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A

PREFACE

WHEN the first part of the text of the Sangitaratna-
kara with the commentaries of Kallinatha and
Simhabhwpala was published in the Adyar Library

‘Series as No. 30 in 1943, it was announced in the In-

troduction that an English translation of the text
would be prepared and issued as the last volume of the
series. We are now issuing the translation, of which
this is the first volume. The entire translation would
be too big to be published as a single volume. Further,
a mere translation without notes would be of little use.
And along with notes, the translation of the whole work
would comprise a few volumes. So, instead of pub-
lishing the translation as a last volume of the edition of
the Sangitaratnakara, we propose to issue the transla-
tion in parallel volumes, corresponding to the text
edition. This first volume contains the translation of
the first chapter, which is included in the first volume
of the text edition.

No English translation of an 1mportant music
work is available with explanations. The texts of
Ramamatya's Svaramelakalanidhi and Somanatha’s
Ragavibodha have been translated into English; but in
those translations, there are no explanations; there is
only a general introduction. Next to the Natyasastra
of Bharata, the Sangitaratnakara is the most impor-
tant work in music.. There are many works on music,
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based on the Samgitaratnakara. In many works the
passages from the Ratnakara are bodily taken with
some occasional glosses added. In other works the
words of the Ratnakara are quite clearly visible. The
influence of Ratnakara is seen in practically all the
works on music written after this. It is the Classic in
music. While Bharata treats of music as an adjunct of
dramaturgy, Ratnakara takes music as the chief topic,
and the other elements like Nriya are taken as its
adjuncts. The division of the work into seven chapters
followed in the Ratnakara is also adopted in many
later works on music.

In making such a translation, we have to comsider
the needs of different kinds of readers. There are those
who are interested only in the subject and who do not
know the language in which théoriginal is written. To
them a free rendering into English, without any sort of
verbal fidelity would be the most welcome form of
translation. Clarity of expression, completeness of
presentation and general faithfulness in the translation
are the only factors that count in their estimation. But
there are others who have some knowledge of the
language in which the original is written, but who want
some help in English to fully understand the text. To
them, it is not merely the subject-matter that is import-
ant but also the text. They try to understand the text
of Sarngadeva through the help of a translation. To
them, verbal fidelity is also a very impoftant factor.
In this translation, I have tried to reconcilé the interests
of these two classes of readers. I have translated the
text literally. keeping myself as close to the original as
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language would permit me to do. At the same time
I have tried to make the English rendering as readable
and intelligible as may be possible in such a faithful
translation.

One has also to consider the technical nature of
the work. If the translation is not clear in places, the

original text is not more lucid. The obscurity is due

to the technical nature of the subject dealt with, and
no translator can avoid this difficulty of the subject. I
have avoided technical terms in translating the text, so
that those who are not familiar with modern works on
music in English may understand this translation with-
out much difficulty. Thus I have not adopted terms
like octave, harmonics, semi-tones and guarter-tones. I
have mostly retained the original Sanskrit words and
explained the terms in the notes. Until more works
from Sanskrit are translated into English, and until the
English language settles down into some definite form
for the expression of Sanskritic ideas, some sort of bi-
lingualism in translation is necessary. Either corres-
ponding English ‘words will come into vogue.and new

“forms of expréssion will be introduced into the English

language, or Sanskrit words and Sanskrit modes of
expression would gradually become familiar to the
English-reading people. '

There are many terms which would mean nothing
in English, or which may even convey quite a different
meaning in English. For this reason a large number
of Sanskrit words are retained in the translation. They
are explained in the notes that foliow each stanza. If
rendered into its English

technical
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equivalent in the translation, the Sanskrit original is
given in the notes,

It was felt that the notes could be used with gre'ater
advantage by the readers if they immediately followed
the text, rather than if they were given at the end of
the book, or. even if they were given at the bottom of
the pages as foot-notes. Here also there is some diffi-
culty. In making the translation as faithful to the
original as possible, it is necessary to keep up the stanza-
division of the original. But sentences do not always
end at the end of a stanza, and even when a sentence
continues from one stanza to another, sometimes it has
been found necessary to give the notes on the first
stanza immediately below it, before the next one in
which the sentence continues from the previous one.
Thus the notes occasionally come in the middle of a
sentence. Since the types used for the-text portion and
for the notes are quite different, it is hoped that there
would be no difficulty in reading the text portion con-
tinuously in spite of the notes coming in the middle
of a sentence.

If T attempted a translation of the commentaries,
there would be need for explanatory notes to make the
translation of the commentaries intelligible. Therefore
I have not made that attempt. I have fully used the
two commentaries and I have presented their expla-
nations in the notes. For the first two sections of the
first chapter, the commentary of Kallinatha is fuller.
But when we start on the portion dealing with music
proper, the commentary of Simhabhupala-is found
invaluable. Later, for the last two sections on Ja#i and
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Giti, Kallinatha again is fuller. In giving the notations

for the illustrations of the Jatis and for the Gitis, 1
have closelv followed Kallinatha. 1 have noted
in the text edition as printed some small slips in the
notation, especially in the matter of Tara and Mandra
svaras. 1 have corrected them after closely examining

the commentary of Kallinatha. In the Gitss, I find

some mistake in all the editions, including the Adyar
Library edition, and also in the edition of the Sasngi-
tasudha of King Raghunatha of Tanjore. Here also
I have used the commentaries to present the correct
notation.

1In translating and explaining the second section
of the first chapter, I have consulted both the Astasga-
hrdaya and the Sus'ruta. This portion is not of much
importance to the science of music. So I have given
only very brief explanations. In the subsequent por-
tions the notes are more elaborate.

In finding out the meaning of the text for trans-
lation and for explanation in notes, I have consulted
all the works on music available. The Sangitasudha
of King Raghunatha of Tanjore and the Sangitaraja
of Maharana Kumbhakarna of Mewar (this work I am
now editing in the Ganga Oriental Series, Bikaner)
have been of special help to me. I have also closely
studied the Natya Sastra of Bharata. It is hoped that
thig attempt will be of some help to those who are
interested in the study of music in ancient India.

There have been great changes in the field of

music from the time of Bharata. Bharata recognises.

only two Gramas. But a third, the Gandhara Grama




X1l

must have been current in very early periods. At
present, even the Madhyama Grama has gone out of
use. The various Svaras, both the Suddha and the
Vikrta, described in the Ratuakara, have given place to
new schemes of Svaras. Bharata does not deal with
Ragas; he has only the Jatis. In the Ratnakara,
various Ragas are dealt with. But there have been
further developments in the Ragas. It is not possible
for a translator to make a full and exhaustive study
-of these various points in a historical and comparative
way. Every translator must put some limits to his
task. His work is essentially an aid to those who
desire to make such a study. Yet he is expected to
give some idea on these matters. So an attempt will
be made to give a historical and comparative account
-of the evolution of various elements in music after the
translation of the next chapter dealing with the Ragas.
As a matter of fact, the Ragas form a further elabora-
tion of the concluding portion of this chapter. The
-detailed Introduction will appear in the next instalment
when the chapter on Raga will be translated.

In the last two sections of this chapter, I have not
given fullnotes on Tala, Viniyoga and Ragas resembling
the Jatis. I will add an account of these points at the
-end of the translation of the next chapter. The various
Tables given at the end of the edition of the Text in
the Adyar Library Series are given in this translation
in their respective places. The Prastaras described in
the fourth section of the work are not given here, since
‘the matter is available in the text edition in Devanagari,
and in the edition of the Ragavibodha in numerals.

3
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Readers can easily refer. to these editions on this
point.

When I started the publication of the edition of
the Sangitaratnwakara in the first issue of the ADYAR
LiBRARY BULLETIN in 1940, as edited by the late
Pandit Subrahmanya Sastri, little did I think then
that the responsibility of continuing the publication:
and of bringing out its English rendering would fall on
my shoulders. I have done my best to study the subject
by carefully reading through all the works relating to-
music in ancient India and to present here a readable
translation of the Sanskrit original. Even if my
attempt has not been a complete success I consider ita
privilege to have had the opportunity of serving the
cause of ancient Indian Art, which has played a great
part in the life of the nation.

I consider it even a greater privilege to have been
able to dedicate this translation to Mr. C. Jinarajadasa,
who, besides being a scientist, scholar, philosopher and
teacher, is also a close student of Fine Arts and an
authority on Aesthetics. He has always been extremely
kind to me ever since I knew him twenty years
ago, and I owe him not a little for whatever work I
have been able to turn out in the literary field during
my continued connection with the Adyar Library for
these twenty years. This is' the only way in which a
student like me can attempt to repay debts of gratitude
to those who have been of help in prosecuting the
studies. '

I take this opportunity to record-my thanks to the
University of Madras for permitting me to undertake
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this translation and to get it published in the Adyar
Library Series. The Vasanta Press, Adyar, deserves
my very sincere gratitude for the expeditious way in
which they have brought out the volume, in spite of
the extremely technical nature of the book, with
different types, various Tables, Italics and thick types,
diacritical marks and Sanskrit words. In regard to
the details of the arrangement of the matter, the help
of the Superintendent of the Press has been a great
factor, and the credit for the appearance of the book
goes entirely to the Press.

Adyar

C. KunHAN Raja
15th September, 1945 '
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SCHEME OF TRANSLITERATION

Many Sanskrit words are retained in the translation and many

are given in the notes.
except names:

All Sanskrit words are printed in Italics,
The approved form of transliteration is adopted

Jere, and, for those who are not familiar with it, a brief description

is given below.

a as u in fur

& as in far

¢ as the initial ¢h in church,
 without aspiration

¢h same with aspiration as final

ch in church

d as th in this

dh same aspirated ~

d as in god

dh same aspirated

¢ as a in fade, always long

h as in hut

hahalfh

7 as in fit

ias ee in feet

7 asin jubliation

jh same aspirated as j in jury

s as a final m sound

72 as in number

nasingun

#2 as ng in sing

72 as in punch, palatal
o as in go, always long

7 as in run

r as a vocalic, something like ri

with i sound half swallowed.

s 4s in sun

g as sh in she

st as a palatal

t as t in latin

th same aspirated as in theme
t as in to

th same aspirated

w as in put

#®as 00 in boot

y as in yard

All other letters are pronounced as in ordinary English. Com-
binations like kh and bh should be pronounced with an aspiration.

b/
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OF
SARNGADEVA

CHAPTER I. SVARA

1. SYNOPSIS OF CONTENTS

‘1. I worship for happiness that Sasnkara, the
embodiment of sound, sung about by the entire world,
who shines by himself in the-heart-lotus of the wise,
giving delight to their ears through the mind that fol-
lows the breath arising out of the Brahmagranthi, and

from whom wvillages, wealth, caste, the creations, orna-
ments, genuses and stages (arise).

Here the commentary of Simhabhupala is followed in
:che main. For “‘sung about by the entire W orld Kallin&tha has
‘sung about by the world intensely,” and for ‘ giving delight to
the ears’ he has * delighting according to the begihning of the
Vedas, i.c., the Pranava ™ or © delighting according to the Maha-
wakyas (of the Vedas).” Brahmagranihi is where the two Nadis
Ida and Pingala join the busumna Grama (villages) may also
mean according to Simhabhtipala, ° ‘ the earth and other globes .
Gramavibhaga (villages and wealth) may also 'u,t,ordmcr to h:m
mean, * the location of villages ', and ‘ Stagés ” means “ the stages
in life like boyhood.” Gf'a'-ma,, varna, alankara, jati and krama
which are translated as villages, caste, ornaments, genuses and
stages, also mean certain factors in music, to be explained in later
sections, and as such the last epithet also applies to music.

" 2. There is the family originated in the prosper-
ous Kashmere country, which has started from the sage

Vrsagana and_ which has cleansed the faces of the
quarters with its fame,

v



2 SANGITARATNAKARA [1. SYNOPSIS

3. (and) which was adorned by the foremost
among the twice-born who performed sacrifices, who
stood in a position of authority among those possessing
virtuous thoughts, who had crossed to the other shore
of the ocean of the Vedas, and who were as it were
Brahmas-come down to the earth.

4. In that (family) was born Bhaskara, resembling
the (very) sun, an abode of lustre, who migrated to the
south to adorn the southern region.

Simhabhiipala gives a;lofher additional meaning, namely “‘ who

_gave away gifts to fulfil the desires of the great,” besides trans-
lation given.

5. A son was born to him, the illustrious Sodhala,
with abundance of- modesty, with a well developed
intellect, by whom was earned, through the grace of
King Bhillama, a fame that could destroy the grief of
the whole world, by whom was established victory in
(the city of) Jaitra and immense prosperity in the
illustrious (king) Singhana. _

6. The illustrious king Singhana, the victorious,
was the sole leader of the kings in the whole world,
whose rows of nails on the feet were decorated with the
glow shining forth from the sapphires on the heads of
kings falling together (at the feet), whose intense fire of
prowess, though spreading in the entire universe, burnt
only the hearts of his enemies.

‘ “Whole world”, lit. “the orb of the world . * Deco-
rated 7', lit. “ became of various colours”, i7.c., red-coloured nails
mixing with the blue rays of the gems.

7. Pleasing him, the virtuous, the lover of virtues,
with his assemblage of virtues, he, the leader of learned

OF CONTENTS] CHAPTER I. SVARA 3

men, brought contentment to the Brahmins with various
benefits.

. Though translated with “ he ", this is a relative clause with

‘who " referring to Sodhala in the fifth verse. “ The leader of
learned men ”, lit. “one placed in a position of authority among
men of good intellect ', ]

8. What gave he not ? What knew he not ? What
wealth held he not? What virtuous deed performed he
not ? By what virtues shone he not ?

The meaning, o\f course, is ** There was nothing which he did
not give away as gifts >’ etc.

9. From him, the milk-ocean, was born Sarnga- -
deva, the moon, who has his hands (or rays) shining
with generosity over each and every one.

The Sanskrit word means both rays and hands.

10. By whom was conducted service at the feet
of his parents (or teachers), by whom was propitiated
all the gods, by whom was learned all the science, by
whom was respected every deserving person, by whom
his fame was spread in the (whole) ‘world, whose form
is handsome like that of the God of Love, who possess-
€s very great discrimination—in this world Sarnga-
deéva is the only such one.

The Sanskrit word means both .parents and teachers.
Sciences (S'astras). God of Love (Manmatha).

11.  Sarasavats, wandering in various places and
being fatigued, ever.takes rest in his home delighting
in living with (him).

Sarasvail, Goddess of Learning.

12.  He, taking delight solely in amusements, an
abode of fortune and dexterity, after eternally removing
the miseries of Brahmins through the gift of wealth,

L



4 SANGITARATNAKARA [1. SYNOPSIS

Taking delight solely in amusements : the idea is that he
does not like to strain unnecessarily, and as such, he may be expect-
ed to make his work easy to understand.

13. of those who desire to know through know-
ledge, and of those afflicted by diseases through medi-
cines, now with a desire to remove the three-fold misery
of all the people,

The three-fold miseries are (1) Adhyatmika, those creat-
ed by oneself, like ordinary illness etc.; (2) Adhidaivika, those

brought about by divine intervention, like infantile mortglity : and
(3) Adhibhautika, those brought about by the elements, like floods.

14. and for the sake of eternal Dharma, for the
sake of fame and to earn beatitude, reveals the
Sangitaratnakara—he possessing a generous heart.

Sahgita brings Dharma, fame and beatitude. \

15. Sadagiva, Siva, Brahma, Bharata, the sage
' Kaslyapa, Matanga, Yastika, Durga, Sakti, Sardila
and Kohala,

16. Vigakhila and Dattila, Kambala, similarly
Ag'vatara, Vayu, Vigvavasu, Rambha, Arjuna, Narada
and Tumburu, .

17. Hanuman, Matrgupta, Ravana, Nandikes'-
vara, Svati, Gana, Binduraja, Rsetraraja and Rahala,

The word used is Afijaneya (son of Afijana), for Hantiman.

18. Rudrata, King Nanya, similarly King Bhoja,
Paramadri and Somesa, Jagadekamahipati,

19. the commentators on the work of Bharata,
namely, Lollata, Udbhata and Sankuka and Bhatta
Abhinavagupta, next the illustrious Kirtidhara,

20 & 21. and many others of earlier times who
were well versed in music—having churned the ocean

'

* ificial.
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of their doctrines with the churning rod of unfathom-
able comprehension, the illustrious Sarigadeva has
performed this raising up of the essence. Song, instru-
ment, similarly,. dancing—music is spoken of as three-
fold (thus). ’ :

22. That (music) is of two kinds, Marga and Des':.
Of these, that is called Marga, which, being sought for
by the Creator and others (and) performed by Bharata
and others

The interpretation of the term, Marga appears very art-

It is talken here as derived from the root M#g to search
for. Really the word must be traced back to Marga, which means
* the path”” and Marga music is that which accorded to the ancient
path, 4.e., classical, as opposed to music that is current in different
places (Desi). Brahma, the Creator.

23. -in front of God Seva, is invariably the pro-
ducer of beatitude. That which, according to taste
gives delight to the hearts of people in different regions,

24. that song, instrumental, performance and
dancing are (what is) called Dess. Dancing is spoken
of as following instrument and instrument as following
singing. -

25. ‘Therefore, song, being the principal, is first
dealt with here. The Creator collected this song from
the Sama Veda.

26. By song is propitiated the omniscient
God, the Lord of Parvaii, and also the Eternal Lord
of " the Gopies, being subjugated by the sound of
the flute.

\

The Lord of Parvati, the God Siva. Lord of the Gopies,
Svt Krsna, - '
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6 SANGITARATNAKARA

27, The Creator is attracted by the Sama chant-
ing. Sarasvati is attached to the Viga.. What (should
be said) about the rest, Yaksas, Gandharvas, gods,
demons and men ?

Yaksas etc. They are the various supermundane beings,

28. A child, unfamiliar with the joys of the world,
lying in a cradle, while crying, attains to high joy by
drinking the nectar of song.

29. A young antelope, a (mere) beast, roaming
in the woods and living on grass, gives up its life, being
enraptured by the song sung by hunters.

30. Who are competent to extrol the greatness of
such song? For Dharma, Artha, Kama and Moksa,
this is the sole means.

Dharma is virtuous life, Artha is worldly prosperity
that brings happiness. Kama is enjoyment in life. Moksa is final
beatitude. These are the four goals of man, according to Hinduism,
From the next verse up to the end of the section, there is the
enumeration of “the various points taken up in the work for exami-
nation. It is not possible to explain the terms here. Each term
requires lengthy explanations. All the points are elaborated in the
text itself, and in the translation in those places, notes are added

for further elaboration where necessary. Here the terms are simply
given in their original form. An arbitrary English rendering of the

terms may only make the points still more obscure. Very brief ex-

planations alone are given here.

31. There, in the first chapter relating to Svara,
are dealt with the (human) body, the origination of
Nada, the sthanas, similarly the s'7utis,

Nada is sound either fine and inaudible, (gnahata) or
audible (@hata). Sthanas are the positions where the notes of
garying pitches are produced. Swrutis are the notes produced in
hese positions. .

¥
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32. then the seven Swuddha Svaras, and also
those twelve Vikrta ones, the families, the castes, the
colours, islands, Rszs, gods,

Suddhae Svaras are the seven notes in positions, 4, 3, 2,
4, 4, 3, 2 among the twenty two positions. Vikrta Svaras are the
same notes when produced in slightly different positions. Kula
is the family. Ja#/ is the caste. Varnpa is the colour. Duvipa
is the island or the place of origin. Rsi is the author. Daivata

is the Deity that presides.

33. metres and applications in respect of Svaras,
Srutijatis, Gramas, Murchanas, Tanas both Suddha
and Kwta along with their numbers,

Chandas is the metre. Vinivoga is the Rasa where the
Svara has to be applied. Srutijatis are varieties like Dipta.
Grama is a complete scale of twenty two positions with seven
Svaras in definite positions. M#rchana is the singing of the seven
Svaras in the ascending and descending order. Suddha Tana is
the singing of six or five Svaras in the ascending order. Kiita
Tana is the singing of the Svaras, one to seven at a time, in any
possible combination.

- 34. the Prastara and the Khandameru which
instructs about Nasta and Uddista, Svarasadharanas ;
after that Jatisadharanas.

Prastara is the actual, full representation of these com-
binations. Khandameru is the graphical representation of the
number- of combinations in different numbers of Svaras taken.
Nasta is the ascertainment of the Svara for a given number and
Uddiste is the ascertainment of the number for a given Svara.
SvarasGdharana is when a certain position among the twenty two
is taken as either of one or of another of the Svaras. Jatisa-
dhGrana is when a Svara is common to two or more J@tis.

35. The right application of Kakalz and Antara,
the' definition of Varnas, also the sixty three Alan-
karas, then the thirteen kinds of

Kakall and Antera are varieties of Svarasadhirana.
Varna is the proeess of singing the Svaras. Alamkara is a special
kind of such singing of a group of such Varnas.

®
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36. definition of Jatis, Grahas, Amsas and the
like, Kapalas and Kambala and the various kinds of
Gitis—thus much is the synopsis of contents.

A Jati is a tune. Graha and Ariis'a are particular Svaras
taken up in a Raga. Kapala and Kambala are particular groupings
of Svaras in a song. Gita is a process of singing, with Varnas etc.

37. Then in the Chapter named Ragaviveka, we
deal with in order : Grama-Ragas and the Upa-Ragas,
the Ragas, the Bhasas, the Vibhasas,

Grama Raga etc. denote particular tunes.
process of singing them.

Bhasa is the

38. then also the Anfarabhasas and also the
Angas of Bhasas and also the Upangas, and the Angas
of Kriya, in the right way.

Angas are the elements. Kriya is the act of singing.

39. Then in the Miscellaneous Chapter (which is)
the third, are dealt with Vaggeyakaras, the Gandha-
rva, Svaras etc., similarly the singer,

Viaggeyakara is one who writes the words of the song
(Vak) and sets it to a tune (Geya). G@ndharva is one who knows
both the Marga and Desi Music,

40. the songstress, their merits and demerits, the
differentiation of their voices, the merits and demerits
of voices, the Sarira, similarly its merits,

Sarira is the natural voice of the singer, able to manifest
the beauty of the tunes.

41. its demerits, Gamaka, Sthaya, Alapa, defini-
tion of Vruda. Then in the chapter on Compositions,
on the other hand, Dhatus, Angas, Jatis.

Gamaka is the particular tremor of voice employed in

singing. Sth@ya is a certain element in a tune. Alapti is the pre-
sentation of the tune. Brada is a combination of singers and

i

' l‘!
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players on instruments. Dhatu means the actual music as distinct
from the words of the song. Ja#: means varieties.

42. The two-fold S#da, namely Swuddha and

-Cftfzjalaga, Alikrama, Prabandha etc., those abiding

in Szzda and those depending on Alz,

43. the miscellaneous, then those that depend on
Chayalaga and S#da, and the merits and demerits of
Gitis, are dealt with by the scholar Sarngadeva.

S@da and other terms denotes various kinds of compositions
and the elements therein.

44. In the Tala chapter, the fifth, on the other
hand, Marga Talas, similarly, Kalas, Patas and the

four Margas, similarly the eight Marga Kalas,

Marga Tala (the traditional “time beat’ that followed
the ancient path). Kala (keeping time without sound). Pata
(keeping time with sound). Marga i.e., Marga Pata, the tradi-
tional “time beat' with sound. Marga Kala (the traditional
“time-beat " without sound).

" 45. the measurement of long, short etc., varieties
like Ekakala, Padabhagas, similarly, Matras, prescrip-
tions about Pata and Kala in Tala,

Ekakala (having only one Kala). Padabhaga (part of a

verse quarter). Matra (Mora).

46, 47 & 48. and the rule about fingers, similarly
varieties like Ywgma, Parwarta, their Laya, Yatis,
Gitakas, Madrakas and other Gitas, the host of Talai-
gas, Gitangas, Des'i Talas, similarly Tala discrimi-
nation: these are correctly dealt with by Nigsanka
Sarngadeva.

Parivarta (repetition of a part of the

Yugma (doublel.
Yati (fixing

verse-quarter). Laya (interval between * time-beat ).
the interval). Asga (an element or part).



10 SANGITARATNAKARA  [1L. ORIGINATION OF

49, 1In the sixth shapter are dealt with all kinds
of instruments. In the seventh (are dealt with) dancing
and all Rasas and Bhavas in order.

II. ORIGINATION OF THE HUMAN BODY

1. Song is of the nature of Nada. Instruments
are praiseworthy as manifesting Nada. Dancing follows.
these two. Therefore the three are dependent on Nada.

Nada means sound. It has a finer form prior to its being
audible. Grammarians and Tantrics accept this Nada as the
material cause of the Universe and identify it with the Brahman
of the Upanisads.

2. Varna is manifested by Nada. A word is mani-
fested from Varpa, and language from words; and the
activity (in the world) is through l'mguacre Therefore
the world is dependent on Nada.

Varna is an articulate sound, which, in conjunction with
other articulate sounds, forms words and language. Vyavahtra
is the word translated as “ activity in the world.” Practically, the
meaning of the word can be taken as identical with “ life of man in
all its aspects taken together.”

3. Nada is spoken of as of two kinds, Ahata and
Anahata.
human body. Therefore the human body is described.

The two kinds of sound, Akata and Aniihata, are respec-
tively, the audible and the inaudible sounds.

4. There is the Brahman that is (of the form of)

knowledge and bliss, that is self-luminous, taintless,

what is spoken of as the omnipotent, the primal cause,
having no second, unborn, omnipresent,

The word for omnipotent is {swara, which means ruling,
It really means

controlling. The word for primal cause is Lifiga.
“ mark .

And this (Nada) becomes manifest in the

'I%"vam has .already appeared in the previous stanza.
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5. having no modifications, formless, ruler of all,.
free from destruction, all-powerful and all-knowing..
What are called Jivas are His parts

The word for “ruler of all” is Sarveswvara. The epithet

Jitva (really
“living ‘life ) meahs the Individual Self, as distinct from the:
Supreme Se]f or the Supreme Reality.

6 & 7. conditioned by beginningless nescience, like
the sparks of fire differentiated (from the fire itself) by
the adjunct of the fire-wood etc. They are governed
by beginningless Karmas, producing pleasure and pain
(and) of the form of merits and demerits. A body
associated with such and such castes, life and experi-
ences, (all) resulting from (this) Karma

The Jivas. are really only the Supreme Self itself, con-
ditioned by beginningless nescience. Karmea is the fruit of one's
action. The word really means  action.”” A man reaps the fruits
of his former actions, and his present actions are conditioned by
such previous actions. The present actions, in their turn, condi-
tion his future activity. Thus this course of actions and fruits is
beginningless.

8. is acquired in birth after birth. They (the
Jivas) have another (body), the subtle Lingasarira:
it is accepted as not perishing uniil the (time of)
beatitude. '

Lingasarira is a subtle body, which continues when the
gross body perishes at the time of death. This Lifigasrarira takes
up another gross body and then the Individual Self has another life
(birth, existence and death). This Lifhgasarira continues to be-
attached to an Individual Self up to the time of his final release.

9. They consider this (Lingasarira) to be of the
form of a configuration or the subtle elements, sense-
organs and vital breathes. The Unborn (Creator)

creates this world for the experience of the Jivas.

L3
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The Unborsi: the word is Aja, which is a synonym of the
“ Creator ”. The doctrine is that the world and man’s life in it are
not evils, though they may be the result of man’s previous actions.
Having got entangled in the cycle of life and death, the only
method of release is to live through the course. Thus the world is
more a means for man’s emancipation, than a net in which man is
caught. ¢

10. That Atman (that has become elevated), and
the Supreme Atman later destroy (this world) for the
sake of (the self's) peace. This creation and destruction
is accepted as a beginningless current.

A The commentator Kallinatha explains the term ' That
Atman’ to mean the Supreme Self and the term ‘Supreme Atman’
to mean the Atman that has become equal to God in relation
to the selves that are still in the lower level of death and suffering.
But it is better to take that Atman * to mean the self that has
attained release and © Supreme Atman to mean the Highest
Brahman.”

11. These Jivas are not different from the
(Supreme) Atman ; nor is the world different from that
Atman. Creating this (world) through his power (out
of himself), he is not different from it, like an ear-ring
from the gold.

The word for “ power " is S'akti.

12 & 13. Others (say) that he creates (this world)
through nescience, like a rope (creating the notion of)
a serpent. First Akasa was created from Afman;
thence (was created) Vayu ; thence Anala ; from Anala
(was created) Jala; from this (was created) Prthivi.
These are (called) Malkabhutas. “This (aggregate) is
the body of Brahman, the Viraj.

The order of creation is described here. Akasa (ether)
is the subtlest form of material existence. Vayu (air) is grosser.
Anala (fire) is the still grosser form of matter. Jala (water) is
still grosser and Prthivt (earth) is the grossest form of matter.
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This last is the material world which we experience. To translate
them as Ether etc. is not accurate ; nor is it accurate to translate
the terms as etherial, radiant, gasious, liquid and solid. All these-
five are aspects of the Prthivi stage of material evolution.
“ Mahabhitas " (the Great Elements) is the term used to designate
these five stages of evolution. The (Supreme) Self created the
five MahGbhiligs and entered them as a body ; such a Self having
the conceit of the Mahabhiitas being His body is called Virdj
Brahwman. The term VirGj means ' shining variously.”

. 14, The (Absolute) Brahman created the (Per-
sonal) Brahma. That (Absolute Brahman), after
giving Him (i.e. the Personal Brahma) the Vedas,
caused him to create the products of the Bhitas through
the assistance of the words in the Vedas.

The (Absolute) Brahman is Brahman in the neuter
gender. Here it is the Viraj Brahman. (Personal) Brahma is
Brahman in the masculine gender. In a previous Cycle of
existence fhere was the manifest world with all its various objects,
having words to express them. These words are preserved in the
Vedas. In the new Cycle, the Personal Brahma remembers the
Vedas current in the previous Cycle and creates objects corres-
ponding to the words in the Veda. That is how the words of the
Y oaas assist Him in creation.

15. By His order, the (Personal) Bra/mma created
the Prajapatis merely through his mind. From these
(Prajapatis) are understood the creation (of the bodies)
out of Retas.’

’ The (Absolute) Brahman in the form of Virdj, orders
the Personal Brahmid to continue -the further stages of creation ;
the first stage is the creation of Prajapatis, Lords of Humanity.
This creation is a purely mental act. The creation (of the bodies)
through Retas is the normal process of reproduction through
physical acts of sexual union etc. Ratas means = samen .

16 & 17. Body is of four kinds, differing in
having as cause perspiration, sprout, womb or egg,
(The birth) of a worm etc. is from perspiration ; of a
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creeper etc. is from sprout; of men etc. is from womb ;
but of birds etc. is from an egg. Among them, human
body is dealt with, since that is of use in (explain-
ing) Nada:

This is the four-fold division of organic bodies accepted in
all the Sastras. Womb (jarayu) ; it is the outer covering of the
.embryo rather than the womb-chamber.

18. The Ksetrajia abides in the Akasa. From
Akasa he comes to Vayu. From Vayu (he comes) to
smoke and thence to cloud; from cloud he abides in
water-cloud.

From here till the first half of the 22nd verse, the process of
the Self entering the womb and assuming a body, is explained.
Ksetra literally means “abode” from the root ksi (to live or to
abide). Here the word means the “ body ”. J7ia means “ knower ”,
and the whole word Ksetrajfic means * the knower of the body ™
or the “Self that abides in the body”. He proceeds from the
empty space ta the air (Akase and Vayu). From this second,
Te enters smoke (Dhuma), thence to cloud (Abhra) and further on
to water-cloud (Megha). Both the words, Abhra and Megha mean
“ cloud . The second is water-cloud and the first is summer-cloud.
This is the difference noted by the Commentators. Abkra (summer-
cloud) is taken to be a combination of smoke, fire and air. When
water also joins, there is water-cloud (Megha). This is the classical
notion.

19 &20. The sun, propitiated with sacrificial offer-
ings and having drawn up water in summer through
his rays, places water in the cloud. When the cloud
pours it down as rain, then along with the rain, the jzva
transfers Himself on to the trees, plants etc. that are
produced from the earth, being Himself unnoticed.

Sacrifices are mecessary for rain, according to Indian belief.
The sun draws water from the ocean and places it in the cloud and
we have the water-cloud (Megha) as a result. The word used for
“water” is Ghanarasa, ‘‘ the essence of cloud.” The word for

3
L
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cloud in the second sentence is Bal@haka. When there is rain,
Jwva (the Self) enters the trees (Vanaspati or Lord of the woods)
and plants (Osadhi), along with the rain, unobserved. The Self
was already in the cloud and now He transfers Himself to the
trees etc., along with the rain.

21. From these (trees and plants) are produced

food ; that, eaten by men, becomes samen, (and) being

placed in the Cupid’s Abode of a young woman of pure
blood,

Samen (retas) Cupid’s abode: this is the euphamistic way
of expression of what may seem obscene, in Sanskrit. Pure blood
(suddhartava) ; suddha=pure; artava=blood or menstral dis-
charge.

22. enters the womb chamber %along with the
blood, if it is pure. Then, being moved by the Karma
of the Jiva, it starts pregnancy.

Moved by the Karma of Jiva : As Kallinidtha says, the samen
does not start pregnancy merely by entering the womb-chamber,
along with the blood of the woman. On the contrary there must be
an Individual Self ready to take up a body at that time. Thus pre-
gnancy is not a mere physical process. There is a subjective ele-
ment in it, the will of an Individual Self to take up a body after his
previous body was destroyed at the time of his death.

23. In the first month there is produced fluidity
called Kalala, but in the second (month), a thick mass,

a Pes'i (or) an Arbuda, which is slightly thick.

: From this verse onward, the process of the development of
the womb is described during the various months of pregnancy. In
the first month, the embryo will be in the form of a fluid ; (and this
is called by the technical term Kalala) etc.

24.  These are the prior stages of male, female and
neutral in order. But in the third, there are known (to
be produced) five sprouts (which later develop into) the
arms, feet and head.
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The sex-difierentiation starts in the second month. If the
embryo forms into a thick piece, then the baby is male. If it
remains a Pesi, the baby is female. If it is slightly thick, 7.e.,
neither very thick as in the case of a male baby nor so fluid as in
the case of a female baby, it will be a neutral baby. Pesi means a
square piece, more or less like a muscle. What develops
into a mneutral baby is technically called Arbuda. In the
commentary, the thick mass developing into a male baby is stated
as spherical. What develops into a neutral baby is stated to be like
the bud of the tamarind tree. The third sex, the neutral, the inter-
meditate (or the Uranians) was well known in ancient India and
there is a fairly rich literature on the subject. Books on sexual
science deals with the problem elaborately.

25. At that time, there will simultaneously be the
limbs and the parts of each limb, excepting beard, teeth
etc., which are produced only after birth.

26. This is the Prakrti. But another is accept-
able to good people as Viketi. In the fourth (month)
there is produced the manifestation of these and also of
the characteristics.

Prakyiti is “ common feature”. The production of limbs
and parts of limbs even in the third month, is common to both the
womb-born and to the egg-born bodies. Beard, teeth etc. come
into existence only in certain bodies and even here in different parts
of the body for different kinds of bodies. This special feature is
what is called Vikyti. These limbs and parts of limbs exist in a
fine form in the third month. In the fourth month, they become
manifest. Further, the characteristics (Bhavas), like courage for
the male, cowardice for the female, also are produced in the fourth

month.

27. The characteristics of males are courage etc.
But, of females, they are cowardice etc. For neutrals
there is the admixture. So they declare.

28. And its heart is produced out of (the heart of)
the mother. It desires objects (of enjoyment). There-
fore, one shall fulfil the desires of the heart of the
mother for the (proper) development of the womb.
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The commentator sa i j
' : ys that ‘here what desires objects of
fﬁl]o)}/mmts 1S not only the heart of the baby that is produci.cl from
w:rdlgg-rt O.f. the mother, but also the mother’s heart itself. The

and " (Ca) in the text must be taken to mean both of them.
s 29. _And such a woman with two hearts, the wise
men designate as dawhydini, * having two hearts .
Through taking up nutrition, the manifestation etc. of
the pregnancy are produced.

Dauhyda means pregnancy. The ex i

o 7 ! ) . xplanation of the term
18 given here. It is from Dvi (two) and Hyd (heart). A pregnant
woman is called Dauhrding (having Dauhrda or pregnancy).

. 30. If the mother does not obtain a particular
thing, the son becomes worried about that. (The child
Pom of) the womb will become wealthy and full of en-
Joyment, through nutrition, if (the expectant mother)
sees a king. '

P\?m the second half of this ver i

_ se onward, there is an ex-
planatlvon of how th{_a baby develops various trait; and capacities
accqrdmg to the varying experiences of the expectant mother.

31. (If she spends her time) in the hermitage of a
sage, (he will be) indifferent to ornaments and devoted
to virtue. If she sees Deities, he will be religious.  If
she sees snakes, he will be cruel.

32. 1If she eats wheat, he will be addicted to
sleep. If she eats beaf, he will be strong. If she eats
buffalo’s meat, she will give birth to a son with eyes red
like that of a parrot, and hairy. .

33. In the fifth month, the mind becomes con-
scious ; muscles and blood become developed. In the
sixth month there will be the clear manifestation of

bones, smayw, nails, hair on the head and hair on the
body, (and) - -
. 24
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Sué@yn means nerves. Hair on the head is Kesra and hair
on the bodv is Roma.

34. the strength and colour will be developed.
But in the seventh month, there will be the fullness of
the ‘limbs: with the two ear-cavities covered with the
two hands placed between the two thighs, .

35. faticued with abiding in the womb, remains
there caught in the womb-chamber remembering all
kinds of pains endured in the previous birth,

The shape of the baby in the womb and the stage of its _life
development are given here. The baby remembers its past birth
when in pregnancy.

36. thinking of a means for release and interesting
himself in repeated introspection—so he remains. In
the eighth month there will be skin and rec_ollection.
There will be vitality also ; and this is produced in the
heart ;

Vitality is Ojas. This Ojas is produced from the heart.
1t is a substance.

37. it is pure, slightly yellow and red. It is
accepted as the source of life. This, being fickle,
roams about sometimes to the mother, sometimes to
the womb.

This Ojas does not remain in any particular place. 1t moves
from the mother to the baby.

38. Therefore, a baby born in the eighth month
does not live, being devoid of (this) vitality. (Sucha
baby) living for a short time (sometimes) is due to the
Samskara, like a limb cut off.

Here there is the explanation for the baby being still-born,
if it is in the eighth month, though there was life in the baby at
that time in the womb. It is this Ojas that gives life to the baby
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and if the baby is born at a time when the Ojas is in the mother,
the baby dies. If the Ojas at the time of delivery is in the baby,
then the mother dies. If it is at the stage of transfer, both die.
If a baby is born and dies after a short while, that brief life is due
to the Samskara of life in the womb. When a limb is cut off from
a human boedy, there is life-activity in the cut-off portion for a
short while due to the Samskara of life when it was along with the
whole body. Samskara means impression left from a pre-
vious stage.

39. The time for birth shall be from the ninth
month onwards. Tied on to the mother's Nadi that
carries the Rasa, having the designation of Parz,

Here and in the next stanza, there is a description of how
the food eaten by the mother is carried to the womb.

40. the Nad: in the navel of the womb carries the
Rasa of the food of the mother (to the womb). He
{¢.., a male baby), with his hands closed on the fore-
head (z.e., in a salutation posture) facing towards the
back of the mother,

41. occupies the womb with his body contracted,
on ‘the right side (of the womb). The female baby
occupies the left side (of the womb) ; the neutral baby
occupies the middle part. So is it accepted. .

The posture of baby and its position according as it is male
or female or neutral is described here,

42. The baby is (first) made into (a posture of)
having the head downwards. Then, impelled by the
very powerful “ Delivery Forces ”, it is moved outside,
its body being tortured, through the passage.

How the baby is pushed to the outside from the womb is
described here. Delivery forces (Sutimaruta), literally, delivery
(Suti) wind (Maruta). Words for air or wind like Vayu, Vita,

© Marute mean more a force that creates functions and activity in

the system of the body. Through the passage (Y(z:rztmcckid-mfga)-
Yantra means machine and Chidra means passage. Here it means.
the vagina.
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43. Then, when just born, its activity towards

suckling is due to the Samskara of the knowledge of
the previous life. Therefore the Jzva is eternal.

This is a usual argument in Indian philosophy in support of

tl_le Atman that occupies a body being eternal.: It is only a pre-
vious experience which could have impelled the newly born baby to
the act of suckling. That experience could be only of the A¢mars

in a previous life. Thus every birth presupposes a previous one-

and we are landed in the eternity of the A#tman.

44. Its characteristics are of six kinds—those
generated from the mother, similarly those generated
from the father, those generated from Ruasa, those
generated from oneself, those generated from Satfva
(and) similarly, those generated from previous im-
pressions.

 Characteristics (Bhavas). They are both physical and also
subjective. Rasa means essence; here the essence of the food
gaten. Satwa means Antahkarana or inner sense-organ. Previous
impressions (S@tmya). Literally it means commonness of the
Atman, i.e., between this life and a previous life,

45. Soft portions, blood, fat, marrow, spleen,
liver, anus, heart, navel—these and others are accepted
as characteristics generated from the mother.

Blood (Sonita). Fat (Medas). Marrow (Majja). Spleen
(Pizha). Liver (Yakrt). Anus (Guda). Heart (Hyt). I\Ef)avel
(Nabhi). 1 .

46. Beard, hair on the body, hair on the fead,
snayus, siras, dhamanis, nails, teeth, samen—these and
others of a tough nature are accepted as generated
from the father.

Hair on the body and hair on the head (Loma and Kaca). Sna-

yus (nerves). Siras and Dhamants are certain visible and invisible-

chanpels in the body that carry blood and other things. Veins and
arteries do not correctly represent these. They are something more
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than veins and arteries. Dhamani is what beats, pulsating. Samen

{Sukla). Tough (Sthira); literally that which persists, continues.

47. The development of the body, complexion,
height, sleep, strength, stability, non-covetousness,
vigour—these and others are accepted as generated
from Rasa.

‘Development of the body (S'ariropacaya) ; literally, lateral

.expansion (Upacaya) of the body (Sarira). Height (Vyddhi);

literally growth. Strength (Bala). Stability (Sthit:); literally
continuity. Simhabhtpala reads Dh#ti (courage) for Sthiti. Non-

-covetousness (Alolupatva). Vigour (Utsaha).

48. Desire, aversion, pleasure, pain, virtue and

vice, and impression, volition, knowledge and life,
'sense-organs—these are accepted as generated from

oneself.

49. The sense-organs of cognition are spoken of
as five, namely, those of hearing, of touch, similarly of
sight, of tasting and of smelling. The spheres cf these,
.on the other hand, are

50. respectively—sound, touch, similarly colour,
taste (and) smell. On the other hand, the organs of
action are spoken of as that of speech, the hands, the
feet, the anus (and) the genetive organ.

Anus (G#da). Genetive organ (Upastha).

51. Their functions respectively are speech, hand-
ling, walking, excretion and (sexual) enjoyment. Inner
organs are two, namely, mind and intellect.

* Inner organs (Antahkarana). Mind (Manas). Intellect
(Buddhi).

52. Pleasure and pain as objects are to be known
as the function of mind. Recollection, error, doubt etc. -
are accepted as the function of the intellect.
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53. They speak of sense-organs as having Brak-
man as cause ; others (speak of them) as resulting from
the Elements. The Inner organ, that is called Sattva,
is accepted as of three kinds according to the difference
of the Gunas. '

The first view is attributed to the Vedantins. Or, the ex-
pression “baving Brahman as cause” is interpreted as meaning
‘not having the Elements (Bhiitas) as cause ” and the view is
attributed to the Sankhya system by Samhabhupala. The latter
view is held by the Nyaya-Vaisesika school. The Sattva men-
tioned here is the Sattva from which certain Bhdavas are generated,
as stated in stanza 44 above, and should not be confused with
Sattva, one of the three Gunas, to be described in the next stanza.
These three Gunas, namely, Sattva, Rajas and Tamas, are the
constituents of the whole world. When they are in equilibrium,
there is no world and no transmigration. On account of some
unseen element (Adysta) in the Purusa, there is a disturbance in
this equilibrium and the differentiation starts. Thus the three
Gunas start a course of evolution and the world is formed for the
experience of the Purusa to enable him to gain his pure state
(Kaivalya). This is the Sa@ikhya view. In the Nyaya-Vaisesika,
the Paramanus (ultimate atom) in a state of absolute inertia take
the place of the three Gusmas in equilibrium. In the Advaita
Vedanta the one, changeless Brahman is illusorily transformed
into subject-object duplication. The object there takes the course
of evolution more or less on the Sankhya line.

' 54. The Gupas are Sattva, Rajas and Tamas.
From the Sattva which is of the Sattvic type are
accepted as resulting, Astikya, undivided devotion to
pure virtue and others.

Here in the second setence, the first expression Sativa
refers to the Angtahkarana stated in stanza 53 above. Astikya
means that view where something positive is accepted as a reality,
as opposed to negation or void alone being true, according to the
Buddhists. Asti means “ there is.” Those who hold the view of
“there is ”, are called Astikas and their view is spoken of as

Zst;')kya. Undivided devotion to pure virtue (Suddhadharmaika-
ruci).
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55. From the Sattva of the Rajasa type (result)
the characteristics like desire, anger, intoxication and
others. Sleep, sluggishness, forgetfulness, suffering,
deceit and others, on the other hand, (result) from (the
Sattva) of the Tamasa type.

Sluggishness (glasy(z} . it means inertness, absence of activ-
ity. Forgetfulness (Pramada).

56. Clarity of sense-organs, freedom from dis-
eases, freedom from sluggishness and others, on the
other hand, are generated from previous impressions.
The body is of the nature of the Elements. Therefore
it takes these qualities of theirs.

Clarity of sense-organs (Prasannendriyata). Freedom from
disease (Arogya): it means health. Absence of sluggishness
(Analasyata). Elements (Bhiitas). The body, being made of the
Elements, takes up the various qualities of the Elements. Quality
means also aspects.

57. (It takes up the guality of) sound, the sense-
organ of hearing, porosity, distinctness, capacity to
detect subtle things, and holes from Akasa. (It takes
up the quality of) touch, the sense-organ of touch,

The sense-organ of hearing is an aspect of the Element
Akrasa. Porosity (Susiratd). Susira means pores. D:stlr}ct_ness
(Vaiviktya). Vivikta means what is differentiated or kept distinct.
Capacity to detect subtle things (Szksmaboddhrta). Sﬁksn-:._a means
what is fine or subtle. It means keenness and sharpness of intellect.
Holes (Bila). That means cavity.

58. lifting, lowering and contraction, movement
(in general), expansion—these five actions (and) dry-
ness from Vayu.

. Dryness (Riiksat@). Riiksa is the opposite of Sueha (oily
or wet). i

a
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59. Pranpa, Apana, similarly what are called
Vyana, Samana and Udana, Naga Kurma and Krkara
Devadatta (and) Dhananjaya—

Here various kinds of functions in the body are enumerated.
Prana etc., are called Vayus and Vayu means air or wind. From
this it is wrongly assumed that Prama ete. are various kinds of
winds. Vayu as an Element means a subtler stage in the evolution
of matter before it reaches the stage of the material world that we
are aware of. It is matter in that stage that functions as activity
in the body, and according to the difference in the locus of the acti-
vity, it assumed different designations like Pranae and Apana. As
an Element in that stage of evolution, it is called Va@yu ; also as a
manifestation of the Element in the form of functioning in the
body, it assumes different names like Prane and Apana. It is
thus that both the Element as well as Prana ete. are called V @y,

60. these ten modifications of Vayu, (and) simi-
larly lightness, it takes up (from Vayu). Of these, the
foremost is Prapa which, occupying (the portion) be-
low the navel-root,

Lightness (Lagkava). Of the ten kinds of Vavu (as function
in the body) what is called Préna is the foremost and most import-
ant. Navel-root (Nabhikanda). Kanda means a root.

61. wanders in the mouth, in the two nostrils, in
the navel in the heart-lotus, as the cause of the produc-
tion of voice, inhaling, exhaling, cough etc.

Heart-lotus (Hydayapankaja); heart has the shape of a
lotus bud. In this stanza, the various positions in the body where
Vayu is called Prana and the various function of Prana are given.
Inhaling (Nig'svasa). Exhaling (Ucchvasa). Cough (Kasa).

62. The Apana, on the other hand, occupies the
anus, the penis, waist, calf and abdomen, the navel-
root, the pair of Vasksana, thigh (and) knee.

Penis (Medhra). Waist (Kati). Calf (Jaighz). Abdomen
(Udara). Vaiksana (Groin).
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63. Its function is described as the excretion of
urine, refuse etc. Vyana abides in the eyes, ears, ankle,
waist, and the nostils. '

Refuse (Purisa). Ankle (Gulpha).

64. And its function is to hold in Prapa and
Apana, to exhale them and to inhale them. Samana,
pervading the entire body along with Fire,

Hold in Prana and Apana (Pranapana-dhrti). Exhale

(Tyaga). Inhale (Grahana). Fire (Vahni). It means only the

Element called Tejas (a finer stage in the évolution of the matter),
which forms one of the constituents of the body.

65. wandering in the Nadis numbering twenty
seven thousand, (and) bringing the essense of what is
eaten and what is drunk, properly (to the respective
parts of the body), develops the body.

Nadis are certain fine lines in' the body not perceptible to

the eyes, which have a great importance in the functions of the
body. There are 27,000 such Nadis in a human body. Itis the

-Samana that takes the essence of the food to the various parts of

the body and that so develops the body.

66. - Udana remains in the two feet, in the two
arms, (and) in the joints of the body. Its function is

‘described as lifting the body, death etc.

Lifting the body (Dehonnayana). Death (Utkramana).
Literally 1t means going away.

67. The five (Vayus) beginning with Naga remain
depending on the skin and other Dhatus. Respectively,
vomitting etc., winking (of the eyes) etc., sneezing etc.,

Skin (Twak). Naga remains in Tvak, Kirma in S onita

‘(blood), Krkara in Flesh (Mamsa), Devadatta in Medas (fat) and
.Dhana¥ijaya in "Asthi (bones). These are the various Dhatus,
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(which are seven primary components of the body ; add Rasa and
Sukla to the five already given). It is better to try to understand
this Anatomy, rather than to ignore or belittle it as primitive.
Vomitting (Udgara). Winking (Nimesa). Sneezing (Ksuta).

68. laziness etc., swelling etc.—their functions
are described to be these. From Tejas on the other

hand, the eyes, the colour, bile, digestion, brightness,

Laziness (Tandra). Swelling (Sepha). Tejas; the word

used is Agni ; both mean fire. Here it is the Element that is meant..

_Bile (Pitta). Digestion (Pa@ka). Brightness (Prak@sata). 1t is
the distinct glow on a person of striking looks that is meant here.

69. wrath, irresistibility, heat, vitality, personal-
ity, heroism, similarly intelligence—these he draws.
From Jala, on the other hand, the sense-organ of taste,

Wrath (Amarsa). Trresistibility (Taiksnya). It is the

quality of no one being able to stand against him. Heat (Ugman)..

This is what produces perspiration in the body ; the animal heat.
Vitality (Qjas), already mentioned in stanza 36 above. Personality
(Tejas). This is the glow that makes the personality striking.
There was also Prakasat@ mentioned. Prakdsa is the soft glow
that makes a person lovable, while Tejas is that glow which makes
a man awe-inspiring. Heroism (S7rata). Intelligence (Medhavita).

70. coldness, oiliness, fluidity, perspiration, urine
etc., ‘also softness—(these he draws). From Prthivz,

the sense-organ of smelling, smeli, steadiness, courage,.

and seriousness,

Coldness (S aitya). Oiliness (Sneha) as opposed to Riiksata
(dryness). Fluidity (Drava). Prthivi: the word used is Bhiimi ;
both mean earth. What is meant here is the final stage in material
evolution, which we experience as the material world. Steadiness
(Sthairya).

71. beard, hair on the head, nail, teeth, bones
and others that are rough—(these he draws). (There
are besides) those of the nature of Vafa and other

Dhatus, and similarly of the nature of Akasa etc.

THE HUMAN BODY] CHAPTER I. SVARA 27

Rough (Karkasa). Bodies may be of Vataprakyti, Pitta-
prakrti and Slesmaprakyti. These are three other kinds of Dha@tus,
different from the seven-fold Dhafus mentioned in stanza 67 above.
They may be rendered as Viata (wind), Pitta (Bile) and Slesma
(phlegm). These are the three humours of the body. Where one
or the other predominates, the body has that as the Prakrti or
nature. Another division of the body is as having Akasa etc. as
the nature or Prakrti. The word used is Vyoma : both mean ether
or sky. The bodies have Aka@sa, Vayu, Tejas, Jala and Prthivi
as Prakrti or nature. The bodies in the material world have
Prthivi (earth) as the predominent factor. So they are Prihivi-
Prakrii, Similarly there are bodies with the other Elements as the
Prakrti or predominent factor. They are not in the material world
of ours, but in worlds in subtler stages of evolution.

72. Sattvika (bodies) are of seven kinds, namely,
the body of Brahma, Indra and Yama, of Varuna,
and then of Kubera, these of Rsis (and) that of
Gandharvas.

Another division of bodies according to predominence of
the three Gunas : Sattva, Rajas and Tamas, is given in this
and the next two verses. Brahma is the creator who created the
Prajapatis as mentioned in stanza 15 above. Indra is the Lord of
the gods in Svarga (Heaven). Yama is the Lord of the Departed
persons (Pretas) in the world of Yama (Yama-loka), the Purgatory.
Varuna presides over the Watery region. Kubera is the Lord of
the Yaksas and other demi-gods. Brahma presides over the
region above and Indra, Yama, Varuna and Kubera preside over
the regions of east, south, west and north respectively. Rsis are-
those who have risen beyond the stage of the cycle of transmigra-
tion and who have taken up a permanent body to function in, for

" the help of humanity. It is such bodies that are meant here.

Gandharvas are the celestial musicians, a kind of demi-gods.

73. Rajasa (bodies) are of six kinds, namely, that °
of Pistacas, similarly of Raksasas, of Asuras, of birds,.
of snakes, similarly the body of Pretas as the next.

Pisacas, Riaksasas and Asuras are supernatural beings with
evil nature, as distinct from Gandharvas. .Pretas are the persons
whe have departed (Prefa) from this world after death ; they are
supposed to take up a body to experience the fruit of their actions
in this world during the life that was just extinct.
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74.  Tamasa (bodies) are of three kinds, namely,
those of beasts, of fish (and) of elephants. Their defini-
tions we do not state, fearing the enlargement of the
book. _ '

75. They speak of six limbs of the body, namely,
the head, the two legs, similarly the two arms, and the
waist. Then they enumerate even all the sub-limbs.

76. The seven skins, the seven Kalas that are
covered with nerves, phlegm and Jarayu, ripened with
the Fires of Kosas; they in between every seven
Dhatus,

77. and becoming a boundary for the Dhatus, are
accepted as similar to the core of the trunk (of a tree).
The first (of the skins) is the supporter of flesh. In
the flesh, siras, similarly Dhamanis

The seven kinds of skins (T'wak) are produced from blood
resulting from the digestion of food. They are called Bhasini,
Lohint, Sveta, Tamra, Vedini, Rohini and Mawmsadhara. The
seven Kalas remain within the seven Dhatus, covered by nerves
(Sna@yu,) phlegra (Slesma) and womb (Jarayu) : it isa particular
essence of the Dhatus, bard like the core of the trunk of a tree, a
sort of solidified Rasa (Rasakleda). They are ripened by the Fire
of the Kosas or sheaths in the body. Supporter of flesh (Mamsa-
dhara). ‘This was given above as the last, in the inverse order.

78. and the nerve-currents grow like the root of
lotus in marsh. The others are supporters of blood, fat,

- phlegm, excretion, bile and samen.

Nerve-currents (Snayusrotamsi). Siras, Dhamanis and
nerve-currents grow in the flesh. These six varieties have the six
names given above in the inverse order. Thus Rohini is the
supporter of blood and Bhasini is the supporter of Samen. Siras
and Dhamanis have been explained above.

79 & 80. The Dhatus are seven, namely, skin,
blood, flesh, fat, bone, phlegm, and samen. Of these,
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skin has (already) been dealt with. Blood is produced
from the essence of what is eaten when digested by the-
gastric fire. In this way, the rest of the Dhatus
are produced by blood and others digested by the fire
of their respective sheaths.

Skin has already been dealt with in stanza 77. Gastric fire
(Jatharavahni). Here also, fire simply means what generates heat,
what digests things. The fire of their respective sheaths (Svasva-
kbsi@gni). Each of these Dhatus has a sheath (Kosa).

81. What are designated the repositories are the
abodes respectively of blood, phlegm, undigested food,

bile, digested food, similarly air, and urine.

Repositories (Asaya). Undigested food (Ama); digested

food (Pakva). Air (Marut); here it does not mean the Element

Vata, but the air that is in the body. -

82 & 83. For women there is an eighth, namely,
the repository of the womb, in between the repositories
of bile and digested food- The heart (made) of phlegm
and blood that are pure, is a cavity of the form of a
lotus, with its opening' downwards, situated between the
liver and the spleen. And. this is the locus of the
sentient.  When that (sentient) is covered with
Tamas,

Repository of womb (Garbhasaya); it means the womb-
chamber. Made of phlegm and blood that are pure (prasanna-
bhyam kaphasygbhyam). This is the composition of the heart.
This is the locus of the sentient, i.e., it iS'“the locus where the
sentient Brahman becomes manifest. Here ' the sentient” does
not mean the Jiva or individual Self, since in Veda the heart is spoken
of the locus of the Supreme Brahman. Tamas (the beginningless
nescience).

84. (and) when that (heart, thereby) closes, (then)
the Atman “sleeps, and when it opens, (the Atman)
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wakes. Sleep is of two kinds, as dream and deep
sleep. If the external sense-organs

The natural way of translating the passage seems to he as
““ When that heart, covered with Tamas, closes”. But I have
translated the passage according to the interpretation of Kallindtha.
When it opens, 7.e., when the heart opens. Wakes, 7.e., he is awake
to the consciousness, ‘T am.”
85. are dissolved in the heart, then the mind re-
mains awake. Then it is called dream. If the mind
is dissolved in the Prapa, then it shall be deep sleep

for the Aiman.

If the external sense-organs alone are dissolved in the heart,

‘then the mind remains awake and there is dream. When the mind
‘too is dissolved, then there is deep sleep.

86. He in his own (Sva) Paramatman is dissolved
(Apita) ; therefore it is accepted that the Atman is
asleep (Svapiti). The two ears, the two eyes, the two
mostrils, the mouth, the anus and the penis

Here the term Swvapiti (sleeps) is interpreted, through the
words Sva and Ap¥i. 'S'wva means oneself and Apiti means  is
dissolved.” In the second half, the nine currents through which
dirt is taken out of the body are mentioned.

87. are the nine currents of the embodied (person),
that carry dirt outside. For women there are three
additional ones: two in the two breasts and (one) in
the sex-organ for blood.

Blood means only the menstral discharge. The source of
this discharge and of t‘}gxe milk in the breast is the same. So these
three currents take out = blood.”

88. Bone, nerves, sira, flesh-—abiding in these are
sixteen jalas. There are two k@rcas in the two hands,
in the two feet, in the neck and in the penis.

Jala (lit. a net). K#rca (knot).
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89. On the two sides there are the four flesh-
threads of the spinal columns. There are five szvanis
in the head, and two are accepted in the tongue and
in the (sex-) sign.

Flesh-threads (Mamsarajju). Stvani (lit. a needle). Sex-
sign; this is the usual way of expression in Sanskrit ; Liniga is the
word, which means “ mark " or ““ sign .

. 90. The aggregate of bones are accepted either
as fourteen or as eighteen. The number of bones in
the body is three hundred and sixty.

91. Valayas, Kapalas, Rucakas, Tarunas, Nala-
kas—learned men speak of the bones as of five kinds
thus. '

Valaya means circular. Kapala- means skull, i.e., skull-
like, bowl-like: Rwucaka means sharp. Taruna means tender,
bending. Nalaka means long. This is the division of the bones
according to shape.

92. On these Dhanvantari has spoken of only
three hundred bones. Here there are two hundred and
ten bone-joints.

Dhanvantari is the first teacher of Ayurveda or the science
of life, 7.e., medical science.

93. Korakas, Prataras, Tunnas, Sivanis, Uli-
khalas, Samudgas, Mandalas, Sankhavartas, Vaya-
stundas— :

Koraka means bunch or buds. Pratara means cross-wise.
Tunna means interwoven. Sivani means stitched. Ulnkhala means
a mortar : resembling that. Saemudga means covered, and here
Samudga means resembling a covered box. Mandala means
spherical. S'asikhavarta means curving like a conch-shell. Vaya-

stunda means the beak of a bird, 7.e., resembling that. These are
the forms of the various bone-joints.
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94. thus have been enumerated the bone joints
by the great Seers as eightfold. The joints of Pesis,
neves and sizas are accepted as two thousand.

Great Seers (Munindra). Pesi is muscle.

95. There are nine hundred Nerves. Nerves
are accepted as of four kinds—these with Pratanas,
cavities, Kandaras, similarly extended.

Pratana (expansion). Cavities (Susiras). Kandaras

(sinews). Extended (Pythula), i.e., spread out. Pratana must be
expansion in area and Prthula must be extension in size.

96. Just as a boat in water becomes capabie of
supporiing immence weight when tied up with many
ropes, similarly, the body (is also such) when tied up
with hundreds of nerves.

97. The learned men speak of five hundred Pes'ss,
as abiding in the body. For women there are twenty
additional ones ; ; of these ten are in the two breasts.

In the two breasts (Stanayoh).

98. In youth they expand. Ten-are in the sex-
organ. Of these, on the other hand, two extend in-
wards ; two outwards; three are in the passage to the
womb.

Sex-organ (Yoni). Are in the passage to the womb
(Garbhamargagah).

99. The sex-organ is of the form of the navel of a
conch, with three curves. Of these in the third curve,
there is the womb-bed, between the repositories of bile
and of digested food,

Navel of a conch (Sainkhanabhi). With three curves
(Tryavarta). Womb-bed (Garbhasayya).
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100. There, there is a Pes%, similar -to the fish
called Rohita. Three (Pes'is here) are accepted as ad-
mitting the semen and the blood and as closing (the
womb).

101. There are twenty nine lakhs, fifty thousand,
nine hundred and fifty six siras and Dhamanis
(29, 50, 956).

102. There are ten primal sir@s, which carry the
vitality (and) abiding in the heart; two Angulas, a
fraction of an Angula, a Yava, similarly a fraction of
a Yava.

Primal siras (Malasira). Vitality (Ojas). Asngula (lit,
finger) is a measure of length or width; fraction of an Angula
(Anguladala). Yava is a sixth of an Angulrz They grow narrower
and narrower.,

103. - Going like the szvanis of the leaf of a
tree, when they spread and break up, then they are
seven hundred in number.

104. Of them, twc abide in the tongue (and) the
two are the cause of speech and the cognition of taste.
Two (abide) in the sense-organ of smelling, as cognising
smell. Two (abide) in the eyes as producing winking
and opening.

Winking and opening (Mesonmesa).

105. Two of them (abide) in the ears carrying the
sound ; so is said by Sarngin., The dhamanis carry-

® ing the essence are spoken of as twenty four.

S'arigin, i.e., Sarngadeva, the author himself. This is a
common way of.*giving the author’s own view in the third person,
Carrying fthe essence (Rasavahmz)

3 .

"
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106. ~Like fields by moats, by them is developed
the body. They are fixed in the navel, like the spokes
in the navel of a wheel.

Navel of a wheel (Cakranabhi).

107. Ten extend upwards, ten downwards and
four sideways. Those that extend upwards reach the
heart and then (each) splits up into three again.

108. Two and two (among them) send out Vaia,
Pitta, Kapha, Rakta (and) Rasa. Among them two
and two cognise sound, colour, taste (and) smell.

- 109. Two and two accomplish speech, shouting,
, sléep, waking, and weeping. Two let flow the semen in
men, but breast-milk in women.

Speech (Bhasana) ; shouting (Ghosa).

110. Those extending downwards too are of three
kinds, and they abide separately in the repository of
digested food. Among them the first ten operate Vala
etc. as before.

Repository of digested food (Pakvisaya).

111. Two Dhamanis carry the food eaten, by
depending on water; two (carry) water, urine (and)
strength. They (carry) the menstral discharge of women.

By depending on water : there must be water element also
for these Dhamanis to carry it. Strength (Bala). Menstral discharge
(Artava). =

112. Two send out currents; two, in association
with the gross Amira, (send out) excretion. Eight
deposit perspiration. Those extending sideways are of
various kinds.

Currents (Srota@msi). Antra (intestines). Excretion (Sakyt).
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113. Their faces are in the skin pores, for the
sake of sending out perspiration. And (they) admit the
essences produced by smearing oil etc.

; By_ smearing oil on the body, the essence of the oil is
adnnlt_ted into the system through these nerves with their faces or
ends in the skin pores.

114. The Marmas which are the loci of life, are
known as one hundred and seven. There are three and a
half ‘crores of hairs on the body. Beard and hair on
the head are three lakhs.

Marma is a vital point in the body, by a hit on which even
death may result. There are many such points in the system,

115. Along with currents, sir@s, beards and hair
on the head, the number of the hairs is spoken of as
fifty four crores and sixty seven and a half

$16. Iakhs. Now is given the measure of water
etc.,  in the joints (of hair etc.). There are known ten
handfuls of water ; of essence there are nine handfuls.

Measure q{ water etc., in the joints of hair etc., (samhit.c‘a-
manam jaladeh). Samphité means joint and Kallindtha explains
1t as the joints of hair ete.

117. There are eight (handfuls) of blood, seven
of excretion, but six of phlegm ; there are five handfuls
of bile, four of urine, three

118. of Vasa, two of fat: but of marrow, one
handful is accepted. Marrow in the head is half a

_handful; strength which is the essence of phlegm, is

also the same.

Excretion {Purisa). Vasaisa tatty matter like majja and
medas. Strength (Bala). Essence of Phlegm (Slesmasara).
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119. Thus is a brief statement of the sub-limbs.
But for details on this point, Iet the learned men refer
to the Adhyatmaviveka written by us.

The work called AdhyGtmaviveka is not now known, “ By
us *’ ! this is the authors’ ™ we ', so common in Sanskrit.

120. Between the anus and the (sex-)mark, there
is the Cakra named Adhara; with four petals. Supreme
bliss, similarly natural bliss, heroic bliss (and)

121. yoga bliss—here, these (respectively) are the
fruits of the (four) petals beginning with the one in the
north-east corner. In the Adhara-lotus there is Kunda-
linz, which is the Brahman-Power. i

From here, the Cakras are dealt with. Cakra is a-dise-like
or wheel-like position in the human system ; these Cakras have
some petals or sp_okes, differing in number for each. Adhare
means support. These fruits enumerated are the fruits of the self
(J#va) contemplating on them at the time of birth. From the front
clock-wise are the four points, namely East, South, Waest and
North, and the four intermediate points, namely, South~éﬁast South-
West, North-West and North-East. North-East is fsra,na (the
position presided by Siva). The other four points of this Cakra
will be South-East, South-West and North-West. And their fruits
are natural bliss, hercic bliss and yogic bliss. The four terms are :
Paramananda, Sahajananda, VirGnanda, and Yog@nanda. .

Kundalini is a Nadi. 1t is accepted as the Brakman-Power
itself. Kundalinz literally means coiling like a serpent. It is the
power of the immutable, non-active Brahman, in the form of
beginningless ‘nescience, which enables Him to assume the role of
agent etc. This power in tangible form becomes the coiled
Kundalin?. i

122. This, made straight (erect) up to Br.alzma-
randhra, is the giver of immortality, The Cakra

Svadlsthana is at the root of the (sex-)mark, with six
petals. And of this,

Brahmarandhra is a pore at the top of the Nadi called
Susumna. Made straight: this coiled Kundalini can be made
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straight through the Yoga practice and Jthen the person attains
immortality.

123. the fruits of petals beginning with the East
are spoken of respectively as modesty, cruelty, destruc-
tion of haughtiness (and) stupefaction ; after that,

Modesty (Prasraya). Cruelty (Krrata). Destruction of
haughtiness (GarvanGsa). Stupefaction (Marcha).

124. there is want of consideration (and) absence
of confidence. This is the abode of the potency that
produces Kama. In the navel there is the Cakra desig-
nated Manipuraka, with ten petals.

Want of consideration (Awvajfia). Absence of confidence
(Avisvasa). Potency that produces Kama (Kamasakti): thisis
the power exhibiting itself as sex passion.

125. Here there are (as fruit) sleep, thirst, jealousy,
similarlyfmeanness, shyness, fear, mercy, stupefaction,
then dirt, sadness, ‘

Sleep (Susupti). Thirst (Tysna). Jealousy (Irsyd@). Mean-
ness (Pisunatd). Shyness (Lajja). Fear (Bhaya). Mercy (Ghyrna).
Stupefaction (Moha). Dirt (Kasaya). Sadness (Vis@dita).

126, 127. respectively in the eastern and other
petals. This, on the other hand, is the seat of the Sun.
In the heart is the Amahata Cakra, the place for the
worship of S%wa of the form of Pranava. This is
accepted as having twelve petals. Destruction of shaki-
ness, manifest discrimination, also sympathetic nature,

Of the Sun : of the Prana called the Sun. S7va of the
form of Pranava (Sivasya pranavakyieh). Stiva is the Supreme
Lord; Pranava is the syllable Om. Destruction of shakiness

(Laulyapranasa). Manifest discrimination (Prakato vitarkah).
Sympathetic nature (Anutapita).

3
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' 128. hope, brightness and thoughtfulness, long-
ing, .the?n sense of equality, haughtiness, defectiveness
discrimination, similarly conceit—

1.4

Hope (4s3). Bri as'a 1147
Longing (Samiia). Serse- o samis, Gonssr. Hosohines
e (Akahz?zj)t.weness (Vaikalya). Discrimination (Viveka).
_ 129. these respectively are the fruits of the
Atman abiding in the eastern and other petals. In the
throat is the Visuddhi (Cakra), which is the seat of
Bharatz, with sixteen petals. |

Bharati: 8 7 - i :
Sl arasvati, ‘the Godess of learning. Pranava : the

130. There, Pranava, Udgitha, the syllables
P{umpka;‘, Vasat, then Svadha, Svaha, Namah, ambro-
sia, the seven Svaras beginning with Sadja, poison—

U{igi}‘ha: a portion of the Samaveda. The syllable Hum
phat : t_hls is uttered in making offerings at sacrifices to the gods
Vagat is another sound uttered in making such offerings. Svadht
is uttered when an offering is made to the departed persons (Pitys).
Svaha 1s uttered when anything is offered to the gods. Namah is
uttered in salutation; the word means salutation. Ambrési.:;t
(Amrta). The seven Svaras are what will be described in the next

section and well known in Indian music. Sadia i
e . Sadja is the first of them.

131. these are the sixteen fruits when the Afman
abides in the eastern and other petals. There is the
Cakra called Lalgna in Ghantika, with twelve petals.

Ghantika : root of the tongue. '

132. Intoxication, respect, then love, sorrow,
suffering and avarice, dissatisfaction, confusion, wave,
devotion, joy and obstructedness—

Intoxication (Mada). Respect (Mana). Love (S ;
I ). 11er). ; neha).
Sorrow (Soka). Suffering (Kheda). Averice (Lubdhr:ztﬁ%.

"
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Dissatisfaction (Arati). Confusion (Sambhrama.) Waves (Ormi).
The six kinds of waves are hunger (Bubhuksa), thirst (Pipasa),
corrow (Soka), stupefaction (Moha), old-age (Jarg), death (Myit).
They abide in the Prina, Buddhi (intellect) and Body. Devotion
(Sraddha). Joy (Tosa). Obstructedness (Uparodhita).

133. these are the fruits in the petals beginning
with the eastern in the Lalana Cakra. In the middle
of the eye-brows there is the Cakra designated Ajiia,
with three petals. But their fruits

134, are accepted as the presence of Sativa,
Rajas and Tamas, respectively. Then too, there is the
Manas'-Cakra with six petals. But the fruits

135. are sleep, the experience of taste, smell, the
cognition of colour, touch (and) cognition of sound, in
the petals beginning with the eastern.

Sattva, Rajas and Tamas are the three Gunas constituting
the world in differing proportion, and the difference in natures is
due to this difference in their proportion.

. .Sleep (Svapna). Experience of taste (Rasopabhoga). Smell
(Ghrana). Cognition of colour (Rupopalambhana). Touch
(S abdabodha). Cognition of sound (S'abdabodha).

136. Then too, there is the Cakra with sixteen
petals, called Soma Cakra. In the sixteen 'petals of
this are placed the sixteén Kalas.

Kalas: the parts of the moon.

137. Mercy, patience, straightforwardness, cour-
age, non-attachment, steadiness and happiness, con-
tempt, heaps of horripilation, tears (arising) out of
contémplation, then perseverence,

Mercy (Kppa). Patience (Ksama). Straightforwardness

(Arjava). Courage (Dhairya). Non-attachment (Vairagya).

Steadiness (Dhrti). Happiness (Sammada). Contempt (Hasya).
Heaps of horripilation (Romaficanicaya). Tears (Asru). Con-
templation (Dhy@na). Perseverence (Sthirata).

.
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138. majesty, industry, purity, generosity, one-
pointedness—these fruits arise respectively for the

Atman abiding in the petals beginning with the

eastern..

Majesty (Gambhirya). Industry (Udyama). Purity (Acch-
atva). Generosity (Auda@rya). One-pointedness (Bkagrata).

139, But in the Brahmarandhra there is the
Cakra with a thousand petals, which supports ambrosia.
That develops the body with the currents of the
showering of ambrosia.

\
Which support ambrosia (Sudh@dhara). Currents of the
showering of ambrosia (S@dhasaradhara).

,  140. The self, abiding in the eastern, in the
eighth and in the eleventh, similarly in the twelfth
petals of the Anahata (Cakra) procure the develop-
ment of music etc. ;

Now the purpose of introducing the point of the Cakras is
given, If the A¢man (the Self) abides in some of the Cakras’or some
petals of the Cakras, the man attains to proficiency in music. At
other positions there is obstruction to musical attainments. These
positions are enumerated here. The Atwan abiding in a position

1;1&3.}1;18: the Afman contemplating such positions at the time of
birth.

141. by the fourth, sixth and the tenth petals (of
the Anahata Cakra), music etc., are destroyed. But
the eighth and other petals of the Visuddhi (Cakra),
when depended upon,

142. give attainments in music etc. The six-
teenth (petal of this) is its destroyer. But in the
Lalana (Cakra), the tenth and the eleventh petals give
attainment ; 5
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143. they know the first, fourth and fifth petals as
the destroyer. The Self abiding in the Brahmarandhra,
as if plunged in ambrosia,

144. ‘becomes satisfied (and) shall attain music
and other things to be accomplished with great ex-
cellence. Abiding in the remaining petals of these and
in other Cakras,

145. the Self shall never attain accomplishment
in music'etc. Two fingers above the Adhara (Cakra),
two fingers below the penis,

Two fingers (Duyangula). Penis (Mehana).

146., there is the « Dehamadhya, shining. like
molten gold. There ®abides the slender Agnisikha.
Nine fingers (removed) from that Cakra, '

Dehamadhya : the middle part of the body. Agnisikha
Literally flame of fire. ]

-147. there is the root of the body, four fingers
in height and in length. Ancient people called its
name as Brahmagranths.

Rodt (Banda). Height (Ussedha). Length (Ayzma),

148. But in its middle is the Nabkicakra located
with twelve petals, like a spider abiding among the
cob-webs. There this Jiva wanders.

Nabhicakra: the Navel-wheel. Jiva, the living individual
Self, the Atman. '
*149. The Jiva ascends through the Swsumna to
the Brahmarandhra and descends (from it) accom-
panied by the Prana, like a jugglar on a rope.

Prana: .the Pranavayu. Like a juggler on a rope: asa
juggler ascends to the top of an erect rope and comes down it.
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150. The Nadis around Swusumna, which extend
from the root as far as the Brahmarandhra, make
the root (the Brahmagrandh:) into z Kanda, along
with the branches expand the body. :

Root (Kanda) mentioned in stanza 147 above. Kanda:
Kallinatha explains the word to mean “body”. Simhabhiipala
has the reading Krodikrtya which means “ having assembled to-
gether,” for Kandikrtya (making into a Kanda).

151. And they are very innumerable. ~Of them
the chief have been spoken of as fourteen : Susumna,
Ida and Pingala, Kuhu, then Sarsvats,

152. Gandhari, and Hastijihva, Varuni and
Yasasvini, Visvodara, Sankhiwi, then Pusd, Paya-
SVINZ,

153. (and) Alambusa. Among them, the first™
three are accepted as still more important. Of the
three, Susumna is the foremost, having Visnu as the
. Deity, (and) abiding on the Path to Beatitude.

Having Visnu as the Deity (Vaiszavi). Abiding on the
path to beatitude (Muktimargagi). Simhabhupdla explains the
terms as ‘' giver of beatitude ", or as ** the seat of the Atman * in
so far as Atman is of the form of beatitude.

154. Remaining in the middle of the Kanda,
Ida is on its left side; then on the right side is Pis-
gala. The Moon and the Sun wander in the Ida
and in the Pingala,

Kanda (root) mentioned in stanza 147 above.

155. who respectively are the causes of the
passage of time. Susumna is the destroyer of the time,
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But Sarasvati and Kuhm remain on either side of
Susumna. .

The Sun and the Moon who wander in the two N@dis cause
the lapse of time. From this verse onwards, the position of the

other Nadis is decribed, relative to each other.

156. In the back and in the front of Ida remain

" Gandhars and Hastijihva. Pusa.and Yasasvini re-

main in the back and in the front respectively of
Pingala. : )

157. Vistvodara is in the middle space between
Kuhn and Hastijthva. Varuni is accepted as located
between Kuhu and Yasasvini.

158. Payasvini occupies the middle of Puga
and Sarasvats. Sankhini remains between Gandharika
and Sarasvatz. .

159. Alambusa is in the middle of the root. Of
these, Ida and Pingala (extend) as far as the end of
the left and the right nostrils respectively. Kuhu in the
front (extends) up to the penis.

% Root " is the- Brahmagrandhi mentioned in stanza 147.

From this stanza onwards the location of the Nadis in the body is
described.-

160. Sarasvati (extends) upwards up to the tongue.

Gandhari, remains up to the back. ' Up to the left eye

(and) up to the toes of the left foot, on the other hand,
remains

¥61. Hastijihva. But Varupz pervades the whole
(body). Then Yasasvinz remains from the toe up to
‘the right foot. Viswodara is in the entire body.

162. Sankhin: (extends) up to the end of the
left ear. IBut‘ Piisa (extends) up to the right eye..
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Payasvini, on the other hand, extends up to the limit
of the right ear. \

163. Alambusa remains covering the end of the
anus. But in a body of this nature, covered with
heaps of dirt, '

Dirt (Mala).

164. wise people accomplish (both) enjoyment
and beatitude through (proper) means. Of these,
-enjoyment comes from the contemplation of (Brahman)
with attributes, but beatitude is from (the contempla-
‘tion of Brahman) without attributes. -

Even though the body may be the seat of much of impurity
-and sin yet through proper methods, men can attain enjoyment and
final release through this same body. The non-pessimistic attitude
‘to life may be noted. ' Of these: as between enjoyment and
beatitude. Contemplation of Braehman with attributes : the literal
“translation will be “‘ contemplation associated with attributes
(Sagunad dhyanat). Contemplation of Brahman without attri-
‘butes: contemplation not associated with attributes (Nirgunad
dhyanat),

165. Contemplation, which can be accomplished
only by those with one-pointed mind, is not easy to
achieve for men. Therefore,” here the illustrious

Awnahata Nada, the easy means,

One-pointed mind (Ekagracitia). Illsutrious (Srwmat).
Contemplation of- Nada is an easier means for enjoyment and
release, than contemplation of Brahman, either with attributes or
without attributes.

166. the sages contemplate upon, along Paths
instructed by the teachers. Even that (Ana@hata
Nada), being devoid of (aesthetic) beauty does not
afford enjoyment to the mind of men.

Devoid of aesthetic beauty (Raktivihina). Does not afford
-enjoyment (Na manoraijakah).

|
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167. Therefore we describe the production of
A@ta Nada, which create the entire music through
the medium of S7ut: etc., which gives enjoyment to
the world, which destroys the worldly misery, also how
(the Ahata Nada) is the cause of Sruti etc.

Here it is suggested that music is the highes‘t means to the:
attainment of man’s supreme goal. Akhata means ‘ beaten ”, i.e.,
that sound which is subject to modifications, the audible sound,
the articulate sound. Anahata is what is not beaten, what is

immutable, the pure sound which is the cause of the world. Itis
inarticulate, it is inaudible.

IIT. NADA, SRUTI AND SVARA

1. We worship the Nada-Brahman, the life of
all beings, transformed in the shape of the world, the
sentience, the bliss.

Vedantins of the Advaitz persuasion consider the world as a
transformation of the Supreme Brahman. According to the
philosophy of music which is identical with what is accepted by
the Grammarians and the Tantrics, what is af the root of the

" phenomenal world is '4e Ultimate N@da. They call this Nada-

Brahma.

2. Through the worship of Nada are the gods,
namely, Brahman, Vispu and Mahesvvara, truly
worshipped, in so far as they are of the nature of that
(Nada). : |

Brahma, Visnu and Siva are forms of Nada and as such,
when Nada is worshipped, these Deities are also worshipped.

8. This Atman, having a desire to speak, stirs
the mind. The mind strikes the fire abiding in the

‘ body. That (fire) strikes the wind.

In this and in the n_ext, the process of the production of
sound ts explained.. Mind (Manas). Fire (Vahni). Wind (Maruta).
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Fire and wind are the subtler constituents of the body, the e_arlier
-stages in material evolution. ‘
4. Then that (wind) abiding in the Brahma-
granthi, rising along the upward paths manifests the
sound successively in the navel, the heart, the throat,
‘the head and the mouth.

Brahmagrandhi is the point in the body at which the
‘two Nadis Ida and Pingala meet Susumna. Navel (Na@bhi). Heart
(Hyt). Throat (Kantha). Head (Murdha). Mouth (Asya)..

5. Nada, occupying the five positions, assumes
respectively five names as very subtle and subtle,

.developed, undeveloped, and artificial.

In the Navel, Nada is very subtle (d#isitksma) ; in the heart,
it is Subtle (Smksma); in the throat, it is developed (Pusta) ; in
the head, it is undeveloped (4pusta) ; in the mouth, it is artificial
(Krtrima). Pusta is also called Vyakta (manifest) and (Apusta) is
also called Avyakta (unmanifest).

6. They understand the sound Na as the synonym
.of Prana (and) the sound Da as fire. Therefore, being

produced by the conjunction of Pranpa and fire, Nada
is (so) called.

Nada is so called because it is produced by the conjunction
of Na (Prana) and Da (fire).

7. 1n ordinary usage on the other hand, it is of
three kinds; it is called Mandra in the heart, Madhya
in the throat (and) T'ara in the head ; and each succeed-
ing one is double (the previous).

Ordinary usage (Vyavahlra). That means in actual singing.
Mandra is the lowest: Mandra means low”. It is the deep
tone. Madhya; medium. Tara: very high. The seven Svaras
will be explained presently. Here the Sa of the lowest scale

{Mandra) and in the next higher (Madhya) will have the ratio of
1: 2 in point of pitch; the Sa of the highest scale (Ta@ra) will be

G
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then represented by 4. The same ratio is held by the other
Svaras in the three scales.

8. It has twenty-two varieties, They are accepted
as S'ruti, since they are heard (from the root S7u to
hear). In the heart, united to the upward Nadz there
are accepted twenty two Nadis,

9. which are placed cross-wise. In these, there
are produced the same number of S7utis throﬁgh the
impact of wind, each succeeding one beng higher and
higher in pitch (than the previous).

It, i.e., the Nada produced in the heart, (Mandra), in the
throat (Madhya) or in the head (T@ra), has twenty two varieties.

That means there are twenty two Srutis in each of the three scales,
Mandra, Mcdhya and Tara. Each of these varieties is called a

Sruti, since it is heard (from the root S'#u, to hear). These twenty

two Srutis are produced in each of the three positions (Heart,
Throat and Head) on account of twenty two Nadis in each of

‘these three positions strung in different pitches.

- 10. In this way there are accepted twenty two
S'rutis in the throat, as also in the head. For the sake
of clarity, we illustrate them: by two Vipas..

11. Two Vinas have to be adjusted equally, so
that their Nadas will be equal (to each other). On

these two (there must be) twenty two strings separately.

Of them, the first ,

12. must be made as having the lowest possible
sound; the second must be made to have a slightly
higher sound, without any intermediate sound (possible),

since no sound could be heard in between these two
. Srutis.

A string ean produce a sound only when strung within
certain definite limits. If it is loosened below that limit, no sound
can be produced by that string. They must be strung in such a
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way that in between any to strings, an intermediate position is notf
possible.

13. They will be higher (each succeeding ?ne)
than from each preceding and still preceding ore. The
Nada produced from them are accepted as Srutss. I‘n
the two Vanas, the Svaras must be fixed. There Sadja
with four Srutss,

14. must be fixed on the fourth string. Then
Rsabha, with three S#utis (must be fixed) on the third
f.rc;m the fifth. Then Gandhara with two Srutis.

15. (must be fixed) on the second from the eighth.
After fhat, Madhyama with four S'rutis must be on the
fourth from the tenth. After that, Paficama with four
Srutzs

16. (shall be) from the fourth from the fourteen?h.
Then Dhaivata with three Srutis (shall be) on the third
from the eighteenth. Then Nisada with two Srutis

17. (shall be) on the second from the twenty first.
Of them, this shall be one constant Vipa. But the
second shall be the variable Viza. On this, on the
other hand, the strings shall be moved. '

iti ; d in the

The positions of the seven Svaras have to be fixe .

following positions among the twenty two: 4; 4+3 ; 7+2 9);

9+4 (13); 13+4 (17); 1743 (20); 20+2 (22). Keep the
strings on this Vina as constant without being disturbed.

18. On this the wise people should bring the
seven. Svaras on the strings just preceding their own
position (on the previous Vzza). On this variable
Vina, then, these (seven) Swvarags, in relation to the
constant Vina,

19. shall be one S7ut:i lower. The other (suc-
ceeding) movements are (to be carried out) in this way.

W
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By the mingling of the two Srutis, the Ga and the Ni
abiding on the variable Vipa, in this (second move-
ment)

In the variable Vina, after comparing the Srutis on both,
the strings should be slightly loosened, so that the 4th string, which
was originally strung to the pitch of the 4th string on the constant
Vina, i.e., the position of Se, would now be strung to the pitch of
the 3rd string on the constant Vin@. Then the R: string will be
strung to the pitch of the 6th string, Ga to that of the 8th, Ma to
that of 12th, Px to that of 16th, Dha to that of 19th and Ni to that
of Z1st on the constant Viza. In the next movement or variation,
they will be strung to the pitch of 2nd, sun, 7th, 11th, 15th, 18th
and 20th. In the third movement or variation, they will be strung
to the pitch of 1st, 4th, 6th, 10th, 14th, 17th and 19th. Only one
more movement or variation is possible, where they will be strung
to the pitches of one S7uti below the lowest on the constant Vina
then to the 3rd, 5th, 9th, 13th, 16th and 18th on the constant Vina.
The chart ca p. 50 will make the variations clear. Here the
Svaras marked above the line represent the pitch of the Svara on
the constant Viza and those marked below the line represent the
pitch of the Svaras on the variable Vinz in the normal position
and in the four variations.

. 20.  joins respectively, the.R: and the Dka abiding
on the Dhruva Vipa. In the third movement, the R
and the Dha (of the variable Vzna) will enter the Sa
andThe Pa (of the constant Vina).

21. Baut in the fourth (movement), Sa, Ma and
Pg (of the variable Vana) enter the Ni, Ga and Ma (of
the constant Vina) respectively. In this way there are
four movements in the twenty two Srutis.

It would be found that in the chart (second variation)
onp. 50 Ga and Ni in the variable Viza coincide with Ri and
Dha. on the constant Vina ; similarly in the third variation, R and
Dha on the variable Vina coincide with Sa and Pa on the constant
Vina ; in the fourth variation, Sa, Ma and Pa on the variable Vina
coincide with Ni, Ga and Ma on the constant Vigd@. It must be
understood ‘that the zero at the bottom is the final 22 of the still
lower scale. That is why S« is spoken of as coinciding with Ni.

4
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IN QOINOIN D IN & IN S IN & 22. When (the Sruts of the variable Vina) is
] b o, = = mingled with the S'7ut: of the constant Vipa, its parti-
o1 o oA o3 (a5 ™~ . o 50 i ‘
) . _n_im: pitch is distinctly ascertained. But, further
7 o =) y ]| ! ) : ’
A QFUA A Bia§ ‘N Pudf Hd s _ lowering (of the S'7uti), beyond this, shall not be carried
s ! : g \
o S eyQg > 2 IN o out since that will destroy aesthetic beauty.
%0 0 %0 ey o0 0 1N These movements or variations have no other value than
£ o (7 o i to test the pitch of the strings, to see that the twenty two strings
= o ) vy & e S By are tuned to regularly ascending fitches with no intermediate
®d — ®d d ~ d 4 id i S'rutis possible between any two of them. There can be aesthetic
Vo) © gq (Vo] to) Y ey quality, (rafijakatva) in a sound only under certain conditions, 7.e.,
) A o 7z iy only when that sound can develop into a Svare. What is meant by
" s 0 g w iny a Svara will be explained below (24th and 25th stanzas). The first
= = A b =2 S'ruti was selected as the lowest possible in point of pitch and Sa was
& e <+ <+ g <+ fixed on the fourth. In the fourth movement, Se has gone below
= , o 7 il = this first S'vuti ; that means, that S7uti cannot develop into a Svara,
b= e 5em O 2 e o Sep e -and as such it ceases to have the aesthetic quality. Sa in the fourth
..m. N 2 PN 2 N~ = A 2 s b= NP movement was spoken of as coinciding with N7 in the case of there
2 5 R o ey o m o = o1 being a lower scale of twenty two S'rufis ; in this case, Sa should
2 i @ 3 £ o 51 > = not be moved below Ni, since that will be included in the lower
= — = o = =B = o = ; 'scale. That is why there is no fifth move, prescribed.
R R TR T e, _ o
3 - s 8 o £ iyt Fw o i .mu. The Svaras are produced from the S'rutss.
= _ . Sadja, Rsabha, Gandhara, Madhyama, Paficama and
By BD S ED o Epikgs e S ett 2y oy iy RO BN Dhaivata, then Nisada—thus they are seven. ;
%0 o0 BL) e © o0 The seven Svaras are produced from the twenty two Srutis,
. That means that Sa is produced from the first four Srutis, Ni from
N o~ I 1~ I =~ 'Y N o~ N o~ the next three and so on.
i © 1 o © O " 24. Their other names are accepted as Sa, Ri,
_ ‘Ga, Ma, Pa, Dha and Ni. What is produced im-
wy n v Iy ) n Br) N o A w ;
mediately after a Swu#i, what is soft, what is of the
BS + TS ES w B B+ MBS+ form of resonance,
- o~ TS = " o 1y 25. what gives aesthetic joy to the mind of the
L hearer, that is called a Svara. Now, in this way, let
S ™ 3 | .
o o ) y the cause of the Swvara be the fourth S'ruti etc.
i v T ' BS v When we strike a string strung to a certain pitch, with our
o o = & o g finger, a sound is produced; but that does not stop there ; a continu-
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@ o~ 8 1 gy ol o7 ‘:*“: o E o being a lower scale of twenty two Srutis; in this case, Sa should
= T e = g T 8 e = = not be moved below N7, since that will be included in the lower
Té o = - 9 =B - - = scale. That is why there is no fifth move, prescribed.
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5 = 3t = 2 23. The Svaras are produced from the Srutis.
- = R T = R =T IR A : 5
' 4 Sadja, Rsabha, Gandhara, Madhyama, Paficama and
#REgo BDISLED v EED O | s BD ey i B o B I Dhaivata, then Nisada—thus they are seven.
=0 00 EBE) e 0 o0 The seven Svaras are produced from the twenty two Swutis,
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5 © 1y © © D) " 24. Their other names are accepted as Sa, Ri,
o ' ‘Ga, Ma, Pa, Dha and Ni. What is produced im-
w1 e y sl o ;
i W =% SRR mediately after a Swuti, what is soft, what is of the
S+ B Sy il S+ N g« form of resonance,

7 o TS N 3 ey 25. what gives aesthetic joy to the mind of the
hearer, that is called a Swara. Now, in this way, let
y the cause of the Svara be the fourth Srut: etc.

When we strike a string strung to a certain pitch, with our
o o o o o e finger, a sound is produced; but that does not stop there ; a continu-
S ous series of sounds are produced in the same pitch on the string
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as a result of that one stroke. Thus there is a resonance. This
continuous series of sounds of the same pitch is what is called a
Svara, while Sruti is just the first sound produced. Soft (Snigdha).
It means melodious, pleasing.

Gives aesthetic joy (Rafijayati). Here there is a doubt
raised, in the second half of the 25th verse. Sa is fixed on the fourth
S'ruti and R is fixed on the seventh Sruti (¢.c., thrée Srutis above
Sa). Why should we not say that what is called the Svara Sa is
produced by the continuation of the Sa S#ufi into an unbroken
series 7 Why should we bping in the first three lower Srufis also:
as cause of the Sa& Svara? Similarly the question arises for Rz
and other Svaras.

26. How am\ong them are the third S7ut: etc.,
that precede, the cause (of the Svaras)? We reply =
the fourth S'ruts, the third Sru#: etc., in dependence on
the previous,

27. are so ascertained; therefore the previous
S'rutis too are the causes here. Dipta, Ayata and
Karuna, Mrdu, Madhya—thus the varities

The reply is that what is called Sa Svara is not determined
as such from any intrinsic feature, but only in relation to the other
Svaras. It is not the vibration frequency, the definite pitch that
determines it as Sa. It is a Sruti with three lower Srutis (the
lowest being the lowest possible Sru#7) that is called Sa ; similarly,
a Sruti with two Srutis below it and above Sa is what is deter-
mined as Ri. In this way, the interval is an intergral part of its.

nature as a particular Svara. That is why the intervals are aiso:

introduced into the causal aggregate.

28. of the Srutis are five. And their allocations
in the Svaras are thus: Dipta, Ayata, Mydu, Madhya
—these shall be in Sadja; then in the Rsabha,

29. shall be placed Karuna, Madhya, Mydu ; then
in Gandharaka (are placed) Dipta and Ayata ; in the
Madhyama are placed these two and Mpdu and
Madhya ;
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30. Mprdu, Madhya, what is called Ayata and.
Karuna are placed in the Paficama ; in the Dhaivata
(are placed) Karuna, Ayata, and Madhya ; then in the -
seventh (are placed)

31. Dipta (and) Madhya. ,And of these varieties,
we speak of the divisions. Dipta is spoken of as of
four kinds : T7vra, Raudrs, Vajrika, Ugra.

The following two charts will give a clearer idea of the dis-
tribution of these five kinds of Srutis among the seven Svaras.

Dipta (Mrdu

Ayata pa |Madhya

[Mgdu & ‘Aya.tﬁ.

Madhya Karuna

(Karuna [I_{aruni

' Madhya Dha | Ayata

imdu Madhya

{Dipta . [Dipta
Ga | Ayata Ni | Madhya

Dipta

Ayata

| Mrdu

lMadhya

It will be noticed that the number of S'rutis in each Svara
corresponds to the number of the kinds of Srutis. Thus the four
S'rutis in Sa have these four names. Similarly for R¢ and the rest,
the Srutis have the corresponding names. Distributed according
to the five kinds, the chart will be as follows :

Sa (1) Ga (1) Ma (1) Ni (1) Dipta
Sa (2) Ga (2) Ma (2) Pa (3) Dha(2) Avata
Ri (1) Pa (4) Dha(1) Karuna
Sa (3) Ri (3) Ma (3) Pa (1) Mrdu
Sa (4) Ri( Ma (4) Pa (2) Dha(3) Ni (2) Madhya

.

32. For Ayala, there are described these five
varieties : Kwumudvati, Krodha, and then Prasarini,
Sandipani and Rohini.
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, 33. Dayavati, similarly Alapini then Madantika
_these three are spoken of as the'varieties of Karuna.
For Mrdu there are four varieties :

34. -Manda and Ratika (and) Prits, Ksite. But
Madhya is of six varieties, Chandovati and Rajani,
Marjani, similarly Raktika,

35. Ramya and Ksobhini. Then we speak about
the position for these in the Swvaras. But Tivra,
Kumudvati, Mandra (and) Chandovatz exist in Sadja.

36. Dayavati and Rafijan: and Raktika exist in
Rsabha. Raudri and Krodha are in Gandhara.
Vajrika, then Prasarinz

37. Priti and Marjani—these Srutis depend on
Madhyama. Ksgit: and Rakta, Sandzﬁafzz also Alapani
are in Paficama.

38. But Madanti, Rohini Ramya—these three
are in Dhaivata. The two S»utis, namely, Ugra, and
Ksoblunz abide in Nisada.

It would be noticed that Dipf@ appears in four Svaras and
as such it has four varieties. Ayata appears in five Svaras and

is of five kinds. Karuna appearing in three Svaras have three
varieties. Mrdu appearing in four Svaras have four varieties.

Madhy@ appearing in six Svaras have six varieties. The following
chart will make the distribution clearer.

[Twra (Dipta) Vajrika (Dipta)

S Kumudvati (Ayata) Ma  |Erasarini (Ayata)

Manda (Mrdu) 2 1 Priti (Mrdu)
Chandovati (Madhya) Marjani (Madhya)

Ksiti (Mrdu)

Dayavati (Karuna) 5 T
Ri {Raﬁ_jani (Madhya) Pa g;ﬁfpﬁa(dgga)
Ratika (Mrdu) Alapini (Karuna)
Madanti (Karuna)
Ga E?Egﬁ;(ap;ﬁ) Dha { Rohini (Ayata)
4 Ramya (Madhya),
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Ni {Ugré (Dipta) p
Ksobhini (Madhva) 3

In the five kinds of S'rutis, the distribution will be :

Sa Tivra (fierce)
Dipta |Ga Raudri (terrible)
(lluminted) | Ma Vajrika (thunderbolt)
Ni Ugra (mighty)

‘Sa.  Kumudvati (Lily-pond)
Ga Krodha (wrathful)

1Ma Prasarini (spreading)
Pa Sandipani (shining)
\Dha Rohini (ascending)

Ayata
(extended) |

Sa Manda (slow)
Mrdu | Ri Ratika (loving)

. (Soft)  |Ma Priti (happiness)

Pa Ksiti (earth)

‘Sa  Chandovati (metrical)
: Ri Rafijani (pleasing)
Madhya |Ma Marjani (cleaning)
(medium) |Pa Rakta (beloved)

Dha Ramya (charming)
Ni Ksobhini (agitating)

W Ri Dayavati (merciful)
E}?;:_?e; {Pa. Alapani (singing)
y Dha Madanti (intoxicating)

All the names bave some meaning ; but they are purely
arbitrary and as such the meanings bave no application here. But
the matter deserves careful consideration whether the terms like
Mrdu denote the quality like the interval or ratio with the pre-
vious Svara. All the terms denote a quality of the Svara except
one, namely, Karun@. Does it mean extremely soft, in relation to
Mrdu ? Whether the terms are arbitrary or are significant must
be considered in detail.

39 These (Svaras) are accepted as three-fold
according to their differences in positions called
Mandra, Madhya and Tara. They themselves in their
modified condition are treated as twelve.
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These three divisions have already been dealt with (verse 7).
Regarding the mutual relation of the twenty two Srutis and the
seven Svaras, the only clue we have in the text is that Madhya
Sa is twice the Madra Sa and Tara Sa is twice Madhya Sa.
This relation holds good for other Svaras also. Thus Madhya Ni
is twice Mandra Ni and Tara Ni is twice Madhya Ni. If
Mandra Sa is 256 vibrations a second, Madhya Sq is 512 and
Tara Sa is 1024 wvibrations respectively. We are told nothing
about the interval between the Srutis and the Svaras, whether
the interval is uniform. The interval cannot be equal; it is only
equal proportion of progression, i.e., uniform progression. The
interval between 23 and 44 is double between 1 and 22. At
present Ga is taken as 1% S, and Pa as 1% Sa. Taking Sa as
256 vibrations a second, Ga is 320 and Pga is 384, That means
that the average increase per Sruti between S and Ga (4—9; 5
Srutis) is L of 64, i.e., 12 £ ; but the average between Ga and Pa
(9-17; 8 Svrutis) is & of 64, i.c., only 8. Then between Pa and
the higher Sa (17-26; 9 Srutis) it is & of 128, i.e., 14 2. Thisis
not uniform progression. The matter needs scrutiny.

40. Sadja as modified is of two kinds, fallen and
unfallen, with two S'rutis. It is seen (thus) in the
case of Sadharapa and of Kakalitva of Nisada.

Sadja as Suddha is in the fourth Sruti. When Sa is
placed on the'third S'ruti and Ri starts from the fourth, instead of
from the fifth, and when Sa starts only from the 2nd instead of the
first S'vuti, it is called the case of Sadharanatva of Sa. When Sa
is placed on the fourth S'ru#i, but starts only from the third S'ruti,
Ni taking the first two S'rutis, that is called the case of Kakalitva
of Ni. This too will be dealt with in the fourth section of this
chapter (verse 17). In these two cases S has only two Srutss
assigned to it, namely second and third, or third and fourth, instead
the four, namely the first four. These two are cases of modifica-
tions of Sa. Modification (Virkrta). In the first of these two
cases, Sa falls from its fourth 8»uti to the third S'»u#i and so it is
called “fallen” (Cyuta). In the second case, it remains without
so falling and is hence called * unfallen ** (Acyuta).

41. In the case of (this) Sadharana, when Rsabha,
resorting to the S»ut: of Sadja, assumes the state of

having four S'7utss, then there is the one modified form
(for Rsabha).

"
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In the first of the two cases of modification of Sa, R starts
from the fourth Swvu# instead of from the fifth, and as such it has
four S'rutis (4, 5, 6 and 7) ; and this is the only modification of Ri.

42. Gandhara has three S'rutis in (the case of)
Sadharana (and) four S'rutis in (the case of) Antaratva.
Thus its two varieties are described by Nigvanka.

Ga has only two Srutis (8 and 9). When Ga is fixed at
10 instead of at 9 and when Pg starts from 13 instead of from 14,
this is the case of Sadharana of Ma. Ma in this case will have
only two S7rutis (11 and 12). In this case of Sadharana of Ma,
Ga has three S'vutis (8,9 and 10). This is one modification of Ga.
When Ga is fixed at 11, instead of at 9 and Ma is fixed at its natural
Sruti of 13, then also Ma has only two Srutis (12 and 13) and
Ga has four S7utis (8,9, 10 and 11). This is the case of Antaratve
of Ga. This is another case of modification of Ga, with three and
four Swvutis respectively. The terms Sadharana and Antaratva
are dealt with latter : (Section 5 of this chapter, verse 7 for Sadha-
rvana and Section 4, verse 17 for Antaratva). Nisdanka is the
Title given to Sarngadeva the author. The word means “ doubt-
free.”

43. Madhyama, like Sadja, is of two kinds, de-
pending on Antara and Sadharana. Pajicama has
three Srutis in Madhyama Grama ; then in (the case
of) Kaisika

44. it resorts to the S'r7uti of Madhyama and has
four S'rutis ; thus it is of two varieties. In the Madh-
yama Grama, Dhaivata has four Srutis in the modified
form. i

In the above two cases of the modification of Ga, Ma too
has two modifications, either as Srutis 11 and 12, or as Srutis 12
and 13. Pa is fixed on the 17th Swvuti. » This division is what
is called the Sadja Grama. The term Gr@ma and the three kinds

* of Gramas will be dealt with in the fourth section. When Pa is

fixed on the 16th S'vuti, the Grama is called Madhyania Grama.
This is the only difference between Sadja and Madhyania Gramas.
In this Madhyama Grama, Pa is given only three Srutis (14, 15
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and 16) and Dha gets four Srutis (17, 18, 19 and 20). This is one
modification of Pa.

Kaisiika is another term for Sadharana of Madhyama. Here
Ma is fixed on the 12th Sruti, asralready said in verse 42 just
above. Consequently, even in the Madhyama Grama where Pa
is fixed on the sixteenth Sru#i, Pa has again four Srutis (13, 14,
15 and 16). This is another modification for Pa. Thus Pa has
two modifications. In the Madhyama Grama, when Pa is fixed
on the sixteenth Sruti, Dha starts from the 17th S'ruti instead of
the 18, and has four Srutis (17, 18, 19 and 20) instead of its normal
three Srutis (18, 19 and 20). This is the only modification of Dha..

45. In the cases of Kaisika and Kakalitva,

Nisada, having three and four Srutis (respectively),
assumes two varieties of modified forms. Thus are
enumerated the twelve (varieties of modified forms).

Kaisika is another name for the Sadharana of Sa, already
mentioned in verse 40 above. Kakalitva of Nisdda too has been
mentioned there. In these two cases N¢ has three (21, 22 and 1)
and four Swutis (21, 22, 1 and 2) respectively. Thus it has two
modifications.

46. They, along with the seven Suddha ones

become nineteen (Svaras). Pea-cock, Cataka, Ram,

Krauitca, Cuckoo, frog

Suddha (pormal or unmodified). The Svaras at the 4th,
7th, 9th, 13th, 17th, 20th and 22nd Sruiis are called S'uddha or
normal or unmodified. When their position or the S'yuii interval
is disturbed, the Svaras are called modified or Vikyta. There are

consequently one normal series and two modified series as follows :

Vikrta Series I

S'uddha Series Vikrta Series 11

3

Sa

Sa Sa

] Oh tn B oo =
SOy e b
=~ b R @
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S'uddha Series Vikrta Series I Vikrta Series I1.

8 T ke 8
9 Ga 9 9
10" . 10 Ga 10
300 = 11 1 Ga
12 12 Ma 12
13 Mea 13 13 Ma.
14 14 ' 14
15 15 15
16 - 16 Pa 16 Pa.
17 Pa 17 77
18 18 18
19 19 19
20 Dha 20 Dha 20 Dha.
21 21 21
22 Ni: 22 22
1 Ni 1
2 Ni

(suddha svaras are given in italics)

Although Swddha Sa in the first column and Vikrta Sa in the-
third column occupy the fourth Sruti, Sa is fifth from s in the -
first and third from Ni in the third column. Swuddha Ri in the-
first and third columns and Vikyta Ri in the second columns.
occupy the seventh Sruti. Yet Suddha Ri is fourth from the-
lower svara, namely, Sa while Vikrta Riis fifth. Suddha Ma
in first column and Vikrta Ma in the third column occupy the-
thirteenth Sruti. But Suddha Ma is fifth from Ga and Vikrta Ma
s tll_ircl from Ga. Vikrta Pa in the first series (second 6olumn)-
and in the second series (third column) both occupy the 16th Srut:

But the first Vikria is the fifth from Ma and second Vikrta i°:
fourth_ from Ma. Swuddha Dha in the first column and the Vibrta

Dha in the second and third columns occupy the twentieth Sruti.
But Suddha Dha is fourth and Viksta Dha is fifth from Pa. It
has a!ready _b_een'said (verse 27) that a Swvara is determined by
both its position and also by the interval from the next Svara.

Although from the point of view of position in the 22 S'rutis there

are only seven Vikrias, yet from the point of view of interval

fr(_)m. the lower Svara, there are twelve Vikrtas. The seven:
Vikrta Svara scheme in SvaramelakalG-nidhi of Ramamatya

; _ and in Raga-vibodha of Somanatha may be compared with this
twelve Vikrta scheme.

The following chart gives the number of Vikrta
for the various Swuddha Svaras. .. ikrta Svaras
e T

N '.-:f; 2D - 1_",,-../“"1:% RS

2654 % {

gL x|
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No. of quitions of No. c.)f
Svaras Suddha STHS No. of Vikptas  Vikrtas  fgag”
Suddha Vikrta
Sa 1to4 4 2 g Z;llcdl z .3
i 4 to 7 4
o e ; ; St010 ;
‘Ma 10tol3 4 2 11 and 12 2
Pa 14to17 4 2 5 :g ig %
17 to 20
Wgnis 22 e o

IThe question of the correspondence in pitch among the sourild
of the seven birds and animals is an old one. It h?.s to be tes(tje s
Peacock (Maywra). Cataka is a mythological bird suppose }:0
have holes in the neck, and as such, unable to d;lnk- water in Ede
ordinary way ; they drink water remaining with their breast upvirla;hs
when rain falls, so that the water does not leak dut throug t e
holes. Ram (Chasga). Kraufica (heron). Cuckoo (Kokila)., Frog
(Durdara). ,

47. and elephant—these seven produce the seven

. S'rutis beginning with Sadja respectively. Svaras are:

of four kinds, namely, Vad: and Samvads, also Vivads

Elephant (Gaja). Vadi (one who speaks or who proposes),
Sasmvadi (concordant). Vivad: (discordant).

48. and Anuvadi. But in performance, Vadr is
the frequent Svara. 1f between two (Svaras) there is
scope for an interval of twelve or eight S'rutss,

49. they are mutually Samvadis. N: and Ga
are Vivadis in respect of others. Or these two are
(Vivadis) only of Ri: and Dha. Or Riand Dha too
are (the Vivadis) of these two. -
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Anuvadi (what follows or accords). If we take one Svara and
call it the Vadi, or what starts or proposes, z.e., the preponderent
Svara, then in relation to that Svara the other Svaras may have

concord with it or may be discordant with it or may accord
with it.

There are twenty two Srufis on the scale. If we take any
one Svara, then another Svara which is separated from it by
twelve or eight Sru¢is will be concordant with it. The interval must
be in respect of Srutis other than the Srutis of the two Svaras.,

&

50. The rest are Anuvadis. Of these, Vad: is
described as the king. Samwvads, being "its follower,.
is spoken of as its minister.

P

Those Svaras that are discordant with the main Svara,.
whatever that main Svara be, are N7 and Ca. There is another-
view that Nz and Ga are discordant only with #/ and Dha or vice :
versa. In the first view the difficulty is that between Ma and Ni,
there is only concordance in as much as between Ma and NZ there -
are eight Srutis, four of Pa, three of Dha and one of Ni, below
the S'ruti where N7 is placed. So there is the revised enumeration. .
Now this first view was enunciated on the theory that concordance -
can be only between Svaras having the same number of Srutsrs..
Ni and’Dha have only two Srutis : so they cannot be Samvadis
or concordant with other Svaras that have three and four Srutis.
In the second view, the theory is that Samvada or concordance is

brought about by an interval of twelve or eight S'vutis{ The
following is the chart of concordant Svaras :

Vadi . Samvadi (concordant) Difference in Srutis

Sa y Ma - 8

Pa 12
Ri Dha ; 12
Ga Ni 12
Ma Sa 12
Pa Sa 8
Dha Ri 8
Ni * Ga s

[If Ni and Ga are not taken as the adversary of all other
Svaras, then Ma and Ni are concordant Svaras, since there are 8

Srutis between Ma (13) and Ni (22). Similarly between Ni (22)
to Ma (13) there are twelve Srutis.]
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These represent the clear interval between the two Svaras
without counting the Srwu#i on which the Svaras are located. If
one’ of them is added, Samwvada will be between Svaras separated
by nine or thirteen S'rutis; this is what is given by Matariga and
Dattila. But there is no difference of view. If in a song, Sa is
taken as the Amsa and if its Semv@di or concordant Svara replaces
it, the sweetness of the melody is not destroyed. This is the
purpose of introducing the topic of concordance. If a Vivadi or
discordant Swvara is so substituted, then there is injury to the
sweeiness of the melody. Matanga says that two Svaras are
discordant when the interval is two Sru#is. Thus it is that R
and Dha on one side and Ga and N7 on the other side are discor-
dant. The interval between Ri and Gea and the interval between
Dha and Niis two S'rutis. Here it must be noted that according
to Matanga, the interval is not clear interval, but only inclusive
of one S'ruti on whbich a Svara is located.

51. Vivadi, being opposed to it, is spoken of by
learned people as corresponding to an enemy. But
Anuvadi is like a servant, following as it does both the
king and the minister. |

52. Sadja, Gandhara and Madhyama are born
of the dynasty of the Gods. Paficama is born of the
dynasty of the departed persons. Rz and Dha are
born of the dynasty of Reges.

Departed persons (Pitrs). Rsis (Sages or Seers). Gods
(Giﬂ:ﬁ?ga). :

53. Nisada is born of the dynasty of Aswuras.
Sa, Ma and Pajicama are Brahmins. Ri and Dka
should be understood as Ksatriyas. Nz and Ga are
accepted as of Vais'ya cast.

Asuras (Demons).

54. The Amntara and the Kagkali Svaras are
'Sudras. Their colours respectively are: shining like
a lotus, Pifijara, having the colour of gold, shining
like jasmin, dark.
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Antara and Kakali will be explained later (Fourth section,
verse 17). Shining like a lotus (Padmabha). Pifijara (golden).
Havmg the colour of gold (Svarnavarna). There is very little
dlﬁ"erence\ between these two colours. Pifijara is more reddish
brown. Shining like jasmin (kundaprabha). Dark (Asita).

55, 56. Pita, karbura. Then 1 enumerate the
places of their origin, In the islands having the names
of jambu, Saka, Kusa, Krausica, Salmals, and Sveta,
and in Puskara, are born these (Svams)'beginning

with Sadjcz respectively. Fire, Creator and Moon,
Lord of Laksmz and Narada—-—

} Pita (vellow). Karbura (spotted). These are the seven
Js!ands into which the earth is divided ; these islands are concen-
tric, ea'ch surrounded by an ocean. The middle one is the Jambaw
island in which we live; then there is an ocean, and beyond is
thge next island. In that way there are seven oceans, the last one
being the milk ocean beyond Puskara island. Fire (Vahni).
'(;reatqr (Vedha). Moon (S'asarika). Lord of Laksmi (Laksmzkanta)
t.e., Vispu. Narada is the musician Rsi, along with Tumburu.

57. these Rsis had the vision of (the Svaras)
beginning with Sadja. Tumburu (had the vision of)
Dha and Ni. Fire, Brahma and Sarasvati, Siva,
Vispuw and Ganesa,

Fire (Vahni).

58 the Sun—these are spoken of ag the Deities
of Sadja etc. In the order (of the seven Svaras),
Anustup, Gayatri, Tristup, and then Brhat,

59. Pankti, Uspik and jagats ; these they speak

~of as the Metres for Sz etc. Sa and Ri must be used

in Vira, Adbhuta (and) Raudra; Dha in Bibhatsa
and Bhayanaka ; Ga and Ni in karuna Madhyama

‘and Paficama in Hasya and Sragara.

Eight Rasas are given in which the séven Svara
: s are to be
employed. The table on p. 64 will make these distributions clear.




Metre Rasa

Deity

Place of origin Rsi

Colour

Svara Dynasty Caste
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IV. GRAMA, MURCHANA, TANA, ETC.

a o o
m @ & 8 g
¥ e i | o » . s .
e e e T e S 1. Grama is the collection of Svaras, which forms
et y - - - 5
25 8 mg S g ¥ the basis for the Marchana etc. Two of them exist in
fie| M 103 0 % o f
58 X T Q@ v this world. There the first is Sadja Grama.
e [
Gl Grama 1s a complete collection of such Svaras which are
Lm..m ) m...m. 2 e taken up in Miurchana etc. Thus the three Svaras, namely,
=hin w =8 o o Udatta, Anudatta and Svarita of the Rgveda are not included in
<0 jis jsalia ] = the Grama. Within a grade of twenty two Swutis, there are
2 S'uddha and Vikrta Svaras. There are three such grades, namely,
18 = 3 Mandra, Madhya and Tara. A Grama consists of all these
" ._mu o s & Svaras., Murchana etc., means Murchana, Krama, Tana, Varna,
=i & .m & k=t = Alankara, Jati etc., which will be explained presently. There
M ﬁm N> O n are three Gramas, only two of which are current in this world.
. LS S 2. The second is Madhyama Grama. Their
g g 3% =2 e definition is (now) given. It is (called) Sadja Grama
o8 & 28 & 2 8 R
=S = =z 4 & when Pa#icama is placed in its fourth Sruts.
M @ 3. When this (Paficama) is placed in the (Srutz)
S g . next (below) its last, it is accepted as Madhyama
B > | & g ) P yai
Ed '3 mm @ o Grama. Or, Dha has three Srutis in Sadja (Grama) ;
B S - 1 but in Madhyama, it has fcur Srutis.
«
3 & < = m The allocation of 4, 3, 2, 4, 4, 3 and 2 for the seven Svaras is
m.ﬁm = mkr & w according to the Sadja Grama. Here, Pa is on the 17th S'ruti,
A& ¢ SR e i.e., on the fourth Swuti after Ma. If Pa is shifted down by one
Sruti, then we get the Madhyama Grama. In this, Dha will be on
the fourth Sruti from Pa, instead of on the third in the Sadja
ga iR 8 = ;
Fraietel a g = @ Gramaa.
SRR T S
- o et o ot 1 . :
S () i 4. H.m Gandhara takes up one S'ruti each qu R:
- . - s and Ma, if Dha (takes up) one S7ruti of Pa, but Nisada
Mwm.. M MW. &z m (takes up) one S7uti of Dha and one Sruti of Sa,
all » 5. then the sage Narada calls it Gandhara
i & A i Grama. This Grama is current in the Heaven, not on
& = ,
the earth.

5
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- Sruti, then we get the Madhyama Grama. In this, Dha will be on
i o & the fourth Sruti from Pa, instead of on the third in the Sadja
= @ g ‘B e o Grama. |
£ o = o B .
£ = T8 @ = ‘
g% 5 m@| M < 4. 1f Gandhara takes up one Srutz each of Rz | ‘ |
" " L g and Ma, if Dha (takes up) one Srut: of Pa, but Nisada ‘
A2 o O o] o = = y : : ’ . _
S S . Ee e 1 (takes up) one Sruti of Dha and one Sm.n of Sa,
8 2 5 then the sage Narada calls it Gandhara
o 8 oa & = 1 i 1 I
s2. 8 =8 4 o Grama. This IGm’ma is current in the Heaven, not on |
the earth. | . (}
2
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The Gandhara Grama is not current in this world. It is
only in Heaven. It is formed from the Sadja Grama as explained
in the verse. Itis as follows:

& |
14, 15, 16, 17; 18, 19, 2
_us o

v =
A

) Ll

g O

7 8,95 10, 13, 12, 1
a

o
a
B 0: 2
= 6]

z
22

*3a

Snal 1,

! 5
&

Sa
Ma ™ Ma

Ga must take up one Sruti from Ri (i.c., the 7th) and one from Ma
(i.e., the 10th); Dha must take up one Swuti from Pa (i.c., the
17th); Ni must take up one Sruti from Dha (i.e., the 20th) and
one from Sa (i.e., the 1st) ; this is called Gandhara Grama. It is
represented below the line, while the Svaras above the line repre-
sent Sadja Grama. This Gandhara Grama is mentioned by
Narada. It is not in Bharata.

6. Sadja is the principal, since it is the first
{(Svara), similarly because it has more ministers. But
Madhyama is the first in the Grama in so far as it has
no fall.

Here the reason for calling the three Gramas by these three
Svarasis given. Sa isthe first Svara and hence it is the chief Svara.
Further it has more ministers than the others. It has already been
said that a Semwadi or concordant Svara is like a minister (iii-51).
So minister means concordant Svara. For Sadja both Madhyainae
and Paficama are concordant, while for others there is only one
concordant Svara (see the chart under iii-51). Ma has the impor-
tance in so far as in S@dava (six-Svara) and Auduva (five-Svara)
Tanas (to be explained just below) Ma is not dropped in getting
at the six or five Svaras for those Tanas. In Sadava, it is Sa,
Ri, Ga and Ni in the Sadja Grama and Sa, R: and Ga in the
Madhyama Grama that are dropped. In Auduva, it is Sa-Pa,
Ga-Ni and Ri-Pa in the Sadje Grama and Ri-Dha and Ga-Ni
in the Madhyama Grama that are dropped (27 to 30 below). Thus
Ma is not dropped. All the others are dropped.

7. 1In so far as it is born in the same family as
these two, Gandhara also is the first (in a Grama) in
the Heaven. In the three Gramas, the Deities respec-
tively are Brakhma, Visnu and Mahesvara. '
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$c?§ja, Gandhara and Madhyama are born .of the family
of gods (iii-52).

8. They are to be sung respectively in the Hem-
anta, Grisma and Varsa (seasons), also in the fore-
noon hours, at noon and in the afternoon (respectively),
by those who desire progress.

: Hemanta: cold season. Grisma: hot season. Varsa:
rainy season. :

9. The (recitation in) the agcending and (in) the
descending order of the seven Svaras is called Murchana.
These (Mmrchanas) are seven in each of the two
Gramas.

If seven successive Svaras are taken up and sung in the as-
cending and in the descending order, it is called a Marchana. It
must be noted that the Svaras exist in three grades, namely,
Mandra, Madhye and Tatra. It is possible to start in one
grade and proceed to another grade. These Murchan@s can be
seven in Sadja and seven in Madhyama Grama.

10. But in the Sadja (Grama), the first (of these
seven Marchanas) is Utlaramandra, (then) Rajani and
Uttarayata, Suddhasadja, Matsarvikrt, Asvakrania
(and) Abhirudgata. -

11. Butin the Madhyama (Grama), they shall be
Sauviri, Haripasva, after that shall be Kalopanata,
Suddhamadhya, Margi and Pauravi

-12. and Hrsyaka. Then, on the other hand, their
definition is dealt with. The first Muarchana is started
with, Sadja abiding in the Madhya-Sthana.

- 13. The other six Marchanas (are to be effected)

" with Nzgada and others abiding in the lower (grade) in

regular order. - Sauvirz Murchana shall start beginning
with Madhyama of the Madhya-Sthana.

T
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14. But the remaining six shall start with the
Svaras that come just below it and still below. Others
understand the Rajani etc. (as starting) with N etc.
taking the place of Sadja etc.,

15. (and) Haripasva etc., (as starting) with Ga
etc., taking the place of Madhyama. (In these cases)
Sadja etc. and Madhyama etc. must be moved upwards
in regular succession. ’

If 1 to 7 represent the seven Svaras in the Mandra grade,
8 to 14 the seven Svaras in the Madhya grade and 15 to 21
the seven Svaras of the Tara grade, the following will be the seven
M#rchanas in the Sadja Grima.

(The nomenclature of Narada, given in stanzas 23 ff, are:
noted as the second and the Deities given in stanzas 20 ff are noted
in brackets below.)

8 O S e g 3 A4
Sa Ri Ga Ma Pa Dha Ni Uttaramandra, Uttaravarga
' ; (Yaksas)

7 8 X ST B S

Ni Sa Ri Ga Ma Pa Dha Rajani, Abhirudgata

' (Raksas)
6 PO 10 kL g
Dha Ni Sa Ri Ga Ma Pa Uttarayata, Asvakranta
(Narada)
5 6 7 8 9 10 11
Pa Dha Ni Sa Ri Ga Ma Suddhasadja, Sauviri
(Brahma)
4 5 (538 8 G 11510
Ma Pa Dha Ni Sa Ri Ga Matsarikrt, Higyaka
(Nagas)
301 s L6 Tl 8 19
Ga Ma Pa Dha Ni Sa Ri Advakranta, Uttarayata
(As'vins)

2 3 A AIRRAL LT VIR

Ri Ga Ma Pa Dha Ni Sa Abhirudgata, Rajani
(Varuna

Here the first Murchana started from Sa of the Madhya

grade and then the next lower Svara (the Ni of the Mandra grade)

was taken up. Thus all the seven are given in regular order.
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The following will be the seven M#rchands in the Madh-
yama Grama :

11 12 13 14 15 16 17
Ma Pa Dha Ni Sa Ri Ga Sauviri, Apyayani
. (Brahma)

10 11 12 13 14 15 16

Ga Ma Pa Dha Ni Sa Ri Haripag'va, Vig'va-
krta (Indra)

+ 9 10° 11 12 I3 14 15

Ri Ga Ma Pa Dha Ni Sa Kalopanati, Candra
(Vayu) ;

8 9 10 11 12 13 14

Sa Ri Ga Ma Pa Dha Ni Yuddhamadhya

Hema (Gandharvas)

7_ 8 9 10 11 12 13
Ni Sa Ri Ga Ma Pa Dha Margi, Kapardini
(Siddhas)

6 7 8 9 10 11 12
Dha Ni Sa Ri Ga Ma' Pa Pauravi Maitri
(Druhina)

5 6 7 8 g gose Nt )
Pa Dha Ni 53 Ri Ga Ma Hrsyaka, Candras
; masi (Sun)

In the alternative view given in verses 14 and 15, there is no
difference in effect. Instead of starting with N¢ etc., for the second
Murchan@, etc., we should start with S in all Mirchants and
give N1 etc., in the place of Sg etc., in the seven Mirchanas. The
same should be done for the Mirchanas in the Madhyama Grama.
If Ni takes the place of Sa, then Sa will go one Svara upwards.
The seven Miirchanas in the alternative view will be :

8 9 10 11 12 13 1
Saii R Ga Ma Pa Dha Ni

9 10 11 12 13 14 15
¥ Sa Ri Ga Ma Pa Dha Ni

10 11 12 13 14 5 16
Sa Ri Ga Ma . Pa Dha Ni

il “ 12 13 14 15 16 17
Sa Ri Ga Ma Pa DPha Ni
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12 13 14 15 16 17 18
Sa Ri Ga Ma Pa Dha Ni

13 14 15 16 17 18 19
Sa Ri Ga Ma Pa Dha Ni

14 15 16 17 13 19 20
Sa Ri Ga Ma Pa D_ha Ni

" According to this view, a Murchané@ is always from Sa to Ni.
The difference is due to the difference in the position of the Se with

which the Muirchana starts. There is another difference. In the -

first view, the starting point in the various Miirchanas was one
Svara below the previous, while here, it is one Svara above the

previous one.

16. They are separately of four varieties, namely,
Suddha, similarly intermixed with Kakalz, associated
with Amntara, united with these two: thus they are

spoken of as fifty six.

There are seven Mirchanas in each of the two Gramas.
Thus there are fourteen Muirchands. Each of them can be of four
kinds and, as such, there are fifty six Mfirchanas. The terms
Ka@kali etc., are explained in the next verse.

17. If Nisada takes over two Srutis of Sadja,
then that Svara is Kakali; but if Gandhara (so takes
the two Srutis) of Madhyama, (that Svara) is Antara.

Nisada is fixed on the 22nd Sruts. If it is raised by two
S'rutis, ie., if it is fixed on the 24th Srutis, or rather on the 2nd
Sruti of the grade just above, it is called Ka@kalz Ni. Similarly,
Gandhara is fixed on the 9th Swuti. If itis fixed on the 11th
S'ruii, then it is called Antara Ga.

Now taking the position of the seven Svaras as 4, 7, 9, 13,
17, 20 and 22, there is one Murchana. 1f the Niisin 2 (i.e. 24)
then .there is another Miurchana as 4, 7, 9, 13, 17, 20 and 2 (24).
If Ga isin 11, then there is a third, as 4, 7, 11, 13, 17, 20, 22. If
both these changes are effected there is a fourth, as 4, 7, 11, 13,
17, 20, 2 (24). They will be represented as : \
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12 13 14 15 16 17 18
Sa Ri Ga Ma Pa Dha Ni

13 14 15 16 T s 19
Sa Ri Ga Ma Pa Dha Ni

14 15 16 17 18 19 . 20
Sa Ri Ga Ma Pa Dha Ni

" According to this view, a Murchana is always from Sa to Ni.
The difference is due to the difference in the position of the Sz with
which the Murchana starts. There is another difference. 1In the
first view, the starting point in the various Murchanas was one
Svara below the previous, while here, it is one Svara above the

previous one.

16. They are separately of four varieties, namely,
Suddha, similarly intermixed with Kakals, associated
with Amfara, united with these two: thus they are
spoken of as fifty six.

There are seven Miirchanas in each of the two Gramas.
Thus there are fourteen Murchands. FEach of them can be of four
kinds and, as such, there are fifty six Murchanas. The terms
Kakalz etc., are explained in the next verse.

17. 1f Nisada takes over two Srutis of Sadja,
then that Svara is Kakali; but if Gandhara (so takes
the two S'rutis) of Madhyama, (that Svara) is Antara.

Nisada is fixed on the 22nd Sruti. If it is raised by two
Srutis, i.e., if it is fixed on the 24th Srutis, or rather on the 2nd
Sruti of the grade just above, it is called Kakali Ni. Similarly,
Gandhara is fixed on the 9th Sruti. If itis fixed on the 11th
S'ruti, then it is called Antara Ga.

Now taking the position of the seven Svaras as 4, 7, 9, 13,
17, 20 and 22, there is one Marchana. If the N7 isin 2 (i.e. 24)
then .there is another Murchana as 4, 7,9, 13, 17, 20 and 2 (24).
If Ga isin 11, then there is a third, as 4, 7, 11, 13, 17, 20, 22. 1If
both these changes are effected there is a fourth, as 4, 7, 11, 13,
17, 20, 2 (24). They will be represented as \
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Similarly there will be four different kinds of Marchanas
for each of the fourteen. In the Madhyama Grama, Pa will be
at 16 and not at 17.

18. In respect of the two Gramas, if in a parti-
cular Marchana, Sadja and Madhyama occupy a parti-
cular position in order, the number of that position is
the number of the Marchana (within the seven Marcha-
nas of that Grama). Thus is described by Niswanka.

Looking at the Sadja Grama Murchana in the chart under
verse 15, it will be found that Sa is the first in the first Marchana,
second in the second Murchana and so on. Similarly, in the
Madhyama Grama Murchan@s, Ma is the first in the first M7ir-
chana, second in the second Miirchna, and so on. This is what is
said here. Nis'danka is the Title given to Sarrigadeva; it means
doubt-free. -

19. Each one (of these fifty six Murchanas) is of
seven kinds, by starting on the first and the other
Svaras. In these (Murchanas), after singing the last
(and highest) Svaras, the ones before (i.e., lower ones)
should be sung, in the regular order.

In the chart under verse 15, each M#rchana consists of the
ascending and descending order, though only the ascending order
was given. The descending order is understood. Thus the first
should really be given as :

oIt S 1 L 7 < SRR Sy [ et e O P 1 e
Sa Ri Ga Ma Pa Dha Ni Ni Dha Pa Ma Ga Ri Sa

Each of the fifty six varieties must be represented in this way. In
each of them, there can be seven varieties. Take the first ; here
first there is the ascending order as:

8 9 10 11 12 13 14

Sa Ri Ga Ma Pa Dha Ni
Then the next will be:

14 8 9 10 11 12 13

Ni Sa Ri Ga Ma oy Dha

13 14 8 9 10 11 12

Dha Ni Sa Ri Ga Ma Pa
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12 13 14 8 9 10 11
Pa Dha Ni Sa Ri Ga Ma
11 12 13 14 8 9 10
Ma Pa Dha Ni Sa » Ri Ga
10 11 12 13 14 8 9

Ga Ma Pa Dha Ni Sa: " Ri
9 10 11 12 13 14 8

Ri Ga Ma Pa Dha Ni Sa

“These seven are called Kramas (order). Here there is only the
ascending order. Further all the seven Kramas under a Mirchana
are within the same Srutis, ie., the Srutis contained in the
Svaras § to 14. When the Mirchana changes, the S'rutis will be
what is contained in the Svaras 7 to 13. In the fifty six Murchanas
the order is always the ascending one. Here in Krama, when the
highest is reached, one turns to the lowest and rises again. Itisa
Murchan@ only in so far there is an order, though it is not always
4an ascending one.

20. These (Marchanas) are (called) Kramas. Of
them, the (total) number is three hundred and ninety
two.  Yaksas, Raksas, Narada, Brahma, Nagas,
Asvins and Varuna :

‘ _ When each of the fifty six Murchanas have seven Kramas
in this way, the total number of Kramas is 392. Yaksas and
Raksas are semi-celestia) beings. Narada is the musician Sage.

Brahma is one of the Hindu Trinity. Nagas are snake-gods.
Aswins and Varuna are gods. :

21. in the Sadja Grama these are the Deities
respectively.  Brahma, Indra, Vayw, Gandharvas Sud-
dkag, Druhina and Sun :

Indra is the Ruler of the Heaven. Vayu is a god.
Gandharvas and Siddhas are semi-celestial beings. Driuhina is
Brahing.

22. these are in order, the Deities of the Marcha-
nas of the Madhyama Grama. For them other names
have been given by the sage Narada.
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23. In the Sadja Grama the first Murchana is
Uttaravarna ; Abhirudgata, Asvakranta and Sauviri,
Hrsyaka and Ultarayata,

24. Rajami: thus
Marchanas belonging to the Seers.
krta, Candra, Hema, Kapardini,

25. Maitri, Candramasi, these are the Murchanas
“in the Madhyama (Grama) belonging to the Pitys.
Nanda, Visala, Sumukhi, Citra, Citravati, Sukha,

26. and Alapa: thus are the seven Maurchanas in
the Gandhara Grama. And these are to be employed
in the Heaven. Therefore, they are not dealt with
(here) in particular.

are enumerated the seven

These alternate names and the deities are noted under
verse 15. According to Narada, the Sadja Grama Murchanas
belong to the Seers (Rsis) and thosce in the Madhyama Grama to
the Pitys (the dead anscestors). -

27. The Tanas are Suddha Murchanas converted
into Sadavas and Auduvas; when Sa, Ri, Pa and the
seventh are taken away from the seven (Marchanas)
" of the Sa&ja (Grama), in order

Sadava (six-Svara combination) in which one of the seven
is dropped. Auduva (five-Svara combination) in which two
Svaras are dropped. Miurchanas were divided as Suddha etc.,
(verse 16 above). If in a Suddha Mirchana, only six Svaras or
if only five Svaras are taken up; it is called a Suddha fana.
The text must be taken to mean that a Suddha Tana is a Suddha
Marchang. Seventh (Ni).

28. then there are twenty eight Tanas. When,

Sa, Ri and Ga are taken away from the seven Miurcha-
nas of the Madhyama Grama in order, then there are
twenty one (T'anas):

Apyayani, Visva- .

MURCHANZA, TANA]

When Sa is taken away
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» we get the following seven Sadava

Tanas :
8 9 10 11 12 1
(Sa) Ri Ga Ma Pa lea Ii;t
7_ 8 g 10 11 12 13
Ni (Sa) Ri Ga Ma Pa Dha
6 '7‘ 8 9 10 11 12
Dha Ni (Sa) Ri Ga Ma Pa
5 6 7 8 9 10 11
Pa Dha Ni (Sa) Ri Ga Ma
4 5 6 7 8 9 10
Ma Pa Dha Ni (Sa) Ri Ga
3 4 5 6 7 8 9
(323 M;; P4a Dha Ni (Sa) Ri
' A 6 7
Ri Ga Ma Pa Dha Ni {883)

It is true that the first and the seventh *
_ is a ; ar Ri Ga Ma Pa D}
g; Bu:} lnSthe ﬁrs?t, they are the Svaras 9 to 14 while in the Iaf:i
y are the Svaras 2 to 7. The difference is i Iy
Madhya and Mandra. PR sl

Thik tlareians 75 Snpis P o RoE R P2 sl s
g{d(gf::o‘g;zm;%n(izamghare dropped Sa, Ri and Ga : t_hen we get 21
Sadav : us there are on the whole 49 Stadava Tanas. .
29. In the two (Gramas), these are accepted as.
the forty nine Sadava (Tanas): If Sa and Pa, the two.
bi-S7uti (Svaras), and Ri and Pa are removed, from
the seven, .
30, 31. in the Sadja Grama there are separately
twenty one -Auduva Tanas. But when from these-
(seven) in the Madhyama Grama are removed R; and
Dha, and the two bi-Sruti (Svaras), there are just

fourtéen. They together form thirty five. All the-

Sadavas and Auduvas taken together form eighty four..

Similarly in Auduva (five-Svara), there are 21 ; adj

_ - A | n the Sadja
Gram(_z and 14 in the Madhyama Grama, making up j;'gg
the whole. ‘The final Total of Tanas is 49-+35=84. The two:-
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"bi-Sruti Svaras are Ga and Ni, since they have only two Srutis.
If Sa and Pa are taken away in the Sadja Grama, the following
«will be the seven Auduva Tanas:

& 9 10 TR A 13 14
(Sa) Ri Ga Ma (Pa) Dha Ni
7 T 9 10 11 12 13
Ni (Sa) Ri Ga Ma (Pa) Dba
6 7 8 9 10 11 12
‘Dha Ni (Sa) Ri Ga Ma (Pa)
5 6 7 8 9 10 11
(Pa) Dha Ni (Sa) Ri Ga Ma
4 5 6 F 8 9 10
Ma (Pa) Dha Ni (Sa) Ri Ga
3 4 5 6 7 8 g
Ga Ma (Pa) Dha Ni (Sa) Ri
2 3 s 5 6 7 8
Ri Ga Ma (Pa) Dha Ni (Sa)

Here also, the first and the last have the form Ri Ga Ma
‘Dha Ni: similarly the third and the fourth have the form Dka Ni
Ri Ga Ma. Yet the Svaras belong to different grades (Mandra
and Madhya). The Tanas, when other two-Svaras are dropped,
smust be computed similarly. These eighty four are called Suddha
Tanas.

32. Mmrchanas both complete and incomplete,
‘having the Svaras sung without any definite order
becomé Kutatanas. We give their number.

A Mirchana is complete when all the seven Svaras are
taken up at the same time. When only six or five or four or three
or two or one are taken up, the M#rchan@ is incomplete. 'It is true
that when only one Svara is taken up, there is no Mirchana or
-singing in a regular order. The point will be dealt with presently.
If the Svaras are sung only in the ascending order, we had Suddha
Tanas. 1f they are sung in all possible combinations with no
.order, we get Kiita Tanas. '

33. Bat the complete Kutatanas are five thousand
and forty, in each one of the Murchanas, along with
the Kramas.

For each of the fifty six Marchanas (with seven Kramas
for each, f.e., 392 on the whole) there can be 5040 Kita Tanas

-when all the seven Svaras are taken at the same time.

MURCHANZA, TANA]

34.  The complete (Tanas) in the fifty six Marcha-
nas taken together will be two lakhs eighty two:

thousand two hundred
35. and forty, when numbered. Then we enume-
rate the incomplete (Tgnas). If one and then one

more at the end are removed, there are six varieties.

namely, six-Svara etc.
36. Although the mono-Svara has no sub-divi-

sions, it is enumerated for the sake of Nasta etc.
Kramas are (also) included, although they have no

Kitatanas, since they are of use in them (i.e., the
Kiutatanas). '

Miirchanas by dl:opping one, two etc. The purpose of including
thp mono-Svam is for the sake of Nasta and Uddista to be dealt
with later in this section (see verses 66 ff. below). In calculating
the Kitta TaGnas, Krama is also of use (see verse 62 below).

37. But, there are seven hundred and twenty
(Kutatanas) for Sadavas. But, one hundred and.
twenty are accepted for Auduvas.

38. There are twenty four enumerated for four-
Svaras Kitas i.e., (Katatanas). There are six three-
Svara (Kutatanas). Bi-Svara (Kutatanas) are two. But
mono-Svara (Kutatana) is accepted as one.

39. Arcika and Gathika, then Samaika, then
Svarantara : these are the names of the four Tanas.
with one Svara etc.

The table for the Kiita Tanas will be

No. of Svaras Number of Kita Tanas Name
1 1 Arcika

2 : 2 Gathika

CHAPTER 1. SVARA i
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No. of Svaras Number of Ktuita Tanas Name
\ 3 =5 Samika
4 24 Svarantara
5 120 Auduva
6 720 Sadava
i 5040 Purpa

7 i i i@ Grama, Sa
take the S'wuddha Murchcz;ﬁ%z in the $ag£__m , Sa
}i?fz' “gla ?ii;: Prr.eDhEi Ni, we get the above Krta Tanas as follows :

king the first Svara alone, we get Sa (1). If we take the
first thaévaias, we get Sa-Ri and Ri-Sa (2). If we take the‘ﬁés:.t
three Svaras we get Sa-Ri-Ga Ri-Sa-Ga Ga-Sa-Ri Sa-Gci-Rz fz—
‘Ga-Sa Ga-Ri-Sa (6). Similarly we get 24, 120 and 720 Tcmcis or
four, five and six Svaras. For seven Svaras we get 5040 T'a@nas.

We will get the same numbers if we take the next Suddha
Marchana in the Sadja Grama Ni Sa Ri Ga Ma Pa Dha.

40. Four kinds divided as Swddha etc. have been
given with N7 and Ga retained. The primary Krfzmas
are accepted as of two kinds when one or the other of

these two (namely, N7 and Ga) are removed.

6, four kinds of Miurchanas have“bee_n given,
as Suc}éﬁzﬁr‘y‘zﬁii %{akah’,” “ with Awntara” ‘a_md with l?o_th
Kgkalt and Antara.” There is Kakali when Nz is 24th S';utz g}~
stead of in the 22nd of the Suddha and there is Autara w e% a
is in the 11th Srut#i instead of in the‘?th'lof the S’udg‘f{m. };;il&,
this division into * with Kakalz ' and _thh Aafzta.-ra 1sgp_0351 e
only when there are Ga and Ni. It is only in thos_e S ada;;c;;
where Ni and Ge are not dropped that there can _be_ this foug ol
division, since N7 and Ga are n_eegle(_:l _for this variation. If Ga 12
dropped, there can be only two dmsmrfs, namely, Suddha ?.n
“ with Kakalz”. When Ni is dropped :hﬁre can be only two
divisions, namely, Spdda and * with Antara .

41. There are two beginning with Sadja and two
beginning with Madhyama ; (thus) four (of them). will
be of two kinds each. Other ten are of four kinds.
Thus these Kramas are forty eight.

] Here the specific cases are enumerated where the Sadavas

will have four divisions and where they will have only two divisions.
“There are fourteen Murchan@s given under verse 15. If the las;

L
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Svara is dropped in each one of them we get fourteen S@davas.
The first Maurchana in the Sadja Grama and the fifth in the
Madhyama Grama start witn Sa, and for them the last is N7, If
this N7 is dropped in the case of these two, they can have only two
divisions, namely, Suddha and “with Antara”. Similarly, the
fifth in the Sadjac Grama and the first in the Madhyama Grama
start with Ma and the last is Ga in them. If this Ga is dropped,
these two can have only two cﬁvisicns, namely, Suddha and ““with
Kakali”, These are the four Murchanas where N¢ and Ga come
at the end, and, as such, are dropped in S@dava. In the case of
the other ten, there are four divisons. Thus the Total number of
Sadava Kramas is forty eight (4 X 2 = 8; 10 X 4 = 40; total
48). For the term Krama see under verse 19,

42. The seven hundred and twenty enumerated
before, when multiplied by (the number of) Kramas will
give thirty four thousand five hundred and sixty.

“ Enumerated above” in verse 37. The total is 34,560
(7.e., 720 X48).

43. Thus shall be the number of Sadavas. Then
I enumerate the five-Svaras. Two with Ga in the
beginning, two with Dha in the beginning, two with

Nisada in the beginning: thus the four kinds of
Auduvas are six. '

The two beginning with Ga are the 6th in Sadja Grama
and 2nd in Madhyama Grama. Here when the last two are
dropped, uneither Ni nor Ga is dropped. Similarly the two begin-
ning with Dhag are the 3rd in Sadja Grama and the 6th in the
Madhyama Grama, where also neither Ni nor Ga is dropped when
the last two are dropped. In the same way, N7 in the beginning is
in the 2nd in Sddja Grama and in the 5th in Madhyama Grama.
Here too, neither Ni nor Ga is dropped when the final two are
dropped. So these six have four divisions, In the case of others,
either Ga or Ni¢ appears as the final or as the peaultimate and as
such aré dropped when for Auduva, the last two are dropped.

44, 45. The other eight are of two kinds. In this
way these Kramas are forty. And when one hundred
and twenty is multiplied by them (i.e., their number,
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namely, forty), there will be four thousand eight
hundred. This is the number for five-Svaras. In the
four-Svaras, there are two with Nz in the beginning,
divided into four kinds. There are twelve further

46. Kramas, divided into two. Thus there are
thirty two. When multiplied by twenty four, the

number of four-Svaras will be seven hundred and

sixty eight.

There are 40 Auduva Kramas (6 X 4 = 24; 8 X 2 — 16:
total 40). The total of Auduvas is 4800. When three Svaras
at the end are dropped to get four-Svaras, there are only the two
Miirchant@s with N7 in the beginning where neither Ni nor Ga is
included in these three Swaras so dropped. They are the 2nd in
the Sadja Grama and the 5th in the Madhyama Grama. They
have thus four divisions. The other twelve have only two divisions.

There are thus 32 (2 X 4 = ; 12 X 2 = 243 to total 32).
The total four-Svara Kramas will be 32 X 24 — 768.

47. But in the three-Svaras, two with Ma in the
beginning have no sub-divisions. The other twelve are:
(each) of two kinds. Thus there are twenty six Kramas.
If these six are multiplied by six, |

48. it will be one hundred and fifty six. Again,
in bi-Svaras, the eight with Ri, Ga, Dha and Nz in the
beginning (respectively) are (each) of two kinds. The
Kramas other than these are Suddhas.

‘When only three Svaras are taken, i.e., when the last four
Svaras are dropped, in all cases either Nz or Ga is dropped, except
in the two cases where Ma is in the beginning, i.e., 5th in Sadja
Grama and lst in Madhyama Grama, where both N7 and Ga are
dropped. Thus there is no case where four divisions are possible..
There are two cases where only Suddha is possible. Thus there
are 26 (2 X 1=2; 12 X 2 = 24 total 26).

The final total for three-Svaras is 156 (26 X 6). When
only two Swvaras are taken 7.e., when the last five Svaras are

1
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dropped, in all cases either Ni or Ga is dropped, except in six cases,
where bot‘h are dropped. These six cases are 1st in Sadja Grama
and_ 4th in Madhyama Grama (beginning with Sa), 5th in Sadja
Gmn_ua ancl. Ist in Madhyama Grama (beginning with Ma) and
‘4th in Sadje Grama and 7th in Madhyama Grama (beginning

with Pa)." ?‘hese four have no division possible. The other ten
have two divisions.

49. But these twenty two, muitiplied by two
become forty four. But the mono-Svaras, having no
sub-divisions, have only the original fourteen (varieties).

Thus there are 22. The final total is 44 (22 X 2). When
only one Svara is taken, no such division into *“ with Kakalz ” etc.
is possible. The grand total now is 3,22,582 as follows :

Total for 7 Svaras 2,82,240 (verse 34)
LE] 6 1) 34’:560 ( I 42)
a3 [0 COE 4,800 (s 45)
» AR 768 (, 46)
EE ] 3 1 156 ( 1 4-8)
1 12 11 44 ( i3 ] 49}
1 2 14, ( 3] 49)

Total 3,22,582

50. For the Swuddhamadhya, which begins with
Sadja, without the Pa that brings about the divisions,
there are enumerated forty eight varieties (as repeti-
tions) in the pair of Kramas with four Svaras.

: Thls number, 3,22,582, is given as the theoretical total. But
in re_ahty, the number is less., since some of these Tanas are
identical. In the following verses, such repeated Tanas (two
Tanas being identical) are enumerated. In the four-Svara groups
there are forty eight that are repetitions. '

51,52 & 53. These Tanas of the two Three-Svaras
are twelve. There are two in bi-Svaras. Mono-Svara

is (only) one. These sixty three, by the side of the
6 .
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Tanas belonging to Uttaramandra are af:cepted 35
repetitions. Again Margi Kramas, with Nz etc. '..vhich
are four with five Svaras are four hundred and elghty_.
What belong to the four-Svaras are ninety six. In the
pair of three-Svaras, there are twelve. There are four

in the pair of bi-Svaras. ‘ ‘

54. Mono-Svara Tana is (just) one. The five
hundred and ninety three of them, are not different
from the Tanas found in Rajani.

dhamadhy@, which begins with Sadja is the 4_th in
the Mf{';;iama Grg:j:’a‘ The only difference l:ietween Sadja ﬁnd
Madhyama Gr@ma is in the number of Srutis for Pa. W 1ten
Pg is eliminated, the difference betw_een ;hg two Gramas 1s also
eliminated, When Pa as the fifth is eliminated, then for the
remaining 6 Svaras, there will be 2‘!- Kramas each for the é uddha
and “with Antara”. These 48 in the Madhyama Grama are
identical with the corresponding 48 in the Sadja Grama. When 7
Svaras, 6 Svaras or 5 Svaras are taken, then Pa is there, and
the difference between the two Gramas exists. Since Pa is the
5th, it is only when the final;3, 4, 5 or 6 Svaras are rgmoved that
the identity comes in. In the case of 4- Svaras (i.e., when 3
Svaras are removed) there are 48 repetitions. In F‘ne case of 3
Svaras (i.e., when 4 Svaras are takgn e_tway) there,?vlll be 6 com-
binations each for Suddha and for = with Ant_a-m . 'I‘l_lus ther.e
are 12 combinations. In the case of 2 Svaras (z.q, whnen 5 Svaras
are removed) Ga is also removed a‘nd_ the difference between
Suddha and * with Antara” is also eliminated, and there are only
2 combinations. When only 1 Svara is ‘ta.ke_;‘l, there is only 1
combination. On the whole, these combmatmng n the Madf_zgiar;%a
Grama are also identical with the corresponding Com'(:lna.tl()l-li in
the Sadja Grama. There are on the whole 48+12--2+1=63

Tepetitions.

Margs is the fifth in the Madhyama ‘G*rﬁma (see under
verse 15) and begins with Ni¢. Here when 5 Svaras are taken in
the beginning, P& and Dha at the end are dropped, and smce_Pa is
dropped, the difference between Sadja and Mc_zdkqua Grama is
also eliminated. Here since both gcr ‘and Nt are n}’cluded,“thgre
are Suddhas, ““with Kakalis”, =~ with Antaras” and "' with
Kakalt and Awntagras”™. For a ﬁve-Svrzrfa group, there are 120
combinations, and this in four varieties just noted come to 480
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combinations. When 4 Svaras are taken, then also, Ni and Ge
are included and there are the four varieties possible. Each will
have 24 and there are 96 on the whole. When only 3 Svaras are
taken, Ga goes and there are only 2 varieties, Suddha and * with
Kakalr”. There are 6 combinations in each, the total being 12.
These two varieties continue even in bi-Svara combination, since
Ni continues. There are thus two combinations in each, and there
are 4 on the whole. There is only one combination in mono-Svara.
The total is 480-+96-+12-+4+1=593. These are repetitions of
-corresponding combinations in the Rajanz which is the second in
the Sadja Grama.

55. But, for Pauravi, with Dhaivata in the begin-
ning, there are four six-Svara Kramas. Their Tanas
are accepted as twenty eight hundred and eighty.
~ 56. For the four Auduvas, the number has been
given already. The two with four Svaras, the two
with three Svaras, the two bi-Svaras (and) the mono-
Svara have their numbers already given.

57. These thirty four hundred and twenty five
Tanas have the same form as the Tanas belonging to
the Uttarayata.

Pauravi is the 6th in the Madhyama Gréma. When the
final Pa is removed, then the difference between the Gramas is
also eliminated. For this  six-Svara group, there are the four
varieties, since both N7 and Ga are retained. Each six-Svara
group has 720 combinations and the total is 2,880. There will be
four varieties for five-Svara group also, and each has 120 ; the total
is 480 as already said in verses 52, 53. In the four-Svara, three-
Svara, bi-Svara and mono-Svara groups, the varieties are two
each, since Ga goes and the “ with Antara  variety is impossible.
Their numbers as 48, 12, 4 and 1 have already been given in verses
50, 53, 54. The total is 2,880+ 480+ 484+ 12+ 4+ 1==3425. These
are repetitions of the combinations in Uttargyaia which is the
second in the Sadja Grama.

58, 59 & 60. Thus there are four thousand eighty

one Tanas that are repetitions. If (the number of
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Kutatanas) is'reduced by the complete and incomplete
(Tanas) along with the Kramas, this number of
Katatana will be three lakhs, seventeen thousand, nine
hundred and thirty. Here the method of calculating
it is given. The figures beginning with one and
ending with seven should be written one above the
other in order. S

The three totals 63+ 593+ 3425 together come to 4081,
which are repetitions in the Madhyama Grama of what have
already appeared in the Sadja Grama. The complete Kramas are
392 (see verse 34); the six-Svaras are 48 (see verse 42); five-
Svaras are 40 (see verse 45) : four-Svaras are 32 (see verse 46) ;
thre-Svaras are 26 (see verse 48) ; bi-Svaras are 22 (see verse 49) ;
mono-Svaras are 11 (see verse 49). In the mono-Svara, there
are really 14; yet the number is given here as 11, since cases of
Sa, Ni and Dha as mono-Svaras have already been eliminated
(see verses 53ff). The total is 571. If this is added to the 4081,
the total is 4652. The number of Kutatanas was already given as
3225%2 (see verse 49n.). If 4652 be taken away, the remainder is
317930.

Here there is room for a doubt. All the cases of repetitions.
are where Pa is eliminated, and where as such the difference
between the two Gramas is also eliminated. But in all the cases,
Dha remains and in Sadja Grama, Dha has only 3 Srutis, while
in the Madhyama Grama it has four Srutis. Does not the Grama
difference still remain when Dha remains ? The point is this. Dha
has three Srutis or four S#utis only in relation to Pa ; when Pa is
eliminated, Dha is the seventh Sruti from Ma. Its feature as three

Srutis or four S'rutis vanishes along with the disappearance of Pa..

61. If the following and the still following one
among them is multiplied by the previous and the
still previous one, there will result the number for each
of the Marchanas beginning with one, in order.

This is a graphic representation of the number of Tanas
for each Murchana. It is as follows:

»
=

N ES
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No. of Svaras No, of Tanas

1 1
y 2 X 1 2
S A o
4 X b8 24
5 X 24 120
6 X 120 720
7 G T 5068

62. After writing the Krama (of the Svaras) the
previous Svara and the still previous one should be
placed. under what follows. If that is (in the) above
{line), what remain must be given in front.

63. The rest (should be given) behind in the
order of the original sequence. Prastara is of this
nature. There should be seven lines, for each of the
columns beginning with seven and ending with one.

o In the stanzas 62 and the first half of 63, the method of
writing out the Prast@ras is given. Prastara is the actual pre-
sentation of all the combination for a given set of Svaras. The
method can be explained by an example. Suppose that we want
all the combinations of the set Se Ri Ga Ma. First place the
Swaras in the original order :

(1) Sa Ri ‘Ga Ma

_ There is no previous Svara for Sa ; so leave it. R7 has Sa as
previous ; so put Sa under Ri. Then Ga Ma must be given after
that and R¢ must be given previous to it. Then we get :

(22 Ri Sa Ga Ma

* In the next step, see if Sa can be placed under R7 again.
But since Sa has been so placed in the previous line, nothing is to
be done with it. There is no Svara before Sa, to be placed under
Sa. So we take Ga and put Ri under it; put Ma after that and
Sa Ga before it. -We get

(3) Sa Ga Ri Ma
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Then we take Ga, and since R7 has already been given under
it in the previous stage, we give Sa under it, Ri Ma after that and
Ga before it ; we get

(4) Ga Sa Ri Ma

In this way we get the following series ;

(5) Ri Ga Sa Ma (15 Ga Ri Sa Ma
(6) Sa Ri Ma Ga [(16) Ri Sa Ma Ga
G Ma Ri Ga (17) Ma Sa Ri Ga
(8) Ri Ma Sa Ga (18 Ma Ri Sa Ga
(9) Sa Ga Ma Ri (199 Ga Sa Ma Ri

(10)) Sa Ma Ga Ri (200 Ma Sa Ga Ri

(1) Ga Ma Sa Ri (21) Ma Ga Sa Ri

(12) Ri Ga Ma Sa (22) Ga Ri Ma Sa

(13)) Ri Ma Ga Sa (23)  Ma Ri Ga Sa

(14 Ga Ma Ri Sa (24) Ma Ga Ri Sa

As a matter of fact what happens is this. If we take Sa Ri,
there are only Sa-Ri and Ri-Sa. Then we take Ga also. For each
' two-Svara there are similarly two. Thus there must be two with
Ga at the end, transposing only Sa and Ri; two with R7 at the
end, transposing only Sa and Ga; and two with Sa at the end,
transposing only R7 and Ga. In this way we get six. Then if we
take Ma also, there are sixz with Ma at the end, six with Ga the
end, six with R7 at the end and six with Sa at the end ; thus there
are twenty four. If we take Pa also, there are six groups
of such twenty four with each of the six Svaras at the end.
In this way the whole Prast@ra must be computed for each
Miurchana. '

If we start with Ri, then Ri Ga, then Ri Ga Ma and so
on, we get another set., Similarly with Ga and then with Mea ;
and then taking the next one, two, up to six and form similar
combinations.

64. In the first column of the first (line) among
them, should be written (the figure) one, and zero in
the others. In the same should be placed pebbles
corresponding to the number of the T@ana to be ascer-
tained. 1

‘putation by shifting the pebbles from line to line.
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65, 66 & 67. Among the lines thus arranged from
top to bottom, the total of the last numbers in the lines
already formed should be placed, as it is, below the
zero; and that, multiplied by the number (of the
lines) of the column (below it), should be placed
below its own column and still below it. This is
accepted as the Khandamernw. The pebble should be
moved to a lower column by such a number which
represents the number of the last Svara of the
Uddista counted backward from the last Svara of
the original order. This movement of the pebble
should start from the last. The (new) Krama (at
every stage) will be after eliminating (the Svara so)
obtained.

From the second half of stanza 63 to the first half of stanza
66, what is called Khandamern is described. This is a graph to
determine the form of the Svara combination for a particular
numbér in the series and for determining the number in the series
for a particular Svara combination given. These two processes
are respectively called Naste and Uddista. These terms
will be presently explained when they are taken up after this

Khandameru.

The process is as follows: have seven horizontal lines, one
below the other. These lines should be divided into columns, in
such a way that the first line has seven columns, the second has
six and the seventh has only one. Here, in the first line of seven
columns, write the figure 1; putezeros in the other six columns
of this line. If the Tasna to be ascertained has three Svaras,
then put three pebbles, one each in the first three columns of
this line; if it is four then put the four pebbles in the four
columns; and so on. Pebbles are recommended for easy com-
This point

will be explained presently. “The same” in the text means

columns of the same number as the number of Ta@nas to be
ascertained.
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Have the columns as follows :

Sa Ri Ga Ma Pa Dba Ni
| ‘ EE 1 T __[
. g 0 | 0 | 0 ’ 0 0 0 |
o ] |
i1 2 6 24 120 720 |

{ i

1 4 12 = 48 240 1440

18 72 360 2160

96 480 2880
s ) L .f
1

600 3600

4320

This is obtained in the following way. We have to add up
the number of the last column in the previous and in the following

line. Start with the first line of 7 columns. Here there is no line /

following that has been formed. The last number in the previous
(i.e., 1st) line is 1. Put 1 in the last column of the second line.
Add up the last numbers of the two lines that are partly formed.
That will be 1 + 1= 2. Put this 2 in the second column of the
second line. Multiply this by 2 and we get 4; put this 4 in the next
line below. Then add up now the last figures of the three columns,
1+ 1+ $=6. Put this in the third column of the second line.
Multiply this by 2 and put the resulting 12 below it in the third
line ; multiply the 6 by 3 and put the resulting 18 below it in the
still lower line : now add up the finals 1 + 1 + 4 + 18 — 24, Put
this 24 in the 4th column of the second line. Similarly multiply
this by 2 and put the resulting 48 below ; multiply the 24 by 3 and
put tl_w resulting 72 below it; multiply the 24 by 4 and put the
resulting 96 in the column below. That is the last column of the
fifth line. Now, when we have come to a new “ last column i,
add up the finals and put it in the next column of the second line :
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141+ 44 18496 = 120. Repeat the process of multiplving
120 with 2, with 3, 4 and 5 and put the resulting 240, 360, 480
and 600 in the lower columns. We have again a last column.
Now start adding up the finals and we get 1 -+ 14+ 4+ 18+ 96
~+600= 720. Multiply this by 2, 3, 4, 5 and 6 and put the result-

ang 1440, 2160,2880, 3600 and 4320. All the columns are fimished
.and there is no further process, This graph is called a
Khandameru. '

Column (Kostha). Line (Paskti). Pebbles (Lostaka).
Number or Figure (d#nka). Total after adding up (Samyoga).

Zero (Kha or Snya). Kha means sky, which is the symbol for
.zero. Maultiplied by the number (Sastkhyaguna). As it is (eka =
‘one) ; #.e., without multiplying it.

68. By adding up the numbers (in the squares)
where the pebbles are moved, there will be the number

of the Uddista. Select those numbers (in the squares)

which, along with 1 in the original (first line), when

added up, becomes the number of the Nasta ;

69 & 70. put pebblies in (the squares) with (those.
numbers). The number of pebbles must be the same
as the number of Svaras in the Nasta. Count the
number of the squares with the pebbles, below in the

order (from the zero); that number would be the

number of the Svara counted backward from the last
(Svara) of the (original) Krama. The elimination of
the (Svara) obtained etc., is as in the previous case.

The method of Nasta and Uddista is described in the above
stanzas, First Uddista is described. Uddista is the finding out
the number of the Tana of a given form. Since the four-Svara
Tanas for Sa Ri Ga Ma are given above, I take an example relating
torit for illustration. Suppose that we have to find out the number
of the Tana of the form Ma Ga Ri Sa. There are four Svaras ;
so put four pebbles in the first four columns of the first line in the
Khandameru. The last Svara of the Uddis{a is Sa. The original
order is Sa Ri Ga Ma. Here the last is Ma. Counting backward
from Ma to Sa. we get 4. So move the pebble in the fourth column

of the first line downward by 4 lines. It will be in the square
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represented by the number 18, i.e., the last column in t‘pe fourth
line. Then eliminate Saz. Now the last of the Uddista will be Re.
This will be the third from Ma of the original order counted ba(}k-
ward. So move the pebble in the third column of the first line:
downward by three lines and it will be in the square_repgesentegl by
the number 4, i.e., in the last column of the third 11nﬂe.‘ '”lhen-
eliminate Ri. Now Ga is the last of the Uddista. This is the
second from Ma, which is the last of the original order, counted
backward. So move the pebble in the second column dowrn:mrtl by
two lines and it will be in the square represented by 1. When we
ignore Ri also, there is only Sa and as such, nothing remains that
can be called the final of the Uddista. So thefre is no movement 0({
the pebble. Now add up the numbers in the four squares occupie
by Sle pebbles; that will be 18 +~4 -+ 1+ 1 —=24. So Ma Ga
Ri Sa is the 24th T@na, starting from the Krama Sa Ri Ga Mq..
It will be noticed in the Table given above that it is the 24th. T_-hls
method will hold good only when the progression of the Prastara
follows the rule laid down in verses 62 and 63.

Nasta is the method of determining the form of a T@na when:
the number is given. Take as many pebbles as there are Svaras.
in the T@na in question. Put them into as many squares, only one
in a column, so that the total of the numbers in those squares, when
added up, will be the number of the Tana in question. The
number 1 in the first line must always be included ; ¢.e., the squares.
must be selected from the extreme left side. Write out the Svaras
of that number in their original order. - Then take the final column.
(on the right) and count its number from the zero above. Count.
from the last Svara of the original order backward to the same
number and write that Svara. Then eliminate the Svara so
obtained from the original order. Take the next column and count
its number from the zero above; again count the same nurr}be:_r'
backward from the last Svara of the orginal order (after the ehm_l—-
nation) and put the Svara before the previous Svara. Repeat this
counting and elimination of the Svara so obtgmed z_lfter each count-
ing. The Svaras obtained by the calculation will be the form of
the Tana. Suppose it is the form of the 1000th T@na of the
seven-Svaras that is wanted to be ascertained. Inthe Khandameru,
we can ignore all columns where the figures are above 1000. Take:
the column with 720 in the second line.

280. So take 240 in the third line of the sixth column. Now we:

have 40 remaining. So take 24 in the second line of the fifth column,
12 in the third line of the fourth column, 2 in the second line of the
third column and 1 in the second and first lines of the second and
first columns.
720 is the second line below zero.

Thus we have allotted 1000 among the seven
columns,

Then we have to fill up:

Counting backward:
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from N¢, the last of the original order, we get Dha as the second..
Put this as the last Svara. Eliminate Dha. In the previous
column 240 is the 3rd from the zero. The third backward from Nz
(Dhea is now eliminated) is Ma; put Ma as the 6th before Dha..
Eliminate Ma. 120 is the 2nd from the zero. So Pa is the 2nd.
Put Pa as the fifth before Ma, and eliminate Pa. 12 is the third
from zero. Riis the 3rd from N4, and put R7 as the fourth before:
Pa. 2 is the second from the zero. Ga is the second from N7 and
put Ga as the third before Ri. 1 is the second from zero. Now Sa
is the second from Ni, and put S as the second and the remaining
Ni as the first. We get Ni Sa Ga Ri Ma Pa Dha as the 1000th
Ta@na in the seven-Svara. Care should be taken in allocating the-
pebbles in the required number of columns in such a way that their
total is the number of the Ta@na given. Thus if we want the 660th
Tana of six-Svara, we will have to assign the 6 pebbles to squares-
represented by 600, 48, 6, 4, 1 and 1 in the six columns.

/1. By adding up the numbers of the last columns.
from top to bottom (taking as many) lines as the
number of Swvaras in the Tana, there wili result the-
number of Tanas for mono-Svara etc., in order.

By adding up the totals of the last columns representing the
number of Swvaras in the Tana, we get the total number of
Tanas for those Svaras. The last is the left column. Thus for
mono-Svara, it is 1. For bi-Svara it is 1+1=2. For three it is.
1-41-44=6. Take as many lines as there are Svaras in the
Tana. Add up the left end columns of these lines. We will get
the numbers 1, 2, 6, 24, 120, 720 and 5040.

From here to the end of the section, the names are given for-
the various Suddha Tanas. The names are names of sacrifices.
and their fruits are spoken of as corresponding to the sacrifices.

72. Then, here we give the names of the Suddha:
Tanas. Agnistoma, Atyagnistoma, Vajapeya and
Sodas'i,

73.  Punpdarika and Asvamedha, after that Raja-
suya, these in order are the names of the seven Tanas:
from which Sadja is removed.
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74. Svistakrt, Bahusauwvarna, Gosava and Maha-
-vrata, Vistvajit and Brahma-yajha, Prajaptya as the
seventh on the other hand :

- 75. these in order, are the names of the Tanas
from which Rsabha is removed. Asvakranta, Ratha-
kranta, after that Visnukranta,

76. Suryakranta, Gajakrania, Valabhit, Naga-
paksaka : these are accepted in order as the seven
names of (Tanas) from which Paticama is re-
‘moved.

77. Caturmasya, then what is called Samstha,
‘Sastra, and Uktha as the fourth, Sautramanz, similarly,
Citra, what is called Udbhit as the seventh on the
-other hand :

78. these in order are the names of Sadavas from
‘which Nisada is removed. Savitr: and Ardhasavitre,
‘what is called Sarvatobhadra,

79. the Ayana of the Adityas, and what is called
Gavam ayana, the Ayana of Sarpas as the sixth,
Kaunapayana as the seventh : they accept these as the
mames of Tanas from which Sadja is removed.

80. Agnicit and Dvadas'aha, Upamsu, then what
‘is called Soma, Asvapratigraha, Barhis, then what is
Abhyudaya :

81. they accept these as the names (of Tanas)

from ~ which Rsabha is removed. Sarvasva-

-daksina, Diksa, what is called Soma, what is called
.Samzt, _

82. Svahakara, Tanunapat, then being accepted :
«Godohana : they speak of these as the names (of Tanas)
ifrom which Gandhara is removed.
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83. Ida and Purusamedha, Syena, Vajra, then:
[su, Angiras, Kanka : thus these in order are the names.
(of Tanas) from which Sa and Pa are removed.

84. Jyotistoma, then Dars'a, what is called Nands, .
Paurnamasaka, Asvapratigraha, Ratr:, the seventh:
being declared as Saubhara :

85. these in order are the names of (Tanas) from:
which Nisada and Gandhara are removed. Saubhagya-
krt and Kariri, Santikyt, similarly Pustikrt,

86. and Vainateya and Uccatana, what is called:
vas'tkarana, these are the names of Tanas from which
Pasicama and Rsabha are removed.

87. Trailokyamohana, Vira, Kandarpabalasatana

88. Sankhacuda, Gajacchaya, what is called
Raudra, Vispuvikrama, these in order are the names
of Tanas from which R: and Dha are removed.

89. Bhaiwrava, what is called Kamada, Avabhrtha,.
Astakapala, Svistakrt and Vasatkara, the seventh being
accepted as Moksada : _

90. thus are accepted the names of those (Tanas)-
from which Nisada and Gandhara are removed. If a
Tana has the name of a particular sacrifice, that Tana:
has the fruit of that sacrifice.

91. In Gandharva, (Suddha) Murchanas (and:
Suddha) Tanas are enjoined in scripture as conducive:
to eminence. Those Kiutas are also of use since they:
have acquired a position in singing.
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V. SADHARANA

1. Sadharapa is of two kinds, in so far as it
refers to Svara and Jaii. Among them, Svara-sadha-
rana 1s described as of four kinds,

Sadharana, lit. common. Jati will be explained in the
seventh section.

2. 1in so far as they refer to Kakali, Antara and
~‘Sadja and to Madhyama. Indeed, the Kakali Sadha-
rana is between Sadja and Nisada.

3. The commonness therefore, of that (Kakali),
they understand as Sadharana. Similarly, (the
commonness) between Ga and Ma of Awuntara is also
accepted as Sadharana.

Sa has normally the first four S7utis. When the first two

‘S'rutis are taken up by Ni, it is Ka@kali. Thus these first two
S'rutis become common to Ni and Sa. Similarly, Ma has four
Srutis normally (10 to 13). If 10 and 11 are taken up by Ga,
these become common to Ga and Ma (see iii-17 before.)

4. After singing Sadja, Kakali and Dhaivata
should be sung in regular order. Similarly, after
singing Madhayama, Antara and Rsabha should be
sung. '

5& 6. Or, after singing Sadja and Kakals, one
should again come to Sadja, and (also) any one of (the
Svaras) that follow. Similatly, after singing Madhyama
and Antara Svara, Madhyama has to be taken up, or
any one of (the Svaras) that follow. The Kakalz and
the Antara Svara is made use of only sparingly
everywhere.

Svaras that follow, i.e., Ri, Ga, Ma, Pa and Dha, in the
case of Ni-Sa and Pa, Dha, Ni, Sz and R: in the case of Ga-Ma.
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7. 1f Nisada takes up the first iS’:mzfé of Sadja,
and Rsabha (takes up) the last (S'ruti), then it is called
Sadja Sadharana. '

Se has normally the first four Srutis. If the first is taken
up by N7 and the fourth by Ri, it is Sadje Sadh@rana.

8. There will be Sadharana also between Madhk-
yama (on one side) and Ga and Pa (on the other). The
Sadharana of Madhyama surely abides in the Madhya-
ma Grama.

Ma has four Srutis normally (10 to 13). If Ga takes up the
10th and if ,Pa takes up the 13th, it is Madhyama Sﬁdkc’szga.
‘This Madhyvama Sadharana is only in Madhyama Grama, i.e.,
when Pa, being in 16, takes up 13. Thereby it is to be understood
that Sadja Sadharana is only in the Sadja Grama.

9. These two Sadharanas are (called) Kais'ika,
since they are very minute like a hair (Kes'a). These
very “two are called Grama Sadharapa by some

* scholars.

These two are also called Kaisika Ni and Kaisika Ga,
because the commonness is only by one Svare and hence very
minute. In the Kakali and Antara, the commonness was by two
Srutis. Since these Sadharanas are respectively in the Sadja
and Madhyama Gramas, they are also called Grama Sadharana.

10. That singing which is common among Jaiis
derived from the same Grama and having the same
'Ams'a, noble people speak of as Jati Sadharana. Some
people speak of this Jate Sadharana as Ragas.

Amsa is the frequent Svara in a Jati. Both the terms will

be explained in the seventh section.
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VI. VARNA AND ALANKARA

1. The process of singing is spoken of as Varna.

That is described as of four kinds, as Sthayi, Aroki,

Avarohi and Saficari. Then their definitions (are
given).

Till now the varlous possible combinations of the seven
Svaras in all their modifications have been dealt with. All these
combinations are not utilised in music. From now, the author
deals with such combinations of the seven Svaras that are actually
taken up in music. Process of singing (Ganakriva). When these
Svaras (with their modifications) are actually sung, that is called
a Varna.

2. That handling of one and the same Svara

stopping and stopping, that is to be known as Sthay:
Varpa. The next two names have a literal meaning.

If a Svara is sung, stopped and then sung again such a
combination of the same Svara is called Sthayi. Thus Sa Sa Sa
is a Sthay: Varnpa. The next two names are Arohi and Avarohi.
Arohi means ascending. It is like Sa Ri Ga. Avarohi means
descending. It is like Ni Dha Pa.

3. By mixing up these, the Varna is described:
as Sancar:. They speak of a particular Varna combi-
nation as Alankara.

Saficari means wandering. When there is no such regnlar
order, when these three are mixed up, that is called Saficari:
Particular (visista). Really it means something more than ** parti-

cular.” TItis “ what excels.” Varna combination (Varnasandar-
bha). Alankéara literally means an ornament.

4. Bat its divisions aré many. Of these, I (first)
speak of those coming under Sthayi. Those (4las-
karas) come under Sthay: Varpas where both in begin-
ning and in the end the same Svara appears.

a Sthayi Varna has been defined as one where a Svara is
sung, stopped and sung again. There may be other Svaras in the

‘Tam, on the other hand, can be (called) Dipta. Ma?t- .
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B T o
Sthayi. There are seven such Alanikaras, noted just below.
5. What has Prasanna in the beginning, what ’
has Prasanna in the end, bearing the name of what
has Prasanna both in the beginning and in the end,
then what has Prasanna in the middle ; the fifth shall
be what is devoid of order;
6. Prastara; then shall be Prasada : these seven
(kinds) come under Sthay:. In this section, the first
Svara in a Murchana shall be Mandra.

The term Prasanna will be explained just below in verses 7
and 8. In this section dealing with Alasnkaras, the terms Mafm_!m
and Ta@ra have meanings different from what was given in se(_:tron.
iii. verse 7. There the seven Svaras were q.sggned thref Szzthnﬁz}s
or positions as Mandra (deep), ﬁ_ladhya—(r_mddle] ar}x{} Tc;m i%h'
Here, the first Svara in a Murchana is called Mandra. e
meaning will be clear from the use in the following verses.

7, 8. That when doubled shall be Tara. Or, the
previous and the still previous shall be Mandra and
then the succeeding one from that shall be Tara.
Mandra may be (called) Prasanna and also Mrdu.

dra shall be (represented as) having a dot al:_'ove, while
being written ; Tara shall have a vertical line above ;

Pluta shall be what is uttered three times.

'he Mandra Svara is called i’_‘&ra._ In Fhe Fhird
section?’?‘lé?'i; \tfas four times Mandra. Thus in this Sﬁdgm" lftia
in the Mandra Sthana is taken as Mam_ir{z,'the}:ln j‘{d? ;m_ ?
Madhtva Sthana will be cailfzd Tara and if it 13; (;1_ t;;ﬁ agza of
the Madhya Sthana, then with reference to‘Sa o'It‘hzs _w:c aﬁa,
Sa of the Tara Sthana will be called Tara. - erin;asanot er
alternative meaning for the terms Mandra a.n(}i1 Tara. 5 vciz;at‘:ln
the previous Sthana is called Mand.rq and t e same 'tvar’c;h ¢ 'f
next higher Sthana is called Tara in relation to it at is,

7
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Mandra and Tara need not necessarily refer to the first Svare in a
Marchana. This is the difference between the two alternative
meanings. Mandra is also called Prasanna and Mydu. These
three terms mean the same thing. Dzpta is another name for
Tara. Prasanna literally means pleased and Mydu means soft.
Dipta meapns shining. When written, a Mandra Svara is repre-
sented by a dot above. In this translation I represent it by [talics.
A Tara Svara is represented by a small vertical stroke above. In
* this translation I represent it by thick types. Thus Sa is Mandra
and Sa is Tara. Usually Pluta means a Svara of three Matras.
But here a Pluta is a Svara repeated three times as Sa Sa Sa.

9, 10. When there is a Tara coming after two
Mandras, it is called °
beginning.”

‘what has Prasanna in the

Se Sa Sa (1)

When there is the reverse of it, there is ““ what
has Prasanna in the end.”

Sa Sa Sa (2)

When a Dipta appears between two Pmsannas, it
shall be “what has Prasenna both in the beginning
and in the end.”

Sa Sa Sa (3)

Again, when there is Mandra appearing between
two Taras, those who know, know it as an Alaakara
called *“ what has Prasanna in the middle.”

Sa Sa Sa (4)

Prasanna means Mandra, in the above four Alankiras.

11. If the first Svara of the Marchana appears
in the beginning and in the end and the second (Svara)
in the middle, that is one Kala ; then, if the third and
the fourth (Svaras) appear in the middle,

12. that is the second (Kala) ; if thethree (Svaras)
starting ‘with the fifth appear in the middle, that is the

¥
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remaining Kala. Thus is the Alankara, * what is
devoid of order ”” spoken of as having three Kalas.
Se Ri Sa; Sa Ga Ma Sa; Se Pa Dha Ni Sa (5)

In the first four Alasnkaras, there was a certain definite
.order. But here we do not find the same order. If we take the
Murchana as Sa Ri Ga Ma Pa Dha Ni, then Sa will be the first.
A Kala is a part, here the part of an Alankara. Thus the fifth
Alanktra has three Kalas or parts. This is Sthayi Alanikara,
and as such, the first and the last must be the same Svara. First
put Ri between Sa; thenput Ga and Ma between Sa; then put
the remaining three Svaras, Pa Dha Ni, between Sa. These are
the three parts of this Alankara.

13. If in each of the (above) Kalas there is Dipta

at thetend, it is called Prastara.
Sa Ri Sa; Sa Ga Ma Sa; Se¢ Pa Dha Ni Sa (6)
In the fifth Adlankara, the same Prasanna Sa appeared

both in beginning and in the end. If the Sa at the end is made
Dipta or (Tara) as Sa, then the Alartkara becomes Prastara.

If (in the above) the Tara and the Madra are

"interchanged, they call it Prasada.
Sa Ri Sz; Sa Ga Ma Sa; Sa Pa Dha Ni Sa (7)

If Tara Sa appears at the beginning and Mandra Sa at the

_end, which is the reverse of the sixth Alafik@ra, it is Prasada. The

first four Alankaras had Sa itself in the middle also, besides in the

beginning and at the end; the last three have other Svaras in the
middle.

(These are Alankaras coming under Sthayz)

14. There are Vistirna and Niskarsa; Bindu
Abkyuccaycz as the next ; similarly, Hasita, Preikhita,
Akgipta, Sandhipracchadana.

15. Udgita and Udvalita ; similarly, Trivarpa
and Veni: these are spoken of as the twelve Alankaras
coming under Aroks Varnas.
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There are thus twelve Alanka i Arohi

(ascendi_ng), ank@ras coming under Arohs

16. Where there is the ascending order (of the
Svaras) starting from the first (Svara) of the Murchana,
stopping and stopping, with Svaras that are long, that
is called Vistirna.

Sa Ri Ga Ma Pa Dha Ni (1)
This is simply singing the seven Svar i
“u th L2

each, and each sung for two Matras (aslong). £ Ry SR

17. This same is called Niskarsa, when there are
Svaras that are short, each uttered twice without any
interval between. U
SaSa RiRi GaGa Ma Ma Pa Pa Dha Dha Ni Ni (2)

This is the same as the previous one: onl

_ : v, for each |

Svara, eac_h Svara is repeated as two short Svaras, with i(; ot(;::a%
Svara coming between the two repeated Svaras.

'I:his same they know as Gatra Varpa, if the
Svaras are uttered three times or four times.

Sa Sa Sa Ri Ri Ri Ga Ga Ga Ma Ma Ma Pa Pa Pa.

Dha Dha Dha Ni Ni Ni (2a)
Sa Sa SaSa Ri Ri Ri Ri Ga Ga Ga Ga

Ma Ma Ma Ma Pa PaPa Pa Dha Dha Dha Dha

Ni Ni Ni Ni. (21))'
‘ Either, each of the seven Svaras must b t
times, or, they must be uttered four times as Shoret g;ei:re?vitt}}:rr?:
other Svara coming between the repeated Svaras. T,l,u:n it is

Cal]ed Ga:‘. (4 L’a"} na Thu; thl‘:: Sec{)nd i Iy W
d .? 4445 ] var
; ' ie has twao Iurthet‘

18 & 19. Some people speak of these as two varie-
ties of Niskarsa itself.

The second and its éub varieties (2
' z -v s (2a¢ and 2b :
together as three sub-varieties of the second itself iy taken_
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When there shall be the ascending order making it
as Pluta, short, Pluta, short, Pluta, short, Pluta, then

this is accepted as Bindu.
SaSaSaRi GaGaGa Ma Pa Pa PaDha NiNiNi (3)

If, of the seven Svaras, the first, third, fifth and seventh are
sung as Plutas (i.e., each three times) and the second, fourth and
sixth are sung as short, it is called Bindu. In all these four

Alankaras, all the seven Svaras are sung in the regular ascending

order.

When there is the ascending order with one

(Svara) left out, wise people call it Abhyuccaya.

Sa Ga Pa Ni 4)

Now we take up an Alaitk@ra where some Svaras are left
out in the ascending order. In this the alternate Svaras are

left out.

20. Where the Svaras are taken up in the ascen-
ding order, each succeeding one being repeated once
more (than the previous,) the beloved of Siva calls

it Hasila.
Sa Ri Ri Ga Ga Ga Ma Ma Ma Ma
Pa Pa Pa Pa Pa Dha Dha Dha Dha Dha Dha

Ni Ni NiNi Ni Ni Ni (5)

Here all the Svaras are taken up in the ascending order.
But there is a difference in the number of times each Svara is taken
up. Thus Sa is taken up only once; the next is taken up twice ;
the next three times and so on. Beloved of Siva: author himself.

_21. Having first uttered two Svaras, then the next
one along with what immediately precedes it: when
there is ascending order in this swinging way, this order

is Preakhita ; .
Sa Ri Ri Ga Ga Ma Ma Pa Pa Dha Dha Ni (6)
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First -S_a Ri is sung; then the next Svara, namely, Ga is
sung along with what precedes it, namely, Ri; then Pa is sung
with Ga that precedes it and so.

22. Or again, a pair of Svaras separated by one
in the middle, then the next along with what immedi-
ately precedes it in that way : when there is the ascend-
ing order regularly thus, they call it Aksipia.

Sa Ga Ga Pa Pa Ni (7)

It will be noticed that this is a combination of (4) e;nd (6)
above. The alternative Svaras are left out as in (4) and then
the others are taken up as in (6).

23. Where the first Kalz has three Svaras (and)
the next two Kalas with three Svaras have the last of
the previous as the first, that is Sandhipracchadana.
Sa Ri Ga Ga Ma Pa Pa Dha Ni (8)

This is a further expansion of (6). Instead of taking up two
Svaras, three Svaras are taken up; and in the next one, the last
of the previous oune is taken up as the first.

24. If the first of each of the two Kalas of three
Svaras is uttered three times, then it is Udgita.

Sa Sa Sa Ri Ga Ma Ma Ma Pa Dha (9)

In this, the one immediately previous is furth

] ; t E er expanded
by taking the first Svara in each part three times, instead of onlg;
once. But the last Svara in a part is not taken as the first in

bthe succeeding part.
If it be so (z.e. uttered three times) in the cases of
the middle, it is accepted as Udvahita.
Sa Ri Ri Ri Ga; Ma Pa Pa Pa Dha (10)
25.. But if there is (such) repetition of the Jast,
they described it as Trivarna.
Sa Ri Ga Ga Ga; Ma Pa Dha Dha Dha (11)
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But if there is (such) repetition separately for
(all) the three, it is called Vene.
Sa Sa Sa Ri Ri Ri Ga Ga Ga; Ma Ma Ma
Pa Pa Pa Dha Dha Dha (12)
These -three Alanka@ras are modifications of (9). The re-

peated Svare is here, the middle one, or the last one, or all the
three, respectively, instead of the first in (9).

(These are the Alasnkaras under Aroha)

26. These twelve come under Avarohi when they
appear in the descending order.

(These are the Alankaras under Avarohz)

27. Mandradi and Mandramadhya; then shall
be Mandranta after that;

Prastara and then Prasada, also Vyavrita and
Skhalita, similarly Parivarta, Aksepa, Bindu, Udva-
hita, and Urmi, Sama ;

28. Prenkha, Niskijita, Syena, Krama, Udghat-
tita and Rafjita ; then Sammnivrttapravrita then Venu

and Lalttasvara

29. Husnkara and Hradamana; then shall be
Avalokita: these are the twenty five under Saficar:.

30. If the first Kala shall have three Svaras and
the remaining Kalas of three Svaras each shall be
formed by omitting one Mandra (Svara) in succession,
with Mandra in the beginning, then it shall be Mandrads.
Sa Ga Ri; Ri Ma Ga; Ga Pa Ma; Ma Dha

' Pa; Pa Nj Dha (1)
This is Saficari. So, if the first three Svaras, Sa Ri G_a,
are taken.up, it cannot come in the order Sa Ri Ga; for this will

be Arohi. 1t must start with Sa, since it is said that tuhe parts
must start with Mandra, that is, the first Svara of the Mitrchan@
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(see verse 7, 8 above). So, the first part must be Sa Ga Ri. Then
thE lirst Svara, Sa, is left out and Ga becomes the first in the
Mturchana. So the next part will be Ri Ma Ga, and so on.

31. If these Kalas have the Mandra in the middle
or in the end respectively, then they are the succeed-
ing two. |

Mandramadhya shall be :

Ga Sa Ri; Ma Ri Ga; Pa Ga Ma: Dha Ma Pa:
Ni Pa Dha (2)

Mandranta shall be :

Ri Ga Sa; Ga Ma Ri; Ma Pa Ga; Pa Dha Ma ;
Dha Ni Pa (3)

'y InF these two, the Mandra i.e., the first Svara in the
Miurchana, namely, Sa, is taken up as the middle or the last of the
three Svaras in a part. In the remaining parts, Ga, Ma etc.
appear as the middle or last one respectively, in each of the parts,

A pair of Svaras with one in the middle left out ;
then is started again from what is (thus) left out
32. (another) pair of that kind: if it ascends
(thus) it is called Prastara.
Sa Ga; Ri Ma; Ga Pa; Ma Dha; Pa Ni (4)
First take up Sa Ga, with Ri left out. Then start with thi

! : & : ; th this
Ri that is lef‘t out and have Ri Ma, with Ga left out. This is not
r_egula(ri Avrohi, since after Ga, we come down to Ri and then
F;?,:;ca:?_ Ma. Thus there is coming down and going up. .So it

‘ The previous at every step to be placed before and
after the following : i
! 33. if it be so, then the Srikarana Chief calls
it Prasada.

Sa Ri Sa; Ri Ga Ri; Ga Ma Ga; Ma Pa Ma;
Pa Dha Pa; Dha Ni Dha (5)
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If we take'Sa and Ri, Sa isthe previous and Ri is what
follows. So, put Sa both before and after Ri, in each part. Then
take Ri Ga: put Ri both before and after Ga; and so on. STi-
karana Chief : a high officer, the author himself.

A Kala shall have four Svaras; there from the
first, one proceeds to the third (and then) from the
second

34. to the fourth; thereafter one proceeds to the
first; in this way by omitting one at every step where

‘there are the remaining (Kalas) of four Svaras, that is

spoken of as Vyavrtta by the wise. :
Sa Ga Ri Ma Sa; Ri Ma Ga Pa Ri; Ga Pa Ma
Dha Ga; Ma Dha Pa Ni Ma (6)

In the first part, the Svaras shall be in the order of 1, 3, 2, 4;
then omit Sa and take the next four Svaras in the same order.

35. After taking up the Kala of Mandrad: along
with the fourth uvttered twice, if there is the descending

.order, then this shall be what is called Skhalita.

Sa Ga Ri Ma Ma Ri Ga Sa; Ri Ma Ga Pa Pa

Ga Ma Ri; Ga Pa Ma Dha Dha Ma Pa

Ga; Ma Dha Pa Ni Ni Pa Dha Ma (7)

Mandradi is (1) above. There, the first part was Sa Ga Ri.

To this add the fourth Svara, Ma repeated. That will be Sa Ga
Ri Ma Ma. Then descend to Sa. That will be Sa Ga Ri Ma Ma
Ri Ga Sa. Here the descending is in the order of the Svaras in
the part, not in the regular order of the seven Svaras. So it is
Ri Ga Sa and not Ga Ri Sa. Continue the remaining parts,
omitting Sa, Ri etc. at every step.

36. Omitting the second Svara, if the first Kala
shall have three Svaras and the rest shall start from
what is omitted and shall be of the same kind, then it

is Parivarta.
'Sa Ga Ma; Ri Ma Pa; Ga Pa Dha; Ma Dha Ni (8)
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This is an expansion of (4) above. In (4), omitting the

s}elcond, Ri, only two Svaras were taken up as Sa Ga. Here take:
three Svaras Sa Ga Ma. Then as in (4) start with Ri that is.
omitted and take up Ri Ma Pa, omitting Ga, which is now the:

second. Proceed in the same way for the remaining parts.

37. If the Kalas shall have three Svaras and if
the previous is omitted at every step and if what fol-
lows is taken up, then it is Aksepa.

Sa Ri Ga; Ri Ga Ma; Ga Ma Pa; Ma Pa Dha:
Pa Dha Ni 9)
t thFirst Eégké u;{“Sa Ifli Ga; then omit Sa and take up the
nex ree 1 Ga Ma; then omit Riand :
S Pa’and A i a‘.n take up the next three,.

Then that is Bindu where the previous Svara is

mad Pluta,
. 38. and after just touching the next as if it were
fire, there is the touching of the previous: where all
the Kalas (are like this).
Sa;Sa Sa Ri Sa; Ri Ri Ri Ga Ri; Ga Ga Ga
Ma Ga; Ma Ma Ma Pa Ma; Pa Pa Pa
Dha Pa; Dha Dha Dha Ni Dha (10)
~ Take Sa three times (Plufa). Ri and then again the
previous, namply, Sa are just touched as though it would burn.
That means, it shall not even be a full matr@. This is one part ;.
then, omit Sa and take Ri Ga Ri in the same way with Ri’three
times ﬁrst,_ then Ga and Ri quick. Continue for the remaining
parts. This is a modification of (5) above.

After singing three Svaras in a Kala and descen-
ding one (Svara), the remaining Kalas

39. are sung in the same way, omitting one at
each step ; where it is so, that is Udvahita.

Sa Ri Ga Ri; Ri Ga Ma Ga; Ga Ma Pa Ma;
Ma Pa Dha Pa; Pa Dba Ni Dha (11)

[vVi. VARNA AND:
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In a part, the Svaras must be taken in the order of 1, 2,.
3, 2: then omit Sa, and take the next three Svaras in the same
order.

Making the fourth (Svara) from the first Svara of
the Marchana into a Pluta and then coming to the first,.
40. when the fourth is sung, there is one Kala ;:
similarly the rest are formed by omitting one at every
step ; where it is so, that is Urma.
Sa Ma Ma Ma Sa Ma; Ri Pa Pa Pa Ri Pa;
Ga Dha Dha Dha Ga Dha; Ma Ni Ni Ni
Ma Ni : _ (12)
First, take the first Svara of the Miirchana ; then take its.
fourth and sing it as a Pluta (i.e., three times) ; then sing these:

two again as simple Svaras. Then omit Sa and start with Ri as:
the first, and so on for the remaining parts.

But that is Sama where the Kala has four Svaras

41. with similar ascending and descending orders ;: -
similarly the rest (are formed) by omitting one at
every step.

Sa Ri Ga Ma Ma Ga Ri Sa; Ri Ga Ma Pa Pa
Ma Ga Ri; Ga Ma Pa Dha Dha Pa Ma Ga;
Ma Pa Dha Ni Ni Dha Pa Ma (13)

Take the first four Svaras and sing them both in the-
ascending and descending orders. Tlien omit Sa and start with
Ri: and again sing four Svaras up and down : and so on for the:

remaining parts.
o i \
A Kala has two Svaras going (up) and coming:
(down) ; by omitting one (Svara) at every step
42 & 43. the rest (are formed) ; where it is so, that

is Prenkha.
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Sa Ri Ri Sa; Ri Ga Ga Ri; Ga Ma Ma Gal;
Ma Pa Pa Ma; Pa Dha Dha Pa: Dha
Ni Ni Dha (14)
This is only a modification of the previous. Here instead
-of four, take only two Svaras and sing them up and down.

After singing the Kalaz of Prasada (then), proceed-
ing to the third from the first of its Svaras, when the
first is sung, there is Niskujita.

Sa Ri Sa Ga Sa; Ri Ga Ri Ma Ri; Ga Ma Ga

Pa Ga; Ma Pa Ma Dha Ma; Pa Dha Pa

Ni Pa. (15)

Prasada is (5), where the parts are Sa Ri Sa, Ri Ga Ri etc.

Add to this the third, and sing the first again. Similarly for the
remaining parts.

Syena, with pairs of Samvadis

44. beginning with Sa, Ri, Ga and Ma in order,
shall be formed. '

Sa Pa; Ri Dha; Ga Ni; Ma Sa (16)

Syena is formed by pairs of Saswadis beginning with the
first four Svaras, Sa Ri Ga Ma. Sasiwadi has been explained in
iii. 48, 49 above. When thers are eight or twelve Srutis as clear
interval between to Svaras, they are Saswadis. Sa has Ma
(13th, i.e., after 8 Srutis as clear interval between 4th and 13th)

-and Pa (17th, 7.e., 12 S'rutis as clear interval between 4th and 17th)
-as Sanwadis. Of these two, we take only Pa in this Alankara
since Ma appears as the first in the fourth part of the Alasnkara.
Similarly, Ri has Dha, Ga has Niand Ma has Sa as Sasrvadss.
Thus we have four combinations as parts of this Alasikdra. The

Sa taken along with Ma as Sasiwads belongs to the next higher
Sthana. £

The Kal_iis with two, three and four Svaras ; the
first three starting with the first Svara : similarly (the
rest) starting with the second and so on :

S

A
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45. Where it is so, that is called Krama.
Sa Ri Sa Ri Ga Sa Ri Ga Ma; Ri Ga Ri Ga Ma
Ri Ga Ma Pa; Ga Ma Ga Ma Pa Ga Ma
Pa Dha; Ma Pa Ma Pa Dha Ma Pa Dha
Ni (17)
First start with Sa and take up 2, 3 and 4 Svaras. This

will be one part. Then start with Ri and take up ‘the two, three
and four Svaras from that. Continue for the remaining parts.

That is called Udghattita where after singing two
Svaras, the four Svaras starting from the fifth
46. (are sung) in descending order ; then one shall
sing the remaining Kalas by omitting one (Svara) at
every step.
Sa Ri Pa Ma Ga Ri; Ri Ga Dha Pa Ma Ga;
Ga Ma Ni Dha Pa Ma (18)
Here the order of the Svarasis 1, 2, 5, 4, 3. Omit the first
at every step and take the next five Svaras.
If the Kalas of Mandradi are sung twice over,
with the Mandra at the end,
47. it is Ramyjita.
Sa Ga Ri Sa Ga Ri Sa; Ri Ma Ga Ri Ma Ga Ri:
Ga Pa Ma Ga Pa Ma Ga; Ma Dha Pa Ma
Dha Pa Ma; Pa Ni Dha Pa Ni Dha Pa (19).
Mandradi is (1) above and its part is like Sa Ga Ri. This

must be repeated. Then the Mandra (i.c., the first Svara in the
Miirchana), here Sa, must be sung at the end.

Then that shall be Samnirvrttapravrttaka, where
after singing the first and the fifth, the three from the-
fourth are taken in the descending order

| 48. regularly; that is one Kala; the rest are
similarly formed by omitting one at every step.
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Sa Pa Ma Ga Ri; Ri Dha Pa Ma Ga; Ga Ni
Dha Pa Ma (20)

Here the Svaras shall be in the order of 1, 5, 4, 3, 2, in all
the parts.

Where the first (Svara) comes twice ; (then) the
second, the fourth and the third
49. come once; this is one Kala; and the rest
are formed by omitting one at every step; this is
accepted as Venu.
Sa Sa Ri Ma Ga: Ri Ri Ga Pa Ma; Ga Ga Ma
Dha Pa; Ma Ma Pa Ni Dha (21)

Here the Svaras shall be in the order of 1, 1, 2, 4, 3, in all
‘the parts.

i/

That in which, after singing the first two and the
fourth, these two are taken up in the descending order,
50. is one Kala; where the remaining (Kalas)
are similar, that is Lalitasvara.
Sa Ri Ma Ri Sa; Ri Ga Pa Ga Ri; Ga Ma Dha
Ma Ga; Ma Pa Ni Pa Ma (22)
Here the order shall be 1, 2, 4, 2, 1. The first two must be
‘sung, after the fourth, in the descending order of 2, 1.
Where the first Kala has two Svaras along with
the first, going (up) and coming (down) ;
51. then with Svaras increasing by one at every
step ; that is called Hunkara
"Sa Ri Sa; Sa Ri'Ga Ri Sa; Sa Ri Ga Ma Ga Ri
Sa; Sa Ri Ga Ma Pa Ma Ga Ri Sa; Sa Ri
Ga Ma Pa Dha Pa Ma Ga Ri Sa; Sa Ri
Ga Ma Pa Dha Ni Dha Pa Ma Ga Ri Sa (23)
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Here take the first two Svaras, Sa Ri, and come down to
‘Sa, Then take the first three, Sa Ri Ga and come down again to
the Sa as Ri Sa. Continue to start from Sa always and taken one
Svara more at every step and come down to Sa.

In Hradamana, the Kalas are accepted as those
of Madrad: with Prasanna at the end.
Sa Ga Ri Sa; Ri Ma Ga Ri; Ga Pa Ma Ga;
Ma Dha Pa Ma; Pa Ni Dha Pa (24)

This is like (19) above ; only there is no repetition.

52. When both in the ascending and in the
descending order, a Kala of four Svaras of Sama will
omit the second in each, then it will be Avalokita.

Sa Ga Ma Ma Ri Sa; Ri Ma Pa Pa Ga Ri;
Ga Pa Dha Dha Ma Ga; Ma Dha Ni
Ni Pa Ma ' (25)
Samais (13) above. Here the part is Sa Ri Ga Ma Ma Ga
Ri Sa. Here, omit the second, Ri in the ascending order and Ga

in the descending order.

53. Thus have been shown the Alaskaras under

Saficari in the ascending order. The Srikarana-Chief

mentions the very same in the descending order.

The total of Alankaras is given as 63 at the end. In this
number, the corresponding 25 in the descending order are not
included.

(These are the Alankaras under Sancarz)

54. Seven further Alaskaras also are shown by
those who know music: Taramandraprasanna and
Mandrataraprasannaka,

55. Awvartaka, Sampradana, Vidhaia, also Upalo-
laka and Ullasita. Now their definitions are stated.
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56. The Kalas beginning with the second for
these (Alankaras) are formed by omitting one of the
previous at every step.

This is the general rule in all the following definitions. Only
the form of the first part is given. The second and other parts

must be formed by omitting the first of the previous and starting
with the next Svara.

If after ascending up to the eighth Svara, one
proceeds to the first,
57. then this Alankara is called Taramandrapra-

sannd.

Sa Ri Ga Ma Pa Dha Ni Sa Sa (1)

Start from the lower Sa, rise up to the Sa of the next higher
Sthana through all the seven Svaras and sing the lower Sa at

the end.
After leaping from Mandra to the eighth, if there
is the descending order of the seven,
58. the foremost among the followers of Mahes'-
vara calls it by the name of Mandrataraprasanna.
Sa Sa Ni Dha Pa Ma Ga Ri Sa (2)
Here the order will be: lower Sa, Sa of the next higher
Sthana, then descend through Ni, Dha etc. to the lower Sa.
Singing the first, the second and the first (each)
twice, the second
59. (and) the first are sung once in the Kala of
which, that, on the other hand, is Avarta.
Sa Sa Ri Ri SaSa RiSa; Ri Ri Ga Ga Ri Ri
Ga Ri; Ga Ga Ma Ma Ga Ga Ma Ga;
Ma Ma Pa Pa Ma Ma Pa Ma; Pa Pa
Dha Dha Pa Pa Dha Pa; Dha Dha Ni Ni
Dha Dha Ni Dha : (3)
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Avarta is that in the Kalz of which there is the order
LG 242 1 26y

Of this itself there is sung (the Kala) omitting the

~ last two of the Kalas :

60 & 61. when it is so then the wise men know it

as Sampradana Alankara.
SaSa RiRi SaSa; Ri Ri Ga Ga Ri Ri; Ga Ga
Ma Ma Ga Ga; Ma Ma Pa Pa Ma Ma :
Pa Pa Dha Dha Pa Pa ; Dha Dha Ni Ni
Dha Dha 4)
This is only a slight modification of (3). There are only
11,22,11; the 21 after that is omitted.

If a pair of two (Svaras) separated by one in the
middle is taken up, and if (the pair starting) from what
is omitted (is also taken up) in the very same way, each :
twice over, then it is accepted by the wise as Vidhita.
Sa Ga Sd Ga; Ri Ma Ri Ma; Ga Pa Ga Pa;

~ Ma Dha Ma Dha; Pa Ni Pa Ni (5)

This is only Saficari (4) repeated. First take Sa and Ga,

omitting Ri in the middle and repeat. Then take the next pair
from Ri that is omitted, namely, Ri Ma, omitting Ga. Then take

"up Ga Pa and so on, always repeat the pair as Sa Ga Sa Ga and

50 On.

In a Kala, if a pair of the first two and of the
third and the second
62. 1is taken up each twice over, then it'is called
Upalola by those who know it.
Sa Ki Sa Ri Ga Ri Ga Ri; Ri Ga Ri Ga Ma Ga
Ma Ga; Ga Ma Ga Ma Pa Ma Pa Ma;
'Ma Pa Ma Pa Dha Pa Dha Pa: Pa Dha
Pa Dha Ni Dha Ni Dha -~ (6)

8
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Take the pair Sa Ri and repeat it ; and take the pair Ga Ri
and repeat that also. This together forms one part.

After singing the first twice over, the third and the
first and the third
63. one sings in the Kala of which, they call

that Ullasita.
Sa Sa Ga Sa Ga; Ri Ri Ma Ri Ma; Ga Ga Pa

Ga Pa; Ma Ma Dha Ma Dha; Pa Pa Ni _
Pa Ni (7)
Here the order is 1 1, 3, 1, 3.
- (These are the seven Alankaras)
Thus have been mentioned the well-known sixty

three Alankaras by me.

. The 63 are: Sthayi 7: Avohi 12; Avarohi 12; Saficari
25; other Alankaras 7.

64. Being infinite, they are not described in their

entirity in the science. Securing aesthetic quality,
knowledge of the Svaras, the manifoldness of the
elements of Varnas : these are spoken of as the purpose
in dealing with Alankaras.

Securing aesthetic quality (Raktilabha). Manifoldness of
the elements of Varnas (Varnanganam vicitratz). It is not in
any combination of the Svaras that there is esthetic quality. The_se
Alankaras indicate those combinations that are endowed with
aesthetic quality. This is only indicative and not exhaustive.

VII, JATI

1. There are seven pure Ja@tis. They are called
after the Sadja and the remaining Svaras. (They are)
Sadji and Arsabhz and Gandhari, Madhyama, similarly
Pancams,

b

 '(genuses).
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In this section the author deals with a full song. The Alasi-
k@ras dealt with in the previous section are elements that give beauty
to a song. The songs are made up of Svaras coming in definite
sequence. These songs are primarily of eighteen kinds called Jdtis
The different kinds, the basis of their differentiation
and other points will be dealt with later in this section. The Jétis
are first divided broadly as Suddha (pure) and Vikrta (modifica-
tions). The S'uddha Jatis are seven, corresponding to the seven
Svaras.

2. Dhaivati and then Naisadi. The definition of
how they are pure is (now) given. They of which the
designatory Svara appears as Nyasa, Apanyasa, Amnsa,
similarly Graha, '

3. they, when complete (and) free from Taranyasa
are accepted as being called pure. Those that are
defective in elements other than (what is said about)
Nyasa (i.e., Taranyasa), are modifications.

There are various elementsina song like Nyasa, Apanyasa,
etc. They will be explained later in this section. The designatory
Svara is the Svara that gives the name to the J@ti. Thus the
Sadje Svara gives the name Sadji to a Jati. So, Su is its
designatory Svara (Namasvara). When a Jati is complete and
when the Ny@sa etc. are the Svara itself which gives it the name,
such a jJati is called Suddha. Here the Nyasa shall not be the
Tarasvara. That means that the Sa which appears as the Nyasa
Svara in a Sadjz Jati shall not be the Tara Sa. If this definition
does not hold good in the case of some element, such a Jati is
called Vikrta. This defect shall not be in respect of the Svara
which gives the name to the Ja@#i being not T@ra; i.e., both in
Suddha and Vikria Jatis, the Svara that gives the name to the
Jati shall not be Tdra. There can be defect in other respects.
Completeness consists in all the seven Svaras appearing in the
song. Thus in a Swuddha Sadjz Jati, all the seven Svaras must
occlir : Sa maust be the Graha; it must be the Amsa ; it must be
the Apanyasa.

4. By ignoring one or the other among complete-
ness, Graha, Amsa and Apanyasa, there are four
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varieties. When two are ignored, there are six (varie-
ties) accepted.

If a Jati satisfies only three conditions, then there will be
four kinds of Vikrtas. They are (1) those that do not have
completeness, (2) those that do not have Sa as Graha, (3) those
that do not have Sa as Asisra and (4) those that do not have Sa
as Apanyasa. When there is defect in rt_aspect pf two oqt of the:
four elements at the same time, there will be six varieties. (1)
Those that are not complete and do not have Sa as Graha ; (2)

those that are not complete and do not have Sa as Ams'a ; (3) those

dsa; (4) those
that are not complete and do not have Sa as Apanyasa; (
that do not have Sa as Graha and Awmsa; (5) those that do not
have Sa¢ as Graha and Apanyasa ; (6) those that do not have Sa
as Amsa and Apanyasa.

5. When three are ignored, there are four (varie-
ties). When four are ignored, there is (only) one
variety. These fifteen varieties alone are dealt with

by good people for Sadyi.

‘When three elements are defective there can be four varieties.
they are: (1) those that are not complete and do not have Sa as
Graha and Aisa; (2) those that are not complete and do not
have Sa as Awmsa and Apanyasa; (3) those that are not complete
and do not have Sa as Graha and Apanyasa; (4) those that do.
not have Saas Graha, Awisa and Apanyasa. When all the four
are defective then there is only one variety, namely, those .tha.t_are
not complete and do not have Sa as Graha, Asisa and Af)m-zya_sa.
On the whole there are 15 wvarieties, #.¢., 4 (with one defectllve
element) - 6 (with two efective elements) —+ 4 (with three defectu_’e
elements) -+ 1 (with four defective elements). These fifteen are in
respect of the Sadjt Jati.

6. There, eight are devoid of completeness; but
seven are what are devoid of others. - What is devoid
of completeness are of two kinds, divided as Sadava
and Auduva. '

These eight are: 1st in the first group, ﬁr;t 3 in the
second group, first 3 in the third group and the one in the fourth

group.

Asmsa and Apanyasa.

In the other seven, the defect is in respect of Graha,

;.i\
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Completeness is when all the seven Swaras are taken up. .
There is incompleteness when a Svara or Svaras are left out. This
can be only by dropping out one Svara or two Svaras. When
one Svara is dropped, there are six Svaras remaining and that is
what is called S@dava. When two Svaras are dropped, there are
five Svaras, i.e., it is Auduva.

7. In the Auduva Jatis beginning with Arsabhi,
there are eight more (varieties) than this. Therefore,

in each of these six there are twenty three varieties
stated. ;

It - was said just above that there are eight varieties through
incompleteness, among the Vikrta Jatis. This incompleteness
can be either by S@davatva or Auduvatva. Thus there can be
really sixteen varieties. But in Sadjz Jati, the incompleteness
can be only through Szdavatva and has, as siich, only eight varieties
through incompleteness. But in the remaining six Ja#is begin-
ning with Arsabhi, there can be this incompleteness either
through Sadavatva of Auduvatva and, as such, there are sixteen
varieties through incompleteness. Thus there are twenty three
(16 4 7) in each of these six. The grand total of Vikrtas for the
seven Jatis will be 6 X 23 + 15 = 153.

8. There are eleven (varieties) accepted through
the combination of the modifications.  They are:
Sadjakaisiks, Sadjodicyava, Sadjamadhyama,

By combining these Vikstas of the seven Jatis, eleven
varieties are accepted. They are enumerated in this and in the
next two verses.

' 9. Gandharodicyava, Raktagandhari, similarly

Kajsiks, Madhyamodicyava, Karmaravi, Gandhara-
pancams, :

10. similarly Andhrs, Nandayanti. Now I state
their bases. Sadjakaisiiks is produced by the combi-
nation of Sadjz and Gandharika.
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11. Sadjamadhyama is produced by (the combi-
nation of) Sadjika and Madhyama. But Gandhara-
paiicamz is produced by Gandhari and Paficama.

12. The Andhrz Jati, on the other hand, is pro-
duced by Gandhari and Arsabhika. Sadji, Gandharika
similarly, Dhaivati—these combined together, on the
other hand,

13. produce the Sadjodicyavati Jati. Again,
Naisadz, Paficami and Arsabhika together produce
Karmaravi.

14. But Gandhari, Paficami and Arsabhika to-
gether produce Nandayanti. Gandhari, Dhaivats,
Sadjs, Madhyama—these together, on the other hand,

15. produce Gandharodicyava. Again, . these
themselves, without Sadjz, (but) along with Pajicami,
produce Madhyamodicyava. ey

16. They, and Naisad: (but) not Dhaivati pro-
duce Raktagandhari. Kais'ikiis produced from the
five, after ignoring Arsabhi and Dhaivats.

17. The four with the term Sadja (in their
names), Naisads, similarly, Dhaivats, and Arsabhi—
these seven are Jatis of Sadjagrama.

The table for these combinations is given below.

No. Combining Jatis Resulting Jati
1. Sadji, Gandharika *Sadjakaidiki
2. Sadji, Gandharika, Dhaivati *Sadjodicyava
3. Sadji, Madhyama “Sadjamadhyama
4. Gandhari, Dhaivati, Sadji, Madhyama Gandharodicyava
5. Gandhari, Naigadi, Paficami, Madhyama Raktagandhari
6. Sadji, Gandhari, Madhyama, Paficami,
Naisadi Kaig'iki
7. Gandhari, Dhaivati, Paficami, Madhyama Madhyamodicyava
8. Naisadi, Paflcami, Arsabhi Karmaravi i

4
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No. Combining Jatis Resulting Jat:

) Gﬁnéhﬁri, Paficami Gandharapaficami
10. Gandhari, Argabhi Andhri

11. Gandhari, Paficami, Arsabhi Nandayanti

The three with the asteric mark and the SGdji, Arsabhi,
Dhaivat? and Naisadi Jatis belong to the Sadja Grama. The
rest belong to the Madhyama Grama. This shows that according
to the author, the Madhyama Gr@ma, unlike in modern times, was
quite in vogue at that time.

18. The rest are in the Madhyamagrama. Now
are mentioned completeness and other points. Karma-
ravi, then Gandharapainicams Sadjakaisiki,

19. Madhyamodicyava—these are described as -
always complete. Sadji and Nandayanti;, Andhrs,
Gandharodicyava—these.

20. the sage Kagyapa speaks as complete and
Sadavas. The remaining ten are accepted as complete,
and made Sadava and Auduva. >

~21. In Jatis having the names of Paficams,
Madhyama and Sadjamadhyamea, Svarasadharana
has been prescribed by Bharata and others.

Svarasddharana has been explained in Section v.

22. This shall be in the case of Sa@, Ma and Pa
coming as Ams'as, according to their separate rules.
Kambala, Asvatara and others prescribe this in such
(Jatjs) where Nz and Ga are rare.

+ According to their separate rules: the rules have been

already given in Section v, verses 4, 5 and 6.

23. That is accepted in Ragas, Bhasas and others
also, where the bi-S7ufis are rare.  'When N7 and Ga
are Amsas in Sadjamadhyama, it shall not occur.
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Terms like Ragas and BhasGs will be explained in the
subsequent chapter. Ri-Svuti: Ga and N¢ which have only two
S'rutis. :

24, 25. Even there, only the modified (Svaras)
alone are the basis for1 the Svarasadharana. Nanda-
yantt and similarly Madhyamodicyava, Gandhara-
pancami—these three have one A#s'a. ' But Dhaivati
and Gandharodicyava, and then Paficami—these are
said to have two Asmsas.

26. Nawsads, Arsabhika and Sadjakaisiki are
accepted as having three Asmsas. Andhrs, Karma-
ravi and Sadjodicyava have four Amsas.

27. Raktagandhary, Gandhari, similarly Madh-
yama (and) Sadjz have five Awmsas. Kaisiki is the
only one with six Asmsas.

28.. By learned men has Sadjamadhyama been
described as having seven Ass'as. Thus in the eighteen
Jatis these are the sixty three Amsas.

The following Table will show the number of Asisa for the
various Jats : : .

Jat: No. of Amsas Jats No. of Amsas

1. Sadji 5 10. Sadjamadhyama: 7
2. Arsabhi 3 11. Gandharodicyava 2
3. Gandhri 5 12. Raktagandhari 5
4, Madhyama 5 13. Kaigliki 6
5. Paficami 2 14, Madhyamodicyava 1
6. Dhaivati 2 15. Karmaravi 4
7. Naisadi 3 16. Gandharapaficami 1
8. Sadjakaisiki 3 17. Andhri 4 -
9. Sadjodicyava 4 18. Nandayanti 1
Total 63

29. Graha, Awmsa, Tara, Mandra and similarly
Nyasa and Apanyasa, also Saimnyasa and Vinyasa,
profusion and then scarcity— ;

30. these \along with' Amntaramarga; in some
places there are also “ made into Sadava ” and “ made
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into Auduva "—these they speak of as the thirteen
marks in Jaies.

. There are thirteen elements on the basis of which the Jazs
are dlﬁerentiated_ from one another and they are enumerated here.
Profusion (Bahutva). Rarity (Alpata). These two terms’ will
be presently explained below. The term Antaramarga too will be
-explained below.

'31. There, the Svara placed in the beginning of
a Gita is spoken of as Graka. Of this Graha and
Ains'a, when one is mentioned it comprehends both.

Graha is the Svara that starts the song. In dealing with
Jatis if only one or the other of the two elements, Graha and
Amsa, is made mention of, it means both. What is spoken of
Graha must be accepted as referring to Asisra also, and vice versa,

32. That which is the manifester of the aesthetic
quality in. a song, whose Sasmwvadi and Anuvadi are
profuse. in Vidari, with reference to which Tara and
Mandra are regulated, ;

33. which by itself (or) whose Sarwadi and

Anuvadi Svara as another, becoming Nyasa, Apanyasa,

Vinyasa Sammnyasa and Graha
34. is profuse in handing, that Vad; is Assa in

virtue of its eligibility. But profusion in handling is
‘the comprehensive definition of Azsa.

The definition of Asisa is given in the three verses. The
elements that constitute an Asisa are :
/
(1) It manifests the aesthetic beauty of the song.
(2) 1ts Sasiwadi and Anuvadi are profuse in Vidari.
(3) Tara and Mandra are regulated with reference to it,

(4) It may itself be the Nyasa, Apanyasa, Vinyasa, Sari-
nyasa and Graha or its Saywadi and Anuvadi may be so.

(5) It must be profuse in the song.
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The last one itself' is really. the definition. All the above
terms will be explained presently. Vidari is a part of a song. ’Ehe
above translation was based on the commentary of Sitmhabhtpala.
According to Kallinatha, the fourth feature will be:

It by-tself will be its own Sasiwvadi, but its Anvads will be
another svara.

And the fifth feature will be :

It, becoming Nytsa, Apanyasa, Vinydsa, Sasmmyasa and
Graha appears as profuse in the song.

35. Should there be the Asmsa in the middle
seven (Svara) group, from that (Svara) abiding in the
Tara the succeeding four Svaras shall be taken in the

ascending order. This is the ultimate limit of the

Tara.

It was stated just above that Ta@ra and Mandra are re-
gulated with reference to the A#is'g. This regulation is now taken
up. In the iii section, verse 7, the Srutis were classified under
Mandra, Madhya and Tara. If the Asisa in a song is a Svara
in the Madhya Sthana, the farthest limit for the T@ra in the song
will be four Svagras up from the corresponding Svara in the Tara
Sthana. It shall not ascend beyond this. Here Kallinatha says
that the preposition “from” in the expression ““from that Svara
abiding in the 7@ra " must be taken as inclusive in the case of Ma
and exclusive in the case of Sw. If Ma in the Madhva Sthana is
the Asis'a, then, since the highest point is N7 in the T@ra Sthana,
there can be four Svaras in the Tara Sthana trom Ma only in-
clusive of Ma. But if Sa is the A#rsa, there can be Ri, Ga, Ma
and Pa in the T@ra Sthana even exclusive of Sa. Although Dha
and N7 yet remain, the ascending order shall not rise beyond Pa.

- 36. But as for lower ones, one can move as one
chooses. In the case of the T@ra even what are omitted
are taken into account. In Nandayanti, the ascending
order is described (only) up to the Sadja in the Tara.

Although the fourth Svara in the Tara Sthana is the
highest point to which there can be the Aroha (going up), it is not
One can stop at any point

necessary to go always to that point.

.,’\ -
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below that. In selecting the fourth Svara, even the Svaras that
are dropped in Sadava and Auduva should be taken into account.
}n the Jati called Nandayants, one shall rise up only to the Sadia
in the T@ra grade. This is an exception. It will be found, when
the Jatis will be described in detail later, that in Nandayanti, the
Mirchan@ is Hrsyaka, the last in the Madhyama Grama which
is Pg Dha (Ni Sa Ri Ga Ma. If Pa is the Aiisa, then after Pa
in the T'@ra Sthana, the Aroha shall be only up to Sa.

37. Beginning from the Aswsa abiding in the
Madhyasthana one can move as far as the Awmsa
abiding in the Mandra ; or as far as the Nyasa abiding
in the Mandra; or also as far'as the Ri and Dha that
come below it.

. Asfor going down, there are three opinions. If one starts from
the Ams'a in the Madhya Sthana, one shall go down as far as the:
same Svarae in the lower (Mandra) grade, or up to the Nyasa
Svara in the Mandra Sthana, or up to the R7 and Dha in the:
lower (Mandra) grade. Here the term Nyasa Svara does not
mean the closing Svara of the song, but the closing Svara in the:
Grama. Ni is the closing Svara in the Sadja Grama and Ga in
the Madhyama Grama. The third is an alternative to this. It
can go down not merely to the closing Svaras, Ni and Ga of the

' Gramas, but to' the Dha and Ri just below ; “ below it " means

* below the Nya@sa Svara ",

38. This is the limit of moving to the Mandra.
But as for nearer ones, one can move as one chooses.
Nyasa is what brings the Gifa to a close. And that is.
of twenty one varieties.

_ This is the lowest point to which one can go down. But it
1s nof necessary to go down to this lowest limit. One can.stop:
with any higher Svara above this limit.

39. But in the seven beginning with Sadjz, the
Svara that gives the name is the Nyasa. But in the
Sadjamadhyama, those two that give the name are
(so) accepted.
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40. The three Udicyavas have Ma at the end.
But Kais'iki has Ni, Pa and Ga at the end. Karma-
ravi has Paficama at the end. The other five are
accepted as ending in Ma.
The following Table will give the Nyasas for the Jatis :

1. Sadji Sa 7. Naisadi Ni 13. Kaisiki Ni, Pa,
Ga

2. Arsabhi Ri 8. Sadjakaigiki Ga  14. Madhyamodicyava
Ma

3. Gandhari Ga 9. Sadjodicyava Ma 15. Karmaravi Pa
4. Madhyama Ma 10, Sadjamadhyama 16, Gandharapaficami

Sa, Ma _Ga

5. Paficami Pa 11. Gandharodicyava 17. Andhri Ga
Ma

6. Dhaivati Dha  12. Raktagandhari 18, Nandayanti Ga
Ga

"Thus there are twenty one Nydsa Svaras for the 18 Jatis, Sadja-
madhyam@ having one extra and Kaistki having two extra
Nyasa Svaras.

41. Apanyasa shall be that Svara which ends the
Vidar:. In Karmaravi and in Naisadi, similarly in
Andhrz and Madhyama,

42. and in Arsabhi, those Svaras that are the
Ams'as are described as Apanyasas. In the three-fold-
Udicyavas Sadja and Dhaivata are the Apanyasas.

43. Madhyama is accepted so in Raktagandhars:
Sadja and Madhyama in Gandharz; Sa, N: and Pa in
Sadjakaisiiks (and) Nz, Ri and Pa in Panicama.

44, Ri and Pa are so in Gandharapaiicamsi ;
Gandhara and Pajicama in Sadji ; Ri, Ma ‘and Dha
are (so) spoken of in Dhavats; in Nandayantz Ma and
Pa are (so) accepted.

45, And the six, omitting Rz are in Kaisikz,
others say that even (all) the seven (can be so). But
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they speak of Sadjamadhyama as having the seven
Svaras as Apanyasa.

The following Table will give the Apa:zy{c;'sas :
1. Sadji Ga Pa 7. Naisadi Ni, Ri, 13, Kaisiki Sa, Ga,
Ga . ' Ma, .Pa, Dha,
[y ' Ni
Z. Arsabhi Ri, Dha, 8. Sadjakaigiki Sa, 14. Madhyamodi-
Ni Ni, Pa cyava Sa, Dha
3. Gandhari Sa, Ma 9. Sadjodfcyava Sa, 15. Karmiravi Ri,

Dha Pa, Dha, Ni

4, Madhyama Sa, 10. Sadjamadhyama 16. Gandharapai-
Ri, Ma, Pa, Sa, Ri, Ga, Ma, cami Ri, Pa
Dha Pa, Dha, Ni X

5. Paficami Ni, Ri, 11. Gandharodicyava 17. Andhri Ri, Ga,
Pa Sa, Dha Pa, Ni

6. Dhaivati Ri, Ma, 12. Raktagandhari 18. Nandayanti Ma,.
Dha Ma Pa

46. Of these, those Apanyasas that are (also)
Amsas are nineteen. Others are thirty seven. And
they, on the other hand, when added up, become
fifty six.

There are on the whole fifty six Apanyasas. Of these,
nineteen are identical with the Asisia Svaras for the Jatis. They
are the Apanyasas in Karmaravi, Naisadi, Andhri, Madhyama
and Arsabhki, as already stated in verses 41 and 42 above. The
text as printed is wrong. Antya (that come at the end) must be
read as Asisra (that are Assas).

47. 'In the alternative of there being seven
(Apanyasas) in Kaistki they know these (Apanyasas)
as.fifty seven. What is not Vivadé with Amsa (and)
coines at the end of the first Vidgri in a Gita

48. is Sazmyasa. But that itself not being

Vivad: with Amsa is spoken of as Vimyasa when it
comes at the end of the Pada of the form of a part of
a Vedars.
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Sasmnydse and Vinyasa are both Svaras that are not
Vivadi with the A#sra Svara. The first comes at the end of the
‘first Vidari, while the second comes at the end of a Pada which
forms part of a Vidari.

49.  Profusion is accepted as of two kinds (either)
by non-Langhana (or) similarly by repetition. And
that rests in the Paryayamsa, also in Vad: and Sasi-
vads.

Profusion (Bahutva). There is profusion when a Svara
appears prominently. This prominence can be either when the
‘Svara appears frequently repeated or when the Svara is not lightly
passed over. It is such passing over lightly that is called Langhana
(explained just below). Parya@yamsa is the Asmsa that is other
than Vadi, according to Kallinatha. This profusion can be either
in the Vad: or Sa#iwadi, or in some element other than the Vads.
1t seems that Sirmhabhiipala had some different reading. According
to him the meaning is that this profusion is a synonym for Vad:
and Sasirvidi. When there is profusion by non-Lanighana, it is
Vadi and when there is profusion by repetition, it is Sasvadi.
Perhaps his reading should have been :

paryayo ‘ sse sthitam tac ca vadisasiwvadinor aps

The translation would then be : and that (profusion) abiding
in the A#sa will be the synonym of Va@d: and Samhvad:.

50. And rarity is spoken of as of two kinds, by
absence of repetition and by lenghana. But absence
of repetition is in what are not Ass'as and is accepted
also in cases of omission.

This is the reverse of what is said about Bahutva (profusion)
in verse 49. What are not Asisas, ¢.e., other than Vadi and other
Asmsias, mentioned in verse 49 above, where Bahuiva appears.
Cases of omission are where for S@dava and Auduve one or two
Svaras are dropped.

51. Langhana is (mere) light touch. Generally
that has cases of omission as its sphere. Those who
are proficient in music desire it also in some cases of
non-Amsa. '
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When in singing one just touches on a Swvara without
lingering on it, it is called Lasghana (lit. jumping over)., Itisin
the case of the Svarg or Svaras dropped in SGdava and Auduva.
It is also resorted to in Svaras that are not dropped so, provided
such Svaras are not Amsa Svaras.

52, 53. Discarding the positions of Nyasa and
others, where there is produced the association here
and there with Amsa and others, of Svaras that
appear as rare in such a way as to produce some
excellence (of combination), sometimes by non repeti-
tion,” sometimes by mere Langhana alone, that is
Antaramarga ; this is generally in Vikriajatis.

Nyasa and others : Nyasa, Apanyasa, Vinyasa, Sarinyasa,
Graha and Asisra. Here and there: i.e., in positions other than
those of Nyasa etc., that is, in the middle. With Asiza and
others: Amsa, Graha etc. Svaras that appear as rare: Svaras
that have Alpata explained in verse 50 above. Excellence
(Vicitratva). 2y

54. Those six (sat) Svaras which protect (avants
from * the root av ‘to protect) the handling, are
accepted as Sadavas. A Gita of six Svaras produced
from them is called Sadava.

Here the term Sddeva is explained.
and the root Av to protect.

It is from Sat (six)

55. Here the stars (Udus) travel (Vanitsi from the
root Va to go) : therefore wise men call the sky Uduva.
And that is the fiftth among the elements. The number
five arising out of that '

Here the term Auduvae is explained. Udu means star:
the root V@ means to wandér. The stars wander in the sky, s.e.,
in the ether (Aka@s'a), which is the fifth element, and so the term
is taken to mean the number five. Ak@sa is the fifth in the usual

enumeration, though it is the first in the order of evolution:
2 )
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56. is Auduvi. And those Svaras that have that
(number) are accepted as Auduvas. That Gita where
these (Svaras) appear is called Auduva.

57, 58. On account of association with that, they
know a five-Svara combination as Auduva. For the
Svaras that produce Sadava and Auduva there shall
respectively be rarity and 'further rarity in the stage
of completeness. But it shall be the reverse in
Pajicami. Here the statement of rarity and pro-
fusion, when they are not (otherwise) obtained, is a
prescription.

Rarity (Alpata) has already been explgm_ed as_produced
by non-repejt,ition ind by Lasighana. There is .Azgﬁata b%r-ngr»
repition and Alpatarat@ (further rarity) ]Jy _Lc_mgkcmcz. _t as
been said in verses 6 and 7 above that Sadjz Jati ha:s pnly _Sadc_w_a
(six Svaras) for incompleteness and that the remaining six Jatis
have both Sadava and Auduva for mcompleteness. Where there
is S@dava, the Svara that is dropped will have Alpata and wher_e
there is Auduva, the Svaras that are dropped will have Alpat:frata.
Where there is only completeness, there is no scope for S@dava
and Auduva and as such, the Alpata will be‘on Svaras othef than
Asisa Svara. The Alpatd and Alpatarata in the case of Sadava
and Auduva are in the state of nompletenes}s when such incom-
pleteness for the Jati is possible. The rule is tlhat there shall be
Alpate when Sadava is possible and Alp:?tcz{(zta whgn Auduva is
possible. But in the case of Paficamsi jati, there is Alpr_ztcrwlzt_cr
when Sadava is possible and Alpata when Auduva is possible ; it
is just' the fqurse of the gene;al rule.‘ This is _ accordu?:g to
Simhabhtipala. According to Kallinatha’s interpretation, Ithe trans-
lation should be, “ But in the case of the Ifa.?icami, it shall be
otherwise (7.¢., the rule does not apply) . ’l_hf note that will be
given under the Paficami Jidti is based on Kallinatha.

59. When both are obtained, (the Statement) of
one or the other for the sake of preference is Parisain-
khya. Then the definitions of these Ja#is are given
separately. J

M

¥
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The definition of Vidhi and Parisasikhya has been introduced
in connection with the peculiarity in the case of Paficami Jati
regarding Alpatd and Alpataratz. The purpose of introducing
the point will be clear when the Paficams Jati will be described
later. When a fact is not known as something to be done and when
it is stated that it is to be done, there is a Vidh; (prescription).
When two alternative possibilities are known, and when there is a
statement showing some preference to one of them, then there is
Parisaikhya (lit. exclusion of one). Neither by our experience
nor through inference can one know .that one has to perform his
morning ablutions. It is only from a Vedic statement that one
knows it as something to be done. Thus that Vedic statement is
a Vidhi or prescription. The usual example for a Parisankhya *
is a sfatement: the five five-clawed ' (animals) may be eaten.
Eating the meat is known by experience. This statement gives a
preference to the meat of the five five-clawed animals. It results

in prohibition of the meat of animals other than the five five-
clawed ones,

1. SADJI

60. In Sadji, there are five Svaras as Amsas
(namely, all the seven) except Nisada and Rsabha.
The Sadava is (effected) by dropping Ni. Here that
(N2)1is sometimes Kakals in the state.of completeness.

61. Here there is combination of Sz-Ga and of
Sa-Dha; but Ga is profuse. * When Gandhara is the
Amns'a, there is no dropping of Ni. The Murchana is
what has Dha in the beginning.

- 62. And here the Tala is Paficapani of the three
varieties beginning with Ekakala. Respectively, the

Margas are Citra, Vytts and Daksina ; and then the

Gitis are

63. these : Magadhz, Sambhavita, and Ppthula,
respectively. And in the Naiskramikadhruva, in the
first Preksana is accepted

64. the employment. Here there are twelve

Kalas. A Kala has eight Laghus.
9
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The Asdas are the five Svaras after discarding R7 and Ni,
ie., Sa, Ga, Ma, Pa and Dha. Sometimes, i.e., when Sa is Vadi,
this Ni, when it is not dropped, i.e., when the Jati is a complete
one, is Kakalt Ni (Ni in the 24th position or in the 2nd position).
For Kakali see Section iv, verse 17. Sa is separated by one Svara
from Ga and Dha and there shall be combinations (sangati) like
Sa-Ga-Sa, Ga-Sa-Dha, Ga-Sa-Ga and Sa-Dha-Sa. Here Ga is
very frequent. Here, Ga is Vivadi of Sa ; how can it be frequent ?
1t is said so by Bharata. When Ga is the Awmsa, Ni is its
Samvadi and as such Ni.shall not be dropped. Now, although
Sadyi Jati can be either complete or incomplete (only Sadava),
yet when Ga is the Arsa, N¢ cannot be dropped and the Sadava
which is effected only by dropping Ni is not possible. Thus the
two divisions of completeness and incompletenéss are possible only
when Sa, Ma, Pa and Dha are the Asisa. Since Sadj: Jati
belongs to the Sadja Grama, the Murchana that starts with Dha
is Uttarayata (No. 3).

The Details about T@la given in verses 62 ff. can be ex-
plained only after a general treatment of the system of Ta@la which
is elaborated in the fifth Chapter of the work. Similarly, Bharata
dealt with music only as a component part of n@{ya or Drama and
as such, in dealing with the details of the Viniyoga of the various
Jatis (where and when they are to be employed), a general treat-
ment of some aspects of dramaturgy is necessary. Thus I find it
easier to deal with these two points as a whole after all the Jatis
and all the Ragas (in the next Chapter) are disposed of. The
translation of the second Chapter will follow immediately. The
matter has to be held over till that chapter is finished.

The Tala and Vinivoga have nothing to do with the form
of a Jati. The form of a Jati is determined by the factors men-
tioned in verse Nos. 29 and 30. The Jatis are distinguished from
one another on the basis of these elements. Thus by holding over
the consideration of Tala and Viniyoga, the understanding of the
form of the Ja@tis does not suffer.

Kala is a part of the song. The point will be clear only
when T@la is explained. Each Kala has eight Laghus (short),
ahd a Laghu is what can be uttered in five Matras, not what can
be uttered in one Matra. Simhabhupala uses the term Guru
(long) for this.

In this Sadji, Sadja is the Nyasa ; Gandhara and
Paficama are the Apanyasas; Varati is seen. Its
Prastara is :

~

&
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1. Sa Sa Sa Sa Pa Ni-Dha Pa Dha-Ni

tam bha va ' la la |

2. Ri Ga-Ma Ga Ga Sa Ri-Ga Dha-Sa Dha
na ya  nam bu Ja dhi

3. Ri:Gal . Sa Ri Ga Sa, 6 Sa Sa Sa
kam i

4, Dha Dha Ni Ni-Sa Ni-Dha Pa Sa Sa
na ga ST nu pra mna ya

5 Ni Dha Pa Dha-Ni Ri Ga Sa  Ga
ke li Sa mu dbha

6. Sa. Dha Dka-N: Pa Sa Sa 8Sa Sa

. vam

Y st Sa Ga Sa Ma Pa Ma Ma
sa ra sa kr ta ti la ka

8. Sa Ga Ma Dha-Ni Ni-Dha Pa Ga Ri-Ga
pan ka - pgie e g,

9. Ga -Ga Ga . Ga Sa Sa Sa Sa
nam .

10. Dha Sa Ri Ga-Ri Sa Ma Ma Ma
pra npa ma mi ka ma

12 Pha M1 MPa | DhaNa R Ga VR Sa
de hen t@ha . cnad s na)

12. Ri-Ga Sa Ri Ga Sa Uisa!l S5¢ Sy

lam

In the Vikrta forms, Graha and other elements may change.
But the Svara that gives the name to the Ja#i must be the Nydsa,
both in the Swuddha and in the Vikrta forms. Gandhara and
Paficama are Apanyasas only in the Vikyta forms. In the
Suddha form, the Svara that gives the name to the Jat: must the
Apanyasa. What is said about Graha is applicable to s a also.
This is the general rule.

“ Varaiti is seen.” That means that there is the appearance
of the Varats Raga. This point here and the'corresponding points
in the subsequent Jatis will be explained after the R@ga portion
(in the next chapter) is finished.
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Prastara is the allocation of the Svaras in the various
Kalas. Along with that, the allocation of the letters of the song
. is also given. Each Kalz has eight Laghus. A Laghu is what
can be. uttered in five Matr@s. This can be one Svara or more
Svaras. 1 have not marked long and short. The Svara or Svaras
in a unit must comprise five [Ma@tras : this is the rule. When no
letter of the song is given under a Savara, it is to be understood
that the previous letter continues till a new letter is taken up.
Thus, in the first Kal@, the letter ““ t@m " continues for the first
two Se units; “la” is taken up for the Ni in the sixth unit and
continues for the Dha in the same unit, and for Pa which is the:

next unit. When the Svaras are not marked, they belong to the:
Madhya Sthana. Tare is marked by thick letters and Mandra
by Italics. y

There are some small inaccuracies®in the text printed in the
Adyar Library series, I have corrected them in this translation.
The mistake is in marking the Mandra and Tara for the Svaras.

The Song is :

tam bhavalaldtanayanambujadhikam nagasinupranaya-
kelisamudbhavam

sarasakriatilakapankanulepanam pranamami kamadehen-
dhananalam

2. ARSABHI

In the Arsabhi, on the other hand, there are three

Awmsas, namely, Nisada Rsabha and Dhaivata.

65. There is the combination of the bi-Srutis
with the others and there is Langhana of Paficama.
There is Sadava by the dropping of Sadja here (and)
Auduva by the dropping of Sa and Pa.

66. And the Marchana is that which begins with
Paiicama. Tala is accepted as Caccatputa. Here
there are eight Kalas. The employment, on the other
hand, is as in the previous,

Ni, Ri and Dha are the Asissias. The bi-Srutis are Ga and

Ni. They come in combination separately with the other Svaras,
namely, Sa, Ri, Ma, Pa and Dha. This shows that Ga and N7
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occur profusely and the others sparingly. Pa has Laisighana
(jumping over); i.e., there is Alpatarata for it. For Langhana
and Alpatartd see verses 49 ff. above. When there is complete-
ness, it has Alpata. In Sadava it is Se that is dropped and in
Auduva, Sa and Pa are dropped. The Mirchana is Suddha-
sadja, which is the fourth in Sadja Grama.

In this Arsabhz, Rsabha is the Nyasa; the Amsas
themselves, are the Apanyasas; Desz and Madhukar:
are seen. Its Prastara is:

1. Ri Ga Sa Ri-Ga Ma Ri-Ma Ga Ri-Ri
gu na lo ca na dhi
2. Ri Ri Ni-Dha Ni-Dha Ga Ri-Ma Ma Pa-Ni
ka ma nan ta .ma ma ra
3. Ma , Dha. Ni, Dha Pa Pa Sa Ga
ma ja ra ma ksa ya
4. Ni Dha-Ni Ri Ga-Ri Sa-Dha Ga-Ri Ri Ri
ma je yam
5. 'Ri Ma Ga-Ri Sa-Dha Sa-Sa Ri-Sa Ri-Ga Ma-Ma
pra na ma mi divya
6. Ni-Dha Pa Ri Ri Ri-Pa Ga-Ri Sa-Dha Sa
ma ni dar pa T ma
7. Ri-Sa Ri-Sa Ri-Ga Ri-Ga Ma Ma Ma Ga-Ri
la ni ke tam
8. Pa Ni Ri Ma Ga-Ri Sa-Dha Ga-Ri Ga-Ri
bha va ma me : : yam

The song is:

sunalocan@dhikam anantam amaram ajaram’ aksayam
ajeyam
bhavam

pranemami  divyamamidarpanamalanikeiam
ajeyam
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3. GANDHARI

67. In the Gandhari, there are five A#msas
(namely, the Svaras) except Riand Dha. Then, the
combination is of the Nyasas with the others. From
Dhaivata, one shall go to Rsabha. '

68. Sadava and Auduva are effected respectively
by the dropping of R: and by the dropping of R: and
Dha. Paticama is adverse to Sadava. Ni, Sa, Mad-
hyama and Paficama -

69. as Asmsas are adverse to conversion into
Auduva. There are sixteen Kalas described. The
 Marchana shall be what begins with Dhasvata. The
Tala is accepted as Caccatpula.

70. The employment shall be in the Dhruva
singing, in the third Preksana.

The Awisras are Sa, Ga, Ma, Pa,and Ni. The Nyasa is
Ga. With this, or with any one of the five Asas, the rest can
be combined. In the stage of completeness, one can proceed
from Dha to Ri ; that means that there can be the combination
of Dha and Ri. When Pg is the A#sva, then there can be no
Sdadava ; there can be only completeness. When N7, Sa, Ma and
Pg are the Assas, there can be no Auduva; there can be only
completeness or Sadava. The fact is this. This is a Madhyama
Grama Jati. In the Madhyama Grama, Pa has Ri as its
Sarwadi, and in this Jati, the -Sadava is by dropping Rz. But
Samvadi shall not be dropped. So there is no Sa@dave when Pa is
the Asmsw. For the same reason, when P« is Amisa, there can be
no Auduva which is effected by dropping Ri and Dha. As for
there being no Awudwva when the other Svaras are Asirsas it is
based on the words of Bharata. There can be the three forms,
namely, complete, Sadava and Auduva only when Ga is the
Asmsa. The Murchana is Pauravi in the Madhyama Grama.

In this Gandhari, Gandhara is the Nyasa ; Sadja
and Pajicama are the Apanyasas ; Gandharapaiicama,
Des'i and Velavals are seen. Its Prastara is -

A
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1. Ga Ga Sa N: Sa Ga Ga Ga

e tam
2. Ga Ga-Ma Pa Pa Dha-Pa Ma Ni-Dha Ni-Sa
ra ja ni va dhu mu kha
3. Ni-Dha Pa-Ni Ma Ma-Pa-Ri Ga Ga Ga Ga
vi _ bhra ma dam
4. Ga Ga-Ma Pa Pa Dha-Pa Ma Ni-Dha Ni-Sa
ni sa ma ya va ro ru
5. Ni-Dha Pa-Ni Ma Ma-Pa-Ri Ga Ga Ma Sa
ta va mu kha vi 13 sa
6. 1Ga Sa\ Ga. Ga  Ga, GaMa «Ga Csz
va pus | ca ru ma ma la
7.. Ga Ga-Ma Pa Pa Dha-Pa Ma Ni-Dha Ni-Sa
mr du ki ta ng
8. Ni-Dha Pa-Ni Ma Ma-Pa-Ri Ga Ga Ga Ga
ma - mr ta bha ‘vam
9. Ri Ga Ma Pa-Dha Ri Ga 4 Sa
ra  ja ta gi’ + 1 i  kha ra
10. ¢ Ni N¢ Ni¢ Ni Ni~ Ni Ni
ma ni sa ka la  ¢an kha
11. Ga Ga-Ma Pa Pa Dha-Pa Ma Ni-Dha Ni-Sa
va ra yu va ti dan ta
12. Ni-Dha Pa-Ni Ma Ma-Pa-Ri Ga Ga Ga Ga
pan kti ni bham
13. Ni Ni Pa N4 Ga Ma Ga Sa
pra na ma : mi pra na ya
14. Ga Sa, Ga Ga Ga Ga-Ma Ga . Ga
Mra ti ka la ha ra va nu
< 15. Ga Pa Ma Ma Ni-Dha Ni-Sa Ni-Dha Pa-Ni
dam
16. Ma Pa-Ri-Ga Ga Ga' Ga' Ga, Ga Ga
g'a s ? nam
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The song is: !
etam rajanivadhiimukhavibhramadam nissamaya varori

tava mukhavilasavapuscarum amalamydukiranam amyta-
bhavam

- rajatagirvisikharamanisakalas ankhavarayuwvatidanta-
pasiktinibham :

pranamami pranayaratikalaharavanudam sasinam
4, MADHYAMA

In Madhyama there shall be five A7s'as (namely,
the Svaras) other than Gandhara and Nisada.

71. There will be profusion of Sadja and Madh-
vama ; Gandhara shall be rare. Here, the Sadava
shall be (effected) by the dropping of Ga; but Auduva
by the dropping of Niand Ga. There shall be eight
Kalas.

72. The Muarchana shall be that which begins
with Rsabha. The Tala is accepted as Caccatpula.
The employment shall be in the Dhruva singing, in
the second Preksana.

The Assras are Sa, Ri Ma, Pa and Dha. Sadja and
Madhyama are Awisas and as such their profusion is thereby
indicated. Tts special statement is to show that even when they
are Paryayawsas, there is profusion. Gandhara is Alpa when
the Jati is complete ; in S@dava and Auduva, it is dropped. The
Murchana is Kalopanata in the Madhyama Gr@ma : Parvayaisa

is Anizs'a other than the Vadi itself as Aswmsra (see verse 49 above.)

In this Madhyama, Madhyama is the Nyasa ; the
Amsas themselves are the Apanyasas ; Coksasadava,
Des'i and Andhali are seen. Its Prastara is :

1. Ma Ma Ma Ma Pa Dha-Ni Ni Dha-Pa

pa tu bha wva mur
2. Ma Pa-Ma Ma Sa Ma Ga Ri Ri
dha ja na na
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3. Pa Ma Ri-Ma Ga-Ma Ma Ma Ma Ma

. ki 1 ta

4. Ma Ni-Dha Ni-Sa Ni-Dha Pa-Ma Pa-Dha Ma Ma

* ma ni dar pa nam

5. Nz Nz Ri Ri Ni Ri _ Ri Pa
gau I ka ra  pal '

6. N/ Ma-Pa Ma ,Ma Sa Sa Sa Sa
la.  van gu li su

7. Ga Ni Sa Ga Dha-Pa Ma Dha-Ni Sa
te ji tam

8. Pa .Sa Pa Ni-Dha-Pa. Ma Ma Ma Ma
SUCSRE b nam ;
The song is :

patu bhavambrdhajananakivitamanidarpanam
gaurikarapallavangulisutejitam sukiranam

5. PANCAMI

73. In the Paficami, on the other hand, the
Amsas shall be Ri and Pa. Sa, Ga and Ma are accept-
ed as rare. There shall be the combination of Ri
and Ma. In the state of completeness, one shall
proceed from Ga to Nisadaka.

74. Conversion into Sadava and Auduva are
accepted respectively by (the dropping of) Ga and Ni-
Ga. Rsabha as Amsa is adverse to conversion into
Auduva. And there are eight Kalas accepted.

75. Murchana etc., on the other hand, are as in
the previous. But the Preksana is the third.

Sa and Ma are not dropped for Sgdava and Auduva ; yet
they have to be rare. This fact is not known before and as
such it is a prescription, (explained in verses 58, 59). Ga is dropped

for Sadava and Auduwva and as such, its being rare is already
%known; so this statement is for Parisankhya (already explained
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in verses 58 and 59 above) : There shall not be Alpatva for others.
When it is complete, there can be the combination of Ga and Ni.
Although N: and Ga which are dropped in Auduva are not the
Sasiwwadi of Ri the denial of Auduva when Ri.is A#isa is based
on the statement of Bharata. >

In explaining verse 58 above, the occasion for the introduc-

tion of Vidhi and Parisankhya was not fully explained. In the

Paficami Jati, it has been stated that Sa, Ga and Ma are rare.

It is what are dropped in Sadave and Auduva that become rare

in the state of completeness, and here Ga is dropped in Sadava
and Ni-Ga in Auduva. So by the general rule, there is no Alpatva
for Se and Ma which are not dropped in Sadava and Auduva.
Alpatva for Ga alone which is dropped in Sadava and Auduva,
is thereby already ascertained. But here Alpatva is prescribed for
all the three together. N7 is dropped in Awuduva and as such there
must be Alpatva for it. But Ni is spoken of as Apanyasa and
as such it should be Bahu, while Bahutva is not ascertained in so
far as Alpatva comes in on account of its being dropped in Auduva.
Thus this is contrary to what is given as the general rule in other
Jatis. Thus there is prescription of Alpatva and Bahutva in
cases where the general rule does not support them. Similarly
both N¢ and Ga should have Alpatva in so far as they are dropped
in Sadeva and Auduva. Then why should there be separate
statement for Ga being Alpa? It is to show that in the matter of
Alpatva already ascertained by their being so dropped, Ga must
be prefered and N:i should be ignored. It is for explaining this
point of some special feature in the Paficami Jatt that Vidhi and
Parisankhya were taken up there.

In this Paficams, Paficama is the Nyasa ; Rsabha,
Pajicama and Nisada are the Apanyasas ; Coksapaii-
cama, Des'i and Andhali are seen. Its Prastara is

1. Pa Dha-Ni Ni Ni Ma Ni Ma Pa
ha ra mur dha ja na
2. Ga Ga Sa Sa Ma Ma Pa Pa
nam ma he ga ma ma ra

3. P& Pa Dha Ni Ni Ni Ga SaV

pa ti ba ~hr stam ' bha
4. Pa Ma Dha Ni [¥FDha. Pa Pa. Pa
na ma nam tam

v
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5. Pa Pa Ri Ri Rl Ri Ri Ri

pra na ma mi pu ru sa
6. Ma Ni-Ga Sa Sa-Dha  Ni Ni Ni Ni
mu kha  pa dma la ksmi
7. Sa Sa Sa Ma B Pa Pa 2 Ba
ha ra mam bi ka pa
8. Dha Ma  Dha hii b Bars Pav iPa
ti ma ‘ je yam
The song is :

havamardhajananam mahesam amarapatib@hustambha-
nam anantam

tam pranamami purusamukhapadmalaksmiharam
ambikapatim ajeyam

6. DHAIVATI

In Dhaivati, the Amsas are Ri and Dha. Sa
and Pa have to be jumped over when in the ascending
order. -

76. Sadava is spoken of as by the dropping of
Pa, and Auduva by the dropping of Sa and Pa. The
Miarchana shall be that which begins with Rsabha.
Tala, Marga and Gits

77. and Viniyoga shall be as in Sadjz. The Kalas
are described as twelve.

Jumped over (Laghya). When complete, the two Svaras
Sa and Pa, which produce S@dave and Awuduva must be made
Alpatara in the ascending order (Aroha). This indicates that in
the Avaroha, they have to be only Alpa and not Alpatara. The
Murchan@ is Abhirudgata in the Sadja Grama.

In this Dhaivats, the Dhaivata is the Nyasa ;
Rsabha, Madhyama and Dhaivata are the Apanyasas :
Coksakais'tka, Desi and Simhali are seen. Its Pra-
stara is :
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1. Dha Dha Ni-Dha Pa:Dha Ma Ma Ma Ma

ta ru na ma len du
2. Dha Dha Ni-Dha Ni-Sa Sa Sa Sa Sa
ma ni bha si @ ma
3. Sa-Dha Dha Pa Ma-Dha
la gi  ro
Dha Ni-Dha Dha-Ni Dha
jam
4. 530 Sa Ri-Ga Ri-Ga Sa Ri-Ga ' Sa Sa
bhu ja ga dhi  pai ka
5. Dha Dha Ni Pa Dha Pa Ma Ma
kun da la Vi la sa
6. Dha Dha Pa Ma-Dha !
kr ta s'o
Dha  Ni-Dha  Dha-Ni Dha
bham
7. Dha Dha Ni-Sa Ni-Sa Ni-Dha Pa Pa Pa
na ga s nu la’ ksmi
8. Ri-Ga Sa Sa Sa Ni: N: N:i: N;
de har dha mi g/ri
9. 5a Ri-Ga Ri-Ga Sa Ni Sa Dha Dha
ta ga ri ram
10. Ri Ga-Ri Ma-Ga Ma Ma Ma Ma Ma
pra na ma - mi  bha ta
11. Ni . Ni Dha, Dha., Pa Ri-Ga Sa Ri-Ga
. g1 to pa ha ra
12. Pa' Dha Sa Ma Dha Ni Dha Dha
pa ri tus ' tam
"The song is;

tarunamalendumanibbuisitamalasirojam
bhujagadhipaikakundalavilasak rtasobham
nagasunulaksmidehardhamisvitas ariram
branamami bhutagitopaharaparitu stam

<&
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7. NAISADI

In Naisads the Awmsas are accepted as Ni, R and
Ga, with what are not A7s'as as not profuse.

78. Sadava, Auduva (and) what are to be jumped
over, (and also) the Vimiyoga are as in the previous.
Caccatputa (is the Tala). Here there are sixteen
Kalas. And the Murchana is what begins with Ga.

‘What are not Assas, namely Sa, Ma, Paand Dha shall be
Alpa. The Murchana is Asrvakranta in Sadja Grama.®

In this Naisadi, the Nigada is the Nyasa; the
Amsas themselves are the Apanyasas ; Coksasadha-
rita, Des'z and Velavali are seen. Its Pmsmm is

1. Nit Ni Ni Ni Sa Dha Ni Ni

tam su ra van di ta
i Par = Ma Sa Dha Ni Ni: Ni N:
“ma hi sa ma ha su. '« ra
BRSNSl G 1 G AL NN DR N
ma tha na mu ma *pa tim
4, Sa ' Sa Dha Ni Ni Ni Ni Ni
bho ga yu tam
5. Sa Sa Ga Ga Ma Ma Ma Ma
na ga su ta ka mi ni
6. Ni Pa Dha Pa Ma Ma MNa Ma
di vya vi ge sa ka
7. Ri Ga Sa Sa Ri Ga Ni Ni
st - ca ka su bha na kha

8 Ni Ni Pa Dha-Ni Ni Ni Ni Ni
dar pa na kam

O, Sa 83 Ga  18a Ma Ma Ma Ma
a hi mu kha ma ni kha ci
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10, Wa Mo  M& Me -Ni '‘Dhe Ma ' Ma : . After the seven S'uddha Jatis, now the eleven Vikrata
o b I5 T pu . Jatis are taken_up. Although Ri, Ma, Dha and Ni, being not
Asmsas, have to be Alpa, such Alpata is confined to R and Ma by

1l DhaleDle 9N  Nit- Bt Coave Mz Mz this statement. “Slightly profuse” means more profuse than
ba i bhu jai ga ma ¥ q", Ri and Mg already declared Alpa, and less profuse than Sa, Ga

and Pa which are Asirsras.

.12‘ lzla Ig: I;: D]}im N2 tﬁ; Ni N: In this Sadjakaisiki, Gandhara is the Nyasa;
1+ Wes Ba \Ni . Ni (Ri., R Ri. Ei vadja, Nisada and Paficama are the Apanyasas;
g tar md bhi  ‘vra. j& mi Gandharap 'czﬁcama, Hindola, Dest and Velavali, al-
4 R o N R ready mentioned are seen. Its Prastara is :
fa  ra na ma  nin di ta 1. Sa Sa Ma Pa Ga-Ri Ma-Ga Ma Ma
15, Dha Ma Ri Ga Sa Dha Ni Ni de
pa da  yu ga pan ka 2. Ma Ma Ma Ma Se¢ Sa Sa Sa
6. P Ma Ri Ga Ni Ni Ni Ni N i |
ja vi la sam 3. Dha Dha Pa Pa Dha Dha Ri Ri-Ma
"The song is: a sa ka la s'a Si ti. la
tam suravanditamahisamakﬁsz&ram;ztkanam umapatim 4 o - k:SI}ﬂ S Ne Ns Nz
bhogayutam i ] ' '
nagasutak&mmEdivyam‘sresakqsﬁcakas*ubhanakhadw- L gl ](:i)ha Dha Pa Dha-Ni Ma Ma Pa Pa
anam " dwvi ra da ga tim p
Rhimuk} khacitojjvalanii balabhujari - : ;
a ;ar;}?m;:mam aci Ojjfﬂa anipurabalabhujangamarava 6. Dba DR P Dbt Dha Dha Pa Pa
dmt_am abhivrajami saranam aninditapGdayugapankaja- T Pl 1 ma tim
vilasam Vo D2 Sa dga Sa Sa Sa .. Sa, 'Sa
mu a mu khx
8. SADJAKAISIKI ; - o s
; 8. Dha Dha Pa Dha Dha-Ni Dha Dha Dha
79. In Sadjakaisikz, the Amsas shall be Sadja, ru ha di vya kan tim
Gandhara and Paficama. There shall be Alpatva in 9. Sa Sa Sa Ri-Ga Sa Ri-Ga Dha Dha
Rsabha and Madhyama. Dha and Nisada are slightly . ha ra mam bu do da
profuse. N | 10. Ma Dha Pa Pa Dha Dha Ni Ni
80. Caccatputa (is the Tala). In this there shall w dhi ni na dam .
be sixteen Kalas. The Viniyoga shall be in the Pra- LL ki kel B Ga SRSa Sa  Sa L Sa. i

vestki Dhruva, but in the second Preksana. : : a. ca la va ra - .sA nu
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12. Dha Ri-Sa Ri Sa-Ri Ri Sa Sa Sa
de har dha mi s'ri

13, Sa. #Sa3.Ri Ri Sa=-Ri - Ri ''Sa Sa Sa
ta sa 1 ram

14. Ma Ma Ma Ma Ni-Dha Pa-Dha Ma Ma
pra na ma mi ta ma ham

15. Ni Ni Pa Pa-Ma Pa Pa-Ma Pa-Dha Ri-Ga
a nu pa ma mu kha ka ma

16. Ga Ga Ga Ga Ga Ga Ga Ga
lam.

The song is:

devam asakalasasitilakam dviradagatim

nipunamatim mugdhamukh@mburuhadivyakantim

haram ambudodadhininddam acalavarastinudehardhanii-
sritas arivam

pranamami tam aham anupamamukhakamalam

9. SADJODICYAVA

8l. In Sadjodicyava, the Amsas are described
as Sa, Ma, Ni and Dha. They shall be combined
among themselves. There is profusion of Gandhara
of the Madra (Sthana).

82. Sadja and Rsabha are profuse in the Tara
(Sthana). Sadava is accepted as through the dropping
of Ri. Auduva is through the dropping of Ri and Pa.
There shall be no Sadava when Dhaivata is the Amsa.

83. Gita, Tala etc. are as in the Sadjz. And the
Mwrchana is what begins with Gandhara. The Vini-
yoga is in the second Preksana, in the Dhruva singing.

Gandhara is not an Asisra ; yet its profusion in the Mandra

Sthana is prescribed by Bharata. This indicates that when
Gandhara is in other Sthanas, it has no such profusion. R? ie

vii. JATI]
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dropped in Sadava and Auduva and as such it must be Alpa in
complete Jati. But this Alpata is only when Ri is in the Mandra
and Madhya Sthanas. Sa being Asda must be profuse. The
special statement about its being profuse in Tara Sthana is to
show that in relation to Mandra and Madhya Sthanas, Tara Sa
must be specially profuse. Ri, being Saswadi of Dha, cannot be
dropped when Dha is Asis:a, and Ri is dropped in Sadava. Simi-
larly, when Dha is Asista, there can be no Awuduva also, since
Auduva is effected by the dropping of Ri and Pa, and R is the
Sasiwvadi of Dha, and as such, cannot be dropped. Kallinatha
gives the explanation that though both R7 and Pa are dropped in
Auduva, Pa alone, which is not Sasvadi of Dha, must be taken
as what produces Awdnva (Auduvakaritva; SGdava-karitva as
printed seems to be a mistake). The Marchana is Aswakranta
in Sadja Grama.

In this Sadjodicyava, Madhyama is the Nyasa ;
Sadja and Dhaivata are the Apanyasas. Its Pra-

stara is :

.

1. Sz Sa Sa A Ma Ma Ga Ga
gai le .

2. Ga Ma Pa Ma Ga Ma Ma Dha
gfa su nu

3. Sa Sa Ma Ga Pa Pa Ni Dha
s'al le gla st nu

4. Dha Ni Sa Sa Dha Ni “Pal - Ma
pra na ya pra  san ga

5 Ga Sa Sa e Sa Sa Sa Ga
sa vi la sa  khe la

6. Dha Dha Pa Dha Pa Ni Dha Dha
na vi no ; dam

TENESEY Ga Ga Ga Ga Ga Sa Sa
2 dhi ka

8 Ni Dha Pa Dha Pa Dha Dha Dha
mu khen du

10
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9. Sa Sa Ma Ga Pa Pa Ni Dha

a dhi ka mv  khen du
10. Dha Ni Sa Sa Dha Ni* Pa Ma
na ya nam na ma mi
. Ga Sa Sa Sa Sa: iSa Sa Ga
de va su re sa
12 Dha Dha Pa Dha Ma Ma Ma Ma
ta va ru ci ram

84. The first (Kald) is by the letters s’az and le ;
but the second is by (the letters) saswnu. By these
five shall be the third. The seventh, on the other hand,
is by the letters adhika.

85. But the eighth is by mukhendu ; the ninth
Kala in this is by these six.

First Kala is sraile ; the second is s‘asfinu ; third is sailesa-
stnw; the seventh is adhika; eighth is mukhendw : the ninth is
aithikamukhendu. Gitis like Magadhi and Ardhamagadhi will
be explained in the next section as what has Padas repeated three
timas and two tims2s respactively., Here the Avrdhamagadhi where

the Pada is repeated twice is illustrated asan example. The
song 1s ! !

sailesrasinupranayaprasangasavildsakhelanavinodam
adhikamukhendunayanam namami dev@sures a [ava rucirai

10. SADJAMADHYAMA

In the Sadjamadhyama, (all) the seven Svaras
are the Ass'as. And they among themselves

86. combine. Ni is Alpa, except when Ga is
Ams'a, in cases other than when it is Vad:. Conversion
into Sadava and Auduva are by the dropping of Nz and
by the dropping of Ni and Ga.

[viL. jaTI

i
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87. But, the two bi-S'rutis are adversaries of
Sadava and Auduva. Gita, Tala, Kala etc., are as in

Sadji. The Murchana, then,

88. is to be understood here as what begins with
Madhyama. The Viniyoga is as in the case of the
previous.

In the state of completeness, Ni becomes Alpa. But when
Ga is Awsa, Ni cannot be Alpa since Ni is the Sarwadi of Ga.
When Ni is the Vadi itself, there is still less possibility of its being
Alpa. There are two cases when Ni cannot be Alpa, when Ga is
Asirva and when Ni is Vadi. Bi-Srutis are Ga and Ni which
have only two Srutis. When Ga and Ni are Asisias, they cannot
be dropped and as such there can be no Sadava and Auduva by
dropping them. There can be SGdava and Auduva only when
other Svaras are Assas. The Marchana is Matsarikyt in the
Sadja Grama.

In this Sadjamadhyama, Sczdja and Madkjrama are
the Nyasas ; (all) the seven Svaras are Apanyasas. Its
Prastara is :

1. Ma G_a Sa-Ga Pa Dha-Pa Ma Ni-Dha Ni-Ma

ra ja ni va dhm mu kha
2. Ma Ma Sa Ri-Ga Ma-Ga Ni-Dha Pa-Dha Pa
vi la sa Ta o ca
3. Ma Ga.- ' Ri Ga Ma Ma g8 Sa
nam
4, Ma Ma-Ga-Ma Ma Ma
pra vi ka si :
Ni:Dha Pa-Dha Pa-Ma Ga-Ma-Ma
ta ku mu da
5. Dha Pa-Dha Pa-Ri Ri-Ga
da la phe na

Ma-Ga Ri-Ga Sa-Dha-Sa Sa
sam ni

&
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6. Ni-Dha Sa Ri Ma-Ga-Ma Ma Ma Ma Ma

bham
7. Ma Ma Ma-Ga-Ma Ma-Dha
ka mi ja
Dha-Pa Pa-Dha Pa-Ma Ga-Ma-Ga
na na ya TR
8. Dha Pa-Dha Pa-Ri Ri-Ga
hr da ya bhi
Ma-Ga  Ri-Ga  Sa-Dha-Sa Sa
nan di
9. Ma Ma Dha-Ni Dha-Sa Dha-Pa Ma-Pa Pa Pa
nam
10. Ma Ma-Ga-Ma Ma  Ni-Dha
pra na ma
’Pa-Dka Pa-Ma-Ga Ga Ma
. mi de vam
11. Dha Pa-Dha Pa=Ri Ri-Ga
ku - mu da dhi
Ma-_Ga Ri-Ga Sa-Dha-Sa . Sa
va - st
12. Ni-Dha Sa Ri Ma-Ga-Ma Ma Ma Ma Ma
nam
The song is :

ra_;:am' vadhuimukhavilasalocanam
pravikasitakumudadalaphenasannibhan:
kamijananayanahyrdayabhinanditam
pranamami devam kumudadhivisinam

11, GANDHARODICYAVA

In the Gandharodicyava, on the other hand, there
are two Ams'as, namely, Sadja and Madhyma.

&
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89. The Sadava is to be understood as through
the dropping of Ri. In the state of completeness,
there is Alpata for (Svaras) other than Awmsas. Nz,
Dha, Pa and Gandhara are described as Alpa when
it is Sadava. '

90. There should be understood the combination
of Ri and Dha. And the Murchana is what begins
with Dhaivata. The Tala is to be understood to be
Caccatputa. The Kalas are described as sixteen.

91. The' Viniyoga is accepted as in the Dhruva
Gana in the fourth Preksana.

In the state of completeness, Svaras other than the Asitsas
are Alpa, namely Ri, Ga, Pa, Dha and Ni. In Sadava, Ri is
dropped and so the rest are Alpa. When there is completeness, Ri
and Dha are combined; there cannot be this combination in
Sadava where Ri is dropped. The Miirchana is Pauravi in the

Madhyama Grama.

In this Gandharodicyava, Madhyame is the
Nyasa; Sadja and Dhaivala are the Apanyasas. Its
Prastara 1s : -

1. Sa Sa Pa Ma Pa Dha-Pa Pa Ma

Sau

2 Dha Pa Ma Ma Sa Sa Sa Sa

mya : .
3 Dha Ni Sa Sa Ma Ma Pa Pa
gau Il mu  kham bu
4, Ni Ni Ni Ni Ni Ni Ni Ni
- ha di vya ti la ka
5. Ma Ma Dha Ni-Sa Ni " Ni Ni Ni
pa ri  cum! bi tar ci
6. Ma Pa Ma Pa-Ri-Ga Ga Ga Sa Sa

ta su pa dam
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7. Ga ' s
g Mavfﬂ 1;;1 PaSIDh’rl l‘fa DI;Ia Ni Pa Pa 92. There should be effected combination and
g i 2 e intermixture of Sa and Ga (with Svaras) discarding
. E; ga El-}a Sa-Dha bNi Ni Dha Dha ¢ Y Ri. Sadava and Auduva are accepted through the
: 20 14 - ' = ° : . 1
' _m ham 4 dropping of Ri and through the dropping of Rz
9. Ga Ri-Ga Sa Sa-Ni Ga Ri-Ga Sa Sa- and Dha.
a ti # S el 8 s kG ti 93. There shall be profusion of Ni and Dha.
10. Sa Sa Sa Ma Ma-Ni Dha-Ni Ni Ni Paficama as Amsa is the adversary of Sadava. Sadja,
na kha dar pa na ma Ni, Ma and Pa are adversaries of conversion into
1. ' Ma Pa Ma PaRi-Ga Ga Ga Sa Sa Auduva. Sa and Ga are to be combined.
L la  ni ke tam ‘ 94. Paficapan: etc. are as in Sadjz. But the
12. Ga Sa Ga Sa Ma Pa Ma Pa Ri.Ca Muarchana is what begins with Rsabha. The Viniyoga
mal gt sl g e Y e is in the Dhruva coming in the third Preksana.
13. Ga Ma Ga Sa G The Asms Sa, Ga, Ma, Pa and Ni. Sa and G
a ! isras are Sa, Ga, Ma, Pa an i. Sa an @
ta da nam Ga Ga Sa should be combined with Ma, Pa, Dha and Ni (Ri being dis-
4. N : carded). Combination (Sannidhi) is association of]Svams baving
A 1 Ni Pa D > : 3 * different Laghu Kalas and intermixture (melana) is association
pra na ma ha Nl Ga Ga Ga : i of Svaras having the same Laghu Kala. A Laghu Kala has
: 2 mi  gau 1 " already been mentioned as five Matr@s. For thé verse 93, see
15. Ni ' Ni Dha Pa Dha Pa Ma Pa Gandhari above.
ca o T K . Sl S0t el
e e 4 g4 ma -« nu pa In this Raktagandhari, Gandhara is the Nyasa ;
16. n?:a Pa Sa Sa Ma Ma Ma Ma : Madhyama is the Apanyasa. Its Prastara is:
m
T aa : 1., Ba Ni. ~Sa “Sal Ga iSa S Pda Nj
¢ oongis : tam ba lat ta ja ni
Sazi:;fa{fig;ﬁﬁm“Lhambur“had’vyafilakdﬁamcmnbzmmtm . 2. Sa Sa Pa P Ma Ma Ga Ga
pravikasitahemakamalanibham ka ra ti la ka  bhu sa.
atirucirakantinakhadarpanamalaniketam 3
Rl it ; . Ma Pa Dha Pa Ma Pa Dha-Pa Ma-Ga
A nibman o Hatamans gauriciranyugon pa vi  bho
R RN R 4. Ma Ma Ma Ma Ma Ma Ma Ma
tim
In the Raktagandhar:, there are five Anrsas, 5. Dha N: Pa' Ma-Pa Dha Ni Pa Pa

namely, the Svaras) other than Dhg and Rsabha. 6.. Ma Pa Ma Dha-Ni Pa Pa Pa Pa
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7.. Ri Ga Ma Pd Pa Pa Ma Pa

pra na ma mi  gau 11

8. Ri Ga Ma Pa Pa Pa Ma Pa

Y apva da na ra  vin ’

9. Pa Pa Pa Pa Ea Pa Pa Pa
da i

JOMCRINGa ' Sa 83 ORI~ Ga L Gy 1 Cx
pri t1 ka ram

11. Ga Ga Pa Dha-Ma Dha Ni-Dha Pa Pa
122 Ma Pa Ma PaRi-Ga Ga Ga Ga GCa
The Song is : - '

tam balarajanikaratilakabhiisanavibhittim
pranamami gauvivadanaravindapritibaram

13. KAISTKI

95. In Kais'iks, the Amsas are (the Svaras) other
than Rsabha. When N:i and Dha are the Amsas,
then, Paficama alone. shall be the Nyasa. In other
cases the bi-Srutis are accepted (so).

96. But others understand N:, Ga and Pa as
Nyasas when Ni and Dha are Assas. Conversion into
Sadava and Auduva are accepted as through the drop-
ping of Rz and through the dropping of Ri and Dha.

96. Riis Alpa ; there is profusion of Nz and Pa.
There is the combination of the Asis'as among them-
_selves. Paficama and Dhaivata respectively are adver-
saries of conversion into Sadava and Auduva.

98. Paficapani etc. are as in Sadjz. But the
Marchana is what begins with Gandhara. The Vini-
yoga is in the Dhruva coming in the fifth Preksana.

e
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When N:and Dha are Amsias, Paficama glone shall be the
Nyasa, since Bharata says so. When _Sa, Ri, Ga, ﬂ_ff"a and Pa
are Assas, then the bi-Srutis (Ga and Ni) are also Ny@sas. JBui
Matanga and others say that Ni, Ga and'Pa can be the Nyasas
when Ni and Dha are Asisras. Even thls_, view means that Pa
can be Ny@sa only when Ni and Dha are Amsas. N: and Pag are
profuse being Asisas; yet the special staten'Jent is to show that
they should be more profuse than other Assa Svaras. The
Murchana is Harvinaswva in the Madhyama Grama.

In this Kaisiks, Gandhara, Pasicama and Nisada
are the Nyasas; the six Svaras after discarding Rz, or
all the seven Svaras are the Apanyasas. Its Pra-

.stara 1s :

1. Pa Dha-Ni Pa ‘Dha-Ni Ga Ga Ga Ga

ke Ii ha 5

2. Pa Pa Ma Ni-Dha Ni-Dha' Pa’' Pa Pa
ka ma ta nu

3 Dhs N e "R R ORI R
vi bhra ma Vi Iz sam

4. Sa Sa Sa’” Rt Ga Ma Ma Ma
ti la ka yu tam

5. Ma Dha N: Dha Ma Dha Ma Pa
mur dhor dhva ba la

6. Ga RS DiaN R R B R
S0 ma ni . bham

7. Ga Ri @ Sa* 'Sa Dha Y IDha . Ma Ma
“mu. kha ka ma Ulam

8. Ga Ga Ga Ma Ma Ni-Dha-Ni Ni Ni

: a sa ma ha ta

9. Ga. Ga Ni Ni Ga Ga Ga Ga
ka sa ro jam

10. Ga Ga Ni Ni Ni-Dha Pa Pa Pa

hr di su kha dawm
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11. Ma Pa Ma Pa Pa Pa Ma Ma

pra npa m3 mi lo ca

122 Sa Ma Ga Ni-Dha-Ni Ni Ni Ma Ga
na vi ¢de sam

The song if‘s:

Kelthatakamatanuwvibhramavil@sam tilakayutam
murdhordhvabalasomanibham

mukhakamalam asamahatakasarojam hrdi sukhadam
pranamami locanavisesan.

14, MADHYAMODICYAVA

99.  Madhyamodicyava is accepted as having
Pajticama as Awmsa (and) as always complete. The
remaining (parts of the) definition are what appeared
in Gandharodicyava.

100. The Murchana is what begins with Madhya-
ma. The Tala is accepted as Caccatputa. 'The
Viniyoga is in the Dhruva of the fourth Preksana.

In this Jati, there is only completeness; there are no
Sadava and Audwva forms. The Miurchana is Sawviri in
Madhyama Grama-

In this  Madhyamodicyava, Madhyama is the
Nyasa. Its Prastara is :

1. Pa Dha-Ni Ni Ni Ma Pa Ni Pa

de har dha - ru pa
2. Ri FRIBIRI  Ga Sz  Ri-GI Ga 6a
ma tii  Lkan ti ma ma la
30 N Ni Ni Ni Ni Ni Ni Ni
ma ma len du kun da
4. Ni Ni Dha-Pa Ma Ni-dha Ni-Dha Pa Pa

ku mu da ni  bham
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5.. Pa Pa Ri R R R Ri Ri

ca mi ka ram bu |
6. Ma Ri-Ga Sa Sa-Dha N: Ni Ni N:
ru ha di vya kan ti
7. Ma Pa Ni Sa Pa Pa Ga Ga
pra va ra ga na pu ji
8. Ga Pa Ma Ni-Dha Ni Ni Sa Sa
ta ma je yam
9. Pa Pa Ma Dha-Ni Pa Pa Pa Pa
su ra . bhi stu ta ma ni la
10. Ma Pa Ma Ri-Ga Ga Ga Ga Ga
ma no, ja va mam bu
11. Ga 23 Ma Pa Ni Ni N1 Ni
do da dhi ni na da
2. Ma Pa Ma Pa-Ri-Ga Ga, Ga Ga Ga:
i - i ha sam
13. Ga Ga Ga Ga Ma Ni-Dha Ni Ni.
1. vam san ta ma su ra
14. Ni Ni Dha-Pa Ma Ni-Dha Ni-Dha Pa Pa
ca mi ma tha nam
15 Ri Ga Sa Sa Ma Ni-Dha-Ni Ni Ni.
van de trai lo kya
16. Ni Ni Dha Pa Dha Pa Ma Ma
na ta ca ra nam
The Song is:
dehardhariipam atikantim amalam amalendukundakumu -
. danibham - )
camikaramburuhadivyakaniipravaraganapujitam ameyam
surabhistutam anilamanojavam ambudodadhininddam
atihasam

sivam - santam asuracamimathanam wvande trailokya--
natacaranam




-
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15, KARMARAVI
101, In Karmaravi, the Assas shall be Nisada,

Ri¢ Pa and Dhaiwata. On account of Antaramarga,
what are not Asis'as are described as profuse.
102. Gandhara is extremely profuse, being
~combined with all Amsa Svaras. Caccatpuia (is the
Tala). Here there are sixteen Kalas. The Murchana
is what begins with Sadja.

103. The Veniyoga is in the Dhruva of the fifth
Preksana.

Even what are not dsizsras are profuse as Antaramarga,
already explained-in verses 52 and 53 above. Then, the difference
between Asizsias and these profuse Svaras is that Assas are
-Sthayi, while others are only Saficari. Gandhara is associated
with all Asisa Svaras and as such it must be extremely profuse.
The Murchana is Suddhamadhy@ in the Madhyama Grama.

In this Karmaravi, Paficama is the Nyasa ; the
Awsas themselves are the 4panyasas. Its Prastara is -

L. »Ri

Ri Ri Ri Ri Ri Ri Ri

tam stha nu la i ta

2. Ma Ga Sa Ga Sa Ni Ni Ni

va ' man ga sa kta

3. Noo. Ma Ni Ma' ' Pa Pa Ga Ga

ma ti te jah  pra sa ra

4. Ga Pa Ma Pa Ni Ni Ni Ni

sau dham su  kan ti

5. Ri Ga Sa Ni Ri Ga Ri Ma
pha i pa ti  mu kham

6. Ri ~Ga Ri' Sa Ni Dha-Ni. Pa Pa

u ro vi pu la sa ga
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7 Ma Pa' Ma PaRiGa Ga Ga Ga Ga
ra ni ke tam
8. Ri Ri Ga Sa-Ma Ma Ma Pa Pa
si ta pan na  gen dra
9. .Ma Pa Ma Pa-Ri-Ga Ga Ga Ga Ga
ma ti  kan tam
10. Dha Ni Pa Ma Dha Nit* S5a Sa
san mu  kha vi no da
11. Ni Ni Ni Ni Ni Ni Ni . Ni
ka ra pal la  van gu
12. Ma Ma Dha Ni: Sa-Ni-Ni Dha Pa I\)a
Tl v I sa ki la
13. Ma Pa Ma Pa-Ri-Ga Ga Ga Ga Ga
na . vi no dam
14. Ni Ni Pa Dbha-Ni Ga Ga Ga Ga
pra. na ma mis de va
15. Sa Ri Ga Sa Ni Ni Ni N:
ya jfio pa vi ta
16. Ni Ni Dha Dha Pa Pa Pa Pa.
kam
The song 1s :
tam stfzﬁﬂulalitavﬁmﬁﬁgasakmm atitejahprasarasau-
dha@msukanti phanipatt-
subkham  urovipulasagaraniketam sitapannagendram

atikantam

sanmukhavinodakarapallavangulivilasakilanavinodan

pranamami devayajiiopavitakam

16, GANDHARAPANCAMI

In the Gandharapaiicams, the Amsa is Paficama. .
Then, the combination
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-

104. 1s to be effected here also with many 10. N¢ Ma Ni ., Ma Pa Pa Ga Ga
(Svaras) as in ‘the Gandhari and in the Paficama. ra ti ra ga ra  bha sa
«Caccatputa (is the Tala). Here there are sixteen o 11. Ga Pa Ma Pa N:i Ni N7 Ni
Kalas. = And the Marchana is what begins with Gz. . ' ° ke Iz ku ca gra

105. The Viniyoga is the Dhruva singing relating 12. Ma Pa Ma Pa-Ri-Ga Ga- Ga. Ga Ga
to the fourth Preksana . ha 11 lam tam

' W’ith-many Svaras, because there is combination of Svaras 13. Ni Ns pf Dha N? Ga Ga Ga
-as in two Jatis. The Murchana is HarinGswa in the Madhyama il BES na ma mi de vam
G 4. Ni Ni Ni Ni 'Ni Ni Ni N

In this Gandharapaicams, Gandhara is the Nyasa ; T REa drar dha man di
‘Rsabha and Paticama are the Apanyasas. lts Pra- 15. Ma Ma Dha N: Sa-Ni-Ni Dha Pa Pa
stara is: ) ta vi 12 sa ki la

' : 16. Ma Pa Ma Pa-Ri-Ga Ga Ga Ga Ga

1. klza Ma-Pa Ma-Dha Ni Dha-Pa Ma Dh Ni M na vi no dam
an .
2. Sa-Ni-Ni Dha Pa Pa Pa Pa Pa Pa The song is: "
tam % kantam vamaikades apreiikholamanakamalanibham varasu-
s rabhikusumagandhadhi-
3. DI}_a Ni Sa. Sa Ma Ma Pa Pa vasitamanojfianagarajasunurativagarabhasakelibucagraha-
- va mai ka de g'a ' lilam ; ..
4. Ni Ni, Ni Ni Ni Ni Ni Ni ‘ tam pranamami devam candrardhamanditavilasakilana-
pren kho la mi na o vinodam '
5. Ni Ni Dha-Pa Ma Ni-Dha Ni-Dha Pa Pa f 17. ANDHRI
ka ma la ni  bham : :
6, Pa, P2 Ri., Ri ,..Ri R Ri FRi In the Andhri, the Amsas are Nz, Ri, Ga and Pa.
va ra su ra  bhi ku su  ma Of Rt and Ga and similarly of N7 and Dha
7. Ma Ri-Ga Sa. Sa-Dha Ni Ni Ni Ni ' 106. there shall be the combination. One shall
gan dha dhi va si proceed up to the Nyasa following the order of the
8 Ni Ni Sa RiSa Ri Ri Ri Ri Amsas. The Sadava is by the dropping of Sadja.
S Ana o, Jfia * Baut the Marchana is what begins with Madhyama.
9. Ni ‘Ga Sa Ni-Ga Sa "Ni N:i N: & 107. Kala, Tala and Viniyoga are as in the

na ga ra ja ] nu previous.
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The combination is of the nature of Melana, i.e., combina-
tion of Svaras of same Laghu Kala. Some restriction in this
combination is stated in: ° one shall proceed up to the Nyasa
following the order of the Ass@s.” It means: there are four
Arsas, Ni, Ri, Ga and Pa. If one of them is taken as the Assa,
then first sing that Asisa ; then sing what are not A#is'a or what
are Paryayamsas and then sing as far as the Nyasa, the end of
the Gita. The Mirchand is Sauviri in the Madhyama Grama.

In this Andhri, Gandhara is the Nyasa; the
Adns'as themselves are the Apanyasas. lts Prastarais:

1. Ga Ri Ri Ri Ri Ri Ri Ri
ta ru  nen du ku su ma

2. Ri Ga Ri Ga Ri Ri Ri Ri
kha ci ta ja tam

BRI Ga Ga Ri Ri Ma Ma
tri di va na di sa li la

4, Ri Ga Sa Dha-Ni Ni N: Ni Ni
dhau ta mu kham

5. Ni Ri Ni Ri Dha-Ni Dha-Ni: Pa Pa
na ga su nu pra na yam

6. Ma Pi Ma Ri-Ga Ga Ga Ga Ga
ve da ni dhim

7. Ri Ri Ga Sa-Sa Ma Ma Pa Pa
pa ri na hi tu  hi na

8 Ma Pa Ma Ri-Ga Ga Ga Ga Ga
gai la gr ham

9. Dha Ni Ga Ga Ga Ga: Ga Ga

a mr ta  bha. wvam

10. Pa Pa Ma Ri-Ga Ga Ga Ga Ga
gu na ra hi tam

11. Ni Ni Ni Ni Ri Ri Ri Ri
ta ma va ni ra vi ga si
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12. Ri Ri Ga  Ni Sa Sa Ni  Ni
jva  la na ja la pa va na
) ~ 13. Pa Pa Ma RiGa Ga Ga Ga Ga
4 ga . ga na ta num
14 Ri Ri Ga Sa-Ma Ma Ma Pa Pa
fa  ra ‘pam vra  Ja mi
150.. Ma Ma Ni Ni Sa Ri Ga Pa
s'u bha ma t1 kr ta ni la
16. RiGa Ga Ga Ga Ga Ga Ga Ga
yam
The éong is :

tarunendukusumakhacitajatam
mukham

tridivanadisaliladhauta-

nagasunupranavam vedanidhim parvinahituhinasaila-
. grham :

am_rtabkavam gunarahitam tam avaniravisasijvalana-
jalapavanqggaganatanunt -
saranam vrajGni subhamatikyrtanilayam

18. NANDAYANTI

In the Nandayanti, the Awmsa is Pasicama ; but
Gandhara is accepted as the Graha.
108. But by some who know music, Paficama
. has been stated as the Graha here. There is profusion
] of Mandra Rsabha. Sadava is by the dropping of
Sadja.
109. The Miarchana is Hrsyaka.
the previous.

Tala is as in
The Kalas are double (the previous).
The Viniyoga shall be in the Dhruva Gana in the
first Preksana.

Although what is said about Asisa is applicable to Graha
allso, and as such Paficama becomes the Graha, this is an excep-
tion. Others say that Paficama is the Graha. The Marchana
1s Hysyaka,

11
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j

2.
3.

10.
11,
12.
13.

14.

SANGITARATNAKARA

[vir, JaT:

In this Nandayanti, Gandhara is the Nyasa ;
Madhyama and Pa#icama are the Apanyasas.
Prastara is :

Ga Ga Ga Ga Pa Pa Dha-Pa

Ma
sau
Dha Dha Dha Dha Dha Ni Sa-Ni-Ni Dha
Pa Pa Pa Pa Pa Pa Pa Pa
myam :
Dha Ni Ma Pa Ga Ga Ga Ga
ve dan ga  ve da
Ma Ri Ga Ga Ga Ga Ga Ga
ka ra ka ma la yo nim
Ma Ma Pa Pa Dha Ni-Dha Pa Pa
ta mo ra jo vi var
Dha Ni Ma Pa Ga Ga Ga Ga
ji tam :
Ga-Ma Pa Pa Pa Ma Ma Ga Ga
haram
Dha Ni Ma Pa  Ga Ga Ga Ga
bha va ha ra ka ma Ila gr
Ma Ma Ma Ma Ma Ma Ma Ma
ham
Ri . Gas Ma Pa EBa-Ma  FPa  Pa "Ni
g1 vam gan tam sam
Ri R: R: R: Pa Pa Ma Ma
ve s'a na ma pur vam
Dha Ni: Sa-Ni-N: Dha Pa Pa Pa Pa
bha sa na 11 lam g
Dha Ni Ma Pa Ga Ga Ga Ga
u ra ge sa  bho ga

Its

ni

21.

234

26.

27.

Lol

16.

78

18.

19.

20.

22,

28.

29.

V11, JaTI]

spha

ksi -

« Van

Ma
ha

Dha
ma
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BPat Py Pa | Dha i Mabh Ga
) su ra su bha pr
Dha Ni Dha Pa Pa* Pa

Ga Ma Pa Pa-Ma Pa Pa
ca la pa . t1 st nu
Ri R Rz Pga Pa Pa
ra - pan ka ja

Fas wiPas Pas lBhasiiMas | iMa
vi Iz sa ki

Pa Gea GaMa Ga Ga Ga
vi no dam

Rz Ga Ga Ma Ma Ma
ti ka ma ni ra ja

Pa Ni Ma Ni- Dha Pa
ta na va du. ku

Sa Dha-Ni Dha Pa Pa Pa

roda sa .

Pa Ma Pa-Ri-Ga. Ga Ga Sa
ni ka sam

Ri Ga Ga Ma Ma Pa
ja g rah ka pa

Ri Ri Ga Ma Ri-Ga Ma

thu bbha . ja nam
Ni . Pa Ni Ga Ga Ga

de su kha dam

Ma Pa Pa Dha Dha-Ni Ni-Dha

ra de ha ma ma
Dha Sa Ni Dha Ni Pa
dhu sa da na

163
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30. Ri Ri Ri Ri Ma Pa Dha Ma
te jo dhi ka su

31. Ni *Ni Ni Ni. Dha Pa Ma Ma
- ga ti yo

32. Ma Pa-Ri-Ga Ga Ga Ga Ga Ga Ga
] nim

The so_ng is:
saumyam vedangavedakarakamalayonim tamorajoviva-

riitam -

bhavaharakamalagrham sivam santam sannivesanans
apurvam

bhusanalilam wragesabhogabhasurasubhapyrthulam
acalapatisinukarapankajamalavilasakilanavinodam
sphatikamanirajatasitanavadukilakstrodasagaranikasam
ajasirahkapalaprthubhajanam vande sukhadam
haradeham amalamadhusidanasutejo’dhikasugatiyvonim

110. Here (in the descriptions of the Jatis), when
nothing is said, the T'ala shall be only the three varieties
beginning with Ekakala. The Margas shall be respec-
tively Citra, Vrite and Daksina. The Gitis then

111. are spoken of as Magadhz, Sambhavita and
Prthula respectively. The number of Kalazs which
have been stated by us are with reference to the Daksina
Marga. . B

112. In the Marga belonging to the Vi, it is to
be understood as twice. That itself is four times in Citra
(Marga). In all the Jatis, the Rasa must be understood
as what pertains to the Ams'a Svara.

In some places as in the description of S@dsz Jati, details
like Ekakala, the three Margas and the three Gitis have been
given. In other places like Dhaivat? it has been said that Tala
etc,, are as in Sddjz. In other cases only the Tala has been

given as Caccatputa, in Arsabhi etc. Here the explanation is given..
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When details are not given, the T@la shall be the three varieties ;
and the other details also must be understood, about Marga and Giti.
About the number of Kalds, the explanation is given. The number
given is for the Daksina Marga of the three Margas. For Vrtii

i Marga it must be made twice the number. That means that if

there are twelve Kalas of eight Laghus, it must be converted into
twenty four Kalds of four Laghus. In the Citra Marga, there
must be forty eight Kalas of two Laghus.

113 & 114, Elements of derived Ragas are seen in
the original Jatis, by those who know it. These Jatis
properly sung along with the Padas formerly uttered
by Brahma when worshipping Sankara, absolves even
one who has killed a Brahmin from his sin. Just as
Rks, Yajus and Samans cannot be altered, similarly
the Jatis that have arisen from the Samans, (and)
are similar to the Vedas, (shall not be altered).

In some Jatis it has been said that Varfifz is seen, as in the:
case of Sa@dji. In some cases it has not been said. There are Ragas
that are derived from J@tis. Some elements of the Jatis that are
the originals, are seen in the Ragas that are derived from those
original Ragas. This is seen, i.e., detected, by those who know the
differences of the Ragas. These J@tis must be sung properly. The
songs used for the Ja@tis are the words of the Brahma himself used
by him when he praised Sliva. Just as there shall be no altera-
tions made in the pronounciation and accent of Vedas, similarly
there shall be no alterations made in the Jatis also. It is just like
the Veda itself.

VIII. GITI

1. Now I speak of the Kapalas that are derived
from the Swuddha Jatis. The Ragas (that are deriva-
tives) of the original Jatis are comparable to their
Kapalas.

In the first section (verse 36), after the definition of Jati,
Graha, Amsa etc., there has been enumerated Kapala and Kam-
bala. Now the Kapalas and Kambalas are taken up in that order.
The section deals mainly with Gitis. But Kapalas and Kambalas
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are first taken up. A Kapala is a modification of a Jati. There
are seven Swuddha Jatis corresponding to the seven Svaras. From
each one of these seven Suddha Jatis there is derived a Kapala,
as Sadjikapala etc. There are no Kapalas derived from Vikria

Jatis. Because Vikrta Jatis themselves are derived from the:
Jatis in conjunction. There is some resemblance between a Raga

derived from a certain J@# and the Kapala derived from that J@ts.
A Kapala means ““ pan’ or “ part of a jar ". These Kapalas are
parts of Ragas to be described in the next chapter. Justas a part of
a jar gives some idea of the jar itself, similarly these parts of Ragas
give an idea of a Raga. So they are called Kapalas. This is one
explanation which Kallinatha gives. Another explanation is as.
follows : once in former days when Siva was wandering as a
mendicant, he sang the Sadsz and other Jatis. On account of the
expression of all-surpassing Rasa (Pathos), the crescent moon on
his head, which is of the nature of Rasa, began to melt and flow..
Since this flow was of the form of nectar, the skulls (Kapalas) of
Brahma which he wore as ornament, became alive and started
singing in imitation of his song. Since they were sung by skulls
(Kapalas) these songs are called Kapalas.

2. Sadja is the Graha, Amsa (and) Apanyasa ;
Ga is the Nyasa; Ga and Ma are very profuse ; Ri,
Pqa, Ni: and Dha are rare; Riis to be jumped over ;
there are twelve Kalas mentioned :

' Very profuse (atibahu). Rare (Alpa). To be jumped over
(Langhva).

3. Where it is thus, that is mentioned as Sadji-
kapala by those who are proficient in music. Where

Rsabha is the Amsa (and) Apanyasa, Ma is at the
end, there is rarity for Ga, N¢, Pa and Dha,

Is at the end ; is the Ny@sa.

4. Sa is very rare (and) there are eight Kalas,
that shall be the Kapala pertaining to Arsabhz (Jati).
(Where) Madhyama is Amsa, Graha, Nyasa (and)
Apanyasa, Dhaivata is profuse ;
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he definition of Gandhari-
v rare (Atyalpa). In t : on of G ar
kapala iﬁgre is a reading according to which Gaﬂdhar.a '15 {ifs a
etc. B’ut Simhabhtpala clearly gives Madhyama as A#sa eic.

5. where Sa, R: and Ga are rare, where through
the dropping of Ri and Pa there shall be Auduva,

‘that, made up of eight Kalas, is Gandharikapala.

6. Where Madhyama is Amsa, Ni, Ri, Ga and
Pag are very rare (and) there are nine Kalas, that
chall be the Madhyamakapala; so is accepted by
Nig'ganka.

Very rare (Svalpa). Nisg'danka (D.oul:;t-free): the author
himself.

7. With Rsabha as Amsa as well as Gr..aha, \ivith
Ni. Dha, Sadja, Ga and Ma as rare, “.uth eight
K.s;lﬁs: this Kapala they know as derived from

7 z Jate.
P““"S""m‘\é?:h Rsabbha and Gandhara as very rare,
with Pa as Nyasa, and with Ma and Dha as profusm:—:,
(with the rest) as in the case of Sa‘djé. (Kapala), that 1s
the Kapala of Dhaivats (Jati), with eight Kala_s.

9. With Sadja as Graha, Asmsa and Nyasa, and
with Ri and Ga as rare, along with Ni, Dha and Ma
as very profuse, this shall be Naisadikapala. ’ ]

10. One who sings the above seven Kapalas, W‘lth
Padas and Svaras uttered by Brahma on the occasion
of the worship of the consort of Parvati, shall be

endowed with auspiciousness.

Consort of Parvati (Parvatikanta) : S"i\’g. Auspiciousgegs
(Kalyana). For these Padas and Svaras having been utt}e}areﬁ 3;
Brah:‘:na: see the story mentioned 1n the Note on the firs

verse above.
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11. Where Paficama is Graha, Awmsa (and)
Apanyasa, but Ri is profuse, Sa is the Nyasa, but Ma,

Dha and Gandhara are rare, that is accepted as

Kambala,

12. derived from Paficami Jati. On account of

the rarity and profusion of Svaras, innumerable
varieties of -it have been mentioned by ancient people.

13. Propitiated by the singing of Kambala, Siva
formerly gave a boon to Kambala. Even now S'iva is
propitiated by these (Kambalas).

This song, derived from the Paticamsi Jati is called Kam-
bala because it was sung by the serpent Kambala, just as the
Kapalas were so called since they were sung by the Kapilas
(skulls). There are various varieties of -this Kambala, through
Bahutva and Alpatva (profusion and rarity) of different Svaras ;
they are not dealt with in detail here.

14. We give in order the series of Padas for the
Kapalas as uttered by Brahma :

The words (Padas) of the seven Kapalas are given below.
The number of Kalgs (parts) correspond to the number of Kalas
already mentioned in the definition of the seven Kapalas, above.

(@) The Padas of the Sadjikapala are: jhantum
jhantum (1) khatvangadharam (2) ﬁlarh_s;rikari}alq (3)
taditsadrsajihvam (4) hau hau hau hau hag hau hau
hau (5) bahuripavadanam ghanaghoranadam (6) hau
hau hau hau hau hau hau hau (7) @m @m ham raum
haum haum haum haum (8) nrmundamanditam (9)
him ham kaha kaha him ham (10) krtavikatamukham
(11) namami devam bhairavam (12)

(6) The Padas of the zﬁ_lr.sabkikapa'la are : jhan-

“tum  jhantum khatvangadharam (1) darmstrakaralam
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(2) taditsadrsajihvam (3) hau hau hau ha.u ha_u hau h&a{;
hau (4) varasurabhikusuma (5) carcitagatram
kapalahastam (7) namami devam (8)

(c) The Padas of the Gandharikapala are : calat-

taranga (1) bhanguram (2) anekarenu (3) pifijar_z%:? su
(4) rasuraih susevitam pu (5) natu jahna (6) vijalam

(7) mam bindubhih (8) _ |
- (d) The Padas of the Madhyamakapdki ares
sulakapala (1) panitripuravinasi (2) s’as’ﬁnkadfharlr}am
(3) trinayanatrisilam (4) satatam umaya sahi (5) t_}?m
varadam (6) hau hau hau hau hau hau hau hat} (7) 2
hau hau hau hau hau hau hau (8) naumi maha-
deyam (9) Y : Sl
“ (¢) The Padas of the Paficamikapala are : jay
visamanayana (1) madanatanudahana (2) varavrsa-
b};agamaha (3) tripuradahana (4) natasakalabhuva.r;a
(5) sitakamalavadana (6) bhava me bhayaharana (7)
. garanam (8) . |
bhav(af) The Padas of the Dhawatékczpalan are :
agnijvala (1) gikhavali (2) marhsagonita (3) bhojini (4)
sarvahari (5) ni nirmarmse (6) carmamunde (7) namo
'stu te (8) ‘ ‘ ) e
: (¢) The Padas of the Naisadikapala qre : sarasa
-gajaoéarmapatam (1) bhimabhujaﬁgaminaddhajgtam
(2) kahakahahunkrtivikrtamukham (.3) pnama tam swf;m
haram ajitam (4) candatundam ajeyam (5) kapala-
manditamukutam (6) kamadarpavidhvathsakaram (7)

nd t ’ Sl
nama tam haram paramasivam (

These are the Padas of the seven K‘apzzlas. .

The process of singing, adorned with Varpa etc.
associated with Padas and Layas,
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15. is called Gi#tz. And that is spoken of as of
four kinds by the wise ; Magadhz is to be understood
as the first and the second is Ardhamagadhi ;

Varna etc.: Varnpa and Alamkaras dealt with in the sixth
section. Pada is the word of the song. Laya literally means dis-
solution. Here it means the distribution of syllables of the song in
the tune according to a T'@la scheme. This can be slow, medial,
rapic etc., as will be described in the chapter on Tala. A Jati is
only a tune and the Jatis are differentiated from one another by
the elements mentioned in the previous section, verses 29 and 30.
But Gitis are songs with words and the distribution of the syllables
is also a factor in differentiating Gitis. A Jati is a tune, while a
Giti isa song. Jatis are the main divisions of tunes, and Ragas:
are their sub-varieties.

16. Sambhavita and the Pythula (are the others).
Their definitions we give : after singing the Pada witl:
slow Laya in the first Kala,

17. that along with other Padas with medial
Laya in the second (Kala), and these along with a
third Pada with rapid Laya in the third (Kala) :

18. thus where the Padas are taken up three
times, they speak of it as Magadhi.

For example :

Ma Ga Ma Dha
de vam
Dha-Ni Dha-Ni  Sa-Ni  Dha
de vam ru dram
Ri-Ga Ri-Ga Ma-Ga Ri-Sa
devam rudram van de

First take the first Pada (in the song, the word Devam)
sing it in the slow Laya (i.e., the two syllables continuing for the
four Svara units). Then take this word and also another word (in
the song, the word Rudram) and sing the four syllables in the
medial Laya (i.e., four syllables for the four Svara units). Then
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take these two words along with still another word (in the song, the
word Vande) and sing the whole in t_he_ rapid Laya (i.e., six
syllables for the four Svara units), This is called Magadhz Giti.
Slow (Vilambita). Medial (Mczd:_hya). Rapid (Druta). Here
the word Devam is taken up three times.

If the last halves of the two Padas in the above

are uttered twice
19. then they call it Ardhamagadha.

For example :

Ma Ri Ga Sa

de vam

Sa Sa Dha Ni

vam ru dram

Pa Dha Pa Ma
e dram van de

Others (call it thus) when the Padas are repeated’
twice. '
For example :

Ma Ma Ma Ma
de vam

Dha Sa Dha Ni
de ©  yam ru dram
Pa Ni-Dha Ma Ma
T dram van de

In the Magadhi, the whole word Devam was repeated in
the second Kal@ and the whole worc_i Rudram in thg third Kala
along with the word Devam also- 1f mste:a.d of this, only'thg last
half of Devam (i.e., only vam) is taken up in thelsecond Kala and
only the last half of Rudram (s.e., onlyl d?’a?.ff-} is taken up in the
third Kal@ not taking Devam at all in this last, that will be
Ardhamagadht (semi-Magadhi). There is another view abo;.:t
Ardhamagadhi. Instead of taking up only the last half, tal;e the
whole of Devam in the second and the wh_ole of Rydmnl in the
third. The only difference from Magadhi ls'that in Magadhi, _
Devam: and Rudram were both taken in the third, w}ule here only
Rudram is taken in the third. When a whole word is repeated or
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when parts of words are repeated, there is not the fault of repetition
or want of sense, since in music, meaning does not come in, as in
the case of the Sama Veda.

Sambhavita is accepted as what has condensed
Padas with many Gurus.

For example :

Dha Ma Ma Ri-Ga
bha ktya

Ri Ga Sa Sa

de vam

Ni Dha Sa Ni

ru dram

Dha Ni Ma Ma
vam de

e

What has condensed Padas (Samksepitapada). This con-
densation is the distribution of the words of the song in the
various Kalas, Sithhabhtipala has quite a different reading. He
does not accept two varieties of Ardhamagadhi. The two views
given above was according to Kallinatha. According to Simba-
bhtipala, this first view above is the Ardhamagadhi. For
Sambhavita, there should be the repetition of the middle words
with words properly distributed. Then Sambhavita will be :

Ma Ma Ma Ma
bhaktya devam rudram vande
Dha Sa Dha Ni
devam - devam rudram rudram
Pa Ni-Dha Ma Ma
bhaktya devam rudram vande

Here the words in the middle, Devam and Rudram, are re-
peated. His reading is: dvirGuritapadantare. 1 examined
the two works of the Tanjore School, namely the Sangitasudha
of King Raghunitha and the Sasngitasaramrta of King Tulaja.
The latter follows the explanation of Kallinatha. The former
seems to have some explanation corresponding to the explanation
of Simhabhiipala. He does; not give the two alternative views for
Ardhamagadhi. According to him, the Sambhavita must have
the three Kalas as

i

vl GIT1)

not accord with the explanation.

Seem
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| bhaktya (1) Devam Devam Rudram Rudram (2) bhaktya

devam rudram vande (3)

The notation given in that edition after the explanation, does

tathaiva madhyasthapadadvayasya
pratyekam uccaranato dvivaram

dviravrttapadantare.

King Raghunitha's words :

s to be an elaboration of the SangitaratnGhara reading
accepted by Sirmhabhupala :

20. “Where the Padas have a majority of Laghus,
that is accepted by good people as Prthula.

For example:

pra na ma

Ma Ga Ri Ga
su ra nea ta
R~ Sa . Dha-Ni Dha Dha
ha ra pa da
Dha Sa Dha Ni
* qu ga lam
Pa Ni-Dha-Pa Ma Ma
ta

Here also the notation given is according to the explanation
of Kallinatha. According to Simhabhuipala, the notation mustsbe :

=Ma Ga Ri Ga
suranata harapaaa yugalam pranamata
Sa Dha-Ni Dha Dha
harapada harapada yugalam yugalam
Dha Sa Dha Ni
suranata harapada yugalam prapamata

This is the vie
~work does not accord

4 natha, for the Gifis.

Layas in the successi
it is expressl

w of King Raghunatha also, although the

notation given below the explanation in the available edition of that

with the explanation. The Sangitaraja of

Maharana Kumbha agrees with the explanation of King Raghu-

In the Gitis the stipulation regarding the three kinds of

ve Kalas holds good in all cases, although

y given only in the M agadhi Giti.



174 SANGITARATNAKARA [vitr. ciTi

Or, when in a pair of the first Gurus in the order
of the syllables,

21 & 22. each one is handled as befitting Citra
Marga, in the form of a four-Matra foot, and then
is handled in the Daksina (Marga) with Dhruvaka and
‘others, associated with eight Mairas, then the Gats is
-called Magadhs. When the third Laghu of the pair,
associated with half of a six-Ma#ra foot,

The definition of the four kinds of Gitis given above was
based on the distribution of the Padas. Now another set of
definitions for the four kinds of Gz#is is given, based on Tala. If
there are two Gurus and then a Laghu and a Pluta (three Matras),
that is called Ceaccatputa Tala. In such a collocation, the first
two Gurus are taken and each of these two Gurus are handled as
befitting Citra Marga (i.e., two Matra scheme). In the form of%
four-Matra foot (cagantmaka). A Gana (lit. group) is a matrical
foot. If such a foot has four Metras, it is represented by the
letter Ca (the initial of Catur = four). A five-Matra foot is re-
presented by Pa (Panca = five). A six-Matra foot is represented
by Cha (=six). A two-Matra foot is represented by Da (Dvi =
‘two) and a three-Matraz foot is represented by Ta (Tri = two).
In Citra Marga there are two Matras. Since each Guru has two
Matras, each of the first two Gurus is fit to be used in the Citra
Marga. The reading citramargadi (Citra Marga etc.) as printed
‘in the text, must be a mistake for Citramargarham (befitting Citra
Marga), in verse 21. Each such Guru must then be made into a
four-Matra unit, i.e., fit to be used in the Vrtti Marga, and then
again they must be handled in the Daksina Marga (with eight
Matras). Dhruvaka and others: there are eight Matr@ schemes
called Dhruvaka, Sarpini, Krsya, Padminz, Visarjita, Viksipta,
Pataka and Patita, This is what is called Magadhi Gzti, This
Tala scheme and Matra scheme and the Laya scheme needs much
more elaborate explanation. The points are taken up only in later
<hapters. But at the end of the next chapter, the whole point will
be explained and then the matter will become clear.

23. is handled with the first two and the last two
Matras, then when the Pluta is handled making it as
associated with a foot and a half,
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24. along with the eight beginning with Dhruvaka
and with the last two taken twice, then it is Ardhama-
gadhi. These two (are to be used) in the respective
other Talas also.

‘Caccatputa, where there are two Gurus, then a Laghu
and a Eua!a,. take ‘fhe third which is a Laghu a_long with half of a
six-Matra foot (— three Matras). A six-Matra foot (Cha Gana).
The first two and the last two of the Matras : the first two of_thf
above eight are Dhruvaka and Sarpinz ; the last two are Pqtak_a
and Patita, This is the first step. Theq take the Pluta Wthl:l is
at the end of the Caccatputa, along with a foot and a half, ie.,
half of a six-Matra foot = three Matras, and one foot of six
Matras = six Matras. Total nine Matras. A_long with the Pluta
(three Matras) it will be twelve Matras. This must be in all the
eight Matras, namely, Dhruvaka and othe.rs. Then the last two
of the Matras, namely, Pataka and Patit@, must be taken up

_~uch twice. These two, Magadhi and Ardhamagadhi, must be

applied in the case of other Talas, like Paficapani.

25. In- Sambhavita there shall be a majority of

Gurus, in the Vrtti Marga having two Kalas. Prthula
is accepted as having a majority of Laghus in the
Daksina Marga with four Kalas. -

There is no difficulty, about the other two G‘m’s.‘ In
Sambhavita, there must be two Kalas. It must be Vit Marga,
There must be a majority of Gurus. In Prithula, there must fc_'ur
Kalas. It must be Daksina Marga. T}.Jere r_r}ust ba:s- a majority
of Laghus. All the points connected with Tale will be clear
when the point is explained at the end of the next chapte‘r.
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