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PREFACE

At the time of the publication of this book, I must express my thanks to so many people
to whom I am greatly indebted for their help in various ways. In the first place to Prof. Dr.
W. Caland, to whose profound learning, ever patient help and kind encouragement, I owe
so much, and to Prof. Dr. J. Ph. Vogel, who, from the very first, awakened the love for the
beauly of Sanskrit, and through all these years has ever been ready to help me with his rich
experience drawn from the living contact with India.

It is many years ago since Raden Ajoe Yodjana first made me aware of the intrinsic
beauty of Indian music, and guided my first faltering steps on the field of the intricate theory
of this art. I cannot but fully acknowledge my gratitude for this fact which proved of such
importance for the further course of my life.

No less indebted am I to my many Indian friends who did so much to help me in my
endeavour. In the first place to Sj. Rabindranath Tagore, whe, at his school, Sanltiniketan,
gave me the opportunity to come into contact with Indian scholars and musicians, like his
nephew, Sj. Dinendranath Tagore, and my dear teacher, Pandit Bhimrao Shastri, to whom
I gladly dedicale this publication. Then to Sj. Man Mohan Ghose, who, notwithstanding his
own, very absorbing work, found the time to read with me through the 7th chapter of the
Sangitadarpana, and fully let me enjoy the fruits of his own researches in the field of nriya.

After my return from India it was Dr. Raghuvira, studying under Prof. Caland at that
time, who was found willing to give me the valuable help, not only of his thorough lcnmvlmlgu
of Sanskrit, — by which he was able to solve the intricate problem of nasta and uddista (first
chapter ¢l. 124, f.) and to give many other valuable suggestions, — but also of his knowledge
of Hindi, rendering me the great service of explaining the old-Hindi commentary on the Sans-
krit text. For the first and the seventh chapter his assistance has been of the greatest help to
me, and I hope he will accept my warm thanks here.

Also to the authorities of the India Office Library, London, the Bibliothé¢que Nationale,
Paris, The Pr. Staats Bibiothek, Berlin, and the Universiteits Bibliotheek, Leiden, I must
express my sincere thanks for the willingness with which they pul the necessary manuscripts
and books al my disposal. It was a pity that formalities prevented the kind librarian of the
Government Library, Benares, and the Library of the Asiatic Society of Bengal, Calcutta,
from sending their manuseripts of the Sangitadarpana to Holland.

Special thanks T owe to Pandit Visweswarnath Reu, officer in charge of the manuscriplts,

Jodhpur, Rajputana, who not only had the manuscript, at the State Library, Jodhpur, copied
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for me, but even personally compared and corrected the copy ; and to my dear friend Takhur
Ram Singh, M. A. Inspector of Education, Bikaner, Rajputana, who, assisted by his friends
Messrs. Parckh and Askaran, personally carefully copied the Bikaner manuscript for me.

I cannot finish before expressing my thanks still to Sj. P. B. Joshi, M. A., Inspector of
Education, Ajmer, Rajputana, who presented me with a Hindi manuscript of one adhyaya
of the Sangitadarpana, and with a complete Sankrit manuscript of Somanatha’s Ragavibodha,
which served me for Appendix I; and Lo Mr. J. P. Hassibamani, Madras, who lent me, as
long as I needed it, his copy of the Indian Music Journal which is verry rare nowadays, and
contains, amongst other valuable articles, a translation of the Ragavibodha, by R. Samashastri.
B.A.M.R. A. S.

Laslly my thanks to the publisher who, notwithstanding many difficulties, managed to
get the book printed in time.
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lowed. Only, for reasons of economy, the anusvara, and the nasals ol the gultural and palatal
series of consonants have not been marked.

I'he nasal of the cerebral series is transcribed by an n in italics.
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INTRODUCTION

A. — MANUSCRIPTS

Many libraries in Europe possess manuseripts of the Sangitadarpana — The Mirror of
Music and Dance — by Diamodara, the son of Laksmidhara. The India Office Library possesses
four of them, one complete, (1120. No 2231) containing the full seven chapters, in Sanskrit
only. This manuscript has been the basis of the present edition. The manuscripts 1121, No
1709b, 1122, No 2410, and 1123, No 2399, contain only parts of the whole work. 1121 gives
the Sanskrit text without the 7th chapter, no 1122 has only the first and second chapter,
Sanskrit with a metrical Hindi translation and a paraphrase, likewise in Hindi, in prose. The
same is Lhe case with 1123 which, however, has only the second chapter.

One manuscript with the complete Sanskrit text belongs to the Bibliothé¢que Nationale
in Paris (D 280), which formerly belonged to Mr. Fétis in Brussels, from whom Lhe present
owner bought it. At the time it was still in Mr Fétis’ possession, Prof. Dr. . Kern, Leiden,
made a copy of it, which is nowadays amongst the manuscripts of the Library of the Leiden
University (Leg. Warnerianum, or 4990. Skr No 33) This copy owes ils importance to some
emendations “ in margine © made by Prof. Kern.

The Preussische Staals Bibliothek in Berlin also possesses a manuscript (No 1384, Cham-
bers 822) which, however, is not the Sanskrit text, but a metrical Hindi translation.

These six manuscripts were used by Prof. R. Simon for his valuable article entitled Quel-
len zur Indische Musik ™ published in 1902, in the Nachrichten der Deutschen Morgenlindis-
chen Gesellschaft. Heft I-11. After a critical review of the text, Prof. Simon gives a compa-
rison between Damodara’s work and the older text of the Sangitaratnakara — the Ocean
of music written by Cirngadeva, on which Damodara is highly dependent, Prof. Simon care-
fully compares the two texts and gives the verses in which Damodara differs from his example.
Where Diamodara quotes the Sangitaratnikara, Prof. Simon gives the exact place of the
quotation in the original work. In this way the true position of the Sangiladarpana with regard
to the Sangitaratnikara is definitely stated. In the 2nd and 7th adhyaya, where Damodara
entirely differs from his adopted master, Prof. Simon compares the text the modern work
of Raja Sourendra Mohun Tagore, the Sangitasirasangraha. Throughoul his work Prof.
Simon quotes the various readings of the different manuscripts. As basis for his publication
he took the copy ol the Bibliothéque nationale, which is the oldest, but has the drawback of
being badly damaged in the last chapter.

For reasons of economy of space, I have not repeated in the present edition the variants

1
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mentioned already by Prot. Simon. The variants printed * in margine  of the following chap-
ters, are taken from the copies B. from the Bikaner manuscript and J. from the Jodhpur
manuscript.

A printed edition of the first two chapters of the Sangitadarpana appeared in Calcutta,
about the year 1878, which T have not been able to procure. A second edition of the same
chapters appeared, with a Gujerati commentary by the hand of R. L. Takkar, in Bombay,
Samvat 1966 (A. D. 1909).

B. — HISTORY

Historically the Sangitadarpana belongs to the period classified by Prof. Simon as the
third, which might be called the post-classical period. Leaving ont the Vedic music, the oldest
period centers round the work called Bharata’s Natyacastra, dated back to the 5th century
A. D. or even older; the second centers round Carngadeva’s Sangitaratnakara, which has
been written between the years 1210-1247 ; the third centers round the Sangitadarpana, which
cannot be older than 1450 the date of Kallinitha, the commentator of the Sangitaratnékara,
quoted by Dimodara, and not younger than Samvat 1704 (A. D. 1647) the year of the Paris
manuscript. I do not know on which ground Mr. H. A. Popley (in his « Music of India» page 19)
places Damodara during the reign of Jahangir (1605-1627) as he does not state his source.

Prof. Simon considers the Sanskrit text of the Sangitadarpana and the metrical Hindi
translation as well as the prose paraphrase, to be written by one and the same man, so that,
in that case, Dimodara himself would be the author of the three different versions handed
down to us. The ground of Prof. Simon’s supposition is, that, whereas in the colophons at the
end of the chapters the author designates himself as Damodara, the son of Laksmidhara,
in the introduction to the first chapter (¢l 2.) of the mansucripts 1120, 1121 and 1122, of the
India Office, — he mentions his name as Haribhatta. The Berlin Hindi version mentions none
of these names but speaks of the author of that version as FHarivallabha. As the melrical ver-
sion of 1121 and 1122 is identical with the version of the Berlin manuscript, Prof. Simon iden-
tifies Harivallabha with Haribhatta, and, as both names occur in 1120, the conclusion seems
evident that Haribhatta and Damodara are one and the same person.

On several grounds, however, I don’t think this conclusion can be right. To begin with,
the colophon of adhy. I'in 1121 mentions explicitly, that Ilaribhatla is the author of the Bhigya
(the commentary).

The fact that the author of the Hindi text must have been a Panjabman, as is showed

3

by the use of the particle * da ™ instead of ““ ka ™ is no proof against the identification, as
Damodara’s birthplace is unknown. The uncouth form of the Hindi text, — written in a
hardly intelligible, highly ungrammatical old Hindi, Lranslating rather haphazardly, leaving
out clokas at random it appears, with bad verses, — stands out in strong contrast with the
very well styled and clear Sanskrit, using, almost withoul exceplion, well handled clokas.
This circumstance seems to be against the identification, although it is no definite proof. The

fact, however, that the Iindi often misinterpretes the Sanskrit, and, by skipping difficult
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passages within the verses, makes the Hindi unintelligible without help of the Sanskrit text
seems to be a definite proof that one is not justified in identifying Damodara with Haribhatta
or rather Haribhatta with Harivallabha. Now the name IHaribhatta does not occur in the
Paris manuscript, which is of an older class, nor in B. or J. Thus it may be that the India Office

manuscripts go back to one source, — a Sanskrit manusecript — to which afterwards the Hindi
translation and then, still later, the paraphrase, have been added. That the paraphrase is
still later than the metrical translation is made probable by a mistake in the prose explanation

of the Hindi verse, the translation of adhy 1 cl. 41.

C. — COMPARISON OI;’ THE DIFFERENT WORK

A detailed comparison between Bharala’s Nialyacistra, Carngadeva’s Sangitaratnikaraand
Damodara’s Sangitadarpana, would require a book by itself. Twill leave out Bharata’s work,

representing a much older stage of development of the Indian musical theory, and only here
and Lhere indicate some salient differences between Carngadeva and Damodara. The period
that elapsed between these two authors,was, as we have seen,at least two centuries,and the more
intense influence of the Mohammedan culture made itself strongly felt during that time. The
influx of Persian notions must have influenced the original Indian system, and so we cannot
be surprised at these differences. So, for instance, it would be possible to see Mohammedan
influence in the different position nrtya, — dance —, occupies in the triad comprised in the word
sangita, namely vocal-and instrumental music, and dance. More probably this position is
the consequence of the development of music as an independent art. When we consider the
oldest Lext, we see the bulk of the work dedicated to other scenic subjects, and only four chap-
ters to music proper (Adhy. 28-33) When we take the Sangitaratnikara, which in ils name
already shows the preponderance of music over dance, we find that, out of the seven chaplers
only the last is dedicated to dance and stage directions, but that this chapter contains 1690 out
of the nearly 5000 ¢lokas of this work. Considering then the Sangitadarpana, we see that also
in this work the dance is treated in the last, the seventh, chapter, but that this chapter here
contains somewhal less than 300 ¢lokas out of the nearly 1300 of the whole treatise.
Comparing the Sangiladarpana with the Sangitaratnikara, one would almost be tempted
to call the former an excerpl from the latter. Still this would be unjust, although the fact
remains that, for the greater part, Diamodara follows Carngadeva word for word. In some pla-
ces, however, notably in the 2nd and 7th chapter, he differs, and apparently presents the ideas
and ideals of his own days and of other writers than Cirngadeva. In many ways Dimodara’s
grealer conciseness proves a greal bliss compared to the flood of details and subdivisions
which the Sangitaratnikara pours out over the reader. Very often Damodara is more to the
point, leaving out references to matters in which the relation to music is only vaguely per-
ceivable. The author himself does not claim any originality, as he repeatedly states his sour-
ces, and, after having paid homage to the gods in the opening ¢loka of his work, immediately
says that he has studied all his predecessors in order to offer a treatise containing the sub-
stance of sangita. Remarkable and typically Indian is his division of sangita in mirga — tra-



4 THE MIRROR O MUSIC

ditional, more or less holy music, of divine origin, bestowing liberation, as first formulated
by the sage Bharata — and deci, — music only serving for enjoyment of mankind, according
to the different customs of the various countries, which is treated in a far less serious and rather
superficial way all thrugh.

D. — CONTENTS

He then proceeds (up to ¢1 13) giving the different technical terms which will be explained
in the course of the first chapter. It is here, in ¢l 10 already, that the author of the [Hindi trans-
lation proves not to have understood the text he was translating, for, where Damodara refers
to the intricate question of the khandameru (which will be treated in ¢l. 128 f. f.) with the
words : :

Prastarah khandameruc ca nastoddistaprobodhakah, — translated : the calculation and the
khandameru, which explains the phenomenon of nasta and uddista, — the commentator
reverses the order and says; khandameru prastara ar nasta uddista hi an, separating the
khandameru and its only reason of existence viz. the explanation of nasta and uddista, which
have no such direct connection with the prastara.

E. — NADA — SOUND

As is proper in a treatise on music Damodara begins with sound. The first constituent
of sangita viz. gita, he considers to be sound in itself, thus to be existent without the need of
an agent, which may indicate the priority of vocal music in the triad. The second conslitu-
tent, on the contrary, vadya, instrumental musie, is only a manifestation of sound, which may
mean that it is perceivable only when there is an object to manifest itself upon, perhaps an
indication of the development of instrumental after vocal music. The third constituent,

nrtya, — dance —, is dependent on the two previous elements of sangita, which may mean
that dance without either vocal or instrumental accompaniment was unthinkable.

The importance of sound, however, does not stop at Lhis point; onthe contrary, sound
is the ruler of this world, being in first instance the constituent of ** word ™, on which daily
life and the world are dependent. This might seem a little far fetched, but here we should
remember the bramanical theory, in which the correct pronunciation of the sacrificial formula
— brahman — is the first thing necessary to maintain the order of the world, whereas neglect
or mispronunciation causes universal disasters.

The author then proceeds to divide sound in struck and unstruck ; the latter is of
divine origin and resides in the body. This unstruck sound should be only revered, to obtain
ultimate deliverance from the eyele of rebirths. The struck sound is for the enjoyment of man-
kind, but is a means for deliverance as well. This struck sound forms the subject of the rest

of the treatise.
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F. — ANATOMY

The exposition of the different cakras (¢l. 18-29) and other anatomical details which fol-
lows, seems a little out of place here. In the Sangitaratnikara (I. i. 119-163) whence this is
excerpted, it comes natural in the whole cosmogony given there. The subject is taken from the
yoga philosophy in which these cakras — lotus shaped centres of supernatural power — play
an important part. They become active after one has obtained the right way of breathing,
In Hellmuth von Glasenapp’s book * Der Hinduismus " p. 296) one finds a picture of a yogi
on whom some of these cakras are marked, and also the way the breath takes through the chief
canals, Ida and Pingala. Musically only the anahatacakra, situated in the heart, has impor-
tance for ils connection with the andhatandda (unstruck sound), and further the vicuddha
cakra in the throat, as being the seat of speech and of the seven notes with their divisions.

G. — IMPORTANCE OFF SOUND WITH QUOTATIONS FROM OLDER WRITERS

In ¢loka 29 the author takes up again the subject of music, by relating the origin of sound
of which the importance is stated once more by means of different stanzas, for the greater part
quotations from older writers, Anjaneya and Vijnanecvara, whose works have not been handed
down to our times,

H. — DIFFERENT WINDS OR BREATHS

Then in cloka 33 Damodara proceeds, relating the birth of sound according to the clas-
sical belief of the different breaths or winds in the body and their different function, also
chiefly taken from yoga philosophy. Remarkable is the relation belween place and intensity
of sound, and the saying that the sound of art can only be produced in the mouth. The etymo-
logy given in cloka 37 is Lypical of its kind throughout the whole of Sanskrit literature, The
old Indian scholars seem to have been extremely fond of these fanciful derivations. Again the
aulhor leaves the subject of music proper, for giving further explanation and details of anato-
mical subjects. Amongst the winds the prina is the only one directly connected with music,
as being the cause of the pronunciation of words, It appears thal prina comes nearest to our
ordinary sense of hreath, as il causes both the taking in and the blowing out of air, cough,
and the like. Damodara seems to give the opinions of different schools, as the definitions in

¢l. 46 do not tally with what he said a few clokas before.
I. — VOICE REGISTERS — STHANAS
The author seems to be conscious of his digression, for he resumes his subject with the

words ¢ atha prakrtam " — * now the subject itself " —, and forthwith continues with the

three registers of the voice, each comprising one octave, the breast register — situated, as
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stated, in the heart —, the middle one — situated in the throat —, and the high one — situa-
ted in the head —, in connection with which the author states that with the instrument of
this body it is just the reverse as with a wooden stringed instrument, as, with the voice the
higher notes come as the voice get further away from the body, whereas on a stringed ins-
trument the highest notes are formed nearest to the body. Remarkable in this passage is
that the higher octave is called twice (the number of vibrations of ?) its predecessor.

J. — CRUTI — THE SMALLEST AUDIBLE INTERVAL

In ¢l. 49 begins the subject of the cruti, the smallest audible interval, of which 22 go to
make the octave. This is a subject which has created an enormous amount of misunderstan-
ding, which will not be cleared away before all the Sanskrit authorities on this subject will
have been compared. So much is certain that in India a scale of ¢rutis never has been sung or
played in the way we play our modern chromatic scale, each succeeding note being on the
the cruti just above the previous ene. Crutis do exist in practise and certainly are used in orna-
mentation, when the voice sweeps up or down, sounding the interval of one ¢ruti above or
below the note which is being ornamented. There is, however, no doubt, that the cruti has
mainly theoretical value. Now the question has been raised by the recent scholars of India and
Europe, “ How much was the actual cruti, and were all ¢ruitis alike ?

Sir William Jones, the first Western scholar, comes to the conclusion that they were not ;
a statement that for a long time was universally accepted. In 1877 R. H. M. Bosanquel doubted
this conclusion in a paper ““ on the Hindu Division of the Octave ™ writing, *“ — consequently
we may infer that the crutis are intended to be equal in a general sort of way, probably without
any great precision ” a statementl which was warmly defended by Rao Sahib P. R. Bhandarkar
in an excellent article — unfinished alas, — published in the ¢ Indian Antiquary ” of 1912,
After that, however, the eminent scholar Fox Strangways in his work ** Music of Hindostan ™’
again comes to the conclusion that the crutis have unequal worth, after having examined Bha-
rata’s Nilyacastra. He resumes his reasoning on page 112, demonstraling that the crutis have
three different values : Ist the difference between a major and a minor tone — 22 cents.

2nd the difference belween a minor tone and a semitone — 70 cents.

Jrd the difference between the semitone and the first mentioned, the * praminacruti ™
— 90 cents

Very recently a German scholar, Dr. B. Breloer, in his treatise ** Die Grundelemente
der Altindischen Musik 7 Bonn 1922, though using quite different methods, came to the
conclusion that the values of the crutis are, 24, 66, and 90 cenlts respectively, a conclusion
practically identical with that of Fox Strangways. Thus there seems to be a fair probability
that the value of the cruti was really of these three different kinds.

Damodara does not enter very deeply into this question. Both Bharata and Carngadeva
treat this matter extensively, giving intricate methods of determining the value of a ¢ruti by
means of two vinas — stringed instruments.

(loka 50-51 seem to have been taken by mistake from the more detailed Sangitaratnakara
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where each one of the 22 crutis gets a definite place in one of the canals Ida and Pingald. Here
these two clokas have no connection, either with the preceeding or with the following verses
52-55, which give the names of the different ¢rutis, and their places in the different notes.

It is natural that all along the further development of the theory the crutis will play an

important par(, but their origin or place is no subject of discussion in Damodara’s treatise.
K. — THE NOTES, SVARAS

Now it is said that an uninterrupted series of ¢rutis makes a note. The different notes of
the octave with their names are — sadja or sa, with 4 crutis, rsabha orri, with 3 ¢rutis, gandh-
dra or ga, with 2 crutis, madhyama or ma, with 4 ¢rutis, pancama or pa, with 4 ¢rutis, dhai-
vata or dha, with 3 crutis, nisida or ni, with 2 crutis.

The etymologies given of the word ¢ svara ™" are again highly fantastical.

Only the first can be said Lo refer to svara in the sense of note, the second one, given in
Cl 56, is, as Dr. Raghuvira remarked, a quotation taken from the Mahabhasya on Panini’s
grammar (M. bh. on 1 2, 29) where it is the definition of svara in the sense of vowel *“ svayam
rijanta iti svarah anvag bhavati vyanjanam . Ilere again the Hindi translation makes a
mistake, rendering ** ¢crutyanantarabhavitvam yasya ™ as * cruti ke pache hota hai ",

L. — THE ALTERATIONS IN THE NOTES AND THE QUESTION OF THE
PRIORITY IN INDIA OF THE DESCENDING OVER THE ASCENDING SCALE

What follows in cloka 57 after the mentioning of the seven unaltered notes in each oc-
tave — three times seven in the three registers — is not quite clear, except that the different
alterations are 12 in each octave, as later on, in ¢l 63, the fact is mentioned that, together with
the unaltered notes one gels 19 varieties within the octave.

Again one should never think that these 19 varieties could ever be sung together, only
certain definite ones can be used at the same time. In reality, as will be shown later on, these
12 variations do not even actually exist, only 7 of them. '

The difliculty of explaining these and other questions with regard to the determination of
notes in the old Indian system of musical theory is, that, at a certain period of history, a basic
change has taken place. N.uch misunderstanding has been crealed, as people started explai-
ning old rules according Lo the modern conceplions. The old method was, to place the notes
at the end of the composing crutis, whereas the modern system, just as with us, is, to place
the notes at the beginning of the interval,

Thus the old method, as clearly stated by the Sangitaratnikara 1) was

crutis 1234,567,89,1011 1213, 14 15 16 17, 18 19 20, 21 22,

notes sa i ga mi pa dha ni

(1) Sangitaratndkara 1 3 11-20 viz, ¢l 13d-14a;
tatra sadjane catuhg¢rutih sthiipyas fantryim turiyiyiam
then the sa, of four ¢rutis, is to be fixed on the fourth string (representing the Ath ¢ruti)
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The modern system is

crulis 1234,567,89,1011 1213, 14 15 16 15581 SELOEN) D [§908

notes sa ri ga ma pa dha ni

The explanation is, that in old times the scale was thought to be descending, sa, ni, dha, pa,
ma, ga, ri, while, on the contrary, the modern scale is, like ours, ascending. Traces of the old
idea of the descending scale are to be found in the way of enumerating the mirchanas — mo-
des — (following presently), where the first mirchana is thal from sa-sa, the second, not as
with our modes, ri-ri, but ni-ni, and so downward until the last is ri-ri.

This is of great importance , especially if one starts shifting crutis from one note to ano-
ther. _

Damodara does not explicitly state here that he follows (arngadeva’s system, bul later
on he states (¢l 69) that the difference between the sadjagrama and the madhyamagriama lies
in Lhe fact that  pa " in the former is placed on its fourth, in the latter on its third crutl.
Conscquently one can safely explain the above mentioned ¢lokas of the Sangitadarpana, cl,
o7 T (corresponding with Sangitaratnikara 1. 3. 40-16), by quoting the explanation .J. Grosset
gives of that passage of the Sangitaratnikara in his article on Indian music, Encyclopédie de
la Musique I, page 289.

Ist alteration. Sa, having four crutis, comes down from the fourth to the third cruli,
while, at the same time, its first cruti is annexed by the kaicika ni, giving the result of a sa of
two crutis (cyuta

fallen — sa). First real new note.

2nd alteration. Sa remains on its fourth cruti, but kakali ni annexes the first two crutis,
Consequently the sa becomes a note of two ¢rutis again, but this time its upper two crulis.
(acyuta-not fallen-sa)

ord alteration. Ri remains on its original 7th cruti, but takes the last cruli from sa, by
which act it becomes a note of four crutis, Sa by the operation becomes the cyuta sa,

4th alteration. Ga, standing originally on the 9th cruti, takes the first cruli from ma, and
thus gets its position on the 10th ¢ruti. Ma, originally a note of 4 crutis becomes one of Lhree.
(sddhdrana-common-ga). Second real new note,

oth alteration Ga annexes one more cruti of ma, and thus becomes a note of four crulis
getting its place on the 11th ¢ruti (antara-medium, ga) Third real new note.

Gth alteration. Ma comes down from its original, 13th c¢ruti to the 12th, giving at the
same time its first cruti to the sidhirana ga, and thus becomes a note of Lwo crutis (cyula
ma) Fourth real new note.

7th alteration. Ma remains on the 14th ¢ruti; but gives its first two crutis to anlara ga,
and thus, in the same fashion as acyuta sa, keeps only its two upper crutis, Consequently it
is called acyuta ma.

Sth alteration. Pa, having four crutis, cedes, in the madhyamagrama (see later on, cl
o7 L. I.) its upper ¢ruti to the dha above it, and thus descends from the 17th tp the 16th cruli,
Consequently, as it has only three crutis left, it is called tricruti pa. Fifth real new note.

9th alteration. Pa, giving its last cruli to dha, annexes the last ¢cruli of (cyuta) ma, thus
again getting four ¢rutis. Kaicikapa (line as a hair).
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10th alteration. Dha, originally having three ¢rutlis, annexes, in the madhyamagrima,
the last ¢ruti of pa, not descending from its original 20th cruti, thus becoming a note of four
crutis. Vikrta-alterated-dha.

11th alteration. Ni, originally having two crutis takes the first cruti of sa, and thus changes
its place from the 22nd cruti to the first cruti of the new octave, consequently becoming a note
of three crutis. Kaicika ni. Sixth real new note.

12th alteration. Ni takes the first two crutis of sa and thus is placed on the second cruti
of the new octave, becoming a note of four ¢rutis. Kikali — soft (?) — ni. Seventh real new
note.

It is clear, that, as the notes were realised at the end of their constituting crutis, a diffe-
rence of a ¢ruti at the beginning of a note was only perceivable by the fact that the note helow
was raised one ¢ruti in pitch.

M. — SONANCE, CONSONANCE, ASSONANCE AND DISSONANCE

Aller the too concise exposition of the alterations of the sevens unaltered notes, Damo-
dara touches the important subject of sonance (vaditvam), consonance (samviditvam), asso-
nance (anuvaditvam), and dissonance (vivaditvam). The sonant note, as he says, 1s the note
occurring often in the performance, We night say, * the sonant note is the melodie centre of
the melody . Then he proceeds, telling that consonance exists between two notes which are
al a distance of eight or twelve crutis from one another. Bharata gives 9 and 13 crulis, in
which he clearly includes the ¢ruti on which the note was placed.

crutis 1 234,567,89,1011 1213, 14151617, 18 19 221822

i

notes. sa ri ga mil pa dha  ni

So we sec that sa is consonant with ma (fourth) and ma is consonant with sa (fifth), Other
intervals than fourth and fifth were not recognised as consonant, but were either assonant or
dissonant. From our standpoint it is remarkable, as it is from (he modern Indian system as
well, that, in the given scheme of the sadjagrama, sa and pa are not consonnant, nor ri and pa.
These have consonance only in the madhyama-grima, where pa has one cruli less. From the
modern consonance of these notes in India we might draw the conclusion that of the two, the
madhyamagrama ousted the sadjagrima in the course of history.

The author only gives examples of dissonance, and then concludes that notes which are
neither consonant nor dissonant will naturally be assonant. The rule he gives for dissonance
is a little eryptic. He means to say that ri is dissonant with ga and ni is dissonant with dha,
and ga is dissonant with ri and dha dissonant with ni, indi ating that as well the interval of
one, as that of 20 crutis was considered as dissonant.

He concludes this subject comparing the notes to the elements in a state.
N. — GRAMAS AND MURCHANAS (SCALES AND MODES)

He then starts the subject of grima, already referred to before, giving an exposition of
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the different gramas, which, I think, Fox Strangways was right in translating as scales, not-
withstanding Breloer’s objeclion, as the gramas are Lhe different fundamental scales from which
the mirchanas, modes, are formed. Grama is.clearly defined, as a series of notles, the dwelling
place of the mirchanas. Weber, Indische Streifen 1, 3, page 544, suggests that the Greek word
gamma, in its musical sense, is nothing but a derivation from the Sanskrit word grama — which
as we have seen means scale, through an intermediate form in some Prakrit.

Two of these gramas are said to exist on this earth, that is to say in Carngadeva’s times,
whom Damodara quotes here again. There is, however, a third one, which only exists in hea-
ven, which means that grama was extinct already when Carngadeva lived. This third grama,
called the gandhara-grama, was a living musical conception at the time the Pancatantra was
composed, in which book of fables we find it referred to as a common idea.

The difference between these three scales is, as stated above, a difference of the arran-
gement of crutis. The scheme given there

crutis1234,567,89,1011 1213, 141516 17, 18 19 20 21 22.

notes sa ri ga ma pa dha ni

represents the first of the gramas, the sadjagrima, where pa is situated in its fourth ¢ruti.

The only difference between this grama and the second, the madhyamagrama, is that pa
in the ma-grama is situated in its third ¢ruti

crutis 1234,567,89,1011 1213, 14 15 16, 17 18 19 20, 21 22,

notes sa ri ga ma pa dha ni

Dr. Breloer remarks, page 19, that the sa-grima is identical with the first ecclesiastical
mode (D-d) whereas the series of notes, beginning on the ni of the ma-grima, coincides with
the natural diatonic scale with major third and a sixth in relation of a pure fourth to the third.

As far as the heavenly gandharagrama is concerned Dr. Breloer has made an interesting
discovery. Its scheme, as given bothin Sangitaratnakara and Sangitadarpana, showsa consi-
derable difference with the other two

crutis 1,234,56,78910, 11 1213, 141516, 17 18 19, 20 21 22.

notes ni, sa 1l ga ma pa dha

The ingenious study of Dr. Breloer, page 20, proves beyond doubt that this grima is
identical with what is known under the name of * gypsy-scale 7 (Zigeunerleiter) “ ¢, d, e
, from which the mode * g, a flat b, ¢, d, e flat, [ sharp, g 7, can

]

flat, f sharp, g, a flat, b, ¢’
be derived, which transposed gives ** ¢, d flat, e, f, g, a flat, b, ¢ 7" with the curious two minor
seconds and, consequently, two times the interval of one tone and a half. It is remarkable that
the scale as a grama by itself could have become extincel, as this scale is still extensively used
in India. Anyhow, the whole notion of grama has died oul nowadays, and perhaps the disap-
pearance of this graima was the beginning of that process. _

The fanciful genealogy and the identifications which follow, have no practical musical
value. It seems again, up to cloka 77, a kind of interruption, missing in the India-office manus-
cript 1120, but, nevertheless, belonging to the text, as the contents, given at the beginning
of the chapter, mention these different points as to be treated somewhere here. The subject
which logically follows the exposition of the gramas, viz. the marchanis, begins in ¢loka 77. It
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is clear that mirchana is a notion akin to our conception of mode. As the Greek and eccle-
siastical modes were formed by making new series of seven notes from the original one, by
taking the second, third, fourth note and so on, as the first, the Indian theory makes the mir-
chanas from the gramas, but as said before, not ascending but descending. Thus the first
derived mirchand is not *ri, ga, ma, pa, dha, ni, sa, ri 7’ , but, ““ ni, sa, ri, ga, ma, pa, dha, ni ",
The reason why the author says that the possibility of forming mirchanas lies in the combi-
nation of the three registers, is, that one miirchani consists out of seven notes. Consequently
sa-sa means one complete register,either low, middle or high. As soon as one derives a mirchana
from that, either “ ni-ni ™ or ““ri-ri =" one inevitably needs one of the other registers.

From the way the enumeration of the marchanas is given, it is clear that

as Fox Strang-
ways already guessed — the sa-grama starts on sa, the ma-grima on ma.

It appears that the gindhara-grima was not yet so long extincet in Carngadeva’s times,
that its different miarchanis were forgotten. The complete set of seven is enumerated, but for
the rest of the treatise the gagrama is no longer taken into consideration, all the tabulations
and calculations in which the author now plunges with delight, refer only to the mirchanas
of the sa-and the ma-grama.

Cl. 85 f. seems a little out of place here, one would have expected it much earlier, some-
where near ¢l. 57 {. f, when the different alterations of the notes were treated. The subject of
the marchanis goes on in cl. 87, a rather unclear verse which intends to say that — speaking

of the sa-graima — the third mirchana is that in which the sa occupies the third place, conse-
quently the mirchana called uttariyati, which starts on dha below the middle sa. In the same
way the fourth marchana in the ma-grama is that in which the ma occupies the fourth place,

consequently the mode which starts on the middle sa.

0. — KRAMAS — COMBINATIONS O NOTES.
HEPTA —, HEXA —, AND PENTATONIC MODES

The musical value of what follows is very doubtful. It is true that the combinations of
notes, called kramas, are sung by way of exercice even nowadays : ** sa, ri, ga, ma, pa, dha, ni
— sa, ri, ga, ma, pa, dha ™ and so on, but nobody will be really interested in their actual num-
ber: 7 times 56, 392,

Important in the clokas which follow is, of course, the division of the mirchanis in hep-
tatonic (piirna or sampiirna), hexatonic (sidava) and pentatonic (audava), but the mathemati-
cal juggling tricks, which anyone can verify for himself, do nol really matter a bit. From ¢loka
90 it appears that the word ¢uddha-tina, — which is used henceforward in the text —is synony-
mous with mirchana and thus means an ascending or descending series of notes in their natu-
ral order, or, in other words, a hepta-hexa-or pentatonic scale. When, however, the noles
are sung in any reversed order, the crooked series of notes is called kiita-tina, a bent or cur-
ved Lina. It is easily imaginable what a wonderful field for mathematical calculations is ope-
ned by this new possibility of combining the different notes. The basis of all these speculations
is called the miulakrama, the original series.
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The calculations culminate in the construction of the khandameru, an astonishing wonder
of ingenuousness, with which one can, in a minimum of time, find out, for instance, the form
of the 3599th combination of seven notes, or, to take the reverse order, the position of any
given series of notes, up to seven, in the complete series of possible combinations.

As, however, the author of the Sangitadarpana himself apparently got lost, and, quoting
the Sangitaratnakara left out one indispensable cloka, the text has become quite unintelli-
gible. For that reason the translation of the corresponding clokas from Lhe Sangitaratnikara
and fragments of Kallinatha's commentary are given as an appendix at the end, together
with a clearer means of arriving at the method of reversing the order of notes, as given by So-
manatha in his Ragavibodha (A. D. 1609)

P. — SADHARANA

After having finished the calculations in ¢l. 138, the author begins a new subject, that of
sadharana, a nearly untranslatable technical term, meaning literally community, and desi-
gnating the phenomenon, already mentioned in conneetion with the alterations of the notes,
where certain crutis in some cases belong to one note, in other to one of its adjoining notes.
Thus these notes might be considered as having these crutis in common. This sidhirana is
called svara-sadharana, the sadharana of notes. There is, however, a second kind, called
jati-sddharana. Damodara does not give an explanation of it, but merely says that jati-sadhi-
-ana belongs to the chapter of ragalapana —one of the subdivisions of the third chapter —,
but, having arrived there, he seems to have forgotten all about jitis and their sidharana.
Consequently the the Sangitadarpana leaves us in the dark about this. It appears from other
are some intermediate stage between the marchanas

sources, Lthal Lhe jatis-literally species
and the rigas,a term translated best as ¢ individualised, or specialised ™ modes, with which the

next chapter deals. The jati-sidharana means the melting of one jiti in Lo the other.
Q. — THE VARNAS — CONSTITUENTS OF MELODY

In cloka 143 the author begins a briel exposition of the varnas — the different ways in
which a melody can be executed. The divisions are clear enough in themselves. A melody can
be formed in three ways, by repeating the same note, by ascending and by descending. Then,
of course, these three can be combined. Other treatises give endless instances of their combi-
nations, called alamkaras — ornementations — sometimes no fewer then 1323, which Da-

modara, however, spares his reader.
R. — THE CHIEF POINTS OF MELODY, GRAHA, NYASA ETC.
In the course of the development of the theory of music up to our times, many different

meanings have been given to the terms graha, amca, and nyisa. About the meaning Carn-
gadeva, and with him Damodara, attach to them, there can be no doubt. (¢l 146 f. f) Fox
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Strangways’ suggestion in ** Music of Findostan ¢ page 153, footnote, that graha might mean
clef, is not at all corroborated by Damodara’s stalement.

S. — THE NOTES

The division of the notes and their names Damodara treats as the end of the first chapter.
he identification of the different notes with the ery of different animals has given rise to the
suggestion thal the Indian theory recognised something like absolute piteh. Before, however,
it is definitely stated that all animals of a certain species produce cries al the same pitch, no
importance can be attached to this statement. And the the fact that all the voices of the same
kind of animal are alike is far from proved. Anyone who has ever heard a herd of goals pass
by, will remember the astonishing variety of individual voices. And which one of the series
of notes produced by the Indian cuckoo (kokila) at different stages of this love-making, si
to be chosen as the standard pa ?

T. — THE SECOND CHAPTER ABOUT RAGA

The most important phenomenon ol Indian art-musie, as far as melody is concerned,

undoubtedly is raga — the basis of all melodical composition. Its etymology, as given here,
from the root ranj — Lo colour or to affect with feeling — is right. Chiefly raga is a mode, in

which a certain feeling is specially expressed, arrived at by an intricate and very developed
complex of details. The different shades a composition can have, viz. riginga, bhiasinga ctc.
mentioned by the author at the beginning of the chapter, seem to contradict Fox Strangways’
suggestion that anga would mean tetrachord (Music of Hindostan, page 141).

In this chapter Diamodara very sparingly cites the Sangitaratnikara, but draws more
from other works, mentioning the names of the works or the authors whenee he gets the opi-
nions or systems he renders. He does not make an attempt to reconcile the sometimes conflic-
ling statements, but just gives the text as he found it. From the different authors and works
he quotes, usually nothing more than the names are left, or available, at present, only Cirn-
gadeva and his commentator Kallinatha being better known.

The theory as represented by Diamodara shows a marked difference with that found in the
Sangitaratnakara. The complete personification of the rigas and raginis to such an extent
that a lyrical stanza can be devoted to each of them, giving a description of their appearance,
is not found in the older work. It is true that elements of the later development are there. The
sentiment of each raga, the season and the wateh (of three hours) to which it belongs, is given,
but there is no trace of personification yet. It is probable that the Mohammedan influence
contributed to this development, as in the world of Islam this mystical relation between
hour and melody was not unknown either, which is proved by the fact that this notion was
discovered in Marokko lately. The combination of the two kindred ideas may have produced
this refinement. It appears, however, that it never became one universal system all over India ;

different provinces, even nowadays, give different forms and different names to the same riga.
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Not all authors consider the same ragas as the chief, masculine, ones, and different treatises
allot different wives to each of them. Owing to the impossibility of hearing the rigas sung as
they were sung in Damodara’s days, it is difficult to understand why he specially marries those
particular raginis to that particular raga, and not other ones. The melodic scheme of the
‘aga and that of his five wifes often does not show a very striking relationship. Some do not
even belong to the same grama. So the Raga Malavakaucika, described in cloka 59., charac-
leristically is a raga of the sadjagrama with sa in the three chief melodical functions, viz. as
incipient, chief and final note. Now his first wife, Todi, is definitely stated to be in the first
mirchana of the madhayamagrama with ma in the three functions ; by some others, Damo-
dara relates, it is said that sa is amca, nyésa and graha, but that appears to be the less impor-
tant tradition. The same is Lhe case with the next wife, the hexatonic Khambavati, cl. 63
composed in the 6th mirchana of the madhyamagriama.

There is another curious thing viz. the discrepancy of gender between many Iyrical stanzas
and the ragini they are supposed to describe. In one way or other R. I.. Takkar in his edition
has brought the lyrical stanzas into harmony with the gender of the personage they are des-
cribing, but none of the manuscripts at hand seem to have a lendency to anything like it. It is
unnecessary to give many examples, they can be found at every step starting with cloka 49,
the beginning of the lyrical descriptions of the riginis. So, for instance, cl. 81, where the last
words clearly state *“itilalitah ” and still the verse is supposed to give the description of Lalita,
the fifth wife of the Riga Hindola. Apparently the reader has to change all the adjectives into
feminines himself, and thus draw the picture of the ragini after the masculine instance given.
Often the lyrical stanzas are of great beauty and fine imagery.

It would be interesting to make a comparison of the form under which the rigas are given
in the Sangitaratnakara, the Sangitadarpana, and in modern times, according Lo the data
given by Fox Strangways opp. page 151. Of course it would lead too far to compare them all
within the space of this introduction, but of some the comparison may be made here.

About the Riaga Bhairava the Sangitadarpana says in ¢l. 47 : Dhaivala is amca, graha
and nyasa, it is without ri and pa, and consequently pentatonic. Ma stands at the end,
whereas the mode is the marchana starting on dha. Further it is mentioned that, where dha
is altered, it is called audava, the reason of which statement it is difficult to guess, as the riga
1s always audava — pentatonic. The reading is apparently corrupt, as il is impossible that
dha is nyasa — the last note, and at the same lime ma stands at the end. R. L. Takkar reads
here “ ripahinatvam agatah " instead of what all available manuscripts have “ ripahino 'tha

13

mantatah ” Undoubtedly, notwithstanding the somewhat ponderous way of expressing,
Takkar’s reading removes the discrepancy, but as he does not state his source, it cannot be
accepled as definite.

Now the Sangitaratnikara (11 2 80-81) which gives more parliculars, mentions the
dropping of ri and pa, and the fact that dha is amca and graha, but not nyisa, whereas ma
is the last note. This statement makes Takkar’s reading more improbable still. Its marchani
in the Ratnakara is the same one as mentioned in the Sangitadarpana. The difference between
the two treatises lies in the fact that Damodara mentions the alteration of the dha only, whe-
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reas Carngadeva states that both kakali and antara occur. So we see, notwithstanding the
similarity the in many respects, a basic difference in the construction of the riga in these trea-
tises.

When we take the modern raga as given in Fox Strangways’ list, we see no trace anymore
of a pentatonic scheme, all notes are equally frequent, dha is still amca, and this note is flat-
tened, but ri, the one dropped formerly, plays an important part, being flattened too, by
which we get the mode with the two minor seconds and the Lwo intervals of one note and a
half, showing relationship to the extinct ga-grima.

In the second place let us consider Bhairavi, Bhairava’s wife, a great favourite in modern
times.

Damodara (11, 51) says Bhairavi is heptatonic, with ma in the funclion of amca, graha
and nyésa, belonging to the madhyamagrima, in- the miarchana beginning on ma. Then it is
stated, that others say Bhairavi sometimes has the notes of Bhairava.

The Sangitaratnakara (11, 2, 144) is quite different. It gives dha in the three functions,
and it is specially stated that the ga of the low and of the high register does occur frequently.
Further that it is a dependent on Bhairava and is like it in the other notes.

Now, in modern times, the universally accepted Bhairavi has quite a different construc-
tion. It corresponds to our Doric or (ecclesiastical) Phrygian mode running from kE-e, and
consequently, when, transposed, it begins on ¢, it has four flats viz. d, e, a and b. We find that
the amea is dha.

These two instances will be suflicient to show the differences in different times, probably
in different places, although, as said above, all India in our times sings Bhairavi with the above
mentioned notes,

With regard to the names of the different ragas and raginis it can be stated that some of
them bear names of gods, like Bhairava and Bhairavi, and Cri, others, like Dipak — fire —
and Megh — cloud — take their names from these phenomena, probably in connection with
their mystical or rather magical relation to the things they are named after. So Dipak, sung
in the right way, produces fire, whereas the Riaga Megh draws near rain-clouds and thus,
again when properly sung, is a mighty weapon against droughts. Other ragas are named after
places, the modern Multani after Multan, or distriets, Kanadi, the Kanarese one, or even
provinces, Gaudi, from Gaud, probably Bengal, Saindhavi, from Sindh,

If ever the history of Indian music will be written, it is certain that the investigalion
into the history of the gradual development of Raga will be one of the most important chap-
ters. We must hope in the interest of general musical history, that one day in fulure this will
be the case.




SANGITADARPANAII
CRIGANECAYA NAMAH.

ERRERI L S s BT ATHA SANGITADARPANAGRANTHO (1)
mah ¢ricaradayai namal. .
(2) B. J. om. LIKHYATE (2).

1. pranamya cirasi devau pitamahamahecvarau
sangitacastrasanksepal sarato 'yam mayocyate

2. bharatadimatam sarvam &lodyatiprayatnatah
) 1ih b (RRREREENR IR crimata haribhatiena sajjananandahetave (3)
(1;];:'&0 ‘bhidhiyate. J. pracaradrupasangitasiaroddharo vidhiyate (4)
gitam vadyam nartanam ca trayam sangitam ucyate
4. margadecivibhagena sangitam dvividham matam
druhinena yad anvistam prayuktam bharatena ca (5)
0. mahadevasya puratas tan margikhyam vimuktidam

(5) J. yad anvistam prayuktam
ca bharatena ca dhimata.

tattaddecasthayd rityd yat syil lokanuranjakam
6. dece dece tu sangitam tad decity abhidhiyate.
gitavaditranrtyanam raktih sadharano gunah
7. ato raktivihinam yan na tal sangilam ucyate

atha ragotpadanakiaranam likhyate- (6)
6) J *danasyakaranam likhya-

cariram nadasambhiitih sthanani crutavas tatha
te dhina. 4

talah cuddhédh svarah sapta vikrta dvadacapy ami
8. vadyadibheda¢ catviro ragotpadanahetavah

kulani jatayo varna dvipany arsanca daivatam
9. chandamsi viniyogiac ca svarinim crutijatayah

gramag¢ ca marchands tandh cuddhah katac ca samkhyaya
10. prastarah khandameru¢ ca nastoddistaprabodhakah

svarasiadhiranam jatisadhiranam atah param

11. kikalyantarayoh samyak prayogo varnalaksanam
trigagtir apy alankiras trayodacavidham tatah
7). B *lakemyaJ.lakymi. 2. jatilaksma grahancadibhedan vaksyimy ca yathikramam (7)
13. gitam nidatmakam vadyam nadavyaklyd pracasyate

(8) T *ady etavin vastu san- taddvayanugatam nrtyam nadadhinam atas trayam (8)
grahah.

(9) B* adyih etavin, then like 14, nidena vyajyate varnah padam varnit padad vacah (9)
iF Sl s Sy - .
vacaso vyavahiro 'yam nadadhinam alo jagat

15. ahato ‘nahatac ceti dvidhd nado nigadyate

5o ‘yam prakicate pinde lasmat pindo ‘bhidhiyate



THE MIRROR OF MUSIC AND DANCE
HOMAGE TO GANECA
NOW BEGINNETH THE WRITING OF THE BOOK ¢ THE MIRROR
OF MUSIC AND DANCE *

1. Having bowed the head before the Gods Pitimaha
and Mahecvara, I relate this brief treatise
the theory of sangita, in its different parts,
2. After having studied the entire teaching of Bharata
and others, I, Haribhatta, compose, for the pleasure of the educated,
3. a selection of the substance of sangita in its successive forms.
— Vocal and instrumental music and thirdly dance, together are called sangita. —
4. By division into mérga and deci, sangila is considered to be twofold.
That, which is conceived by Druhina and performed by Bharata
9. 1n the presence of Mahadeva, is called marga, bestowing liberation.
That sangita which, in different countries, serves for enjoyment

6. of the people, according to the custom of that land, is called dect.

Rakti (charm) is an inherent characteristic of music, vocal and instrumental, and dance.

7. Hence is that which lacks charm not called sangita.
— Now follows the description of the causes of the production of Riga, —
First the body, then the origin of sound, the registers and the crutis,
the seven unaltered notes and the Lwelve with alteration,

8. the four differences of vidi ete, these are the causes of the origin of Riga.

Further [will be told] the casts and ranks, colours, the continents, the rishis and gods,

9. the metres, the use of the different sentiments in the different notes, the kinds of crulis,

then the grimas and mirchands, the tinas of the cuddha and kita variation,

10. calculation of the number by figures, and the khandameru, which illustrates the meaning

of mnasta and uddisla,
after that the sadhirana of notes and that of jalis,

11 the correct use of kakali and antara, and the definition of varna,
the sixty three alankiras, and then I will relate the thirteenfold

12, definition of jati, and the differences of graha amca ete, in due order.

13. Vocal music is proclaimed to be sound in itself, instrumental music to result from a mani-

festation of sound ;

after these two follows dance, and consequently the three are dependent on sound.
14. By sound the letter is formed, by the letter the syllable, by the syllable the word,

by the word this daily life, and consequently the world is dependent on sound,
15. Sound is distinguished twofold, as struck and unstruck,

the latter becomes manifest in the body (pinda) and therefore also is called pinda.

| B
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(1) B loka.

(2) J saddalam cakram iritam.

(8) J pranatih krieh.

(4) J *sthinam. viguddhil.

(5) B lalina.

(6) B Ajasanjnam.

(7) B kolhiantiko.

(8) J *khyatamah smrtah.

19) J prasidayanti B prasida
yantu.

(10) J kimea om.
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tatranahatam nadam tu munayah samupasate
guropadistamargena muktidam na. tu ranjakam.

sa nadas tv ahato loke ranjako bhavabhanjakah
crutyadidvaratas tasmat tadulpattir nirtipyate (1)

tatra carira-vivekah

gudalingantare cakram Adharakhyam caturdalam
svadisthanam lingamile satpatram cakram sanjnakam (2)
nibhau dacadalam cakram manipiirakasanjnakam

hrdaye ‘nihatam cakram civasya p ranavakrteh (3)
pijasthanam tad icchanti yutam dvadacabhir dalaih
kanthe tu bharalisthine vicuddham sodacachadam (1)
tatra sadjadayah sapta svarah samyakprabhedatah
lalanikhyam ghantikayam cakram dvada capatrakam (5)
bhrimadhye tridalam cakram &ajnasanjnam manoharam
tato 'py asti manaccakram saddalam sarvasaukhyadam (6)
tato ’pi sodacadalam somacakram prakirtitam

cakram sahasrapatram tu brahmarandhre sudhadharam
tat sudhasaradharabhir abhivardhayate tanum

susumnaya brahmarandhram drohaty avarohati

jivah pranasamartdho rajjvam kolhatiko yatha (7)

tac ca bhiritaras tasu mukhyih proktac caturdaca
susumneda pingald ca kuhur atha payasvini

gandhari, hastijihva ca viranitha yacasvini

vievodara cankhini ca tatah piisd sarasvatl

alambuseti tatridyas tisro mukhyatama malih (8)
evamvidhe tu dehe ‘smin malasancayasamvrte
prasidhayantu dhimanto bhuktim muktim upayatah (9)
atha nadasya cotpattim vaksye cistravivekatal
[kimea]-dharmirthakimamoksanam idam evaikasidhanam
nidavidyam param labdhva sarasvalyah prasadatah (10)

kambaldcvatarau nigau cambhoh kundalatam gatau
pacuh cicur mrgo vipi nadena paritusyati
ato nadasya mihitmyam vyidkhyatum kena cakhyate
tatra canjaneyal :
nadabdhes tu param param na janali sarasvati
adyapi majjanabhayat tumbam vahali vaksasi.
tatha ca vijnanegvaral) :
vinavadanatattvajnah crulijativicaradal,
moksamargam sa gacchati.

talajna¢ ciprayasena
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It is this unstruck sound which is revered by the wise, after the fashion prescribed by
the teachers, which gives deliverance, but is not for pleasure.

The sound which is struck, however, serves for enjoyment of the people and for brea-
king the cycle of rebirth ;its coming into existence is brought about by means of ¢rutis ete.
Now the examination of the body : :

Between the anus and the male organ is a cakra with four leaves called Adhfra; a cakra,
called svadhisthana, with six leaves, is placed at the root of the male organ.

In the navel is a ten-leaved cakra, called manipiraka, in the heart a cakra, called
anahata, ol Civa, in his form of “ OM " ;

this cakra, with twelve leaves, is sought for as an object of adoration. In the throat, the
seal of speech, is the viguddha cakra, with sixteen leaves ;

in it are situated sadja and the others, the seven notes, with all their divisions. A

akra with twelve leaves, called lalana, is in the uvula.

. Between the brows is a lovely cakra of three leaves, called djni. Then there is also the

manaccakra of six leaves, bestowing all bliss ;

3. and further the somacakra with sixteen leaves is mentioned. A cakra with a thousand

leaves, however, is situated in the fontanelles, called sudhadhara (possessing nectar).

Thal cakra makes the body prosper by streams of nectar. The principle of life (jiva) rises

along the carolis (susumna) up to the fontanelles and down again,

riding on the life-breath (priana) like an acrobat on a rope. These (the veins and arte-
ries) are many ; amongst them, however, fourteen are said to be foremost :

Ist susumna, 2nd ida, 3rd pingald, 4th. kuhu, and 5th. payasvini, 6th. gandhiri, and
7th hastijihva, Sth varana and 9th yacasvini,

10th vievodard and 11th ¢ankhini, then 12th pusi and 13th sarasvali, lastly alambusa.
Of them the three first mentioned are considered the most important.

Thus the wise must, in this body, filled with a mass of dirt, win enjoyment and delive-
ance in the right way.

Now I will relate the origin of sound as well, as it is examined in the castras [Why ?]
This is a means for striving after dharma (righteousness) artha (goods) kima (love)
and moksa (deliverance). Having obtained the highest knowledge of nida (sound), by
the favour of Sarasvali,

the two serpent demons, Kambala and Acvalara, became the earrings of Civa.
Domestic animals, children, as well as wild animals are charmed by sound ;

who, therefore, can tell in full the majesty of sound ?

Anjaneya says:

Eoven Sarasvali does not know the opposite shore of the sea of sound ; even now she carries

a gourd near her breast for fear of drowning.

o2, and Vijninecvara says:

He, who thoroughly knows the art of vinaplaying, and is an experl in the subject of
¢ruti and jati and who knows the time as well, that person is without effort on the way

to deliverance.
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33. atmana preritam cillam vahnim-ahanti dehajam

(L) vanatl brahmagranthisthitam pranam sa prerayati pavakah (1)
34. pavakapreritah so ‘tha, kraméad ardhvapathe caran
(RGNt Sig L an atisiksmam dhvanim ndbhau hrdi siksmam gale punah (2)

pataka preritah.

35. pustam cirse tv apustam ca Kkririmam vadane tatha
avirbhavayatity evam pancadha kirtyate budhaih.

(3) J kanthasthitah. J ¢irabh 36, katham kanthe sthitah pustah syad apustah cirse sthitah (3)
i ucyate tatra cirasi sancaryirohavarnayol
(4) B asmad. sambhitir na bhaved yasmad apustah cirasi sthitah (4)
37. nakiaram prananimanam dakaram analam viduh

jilah prandgnisamyogiat tena nddo ‘bhidhiyate

(5) J ‘*granthilaksanam. atha brahmagranther laksanam (5)
(6) B adharam. 38. adhardd dvyangulad ardhvam mehanad dvyangulad adhah (6)

(7) B T dehamadhyam. ekangulam dehamadhye taptajambiinadaprabham
(8) J tatraste ’gni. 39. tatragnes tu sikha tanvi tasmic cakrin navangulat (8)
dehasya kando sty utsedhayamibhyam caturangulah

40. brahmagranthir iti proktam tasya nima puratanail
(9) B viyavah. atha vayuh (9)

41. pranapanau tatha vyanasaminodanasanjnakah
(10) J krkaram B dhananjajah. nigam kiirmam ca krkalam devadattam dhananjayam (10)
42. tesam mukhyatamah prino niabhikandiad adhah sthitah

caraly asye nasikayor nabhau hrdayapankaje

43. cabdoccarananihsvasocchvasakasadi-karanam
apinas tu gude medhre kalijanghodare tatha

44. vyiano ‘ksicrotragulphesu katyam ghrane ca tisthati
samano vyidpya nikhilam ¢ariram vahnina saha
45. udanah padayor aste hastayor angasandhisu
tvagiadidhitiin dcritya panca nigadayah sthitah
46. tvagasrnmamsamedosthimajjacukrini dhataval
hrdi prano gude 'panah samino nabhisamsthitah
udinah kanthedece syad vyanah sarvacariragah
atha prakrtam anusarimal
(11) J ramagine iti. 47. iti vastu (11) sthitis tavad gane tredhd bhaved asau
hrdi mandro gale madhyo miirdhni tara iti kramat
48. dvigunah purvapirvasmad ayam syad ultarottarah
evam cariravinayam daravyim tu viparyayah
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The mind stirred by the atman hits the fire which is in the body.
This fire in its turn stirs the breath of life residing in the brahmagranthi.
this priana then, stirred by the fire, goes, by and bye, in upward direction
and produces an extremely subtile sound in the navel, a subtile in the heart
then, in the throat, a strong, in the head a weak, and in the mouth a sound with artificial
qualities ;
thus ils five divisions are menlioned by the wise.
How is it that the sound in the throat is loud and in the head weak ?
It is said that there, in the head, the formation of the sancari and arohi varnas (see ¢l 143)
does not take place and therefore the sound in the head becomes weak.
The letter na is a name for prana, the letter da is known as fire ;
consequently that which is born from the union of prana and fire, is called nida (sound).
Now the deseription of the brahmagranthi.
Two thumb’s-breadths above the adharacakra, and two thumb’s-breadths below the male
organ,
and one thumb’s-breadth inside the body is a cakra with a hue like that of heated gold ;
thereon is a thin flame of fire, which stretehes nine thumb’s breadths from the cakra,
that is the kanda (bulb, ganglion ?) of the body, four angulas in height and length,
the brahmagranthi, as it is called by the ancients.
Now the winds:
Prana, apiana, the ones called vydna, samana and udina,
further naga, kirma, krkala, devadatta and dhananjaya.
Amongst them the most important is prana, placed below the nabhikanda (the ganglion
of the navel):
it moves in the mouth, the nostrils, and the lotus of the heart
and is the cause of the pronunciation of words, in-and oulgoing of breath, coughing and the
like.
Apana resides in the anus, the male organ, the hips, the legs and the belly.
Vyina resides in the eyes, ears, the ankles, the hip and the nose.
Samina pervades the whole body together with the fire.
The udiana resides in the feet, the hands and the joints of the limbs.
The other five, niga ele, are in the substances like skin ete,
— The subslances are skin, blood, flesh, fat, bones, marrow and semen. —
Prina is stationed in the heart, apina in the anus, samina in the navel,
udiana in the region of the throat, vyina pervades the whole body.
Now we return the to the subject itsell ;
The registers in song are of three kinds, in the heart mandra (low),
in the throat madhya (middle), and in the head tara (high) respectively.
Each one in getting higher and higher is the twofold of its predecessor ;
such is the case with this our bodily vind, but with the vind of wood it is just the op-

posite,
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J mata B rudra vame

(1)

(2) B J ratika.

(3) B *nityanta B *sthitih.

(4) J ksitir apy aksa JB *pinya
tha.

(5) B mandati.

(6) J *ni caiva B *niti dve.

(7) J dvigrutir vikrtis tada

nisada.

(8) B sidharano cyutah.

(9) J sadharana cyuti sa syat
kakalitve ecyutah smrtah.

(10) J sajjiggrutim c¢rayet.

(11) J *tir api dvidha.

(12) J om 62 c- 63

49.

59.

60,

63.
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svaripamatracravanan nado ‘nurananam vina
crutir ity ucyate bhedas tasmad dvavimeatir matah
tadabhivyaktaye nadisthitir dehe nirtipyvate

ida

hrdi nadi

sthitd nadi daksine pingala tatha

(1),

susumna tu brahmarandhravadhi sthita

rame

atha crutayah
tivra-kumudvati-manda-chandovatyas tu sadjagah
dayavall ranjani ca raktika rsabhe sthita (2)
raudri krodha ca gandhare vajrikdatha prasarini
pritic ca marjanily etah crutayo madhyamacritah (3)
ksiti rakta ca sandipiny alapiny api pancame (4)
madanti rohini ramyely ela dhaivatasamecrayah (5)
ugra ca ksobhini dve nisade vasatah cruti (6)

iti crutivivekah
crutyanantara-bhavitvam yasyanurananitmakah
snigdhac ca ranjakac¢ casau svara ity abhidhiyate
athavi
svayam yo rajate nadal sa svarah parikirtitah.
cuddhal sapta svards le ca mandradisthanatas tridha

cuddhae cyutddibhedena vikrta dvadacoditah.

catuherutir yada sadjo, dvicrutivikrtis tatha (7)

sadharane cyutah sa syat kakalilve “cyutah smrtah (8)
tricrutir rsabhah siadhéarane sijim crutim critah (9)

catuherutitvam apannas tadaiko vikrto bhavet (10)

sadhirane madhyamasya gandharas tricrutir bhavet

svasyanlaratve bhavati catuhcrutir iti dvidha (11)
cyutaeyutadibhedena madhyamah sadjavad bhavet

sadharane ‘ntaralve ca dvigrutir vikrtos tada
pancamo madhyamagrame Uricrutir jayate svarah
madhyamasya crutim priapya kaicike tu catuhcrutih
kaicike kakalitve ca nisddas tricatuhcrutih (12)
dhaivato madhyamagrame vikrtah syiic catuhcrutih
ele ca saptabhih ¢uddhair bhavanty ekonavimecatih
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The sound which is so small that it is just perceivable as such by Lhe ear, withoul re-
sounding,
is called cruti. In this way the divisions (within the octave) are 22.
In order to explain them, the place of the veins in the body is examined :
Ida is the vein placed to the left, to the right is pingala,
the vein in the heart is susumnai, stretching as far as the fontanelles.
Then the crutis.
tivra, kumuvali, manda and chandovali are the crutis in sa;
dayavali, ranjani and raktika are placed in ri:
raudri and krodha in ga; vajrika, prasarini,
priti and marjani, these crulis are placed in ma;
ksiti and raktd, sandipini and alapini belong to pa;
madanti, rohini and ramya, these belong to dha:
ugri and ksobhini, these two have their place in ni.
This is the exposition of the c¢rutis.
That which consists of an uninterrupted series of crutis, which is resonant in itself,
which is lovely and enchanting, that is called svara (note)
or
the sound which rules (rajate) by itself (svayam) is called svara (from sva (yam) and ra-
(jate) )
Seven in number are the unaltered notes, three-fold by the different registers, low

and the others.

. By the alterations called cyuta ete. the unaltered notes are said to have Lwelve alter-

ed forms.

When sa has four crutis, and Lwo crutlis are subject to alteration,

then, in this alteration called sidharana, sa will be called eyuta. In the alteration called
kikali sa will be called acyuta.

The ri, normally of three ¢rutis, in the alteration called sidhirana absorbs one ¢ruti
of sa,

and consequently gets four c¢rutis ; thal is one alleration.

When the alteration called sidhiarana takes place with ma, ga will have three crutis
(instead of two)

and when it comes in the alteration called antara, ga will be of four ¢rutis; thus (the
changes ol ga are) twolold.

By the difference in cyuta and acyuta the ma is like the sa.

In the alteration sadhiirana and in that called antara two crutis are changed.

In the madhyamagrama the pa becomes a note of three crutis,

but in the case of the kaicika alteration pa has four ¢rulis, having annexed a cruli of ma.
In the state of kaicika and kakali ni has respectively three and four c¢rutis.

In the madhyamagrima dha should have four crutis (taking one from pa).

Thus all these, together with the seven unalterated notes, amount to 19,



(13) conj.

smrtah.

(14) T svaraprayoge B balal

svarah.

(15) B ridhau vivadinau.

(16) B J add tatha ca ratnikara.
(1) J B om.

(2) J B om 67 c. d.

(3) J gine

(4) Conj.
after cl

lhéarag ca.

iti gramalaksanam
79
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(5) B J *dhyamas tu.

(6) J adds kramad gramatrayo

devih
varah,

brahma-visnu-maheg-
Etad ete.
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atha vadyadibhedah
vadyadibhedabhinnac¢ caturvidhas te svarah kathitah (13)

ragotpadanacaktir vadanam tadyogato vadi.

bahulasvarah prayoge sa bhavati raja ca sarvesam (14).

crutayo 'stau dviadaca va bhavanti madhye yayoh svarayoh

samvadinau tu kathitau parasparam tu nisida-

gandharau ridhayor vivadinau stas tayor ridhau va (15)
vivadinau syatam (16) sadjamadhyamapancanam (ca) (1)

. cesanam anuvadilvam svarinam upajayate

eka-crutyantarayau kau tau mithac ca vivadinau (2)
adi raja svaras lasya samviadi syad améatyavat
catrur vivadi tasya syad anuvadi tu bhrtyavat.

iti vadyadibhedah
gramah svarasamthah syin mirchaniadeh samicrayah
tau dvau dharatale tatra syil sadjagrima adimah

dvitivo madhyamagramas tayor laksanam ucyate
sadjagramah pancame svacaturthacruti-samsthite
svopantyacrutisamsthe ‘smin madhyamagriama isyale
yad va dhas tricrutih sadje madhyame tu catuh¢rutih
rimayoh crutim ckaikam

gandharac cet samdacrayet (3)
pacrutim dho nisadhas tu dhacrutim sacrutim critah
gandharagramam dcaste tada tam nirado munil
pravartate svargaloke gramo ‘sau na mahitale (4)
sadjah pradhanam adyatvad amatyadhikatas tatha
grame syad avilopitvan madhyamas tatpurahsarah (5)

ctatkulaprasatatvad gandharo "py agranir divi (6)
girbinakulasambhitiah sadjagandharamadhyamah
pancamah pilrvamcottho ridhau rsikulodbhavau
nisido ‘suravamcottho brahmanah samapancamal
ridhau tu ksatrivau jneyau, vaicyajiall nigau matau
cudrav antarakiakalyau kramena kathita budhaih,
iti gramalaksanam,
Follow six clokas taken from .J, left out in all
manuscripts except J., coinciding with S. R. L. 3. dda-
60. belonging to the text, because mentioned in the
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Now the differences of vadi ete.
By the division into vidi ete, the notes are of four kinds.
Vadana (sounding) is the power by which rdga (charm) comes into existence, hence the
term vadi (sonant),
(which means) the note which occurs often in the performance and becomes the king of
all (the other- noles).
The two notes in between which there is a distance of 8 or 12 crutis,
are called samvadi (consonant).Ni and ga are vivadi (dissonant) respectively with ri and

dha. Or, with other words, ri and dha are dissonant with ga and ni.

With the other notes, sa, ma and pa, there exists anuviadilva (assonance).
The two notes which are only one cruti distant from one another are vivadi (dissonant)
The note which is vidi is the king, and the note which is samvadi with it is like the mi-
nister,
Its enemy is the vivadi, and the anuvadi ils servant.
Thus far the differences of vadi ete.
A series of notes is called grama, the dwelling place of mirchana ete.
There are two grimas on this earth of which the sadjagrama is the principal.
The second is the madhyamagrama. Of both the characteristics are told now,
The sadjagrama comes'in Lo existence by the circumstance that pa stands on its proper
fourth cruti.
The madhyamagrima is recognised when the pa stands on its third cruti.
When, however, dha consists of three ¢rutis, and in sa and ma each are four crutis
when ga takes up one cruti of cach ri and ma,
and dha absorbs one cruti of pa, ni on the other hand one of dha, and sa.
then the muni Nirada calls it the Gandhara grama.
That grama is frequent in heaven, but is not found on earth.
(These are the characteristics of grama)
The sa is the principal on account of its being the first.
but, on account of the importance of the minister the ma may be sent before it, in the
grama. without harm.
Ga is foremost in heaven on account of its having sprung from that family,
Sa, ga, and ma have originated from the race of the gods,
pa has sprung form the fathers, ri and dha from the sages,
and ni from the race of daemons. The wise say that sa, ma and pa
are brahmins, ri and dha ksatriyas, ni and ga wvaicyas,
the antara and kiakali notes, subsequently, ciidras.
[These are the characteristics of the Grama.]

Translation of the omited clokas, found in text .J.: (the colours are respectively :)
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(7) S. R. I. 3. 55a-60.

(1) B saptasaptadhah.

(2) B. J. agvakrantabhirudgata,

(3) B sauviri.

(4) J adds after 83d tig¢ ca
svagre prayoktavya vicesad
atra noditah.

(5) conj cantara ?

(6) B Y atha,
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contents, cl. 8. 9 (7)

[(S. R. 1. 3. 54d) varnas tv ime kramat]

(77.) padmabhah pinjarah svarnavarnah kunjaraprabho ’sitah
pitah karvura ity esim janmabhtimim atho bruve

(78.) jambiicakakucakrauncacalmalisvetanamasu
dvipesu puskare caite jatah sadjadayah kramat

(79.) vahnir vedhah cacankakac ca laksmikintac ca néaradah
rsayo dadrcuh panca sadjadims tumburur dhani.

(80.) vahnibrahmasarasvalyah cricacarvaganecvarah
sahasramcur iti proktah kramat sadjadidevatah

(81.) kramiad anustub gayatri tristup ca brhali tatah
panktir usnik ca jagatity dhu¢ chandamsi sadisu

(82.) sari vire ‘dbhute raudre dho vibhatse bhayanake

kiaryau gani tu karune hasyacrngiarayor mapau.

~1
~1

kramat svaranam saptinam aroha¢ cavarohanam
mirchanety ueyate grimatraye tah sapta sapta ca (1)
78. sthanalraya-samiayoge mirchanarambhasambhavah

tatra madhyasthasadjena sadjagramasya miarchana

79. prathamarabhyate 'nyis tu nisadadyair adhastanaih
madhya-madhyamam arabhya madhyamagrama-miarchanih
80. adyanyas tadadho ’dhasthasvarin arabhya sal kramat

sadje tattaramandradyd rajani coltarayala

81. cuddhasadja malsarikrta acvagrama marudgata (2)
sauviri madhyamagrame harindacva tatah para (3)

82. syat kalopanatd cuddhamadhya miargi ca pauravi
hrsyaki saptami proktd mirchanely abhidha imah

83. nanda vicala sumukhi vicitra rohini sukha
alapa ceti gandharagrame syul sapta murchanih (4)

84. prthak caturvidhah cuddhah kakalt kalitas tatha
sanlaras tad vayopetih salpancicat tu mirchanah (5)

85. yadi nisiadasanjnakah crutidvayam samicrayet (6)
tadiirdhvasasya kikall tada sa kathyate budhaih

86. yadacrayali gandhiro madhyamasya crutidvayam,
tadasav antaralh prokto munibhir rtusandhivat

87. murchanayam yavatithau bhavetam sadjamadhyamau
gramayos tavatithy eva mirchana sa prakirtita
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) like the lotus, reddish yellow, of golden colour, like the jasmin, black. yellow and spotted.
Now 1 will enumerate their continents of birth : .

(78.) Jambu, caka, kiica, kraunca, calmali, ¢veta, and puskara,

in these continents are born respectively sa and the other notes.
) Fire, the creator, the moon, Visnu, Narada, and the sages,

have created the first five notes, Tumburu the notes dha and ni.

80.) FFire, Brahma, Sarasvati, Visnu, Civa, Ganesha
> 3 X 5

(82.
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34.

35.

36.

87.

and the sun, thus are enumerated their respective principal deities.
) Anustub, gayatri, tristubh, brhati,
pankli, usnih, and jagati, respectively, are called the metres belonging to sa and the
other notes.
) Sa and ri are to be used in heroic, wondering and terrible sentiment, dha in the loath-
some and fearful,
ga and ni in the pathelic, ma and pa in the comic and erotic sentiment.
The ascending and descending of the series of seven notes, one after the other, is called
mirchana. Of them there are seven in each of the three grimas.
The possibility of the development of mirchanas lies in the connecting of the three
registers.
The first marchani of the sadjagrama begins on the middle sa,
the others respectively on the ni and the notes below that.
The first marchani of the madhyamagrima is started on the middle ma,
the others on the six notes successively below it.
In the sadjagrama the first mirrchana is called uttaramandra, then follow rajani, utta-
rayata,
cuddhasadja, matsarikrtd, acvagrami and marudgata.
In the madhyamagrama : sauviri, harinicva, and after that
kalopanata, cuddhamadhyd, margi and pauravi, whereas
the seventh is called hrsyaka. In thal way the mirchanas are named.
Nanda, vicild, sumukhi, vicitrd, rohini, sukha, and alipa
are the seven mirchanas in the gandhiragrima.
ILach mirchani has four varielies, called cuddha (pure), kiakali, kalitd and antara.

In that way we get fifty-six mirchanas (leaving out the gagrima)

When the note called ni absorbs two ¢rutis of the sa above it,

that variety is called kikali by the wise.

When ga annexes two crutis of ma, then it is called

antara by the wise, (a phenomenon which is) like the melting of one season in the other.
After the position (f. i. 3rd, 4th ete) which sa and ma occupy in a mirchani

of their own grimas respectively, the miirchina in question is called (f. i. the third, fourth,
ele).
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88. prathamadisvararambhad ekaika saptadha bhavel
tasticcaryantyasvarantan piirvan uccarayet kramat

(7) J netrankara. ' 89. te kramah kathitas tesim samkhyéd-netrakara matah (7)

(8) T.yada ca B. J. audavati. vada tu miarchanih cuddhah sadavaudaviti krtah (8)
JRIEEpchan it e 90. tada tu cuddhatanah syur marchanac catra sadjagah (9)
(10) B J saripasaptamaih. sapta kramid yada hinah svaraih saripamadhyamaih (10)

91. tadastavimcatis tanalh sadavah parikirtitah
yada tu madhyamagrame mirchanah sarigojhitah
02. sapta kramad yada tanah syus iada tv ekavimcatih.
evam ekonapancacan militah sidava matah
(11) B J dvicrutibhyam. J -93. sapadbhyam dvicrutdbhyiam ca ridhabhyam saptavarjitih (11)
Bipaouyain, sadjagrame prthak [prthak] tani ekavimcatir audaval.

94. tricrutabhyim dvicrutabhyim madhyamagramamircha-

(12) B J ¢rutibhyam. n;‘,h (12),

yada hinds tada tandc caturdaca samirital.
(18) J *dvaye matah. 95. audava militah pancatrimcad grimadvaye sthitah (13)
(14) B sarvesim. sarve tu caturacitir militah sadavaudavah (14)
(15) T sarve caturagitih syuh. iti cuddhatanavivekah (15)
(1) B. J. *caritasvarah. 96. asampurnic ca sampiarnia vyutkramoccaritih svarah (1)
(2) B J om. 96 d and 97 a. b. c. murchanah katatandh syur [iti castravinirnayah (2)
(3) also om. in S. R. 07. purnapurnadi-sankhyic ca punaruktipasiranih (3)

miurchandh katatanidh syuh] tesam sankhyibhidhiyate.

08. piarnah pancasahasrini catvarimcadyulini ca
P SR Ty R ekaikasyim mirchaniyam kitatanih sahakramaih (4)
{6) B mfrchanasths. 99. satpanciican miirchanah syuh purnah kitdc ca yojitah (5)
laksadvayam sahasriini dvyacitir dve c¢ate tatha
100. calviarimeac ca vikhyatd athapirnin pracaksmahe (6)

ekaikantyantyavirahid bhediah sad satsvaridayah,

(6) B sankhyata.

101. ekah svaro 'tra nirbhedo “py ukto nastadisiddhaye

kramice cakalatanatve ‘py uktas testipayoginal.

102. syuh sidavanam vimcatyid saha ([from B. J.] sapta catini ca)
audavanam tu vimcatyiasahitam catam uecyate
atuhsvaranam katdnam caturvimeativ iritah

(7) J eka eva svaromatah. 103. trisvarih sad dvisvarau dvav ekas tv ekasvaro matah (7)
(8) B om. tv. arciko gathikac caiva simiko® thas varintarah (8)
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By beginning on the first note, of the first mirchani each can become sevenfold when
one sings so, that the last but one of the previous series becomes the last of the series
sung. f. i. sa. re ga ma pa dhi ni sa, sa re ga ma péa dha ni, sa re ga ma pa dha ete.
These varieties are called kramas. Of them there are counted 392 (seven times
56, see c¢l. 84). When the murchanas are cuddha, or in a hexatonic or pentatonic
form,

then these kramas are called otherwise cuddhatinas. The seven murchanas of

the sadjagrama can be taken without the notes sa, ri, pa and ma, respectively

and thus the total number of hexatonic tinas becomes 28.

When, in the same way, the seven miurchanas of the madhyamagrama are taken
without sa, ri or ga respectively, then the total number of ténas is Lwenty-one.

In this way all the hexatonic forms together make forty-nine.

When in the sadjagrama each mirchana is sung when either sa and pa,

or the notes of two crutis (ga and ni), or ri and dha, are cast out from the seven, then
the number of pentatonic tinas becomes 21.

When in the madhyamagrama the notes with three ¢rutis (ri and pa) or the

notes with two crutis are left out from the miirchanas, then 14 tanas are known.

All the pentatonic tanas of the two gramas together make 35.
Hexatonic and pentatonic together give a total of 84.

This is the exposition of the cuddhatanas.

. The mirchanas, either complete (heptatonie) or incomplete, of which the

noles are sung in any inverted order, are called kiitatinas [thus is the rule of the books.
The miirchanis got by the number of the complete and incomplete together,
lessened by the number of the ones twice mentioned, are called Kiitatanas] Their number
will be told now:
There are fivethousand and lorly complete kitlalidnas together with their kramas
in each murchand separaltely,

Mirchanas there are fifty-six, which, multiplied with the number of kiilatinas
gives a product of twohundred-eighty-twothousand-twohundred and forly (n[
kiitatanas in all heptatonic mirchanas together). Now we will consider the incomplete
ones.

By omiting the last note each time we get six different forms, of six notes and so on.
One single note has no variations. For the accomplishment of nasta ete.

the varieties mentioned under the head of akita (— cuddha) will be combined later on
with those mentioned here.

Of the hexatonic variely there are ([from B. J.] sevenhundred) and twenly kitatinas ;
of the pentatonic variely one hundred and twenty;and twenty-four

of the kiitatanas built of four notes;

The variety of three notes has three, that of two, two kiilatanas,

one note is considered only as one. Arcika, gathika, samika and svarintara,



(9) J svarantakah.

(10) T B *krama matah.

(11) J kramaf.
(12) J saptacataih.

(13) J satpancacatcatani.

(14) B J ami kramat.

(15) B J caturvimcati-taditah.

(16) B kramas te.

(17) J itare kramad.

(1) B J auttaramandrakaih,

(2) J *gi kramah J punaruk-
tama-

(3) J. *dhikd cituh risastava-
tibhir (?)

(4) J dvadaca trisvaram, dvand-
ve,

(5) J pancacata tviyam.

104.
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108.

109.

110.

111.

112.

113.

114.

116.

117.

118.
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ekasvaraditananam caturnim abhidha imah (9)
uktacuddhadibhedena nigayuktac caturvidhih

tayor ckaikahinas tu dvedha malakramo matah (10)
sadjadyau madhyamadyau ca catvarah syur dvidha dvidha

caturdhinye dacety astacatvarimcad ami kramah (11)
savimcatih saptacati prag ukta gunitaih kramaih (12)
calustrimcatsahasrani sastyapancacatani ca (13)

iti sddavasankhya syad atha pancasvaran bruve :

gidvau dhadyau nisadadyau caturbhedah sad audavah
astav anye dvidhety evam catvirimcad ime kramah (14)

savimeatau cate taic ca gunite 'stau-catini tu

catvari ca sahasrani sankhya pancasvaresv ili
catuhsvaresu nyadyau dvau caturdha dvadacapare

kramad dvidheti dvatrimeaccaturvimeati tah (15) [te] kramat

catani saptastasastya syidc catuhsvara-sammiltih

trisvaresu tu madyau dvav abhedau dvadacipare

dvidha sadvimeatir iti kramit te sadbhir dhatah (16)
salpancicacchatam ca syad dvisvaresu punar dvidha
rigadhanyiddayo ‘stau syuh cuddhah sad itare kramah (17)
dvavimcatis te ca catuccalviarimecad vitaditih

ekasvariis tv abhedatvin mauld eva calurdaca

sadjadeh cuddhamadhiyid bhedakam pancamam vina
atubsvare kramadvandve ‘stacatviarimcad iritah

tanas trisvarayos tv ete dviadaca dvisvare dvayam

eka ekasvaras te .tricastir uttaramandrakaih (1)

punaruktda matas tanair nyadimargi kramit punah (2)
pancasvara ye catvaras tatlaninim catuhcatli
acityabhidhika catuhsvarl sannavatir bhavet (3)

dvidaca trisvaradvandve catvaro dvisvaradvaye (4)

eka eva svaras tdnas tesam pancacall tv iyam (D)
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thus are called the four tdnas of one nolte and so on.

By the afore-said differences of ¢uddha ete, the tianas connected with ga and ni have
four different varieties.

When one of these two (ga, ni) is missing [in the scale], the basic tana has only two varie-
Lies.

Thus, the two varieties of sa and ma both make four, (consequently) two groups of
two in each grama,

the other ten have four each ; so these kramas taken together are 48 in number.

The previously mentioned sevenhundred and twenty (see cl. 102), mulliplied

with these forty-eight, give a product of thirtyfourthousand-fivehundred and sixty,
which is the number of the variations possible with six notes. Now 1 will mention
the (variations of) five notes

The two beginning with ga, with dha and with ni, these six pentatonic scales have four
varieties each ;

the other eight have two varieties each, consequently these kramas number 40.
When the above mentioned 120 are multiplied by them, the product, giving

the total number of variations of five notes, will be 4800.

Amongst the scales of four notes, the two beginning on ni have four varieties each,

the twelve others have only two, thus the total becomes 32, which, multiplied [fromB.J.]

. with the previously mentioned twenty four gives 768 as the total of combinalions

with four noles.

In the secales of three notes, the two beginning on ni have no varieties,

the twelve others have two, which gives a total of 26. Multiplied by the

previously mentioned six, it gives 156 as the product. In the scales of Lwo

notes the eight beginning on ri, ga, dha and ni are twofold, the other six withoutl variely,
which amounts to 22, and, multiplied by the previously mentioned two, gives 44,

All the basic single notes by themselves are 14 on account of their not having any va-
riation.

Of the mirchani cuddhamadhya (in the magrima) which begins on sa, without the
pa, which makes the difference (between sadja and madhyama grama),

forty-eight tinas are mentioned in the pair of kramas of four notes:

in the couples of three notes there are twelve, in those of two notes two,

and one is the single note, which makes sixty-three all in all as the number of those
which are

considered as mentioned already, (namely) when enumerating the tanas of the miir-
chana ultaramandrd (of the sagrima).

In the same way the four tinas of five noles (without the characteristic pa), in the
mirchana margi (of the ma-grama). have 480 \':u"wlivs,'

the tanas of four notes have ninely-six verieties, twelve the couples of three

noles, four those of two, and one the single note. The sum total of these

amounts to fivehundred and ninetythree, viz. tanas which have no difference with the
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(6) B eka ekasvaras.

(7) B J praguktasankhyakah
B trisvaro.

(8) J om 121 b. c. d 122 a.

(9) T 122 d repeats sahasra-
naim catustayanu.

(10) J iti kutatinaprakira
B *prakaranam.

(11) J *cid vilaksadau.

(12) L *dho likhed
Khandameru.,

ga ri ga ma pa dha ni

0 0 010 (U] 1]

20| 720
12| 48| 210(1440
18| 72| 860/2160
06| 480[2880

6O0{3600
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(13) J *kam atho.

(14) J *gune.

(15) B J 131 tam evinkam
kosthasankhyi gunam nya-
set tatah param tadadho’
dhasthakosthesu, khandame-
fur ayam matah.

(1) B. J. gunyesu.
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trinavatya yutd ldnair abhinna rajanigatair (6)
dhaivatades tu pauravyac catvira satsvaral kramat
tattananam tu sdcitih catastavimcalir matah

audavinam caturnam prag ukta sankhya catuhsvare
trisvarau dvisvarav ekasvarah prag uktasanjnakah (7)
pancavimeatisamyukta catustrimcacchati tv iyam
tananam sadrcakard syat tanair auttardyataib (8).
ity eka [da]citisamyuktam sahasranam calustayam
ananam punaruktinim parnapurnaih saha  kramaib  (9)
apaniyeta ced esa kulatanamitir bhavet

laksatrayam sapladacasahasrdni calani ca

nava trimcadyuktaniti jninopayo ‘tra kathyate.

ili kotatanaprasaranam (10).
sankhyajnanaprakiras tu simpratam kathayisyate
ankin ekadisaptin tan ardhvam ardhvam likhet tatah
hate piirvena piirvena lesu canke pare pare
ekasvaraditaninam sankhyad sanjiyate kramat.
dvisvaram trisvaram vapi catuhsvaram athapi va

kramam kimeid vilikhyidau piirvah pirvah pardd adhah (11)

svarah sthipyah sa ced agre tatpurvas tad adho bhavet

purato 'pi likhed dhiman svardan uparivartinah (12)

. milakramah kramit prste cesah prastara idr¢ah

nastoddistaprabodhartham khandamerur athocyate

saptakostham likhed adyam panktim ekaikakosthatah
hinam Lu pirvapirvasmit panktigatkam adho likhed (13)
adyapanktyidikosthe tu likhed ekam paresu kham
dvitiya-panktiav apy ekam adyakosthe likhed budhah
paresu pirvapiirvinkam kosthasankhyagunam nyaset (14)

evam eva likhed ankam adho 'dhal panktikosthakam
khandamerur ayam prokto nastoddistaprabodhakah (15)

vedyatinasvaramitin dattvi tesv eva lostakan (1)
milakramam likhed ddiv uddistam tad adho likhet
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corresponding ones in rajani (of the sa-grama).

In the same way there are four tanas of six notes (without the characteristic pa) in the
mirchani pauravi (ma-grama) beginning on dha.

These have 2880 varielies ; of the four tianas of five notes

the number has been mentioned already, and the same is the case with

the varicties of four, three, two notes and one nole.

. The sum total of these amounts to threethousand-fourhundred and twenty five,

which are the tinas coinciding with those of the mirchana uttariyata (of the sa-grama).
In this way we get a number of four-thousand and eighly-one tanas mentioned
twice, together with their kramas in complete or incomplete form.
When this number is deducted from the total mentioned before, the number
of kotatinas becomes threchundred-and-seventeen-thousand ninehundred and
thirty. A means to know them is told now.

Thus far about the kulatanas.
Now there will be told a means of knowing the numbers :
One should write the seven figures from one to seven one after the other.
Multiplying the first with the second, the third with that product and so on
one gets the number of tinas of one note ete. respectively. (1 2,2 X 3, 6 x 4, ele.)
(see appendix I). Having written a (mila)-krama of Lwo, three, or four notes
(in the first line. Then for each succeeding line) take the note (from the upper line)
and write it under the following note
when that one is already above, (to theright) then take the previous one, and write
it below ;
to the left write the notes of the basic krama in due order. The rest of the exposition
goes in the same way.
And now the khandameru will be described, in order to explain the question of nasla
and uddista.
One should draw a row of seven squares Lo begin with ; below that six rows more,
each with one square less than the previous one.
[n the first quare of the first row one should write one, in the others nought
(See Appendix II).
In the first square of the second line the wise should write one again,
but in the others the product of the number of the square with the previous number
ach time.
In that way one should fill in the squares ol the lower rows as well.

That is called the khandamern explaining nasta and uddista.

Having put in the squares separately a number of pebbles equal to the number of notes
in the vedyatana (that is : the tana of which one wants to find oul either number or form)
one should write the malakrama (that is the kr. in ils original form) first, and under

that the uddista-tina (a given tana of which one wants Lo know the number in the series).
J
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(2) J. B. *syantyan J. purva.

(3) J. nuddistantas.

(4) J. syal labdham tyaktva.

(5) J iti khandameru.

(6) B adds atha sadhararnal.

(7) B kakalyantaragadjam.
(8) J adds after *sanit : sidha-

ranam matam sasya B. J.
*jha yiter sidhiiranam viduh.

(9) B. J. nirtupyate.
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svarin milakramasyantyat piarvam tavalithah svarah (2)
uddistanlyas tavatithe kosthe 'dho lostakam ksipet (3)

lostacalanam antyat syil tyaktva labdham kramo bhavet (4)
samas ced antimo 'ntyena so’ pi tydjyah prayatnatah.

lostakrantinkasamyogat uddistasya mitir bhavet
sankhyaya tu yada ripe prste nastam tad ucyate

yair ankair nastasankhya syan maulaikiankasamanvitaih

nastatanasvarasthinam tair jnatva tam svaram likhet

kramo ‘tripi ca kartavyo labdhatyagena pirvaval
tathaivitra likhee chistam evam nastollaram vadet

tanasvaramitordhvadhahpanktigintyankamicranal
ckasvaraditaininam sankhyd sanjayate sphutam.
iti khandameru nastoddistaprakaranam (5)
sidharanam bhaved dvedha svarajativicesanal (6)
svarasidharanam tatra caturdhd parikirtitam
kakalyantara sadjai¢ ca madhyamena vigesanal (7)
sadharanam kakali hi bhavet sadjanisadayoh (8)
antarasyapi gamayor evam sidharanam matam
nisido yadi sadjasya crutim Adyam samacrayet
rsabhas tv antimam proktam sadjasadhiranam tada
madhyamasyapi gamayor evam sadhiaranam matam
ragilipanasamyuktam jatisadhiaranam viduh

iti sadharanaprakaranam
ganakriyocyate varnah sa calurdha nirtipitah (9)
sthayyarohyavarohi ca sancari Lv atha laksanam
sthitvii sthitva prayogah syad ckaikasya svarasya yah
sthiyl varnah sa vijneyal pariv anvarthanamakau
etatsammicranat varnah sancari parikirtitah

athava

yatropavigyale ragah, svarah sthayl sa kathyate.

iti sthayyadivarnalaksanam
gitidau sthipito yas tu, sa grahasvara ucyate

iti grahasvarah
nyasah svaras tu vijneyo yas tu gitasamiapakaly.
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The number of the place occupied by the last note of the uddistatiana in the milakrama
counted from the last, that is as well the number of the square below to which the
pebble must be shifted.

4. The shifting of the pebbles must be started from the end. By leaving out the note thus

obtained (both in milakr. and udd.) the new krama will be made.,

Whenever the last of milakrama and uddista are the same, that note is Lo be carefully
left out.

The number of the uddisla (in the series) is obtained by adding together the figures on
which the pebbles have been put.

When the form is required of a tina of which the number is given, that is called nasta.
Having obtained the place of a note of the nastatina, by shifting the

pebbles to those figures which, combined with the figure one, of the first

square of the first row, make up the number of the nastatina, one must write down
that note.

. The new krama must be made like before by dropping from the milakrama the note

obtained ; and now also one must write down the notes leftover.

In that way one tells the rest of the nasla.

By adding together the last figures of the vertical rows, as many as

there are notes in the tana, the number of tanas of one or more notes cl arly comes out.
Thus Tar the khandameru, nasta and uddista.

Sadharana (amalgamation) is of two kinds, namely that of notes and that of jatis,

The sadharana ol notes is fourfold :

the kikali, antara, sadja and madhyamasadhbirana.

Kikali-sadharana exists between the notes sa and ni,

anatra-sidharana between the noles ga and ma.

When ni absorbs the first cruti of sa,

the note ri the last ¢ruti of that same note, then it is called sadjasidharana.

Sadhirana belween ga and ma is called madhyama-sidhirana,

The sidharana of jatis they know to be connected with the subject of ragalapana.
Thus far the subject of sadharana.

Uttering notes in singing is called varna ; this can be of four kinds : sthiayi, drohi (ascen-

ding), avarohi (descending) and sanciri. Defined thus :

the execution of each single note, which remains on the same pitch, is called sthayi,

the next two are whal their names indicale.

the varna arising from the mixing of the previous is called sancari.

or: the note in which the raga ends, is ealled sthivi.
Thus far the definition of the varnas called sthivi ele.

The note placed at the beginning of a song is called graha (the incipient).
That is the grashasvara.

The nyiasa is the note that finishes a song.



(1) J ity alankara laksanam ;
om. the examples.

(2) J nyasopanyasa conj. acc.
to Sangitar.
(3) I 7. 28. mandracgca.

(4) B. margesu.
(5) B. *tve.

(6) J svaran.

(7) B J mayuracatakacchaga
krauncakokiladardurah gajas
ca sapta sadjadi kramad
ucarayanty ami.

(8) J om catura .B J add
(*yah) prathamah,

147.

148.

151.

152.

1H3}

THE MIRROR OF MUSIC

iti nyésasvarah.
bahulatvam prayogesu sa amcasvara ucyate
iti amcasvarah
vicistavarnasandarbham alankaram pracaksyate
ekaikasyim mirchaniyam trisastir udita budhaih
athalankaraprastarah (1):
sari, sari, gari, gari, gama, gama, pama, pama, padha
padha, padha, dhani, dhanisa.
iti prathamah
sasa, riri, gaga, mama, papa, dhadha, nini, sasa.
iti dvitiyah ity alankaralaksanam.
grahamcataramandranim nyasapanyidsakau tatha (2)
api sannyasavinyasau bahutvam calpala tatah (3)
etiny anlaramirgena saha laksmani jatisu (4)
sidavaudavite kvapily evam ahus trayodaca ().
alha svarda ucyante (6).
crutibhyah syvuh svardh sadjarsabhagiandharamadhyamah
pancamo dhaivato catha nisida iti sapta te
tesam sanjna sarigamapadhanity apard matah.
sadjam vadati mavirah svaram rsabhakhyam ciatako brite (7)

gandharakhyam chago nigadati paksi tu madhyamam Kkraun-
ral)

gadali pancamam ancitavakapiko
ralati dhaivatam unmadadardural
crnisamahatamastakakunjaro
gadali nasikaya svaram antimam

Iti svaraprakaranam
iti ¢rilaksmidharasutacaturadamodaraviracite sangitadarpane
svaragatadhyayah (8).



147. The note which occurs frequently in the execulion of a song is called amca,
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That is the nvasasvara.

that is the amcasvara.

148. the intertwining of separate varnas is called dlankara,

149.

1

o

0.

of which there are mentioned by the wise sixty three in each separale miurchana.

Then the example of alankaras
sari, sari, gari, gari, gama, gama, pama, pama, padha, padha,
padha, dhani, dhanisa.
That 1s the first.
sasa, riri, gaga, mama, papa, dhadha, nini, sasa,
that is the second. Thus far the definition of alankiras.
Graha, amca, tara and mandra, nyisa and apanydisa, sannyisa and
vinvisa, bahutva (frequence) and alpald (scarcity) together
with the antaramarga, hexa-and pentatonality,

these thirteen sometimes are enumerated as characteristics in the jatis (J. B.).

Now the notes are told :
by the crutis are formed the noles sadja, rsabha, gandhira, madhyama,
pancama, dhaivata and nisidda, these seven.
They are called otherwise sa, ri, ga, ma, pa, dha, ni.
The peacock utters the note sa, the catakabird ulters ri,
the goat gives the note ga, the krauncabird ma,

the woodpecker with its clear voice the pa,
the frog in excitement croakes the note dha,
the elephant, hit on the head with the driver’s hook,
utters the last note through his nose.
Thus far the chapler concerning the notes.
Here ends the chapter about the notes of the book, called :
* the mirror of music and dance 7 written by Damodara the clever,

the son of Laksmidhara.

37



1

28
(1) J om bhisinga.
3.
(2) T B yukiah krivingis.
4.
0
(3) J. tatra c¢uddharigatvam
nimaguddhachayalaga-
mukhyatvena case
tro... * lagatvam.
(4) J om bhavati.
6.
(5) B natto bangilo J. biang- 7
(6) B prasavo. J kelahisal. )
(7) J prasabho.
(8) B casrapancamaly 8.
9.
(9) J civacaktisam. J *'bhavat
10.

(10) J B erirdgah sadyavadaniid.
(11) J *vo 'bhiit J *mo 'bhvat. 11.

RAGADHYAYO DVITIYAH

atha ragaviveko likhyate

yo ‘yam dhvanir vicesas tu svaravarna-vibhisitah
ranjako janacittanam sa ragah kathito budhaih.
atha raganga bhasanga krivingopanganirnayah
ragachiayvanukaritvad ragingam iti kathyate
iti ragangam.
bhasiachayacrita ye tu bhasangas te nirapitah
1ti bhasangam (1)
karunotsihasamyukta(m) kriyingam tena hetuna
iti kriyingam (2)

kincicchayanukaritviid upingam iti kathyale

iti upangam.
kindarana tu kathitd tarasthianesu cighrata
gamakair vividhair yuktd kaucalyena vibhiisita
atha matangamatena raganam traividhyam darcayati
cuddhic chayalagih proktih sankirnac ca tathaiva ca
latra cuddharagatvam niama castrokta-niyamad (3)
ranjakatvam bhavati chiyélagarigatvam niminyac
chayalagatvena raktihetutvam bhavati (1)
sankirnarigatvam nama cuddha chayalago mukhyalvena
raktihetutvam iti kallinathoktam likhitam
audavah pancabhih proktah svarailh sadbhis tu sidavah
sampirnah saptabhir jneya evam rigas tridha matah
crirdga natabangilau bhasamadhyamasiadavau (5)
raktahamsac ca kolhasah prabhavo (6) bhairavo dhvanih (7),
meghariagah somardgah kamoda¢ eimrapancamah (mau) (8)
syatam kandarpadecakhyau kakubhdntac ca kaicikah
natanaravanac ceti ragd vimcatir iritah.

atha rigariginimatam darcayati,
civacakteh samyogad raganam sambhavo bhavel (‘))
pancisyal pancarigih syuh sasthac ca girijamukhit
sadyovaktrat tu crirdgo vamadevad vasantakah (10)
aghordd bhairavo jatas tatpurusit pancamo bhavet (11)
icanikhyan megharago natyirambhe civad abhat
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SECOND CHAPTER. ABOUT THE RAGAS

Now the ragas are discussed :

That which is sound in the first place, ornated by noles and varnas (see I ¢l. 143 s. s.)
charming the heart of mankind, is called Riga (charm) by the wise.
Now the explanation of raganga, bhasinga, kriyinga and upinga
Riginga is said to result from specially following the beauty of
the riaga (melody); that is raganga. (a composition in its chiel part depending on raga)
Bhasangas are created by following the speecial charms of the text.

That is bhasinga (a composition in its chief part depending on text).
That which results from the combination of karuna (sentiment ?)and utsiha (perseverance)
is on that account called kriyanga.

That is kriyinga (a composition inits chiel part depending on technique ?).
By following the special features just a little, the upanga is formed.

That is upinga (a composition chiefly depending on secondary causes).
Kandarani is called the ability of singing (or playing) quickly in the high and other
registers, ornated by all different kinds of gamak (ornementation) and skill.
Now the three different kinds of ragas are described, — after the views of Matanga, —
called cuddha, chiyalaga and sankirna.
Now what decides the fact of being a cuddha riga is said in the ¢astras to be that the
charm is specially musical ; being chayilaga comes when the charm is dependenl on
something else, (lext e. g.), sankirnaka it is called when the cause of the charm lies in
musical and olther causes bolh.
So is related what IKallinatha says.
A riiga is called audava when it is pentatonie, sidava when il consists of six notes,
sampirna (complete) finally, when it consists of seven notes. Thus rigas are of three kinds,
(1) Cri, (2) nala, (3) bangila, (1) bhasa and, (5) madhya, both hexatonic, (6) raktahamsa,
(7) kolhdsa, (8) prabhava, (Y) bhairava, (10) dhvani,
(11) megha, (12) soma, (13) kamoda, (14) amra, (15) pancama,
then the two called (16) deca and (17) kandarpa, (18) kakubhanta and (19) kaicika,
finally (20) natanariyana, these twenly ragas are mentioned.

Now the doctrines aboul ragas and raginis are lold :
By the union of Civa and Cakti the birth of the rigas came aboul.
FFrom Pancasya (Civa) five rigas sprang, the sixth from the mouth of Girija (Parvati).
Crirdga from Civa in his form of Sadya, [following B. J.], vasanta from him as Vimadeva,
from him as Aghora the rdga bhairava, and as Talpurusa the raga pancama ;

megharaga sprung from Civa in his from of Iciina, in the beginning of nitya (dance).
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12. girijaya mukhal ldsye nataniriyano bhavet
(12) (Paris man. Pirvaty uvica). ke ragah kac ca riaginyah ka vela rtavac ca ke (12)

13. kim riipam katham ucciro vada deva prasadatah

(1) (Paris : Tcavara uvica). crirago‘tha vasantac ca bhairavah pancamas tatha (1)
(2) J. B. purusih smrtih. 14. meghardgo brhannitah sad ete purusihvayah (2)

(3) J om. iti satpurusaragah (3)

(4) J gauri. malavi trivani gaudi kedart madhumidhavi (4)

(5) J pakhandikia J varaga- 15. tatah pahadika jneyd crirdgasya varangandh (5)

nah. = s - AL Ty o
deci devagiri caiva vairati todika tatha

16. lalitd catha hindoli vasantasya varanganah

bhairavi gurjari caiva revi gunakarl latha

(6) B bahuli Jvagall 17. vangali bahula caiva bhairavasya varinganah (6)
“Lig_’."”m' Eb ke BRI vibhasac catha bhipali karnati patahamsika (7)

(8) B pavaman. 18. malacrih palamanjarya sahaitah pancamanganih (8)
(9) B malarl mallari sorathi caiva saveri kauciki tatha (9)

(10) B gandharl. 19. gandhari haracrngara megharagasya yositah (10)

LLUBER itioel kamodi caiva kalyani abhiri natikda punah (11)

(1? ,ﬁiﬁ?ﬁﬂ"n;&_ﬂwngi' 20. salangi natahambira natanarayananganah (12)

(18) J iti *trimcati ragara- iti sattrimsad raginyah (13)

(14) B. J. atha rigaveli. madhumidhavi [ca] decakhyo bhiipali bhairavi tathd (14)

15) 13 mallari Jvelavati ca ban- - = s =L T =
Lol e S S aTa 21. velavali ca malhari vangali simagurjari (15)

gali malliari sama-
(16) B *nicrimilasameghara- dhanacrir malavacric ca megharagag ca pancamah (16)
gicea.- = - -
22. decakiro bhairavac ca lalitac ca vasantakah
ete ragah pragiyante pratar arabhya nityacah
(17) B pata. B kauthiki. 23. gurjari kaicikac caiva saverl pathamanjari (17)
revii gunakari caiva bhairavi ramakary api
A Tk 24. soralhi ca latha jneydh prathamapraharottaram (18)
(19) B dodiki. B kudiviki

R Yo et i ea indaika (1€
T kutaika, airall todika caiva kamodi ca judaika (19)

(20) B nagadhi. 25. gandhari nagacabdi ca tathd deci vicesatah (20)
(21) J *rani jneyd. B *rat cankariabharano jneyo dviliyapraharal param (21)

parah. rognd e = o~ ;- e . =
26, crirago malaviakhyae ca gaudi trivana-sanjnakah
(22) B. J. natah ki, J sirangam ' ]

nata, nattakalyina sanjnakac ca silangam nattakam tatha (22
(23) B *r1 karnagimsirika. 27. sarve natiac ca kedarl karnatyabhirika tatha (23)
(24) B vadahamsi ] vanahamsi. padahamsi pahadi ca triiyapraharal param (24),
(25) JB *dhi jneya. 28. ardhératravadhi jneyva riaga elte sukhiapradil (25)

vathoktakala evaite geyah pirvavidhinatah
(26) J. B. jneyi. rajajnaya sada geya na tu kédlam vicarayet (26)
iti ragavela
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13.

14.

16.

19.

20.
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The raga natanardyana came {rom the mouth of Girija, when she was performing lasya
(women’s dance).
[following Paris man.] (Parvati said :)
which- are the ragas, which the raginis, what are the times, what the seasons,
what the form, how are they sung ? Tell me that by your favour, O God.
(Civa said) The ragas c¢ri, vasanta, bhairava, pancama,
megha and brhannita, these six are called the male rigas.

These are the male ragas.
Milavi, trivani, gaudi, kedarl, madhumadhavi,
lastly pahadika, are Lo be known as the beautiful wives of the raga cri.
Deci, devagiri, vairati and todi,
further lalitd and hindoli, these are the beautiful wives of vasanta.
Bhairavi, gurjari, reva and gunakari
vangali and bahuld, are the beautiful wives of bhairava.
Vibhasa (!), bhapali, karnali, patahamsika,
milacri and patamanjari, are the wives of the riga pancama.
Mallari, sorathi, saveri, kauciki,
oandhirl and haracrngiri are the wives of the riga megha.
Kamodi, kalyani, abhiri, natika,
silangl and natahambird are the wives of the riga nalaniriyana.

These are the 36 raginis. (now the time of the ragas) [following B. J.]
Madhumadhavi and deca, bhipali and bhairavi,
velavall and malhari, vangali and samagurjari,
dhandcri, méilavacri, meghariga and pancama,
decakara, bhairava, lalita and vasantaka,
these rigas always have to be sung starting in the carly morning.
Gurjari, kaicika, saveri, pathamanjari,
revi, gunakari, bhairavi, ramakiri
and sorathi are to be known (as sung) subsequent to the first prahar,
Vairati, todika, kamodi, jadaika,
gandhari, nigacabdi, deci specially
and cankaribharana are to be known (as sung) after the second prahar.
Cr1 and malava, gaudi and trivana,
nattakalyina, silanga and natltaka
all the kinds of nata, kedari, karnili and abhiri,
padahamsi, pahadi belong after the third prahar.
Sung as late as the middle of the night these rigas musl be considered as hestowing
joy.
They have to be sung at the prescribed times according to the rules of the days of yore.
By order of the king (however) they are to be sung at all times, the singer should not
consider the right time then.



(27) B. J. svasahayai¢ ca.

(28) B bhairavasya sahiyes tu.
B *me vidhiyate.

(29) B. J. jneyo. J adds here:
iti somecvara matam.

(1) B natta.
(2) J haimake.

(8) J omits « iti rtuvela » here,

(3 bis) B iti rigavela.

(4) J kaigika.

(5) B purusih smrtih.

(6) JJ madhumiadhavi B. bhai-
ravi ca.

(7) J. B. saindhavi B jneya.

(8) B khandhivati J gauri.
conj, : rijarigasva,

(9) B rajarajasya Kkaicavasya.

(10) J welavati. B wve¢viakhva.

J decakhya patha,
(11) J kédnada.
(12) J. B kedari, kinard, deci.

(13) B. J. vasanti J dhanasikai.

(14) B decakiri. J
degikari.

(15) J. B. tankacea.
conj., takka ca,

malari,

(16) J. B. iti hanumanmatam,

(17) J. B. gauda,

(18) J *dhyamadi.
(19) J dhanyicri¢ caiva.

(20) J, B, om cl 41,

(21) B karnatau J.
critih.
(22) J

(23) B

natasam-

kaucikih

asavari

patha-

tu J malliri.

(24) J *adhari. J. B.
pathamanjari.

(25) B samgritah.

(26) B ktidaf ca J katai ca B, J-
natika.

(27) B velavali ca. J valavatl ca.

(28) B *khya
sanjnakah.

sanjnatah. J

repeat

33.

34.

42.

43.

14.

45,
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cririgo raginiyuktah cicire giyate budhaih
vasantah sasahayais tu vasantartau pragiyate (27).

. bhairavah sasahiyais tu rtau grisme pragiyate (28)

pancamas tu tathd geyo raginya saha carade (29)
meghariago raginibhir yukto varsiasu giyate (1).
natanarayano rago raginya saha hemake (2)
vathecchaya va gatavyah sarvartusu sukhapradah

iti rtuvela. iti somecvaramalam (3)

atha hanumanmatam (3 bis)
bhairavah kaucikac caiva hindolo dipakas tatha (4)
crirago megharigac ca sad ete purusahvayah (5)
madhyamadir bhairavd ca vangali ca varatika (6)
madhavi ca punar geya bhairavasya varinganih (7)
todi khambavati gaudi gunakri kakubha tatha (8)
dginyo ragardjasya kaucikasya vardnganah (9)
velavali ramakar? decakhyah patamanjari (10)
lalitasahitd etd hindolasya varingandh (11).
kanarda decikirac ca kamodi natika punah (12)
dipakasya priyah panca khyata ragavicaradaih
vasanta malavi caiva milacric ca dhandcrika (13)
asivari tu vijneyah erirdgasya varinganah
mallari decakari ca bhipali gurjari mata (14)
takkac ca pancami bhiryd meghardagasya yositah (15)
iti hanumanmate raginyal.

atha ragirnavamatam (16)
bhairavalh pancamo nito malliro gaud|[h]amélavah (17)
decikhyace ceti sad ragih procyante lokavicrulih

vasantakah (18)

vangiliyvam gunakari|m| madhyamadir

dhanicric ceti pancaite rigd bhairavasamerayah (19)
rarali ramakrt tatha (20)

mata ragarnave ragah pancaile pancamicrayih

lalito gurjari deci

natanarayanah parvam gindhirah silagas tatha
tatah kedarakarnitau pancaile nitasamerayiah (21)
meghamalliriki malakaucikah pa[n]tamanjari (22)
asavariti vijneya riaga mallirasamcrayah (23)

hindolas trivanandhéari gaurid ca padahamsiki (24)
pancaite rigandmano gaudam acritya samsthitih (25)
bhiapali ca adal ca kamodi nittika tatha (26)
velavaliti vijneya ragd decikhyasamcrayih (27)

iti ragarnavamatam (28)
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Thus far the time of the ragas.
29. The raga ¢ri with his raginis is sung by the wise in the cold season.
Vasanta with his matles is sung in spring.
30. Bhairava and his companions are sung in the hol season,
Pancama with his ragini(s) during autumn.
31. The riga megha along with his raginis is sung during the rains,
the riga natanariyana with his ragini(s) in winter.
According to one’s wish, all of them, giving pleasure, may be sung in any season.
Thus far the right time in the scasons. Thus the views ol Somecvara,
Now the opinion of Hanuman.
32, The ragas bhairava, kaucika, hindola, dipaka,
cri and megha, these six are called the male ones.
33. Madhyamadi and bhairavi, vangili and varatika,
and, lastly, miadhavi are to be sung as the wives of bhairava.
34. Todi, khambavati, gaudi, gunakri and kakubha
these riginis are the beautiful wives of the king of riagas, kaugika.
35. Velavali, ramakari, the one called deci and patamanjari
together with lalitd, these are the beautiful consorts of hindola.
36. Kedari, kinard and deci (see .J) kamodi and then natika
these five are called by the authorities on riaga the beloved ones of dipaka.
37. Vasanti, malavi, malacri, dhanacri and
asivari are to be known as the wives of the riga cri.
38. Mallari, decikari, bhapali, gurjari,
and as the fifth wife takkid, these are the wives of the meghariga.

These are the riginis according to Hanuman. Now the opinion of the Ragirnava.

39. Bhairava, pancama and nidta, mallaira and gaudhamilava

then the one called deca, these six are the ragas, renowned in the world.
40. Vangali, gunakari, madhyamidi, vasanta and, lastly

dhanicri, these five rigas belong to one group with bhairava.
41. Lalita, gurjari, deci, varili and ramakrt,

these five riigas are said in the rigirnava to belong to the riga pancama.
42. First nataniriyana, then gindhara, silaga,

kedara and karniita, these five ragas form one group with nita.
43. Meghamallarika, méilakaucika, patamahjarl and

asavari, these ragas are to be known as belonging to the raga mallira,
44, Hindola, trivani, andhari, gaudi (?) and padahamsika,

the five ragas of these names are fixed on gauda.
45. Bhapali and kadai, kamodi, nittikd and veliavali

these riagas must be known as belonging to the riga called deca.

Thus far the opinion of the rigirnava.
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(29) J. B. prarabhyate.

(1) B mitakah. J méantakah.
conj. sidavah ?

(2) J. B. give the example of
the notes after 47 i. o, after 48,

(3) B gajaranni.

(4) J bhairavariga esah.

(5) J om ¢l 49,

(6) J kaimid B has « tapti »
for ¢ patya »
(7) J sancumbitisya,.

(8) B omits from 51 upto the
last line of gunakari 68d.
(9) J sauvirimurchanayi tu

(10) J kaigcid.

(11) J om athavid and the fol-
lowing notes,
(12) J vangali syid audaviyi.

(13) After 53 J adds ¢l 49.

(14) T kaksi-nivegitakaranda-
dharii tapasviny. ancat-tri-
cilaparimanditavimahasti
bhasmojjvald nivadabaddha-
jati kaldpia. vangilikety a-
bhihitd tarunarkavarni.
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46. na talandm na riginam antah kutrapi vidyate

50.

23.

o4.

idanim ragaraginyor udaharanam (ucyate) (29).
dhaivatamcagrahanyaso ripahino ‘tha méantatah (1)
bhairavah sa tu vijneyo dhaivatadikamirchanah
dhaivato vikrto yatra audavah parikirtitah
udaharanam (2)

gangadharah cacikalatilakas (rinetrah

sarpair vibhusitatanur gajakrtivasah (3)

bhasvat trictlakara esa nrmundadhari

cubhrambaro jayati bhairava adiragah.

dha ni sa ga ma dha iti bhairavah (4).

madhyamadic ca ragangd grahiamcanyasamadhyama (5)
saptasvarais tu gatavya madhyamadikamurchana
sampiirna kathita tajjnaily ridhahina kvacin mata.

patyd sahasam parirabhya kimam (6)
sacumbitasya kamalayaliksi (7)
svarnachavih kunkumaliptadeha
sd madhyamadih kathita munindrail.
ma pa dha ni sa ri ga ma athava
ma ma pa pa ma sa ni sa ni ga ma iti madhyamadi.
sampiirna bhairavi jneya grahamcanyisamadhyami (8)
sauvirimiarchana jneyd madhyamagramacarini (9)
kvacid esd bhairavaval svarair jneya vicaksanail (10)
sphatika-racitapithe ramyakailasacrnge
vikacakamalapatrair arcayanti mahecam
karadhrtaghanavadya pilavarnayatiksi
sukavibhir iyam uktd bhairavi bhairavastri
ma pa dha ni sa ri ga ma athava
dha ni sa ga ma dha iti bhairavi (11)
rangdll audava jneya grahamcanyasasadjabhik (12)
ridhahina ca vijneya marchaniprathama mata
pirni va matrayopeta kallindthena bhisita (13)
kaksanivecilakarandadharas tapasvi (14)
bhasvattrictlaparimanditavimahastah
bhasmojjvalo nividabaddhajati kalipo vangilah
ity abhihitas tarunarkavarnal.
sa ga ma pa ni sa athavad ma pa dha ni sa ri ga ma

iti vangalal.
sadjagrahamcakanyasa vairili kathita budhaih
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Neither of talas (times) nor of ragas the limit can be perceived anywhere.
Now the description of ragas and raginis is started.
Bhairava is to be known as having dha in the function of amea, graha [and nyasa] and
ending on the note ma,
being without the notes ri and pa, and in the miirchana which starts on dha.
When the dha is altered bhairava is known as pentatonic (hexatonic ?).

Description :
Bhairava, the first of the rigas, conquers, having the form of Civa in his aspect of Gan-
gadhara, with the sign of the crescent on the forehead, three-eyed, his body ornated
with snakes, clad in an elephant’s skin, with a radiant trictla in hand, carrying a human
skull, having a white garment.
dha ni sa ga ma dha. That is Bhairava.
The ragini madhyamadi depends on musical charm, ma is her amca, graha and nyasa,
her mirchana starts on ma, and she is to be sung with seven notes ; (so) the authorities
on the subject proclaim her as heplatonic : some times, however, she is said to be without
ri and dha.
A goddess of love, [J], embraced by her husband, smiling, her mouth covered wiht (his)
kisses, with eves shaped like the leaf of a lotus, with a complexion like gold, anointed with
sallron, such is madhaydmadi, described by the wisest of the wise.
ma, pa, dha, ni, sa, ri, ga, ma. Or: mi, ma, pa, pa, ma sa ni, sa, ni, ga, ma.

So is madyamadi.

Bhairavi is to be known as being heptatonie, with ma in the function of

graha, amea and nyisa, in the sauvirl mirchani, belonging to the madhyamagrama.
Sometimes she is known by the wise as having notes like bhairava.

Seated on the lovely top of the Kailasa on a stool ornated with rock eristal and leaves
of radiant lotusses, singing the praise of Civa with the instrument of the heavenly hosts
in hand, of yellow complexion, and with ovalshaped-eyes, is bhairavi, the wife of bhairava,
as described by the clever poels.

ma, pa, dha, ni, sa, ri, ga, ma. or: dha ni sa ga ma dha. That is bhairavi.

Vangili is known as pentatonic, withoul ri and dha; sa in the function
of amca, graha and nyasa, belonging to the first mirchana.
As described by Kallinatha, however, she is heptatonic and has ma in the three functions.
(following J) A female ascelie, carrying a baskel on her girdle, her left hand adorned
with a bent trident, and ashes being her ornament, with a bunch of matted hair bound
tightly together, such is described vangili, who has a complexion like the soft rayed moon.
sa, ga, ma, pa, ni, sa. or:ma, pa, dha, ni, sa, ri ga, ma.

That is vangali.

Vairali, as is told by the wise, has sa in the function ol amea, graha and nydasa, her mir-
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(15) J yasyam.

(1) J *maracilanena.

(2) J *amgavinyisa.
(3) J ridhahina.

(4) J bhairavaragini.

(5) J sampurnah kaucgiko ma-
tah.

(6) J prathamid yatra. J *ra-
manditah.

(7) J dhrtagaurayagtir.

(8) J *su krtapracirah.
(9) J malavrto.

(10) J todl kaugikasundari.

(11) T ripavarya.

(12) J madhusyanditasvalpa-
nadi.

(13) J ukta kila kohalena.

=P
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61,

62.

63,

64.

3.

66.
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prathami mirchani yasyah samptrna kirtivardhani (15)
vinodayanti dayitam sukecl

sukankana ciamaracalikena (1)

karne dadhana saravrksapuspam

varanganeyam kathitd varati

sa ri ga ma pa dha ni sa iti varatl

sadjagrahamcanyasa purna saindhavikd mata (2)

miirchanottaramandri [d]ya kaiccit sadavika mala

rihind tu bhaven nityam rase vire prayujyate (3)
triciilapanih civabhaktirakla raktambara dharitavandhujiva
pracandakopa rasavirayukta sa saindhavi bhairaviraginiyam(4)
sa 11 ga ma pa dha ni sa athava
sa ga ma pa dha ni sa iti saindhavi
iti pancabharyasahito bhairavah.
sadjagrahimcakanyasah samptrno malavakaucikah (5)
miirchana prathama jneya kakalisvarasammatah (6)
araktavarnodhrtaraktayastir (7) virahsuviresu krtapraviryah(8)
virair dhrto vairikapalamali mato malavakauciko “yam (9)
sa ri ga ma pa dha ni sa sa ni dha pa ma ga ri sa
iti malavakaucikal
madhyamamcagrahanyiasa sauvirimirchana mala
sampirna kathita tajjnaih todi ¢rikaucike mata (10)
grahimeanyisasadjam ca keeid atra pracaksate
tusarakundojjvaladehayastih
kacmirakarpiraviliptadeha
vinodayanti harinam vanante
vinadhara rajati todikeyam.
ma pa dha ni sa ri ga ma athavd sa ri ga ma pa dha ni sa
it todi.
dhaivatameagrahanyasa sadavid tyaktapancama
kambavati ca vijneya mirchania pauravi matli.
khambavati syat sukhadd rasajni saundaryalavanyavibhi-
sitangi
ginapriyi kokilanddatulyd priyamvadid kaucikardginiyam.
dha ni sa ri ga ma dha iti khambavali
grahamcanyasasadja syad ripavarjia sukhaprada (11)
miirchana prathaméa jneya gauri sarvangasundari.
nivecayantl cravane ‘vatamsam amrinkuram Kokilanada-
ramyanm
cyama madhusyandisusiksmanada (12) ganriyam uktatikuti-
halena (13).
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chana is the first one, she is heptatonic, increasing fame.

56. A beautiful woman, with lovely locks, beautiful bracelets

and a flower of the sira tree in her ear, pushing back her

lover with a movement of her chowree, such is described wvarati.

Sa, ri, ga, ma, pa, dha, ni, sa.
That is varati.

7. Saindhavi is said to have sa in the position of amca, graha and nydsa, to be heptatonic,

being in the mirchand uttaramandri. By some, however, she is said to be hexatonie,

n

without ri. She has, in any case, to be connected with the heroic sentiment.

58. With a trident in hand, glowing with devotion for Civa, dressed in red, carrying a bandhu-
jiva flower, in fiery anger, inspired by the heroic sentiment, is saindhavi, the ragini of
bhairava.
sa, ri, ga, ma, pa, dha, ni, sa; or: sa ga ma pa dha ni sa. That is saindhavi.

Thus far bhairava with his five consorts.

59. Malavakaucika has sa in the function of graha, am¢a and nyésa, and is heptatonic. The
first one is his miarchani and he has the kakall note.

60. Malavakaucika is considered as being reddish in colour,carrying a red stick, a hero., amongst
heroes the greatest, carried by heroes, and wearing a garland of the skulls of the brave.
sa, ri, ga, ma, pa, dha, ni, sa-sa, ni, dha, pa, ma, ga, ri, sa.

That is malavakaucika.
61. Todi, the beloved of kaucika, is said by the authorities to be heptatonic and in the sau-

viri miirchand, having ma in the function of graha, amc¢a and nyasa.

62. The slender body with fresh jamines shining,
anointed with eamphor from Kashmir her limbs,
pushing back a deer al the edge of a forest glade,
holding a vind, shines todi,
ma, pa, dha, ni, sa, ri, ga, ma; or: sa, ri, ga, ma, pa, dha, ni, sa.

That is todi.

63. Khambhivali is to be known as having dha in the functipn of graha, amca and nyasa,
hexatonic by the dropping of pa, and belonging to the murchani pauravi.

64. IKhambivali is a bestower of joy, judicious, with a body adorned by nobility and charm,
loving song, with a voice in sweetness, like that of the kokila sweet of speech, the ragini of
kaucika.

dha, ni sa, ga, ma, dha. That is Khambavati.

65. Gauri, of perfect bodily beauty, is to be known as having sa in the function of graha,
amea and nyisa, and being without ri and pa, in the first mirchana, bestowing joy.

66. Gauri is deseribed by IKohala [J] as having a dark complexion, making a very delicate
sound on a madhusyandi, putting in her ear a ring made of the sprouts of a mango tree
in which the kokilas were singing lovely.

sa, ga, ma, dha, ni, sa, — ni, dha, ma, ga, sa. That is gauri.
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(14) J vinyasi.

(15) J *vagrayanl

(1) J privasangamirti.

(2) J karuna.

(3) J. B. ni sa ga pa dha ni
athavi sa ga ma pa ni sa.
(4) B sadjagrahime¢akamnydsa.

(53) B suposiningi J susobhi-
tangi. B *kadana.

(6) J om. « iti kakubha ».

(7) B dolisuravelasukhyam.

(8) Conj. kharvakapotadyuti-
kima. J. B. kapotadyuli.

{9y J velavati.

(10) B. J. murchaniayi syid.

(11) J velivati.

(12) J sd pragiyate.

(13) J ridhau tyaktvithavi
prokti.

B kaigeit pancamavarjana,
J *varjita.

(14) J trividhi sa samuddista
samplrnid sidavaudavi.

(15) J *kanthi.

(16) B athavd sa, ri, ga, ma,
pa, ni, sa,

69.

76.
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sa ga ma dha ni sa ni dha ma ga sa iti gaurl

ridhahind gunakari audava parikirtita

nigrahamea tu ninyasa ranjani-mirchana catra (14)

kaicceit sadjatraya mata malavacrayini tu sa (15)
cokabhibhiitanayanarunadinadrstir

namranana dharanidhiusaragatrayastih

amuktacarukavari priyadiravarti (1)

sankirtitd gunakari karune krsangi (2)

ni, sa, ga, ma, pa, dha, ni, sa, ga, sa, ni, athava

sa ga ma pa ni sa. iti gunakari (3)

dhaivalamcagrahanyasa sampirnd kakubha mata (4)
trtivamarchanotpannd crngararasa-mandita

upositangi ratimanditangi candranana campakadamayukta (5)
katdksini syat parama vicitra danena yukta kakubha manojna
dha ni sa ni ga ma pa dha iti kakubha (6)

Iti pancabhéryasahito mélavakaucikah

hindolako ridhatyalktah satrayo gadito budhaih
miirchana cuddhamadhya syiad audavah kakaliyutah
nitambinimandatarangitisu dolasu khelasukham adadhinah(7)
kharvah kapolah dyuti-kimayukto hindolaragah Kkathito
munindraih (8)
s4 ga ma pa ni sa-sa ni pa ga ma sa
iti hindolah.
dhaivatimcagrahanyisi parna velavali mata (9)
pauravi mirchanid jneya rase vire prayujyate (10)
sanketadiksim dayite ca dattva vitanvali bhiisanam angakesu
muhuh smaranti smaram istadevam veldavali nilasarojakan-
Lih (11)
dha ni sa ri ga ma pa dha
iti velavali
sadjagrahameakanyisi purna ramakarl mata
mirchana prathama jneya karune sia prayujyate (12)
ridhatyaktia(m) kecit tu kecit pancamavarjita(m) (13)
sidavaudavi prokta sampirni ca tridha mata (14)
hemaprabha bhasurabhiisand ca nilam nicolam vapusa va-
hanti (15)
kante samipe kamaniyakantha manonnata ramakarl mateyam
sa ri ga ma pa dha ni sa |athava] sa ni dha pa ma garisa (16)
iti rimakari
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Gunakari is pentatonic by leaving out ri and dha, ni is ame¢a and graha, and ni is nyiisa

as well, her marchana is ranjani; by some, however, she is said to have sa in the three
functions, and to be dependent on malava.

Gunakari, connecled with the sentiment of misery, is described as being lean, with over-
whelming griefl in her eyes, and a confused and depressed look, her head bent, gray like
dust her slender body, having loosened her beautiful plaits, (paining,) far from her beloved
ni, sa, ga, ma, pa, dha, ni sa, ga, sa, ni; or ; sa, ga, ma, pa, ni, sa.

That is gunakanri.

Kakubha is believed to have dha in the function of amca, graha, and nyisa, to be hep-
tatonie, and to have sprung from the third mirehani, adorned by the sentiment of love.
Kakubha, the charming, whose body bespeaks the torments of fasting and the charms of
love, whose face in beauty is like the moon and who is wearing a garland of campakaflowers,
casts stealthy glances, the most excellent one, the wonderful and generous. Dha, ni, sa,
ri, ga, ma pa dha. That is kakubha.

Thus far malavakaucika with his five wives.
Hindola is said by the wise Lo be withoul ri and to have sa in the three functions :
his miirchand is cuddhamadhyi, he is pentatonic and has kikali notes.
Hindola — thus say the wise — accompanied by the god of love whose heauly is en-
hanced by small doves,
enjoys the pleasure of the play on a swing, which is brought into soft motion by a beau-
tiful woman.

sa, ga, ma, pa, ni, sa-sa, ni, pa, ga, ma, sa. That is hindola,

3. Velavali has dha in the function of amea, graha and nyisa, and is heptatonic ;

her miirchani is pauravi and she is connecled with the heroie sentiment.

Velavali, beautiful like the blue lotus, ceaselessly remembering Smara, the beloved god
of love,

has put ornaments in her hair and on her limbs, the slender one, and on herlover Loo,
in preparation of the meeling.

dha, ni, sa, ri, ga, ma, pa, dha. That is velavali.

Ramakartis considered to be heplatonie, with sa in the function of amea graha and nyiisa ;
hers is the first mirchand, and she in sung in the plaintive mood.

Some say ri and dha are left out, others, pa is discarded.

In thal way she is said to be penta-, hexa-, and heptatonie, in three different ways.
Riamakard is to be imagined as being in high spirits, as the beloved is near, with a char-
ming voice,

shining like gold, with brilliant ornaments, but wearing a dark veil over her beauty.

sa, ri, ga, ma, pa, dha, ni, sa, |or:]| sa, ni, dha, pa, ma,ga, ri, sa. That is raimakari.

i
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(18) B sidavo J angatrayivi-

(19) B *yukto’sau,

(20) J plipnim.

(21) J, B. nirodha, conj, *harso,

(22) B kila candrahiisa.

(23) J patha.

(24) B hrsika. B geyi.

(1) J. B. kiinta B svajam va-
hanti.

(2) J vahanti
B *lam.

(3) B J sakhya.

(4) I’ pavamanjari.

vapusatiqukla

(5) B leaves out 81 e, f.

(6) B gaurojalijayatikea,
(7) J gauranjadaliyatiksah.
(8) J vinihsaran.

(9) B vikhyatave ‘sau.

10) J wyasyah pati si lalité

pradista.

(11) B tasyim.

(12) J *miniki.

(13) J. B.
gapatya.

dadhina. B vriayo-

(14) B cittrd J citta.

(15) J. B. kedarika
giniyam.

dipakara-

i~

31.

82.

33.

84,

39.

S6.

. vire

. viyogini kéntivicirnagatri srajam
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decdkhya sidava jneya gatrayena vibhasita (18)

rsabhena viyukia si carngadevena kirtita (19)

murchana harindcva ca sampirnam kecid ucire (20)

sambandhavilasaba-
huh (21)

prameuh pracandah kila indurdgo decakhyardgah kathito

rase vyanjitaromaharsa nirudhya

munindraih (22
ga ma pa dha ni sa ga athava ga ma pa dha, ni, sa ri ga
1ti decikhyah
pancamamcagrahanyasa piirna ca patamanjari (23)
hrsyakd mirchana jneya rasikinim sukhaprada (24)
rahantim (1), vapusd ca
cuskim (2)
(3) pa-
tamanjarivam (4)

acvasyaméand priyaya ca sa|m]khyd sudhisarangi

pa dha ni sa ri ga ma pa iti patamanjari.

ripavarja ca lalith andava satraya mati

murchanid ¢uddhamadhya syal sampirna (m) kecid dcire

dhaivatatrayasamyuktd dvitiva lalitd mata (5)

praphullasaptachadamalyadhari yuva ca gaurollasa(6) locana-

¢rl (7)

vinihevasan daivavacit prabhite vilisiveso (8) lalitah pra-
distah (9)

sa ga ma dha ni sa athavi sa ri ga ma pa (10)

dha ni sa athava dha ni sa ma ga dha

iti lalitd iti pancabhiryasahito hindolah

sadjagrahiimeakanyasah sampirno dipako matah

mirchand cuddhamadhyd syat gitavya giyvanaih sada

bila ratartham pravilinadipe grhe “ ndhakire subhagi pravrita

tasyah cirobhiisanaratnadipair lajjam prakurvan (11) krtavin
pradipah

sa ri ga ma pa dha ni sa iti dipakah

kedari ridhahind syad audava parikirtita
(12)
niagottariyo dhrta-yoga-

pithah (13)
kedararagah kathitas ta-

ritraya mirchand margi kikalisvaramandita

jatam dadhanah sitacandramaulir

gangadharadhyananimagnacitlah
pasvi (14).
ni, sa, ga, ma, pa, ni-ni, pa, ma, ga, sa, ni (15).
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The ragini deca is to be known as being ornated with ga in the three functions.
hexatonic, without ri, as described by Carngadeva (the author of the Sangita-ratnikara)
Her miirchana is harinacva, some say that she is heplatonie.

Deca is described by the kings amongst the wise as belonging to the heroic sentiment,
red like the moon, full of wrath, tall,

with his beautiful arms fettered, oppressed, showing the state of horripilation.

ga, ma, pa, dha, ni, sa ga; or: ga, ma, pa, dha, ni, sa, i, ga.

That is the riaga called deca.

Palamanjari is heptatonic, with pa in the function of graha, ame¢a and nyisa,
belonging to the marchana hrsyaka, and giving joy to those who have taste.

A fair woman, separated from her beloved, her body tormented by love, withered, wear-
ing a garland on her beautiful body,

gray like dust her limbs, but being comforted by her beloved girlfriend — that is pata-
manjari.

pa, dha, ni, sa, ri, ga, ma, pa. That is palamanjari.

Lalita is pentatonic by the dropping of ri and pa, having sa in the three functions,
her murchana is cuddhamadhyd ; some say thal she is heplatonic.

A second lalita is believed to exist with dha in the three functions.

Lalitd is described as a young woman, wearing a erown of seven fulgrown leaves, a goddess
(.ri in beauly, with brightly shining eyes,

whose husband sighs at daybreak at the eruelty of fate,

sa, ga, ma, dha, ni sa; or : dha, ni, sa, ga, ma, dha; or:sa ri ga ma, pa, dha, ni, sa.

That is lalita. Thus far the riga hindola with his [ive males.

Dipaka is believed to be heptatonic, with sa in the function of graha, amea,

and nydsa ; as his miirchania cuddhamadhya always is to be sung by the singers.

The beautiful young woman was engaged in the house, [which was | in darkness, as the
lamp was extinguished for her pleasure ;

the light, reflecting in the bejeweled ornaments on his forehead made her ashamed.
[or] he, having made a light (pradipam) made her ashamed by the radiance of his hejuwel-
ed head-ornaments (?)

sa, ri, ga, ma, pa, dha, ni, sa. That is dipaka.

Kedari is known as pentatonie, without the notes ri and dha,

she has ri in the three Tunctions, her mirchani is margi, and she has the kikali note.
The raga kedara is said to be an ascetic, whose mind is drowned in meditation on Gan-
gadhara (Civa),

observing the yogapithaposture, wearing a snake as uppergarment, crowned by the
white moon, and having plaited his hair.

ni, sa, ga, ma, pa, ni-ni, pa, ma, ga, sa, ni. That is kedari.
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(16) J margaji. 87.

(17) J. B. karnatiyam sukha-
prada.

(18) J daksirakarnapire. J 88.
*oghaih.

(19) B vame taro carukare
vahanti.

(20) J adds : krpanapani gaja-
dantapatram vame fare ci-
rukare vahanti samstiiyamai-
ni suoraciranoghailhh  karna-
tikeyam kathitd munindraih.
and B kathito munindraih.

vibhisardgah svacchanda sam-
minitapuspacapah | priyvira-
sah svadurasabhitrptah pa- 39
ryankamadhye svakrne pave- P
¢o bhaso vi-parvah (?) kela-
hemagaurah iti vibhasah.

All the other manuseripts treat (),
vibhdsa at the end of the
chapter see ¢l 136.

(21) J. B. sammata.

(22) B geya.

(23) B suratotsuko ca.

(24) B picha.

(25) B ri, ga, dha, ni, sa, ri.

91.

(1) J jneya J. B. *di sarvasam-
mati.

(2) B. om. 91 e. f.

92

(3) J vidico’.

93.

(4) J. B. yuia.

(5) J turangamaskan-. ()1

(6) B pratipo.

(7) J. B. rangamiuuntih.

(8) J. B. iti ¢uddhaniita

(8 bis) conj. svaccha.

(9) J. B. sa ca vikhyito. B *sita. 92:

(10) B sarvagunair yuktah,

(11) J prathamd murchand
yvatra.

(12) J rsabhatrayasamyutam. 96

(13) B dharo-

(14) B criragaragam iti pala-
J gririga ragah ksili
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Iti kedarl
trinisido "tha sampirno nisado vikrto bhavet (16)
mirgi ca mirchand jneya karndto 'yam sukhapradah (17)
krpanapanir gajadantrapatram ekam vahan daksina-hasta-
kena (18)
suracaranaughail. karnataragah (19) ksiti-
palamirtih (20)

samstiyaméanah

ni sa ri ga ma pa dha ni iti karnataragah.

deci pancamahind syad rsabhatrayasamyuta (21)

kalopanatikd jneya mirchana vikrtarsabha (22

ayanti (23) suratot-
sukeva (24)

rasapur-

nidralasam sa kapatena kantam vibodh

gaurlT manojna cukapucchavastrakhyata ca decl
nacitta

i ga ma pa dha ni sa ri (25)

it1 deci

dhamcagrahanyisia pirnid pauravi mirchana mala

malliranikate geyva kamodi ca nigadyate (1)

civabhiisanakedarayukta sarvasukhaprada (2)

pitam vasind vasanam sukeci vane rudanti pikanadadiind

vilokayanti vidice'tibhiitd kamodika kintam anusmaranti (3)

dha ni sa ri ga ma pa dha iti kamodi

grahimcanyasagsadja syat sampurnid natika mata
)
kurangama [m]skandhanisaktabahuh svarnaprabhah (5) coni-
taconagitrah

prathama mirchana jneyd gamakair bahubhir mata (

sangramabhiimau vicaran pratipi nato’yam uktah kila (6)
crngamirtih (7)

sa ri ga ma pa dha ni sa-sa ni dha pa na ga ri sa

iti natika iti pancabharyasahito dipakah (8).

crirdgah svacavikhyitah (8 bis) satrayena vibhasital (9)

piirnah sarvagunopetah (10) mirchand prathamd mata (11)

kecit tu kathayantyenam rsabatrayam sammatam (1'.!)

dhirollasatpallavakarnapii-
rah (13)

sadjadisevyarunavastradhari criraga esa ksitipalamurtih (14)

astadacabdah smaracirumurtir
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With an altered ni in the threefold funection, heptatonie,
his marchana being margi. That i1s karnata.
The raga karnata, in appearence like a ruler of the world, being praised by throngs of
celestial musicians,
carries a sword in (his left) hand, and has one leafl of ivory in his right hand.
ni, sa, ri, ga, ma, pa, dha, ni. That is the riaga karnita.
J. adds after this another cloka about the same, but in the feminine gender.
After that J gives the description of the riga vibhisa, treated in all
other manuscripts in two quarterverses at the end of the chapter.
(see cl. 136). The form of the c¢l. in J is very corrupt.
Deci is without pa, having an altered ri in the three functions;
her mirchand is kalopanala. .
Decl, a young woman, charming, with cloths of the colour of sulphur, her mind full of
desire, wakes up her beloved, who only pretends to be sleeping, as if anxious for
love's sport.

ri, ga, ma, pa, dha, ni, sa, ri.

That is deci.

[Kamodi, according to the general opinion, has Lo be sung approaching mallira, in the
miurchania pauravi,

heptatonie, and with dha in the Tuction of amca, graha and nyasa.

She, related to kedara with his Civa-like altire, bestows joy on everyone.

Kamodi with beautiful lTocks, dressed in a yellow garment, errs in the wood

in deadly terror, vexed by the sound of the woodpeckers, weeping, looking round in
every direction, her mind full of her beloved.

dha, ni, sa, ri, ga, ma, pa dha, That is kamodi.

Nitika is said to be heptatonic, with sa in the function of amca, graha and nyisa,

her mirchana being the first, ornated with much gamak (fioritura).

Nata is described as having the appearance of the muni ¢rnga, going round the batt-
lefield, vexed, his body red with blood, shining like gold, his arms hanging round
the shoulder of a horse. i

sa, ri, ga, ma pa, dha, ni, sa-sa-, ni, dha, pa, ma, ga, ri, sa. That is natika.

Thus far dipak with his live wives.,

The raga cri is renowned as being pure, and ornated with sa in the three functions,
heptatonic, gifted with all virtues; his is the first miirchana.

Some say that he has ri in the three functions.

Having the appearance of one, beloved to the God of love, eighteen years old, with
ever fresh voung leaves stuck behind the ears,

dressed in ruddy cloths, to whom sadja and the other notesare like servants, looking



(16) B miarchana yatra geyo.
J jneya.

(17) B bahaucayabaddhah. J
bandhah.

(18) J B ecobhitamrah.

(19) J indivara.

(20) J. B. audavid malavi. B
ridha.

(21) J ranjani. J. B. *chang
catra.

(22) B kudadyutihh J guka.

(28) B *tagali,

(24) T B *otpalam hastatale
dadhina.

(25) J vallim.

(26) B satravirsabhahini sa

(27) J satrayd hinarsabhi. J
dhanistri,

(28) J tanur.

(29) B *dhnna.
(30) J *le nayanimbubindu.

(31) B *nayanicrvidu. J. B.
nisyanda nirdhata.

(32) B sa ga ma pa ni sa

(1) J. B. asavari. J. B. *¢a ca
dhaivato nyasa syid, andavi
prokti karu.

(2) J first 106 ¢ and d, then
athivi ete.

(3) B *c¢ilagigire. J pichavas.

(1) J *ktikamancharahiravalli.

(5) J. B. eave out athavia efe.

(6) J. B. *miirchanah.

o)
<1

98.

94
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sa ri ga ma pa dha ni sa athava ri ga ma pa dha ni

sa ri iti ¢riragah

asanti syal tu sampiirnd satraya kathita budhaih

criragamirchanaisatra geya ragavicaradaih (16)

cikhandi-barhoccayabaddhaciidah (17) karndvatamsikrta co-
bhanamrah (18)

indivaracyamatanar vilasi vasantakah syat alimanjulacrih (19)

sa ri ga ma pa dha ni sa iti vasantika

malavl audava jneya nitraya parivarjita (20)

rajani mirchana jneya kakalisvaramandita (21)

100. nitambinicumbitavaktrapadmah c¢ukladyutih (22) kunda-

101.

lavin pramattah
sanketacdlam pravican pradose malidharo milavariga esah
(23) ni sa ga ma dha ni iti malavi
malavaecric ca ragangd pirna satrayabhisita

mirchanottaramandrd syac chrngiararasamandita.

102, raktotpalahastatale niyuktam vibhaviyanti tanudehavalli (24)

rasalavrksasya lale nisanna stokasmita sa kila malavacrih (25)
sa ri ga ma pa dha ni sa iti malavacrih

103. satrayi rsabhad dhina sidavi ca dhanisari (26)

miurchani prathama jneyd rase vire prayujyate (27)

104, durvidalagyimatanir manojnd kantam likhanti (28) vira-

hena dind (29)
cvete kapole dadhati drgabunisphandanirdhautakuea dha-
nacrih (31)

sa ga ma pa dha ni sa iti dhandcrih (32)

105. asavari garityaktda dhagrahimea caudava

106,

nyéasas tu dhaivato geyah karunarasanirbhara (1)

athava kakubhid eva cotpannd dhiintd mameagrahi mati (2)
pancamenaiva rahild sadava ca nigadyate

107. crikhandacailacikhare c¢ikhipucchavastri (3)

matangamauktikakrtoghamaharavalli (1)

akrsya candanataror uragam vahanti

sasavirt valayam ujjvalanilakintih

dha ni sa ma pa dha athavia ga dha ni sa ri ga dha ()
dha, ga, ri, sa, ni, dha, ma. ily asivari

iti pacanbhiryasahito criragah

108. meghah parno dhatrayah syad uttardyatamirchana (6)
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like a king.
sa, ri, ga, ma, pa, dha, ni, sa ; or: ri, ga, ma, pa, dha, ni, sa, ri. That is the raga cri.
Vasanli is said by the wise to be heptatonic and with sa in the three functions;
she has to be sung by the connoisseurs of raga in the same mirchana as ¢ri.
Vasanla is sportive, with a body dark like the blue lotus, and a tuft of hair bound toge-
ther with many feathers from the peacock's tail,
having made earrings of beautiful mangosprouts, lovely by the bees around him.

sa, ri, ga, ma, pa, dha, ni, sa. That is vasantika.
Malavi is pentatonic by the dropping of pa and ri, having ni in the three functions,
ornated by the kikali note, and in the mirchani rajani.

100. The raga malavi, of pure beauty, wearing a garland, and earrings, deeply in love, enters

101.

102,

103.

104.

105.

106,

107.

108,

the meeting place at nightiall,
(where) his face (is) kissed by a lovely woman.
ni, sa, ga, ma, dha, ni. That is malavi.
Milavacri depends on musical charm, is heptatonic, and is ornated by sa in the three
functions ;
her morchana is ullaramandra, and she is adorned by the erotic sentiment.
Having taken a red lotus in her hand (following J) showing her body, slender like a liana,
reclining at the foot of a mangotree, smiling a little, that is milavacri.
sa, ri, ga, ma, pa, dha, ni, sa. That is milavacri.
Dhandcri is hexatonic by the discarding of ri, has sa in the three functions,
stands in the first marchand and is connected with the heroie sentiment.
Dhandicri, whose bosom is washed by streams of tears, with a Lear still on her white
cheeks, pained by the separation,
with a complexion dark like a blade of dirvigrass, charming, is busy painting the por-
trait of her lover.
sa, ga, ma, pa, dha, ni, sa. That is dhandgri.
Asivari is pentatonie, missing ga and ri, and has dha as amca and graha ;
the note dhaivata is also Lo be sung as nyasa, She is connected with the plaintive sen-
timentl.
Or: Sometimes she is said to be hexatonie, by the dropping of pa,
being derived from the riga kakubha, having dha as nyiisa, ma in the function of graha
and amca.
Abiding on the top ol the sandalwood mountain, clad in peackock’s tail-feathers,
wearing a beautiful string made of wonderfully exquisite pearls,
having dragged a snake from a sandalwood tree, and wearing it
as a bracelet, such is asavari, of flaming, dark beauty.
dha, ni, sa, ma pa, dha; or: ga, ma, dha, ni, sa, ri, ga, dha, dha, ga, ri, sa, ni, dha, ma.
That is asivarl.
Thus far aboul the raga cri with his live wives.

Megha is heptatonie, having dha in the three functions, in the mirchand uttariyata,
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(7) J. B. jneyah. B plrvakah.

(8) B catika.

(9) B mallary.

(10) J.B. gaurikrsi J* tacchale.

(11) B patisamranti.

(12) J.B. grahimcanyisasadja-
bhilk.

(13) J. B. mirchani ¢uddha-
madhya syal.
(1-1) J. B. kikalisvaramandita.

(15) B *keliratamcu sukeci,
J  keliratih.

(17) B *nuh suvegya J suveci.
(18) B prathamamiircha.

(19) B *nam kecid fecire.

(20) B *kamalipta.
(21) B *mukhi.

(22) B yasyam J
milurchani.

pauravi-

(23) B *ismarinim B
mukhad.

fri

(1) J tankah.

(2) B visannacinta.

(3) J varno. J sambhiisaminah.
B sambhidasyanti kila tanka,

109.

110.

111.

112.

113.

114.

115.

116.

118.
119.
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vikrta-dhaivato geyah c¢rngiararasaparakah (7)

nilotpaldbhavapur indusaminacailah

pitambaras Llrsitacitakayicyaminah (8)

plytsamandahasito ghanamadhyavarti

viresu rajati yuva kila megharigah

dha ni sa ri ga ma pa dha iti megharagah

malhari sapahina syad grahamcanyasadhaivata (9)

audava pauraviyuktd varsisu sukhada sada

diirikrta kokilakanthanadagitachalendtmapatim (10) sma-
ranti (11)

adaya vindm malinam rudanti mallarikia yauvanadiinacitta

dha ni ri ga ma dha iti mallari

decakari tu sampiirna sadjanyasagrahamecika (12)

mirchand prathama jneya vairatimicriti bhavet (13)

bhartra samam kelikald rasajna sar rangapirna (14) kama-
lavataksi (15)

pinastani rukmatanuh sukeci sampiirnacandrinana decakari

sa ri ga ma pa dha ni sa iti decakari (17)

sadjagrahimcakanyasa bhiipalt kathita budhaih

murchand prathama yatra sampiirnd cantike rase (18)

kaigeit tu ripahineyam audava parikirtita (19)

gauradyutih kunkumaraktadeha (20) tungastani candramukhi
manojna (21) -

bhartuh smaranti virahena dina bhiipilikeyam rasacan-

tiyukta
sa ri ga ma pa dha ni sa dha
iti bhiipali

athavi sa ga ma ni sa
grahameanydsa-rsabhd sampiirni gurjari mata
saptami miurchand tasyim bahulya saha micritia (22
cyami sukeci malayadrumanim mrdillasatpallavatalpama-
dhye
crutisvaranim dadhati vibhdgam tantri-sukhad daksinagur-
jariyam (23)
ri ga ma pa dha ni sa ri iti gurjari
takka syit tu tridha-sadjah sampiirnac cadimirchanah (1)
cayyasusuptim nalinidalindm viyoginim viksya visanna-
cittaim (2)
suvarnavarnam grham agatah san subhiisayan sa kila tak-

kasanjnah (3)
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to be sung with the alterted dha, a gush of erotic sentiment.

Having a body like the blue lotus, with garments like the moon,

dressed in yellow, implored by the thirsty ciataka birds, (who drink only raindrops)
with a smile sweet like nectar, in the midst of clouds,

radiates amongst the heroes, riga megha, the youth.

dha, ni, sa, 11, ga, ma, pa, dha. That is the raga megha.

Malhari is pentatonic, without sa and pa, and has dha in the three functions ;

she is connected with the marchanid pauravi, and always gives joy during the rains.
Having banished the song from the throat of the kokilas, mallarika, her he
by the wvexations of youth,

art burdened
commemorates the lord of her heart in the course of a song, weeping,

a vina in hand, which she wets with her tears.

dha ni ri, ga, ma, dha. That is mallari.

Decakari 1s heptatonic, with sadja as graha, amca and nyasa,

being in the first mirchand, mixed with the ragini vairiti.

Decakari, with a face lovely like the full moon, with beautiful locks,

a golden body, a [ull bosom, with lotus-leaf-shaped eyes, of perfect stature, and skillful,
sports with her lord.

sa, 11, ga, ma, pa, dha, ni, sa. That is decakari.

Bhiipali is said by the wise to be heptatonie, with sa as amea, graha and
nyasa, standing in the first mirchana, and belonging to the quiescent mood.
By some she is proclaimed to be pentatonic without ri and pa.

. Bhiipali, belonging to the quiescent mood, a woman in the splendour of beauty, lovely,

with a face beautiful like the moon, and a full bosom, her body anointed with saflron,
pained by the separation, remembers her husband.
sa, ri, ga, ma, pa, dha, ni, sa; or: sa, ga ma dha ni sa.

That is bhupali.

Gurjari is heptatonie, with ri as amea, graha and nyisa ;

hers is the seventh mirchand, and she is mixed up with many other (riginis),
Gurjari, coming from the south, of dark complexion, with beautiful locks,
on a couch, formed by the softly swinging, young sprouts of sandal Lrees,
produces all kinds of crutis and notes on her lute.

ri, ga, ma, pa, dha, ni, sa, ri. That is gurjari.

Takka has sa in the threefold function, is heptatonic and stands in the first mirchana.
Beholding his beloved, — from whom had he been separated — asleep, with a sad
expression on her face, on a bed of lotuspetals,

— he, the golden coloured, having come home, salutes her ; such is takka,



(4) B. J. sadjatrayo 'pi DB.
sampracaste.

(5) J. B. *panir gajadantapa-
{ram carira-vesah samare pra-
digtah pracanda martil.

(6) B saviravesah.

(7) B nattah.

(8) B iti kalyanabhattah.

(9) B. om. 122-124.

*nati.

(10) J nisrstadehd. J

(11) J surigini or conj : surin-
gani.

(12) J devagiryah. J budhail.

(13) J tanuh.

(14) J mandalasa. J. B, girl,

(15) B. J. *na manoharahara.

(16) B nimagnacitta.,

(17) B. J. *ka smarabadhfila-
litingavastih.

(18) J pa dha ni sa ga ma pa
dha ni sa ma pa.

(19) J soratha.

(20) J trivanna.

(21) B. J. ridhahineyam vidvad-
bhih parikirtita.

(22) J carurambhi, B. J. kana-
kaprabhi.

{23188

(24) B

(25) J *hini tathaudavi.

natingi hiralalili.

kintena.

(26) B *pavarjya tathaudava,
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sa ri ga ma pa dha ni sa iti takkah
iti pancabharyasahito megharagah.
kalyananato vijneyah sampirno ritrayo matah
sadjatraye 'pi kaiceit tu sampradisto manisibhih (4)
121. krpanapinis tilakam lalate suvarnavesah samare pracandah
(5) smaran pravistah kKila raktavarnal) kalvananatah kathito
munindraih (6)
ri ga ma pa dha ni sa athava sa ri ga ma pa (7) dha ni sa
iti kalyananitah (8)
122. saranganiatah sampirnah satrayottaramandrajah (9)
123. vinam dadhand drdhabaddhaveni sakhyisamam manjula-
vrksamile
jambunadiabhi ca nigannadehd siranganatta kathita munin-
draih (10)
athava
karadhriavini sakhyasahopavistd ca kalpatarumile drdhata-
ranibaddhakavari sirangid sa surangini prokta (11)
sa ri ga ma pa dha ni sa iti saranganatah
125. devagiryah svarah proktah sarangasadrei matih (12)
suvrtti tungastani sundaraharaval-
IT (13)
pradis-
ta (14)

126. kadambinicyamatanus
citrimbard mattacakoranelra madalasi devagiril

sa ri ga ma pa dha ni sa iti devagiri

127. sorathi sadava jneya pancamatrayasammala
rihind ca samikhyiala kaiceit sadjalraya mata

128. pinonnatastana sucobhanahiravalll (19)
karnotpallabhramaranadavilagnacitta (16)
yati priyantikam ati¢lathabahuvalli
saurastrikd madanamirtili sucaru gaura (17)
sa pa dha ni sa ga ma pa athava sa ga ma pa (18)
dha ni sa iti sorathi (19)

129. trivani si ca vijneya grahamcanyasadhaivata (20)

audava $a ca vijneya ripahing prakirtita (21)

130 rambhayis (u taror mile nisanna pitavarnabhak (22)
tanvangi harasamyuktd priyena trivania mata (23)
dha ni sa ga ma dha iti trivani (24)

131. sadjatraya pahadi syad ripahina ca gauravat (25)

chiaya tilangadeciya ripahind prakirtita (26)
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121

124.

125.

126.

128.

129,

130,

131.
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sa, ri, ga, ma, pa, dha, ni, sa. That is takka.

thus far megharaga with his five wives.
Kalyananita must be known as being heptatonic with ri in the three functions ;
by some wise he is said to have sa in the threefold function.
Kalyananita is described by the wisest of the wise as being of a red colour, clad in gold,
with a mark on his forechead,
smiling, and strong, engaged in a battle with a sword in hand.
ri, ga, ma, pa, dha, ni, sa ; or: sa, ri, ga, ma, pa, dha, ni, sa.

That is kalyananata.

Saranganata is heptlatonic, having the sa in the three functions, springing from the
mirchand ultaramandra.
Saranganata, with tightly fixed plaits, as described by the wisest of wise, shines like
oold, and rests
her body at the foot of a lovely tree, a vina in hand, surrounded by her girlfriends.

or : — her hair fastened rather tightly —, holding a vina in her hand, surrounded by
her friends, sitting at the foot of a wish-tree: that celestial woman is called siranga.

sa, i, ga, ma, pa, dha, ni, sa. That is siranganata.

The notes of devagiri are believed to be identical with those of saranga.

Devagiri is described as a woman of a complexion dark like a thick cloud, with well round-
ed limbs, and a full bosom,

her beauty enhanced by a string of pearls, clad in mullicoloured cloths,

and with eyes like those of the love-drunken cakora bird, languid by love's lust.
ga, ma, pa, dha, ni, sa. That is devagiri.

Sorathi is hexatonie, being without ri, and has pa in the threefold Tunction.

sa, Ti,

Some say that she has sa in the three functions.

With a pearl necklace enhancing her beauty, and with a full and heavy bosom,

her attention turned to the sound of the bees, humming round the lotus behind her ear,
she goes to meet her lover, her arms hanging down listlessly,

she, the girl from Saurdstra (Kathiawar), beautiful like an embodiment of the God of
love.

sa, pa, dha, ni, sa, ga, ma, pa; or: sa, ga, ma, pa dha, ni sa. that is sorathi.

Trivani is to be known as having dha as amca, graha and nyisa ;

she is pentatonic by the dropping of ri and pa.

Trivand is described sitting at the fool of a plantain tree, as being of vellow

colour, slender, and having got a string of pearls from her beloved.

dha, ni, sa, ga, ma, dha. That is trivana.

Pahadi will be with three sa’s, pentatonic, without ri and pa, like gaura.

Chayd too, belonging to the karnatic country, is said to be without ri and pa
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(27) T telinga. B. telanga.

(28) J vasyah si. ‘B paramia
pari-

(209) J manjulavrksamile. B
vajulavrk,

(30) J #*rini syat. J *kantabhi-
hita.

(1) J. B. rigapancamako.

(2) B vicalanetre. B tarune.

(8) J interchanges 134 c. d and
C S

(4) B om. 134 e, f.

(5) J 135 *rane budhaih pra-
thami murchani yasya sad-
jatraya-vibhusitah.

(6) B adds between 135 and 136.
madhyamiamecagrahanyisa
vangali syid ri varjitd sidava
s, ca vijn eyd janasyipara-
bhigatah ma, pa, dha, sa
ri ga sam.

(7) I om 136 a. b.

(8) J sadrel jneyil.
(9) J kundai.
(10) B. J. kalyanaragavad geya,

(11) J budhair abhirikd sada.

(12) J. B. *crir everytime.

(13) J *decagata B gata J
ragah smriah budhaih.

(14) B. J. Crimallaksmidhara-
sutacatura ecte.
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vinopagiyaty atisundarangi raktdmbarda manjukadamba-
_ mille (27)
cricandaniadrau  sthitikarini sa crirdgakanta (28) kathila
pahadi (29)
sa ga ma dha ni sa iti pahadi (50)
rigah pancamako jneyah pahinah sadavo matah (1)
prathami mirchana yatra sadjatrayavibhisitah
kecid vadanti sampirnam crngararasapirakam
raktimbaro raklavicilanetrah ¢rngarayuktas taruno ma-
nasvl (2)
prabhatakile vijayl ca nityam sadapriyah kokilamanju-
bhasi (3)
sa ri ga ma dha ni sa athava sa ri ga (1)
pa dha ni sa iti pancamaragah (5)
velavatyah svarih proktah cankarabharane malah
iti cankarabharanah (6)
vadahamse svard jneyah karnate kathitd budhaih
iti vadahamsal
lalitivad vibhasas tu reva gurjarivat sada (7)
iti vibhasa iti reva
decakhyasadread geya kudai sarvasammata (8)
iti kudai (9)
kalyinasadrel geya abhiri sarvasammata (10)
ity abhirt (11)
malacri jayatacric ca dhanicrl maruka tatha (12)
yesim crutisvaragramajatyidiniyamo na hi
ninadecamatachiyi decirigas tu te smrtah (13)
Iti cricaturadamodaraviracite sangitadarpane (14)
ragavivekadhyayo dvitiyal.
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133.
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185:

136.

138.
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Ragini pahadi, extremely comely, dressed in red, the beloved of the ragacri, dwells on

the sandalwood mountain

and sings to the accompaniment of a vina, seated at the foot of a lovely kadamba tree.
sa, ma, ga, dha, ni, sa. That i1s pahadi.

The raga pancama is to be known as hexatonic without pa ;
he stands in the first miarchana and is adorned by the threefold sa.
Some say thal he is heptatonie, and like a gush of erotic sentiment.
Wearing a red garb, with red and large eyes, addicted to love, tender and
clever, belonging to the time of daybreak, ever victorious, dear for ever, with a voice
sweet like the Lkokila's.
sa, ri, ga, ma, dha, ni, sa; or: sa, ri, ga, pa, dha, ni, sa.
that is the raga pancama.

In the riga cankaribharana are the notes of velavali.
That is cankarabharana

The notes in vadahamsa are said by the wise to be the same as those in karnata.

That is vadahamsa.
Vibhasa is like lalitda ; reva always like gurjari.

That is vibhasa and that is reva.
Kudai, according to the general opinion, is sung the same as deca.

That is kudai.
Abhiri according to the views of all, is to be sung like kalyana

That is abhir.
Miilacri, jayatacri, dhanii¢ri and maruka, of which there is no fixed rule either concer-
ning crutis, or notes, or gramas or jitis ete., in which are dominant the opinions of dif-
ferent regions, are called deei (popular) rigas.

Here finishes the second chapter, the discussion of the rigas of the book called San-

gitadarpana, writlen by Damodara the skillful.



APPENDIX T TO CLOKA 126. RAGAVIBODHA. I. 47. 48 a. b.

The kutatanaprastara according to manuscript presenled by P. B. Joshi, Ajmer.

I. 47. nyasya kramam yathestam piirvah piirvah parad adhah sthipyah piirvo yadyupari

48.

syat tatpiirvah pura uparigah.
milakramakramena sthapvah prste ‘sya ve tatah cesah.

Comm. tatra nidarcanaya catuhsvarah prastirah pradarcyate. ** sa ri ga ma 7 iti
parvam kramah sthapyah. Tatra sadjasyadhah parvasvaribhivit paro na sthapyah.
Rsabhasya tu adhah tatpurvah sadjah sthapyate. Uparitau gandhiramadhyamau
puro lekhyau. Avacista rsabhah sadjasya paccad deyah. Evam ** ri sa ga ma ” iti
sahito dvitiyo bhedah. (tam vina tu prathamaeva) Tata rsabhasya prvam sadjo deyac
cet, tarhisa upari vartate. Sadjasya pirvo neti, tau hitvd gandharasyvidho rih, pirvo
mah, paccad sa-gau, milakrame[na] vyavahita-kramena. Evam “sa, ga, ri, ma 7 iti
triiyo bhedah. Tato gandharasyadhah piirva rsabho deyalvena praptah param tu puras-
tat sa vidyate. Iti tasyapi parvah sadjo likhyate, puro rimau, pacecid gah. Evam * ga sa
ri ma * iti caturtho bhedah. Tato gandharasya piirvah, talpiirvac cigre vartata iti gam
vihdya, piirvasambhavit sam ca vihiya, rer adhah pirvah sah, puro mah, paccad
rigau, milakrame [na] vyavahitakramena. Evam ,, ri ga sa ma " iti pancamah. Talah
purvaritya gandharasyaiviadho rily, puro samau, pacead gah, evam “ garasa ma " il
sasthah. Iti mantah sad bhedih.

Tatah puarvarityd masyaividhastad gah, taduparigatasvarabhavit, paceid eva sa-ri-
mah, evam “ sa ri ma ga 7 ili saptamah. Tato rer adhah sal, purau magau, paccad
rih. Evam * ri, sa, ma, ga 7 iti astamah. Tato masyaiviadho rih, puro gah, paccit
samau. Evam “ sa ma ri ga ' ili navamal. Tato masyadhah ptrvapiirvapirvah sadja
eva, puro rigau, paccan mah. Evam * ma, sa, ri, ga " iti dacamah. Tatah parvaritya
masau vihaya, rer adhah parvah sah, puro gah, pacciad rimau. Evam, ** ri, ma, sa, ga ”
ity ekadacal. Tatah plirvaritya rim vihiaya, masyaividhah ptrvapiirvo rih, purah sa-
gau, paccan mah. Evam * ma ri sa ga " ili dvadacah. Iti gantah sad bhedah.



TRANSLATION OF THE CLOKAS AND COMMENTARY OF THE
RAGAVIBODHA 1. 47.

following the translalion of R. Samasastry B. A. M. R. A. S. published in the [Indian
Music Journal Vol. 1 1911.

47-48 a. b. (Inany combination consisting of notes from one toseven) choose any desired order
or arrangement (and write it in the first line. Then for each succeeding line) take the note
in the upper line and write it below its succeeding note (this is to be done only once with
regard to each note). Bul il the note to be written in the lower line is found among the
succeeding notes in the upper line, choose instead thal note which is previous to it. If
that note also occurs in the upper line, choose that which is previous to the previous and
so on. To the right of the chosen note repeat the other succeeding notes, in the upper line,
and to the left of it add the remaining notes in the order originally adopted.

Comm. : to make his meaning clear the author himself has given the expansion of four
notes, sa, ri, ga, ma. Lel these be represented by the initial letters S. R. G. M.

Let S, R. G. M, be the first line. In the second line nothing is written below S because
it is the Towest of the notes chosen. Below R write S. Now to the right of S put G M which
are found in the upper line, and at last add to the left of 8§ the only remaining note RR. Thus
the second line reads as IR, S. G. M. Now for the third line S mav be written below R but S
is found to the right of R in the upper line and there is no note previous to it. Therefore
wrile nothing below R in the first instance. Then again write nothing below S because
it is the lowest, Now below G put R. When this is done add M to the right and S. G to
Lhe left of it. The third line thus reads as 5 G IR M. Then for the fourth line write nothing
below S because it is the lowest. R may be written below G but R occurs in the upper
line amongslt the succeeding notes and therefore cannot be writlen. Therefore below G
pul S which is previous to IR, When this is done add RR. M to the right and G to the left
of S. Thus the fourth line reads as G S B’ M. Then for the {ifth line below G you may
wrile neither R nor S, because they occur in the upper line. Below S nothing can be wril-
ten. But below R you have to write 5. When thisis done, add M to theright and R G to
the Ieft of it. Thus the fifth line reads as WG S5 M Then for the sixth line below R you
cannot write S because the latter occurs in the upper line. Therefore below G write R.
Then add SM Lo the right and G Lo the left of it. Thus the sixth line becomes G. R, S. M.

Thus we have six varieties ending in M.

Continuing the process for the seventh line, put G below M and add S R M to the left
of it. The seventh Iine becomes S B M G. Then pul S below R and add M G to the right
and R to the left. Thus the eighth line becomes RS M G. Then write R below M and add G
to the right and S M to the left. Thus the ninth line becomes S M R G. Then below M put
S which is previous to the previous of its previous one. Then add R G to the right and M
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to the left of it. Thus the Llenth line becomes M S R G. Then leaving out M S, below R
put S and add G to the right and R M to the left. Thus the eleventh line reads as R M S G.
Then for the next line leave oul R and below M write R which is previous to its previous
one. Add S G to the right and M to the left. The twelfth line thus reads M R S G.

Thus we have six varieties ending in G.

Continuing the process we will have six varieties ending in R and six more ending in
S. Here the expansion stops and the total number of kiitatianas thal can be formed out

of four notes 1s found to be 24.



APPENDIX II

The text of the ¢lokas taken from the Sangitaratnakara 1. 4.

63. vedyatanasvaramitin nyasel tesv eva lostakan.

64. prakpanktyantyankasamyogam irdhvadhahsthitipanktisu
ciinyad adho likhed ekam tam cadhod’hah svakosthakat

65. kosthasankhyigunam nyasel khandamerur ayam mataly.

66. svaran milakramasyanlyit piirvam yavatithaly svarah.

uddistantyas tavatithe kosthe ‘dho lostakam ksipet.

67. lostacalanam antyat syit tyaklvd labdham kramo bhavet

lostakrantankasamyogid uddistasya mitir bhavel,



APPENDIX 1I TO CL. 132

Translation of ¢l 63-70 of the Sangilaratnakara 1.4 plus an excerplt from the commentary on

those clokas.

S. L. 4. 63. One should put pebbles to the amount of notes in the \'cd_\'nl:'mzl'(llml; is to

say the tana which, either in the form of nasta or of uddisla, is to be found out) in the
squares ol the first horizontal row.

Note. Thus, when the vedyatina has five notes, one should put five pebbles, one in
ach of the first five squares of the first horizontal row.

64, 65. One should write below the zero in the rows in vertical order (consisting of the squares

60,

one below the other) the total of the figures written in the last squares of the previous
(one ore more) vertical rows. Then one should write, in the square below the total, the
product of this total and the number of the square (which one intends to fill in), counting
in downward direction (from the square in which the first total stands). This is known
as khandameru.

Note. ekam in 64c is not to be translated — (of which the first is one ?)

Comm. Thus, in the second vertical row, as the last figure of the previous row is one, and
therefore no addition is possible, one should just write one below the (first) zero.

In the third row subsequently, the total of the last figures of the previous rows is two,
which is placed below the (second) zero. This ligure two then is multiplied by two, the
number of the first square below, (which one intends to fill in) and thus four is arrived
al, the figure to be put in thal square.

In the fourth vertical line one should write below Lhe (third) zero the total of the last
ligures of the previous (vertical) rows, which is six. In the :'1(Ijvct;'nt square below this, one
should write 12, the product of six viz. the last total, and two, the number of thal square.
In the next square below that, one should write eighteen, the product of the first total
sixX, and three, the number of the square in question.

Proceeding in this way we get the f{ifth, sixth and seventh vertical rows. In this way
the khandameru is completed.

The number of the place oceupied by the last note of the uddista (a given variation, of
which one wants to know the place in the whole series) in the milakrama (the notes in
their natural order), that is the number as well of the square below. to which Lhe pebble
must be shifted.

The shifting of the pebbles must be started from the end. By leaving out the note thus
obtained (by shifting of the pebble) both in the milakrama and in the uddista, the new
krama will be made. The number of the uddista (in the whole series of variations) is ob-
lained by adding together the figures (in the squares) on which the pebbles have been
put.



68 THE MIRROR OF MUSIC

68. yair ankair nastasankhya syan ‘maulaikinkasamanvitaih
tesu lostam ksipen milam lostasthanamitam bhavet.
69. nastatanasvarasthanam tato yavatithe pade
adhah kramad asti lostah svaras tavatitho bhavet
kramintimasvaral piurvil labdhatydgadi piarvavat.
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Comm. : In the miirchana uttaramandra the four notes ““sa, ri, ga, ma ™ are taken as the
milakrama. Which position does the last note,, ri 7 of the uddista-tana,, ma, sa, ga, ri "’
occupy in the milakrama, counted from ma, the last note of the miilakrama ? The answer
is : it occupies the third place. Hence one must shift the last pebble to the third square
below, on the figure twelve in the fourth vertical row. Now *“ri 7, which has been
obtained, — designated in that way because the figure of the square is now found out —
is dropped (both from uddistatana and from mulakrama), as having fulfilled its purpose.

The milakrama now consists of the remaining noles sa, ga, ma: Lhe uddistatana is
now ma, ga, sa. Again the last note of the uddista, sa, 1s the third from the last of the
milakrama, and hence, in the third vertical row, the pebble is shifted to the third square
below, on the figure four. Having thus obtained sa, it is left oul in its turn, and conse-
quently the milakrama becomes now ga, ma, and the uddistatana ma, ga.

The ga, which is the last of the uddista, is the second counted from the last of the
miilakrama, and thus the pebble in the second vertical row is shifted to the figure one,
standing in square number two. As the ma, which is left over,is the same in the mila-
krama and in the uddistatina, and as there is no square below the pebble in the first
vertical row, there is no possibility of shifting the pebble placed on the figure one in the
first square of the first row. Whenever in the milakrama and in the uddistatina the
order and number of the notes becomes to be the same, the pebbles are not shifted.

Now, adding the figures on which the pebbles have been placed, we get eighteen, which

represents the number of the uddistatana ** ma, ga, sa, ri 7 in the series of variations.
In this way the number of any given tina can be found oul.
69. One should shift the pebbles to those figures that, combined with the figure one of
the first square of the first row, make up the number of the nastatina (a tina of which
the number in the series is given, bul the form of which is inquired after). The squares to
which the pebbles have to be shifted are reckoned to begin from the squares in the first
horizontal row in which the pebbles originally were. (this means that the first row is
counted as the first, in contrast with the rule given in ¢l. 64, 65, in which the first row
of squares was nol counted). As many squares as one has to go down to arrive at the
place where the pebble has been putl, so many notes one has to count from the end of
the milakrama (to arrive at he last note of the nastatina) The dropping of the note
obtained is done as before (when seeking oul the uddista).

Excerpt from the comm.

One inquires after the form of the eighteenth tana of four notes in the miirchand uttara-
mandri. The mialakrama is ,, sa, ri, ga, ma . Now the ligure twelve in the fourth vertical
row, four in the third, and two in the second, along with the figure one in the first square
of the first vertical row, make cighteen together. So one should shift the pebbles to these
numbers, one pebble on each. As in the present case of the eighteenth tina the last pebble
is placed in the third square (counted from the first horizontal row on top), the last note
of the nastatina will be ri, on account of its being the third note from the last in the

miulakrama.
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70. tanasvaramitordhvadhahpanktigintyinkamicranit
ekasvardaditininam sankhya sanjayate kramat.

sa Il ga ma pa dha ni
] 1 0 0 0 0 0 0
1 2 6 24 120 720

4 12 48 240 | 1440

18 72 360 | 2160

96 480 | 2880

600 | 3600

4320
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Leaving out this ri, which has been obtained, the miulakrama becomes sa, ga, ma.
In the same way as before, the last but one pebble being in the third square, gives sa as
the last but one nole of the nastalina, on account of its being the third from the
last of the milakrama. Leaving out sa, the millakrama becomes ga, ma. The second
pebble (third but last) being in Lhe second square resulls in ga becoming the second
note of the nastatana (the third from the end) on account of its being the second from the
last of the mulakrama. The remaining ma is the first of the nastatana on account of its
making the tana complete. Thus ** ma, ga, sa, ri 7’ is the form of the nastatana. It is lo
be well understood thal, whenever, either at the end or in the middle of the process, the
pebble is not shifted (as none of the numbers below have to be taken for making up the
number of the nasta) the last of the malakrama and the note of the nastatina will be the

same.
The following cloka gives the method of finding out the number of lanas by means

of the khandameru.
By adding together the last figures of the vertical rows, as many as there are notes in

the tana, the number of tanas of one or more notes (Lo a maximum of seven) is oblained.
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INDEX TO THE NAMES AND TECHNICAL TERMS

(The figures refer to the verses of the chapters of the text, the capitals to the divisions of the
introduction. The numbers in italics indicate the place where the term is defined in the

text.)
Al

amca Intr. R. T.

Adhy I. 12, I47,

Adhy. IL. 47, 49, 51, 53, 55, 57, 39, 61, 63, 65, 67, 69.

73, 75, 79, 83, 91, 93, 105, 106, 110, 112, 114, 116, 120,

akiatatana Adhy. I, 101,
aghora Adhy II, 11, see (liva.
acvula Intr. L, Adhy. I. 58-60,
anga Intr. T.
Anjaneya Intr. G. 1. 31.
adal (kutai ?) IL. 44,
atisiksma 1. 34.
adbhuta I. [32].
andhata Intr. F. I. 15, 16, 19.
anuranana — I. 49, 55,
anuvadi I. 68,
anuvaditvam. Intr. M. I. 67.
anustub I. [81].
anta (nyisa) 1L 106,
antara, Intr. L. T, L. 11, 12,
andhari 11, 44.

i1, 76, 84, 85, 140, 150.

apanyasa [. 149.

apasirana I, 97,

apina I. 43, 46.

aphrna L. 97, 100, 122,

apusta. L. 35,

amra (asra) II. K.

alankara Intr. Q. I. 11, 144,
alambusa 1. 27.

alapa 1. 83.

alpata 1. 140,

avarohana. 1. 77.

avarohi 1. 143.

agvagrami (agvakranta) I. Bl,
Agvatara 1. 30,

asampiurna. 1. 96,

asivari (Asavari) 11. 87, 43, 105, 106, 107.

A(d)
djnasanjna 1. 22,
Anjaneyva. 1. 32,
atman I. 33.
adhara 1. 18, 38,
abhiri I1. 19, 27, 138.
aroha 1. 36, 77.
arohi I. 143.
arcika 1. 103.

arsa I. 8,

alapanam Intr. P. 1. 142,
alapini I, 54.

ahata: I. 15,717

I (1)

Ida Intr. F. J. 1. 26, 51.
India office Library. Intr. A. B. N,
Igana 1I. ii. see (iva.

U

ugra I. 55.

uechvasa I. 43.

uttaramandrd I. 80, 116. 11. 57, 101, 122,
uttariyata I. 80. 121. TI. 108,

ntsiha 1I. 3.

udiina I. 41, 45, 47.

uddista Intr. D. I, To, 128, 131, 132, 133, 135.
upanga II. I, 3.

usnih 1. [81].

1 (r)

rsabha (ri) Intr. K. L. M. N. T, 1. 52, 58, 66, 71, 75, T4,
[82],-90, 91, 93, 94, 113, 142, 151, 152, 11, 74, 49, 53,
67, 06, 07, 71, 75, 77, 81, 85, 80, 03, 99, 108, 105, 114,
116, 120, 127, 129, 132.

rsi I. [RO].

AU

audava Intr. O. T, L. 88, 93, 95, 102, 108, 120, 150, 1L, 6,
47, 53, 67, 71, 75, 81, 85, 99, 103, 110, 114, 124

K

kakubhinta (kakubha, kakubhi) 11, 8, 43, 69,70, 10G.
kandarpa II. 8.

kamoda I1. 8.

kamodi 11. 36, 45, 91,92,
Kambal 1. 30,

karuna I. [82]. II. 8, 68, 75, 105,
karnata II. 42, 87. 88. 137.
karnati II. 17, 27, [88hb].
kalita 1. 84.

kalopanata I. 82, II. 80.
kalyana II. 26, 138.
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kalyvananata I11. 120, 121,

Kalyani II. 19,

Kallinitha Intr. B. O. T. II last line before 6,53,

kdkali. Intr. I. T. 1. ii, 58, 62, 76, 84, 84, 140, I 59, 71

85, 99.

kandiarana I, {.

kanada II. 36,

kanadi Inte. T,

Kama TI. 50 (note).

kamodi II. 19, 24,

kasa I. 44.

kudatka (kutai) IT. 24, 45, 738.
kumudvati I, 52.
Kula I. 8.

kuhu L. 26.

kiita L. 9.

kutatina Intr. O, I,
kirma 1. 41.

krkara I. 41.
krtrima 1. 35,
keddra IT., 42, 91.
Kedari T1. 14, 27, 36 (note) 83,86,
Kern (Prof. H.) Infr. A.

kolhasa 11. 7.
kaigika Intr. L. I.
Kaiciki 11. 18,
kaugika II. 32, 34, 43, 61, 64.

krama Intr. O. 1. 89, 106, 108, 110, 117, 118, 122, 134, 137.
kriyinga II. i, 3. :
krodha. 1. 53.

ksiti 1. 54.

ksobhind 1. 55.

96, 97-123,

62. 1L 8, 23 (raga).

Kh.

khandameru Inte. D, O, 1. 10, 128-131.
khambivati Intr. T, II, 34, 63, G4,

G
1

fra see gindhiiea.,

Gangidhara L1, 48, 86, see Cliva,

Ganeea (Ganegvara) T, intructory ¢loka, [80],

gamaka I1. 4, 93,

gathika I, 103.

gina 1. 47, 1438, II. 04.

gindhiira (ga) Intr. K. L. M. N. 1. 58, 59, G0, 71, T4; 70,
[82], 01, 03, 04, 104, 108, 113, 140, 142, 151, 152.
II. 42, 77, 105. (riga).

gindhiragrima. Inftr. N, P, 1.

gindharl 1. 26, 11,

[81].

72, B3,

19, 25 (riiga).

giyatri 1,

gita Intr. E. I. 8, 6, 18, 140.

gunakari (gunakri, kunakei) IL 16, 23, 34, 40, 67, #8.

gurjari (daksinagurjari ) 11, 16, 21, 23, 38, 41, 116, 117, 137.

gauda II. 44,

gaud (h) amalava I1. 30.

gaudl Intr. T. I1. 14, 20, 34.

gauri 11, 44, 65, 66,

graha Intr. R. T, 1. 12, 146, 149, 1L 47, 40, 51, 53, 55, 50,
61, 63, 65, 07, 69, 73, 75, 79, 83, 01, 03, 105, 106, 110,
112, 114, 1106, 129,

grima Int. N, I. 9, 68, 73, 77, 87, 05, 139.

Grosset. J. Intr. L.

Glasenapp. H. von, Intr. F.

cakra. Intr. F. 1. 18, 19, 21, 22, 23, 39,
candovati 1. 52,
cyuta. Intr. L. 1. 58, 60.

Ch.
chanda 1. 9, [81].
chaya II. 132,
chivialaga 11, 511,
J

jagati I [R1].

jayatacgri II. 139,

Jahangir Intr. B.

jati Intr. P. 1. 8, 10, 12, 32, II. 130,
jatisadharana Intr. P. 1. 139, 149,
Jva 1. 25.

Jodhpur Intr. A,

T (1)
takka (tanka) 11. 38, 118, 119.

Takkar. R. L. Intr. A. T.
todi (ki) Int. T. I1. 15, 24, 34, 6, 62,

T

Tagore, Raja S, M, Intr. A.
Tatpurusa IT, ii see Qiva.

tantri I1. 117.
tina L. 99, 1, 92, 03, 04, 116, 117, 118, 110, 121, 122, 125,
182, 130, 138,

tara 1. 47, 149, II1. 4.

tala I. 32, I1. 46.

tivea 1. 52.

tumba 1, 31,

Tumbiirn I, 70,

trivana 11, 20,

trivani (trivana) 11, 11, 41, 120, 130,
tristub 1, [S1].

dayavati I, 52.

Dimodara Intr. passim, Adh. T and 11, colophon.

diarvavivind 1. 48.

dipaka Int. 'T. 11, 32, 30, 83, 84, 04,

devagiri I1. 15, 125, 120.

devadatta 1. 41.

dega (degakhya) 11. 8, 20, 39, 15, 77, 78, 138,

degakari II. 22, 38, AIB 13!

degi LI, 35.

de¢i Intr, C. 1. 4, 6, IT, 15, 25, 36, 41, 89, 90, 1390, (raga,
ragini).

daivata I, 8,

Druhina 1. 4, sce Brahma,

dvipa I. 8, [77, 78]

Dh

Dhananjaya 1. 41,
dhanagri I1. 21, 37, 40, 103, 104, 130,
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dhaivata (dha) Intr. K. L. M. N. T. L. 54, 63, 66, 70, 71,
75, 76, [79], [82], 93, 94, 108, 113, 119, 151, 152. 11. 47,
19, 53, 63, 71, 73, 75, 81, 83, 91, 103, 106, 108, 110,
129

dhvani I, 34, LI, i, 7, (raga).

N

nata II. 7, 26, 94.

natanarayvana I1I1. 9, 12, 20, 31, 41.

natahambira II. 20.

nattakalyina 1I. 26,

nanda I. 83.

nasta Intr. D. 1. 10, 101, 128, 131, 734, 136 App. 1. 2.

nastottara 1. 137.

nartana (nrtya) Intr. C. E. 1. 3, 6, 13.

naga I. 41, 45.

nigacabdi II. 25.

nata I1. 27, 39, 42,

natika IT. 19, 93, 94 (?)

natika (naftikd) II. 36, 45.

natya 11, ii.

nadi I. 50, 51.

nada Intr. E. 1. 7, 13, 14, 15, 16, 29, 30, 31, 37, 11. 66,

Narada I. 72, 79.

nisida (ni) Intr. K. L. M. N, 1. 55, 62, 66, 71, 75, 76, [79],
[82], 79, 85, 93, 94, 104, 108, 110, 113, 117, 140, 141,
151, 152. II. 67, 85, 87, 99.

nihsvisa I. 43.

nyisa Intr. R. T. 1. 146, 149, I1. 47, 49, 51, 53, 55, 57, 59,
61, 63, 65, 67, 69, 73, 75, 79, 83, 01, 93, 105, 110, 112,
114, 116, 129.

pankti T. [81].

pancatantra Intr. N.

Pancama (pa). Intr. K. L. M. N, 8. T. I, 54, 61, 69, 75,
[82], 90, 93, 115, 151, 152, IL 8, 11,13, 18, 21, 80,
30, 41, 63, 65, 75, 79, 81, 89, 99, 106, 110, 114, 127,

129, 138, 134.

pnn(:arn;l_r_;:ig& II. 47 (note) 134, 135.

Pancasya 11, 10, see (liva,

patamanjari (pathamanjari) 11. 18, 28, 35, 43, 79, &80,

patahamsikd (padah®) II. 17, 27, 44,

pada I. 14.

payasvini I. 20.

pahadi I1. 132, 133. pahadika. I1. 15,

Panini Intr. K.

Parvati I1. 9, 10, 12.

pingala Intr. . J. 1. 26, 50.

pinda I. 15.

Pitamaha I. introd. verse. see Brahma,

pusta I. 35, 30.

parna Intr. O. I. 97, 98, 122, II. 53, 57, 73, 75, 79, 01,
95, 101, 108.

piasa 1. 27.

Popley, H. A. Intr. B.

pauravi I. 82, 119. II. 63, 73, 91. 110.

pranava 1. 19.

prabhava (prasava) IL 7.

prayoga. 1. 6G5.

prasarini 1. 53.

prastara Intr, D. 1. 10, 128, App. L

prana Intr. H. I, 25, 33, 36, 37, 41, 42, 46.

priti L. 33,

B
bangala 1I. 7.
bahutva. 1. 149.

bahula IT. 17.

Bikaner. Intr. A.

Bibl. nationale. Intr. A.

brhati 1. [81].

brhannata 1I. 14.

Brahma 1. Introd. ¢l., 4, [78], [80].
brahmagranthi 1. 33, 37, 40,
brahman Intr. E.

Breloer, Dr. B, Intr. J. N.

Bh

bhayinaka I. 82,

Bharata Intr. B. €. J. M. L. 2, 4,

bharati I. 20.

Bhasa 11. 2.

bhiasdinga Intr. T. IL i, 2.

bhisamadhyama. II. 7.

bhupali. 11. 17, 20, 38, 45, {14, 11.

bhairava Inte. T. II. 7, 11, 13, 17, 22, 30, 32, 33, 39, 40,
47, 48, 51, 52, 58.

Bhairavi, Inte. T. I1. 16, 20, 23, 33, 41, 52,

M

maniptiraka I, 19,

Matanga II. after 4.

matsariketid 1. 81,

madanti 1. 54.

madhumidhavi II. 14, 20,

madhya I. 47.

madhyama (ma) Intr. K. L. M. N. T. I. 53, 50, 60, 61,
70, 71, 73, 74, 75, [82], 79, 87. 90, 105, 112, 110, 141,
142, 151, 152. II. 47, 49, 51, 53, 61, 100.

madhyamagrama Inte. L. M. N, T, L. 2i, 63, 09, 70, 79, 81,
91, 94, II. 51.

madhyamidi 11. 33, 40, 49, 50,

madhyasyandi I1I. G606,

manaceakra 1. 22,

manda 1. 52.

mandra I, 47, 56, 140,

maruka II. 139.

marudgati (abhirudgata) 1. 81,

mallara I1. 38, 43, 01,

mallari (malhari) 11, 18, 21, 88, 110 ¢ 111.

Mahadeva 1. i. 5.

Mahabhisya Intr. K.

Miheca see (liva,

midhavi II. 33.

mina II. 12, 13,

marga Intr. O. I,

4, b.
mirjani I. 53.
milakari 11, 46,
mialava II. 67, 100.
milavakaucika Intr. T. I1. 50, 60, 70,
milavi 11. 14, 37, 99, 100 (%)
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malavacri (malavagri) 11 21, 26, 101, 102.

milacri IT. 18, 37, 139.

miargi I. 82, 117, II. 85, 87.

multani Intr. T.

miirchani Intr. K. N.
84, 87, 89, 00, 91, 94, 96,
53, 55, b7, 59, 65, 69, 75, 08,
116, 118, 134.

malakrama Intr. O. 1. 105, 128, 132, 133.

megharaga Intr. T, 11, 8, 11, 14, 19, 21, 31, 32, 38,108, 109,

Meghmallari I1. 43.

0. P. T\ I. 68, 77, 73, 70, 82, 83,
07, 08, 99, 148, II. 47, 49,
g5, 97, 103, 112, 114,

v
yagasvini I. 20.
voga Intr. F. H.
R
rakta 1. 54.
raktahamsa II. 7.
raktika I. 52.
Raghuvira Dr. Intr. K.
rajani I. S0, 118,
ranjani L. 52. II. 67, YU.
ramya I. 54.
rasa. II. 57, 58, Y0.
Ragirnava. 11 38, 41, 45.
ramakari (rimakrt) 11. 28, 85, 11, 75, 76.

1 I D

riga Intr. P.71. 1 7, 8, ﬂl, 142, 14.5. 2,24,
28, 31, 39, 40, 40,

riginga. Intr. 1. 11 1, 2, 49 , 101,

rigini Inte. T. 11 9, 12, 20, 2.’.‘?, 30, 31

ri. see rsabha.

i1, 1, 2, 6, 9, 10,

, 44, 46, 63,
rohini.
(¢gruti) 1. 54.
(mirchani) 1. 88,
reva, 11, 16, 23, 137.
raudra I. [82].
raudri 1. 5.

Laksmikanta sce
lalana I. 21.
lalita. Intr. 'l,’.
lalitd Intr. 'l
lisya 1I. 1.4.
Library Leiden University. Intr. A,

Vignu.

. IL 16, 22, 35, 41, 81, 82, 137,

vangali 11 17, 21, 33, 40, a3, 54.

vacah 1. 14,

vajriki 1. 51

vadahamsa 11, 137

viidana 1. G4,

varati (vairati) IL. 11, 99, ati, 112,

varna Intr. Q. I. 8, 11, 14, 306, 143, 144, 145, 148. 11, i
vasanla (riga) 110 10, 13, 16, 29, 20, 37, 40, 98.
vasanti II. 97, 98 (?)

vahni I. 33, 44, [80], [81].

vidi Intr. M. L. 8, 63-67.

vadya (vaditea) Intr. 1. L 3, 6, 13. IL. 52,

Vamadeva 1I. 10. sce (iva.
vayu I. 41.

varana I. 26,

vikrta Intr. L. I. 7, 57, 59,
vicitra 1. 83.

61, 63. I1I. 74, 87, 89, 108.
Vijnanegvara Intr. G. 1. 32,
vinyasa I. 1490,

vibhatsa I. [82].

vibhisa (vilasi) II. 17, 137.
vivadi Intr. M. L. 66, 68,

vigala TI. 83.

vicuddha Intr. F. I. 20.
vievodara I. 27.

Visnu I. [79], [80].

vina Intr. J. 1. 32. T1. 62, 123, 124,
vira I. [82]. II. 57, 58, 73, 78, 103,
vedic music Intr. B.

vedhas I. [78] see Brahma.
velavali (-vati) II. 21, 35, 45, 73,
vairati (-fika) I1. 15, 24, 33.
vyana I. 41, 44, 47.

74, 130,

Cakti 11. 9, see Parvati.
cankaribharana II. 25,
cankhini I. 27.

cabda I, 44.

(ambhu L. 80,

Cara I, [80]. see Qiva.
carira I. 7, 18.
cacanka I, [79].

11. (114), 115.

ciriravina I, 48,

Qiarngadeva Intr. A, B. C. J. L. N, R.
Civa I. 19, 80. 1I. 9, 10, 11, 48, b2, 80.
cuddha I. 7, 9, 54, 57, 63, 84, 89, 104, 11. 5 {1,
wd.lh.uun.z Intr. O. 1. 90, 95.
cuddhamadhya I. 82, 115, 11,
cuddbasadja I, S1.

grogara 1. [82]. II. GO, 101, 108,

136.

cintikarasa.

11, 77

71, 81, 83.

131. 135,

eriviga Intr. 0. 1L 7, 10, 18, 15, 26, 32, 37, 95, 96, 07, 107,
133.
Crica, I. [79]. see Visnu.

gruti Intr. J, K, L, M, N
85, 141, 151. IL

P, 117,09,

117, 130,

17, 32, 49, 52-03, 6Y-71,

G

gadjn (sa) Intr. K. Lo M, N,
78, 74, 75, [18-82], 78, 86, :«., 00, 01, 03, 105, 115,
140, 141, 151, 153. 11. 58, 65, 67, 60, 61, 65, 67, 71, 75,
81, 83, 03, 95, 06, 97, 101 2 103, 110, 112, 144, 118, 120,
122, 127, 132, 134.

sadjagrima Intr. L. M. N, T. L. 68, 60, 78, 80, 00, 03,

gadjasidhirana 1. 142,

sidava Intr. O. I. 80, 01, 02, 05, 102, 107, 150. 1L

63, 75, 77, 103, 100, 127, 131,

e 213 62 BT R0 0 TLS

6, 1, o7,

S

sa see sadja.
samvidi Intr. M. 1. 06, 6
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sankirna 11, 5 I,

sangita Intr. C, E. L i, 3, 4, 6, 7.

Sangitadarpana (Hindi versions) A. B. D. K.

Sangitaratnikara Intr. A. B. C. J. L. N. O. T.

sangitasirasangraha. Intr. A.

sancari I. 36, 143, 145.

sadya (sadyojita) II. 10, see Civa.

sandipini 1. 54.

sannydsa I. 149.

saptasvarih I. 21, TI. 49,

samina I. 4i, 44, 46,

sampirra Intr. O. L. 96. I1. 6, 49, 51, 53-50, 61, 64, 75, 77,
81, 83, 87, 97, 112, 114, 116, 118, 120, 122, 134.

Sarasvati 1. 27, 29, 31, 80.

sahasramcu I. 80.

siidharana Intr. L. P. 1. 10, 58, 50, 61, 134, 140, 141, 142,

samika 1. 103,

saranganitah (nata) I1. 112-124, 125,

silanga (silaga) 11, 26, 42.

salangi I1. 20,

saveri IT. 18, 23.

Simon Prof. R. Intr. A. B.

sukha I. 83.

sudhadhara T. 23.

sumukht 1. 83.

susumna 1. 24, 26, 51,

sitksma I. 34,

Somanatha Intr. O,

Saindhavi Intr. T. I1. 57, 58,

somacakra 1. 23.

somaraga II. 8.

Somegvara 11. 31,

sorathi (saurastrika) 11. 18, 24, 727, 126.

sauviri I. 81, I1. 51, 61.

Staats Bibl. Intr. A.

Strangways (Fox) Intr. J. N. R. T.

sthina Intr. 1. 1, 7, 56, 78. II. 4.

sthiayi T. 143, i44, i45,

sthiti 1. 47.

svara Intr. K. 1. 7, 9, 10, 53, 56, 61, 64, 65, 67, 68, 77, 80,
88, 90, 96, 100-104, 107, 109-120, 126-127, 132, 133.
136, 138, 145, 146. I1. i, 6, 51, 117, 125, 136, 139,

svarasadhiarana Intr. 1%, 1. 138.
svadhisthana 1. 28.
svarantara T, 103,

H

Hanumin 31, 38.
haracrngara I1I. 18.
harinagva I. 81, II. 77.
Haribhatta Intr. B.
Harivallabha. Intr. B. 1. 2.
hastigriva I. 66.

hiasya I. 82,

hindola Intr. T, II, 32, 35,
hindoli 1I. 16. ‘
hpsyaka I. 82, 11, 79.

44, 71, 72,
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CORRIGENDA.

Owing to a misunderstanding the time was not sufficient
for a second correction of the preface and introduction.
Hence this list of corrigenda was prepared after the publi-
cation of the book.

Preface, page V. line 12. Sj. Rabindranath, drop Sj.; line
26 The read the;

page VI line 6. Sankrit read Sanskrit; line 8. verry read very.

Introd. page I. 1.5, place comma after 1122; line 18. Indi-
sche read indischen; line 21 after ,,music"” place —;
22 after ,,text” add with.

page 2. B. line 2 ont, read out; line 6 add comma after
1450; lines 17 and 22. Hari read Hari; Pamo read Damo.

page 3. C. Title. WORK read WORKS.
line 2, Damo read Damo; line 10. after vocal drop "'—'7;
last line in, read into.

page 4. E line 15. in, read into.

page 5. F. line 6. add bracket before p. 296); G line 3 Anj
read Anj; H line 9. drop ,,as”.

page 6. line 3 add comma after voice. J. line 10. cruitis
read crutis.

page 7. K. line 7. CL read ¢l.; L. last line place dha under
20,

page 8.line 6, 7. mfirchan as mdrchana read "is and 'A respec-
tively; line 21 kakali read kikali; 29 add full stop after
alteration; line 30 after medium put —, no comma;
last line Kaigikapa, read Kaicika pa.

page 9. M. line I sevens read seven; line 4. night, read
might; melodie read melodic;

page 10. N. line 3. drop comma after defined; line 5. put
comma before and after ,,as we have seen’; line 20.
dha to be placed under 16, instead of under 17; line
26. add after ,,other two'': and, as stated in 1.70. c, d,
was derived from the magrima; line 28, place sa and
ri under 4 and 6 respectively.

page 11, 0 line 7. which read which; line 10. put comma
after hepta —; '

page 12 line 6. put comma after ratnikara; P, line 8. rigila-
pana read rigilipana; line 10. the the, read the; line 13.
in to read into; Q title. read CONSTITUENTS;
line 5. alamkiras read alankiras, ornementationread
ornamentation.

page 13. S, line I. as read at; line 2. he read The; line 5,
the the read the; line 8 this read his; si read is. T line
18. is read are.

page 15. line 25, after Cri place semicolon.

Text and Translation.

page 16. note 6. dhuni read 'dhuni. note 9 drop figure 9
and combine with nore 8,

page 17. ¢l. 2, 2 Haribhatta read Haribhatt‘a.

Page 18. note 9. B. put — after prasida.

Page 19. ¢l. 29. I. castras read cistras.

Page 20. ¢l. 38. ¢ drop comma after madhye.

Page 22. note I mat read mati; ¢l. 57c drop comma; ¢l. 61b,
vikrtos read ’tas.

Page 24. note 6 etad etc. read etat- etc.

Page 26 drop note 7; note 6 B. yatha in the text place (6)
behind yada.

Page 27 ¢l. 82 & 83 read 4 at the end of marchana.

Page 28. in the text place (14) behind sarve tu and (15)
after militdh; combine note 2 and 3; combine notes
7 and 8.

Page 29 ¢ 1. 88. drop comma after note.

Page 30. note 9 belongs on page 28 with ¢ 1. 103 d.

Page 31 1. 117. tana read tina, and twice mdrchana with
last 4.

Page 32. note 6 belongs under note 5 on page 30. Note 10.
B. prakarana read prakarana; note 15 read evinkam
kosthasankhya.

Page 35 ¢l. 141. anatra read antara.

Page 36 note 3 belongs to ¢ 1. 149 a.

Page 37. ¢l. 150 2 drop (B. J.)

Page 41. 1.8. 102 Mallari read Mallirf; 1. 24. T after prahar
add (watch)

Page 42. ¢l. 36. c. panca read panca; note I belongs to 31 c.;
note 9. place (9) before ,,conj,”’; combine notes 11 & 12;
combine notes 27 & 28.

Page 43. ¢l. 39.°I. gaudha read gauda.

Page 45. ¢l. 50. I wiht read with.,

Page 46. ¢l. 66, d. ganriyam read gauriyam.

Page 47. ¢l. 58 line 2. rigini read rigini; ¢l. 64. line 2. drop
comma after sweetness and put one after kokila.

Page 48. ¢l. 76, b. shift (15) to 76, c.

Page 50. combine notes 6 & 7; put (8) in 82, c.; (9) on the
place of (8); (10) on that of (9); (14) belongs in 86, c.,
(15) where now stands (14).

Page 52. ¢l. 94. b. — ¢ona read cona.

Page 54. combine note 30 & 31.; note 5. eave read leave.

Page 56. Cl. III, a, b. separate nidi and gitd; ¢l. 113. place
(15) after c.; combine 15 & 17. note mfurchani read
miirchand; note 3 bhias read bhis.

Page 58 combine notes 5 & 6.

Page 58, 60. combine notes 26 & 27; put note 29 where now
stands 27; note 30 where now stands 29; (5) in gl
134 belongs to ¢l. 135,

Page 73. line 32. Lieberbiicher read Liederbiicher.

Page 74. Index under A drop Anjaneva, and add the referen-
ces under Anjaneya. drop the reference to ¢l 82,

Page 75. s.v. Ganega, intructory read introductory; Dhanan-
jaya read dhananjaya.

Page 76. nirtana read nartana.

Page 77. Cara read Carva,

Page 78. sidhirand and svarasidhirani read 'rana.
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STELLINGEN.

I

Het zou aanbeveling verdienen, dat, naast de studie van het Sanskrit, een of
twee moderne vernaculars beoefend werden.

IT.
Brahmagranthi is niet, ,,ein best. Gelenk am Korper.” hetgeen opgegeven staat
in het Petersburger Woordenboek.
III.

Manavacrautastitra VIII, 3,33. i¢asate moet zijn 3sate.

IV.
Maitriyanisamhitd III, 9,5 : 122, 4. kfito vakarna moet zijn kfito vA karna.

Vi

Het is mogelijk, dat het woord audava, pentatonisch, in verband staat met de
naam van het volk de Audavas, als aanduldmg van een bij dat volk speciaal in Zwang
zijnde toonschaal. Het door Bohtlingk opgegeven woord odava komt in die betee-
kenis niet voor.

VI,

Ten onrechte meent Prof. R. Simon in zijn artikel ,,Quellen zur indischen Musik’’
Z. D. M. G. 1902, dat de Hindi en de Sanskrit versie van de Sangitadarpana beide
van de hand van Dimodara zijn.

VII.

Het militante karakter van de Arya-samaj is te verklaren uit de verenging die
Dayananda bracht in de, door hem overgenomen, principes van de Brahmo- en
Prarthana-samaj.

VIII.
Het ideaal van de volle persoonlijke vrijheid en de volmaakt harmonische ont-

wikkeling van alle individueele mogelijkheden, dat Rabindranath Tagore nastreeft,
levert, voor zwakkere naturen dan de zijne, groot gevaar op.

IX.

Men doet verkeerd Rabindranath Tagore Messias-neigingen toe te dichten.
Zijn leidende positie — afgezien van zijn werkzaamheid als kunstenaar — heeft veel
meer betrekking op sociaal dan op religieus gebied.
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