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It is necessary to have a complete idea of the 

age of the poet, when one desires to evaluate his work. 
As Oampu is said to have originated in the age of landi 
or somewhat early to landi, it is more influenced by 
the famous prose romances of Banabhatta, Subandhu and
others during the period of its development. In the pe-

/ -
riod of Sri Trivikrama Bhatta it assumed the complete 
form. The period from 13th century A.3). to the end of . 
16th or 17th century A.D. became a golden one in the 
history of Oampu literature. Venkatadhvarin belongs to 
the end of this golden period and beginning of the de-

t _cadence of this literature. like Sriharsa or -Jagannatha 
he is a product of an age of learning. like Bharavi or 
Magha in Visvagunadarsacampu form predominates over the 
matter. A -little care is taken in the development of 
the form. The matter, asif, is only a peg,/to illus-tra- 
te poet's poetic gift of descriptive power, word play

i _ i —and verbal jugglery. Fortunately in Yisvagunadarsacampu



Venkatadhvarin has not used C'itrakavya, as he does in 

Citrastabaka of laksmisahasram. Sere only some threads 

of story are used to weave the descriptions of the di­

fferent places and groups of society through dialogues
* — * _

between two G-andharva friends Visvavasu and Krsanu in 

a dialectical form. So it appeals more to the head th­

an to the heart.

The tendency of putting form over the matter, use 

of pun, verbal jugglery, use of obscure words or the 

use of the famous words in the new and unpopular se­

nse which can be followed with the help of dictionaries

only became more powerful after Kalidasa who also made,
r ,such experiment of word jugglery in Raghuvamsam (canto: 

IX) and Yikramorvasiyam (Act IV). But the poets used to 

be loyal to the conditions of the literary forms in the

later period. Poets like Bharavi, M.agha, Subandhu, Sana,
( -

Trivikrama Bhatta, Somadeva, Sriharsa etc. adopted an 

elaborated style in more or less proportion which made 

their epic poems, prose romances and Campus difficult 

to follow easily. Poet like Jagannatha who earned an ep­

ithet 'Panditarajar seems to be attracted more or less 

by sastras, as a result of which his five Imharis part- 

icularly G-angalahari and Visnulahari, though they are 

devotional poems, appeal more to the head, intelligence 

or reason than to the heart or emotion.

Venkatadhvarin is more Influenced by the current
i

of using Slesa - sETg&anga or Abhanga. Trivikrama Bhatta 

remarks,” The poem becomes unintelligible particularly
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by the use of double entendre by 'bhanga' or breaking

the word. But one should not be puzzled as the poet has
1

not only one sentiment. Alliteration, double entendre, 

contradiction, artful praise and circumlocation have 

influenced the poets like Bharavi, M.agha, Subandhu, Ba­

ns, Srivikrama Bhatta and others. Oampu authors used
* * t

them to create poetic strikingness. As it is noted in 

the previous chapter, it became one of the peculiarit­

ies of Campu. The influence of this current produced 

1anekartha-sadhana-kavyar the poem yielded to many di­

fferent narratives such as Raghavapandaviya, Raghava- 

pandavayadaviya or Kathatrayi etc.' Our poet Venkatad- 

hvarin also composed a short poem of thirty two vers­

es Raghavayadaviya narrating a story of Ramayana and 

Bhagavata simultaneously, fhis also indicates the age 

to which he belonged.

Ihe poets of the different literary styles have 

influenced Venkatadhvarin. It does not require any di- . 

scussion here, as it will be done in details in the su­

cceeding chapter.

Rhetorics, Kamasutra, the schools of philosophy, 

Ramanuja cult, religious importance of the places and 

puranas also influenced the poet Tenkatadhvarin. Use of

-] # ofT-of*. hrfer \
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of double entendre, contradiction and artful praise 

based on pun show the influence of the Yakrokti sch­

ool which helped the poet to bring out the poetic st­

rikingness and to maintain poetic charm. Mammata and

Jagannatha accept the strikiness as an essential el-
2

ement of the poetry. Campu authors used to find out 

various ways to bring out such poetic strikingness, 

without making a reader tired with the elaborated na­

rration and ornate descriptions. Use of double enten­

dre, contradiction and artful praise with the sense 

of proper proportion and discrimination made such pr-

oso-poetic composition more alive. Venkatadhvarin, like
/ — ;
Sriharsa is attracted towards Rasa theory also. Jaga-

nnatha, author of Rasagangidhara is also the product

of the x same age. Eventhough the poets were under the

powerful influence of Yakrokti school on one hand, they

were equally attracted by Rasa theory also on the other.

Oampu authors always seem to have tried to keep balance
3

between the two. Jagannatha is not exception to this. 

Yenkatadhvarin is also a product of this current co-in­

fluence of Yakrokti school and Rasa school. References
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i _ / —attered in Visvagunadarsaeampu

4
corroborate this.

(A,) nte'-
l I C1 ’ 1-^ *,<!0'

Af-;-A^ irf^Sk
f^RT-nit I LPi- u\.Pu°)

(c) r<T-^nt^nr f,

( v Af0> rbeiKV*. JTcf ^-p?vrfg ^ ,
cfZj-YtfOffHTA- 1 (.Pn- U1 * ^ [)

(E) CcC*:- 25tfH *>Cc0\ -^ft^sn" Vs; =2^^Vi
Wfetrf^T rfu-nf^ ■«• \ c^ ' r*t -' ■ ?7 

^ tr4<^*rl”rT"'5SS,^'.«.-

:<*> fir.:- r«*s£i ****»

\ . - r cvc^rt-rvn -qiqjTn' c^fr?^V
;H) Or-.- ^ ‘

:t) r<

f*-

fco

{«fe>

p 'lor)r^-. w^tM ^•1<1\n, JT ,
, v --o' ir^iws-.,3^ti

■,s?5r^^ufA'n,'^7J

: - ^ 

f^pnFrfr6^^ f c^a-m-P- 3 \ w _

. a 3
■Xh'sr^R^ l

. >.,,3.,X . ^,-r^T l (PA. -?^3' ^ y(I)



746

VenkatIdhvarin' s_ views_about_poetry;

Some of his views about poetry are found in the 

description of the poet;

1. The creative art like poetry is one of the means to 

please god. One should compose a poem in praise of god 

particularly Yisnu. In other words aim of the poem must 

be Dharma and IVLoksa. If we put in another way the devo­

tion must be the main sentiment (Ofcourse Sanskrit rhe­

toricians do not consider sentiment of 'Bhakti' or dev

votion ) and all the sentiments should be used occasi-
5

onally.

2. Ihe creative art like poetry is not meant to flatter
6

the crooked kings or the kings to maintain patronage.

5 h«n>iV
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3. The art of poetry is not to please the ladies with

the description of beauty or it should not describe
7

the beauty ofAthe ladies only.

These two opinions show that the poetry is the 

art for the sake of art. 'This art used for the flattery 

of the kings or the ladies is as if to pour the vege ~ 
tables with the water brought from Ganges (v.542cd) 

or to adorn the neck of a bitch petted with pearl nee-’ 
klace (v.543ca).

y
4. As the donation given to a proper Srotriya brahmin

becomes everlasting, the poem composed in praise of

god is fruitful, otherwise the poems exist only for a
8

period of few years.

5. The aim of the poem is not only toi delight the re­

ader but also to preach him some moral lessbn and ab-
9

olish the inner darkness of a reader. It is worthy to 

remembered that the poet Yenkatadhvarin explicitly pr­

eaches the reader to be like Visvavasu. and not like 

Krsanu (v.597). To my humble opinion it would have be­

en better had he conveyed this implicitely (v.593). The

7< crofsf jrf&rvL. i cv-srtsj,

8> c€Tpf «=*rftf^"q3bri*. ^ & <4s^hn

q ‘0'*rzr2Tcr2jr 1<C fo- -23^.
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last verse which may be taken as the request to the 

critics and the readers not to look at the faults, 

gives moral lesson in somewhat explicit manner.

6. The art of creativity and scholarship make one mo­

re praiseworthy. Yedantadesika is cited as an instance 
10

of it.

His views about the sentiment and the subjects 

of the poem can not be applied to all the poets he en­

umerates (v. 549). Ofcourse old poets like Yalmiki, 

Yyasa and Parasara (v. 543) and poets belonging to the 

later period which is considered by Yenkatadhvarin as 

modern period,such as Kalidasa, Bharavi, Magha, Murari, 

Bana, Mayura, Bhavabhuti, Bhoja, Sriharsa etc. (v.549),
t

Sathakopamuni, Madhurakavi etc. (v.551) have contribu­

ted to the devotional literature.

His views can be applied to Ramayana, Mahabharata, 

puranas particularly Bhagavata and other devotional po­

ems and not to all the literary forms and works, ffore- * 

over these views are not of rhetorician but of a poet 

and devotee.

learning of the various sastras and philosophical

io. *.....

c v-rr°j
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/

works make the compositions loaded with sastric term-
/ _inologies, uncommon vocabulary etc. Srihersa’s Naisa-

i _dhacaritam or Somadeva's Tasastilakacampu are the pro­

duct of their philosophical studies. likewise Yenkata-
i _ _ / _ __ _

dhvarin's Srilaksmisahasram and Srinivasavilasacampu 

are the products of such type. Visvagunadarsaoampu ge­

nerally is not much loaded with such sastric terminolo­

gies. His knowledge of Ramanuja philosophy and various 

branches of knowledge such as Tantra, grammar (v.3), 

Fyaya, Him5msa, Vedanta (descriptions of them) etc. re­

fer to some sutras and technical terminologies hut they 

not make the whole Campu loaded with only scholarship. 

■Thus this Campu is meant for masses as well as scholars . 

Yisvagunadarsacampu is not a brain tonic to the learned 

like Haisadhacaritam. It is pleasing and appealing to 

all who know Sanskrit.

Thus we can conclude from the above discussion 

that Yenkatadhvarin like Sriharsa and Jagannatha Is not 

the poet of decadence but of the age of learning. But 

Yenkatadhvarin, Jagannatha and others have recognised 

the tasthe of the people and found out a new way to re­

ach to the heart of the people and to keep them taking 

interest in literature rather devotional one like the 

class of the learned'simultaneously.
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1 ^§H-SH§se__&__style

The work of the poet cannot he evaluated properly 

unless we know the age in which he was horn. The time 

of the poet is always reflected in his works. His views 

about /poetry also do reflect in his works. We have al­

ready seen all these in the previous section.

In the age of Kalidasa a poet was attracted by 

Yaidarbhi style as a vehicle of sentiment. But later on 

Bharavi, Magha, Sub an dhu, a Bans and others adopted an 

elaborate, ornate and artificial styles like Gaudi and 

Pancali. The poets made many experiments to find out 

and develop the fascinating features of the poem. Sana

Bhatta is proud of adopting special features developed
11

in different regions. Author of Falaeampu developed va-
, / 12

rious sentiments through Sabhanga Slesa. He says," What

is the use of a bom? of a bowman and of a poem of the
13

poet that does not nod the head on piercing the heart?"* 

Bhoja in his Ramayanacampu expects from the poet that 

the admixture of prose and verse, like that of song ac-

^vnzff w*-MT*rsJ-. uCHc- ^\K-)

1 2 •^'r'^Tr5^ J#3*erXl ^-Hc ’ *•*7 ^
zfrf^rT 'WV STtrS'X'fH'Sy&rTi )

13. C& {- cJtr\ c^y\ {& ^TTV^rj ^ <fkffr£v j

g\zt «>r ^Tjf'm9j 2
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companied with musical instrument should delight the 

reader with poetic charm or strikingness to make the 

reader ever enchanted' with the immediate effect of joy. 

The aim of the Campu authors was to make such combina­
tion of prose and verse melodious and sweet.-It may be 

admired for embellishing with sentiments on one hand 
and for embracing rather embossing the word jugglery- 
on the other. Somadeva does not recognise .the variety 
in taste of the people. He_questions,” Some poems are 
charming on account of the embroidery of words and oth­
ers on account of thought and contents. Why does a re­

ader favour.one and frown the other?” The poets have a 
chaliange before them in every age as to how delight 

the readers of the different and changing tastes. Campu 

authors adopted elaborateness and artificiality which 
made it artificially contrived piece of art, harsh in 
tone, verbose in spirit, indulging in round about met­

hods of representation and abounding in words farfato-^ 
hed meanings and ever legthy compounds. Put Campu auth­
ors did proceed on after combining prose and verse and 
made experiment of moving from elaborate and artificial 
style to simple one rather from G-audi and. Pancall to 
Taidarbhi and vice versa in order to make the reader 
consoled as soon as he may feel himself tired and to 
maintain the continuous flow of sentiment. The names of 
the divisions such as, Kallola, "IJcchvasa, Asvasa etc. 

are very suggestive of this fact. The potentiality of 
art lies in Campu in making the reader fully attached
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and. delighted. So Campu is not the creation of a pro­

found scholar or an imaginative artist only.

When a poet possesses scholarship and the art of 

creativity, the poet knowingly or unknowingly bends 

upon showing his scholarship which surpasses his sp­

irit of artist. But it is only subjective standard 

and not the objective for evaluation of the work. A po- 

eb should keep his eye on the creation of embellishment

for the aesthetic pleasure. But without following sense
14

only jugglery of words hardly delight a reader. Juggl­

ery of words, long compounds etc. must be used in a

very charming manner in accordance with the embellishm- 
15

ent of sense. This makes the experience of pleasure or

sentiment for the reader. Yenkatadhvarin also holds the
*

same opinion. He says, " It is the best poem which deli-
16

ghts the reader soon." This power of embellishment or

'Oarnatkrti' or ’ Ramaniyata' does not exist in outward
•> •

fitness of the poem. A man, howsoever,ugly he may be, 

may be called handsome only if a beautiful lady is at­

tracted by him, loves him, and enjoys his company. In 

the similar way a poem, howsoever, it may be elaborated

152

tsVs.jz.n;
15> nroft 20fe ^lrarffi I
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ft
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and artificial on account of long compounds, verbal ju­
gglery, use of double entendre, obscure words, use of 
famous words in unknown sense, but it is a good poem 
if the reader is attracted and delighted by it. Provi­
ded that the reader is a ' R.asika' or 'Sahrdaya' or re- 

17
sponsive.

Thus combination of prose and verse or the vari­
ous styles only is not important. Anyhow the poet must 
find our various ways and means to delight the reader 
whose heart and head, emotion and reason both may have 
equal satisfaction occasionally. Thus Oampu is a crea­
tive art of imagination and perspiration simultaniously

i _ / _ —In Visvagunadarsacampu the poet Venkatadhvarin
# •

adopts a new type of composition. Visits of the two Ga- 
ndharva friends can hardly be called a story. The ent­
rance of them from the northern side and their aerial 
travel all over India was a new thing in the selection 
of the subject. This is a composition delineated with 
the descriptions of the different sacred places. The 
closer examination of the work will show the poet’s 
well-thought plan of the aerial travel.
1. Benedictory verse.
2. Introductory verses' containing biographical account

1
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3- Poet’s view about Csmpu as a proso-poetie composi­

tion

4- Introduction of the characters
1 _

5. The entrance of the two Gandharva friends Yisvava- 

su and Krsanu from north rather through the path of 

sun into earth, nay, Bharata and their visits to the 

various sacred places with a view to know how many 

people follow the Yeaic path to find out the effect 

of the Kali age on the people, the religious and ph­

ilosophical schools, and also to find out the virtue 

from the most wicked thing or person or group of pe­

ople, gods, places etc.

6. Resume of the descriptions or travel

7. Poef's message

This will show that as such there is no story but 

actually an exact plan of descriptions developed logic­

ally and naturally. Short visits and descriptions in
/ _proportion give no scope to monotony. Yisvavasu and Kr- 

sanu are the characters in the set form and they have 

no more opportunity to develop their personality. The 

discussion of these two friends show them to be like 

the characters, oh, mouth pieces of Shaw.

Development of sentiment as we find in drama, ep­

ic poem or prose romances has no scope in YisvagunSdar- 

sacampu as it is a synthesis of the various descriptio­

ns. Humour, erotic, llirveda etc. can be found but as 

such neither erotic nor Vira is the principal sentiment
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i __
Only if we want to call Santa'is the main sentiment.

But really speaking there is a definite transit of the 

poet from one sentiment to another with a view to con­

sole and delight the reader whenever he may feel ment­

al strain.

Style:

Yenkatadhvarin1s style, generally we enjoy, is
18 ‘

Yaidarbhi. But this Vaidarbhi style is not that of Ka­

lidasa, as post-Kalidasa poets were highly influenced
i -

by the age of learning. Consequently Sriharsa, Jagann- 

atha and others like our poet Yenkatadhvarin were 1 ICa-
t

vi-panaita' possessing both poetic skill (Sakti) and 

erudition (Vyutpatti') . So one should not, expect grace­

ful Yaidarbhi style of Kalidasa from the later poets.
/ — / —

Even though in Yisvagunadarsaoampu we find some pass­

ages which oan be cited as instances of graceful Yai­

darbhi style.

Alliterations_and_rime:-

An excessive use of alliterations and rime is a 

special feature of Yenkatadhvarin's style. One can ea­

sily find out 'Padalalitya' or rhythmic harmony which 

attracted Harsa, Jagannatha, Yenkatadhvarin and others.

-18. "PR r-fsyffanrfrfcffl II i il
‘ffrHJT eh,')#'\i

S.D.9.2-3.



f
756

Use 2:? entendre:-

The poet often claims to he 'Asu-kavi’ and expert 
in playing on words suggesting more than one meaning. 
He, like true Pandita, hardly misses any chance for it. 
Most of his stanzas contain double entendre which are 
helpful in creating poetic strikingness in the argu - 

ments and descriptions. His wonderful command over Sa­
nskrit vocabulary, language and sastras like Hyaya, Mi- 

mamsa, Tantra, Yyakarana etc., The figures like contr­

adiction and artful praise are generally based on dou­
ble entendre through which the goal of bringing out
poetic strikingness is easily achieved. This art rea-

____ /ches the climex in the descriptions of Kasi, Kanci, Sr- 
irangam and Tanjore.

Venkatadhvarin, like his father who earned an ep- 
1ithet *Slesayamakacakravarti‘, gives some verses of ch­

arming paronomasia- which prove him to be expert in pun­
ning and creating alliterations.

These two things the fondness for alliteration 
and pun put his style quite in contrast with the grace-

m

ful style of Kalidasa. Prasada'is the quality of the 

poem which makes the style graceful which is absent in 
our poem not wholly but partly. Presence of O.jas (Vig­
our) on account of the compounds, contradictions, all­

iterations and rime sometimes overpower 'Madhurya' or 
sweetness. Except at some occasions his style is not

i —
unintelligible like that of Sriharsa. Generally it is 

easy flowing one.
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Oiroumlocation or round about narration gradually

assumed the form of distinguishing characteristic of Ca~

mpu. The crooked speech based on pun better know as Sl-
19

esa vakrokti of Rudrata. Paryaya~vakrokti of Kuntaka is 

more convinient vehicle to carry out poetic strikingne­

ss or charm through a Campu.Venkatadhvarin is no exce­

ption to this.

Figure like Utpreksa is not used freely and often, 

laksmi's suckling her four faced child (v.1)', lotus li­

ke eyes of G-urjara ladies (v.116c), excessive greatness 

of god's power of creation (v.131), preceptors of Madh­

ya cult living as if belonged to the fourth stage of 

life (v.178 ), the foam of the ocean as if the mounta­

ins used in bridge-construction laugh at Mandara(v.476), 

foam as if the clothe washed (v.434) or the bridge co-
t

covered with foam as if st Sesa being tired on account 

of holding earth on hood rests in the water of ocean 

(v.485)> the astrologers pretending to be omniscient 

(v.528), Kapalika to be Pisscas (v.524*)» xlbnkey like 

Kapalikas (v.526), the bridge of Rama as if resting 

cobra who ate up Prana vayu of Havana (v.589) are the 

instances of it.
_ / - f —The Upamas or similes in Visvagunadarsacampu are

20
varied such as Malopama, Luptopama etc.

fig. cfc&ir urrz&r rf|rf*y. j

20. Vide: Appendix:, Figures.
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Els Brstantas are Interesting as his observat -
* * *

ion and common experience serve the purpose of prove­
rbs sometimes. Use of such Drstahta makes the Campu 
verses graceful. Here are some instances of this figu­
re :

Who will be fool to cut the trees bearing sweet 
fruits grown up with sweet water by himself and enjoy?
(v.15)•

What will father do if the son cuts the throat 
with the weapon given to destroy the enemies (v.23)?

Who will be fool to drink rice-gruel instead of 
available sweet milk of a cow? (v.43).

A small lake in desert is most praise-worthy
(v.95).

With the sharp edge of an axe many poisonous 
trees can be cut off (v.142).

One should bear the terrifying taste of medici­
ne to get the health cured (v.145).

Who will run to cowherd for milk from the shore 
of the milky ocean (v.230).

A person meditating upon Yisnu all the time is 
praiseworthy and not the sensual one who thinks of la­
dies all the time (v.244).

There are some medicine which cure the patient 
without observing any fast (v.246).

Though Salagrama is black in^olour, it is wort­
hy to be worshipped ,(v. 258) .



/759
Greedy and sensual patient only praises the ph­

ysician who allow to eat food and enjoy the ladies 
according to his desire (v.294).

Kick of-Iirsna's soft foot destroyed the thick - 
skined demon named Sakatasura (v. 299).

The lotus in mud around which dees "buzz is most 
attractive (v.316).

It. is the best poem in which the mind of a reader 
is enchanted (v.317).

It will not be proper if sun will be guest of 
the fire-flies (v.343).

Butterflies moving around the lamp loose their 
life (v.410).

making of, mostipowerful medicine can save the 
patient from the harm oh account of inconsistent li­
ving (v.440).

There will not be any distinction between ele­
phant and a small mosquito (v.513).

ladies who are not touched (enjoyed) by debau - 
cheqS are fit for the religious acts (v.522).

Who will be fool to water the vegetables with 
the water fetched far from the divine river Ganges (v. 

542)?

A king without any sense of discrimination wo­

uld adorn the neck of a bitch with the pearl necklace 
which is worthy to be put on on the crest of the gods 
(v.543).

Only the alms given to the proper person is more
fruitful (v.544).
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The sweet food like Apupa, Sups ebc. howsoever 

cooked with heavy labour cannot be enjoyed by the pe-
I

rsons suffering from loss of appetite (v.570).
If the persons uttering the sutras of Panini are 

learneds, then what fault has been committed by the da­
ncers, harlots and Tit as dancing along with the utter­
ance of ! todhi todhi tadhiti ttakit takit dhik tahadhik'*

(v.569).
A bowman who has no knowledge of archery cannot 

succeed on the battle field. Likewise a person without 
knowledge of grammar cannot face his rival in the cou­
rt (v. 573)

Element of conversation is a base in the frame - 
work of this Camp"u. It is constructed with the dialo­
gues between two friends moving in aerial car in search 
of virtues in the universe rather Bharata in this Kali 
age. This colloquial tingle is a new experiment in the 
Gampu literature.

IJse of grammatical forms and compounds have much 
part in creation of rime and alliteration.

It is worthy to note that howsoever the poet's 
skill is in CItrabandha or 'tourse de force' in Citra- 
stabaka of Laksmisahasram and a verse in Srinivasavila- 
saoampu, he does not give a single verse of 'tourse de 
force' in this Campu..

Use of the figures like pun, alliteration, rime, 
artful praise, contradiction etc. make one to think 
that the style of this poet may be artificial one



full of Ojas or vigorous which is chief characteristic 

of Gsudi style. But passages of Madhurya or sweetness

and Prasada or clarity make some portion of Yisvaguna- 

, 21 
darsacampu full of graceful or Yaidarbhi style. In oth­

er words in this Campu the poet has made an experiment 

of both the styles C-audi or vigorous as well as Vaida- 

rbhi or graceful one. This admixture also delights the 

reader. One'may say though the poet belongs to the age 

of decadence and learning, he is more attracted to Vai- 

darbhi style of Kalidasa.

If one describes the poem of Kalidasa as 'Braksa- 

paka’, Bharavi's poem as !Farikelapaka,’ Sriharsa’s po- 

em as 1 Kapitthapaka' , 'Amrtapaka' or ’ Aus_adhipaka ' (as 

Kuppuswami Sastri remarks) or Trivikrama Bhatta's art­

ificial 'Amrapaka', the poetry of Yenkatadhvarin is an 

admixture of artificial and natural 'Amrapaka' which 

can be ascertained from the combination of the two sty­

les. The continous movement with the transit of aerial ~ 

flight of the two Gandharva friends made their visits 

to the sacred places delighting the readers like the 

tasting of the mangos ripened naturally and artifici - 

ally put together.

21. Yis. v. 15, 23,24, 43,49, 115-117,121,130,134,133, 
1o4,156,153,163,184,193,197,200,201,204,207,208,219, 
227,223,244,245,252,265,272,299,305,313,315,316, 325, 
327, 329,332,360,373, 394, 397,40 2,2419,422,445,446,448, 
459,476,433,484,485,498,505,517,522,541,542,543,544, 
556,570,^72,574 etc.


