author, by his Dhūrtasamāgama, takes us through a city 

named Dhūrtanagarī and gives us a little glimpse into the 

ugliness that was in a medieval Indian city, as in all cities of 

other ages and climes. He tells us what knaves and courtesans 

we meet, what low and vulgar fellows congregate and move in 

dirt and fifth, he gives us at the same time the amorous 

descriptions of the courtesan. He has also given us just the 

kind of a little description of the house of a prosperous man, 

Mṛtāngār Thākura which tempts us to believe that he did not 

neglect the life in the country side: ‘ÚFX ÚF;FæFÎFh+— ÒW‡FõæF, ÒW‡FõæF, 
PæFPù¶FÚFF;ÜFæF¡¡FÎFÛF]µ°õF¼_èF - ÙFC¶FÞÛFPùðFUõ¶FÛÚFèFXÚFÛFFÎF ˜F¶F]:èFFáFÛFh 
G¶Fõ¶F¶F: õF¦˜FÞ¼ ÙFFáF;FXæF¶õFèFXPÚF¶Fk ÑFUÎFX¸F]”~õ¶FÎFFáFõF-ÑFPÞõ&FáF’[32] 

All this goes to make the Dhūrtasamāgama, a document of 

first rate importance, in the study of culture in the mid-

medieval times in Mithilā. It gives us information about the 

life of the common people who did not know Sanskrit. Hence 

the unique position of this old Prahasana work, giving a great 

deal of exact and useful information. An assembly of all types 

of imposters, greedy, fraudster and along with other negative 

qualities is to be found in this drama. Following Sanskrit 

dramaturgy, the Maithilī version is also enhances its value for 

sanskritic audience and reader.  
 

End Note 

1. ÜF: êF[ÜF¶FW ¡FÎFÛF]&FF¶Fh ¶F]Þ;FP=e+ÜFFæFF;Fh 
EF˜FFÞÍFÛFaÞÞPù¶FX ;FPµF=+FPæFáFFõFU— 
¼UfFXaÍæFaÑF]µ°d=+ =+ÛFÎ°áF]¼Î°áF‡ÜF: 
ÑF]ðµFFP¶F PæFèæFÎF;FÞ: P=+áF ¼ÛÚFÛF];FeÛFh—— (ÍF[¶FaõFÛFF;FÛFÛFh - 1.12) 

2. B¼ÜF=+ÛFáFÛFÍÜFW PÎF;F]aµFX PÎFðÒÑF¦˜F: 
P·FÚF]æFÎFÑFP¶FÞW=+X ÍÜFFÜF¶FW ÜFXP;FPÚF: ÜF:— 
¶FÛFùÛF¡FÞÛFFÃk £FFÎFÛFF·FY=+æFWÃk 
ÛFÍF]ÛF»FÎFÛF]¼FÞk õFÎ¶F¶Fk P˜FÎ¶FÜFFPÛF—— (ÍF[¶FaõFÛFF;FÛFÛFhh+-1.13)++ 

3. ¶FF =+ÍFk JõFX EùX¼[õFùX æFõFÎ¶F õFÛF¸F ÛFJ Jƒ=+õFÞUÞWµF õFPù¼ææFX— 

(ÍF[¶FaõFÛFF;FÛFÛFh) 
4. æÜFÜFèFUáF: =]+æFWÞXNPÑF =+FÛFk ÜFP¶F ¼PÞ½¶FFÛFh— 

EPÑF ÒFµFF: Ò¼F¶FæÜFF ÎFFP»FaÚÜFX ÍFPÎF=Y+ÍFaÎFÛFh—— (ÍF[¶FaõFÛFF;FÛFÛFh - 
1.20) 

5. EùX ¼]¼YaæFÛFõÛFF=k+, ÜF¼W¶FFÎFh õF=+áFÎF;FÞUÜFF-ÃáFX=+FÎFh PæFùFÜF ÛFÜÜFWæF 
ÑFP¶F¶FX ÍF[ÛF=W+¶F]:— 
(ÍF[¶FaõFÛFF;FÛFÛFh - ÑF_òF õFk&ÜFF-38) 

6. ÎF ˜FáFù ÑFP»F=+, ¶FßµF æF° õF]ÞW— 
J&FFÎFW ùÛFÞ ;FÛFÎF ÎFPù ¼[æFW—— 
P¼æFõF ÛF¤FFµF EP¶FP»F ÛF¦FW ¶FXÞF— 
P˜FÎF]Pù ÍFPÎF=+— õF]ÚFXEµF ÛFXÞF—— (ÍF[¶FaõFÛFF;FÛFÛFh, ;FU¶F-1.9) 

7. ÍF[¶FaõFÛFF;FÛFÛFh - 1.25 
8. ÑFƒæFF: =]+Î¶FáF - ÞF¡FÜF: =+©=+©F‡FFÛFZ =+ÑFXáFFæF]ÚFF – 

æFW¶FõÜFF: õ¶FÎFÛFµ°áFk PÎFÑFP¶F¶Fk èF]ð=+F PÎF¶FÛæFõ»FáFU— 
¼_ƒÑFF¶FPõÛF¶FÚFFPðF¶FY: PèFæF PèFæF—— Òõ¶FZP¶F ÎFW·FX¶õFæFk 
P=k+ ÙFe]ÛF: =+ÞæFFÛF æFWP¶F Pk=+PÛFÜFk ¼]ñF ¡FÞ¸FFÑFõFU—— (ÍF[¶FaõFÛFF;FÛFÛFh, 1-
29)+ 

9. ÛFFkõFk ÛFFðF-ÑF©XáF-¶F=e+ æFP°=+F æFFõ¶F[=+èFF=k+ æF©: 
õFk¡FUæFÎÜF»F ÛF¶FhõÜF-ÛF]¼h;F PæF¼áFÒFÜF: Ò=+FÞX¶=+Þ:— 
õæFFP¼ñ ˜F ÑFÜFX fF_¶Fk ¼PÍF ÎFæFk ÞÛÚFF×+áFk èF=a+ÞF 
õFk‡FWÑFFP¼P¶F õFFÍÜF¶Fk õF]æF¼ÎFW— PÚF‡FF ÛF¼UÜFF ½]¶FÛFh—— (ÍF[¶FaõFÛFF;FÛFÛFh, 1-
26)++ 

10. ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF õFk&ÜFF - 47— 
11. ÍF[¶FaõFÛFF;FÛFÛFh,ÑF_òF õFk&ÜFF+- 57— 
12. EÞW ÎF©h* - ùFÞáFXEF ¼]©h* ÑFPÞææFFEEF, JõFF ÑF*ÛFk EüÑFPÞ;;FùWÎF 

¶F]E ÑF]·FæFD ùXP¼— ¶FF ÛF]¦˜FJÎFk   (ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF 
õFk&ÜFF - 60) 

13. PÍF‘~h ÛF[&Fa— JðFFNõÛFF¼h æFÍF[:, ¶æF¼h;F]ßÑF¶ÎFU ÛFF¶F_¶F]áÜFF ˜F— ¶F¶Fh 
P=+ÛFWÎFFÛFÎF]æFÍÎFFPõF (ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF õFk&ÜFF-60) 

14. ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF õFk&ÜFF-61 
15. ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF õFk&ÜFF-61 
16. ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF õFk&ÜFF-61 
17. ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF õFk&ÜFF-65 
18. ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF õFk&ÜFF-67 
19. ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF õFk&ÜFF-67 
20. ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF õFk&ÜFF-68 
21. ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF õFk&ÜFF-68 
22. ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF õFk&ÜFF-69 
23. ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF õFk&ÜFF-70 
24. PæF=+˜F-=+ÛFáF=+XðF êFUPÞÜFk =+FÛÜFÚF[P¶F: 

PùÛF=+Þ =+Þ¡FF¶FF˜˜FÎ½=+FÎ¶FPÊ èFU¶F:— 
ÛF_;FÛF¼-fFÎFõFFÞFÛFX¼ - õFZÞÚÜFÚFæÜFX 
ùÞP¶F ÛF¼ÎF¶FFÑFk =+XÛFáF: ÑFFPÎFÞõÜFF: (ÍF[¶FaõFÛFF;FÛFÛFh+2.44) 

25. ÎFYðFF ¶æF¼UÜFF ÚFæF¶FXNPÑF ÎFWÜFk 
ÛF¶õFPÎÎFPÍFòF õF]ÚF;FF ÛF¼UÜFF— 
õæFÑÎFWNPÑF ÑF[æFb ÛFPÜF ¡FF¶F=W+PáF 



International Journal of Academic Research and Development 

1015 

õ¶F¶FXNPÑF ùW¶FX: &FáF] æFááFÚFF ÛFW (ÍF[¶FaõFÛFF;FÛFÛFh-2.45) 
26. ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF õFk&ÜFF-73 
27. ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF õFk&ÜFF-73 
28. =+FáFW õFÎ¶F¶FæFPðFaµFX ¡FáFÛF]˜F: èFõÜFY: õFÛF_ÊF ÍFÞF 

ÚF[ÑFFáFF PÎF¡FÍFÛFaÑFFáFÎFÑFÞF PæFÒFøFÜFUPÎFÚFaÞF:— 
õæFF¼]‡FUÞÎF¶FXÍFõF: ÒP¶FP¼ÎFk ;FFæFX PÎFÞõ¶FFÑF¼:— 
õFÎ¶F: èFFPÎ¶FÑFÞF ÚFæFÎ¶F] =_+P¶FÎF: õFZ¡FÎÜFÚFF¡FX ¡FÎFF:—— 

29. õFFPù¶ÜF¼ÑFaÎFÛFh+, PæFèæFÎFF»F, 6.264 
30. ÎFF©ÝèFFøF ÚFÞ¶F— 
31. ÎFF©ÝèFFøF ÚFÞ¶F, 6.39 
32. ÍF[¶FaõFÛFF;FÛFÛFh, ÑF_òF õFk&ÜFF-36+ 
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